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'a Ndumbe UL (1I944= ), the Camerog,

pleands B St i lftlo Kknown to the English speatioch Dl
wright, the great majority O his Works exist in cither French o Gern® Wor
b;:-("‘:umlul, exuberant, intellectual writer has an impressive y of . Ye,
ad Re desetves every notice both for the powerful nature Of his mege: Works
his capacity for manipulating whatever medium he choosey 11 Wors 8¢ any
ossesses particular vitality and an acute perception of the j

work
(ORLG Ntricate, o1 He

Il:byvinlhhn nature of the forces which move his society; these, mguhu’;;i,"’“.

writings a lot of sparkle. hiy

v 's experience is wideranging. After Primary edycqn

ot o oty tiend, secondary schoal, Hg cocalon iy

Univmuy'm:mlon in Lyon, France, where he arrived just in time to e ¢y Ut
up in the French students' uprising of 1968. Today, K

, ¥, Kum'a N'dump poiSht
doctorat de raséme e in Germantc studies, having wrtten 5. g, 1013

German Second World War policy towards Africa’. He has taught at “‘:“U"’Q
vessity of Lyon Il and, presently, he is a lecturer in History, German, ang D“,;I;
at the University of Yaounde, Cameroon.

This paper is limited to a study of his published plays that are Wil
French — omr works arc written [n German, His works continue to shéf{;\f;
almost obsessive preoccupation with the problems of becoming which face hi
society, and in this he proves himself to be a social visionar

Kum'a N'dumbe's stay hln Sy
of self-expression, for it was there that he first came in contact with the
of Bertolt Brecht, which were to hav i Y
lucidly points this out himself when he writes:

pendont mon_ séjour en Allemagne, le théitre conventio,
essayérent de me faire découvrir me laissc comple,
::I. I m'ennuyoit profondément. Pujs un Jour au Lycée,

nnel que mes
tement indifté

In his dramaturgy,
ences,

Kum'a N/
BUL s thesre dumbe sho

takes its roots fro
and participated j is chil
o lynlh’a’ﬂz‘ ipated in during his chilg

Ws obvious evidence of Brechtian
m the rituals and festivals which he
hood in Cameroun, His is an absorb-
with "U' Process, one of experiential distillation, out of which he
bl ol llﬂlle which  is authentically his, The first thing one remarks
”.’c iy i’n m"i\!’l".'.""l:::t; lelcl)land application of new dramatic "lic‘l:
Iyrical It a strong sense of rhythm characteri
Use of language, chant, mysic, mimc,rfimal, and d:);\ce.
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(dumbe Writes FrOm an inner compulsion ang o f

va MK Him, the theatre docs not exiyt ymieey o Can ttecs o umsell
o"‘"“"w. audience. Thus, he expresses Nimsel('n e 618 rdial
the i i

ial problems. Howeye
ment to social i
- commit f being doctrinaire, portrayin,
his. st often, of 3 Ky N8 3O in 2 Conying]
fainhes, ever the debate might be about Kum'a fgarope e hardly ressy
:N '{ﬁ:mt"‘” of his plays as theatre, for his style js lively, if not buoyant,
the € ¢ intended to redeem man from the

M TEVAges and mauray din,
is PLYS 3T, Sialistc world, cxtremely acquisitve sy morbid, frough
Ll

e 01 & 7 itation, and cgotism. The contrasts, confli
l"ﬂ;u:pvﬁ’w;‘,'ich&f«:?uln his Grama emanate from the sociely ang e
Sgonis™ T ies between individualism and communalism, between
GonllAng {5 S, His hero is communal man — man Sriving o v peet
ot and AL sgsinst whom s seifsh man. These re (s koo tenets
% of}";l by his one-dimensionally drawn characters who end up as
fen SYMOOE er class or race. This onedimensionality in characteriza.
ol en O rced by an ambiguity of setting wr\wh_gwcs his plays a wider
o is rednforeet Seainst racial or class hegemony usually fought both

peal. The D3, tive level, with the one substantiating the other, His
on alnsuille 00 music and dance whih felnorce the pussmns fors
s 0 s, making it very compelin.
of U

i i laywright expresses himself is infectious
The ar dw'h: .|r|:’;;rch:sh o‘fhic\u‘:na: e:?i;stmc: and demonstrates the com-
he examings S B exists. in the socity. beyond the scape of his drama,
munal l'ﬂ‘“‘m rampant anguish in these plays, there s a certain optimism
In spite O e Ke . and  this. derives from the playwright's deepseated
o r?s;:‘ ‘:,clial change is possible if only there is the will to change.
pelief t

