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m\llS (f llJiK PIlJ'l.E IN C!rBl\:

by

Team!e H. QlJ:lr1e1

"J;el!lUM1 oin4llla tJul be '>mi has l%l'Id conti_s to de ­
etro t • ,Un! c A C'U tloN to '1/00 aPl ilZtl!l?tt t t
t e mo. an .l'IOl"l!lOU" I'l.UPPI 81' e peopl. lJho llav. l'I8'V'J" hft
AfJ'ioa but who continu. to hall6 a ""J"t4i>l aH,maUon that
they'V8 ltlanled fJ'om the cirnmr:t . At time6 tMII'Vll geM to
the point of alundoning t~il' family names to tak" the names
of IIIOvill Stal'. and actors."

- Ousrrane smt>ene (African)

",1,'11 must insillt tlzat OW' chUdr,", ar' not llrpo811d to a
steady dillt of 80-oaH8d black moVW8 tlzat glorifIJ blaok
mal88 all pimp" dO"" pu8hers, gang8tllr8 and .up8l' =1"8
with va8t phY8i.oat p2'0~88 but no cOgl1itiv. ,kitle".

- Jl.niua Griffin (Af~Americanl

CJ.nsra history q1ves stark eviden:::e of bJw fi.l:rrra);ers frl:In the
western ';«)r!d presented the African and his envirorlrEnt in an all
~ liqht. Early film venturea of the Western IoUrld calOeO­

tratEd en the p::p.Jl.uization of the lI¥th; white u Sl.p:Irior and
black. as inferior lIIld Europe u civilized and Afri.ca u prilll1tive.
Until ra:::ently, Africa meant &ala or all of the folJ.owinq - -nark
o:ntinent-, -savage-. -~, -~. -jaJqle-, -c:aradbal- ,
-primitive- aOO "mysterious- . 1hese negative 1JnIIqes were craoe­
mitted to western lIWienoes with no alternative~ eo CXUIter­
attack inst~lled preju1ices~ fran colaUal literature of
the period.

'!he damclqe inflicted fran the initial intrusion of the cinema
into Africa is SO gl'el!lt that ecoem day attm¢a to rectify the
danaqe, b:wever srrceee and cawi.n::inq, teve ally helped to further
enforce the caricatures and popular ste:raxypes that have fo1.l.cwld
the black race 8.allCe the inYentic:n of IIOticn p:ictures. 3

"'!his is the first of 1I bo\:I part series on the subject. we will
lllIOOUn::e the rext; installment in a subsequent ruri:ler of this journaL
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1be First Fi£teen Years

In the united States , fran tm beginning o f films , the blacks
were portraye:l as ftchildli.keft lackeys rreent; for abuse and c::ornes­
cenaion . ~ earliest exwple of a f ilm deali.rY;J with a wmlesale
sterootyped character is Fights of Na t ions (1905) . In this film
the Mexican was caricatured as a ~treacherous fel.l.owft, the JeM as
a ftbriber" , the black as a ftcake walkerft, "'lx:Ck. eercer", and
ftrazor-~· . '!he white raoe was presented as the bringer of
peece to all rrankiJ1d . 4

Of all the races ra1E! were 90 oonsistently and systanatically
slandered as the black peoples. Here are oo ex;mpl.es o f the early
periods blatantly anti-black portrayals : Th8 lIooing and Wedding of
A COon (1905) was described as fta qenuine Ethiopian CCIlEdy" b.It in­
eteee the picture poked grotesque fun at a black ~le cro their
I'aleynocn b'j sh:lwi.nq them as carplete idiots;5 TrnI Ha8her (1907)
was a f ilm in which a l<dy 's nan ecced anyone in skirts and a l ways
suffered rebuffs until one day he suo::eeded with a lady wearing a
veil , but, alas , the object; of his rarantic p.Ir8uit turned out to
be fta Negro 1oUlIaJl: ft 6

Other caricatures an:l stereotypes were also to be fourxl in a
series of slapstick <Xm9dies awearing between 1910 an:l 1911, for
i.nstarre, Pickanin>1ie" and /lb: tel'mol' l lm . C/ri.cken Thwf, Coon-t:oI.-.l
Suffraget u 8 and 'Ihe Rastus series; /IorJ Ras tus Got His T1ul::sy,
Rastwl and C/tie ken, Rastwl i n Zz" llolland. Rastus...as a person ....to
did all sorts o f od:1 jobs cnly when he had to, and ecce he acquired
a few eotre he preferred to sleep.7 A caption o f the tiJre read,
fta darky needs wanrrth" . 'Ihe central black character in this series
was Stepin Fetdti.t ;