'a N’ his plays, for
if ich Kum'a N'dumbe develops throughout o
Ine mmn':i ';xcmqmics, illustrates this positivism, but the n.yk";;
e ‘mn{a?ﬂing. He develops the action of his plays in alnh:m:f:iz”m
o, S e L,
s taki 1o the flashbacl e. n it
tow u\‘:‘r\; :g:‘;ﬁfm so much that any h:mvym‘mtavecdmxxlnixrv‘\i:cdr:\;':ll‘g: ;’L
ity i ich the theatrical 5
his help to enric | e
sance, but 2l hold the audience spell bound, is used;
i t can hold the 15| o s
m’xyl ;‘::’:;«‘::fﬁ:us‘awhich seem to belong to the Expressionist mode
sy
place here.

i H f hytes,
Evidently, Kum'a N'dumbe is a satirist of Mmu;m;k;l.&w": e
the African intellectual baurgeose) ans Jel "“mwwmﬁm s sty
o the social deprs it rony. O
o ’;\eem:;rz;ys ‘\hem using a Ao; ?: a;:"alszhs'\:;"(‘:‘;‘is‘;“ Howeies i s
Seewion ha/Gses parocySaRERE e satire. For him, it is a process hieve
{ d with just simple satire. values, To &
mﬁ&idﬂi i ‘a:(:mpl \o]inculca\e ”ﬁ.‘"l};ﬂx::s‘ewf‘& him, and he uw;
this, history for instance, takes on 3 ‘ullll}ﬂ! He may be an optimist, bu
this as the means to reaffirm the dignity o! km?:,]y when we watc
s style can be brash and aggressive, partictt
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tacke of mensced fraedom and thwarted hopes and aspiratio,
feoling OF actimony Is always ustified by the Kind of action TS st
Srays with an konkal intention. What is particutarly Fascingrie, ¥ h by o0
i ot Just their social content, but their potential for invigy S 4 Bor.
stlfling and emawabited sxiety, No Incident is comiderey. 2" an yiodty
In Kum'a N'dumbe’s theatre. EXh event has its place in the o™ Quen
and even when he uses 2 curiously JALOred Jogic, as he does |0 Of
comnbaltinne, he ends up % hiey i & 3ymbol of the illogic lity i the (;:‘:'
i
A

his own society Dery

However, Kum'a N'dumbe does not always succeed in g
selfrom this themes. For o, they are contemporary and s S14M<ing
At sich moments, a5 Is the <ase of Le Salell de V'aurore (1056 ™ direcry
Sirangsly octrinaive, Decaise Nis social vision Overwheter 10 he can
and no matter how mueh his revolutiorary. fervour portrays s 1., <Teativiy

u

vision, his writing becomes trgid. '“Jr\.u,“ 3
"

These may casily give & 5 of his pl,
a baslc concept undertines his writing, each of the plays shony | 'O Ath
form and style, His plays to date Include Lumumbs 17 (1968) s deviatgn ®
o of the Kantangese revolution; Ach Kemerun, unsere oire prt BV 10 the
{1969), & documentary plece based on the German occupation < Kok,
onll the end of the First Workd War; Ds Fest der Liebe (1965) o & CiMrcos
bration of an unconsumaled miscegenetion owing to social, raciy K Gl
prefudices, and Ko Bjatanga (1969) which is a satire of the insijon POty
tioas 10 which Supee-powees subject the emergent nations of Afre - - ¥Pu
ol Mh“i'n such areas 8 Biafra and Katanga. These first fouy pie - U™
German, and 50 ar, only Kafre Biatango has been trampii

it
't
g

rench.