FBtohi t ' s grea t gift was i n rendering his ooons as "ueh t hor ­
oughly il litera t8 f igures that t hey did not have to respond
lJhen demeaned beoauee they lJ8re a l w yll UnalJare of lJhat loUlI

wing done . 8

Racial s tock attitu1es also awearoo in the Sambo series beboJeen
1909 and 1911 . Sartb::I was described as "dx:i..le bJt irresponsible,
loyal b.It lazy, tu!tlle bJt chralically given to lyi.rY;J and stealing''' . 9
5U=h caricatures in Ittlich the black race was systmatically exerpli­
fied nJt only as ItOnlnic , clc:wnish and IJeli.al but a1so Sl.i::turan
ptWiptal critic Daniel I.ead to <XIlI!8It :

JlUI t abou t 6t18l'!1 t Jring tradi t ionally held to be of _e w llUl
i n t he lIniUld S ta tes lol:l:S abs.-nt from this l>tl1I i 8 stereotype
of the Negro. 10
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'!he l.Jrx:1e Tcm thEIres began with the "perenmak favorite", Uoole
Tom '8 Cabin (1910 ) ariI. exp:mrrled to the f ull est in su:::h films as
The Dark Romanoe of a Tobauco Can (1911), For Ma88a' 8 Sake (1911) ,
The Debt (1912) ar:d In stav8rl1 Days (1913) . In the film, For
Na.ssa 's Sake "a fa ithful s lave" was so loyally attached to his
rraster that he wlW'ltarily offered himself for sale in order to
save his ne.ster f n:m the pain of paying off gan-,bling debts. Be­
fore the deed could be cc:rtFleted the rraster disoovered a gold
euee : \<hite supremlc ist ideology thus maligned ariI. ridiculed
the black peoples in Ifalicious stock atUtu:les and in all other
f acets:

AllJays as toms are eM8ed, haras 8ed, hol<Med, flogged, en-:
slaved and insulted, t hey keep t he faith, n'er turn against
their wllite 1IUSStJS , and r BmGlin hear t y, BUbliissive , stoic,
genB1'OI<8, selfless, and oh- so-very ki M . 11

lbllY\'oOOd' s tactic in prcrroting society 's racial fears \oIer6 also
effectively utili zed in the aeries of "rni.Bcegenat1on fi.J.ma" deal­
ing with the curse of mi.xe.:l. blood. In, for ~e, The Nigger
and TIw Octoroon (1913)-

In all the films made dlll'ing thie period dealing witll OctoroonB
and mulat tos tll8 appal'<lnt shams am degrada tion of being even
thB emallest degree non_white Ul:S e;;plaited to t 1ul fun, wi t h
th8 obvious implication t hat there Ul:8 somethi ng sub-human i n
b6ing black . U

Actually, the anti-black inages of the filIrs were tolerated
because au:lien::es were COl'lJ'll!d and/or willing to aocept the view
of AfricanS am peoples of African descent as bain:J less huran than
themselves . '!his way tooy ....ere eede to feel better in their own
depri vation. '!he negative inages coupled with their own prejulices
psyclDlogical1y cemented ~justifiable acts" in the legal, scctc­
eccoceac am p:lliUcal level against the black race, a race that
historically clained nothin;J but its ' very own.

In keeping with i ts tradition lb11yw:od t:hrou;h 0.1'0. Grilfith
~ massive eo.m:mic benefits and the erD:ClOUS~ p:ltential
of the IlOtion picture. In The Birth of a Nation (1915) €'N8T:Y racist
syndrcrte oorcedvable and the entire pantheon of caricatures were
~ited to the f ullest . 13 'Ihe fi.l.m was an adaptation fran a bock,
"'!he Clansman" , also the original title of the film. '!he fill'll
depicted "freed" blaclcs as lustful villains , igmrant ard arrogant
ariI. viciously falsified their lives ard suu;,gles and their renar)c­

able roles during the RecalSt:rnction eee . .
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'the film was repor-ted to have revived an'! stillulateci the bru­
tal anti-black activity of the K.K.K . l In this period the Klan
could l::oart its 'J1"""t~~ in rrarbership which reached a
high o f 5,ooo,oooJ14 and it m d::dJt cDItri.buted to and~
the escalaticn of \ott)lesale anti-black hate canpailJns by the wider
p;blic.

In thtl SOuth . ths fiz", ws of t tm advertised a8 ca Zcul.atttd to
'"i.lork =dUmces into a fNra!i" .it will M:J ke !!OU hattl . " In
SQmI3 r eg ion.s. t 1ul ad campaigJ'l M:J!I have been effsc tilJtl . f ol'
in 1915 l!f>lChi"9' ! in tlul l/I'Iited Sta us l'BQahed t hsir hightJ, t
peak since 1908. 5

F'n:m the very nr.::nent of its pdllic .screeni.n.J the film -..on
~ success. Firs t: It was the Il'OSt costay film yet made
(a hun;ired thousand <b1l.ars) and the lcngest teoeive reels ) . Seeond:
It was artistically the nost professional (the close-ups . the cross­
cutting , the iris , and the .ilJFressionistic/realistic lighting).
Thil'd: It was the rros t financiall y re..ardin:J f ilm ever (presently 16
estirrated a t a gross of sate $114 million) ani Fourth : I t was also
the first film to be 00n0red with a I'bite House screening , after
which President~ Wilson o:;mre'Iteci : "i t is like wr i ting his­
tory with 1ightning" . 17

~ Bil'th of a Nation is widely re:sarded to have set t h, styl e
for all future slalders of the black inage. I ts contri.buti.cn to un­
j ustifiable illegal acts against the black race oould be sumal up
in the fol.1c1olinq ac=unt fxao Du sots ' autobiography:

With the acce,eioJ'l of W. lo'i l son to t he pzoeei.dency i n 1913 there
opern!d f Ql' t htl Amel'ic<vz 'tJgt'Q a pel'iod tasti J1{] thl'ough and Zc"'9
after ths 1J01'ld IJQ:l' and culmi""ti>1g i n 1919. rJhich ws <VI eztn:z­
ol'di 'IaZ'!J t est f or thrir oourqq, and a time of ~lty. di ear-iMi­
~tion and tJhoZseaZe lOII4'del'. lB

'!he film's cnmercial SID::eSS further established "Racism- as an eece­
IIDUS profit IlBking tIete. It cane as m surprise, therefore , when
Dalton TrUlto [later blacltlisted as CD! of the lbllywcod TenJ. speak­
ing at the Ibllyw:ood writers~ in 1943 rerarXed:

T1w eeee gigantic Milestones of 1lQllywod ' s appt!<1 l to pub l ic
patnmage have besn tlul a1'lti-Negl'Q pt.c tuzoes Ulul t hs Birth of a
Nation and GoI1B rJith the lli nd .l'9

Many critics believe that where TM Bil'th of a Na t ion erded Gcmt! rJith
t he Wind began. \<bere the former was blunt and direct the latter was
subtle in its anti-black canpaign. i\ooenty- four years separated the
boo fiJ.ns and what hawened during tlDse yean> cannot be hard to inag­
ine .20
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BlacIt 1.Inerican Fe6poose to ~'Ihe Birth of a NatU:n~

It needs to be p::linted out that trough a qeneral level of
acceptance rrarka:t the initial screeninq of 71UJ Bir t h of a lkItion,
the film also did arouse negative sentinEnts~ black and
white OX94J1izations, wOO JlOUIlted massive detalstrations against
the film 's racist propagan::la. '!he pro-Griffith forces were so
indignant at the charge against their tastes and ~their standards~

that the tbJstal ctu:ati.cle o f Texas went so far as to cx:mtelt:

1hs ti.we has >a:> t 00IIIlt lJ~n the ~ptCl of Bol4Btol'l lZl'Cl to
hav e t hsir e~ of t hought or taste set or fued or
regu'lat ed by t he NI1(i1'O citilJBl'l8hip.21

Nevertheless, the canpaign nounted lI<JlI.inst the film by NAAC' and
~~ was in scm;! .lIlBaSUre SlD;l!!SSful sin::e lUIE ecMoU
and OJ:9iUli.zatia\s that stoc:ke1 the film soon re:jarded it as just
another flU5eUIl piece. '!he major effect of the film, ~, was
in IlEIkin;J blacks aware of the need to produce film(s ) that 'tIOU1d
sh:w black peoples' achievarents and contributi.c:ns to hneriam
society. NAACP at first wanted to tack a prologue of black attain­
nentB to T1uI Birth of a /tbt ion b.it when this plan failed, it was
decided to turn to a professional writer, Elaine Sterne, to write
a soenario en Lincoln's ere..o. for a feature .22 '!he soenari.o \068
o:xrpl.eted only to be later rejected by lhiversal Sbdio. ']hen,

Ehnett J . scocc, personal secretary to B:x>ker T . WashJ.n:Jtoo enlist­
ad the aid of black capitalists for furos and after three years,
Lincotn ' s Dream, later retitled TIw Birth of a Race was COlpleted.
'!he film was sam twelve reels long' and ran for three rccee,

D:lri.ng the sane pe:riDd several a:mpani.ea, black. am white
a.ned and aperated, sprarI} to produce f~ caterin:J to bl.a::k
aud1ences . Al::a=ii.rq to a:t:ert Cr4P; "m:.Jre than one hunired
fi..tms and corporations were founded to produ::e Negro filrns~ .23 '!he
numer of fllms and oorporations lIl.\St have been ~t exaggerated
because aocordin:J to aJXlther film histori.lm, George Jcimscxl, there
were only th.irty-c:ne fi..tms of which sixteen were distributi.n<:J can­
perues~ the trade naIlE 'Film COrpany' and of the rerai.nin:J
fifteen SlXlE were o::mp:mies en paper only and others existed for
a few IIDI'lths.