LIV For mm”k "NDM' Y, and Au nom d'une race (1979)
Thi s thelfe of 3 South Aftcan black fugitie in s
Al oy wol one of his short stories, “y fuite :;‘y‘ .

collection Nouvelles Intergites (1978) 4 -

froedom.
Matlaty ™

aware of it
o s public and communal nature; and he has dowe

yrical, crigry g e b-:;mh_alh for 3 participatory sudierce. The
resulant drama fy o 0'“""'“““ -;,h‘v:u‘e s particularly effective. The
Celebr foys of saciety, as wefl a 3 com

of common i
m e "I'u.’L'E}.'. and public are blended together

of man in society.

committed writer who displa
-9 i s an acdent
m-:"m"“'"ﬂ'ﬂ- This ts immediately evident
been W";"" the surreptitious manner 8
Africa. The sub-title of the play

NE AFRICAN RivoLuyion

dy of Africa, although much of )

"”“';:Smwm, of an anonymous \\‘c\\e«r‘:o:(-:\“

IO 30 BORTCn mation s decided upon. Ths by, L e fae
Jction defies critical oversimplification, o,

At the action which the Playwright incomoratoy L N0
secious. The naivite of the Africans 1§ tresag Lo Plot
fally in the seenc In which tribal foyalties syl 3 malk

wristwatch. It is not the simple nature of ;\:‘«L‘gl‘:‘:y\"
oy Nt which

we find a stark

Abal and re

n mythified by the Super-powers, who then explait
i

{nces oL just a strong antkcapitalist
i B4 ETECE Soagery and the betrayal o the es ot | psc
et NOEERCE the mew acquisitive tendencies that casily lead 1o ::m
18 0 ofaywright (through his actors) issues a batle cry which wln\h\nvl\‘l'\
 singing and dancing which brings the play 1 an end: 3
comédien © Ibﬁ;wquur ne pas denser ?
WOMSNOUS  aussi
Pleuret 65 s miorts vl plerer
Pleurer ceux qui vont mourir
Les hommes el les femmes
Les femmes et les enfonts
Pleurer 'Afrique
Non, nous ne pieurons pa.
Nous ne pleurons pas
Nous dansons le devil
Nous dansons ke combat
Nous dansons i bataille
Nous dansons ['avenir.

Tous : (dansent)

(0. 77)

xum'a N'dumbe's social
one of defiance and asser

St it Is 4 promise whic

vision is here clearly defined and the dance becomes
tion, The playwright sees his society as full of promise,
h is still embryonic, the fruits of which can only be

f incubation is right. He expresses himsclf here In &

s atify f the process of
B the way in which he resolves his plot is a clear chatlenge

sl manner_and

Which he raises g0 beyond the scope of drama, o
vite the audience to join in the debate that ensues ©

lir Comédien
Harfaltement, ¢'eSt €e que nous avons apprts, chers spestaten.
omvincus. Ce

e wociety, Consclous of his medium he recognizes the ft that the isuies
e fets one of his actorsine

Cest
que vous

c¢ que nows avons oppeis. Nous en mz:!:tm i  lh 9

en peasez | je ne le sois pas, Vous allex

nous manipuler. Mais-je vous le dis : nous ne ¥ou gm
maniputer, nous e le voulons pas. Ce seroit de limpsrtl bt
payes l'entrée justement pour he pos dire

nion. Vous voyez, NOUS WNONS Yers Wous pour O“R' la M“M
chaires, Vous aussi, vous devez dire votre WM M‘W'“W ”’“‘.

pas Ne sortes donc pas, ki représentation
{p. 79).
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Anfla

, flciting the audience to participate in 4

ILT‘nmr'x';v‘:::c’c‘:ankbc{trv vlllc:ul":e a‘iﬂz’:’fu";ﬂy wp;,, irbi:.:u‘:“”

ideas between spectators, . playwrights ' Mol |

T 1850, when | watched S e S o Aontt, nd e ,f"r’(',‘

ndi f the things wi ore said, rangiont )

B e acaenes. of S e theca o AR ot e
fean. More recently in Yaounde, the peform,

B g s (19501, which Usoi 2 gpoo e of it By

Ave rise to inferesting debatcs, although in the case of the A

i‘a personally attacked for his point of view. Brecht is certainly maf W'Pq

act, but only as 4 reminder to many of these budding Playwrights xh,""‘hn.a

5% performance ha a place in modern theatre. us

om

f Cannibalisme (1976) is very different fre,
ﬁiafv,,;:cb:':dl’ ST i of the play. Ganblisme iy 4y "r‘v:”-::;:‘ o
philosophical and ideological basis of many African regimes, copanehtafis
plified by the Négritude movement. The argument which the phy‘vﬁg;:!%
lopsinthis play i that the Négrude movement received such ot &0 o
ship from the French because it tended 1o portray an Al(:un Idyl| of 3
innocerice and obsequiousness, rather than express the aspiratipng of 3 ety
African society. It is these two ideas which are put together on lvia|mw""
scenario for the play is a court room in which actors (anonymoys) nterrt
tently playing the roles of black and whites mutually accygy and Mg
themselves. Cannibaljsme is 3 picco of theatrical tour de. forge Which, “ludk
myths, symbol, ritual, allegory, and knockabout farce, 1o arrive a jig ’“‘ol:m
The consensus In the end is based on the Fraternal League for Cannibyji tioy,
flesh-cating cult which lacks the "As-ian"" undertones of Soyinka's Madp, Bm,
speclalists, but prodices similar consequences — the despoliation of hu,,f:'nfl"y"

Thehigh point of Cannibalisme comes in the dance of Negrtuge:
Un négre qui danse so négritude
0.quol cela méne-t11 >
Cela méne d fa danse de I'oppression
u profit du forgeron de la négritude. (p.69)

The conspiracy that resulted in the Négritude movement is thys placed in
historical perspective and evaluated for its worth, for history provides a means
of understanding and shaping the future:

En dansant /histoire
[efals revivre (a réalité
En dansant [ histojre

Je fals comprendre le présent
£n donsant Phistolre

Je démasque le men,

En dansant l‘hlm;in-m”yc

Je démasque Ihypocrisie (p, 35)
This is particylar),
rewritten; byt rorylg

cetinent in'a:sacioty. in. which history. is. forever beig
e playwright, history achieves a more dialectic purpose.

THE A RiCAN ng

YOLUTIoN

he playwright treats the u
yerve With ;:‘x]i‘ci‘d:gucha\ltnge the ethics,
The jiseems 10 7% sense of belonging and an WAENES Of Ueachery
e, e o T st el WLy
o Y here, e | rapid, viv.
e 1 more robust and incisive. 1o syi] vies 3 e
Doy DAt T Languags MO FE I e scene i i the mock rituat of
et “,t:',‘gm to_civilisation takes place, with the Wiy
n! barbal cks as the initiands. This
Howe 0 and e Tessence. of Neatltide nd burfesque
el P vecomes WG L ces the unfolding meaning of e play. and gives
o
o0k, e cerem
P 1o the them® urore (1976) demonstrates a further development of Kun'a
s ic technique. He makes an extensive use of cinematt syt
s dramatic H ek, the cut, dream sequences, and voice overs, but they
mbe & s the flas! that technique almost overshadows content. Yet, this 1
over % ’;g‘cﬂ;‘ play, thomatically speaking. In i, s e o doc
o n overloACEy L dumbe’s plays to date,
ally um'a _
v ofallof K of Kafra-Blatango, the action of Le Sofel de 'aurore s
: in the Ca s African country, but the events unravelled in the play
an a0y dence and cover' the.early years of the poptelor
i (om BT owever simplifying Kum'a N'dumbes sl ni
fiod, Puttng It pens in the present and then gradually bullde ug the
Pt only-opisodie QNS oRaRE role:ere IF only o sxaces the depre-
5 A mporary Africa has been subjected by neocolonialst
on to which “"’l‘ boration of opportunist politicians in Africa, Placed in
“‘ww with the col aluliﬂ"”Y slogans, the picture of contemporary Africa
backdrop of KEHECints 1 ane full of & cynica brutity, Gevoid of any
Shen the playwriBRL B O s back.
fyuistic feclings, an his actors to evaluate the achievements of post-colonial
round that he uses f nation-building and the concommittant social
. ndering efforts of aah =
Afic the floundgriil & ion he develops, and more particularly by opposing
neuitics Thwl:zho:!ccan altruist, and the other, an ety lunbcd‘l\(?r\:':‘n:
s, ot rica emanate
‘:°| b,:::‘,;/"of the problems confronting contemporary
tha I
& of leadership. Y istic in it tiook. In the
[ hip to the playwright needs to be aluuu\n;l in its \:‘1" g
Leadenship 1o ; ntry, it is not the altrulst, -
as of the unspecified M";:” of the. country at independence. The a|um:‘t
he leadership o ial Master and this signals
who accedes to U banished by the Colonial Mas : 4
: arty are ban il this power:
dod C" »m?,\l;l::n{!}'\: Ecriid of decadence. The po'“;‘;‘.:‘;:i;:{‘ahohl:nhii
the beginni idate the power of
play results in only helps to consolidate the p