'!he roost noted of the eatpanies was the black owned and 0per­
ated ft'1tle Lincoln Motion Picture ca.pany ." '!he fiJ:m was iIDorp=­
ated al May 24, 1916. It p:rodoced such filrns as TIw Reatbation
of the NQ{J7'O's Dream. TNopono K. lAJ o f Jllaturtl , Americcl:n Col.oNd
'l't'oopll at th. Front . A Mz>t'll Dutil and By /lig ht of Birth. other
fi!:ms that were IlIll'ilqed. am run by blades were oe:...........acy Film
Q)rporation, the smrt lived Unique Film~, Foster Film
~ and Frederick Douglas Film OX1pUly, to mention cnly a
f~.
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'lben what happened? For one. thill; rovelty~ o f f and for
arothe.r, inse::ure and urrertain roetrods of f inancing produ:;t.i.ons
TIE!I'laC'Jed the success o f the black film lXllpalLies to a great deqree .
Q;lntinu:ully plagued by financial, technical and prrtic'u1ar1y dis­
triJ:utinq problEm; since the white theaters would not screen their
fillll5 , IlOSt of than folded. A!9:l , after their initial successes
in gtEtto theaters , white film o::rrpmi.es entered into the o:rtp'!t
ition. For instance, "'!he Lincoln Picture Classic, Inc.", a white
~zation in~ IMde their I"IaIre similar to the flLinc:oln
!'t:>tion. Picture Calpmy~ in an attalFt to capitalize <Xl the black
finn ' s pop.l1arity and rep.rt;ation. lollile the black~ were
invariably engaged in produ:::ing clean :race fillll5 the white CMled
and operated ccepardes like the ~E1:aly Film COrp:lration~, pro<1.J:ed
negative and ahlsive films al:out bl.acks.25

The one black fi lmraker who survived the tragic ordeal was
OSCar Mi.cheaux. He was a novelist turned fi.lIm'laJter . His first
film, 11w H~lilte ader (1919) was an adaptation of his first n::JYe1 .
For about thirty years , 1919-1948 he directed and produ::led ecee
thirty-four fillll5. 'Jb)ugh his fiJms did not enter on black. ghetto
life and selchD treated black exploitation and racial 1lIi.sery, he
was nevertheless credited with furthering the interests of his
:race rather than hiJnering it . His fiJms IlDSUy dsalt with thmes
o f difficulties f acing professional~, like lawyers and d'x;tors,
and the prob1~ of "passing~ as whites . 26 Oscar Michea.u died in
1951 .

Hallelujah - 'Ihe IIlprt of SCUd

King Vicbr's Balldugah (1929 ) is significant for several rea­
sons. Briefly, the film was the first It.ill.yIoO:)d-produced all b1.ack
f eature; secondly , it was King v i.tX>r 's f irst film with sound and
thirdly, i t dealt with the there of the eternal struJgle between
good and erll which helped i t to acquire a universal significarK:e
outside of the =nfine6 of any race.

King Vi li:Jr ' s Ball41.wjah has been credited by ecee as a s~
effort of what the film. director set out to do - ~a real Negro fell
cultureM while other critics talked of his ~fllthy hams reeking
with prejudice~. !be energing black film historian I:k.lna1d Ehg1e
wroto,

HaUe~lIjah ' lil p'Lot "IalJ border 011 opera t ic absurdity. bu t director
Vidor Jo):U abLe to captla-e in lIIlUic a lJho~e ~tic>u~ aura. In
its ~.t .oa::wnerItlil BaUelujah prov ed to be t h4i f i11<ltlt NDOrd c f
b l.ack grilIf and patle-Um to reach a M:l"VU lilC'l'etm.27



- 139-

Another critic, Jim Pines regarded Hallel ujah as a quaint spectacle
with the tradit.ional tral:Pings of the -legerdary negro- as Mrl.te
seertca liked 1XI see him:2d Blacks within the film were cast in
roles such as d::cnestics, stable b:Jys aId chauffers and~ sJom
p:reachi.n;, s1Duti.ng, 9'JIIbliIq, love rraJd.ng, baptiziIq am. g~lly
having a t;POd time-there~ 375 extras besides the Lead actors,
am. forty siIqiIq se:}UelIOe6 of folJt s::n;s. spirib.a1s, blues am.
IoOI'k son;s. Mr. pinel;~ that the film inst.e.:Id of depi.ctin:J
authentic black folJtlore presented blacks as fanati.cal preachers
am. lazy crap-sb:ooters all obsessively sin]in] am. dancing with
alnost supersti ti.ous zeal.