mentors, the neo-colonialists.

hemes of thi o) k
Ny s fasc).
Of 340 o Which e

T

I ich i way it cap:
The canvas which Kum'a N'dumbe q:;“:;rxsh(:\:c:\‘ralao':: mz :m‘“
ary African situation, if S o over the blaring
o I?;i:"i:‘&’:‘&?\;dzwm particularly in the scc::cllignv;':"";“"lm Jinsecho
m)’ve trumpets celebrating indcpcndcg\cc. t‘,"ea':\':)pld.\\lomm:
In. The paralyzing situation is summarized by

Arrétez,
Arrétez la danse macabre
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The cvents which Kum'a N
yet he is somy
sloganitln& A
What the 4y,
s he faces 1

Not even i fact that the playyyri
h Playwright
brlng. inv this messago reduces s dgirec
Octrinaire natyre of
PYrotechniques ang |

Arrétez o danse funébre

Nentendervous pas
Torplllent le quartier

Nentendez-vous pas /e
Des mitrailleuses

s les obus qu

s crépltements

© percevez-vous pos les feuves

e sang qui coulent du
Haut montagne de
La ltbération

Les eris percants des gosses
nirés

Les pleurs stridents des veuves
fes

Agonisani

Les ruglssements des lions
r

En fureu
Désastre sur Jo pays
9y QuX Jumiéres éteintes

Goullre de la perdition, (p, 52)

The stridency is not only that which
equally

[Lin the flow of the lan,
lyrical force

s a certain a
the painfully

of a power struggle in which people
themselyes:

€onveys the anguish |
crimonious feeling agai

Vous dansez g 1g cadence
Des mitrallfettes
un coté fes Combattants
Engagés

Delautre fes sofdars

Enrolés

Des deux corés

Qui s'entretyent (p.53)
'dumbe p,

climes able to achicve

fuistic brother has 1o sqy,
the firing Squad;

Seule une conviction

dicter nos ge s,

. Et la seule
il considere Jos Intér i

much of the p,

The stage hys b

destructive nature of v,

. 4 certain aesthetic dista,
b such times, the. reader has little 1o guess. Thi

IS du Peuple

eCome oo muy

is reported by the Old W,
jiage which the playyrigne nart Sy
i A once individuat g o THe
St the powers that b, Here, it g poy gt
gt s satiized bun g gyl oy
¢ of a common Progeny. mutually de,::;;

fes f1ls du pays

ortrays in this play are highty topica)
nce when he is ot
is is very evident in

and more especially in his dying words

Profonde de /g Justesse de nos options doit
Etla seuly

lion Juste dans toute. son entité est celle

‘¢ .comme intéréts suprémes. (p.77)

uses a classic technique of reportage to
tness and obviousness, The excessively

i 4y tends to make if, notwithstanding all its
t he sometimes Caustic
I picce of theatre,

language, hard to ACCOPL A5 A SUCCRSS:
ch of a classroom, and the

THEAFRCAN eVt

ideotogical. THs is riot, howeyer, 1 2y that |

e e e ot fascinating. | g gt

course 15 100 e d ndeed

the Lve its M ning is particularly effective as the Neurotic leade

M inese. The, OPELa® Many of the flashbacks, drere. “equences, and

o these inee's i handicd. One of the ghing €Xamples of the piag
fekt s 312 Mol B T the court scene in which the wretg .
| k0Tl b S his au el of judges, especially selected for thei loyay vy
| e el Sty of justce s obvious bt would sl &
Pt beind Y rave Thad used situational irony father than the diregy
[ e wright ts, AL stch moments, ane s left withthe uneasy
| M,n':d( if the B he _g:“:o,:njumcs his audience and fs striving oo hurd 1

e ent 1 laywr
[ ement 20 ol

have overstretched. himself in this play in

sa N'dumbe ”imc?ol:;:al but rather emotionally charged material
o fandle 1oL Nl R amalc syte. But foral oo

12y 8 ut. Kum'a writes fro 2

i"’""c;:,m;;'a ::‘:\Ems 'm;“v;ﬁ‘gg l:‘%h:es and frustrated am?ll’m:'. 3: li;;g:i“; b

it t of thwe i ainst the perpetrator
Y ence — tha wective ag: i St
BB T i p e bR e
W tion which contia imilar a 2 ! 4
jaton h¥ subjectiaRy e afdans His call for dlogue 35 posble
i howevers KUY B ities which exist i his society
Hete BF redressing

ans O

use of violence:

le colonialisme
Nora sz’lcn'::ss l: néo-coloniallsme.
mfs Znéamlrom l'impérialisme
Le peuple valncra
Le pays sera [Ibéré 5
LsApfflquea pris les armes. Lxgntoirr. me.“m:l
i iolence is the las e
This call for ,e,,ollul':,:';' MR orets 1{1:‘ :::irﬂa\‘: o “‘;‘*.":-9“""‘{
: ; e sake. He is a pragma:
o pmplm uage understood by I e
be the only lang\ ist who enjoys violent A i
mumm o m“:‘;\':)‘ Lo pm‘.ephvc‘l(v ‘l’\‘:?in consciousness in lm He
tist and & vlswnle;m o }’" e cdodren
Tl tol r;:lcy to the African people;
address is no!

b s clear =

rthern hemisphere. the same messaie & EEEL

3 is fourth play, Amilcar O’b':lc(a‘bﬂt&?;w himsel nhlrnt;mv‘z“”
In his fourth R yation. Althoug! which he had ghet BOE Pt

i et agnis,th reaution e o ozl Kure)

tugiese im| | jon: ' 3

el ounded hat b, bt 1o e X T thng KoL

lay is Kum'a . But this had api

e e B cden WS

wrote about Cabral. ¢ di féter , es gsasin,

Afrique]Asle : boire du champogre, 15 11 S0 o ol Toh

Ils ont da Jus. Tu as &té 1 Et e irialiste. E 1oh
ta), tu n'es PG L SRR G R un
les: sanguinaires, 339




THEAFREA Ry oLToN
motre grand fréve Qul tenas 1o Nay p 1o from his Western cople s, =
lairer e chemin die ton pesp Clogt ps 10l gy oat sereaming fo el from his Ve e and RerT
L g ommand PLG of o e Characterizes Cabraty e
s ont tué Mondane, fss oy U L, 3 &, s e find LI the calm
Et1ls n'ont rien appris. o Lont tug ;0% s oy , ol s uras
a9uront toujours riey COMPrIs, Lo yo oS €N tyept tug ol
indNidus mais. g,