'1'hoI.J:Ih several critics were divided in their~ of
Hallelujah, the fllm nevertheless was ep;x:h rraJting for the period.
In particular if one is 1XI o::mpare this fllm with an::Jther fllm of
that t.i:re, BIUU"t8 i ll Dizie, starring the coca of all times, Stepin
Fetchi.t '<Itxlse sterer:rt:yped characterization of the beloved cpJd-for­
rothing lazy black went all the way to sheer idiocy, the historical
si¢fican:::e of Hallelujah is TIDSt ob.>'ious . It is perhaps this
fact am. other lXlllSiderations that prorrpted W.E.B. nJIlois h.im:Ielf
ttl cxmnent. - a sense of real life witrout the ~ted farce
and tDrseplay•••marlai BaU dujah as~- .29

'Ihe M::!ve to Africa

With:lut dealing' eJlhaustive1y with all the filiJB of the early
period, let us &rf that the t;POd~e set t¥ black ccq:enies
am. such directz:Irs as cscar Mi.cheaux am. Kirq Vilbr SClCrI vanished.
since the oonsciousness of the natial had developed ttl the point
where ~ist film:; ab::lut blacks ro l.ooger served as profit IxlOsters
for the film industry , lbllyw::.o1 began to IlDVe to Africa in hopes of
plou;Jhi.n; a new furrt:w. Here Anerican film industry joined hands
with British iqlerialisID.. lblly.o:xl.'s first full length spectacle
was w.S. van Dyke 's 1'radar BanI 119lll , an!'Gl producti.al.. 'Ihe
fill'll was based a'I a roYe1 t¥ Ethe1rEd:l Lewis. An advert.i.sEm'ent
of the tinE ram:

Hflr6 te l'Omwtcfl for you. :real l'OmaI'lC6 . . •of IIllmacing jungles.
:l'OI1l'ing licl'l8. JOi"'fIl'S 81oUJ'Ill'ing l.ri.th crocodiles and shJoieking
bZ40k~~ rwl.fld bII a "'hitfl goddfI88 with ~tiful fIOZd87l
haiJo • . . 3O

YeI'J , Afr10a at her -savage" best was the constant refenn::e.
'Ihe praroti.onal advertis~taside, the facts aI::out the rraking
am. distriJ::ution of the film speak IlDre blmtly arout the real
"savage- of the -.blle episode. T'radsr &1'1l was in fact a fllm
"\oihich created II sensatia:l bf sh:wing an African de\Ioured ali",,,
t¥ a c:roa:di.le (it was never learned whether the scene was f~
or an accidenU-n 'Ihe fact that this barllaric 1Tcident \oWl never
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cleared ~ is one further proof of the absolute insensitivity and
·sa~· nature of Ibllywxxi black ilI'ege makers. Of course the
film was a financial SlX:CeSS p:t.rticular1y sirce it won the urqual­
ified en:lorserents fran, for instarce, california Q;rngress of
Parents and Teachers, International Federation of Cath;)lic Alumae,
General Federation of w:.nen 's clubs and lDyola High sclDo1 of IDs
lInge1es. 32

'!he overwhelrninq daninarx:e of lbllyw;:od ci.nElta in the wxld
lliU"ket arsc o::nlitioned negatively the European cu- ventures
in Africa. '!he iJrages of Africa in films were, up to the 1930&
wOOl l y derived frail. the racist iml<;les o f early Ibllyo..o::Jd films .
'!he ideological. posture and <XlIltent of lbllywxxJ early films !iClIlght
to divorce the blacks in ~ica f ran their ori gins by depi.cting"
Africa as full of painted ·nati~· and :igrorant brutes . '!he ex­
posi tial of Africa in unrealistic and negative light had t-..o dis­
t.in:;t rwcercoe , en the one hand blacks in the US were being in­
sidiously warned that even in their present total deprivations
they had~ had i t so gocd, while Ql the otiEr hand the nega­
tive films on Africa j ustified Europe 's daninance over Africa .
'!hus the popular misconceptions of the black man expounded and
perpetuated by ibllywxxi found its fullest expression in the Ellro­
pean cinenla on Africa. '!he U.S. film in:iustry and that of the
Br i tish becarre twin partners in the further ~itation and de­
tumnization of blacks~. Irmune tc the cultural wealth
of the Africans by being unable co urUerstand his language, European
cinlml in the best Ibllywxxi tradition refused tD p::lrtray Africans
as a paopl.e sharing basic ~i.en::es cc:mtal eo all 1lBI'lkind.

In pursuit o f the thm"es and ~is of early Iblly..tXld films ,
the pre-.e.r period gave us a British film pro:hrti.a\, .sandg1'6 o f
tn. R1.V,", {l937} starring Paul R:Jbe9on as a servile King of an
African tribe. '!be film was based on a rovel by~ Wallace. It
is s ignif icant that in Paul Rcbeson's first role ill a British film
he was made ec llllkrJ::lwing1y propagate the idea that Africa needed
the British. "!his stands as one of the cruelest nurents ill British
film histcuy. It ll'llSt be ~inted out that the Paul Ilobeson scenes
were srnt in I.on:b1. stu:lios in faked sets while the ~tary parts
of the film, which a::beson was mt aware of, were slut in Niqe:ria .
As soon as he fot.n:l. out tOol he had been tricked intD <)1orifying
colonialisn, he tried, trough ~fully to destroy all the
oopies of the film. 33 '!he haDD had already been ecee for Ni.9I!l"ians
~ strongl y against R:Deson -..to regretted ever havi.rg playe:i
su:::h a pernicious part.

'1he logic of 1urinJ an international figure so highly :regarded
by Africans as lIc:besc:n was, ec defen:l, even ttDuah unkrowirJ;Jly, Bri­
tish colonialisn was part of a grand design . I..onXm's Dail-y H6Iratd
of that~ o::mnentiJ'q on the film stated that if Britain could only
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give its subjects in Africa ll. native king with id:leson 's physique,
talent, looks, voice and personality, prl:lb1mls of the cry for self
~t trevalent tren 1oOUl.d easily vanish awlrj. J4 As for A±>e­
9Ofl , he rot only regretted his part in the film b.1t rever again
played simi..lcu: roles. (Incidentally .Jcm> Yalyatta, I'DW President
of Kenya, wtn was a stOOent in Britain at the t.iIre , also played
the part of a minor tribal chief in the film) .35

'lb further c::onfiJ:m that Britain -s out eo dEm:oitrate ec the
Africans tOt' cp:xi oolcnialisl!l was, their next film i.nw1ved itself
with the there of a British trained African being the ultinate sol­
ution to Africa 's surging call for indepelldellce. Regarded as a land­
rrark in British film frOduction, Hen of Tu:> /oIo:rZds (1946) treated
the t:D1f1ict between the British e:i\x:ated African (Kiseng:a)
and the ErltodiJtent o f evil ~ti.a1, the witch d.:x:tor (Magolel .
'Ihat Kisen:<a IoOll ever Ma<;P1e was a justification of the inp:>sition
of British rule over Africans. It perpetuated the ern:Jf'IeO.lS view
that ool.onialisft ushered a new era of enlightenrent, peace and
freed:::m fraa ~tion and bubarisn in Africa .36

I'hrld war II and its Afterrrath

'!he 19405 Ilarlted a change in the p::lrtraya1 o f blacks in cinema.
W1&eas pnmous1y blacks~ depicted as st:b--iuran and stbservielt,
and played negligible roles, I'DW they eeceee the subject of films
treating the dilama of the ~9:lCial acceptan::e gap" of black em'U'Ci­
pa tion. Various reasalS oould be given for this about-face of the
film iJ'dustry.

First , there was the seccea ~r1d war that gave blacks a new
image due to their role in fighting against Nazi Gemany and Fas­
c ist I taly . By aiding Europe against the lm:i onsl.aught, Africans
beovne SCllE!lOhat luran.

Second, protests by Hazel scott, Paul R::lbeson and Rex In;j'ram
rrarked by their rejection of roles that would further dehunanize
the Black PEOPles also helped in the creation of a new Black image.
'!heir protests, ~ed with erose of Africans oonsc:ripted into the
French War efforts in IId:x:hina and ....00 after the war started their
~16mn rrovenent~31helped in arousing p.b1ic consciousness against
the histDrical FOrtrayal o f blacks by the film industries.

1hirdl.II, ~the red baiting witchunt~ of the ft;Iuse Un-Ameri.c:an
Activities helped white liberals IJV\/e closer to the cause of black
peoptee, As resp:>sitories of all the injustices )an.m to nankind
blacks could be justifiably =ted as allies in arry venture~
the establism:Ent . 'lbus, the white liberals began to speak out
f orce.fully in f aYer of the 6lWlCiF8tion o f~ W to ml.d
Africans as syrix>lic figures in struN1es against oppression.
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lasH!;!. the dramatic rise in the Civil Rights~t accent­
uatad and solidified the direction of black lil:eratial . '11'Iese c::hartges
therefore, signalled to the lbll)'l«Xld experts in black iJnaqe lI'oaking ,
the need to depart fran old pr~tices. 'Ihus , was torn a new cycle
of ' black interest ' films .

The first full lerqth lbll)'l«Xld film prodtred with the new
"ab:lut- face" ~ch was l/oIfle of the Brave (1949 ) which was orig­
inally a stage play I:7j Arthur Laurents on the t:llane of anti-smdtisn,
rot anti-black. '!he film is about a black soldier fighting in the
P~ific wtlo suffers paralysis because of a white G.!. ' s bi gotry.
'!he "white expert 00 the Negro problEJll " succeeds in helping" the
bladl. soldier recover flUll his illness . The climax of the ! ilm
re<dleS a p::lint .-here the ...mte doctor, a psyd1::llogist, in delib­
erate p«M:lC1ltic:n calls out, "YQ.1 dirty nigger get up and walk . " 38
'!he lesson of the film as Ioocl.l as the other new cycle films is that
the black's seemingly insolvable problem is caused I:7j a patmlogical
inferiority cx:oplex .