‘erony 3 Upy 1 ey fulne’ | comes after his death, in a dirge woy

ourse fofe Z',’,',",‘;,’o""mm,,,iwm,""« o  riumph of Cabra

7€ VOl pas le peuple, f¢ Peuple dresse comlre Assg, ;
le chemin, Comme un taureay,

ol me LUTPR Coth youthfull innocence and procreation This iy
1re ) U ko d ppreme abol ©
fe mur d 6 U fonce ef gq ¢l et ey S 0% he SURT sy
/ s masses populaires,,, <oy

0 ich demonstrates the trancendental nature of i
7 it | e B apotncos e :
etnen; 81 poment. 00 |
pe I chart }
Le compromis n'est plus Ppossible, fe p, ot
L85 DEUples aficalns Iont g d(m/:l” e iy wajee Pl comeh
gement soleanel 11 n'y gy, P35 de ploce powl/’:; ,/ex gy “:u\ I 1a n?ﬂ ésur lo ’Mr. b
gulfutte, Jusqu’d présen, 9PIOUVE,... Cabray Cabrgf §"Oches, c«:’;: e reur ’dzk’c ‘:l:”"?l 4
! o
Tu n'es pas mont, Parce que tu as compyys 9Ssez 154 o g A ! §
7€ pas. mouci Ton génle 1 oupeny " Chempps df’ﬁ,ﬁ,,’:’)’j"m«. Gabed CORT i ¢
ol 10
Kum'a N'dumbe sounds stranglely Prophetic in thy bove ¢y . n’,’,;ﬂr«""?” oo
revolution in recent Years, has met with ©exceptional syc o p‘;,/mu) l'aube \
Bissau, but alsg jn Angola, Mozambique, ang more fl, ta vie |
The play, Amilcar Cabral, is Kum's N'dumbe's contr combat
immortalization of Cabral, but to the process of change, Lo lr%éézrdl‘; rive
soul c pas
The play becomes 2 ‘classroom: of concentrated reality in whicy the aT“ ot
WIht attempts to portray the Ingenious manner in which Gabral sef g b0 | Cabral.
revolution. The Playwright keeps very close 10 reality ang avoids somgoﬂh ol Camarade
inventiveness which'js Present in some of the other Plays. Using the feeiors | Rll"”"’s"r/.,/ose
of the phy-wilhln-wlay, he provides the Whole programme of mobilimi‘,. | T”'d”"g I'aube
Used by the PAIGC jn the liberation struggle. He then goos rther on 1o g Cuelllie
this being effected ang debated on, The Playwright introduces authentic myteriy | delavie
UL selects this carefully so that nothing in the play seems superfluous, Ong endre (a rose
the manyissucs raised 1 the Play is that of tribal ang regional loyalties yhiy Ve ton bedple
an casily dissipao Any revolutionary cffort, Kum'a N'dumbe then 8065 0n 1y C"',””;ep de la vie
show how dexterously Cabral handieg this othenwise explosive situation, ang Aladl
€ succeeded in Unifying al|

nion into a consenss

Ay 1ests on the fact that the play
upon _h!mso_:ll 4 certain thipline of style and exercises

e ne connals pas 1a ml:nmn
ITu ne connaltras pas
Wwright imposes

,89). jnes the detemiation
a lot of caution ax¢ abal !l (P89 ; ting and undefloe B il
lincation of the character of Cabral, The hero is not romant ity of the dirge is ?""L‘hpc' struggle for 1 the yours il Ms
clzed, but he is he, N 10 be driven by a certain revolutionary fervour culm The lyrical vq\lﬂl‘WAm can masses in i choice om upsurse olm ot
nating in 3 humanist yisign Of his socicty. What is more fascinating about the | that lurks in the by imperialist pOWers: i (ofem“‘.:a‘ the medim B
character of Cabral is his sense f propriety and his ability to adapt all text-book | often underrated Vap( and brings ‘."“;Mumbﬂ here ‘umn dostrinaire
ideology 1o the realities of hjs environment, This js particularly to be secn in the this s pau\cularl»l'd be said of Kun o1 even the ome
Playwithina play ‘ccones in Which Cabral instrycts s militants on the party avareness. |t CONC BRI o the play: had waich
[deology, Ho demands and shows this through action, that the ‘isms' must not made to match t! ?mm the effect o teen just 'Mh('imd Magic
be transfered yhol. sale into Guinea since s circumstances that gave birth fo scenes seem 1o mini de... (1976), Wil Savary's, Le fays in 0me
it cngsls Leni, Mo ang the s of them, wher far different from the 1 lay, Lisa la putain des B oo the ol are ovetly
situation prevalen oy the Africa continent ang Guinea Bissau in particular, : :‘:‘dgﬁ,’;‘,,‘:cc of R"';I "’?: form an;i s':Y”“ﬁc iy d ;:blll ¢ fad Invctive: -
eda letely, nly i
I The action of this play s further more sustained by the frenzied action Circus, .dtliarli lz"a‘:,nlbaﬂmn NO‘:U ¢ also gone 15
that 805 on in thoso se e et Portugal, in which we find the Portuguek folcal themes of his eaier PaYs 341
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1 bon étre un petit voleur
A ?)?1‘:’:’;1/ bon risquer sapecu
Alor eut €176 yoleur
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?, e respects,

atre 0195 (5 28)

£ dure miré. (02

bile, yob acerbic, for these seems o be

tally those which institute progressive ¢ laws passed
petty crimes. Ve amputation and

e ongrouss P!
wg‘;“‘.wsuea‘n penalty for
a N'dumbe, in an attempt at Brechtian alienation, i y
Ry from s theatre. He uses by the case of the Ao
i and the O e to.ths by Liss, 10 state what ought e e
:”,\,,m to life: Al
La Mamd Bado est peut-étre un personnage qui n'a fomals
e NS avons inventé pour les besoins de la caulse ‘l;)a/fx‘lullj‘;b:m;
g orte, mals nous, nous ‘Continuons A vivre ... Lisa, ne disoltelle =
d'un ton pathétique — la m?rl, Je la hais, la mort ! Pour lalsser af::;
cousin cette conclusion = Tessentlel, c'est de savolr vivre | (p41).
ind of commentary after the unravelling of an event, permeate the play
The Master of Ceremonies may be philosophic in his attitude = in effect it al
Jead! Istentialist approach to life. Forall the the satire on the perversion of
yealth, and power that this play contains, it remains 2 joyous moment of thea-
e, rollicking. in its humour, pungent in its criticism, and ribald in its language.

Au nom d'une race (1979) again rewrns 10 the political themes, but the
Jocation is more defined. Set in South Africa, the plot revolves

geographical
life of @ Black fugitive in search of freedom. Matlala, is the arche-
truggling for his emancipation. His first efforts at escape
il because he soon roalizes that he is confronted everywhere by
ic and dehumanized system. He therefore comes (o the realization that
he must fight for his freedom and for that of his progeny - He leaves gouxh
joi liberation forces working within the Mozambiquan tefritory-
In the course of fighting he is hit by a bullet and on his dying bed, he narrales
his life in the hope that this would be a guide for others-
This play, turns out 10 bea multi-media production: for the performance
| watched at Lyon in May 1979 used slides, film, a television newscastely ":
agent for a package touf firm, sound tracks of the crepltations of machine l:l':‘
etc, all of which added to the horror of the South African expeet : dhe
play opens with an annours Ting as the agent (LR
package tour company, who informs the audie!
taken on a tour of South ‘Africa whero they WOU
country side, the sprawling mountd ns, an thriving €coN
another actor comes in to object 1o this requesting £
reality which is South Africa be shown 10 the audie i
the life of Matlala, the actors who nip in and out of va ous
10 unravel the desolate conditions under which the major ‘
within the context of an apartheid rogime. There s a const:

cement from the nar
ience that they ark abo:ll 0 5
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omy+ Tmediatelys
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erated by this play because of the congj, ;:
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There s little doubt about the vitality and vivacity of Kum'a Nt
i 1 m '

plalrcs and he writes from A multi-cultyral backgroud, absorbing frlq:\;‘,d“mlm
critically establishing his own style. His art is ot Just aesthetic, UL extrepyy
ﬁlllnc!lonil, where content detail is neyer subjected to form or yice versa, mz
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