Other represaltative films of the pericd were, Int:oud6r in t~

Dl<st. Lost Boundariss , and Pink.!;! , all nade in 1949. Often called
social dceres , these films oonstitute and signal a newer awroach ,
al~each f ilm deals with basic negativeas~ al:out
blacks. .

Are blacJcs oowardly soldiers? lk:mIe of the Bravs
Are blacks the p::llluters of the SOuth? I ntrwder i n the Dust
Have nulatto blacks the right to
pass as white? Lost Boundal'ies
Slnuld black Pinky marry a white man
or ebculd she help her race? Pink!;!

Ralph Ell.i.B::ln relatad an interesting experien:::e cD1I1ected with
the viewing of these filItr; . He said that while "profuse flew of
tears am sighs of profo\nd enoti.ooal catharsis" were heard ...tlen
white auliences saw the films , pred:xninantly black eoneocee reacted
with derisive laU]hter . ""nlese are m t f ilms at:out blacks" wrote
~: 4~they are films alx>ut ..mat whites think and f eel al:out

Mr. Ellison, a social critic o f the time, oonsidered Intruds!"
in the lhl8t as the only film that rould be~ to pre:1aninantly
black aOOienoe wittout arousing unintended laughter. 'Ihis, he ex­
plained was mt so mx:h for the film 's nlcial irrage but i ts p0r­
trayal of basic hlnan qualities .
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In ttese eo-cajjed accial dramas , white liberalism singularly
(Ultinued to play the role of the definer of black a:msciousness
and h:M it ought to furrtion in an integrated ooci ety. I t saw
the bl.ack problEm sinply as a accial problEm, and the only solu­
t.icrl, the br~in:] of the ecctar aa:::eptan;:e gap. '!he Liberal
c inEma, thou;h integrationist in approach rerrained, neYertheless,
allioo too closely to liberal gndualism to create any rrean.in;ful
radical aocial change.

In the period follod.nq the 19508 and 1960s a series of f ilIrls
still patronizin:] in thsoe and style b..lt pro-integration in their
intent and overall ~is Imde their clel:ut. All the fil.m!l ~
the w:orks of white di.rectors . '!he need to be relevant, aside fnn
the cx::nmereial pay-offs , s tmmsd f nn a deep-seated guilt f eeling
for the wmngs the film in:hJstry had perpetuated against blacks
aver the years. '!he new 'ab:Jut face ' did rvt rise out of the
vaeuun; it came in the advent of civil rights III:lIo'B!Blts and the
deYel.c::prelt of IoOrld.dde liberation fiO\Iffil'!nts , particularly African
stru:Jgl es . '!he grt:M.ng~ of Blacks to lI'Bke their presence felt
in J\lI'erica. joined with the risin:] ronsciousness of the wider public
in favor of ~i.patian forced lbllywxld into a new tactical cce­
ceeetco, and in defense of the threatened interest of western values
a new period was usherEd in. Sidney Poitier was the token black
perfonrer cmsen by white l iberalism to portray the required new
iIraqe of blacks in the novies. '!he various roles Poitier p layed
beqan to present the black IIliaUe class ~ity :iJIage .

Poitier as d:lctor No Way OIlt (1950)
Poitier as stuient leader • • . . • • . .• • '!'he Bl.ackboa1'd JU>'Igle (1955)
Poltier as sergeant . . . .... • . ... . . .. All thll Yowzg Men (1960 )
Poitier as Jazz Musician•• • . •• • . • • • Paris Blues (1961)
Poitier as peychiatrist••••• ..• ••.. PNSBuN Poil'lt (1962)
Poitier as reporter••• ••••••••••••• The Bedford I nc idfmt (19651
Poitier as rop••• • . ••• • . • •• • . • • • • • • I n the Beat of t1uJ Night (1 967)

'r he list <p:lS on with Sidney Poitier lK::ting a.n or tw:> najor roles
each year~ the decade o f the 19605 .

'!he~ exanple and ale of the ll'DSt cx:ntrov=1Iial films,
o f ten cited, that~ tox-of fice scccese and cemented a wtnle
new stereotype in thEm:! and style was Stanley Kraner 's GueSB JIho's
Ccrrting to Dinnsl'? (1968) '!he film starred Sidney Poitier in an
Clscar-wimling role of a brilliant and deb:nair amdidate for the
nJble Prize \oh) wants to marry the dau:lhter of a white p:blisher.
'!he tbete recorvee aromd the acceptance of Sidney Poi tier by the
white newspaper p.lblisher (Spencer Tracy) as a son- in-law. '!he
film 's advertising C3lp!lign turned the film into a big OOx-offioe
sua:ess b..lt the lI'l'lin issue of the film was 11:) issue at all. '!he
1ifIlo'J l ork '1'i8rBs colUlnist Cli f ford Mason, in an article titled
Why Does White AnuJrica LcV8 SUnsy Poiti sr so ? had this to say:
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But hs (PoitieJo] Nm'lU1s lDU'aal, as he has f or nea1'ly ~
cUoad<!liI, playing essel1 t ially t ha _ 1'Ole, th6 ClI1tilileptic
OI14I-di.menlilional hs1'O. 42

'Ihe .ut1cle further aocusa:i Poitier of livinq in a totally ..mite loOrld
ard of playing the role of a -sexless Black eunu;:h-. \<bile , for in­
~, tiE film was aJ:out love ard rrarri.age, Poitier am wife-to-be
(I<at:OOrine 1I::lughtr:n] seoT"Irl very ~tic and~ cnly seen thrcK.J;Ih
a rear view miIror of a cab, kissinq j ust alee. 'lhe film also Md
s tereotyped c:haracters f l'all the -old days- . 'Ihe old "1rwrtr¥- in the
f ilm, the mUd o f the p.jlli.sher, reacts very negatively to the -Bmrt­
eseer nigger's- intent:

7 0101 Om! of t lloae llm:IQth talkil1g /illlUr t -a lil sed l1iggers, j ust out f or
all kg Cl;:l 11 ge t , J.lit h our b lack potJ8T and all that o t hsr t ro ubllil­
IIIt1king MI186118e and you Ziswl1 M 1'f/. I bro ught up that c hild from
a baby i n a cradle and ai n 't nobody gol1l1a hanrt her.••43

'Ihe image of Poitier in filmil has had a round of a~use fran critics
as wall as scctaj, refonn mi.n:Ied peopl es . Many agreed that Poitier 's
image in the various filnti he played served as an iJrp:lrtant breaktl1rou:Jh
c:nrpared to the ol d s tereotypes . But II"08t of the criticisn revolved
around the fact that the black irrage of Poit i er was rot sufficienU y
hunanized. '!he criticism is indeed valid, for except in A Raisin in
tkg S1m (1961) and in his oscar-winning perfourance in LilZies of t he
Field (1963) where he played his IlOSt Iumln roles, the rest were ideal­
i zed figures of - the c;pXl quy bero" , !bit anti-Poitier c ritics, there­
fore , insist that sirce he has a.1.re<lIdy ac:hieII'ed nati.ooal and internat­
ialal prtminen::e as an actor he sh:ml.d rot be 00gged down in similar
roles, r . e. the fully integrated, assimilated black.44

\<ben J im Brown entered lblly.axl fran a well deserved tIlme in pro
fcotball there awearOO a wela:lte relief . E\ei Sidney Poitier exz::laiJrEd
-r am rot j ust a token black representative- any longer. J im Brown 9:)CD

s ignalled a new wave in black ilrage in the novi.es , that of the -rdlle
savage- whippinq eveI}Ule and every 1fOb, and his effECtive _pm at
t..iIreI was p,a11ic. Brown nade his acting demt in Rio CoPIChos where he
played a~ black soldier in the per-iod f ol1.c:Mi..ng the Ci vil jer,

After that he starred in various films ; The .5l:'li t {OJPS ' n rotbers] ;
B~k GIo1I1 {night cloo operator]; SZaughtlilt' [<bing in the ~J; Cool
BNe• • (black~].

J im Brown also began the black 8\4'W' sex im\ge. 'Ihe sexless ilrage
of Poi tier was c:h.ar¥.Jed to a~ sex image and fcu:d its fullest ex­
press ic:n in roles that Jim 8nMn played. '!he black/white IleXI.lal myth­
ology, the..mite scare ta<t.ic of other years . !::Egan to be exploited
with black~ sb.:d Jim 8nMn -<binq it~ with ..mite sex synb:lls Racque1
welch in 100 Riflee (1968) and Stella Stevens in Slaughter (1972).
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Although filJll9; of the 19508 and ,19605 truly evidmced the
<.ieath of RaStus and sereo and the oceorccn series of the early day s ,
t:h9 b1al:::k_ nan,/wl:mm as a sa::ia.l. problem, satut.ilms the vestiges
of old stereotypes continued to f1.aJrlsh. 'Ihe full , artic.:ulated
characters of !'bitier and Broom , tlDI.Jo:h in the. llilin a departure
f ran the old~, were nevertheless creatin] new ones , that
o f the black who CiIlllDt be hurahi.ze:J witbJut the 8lJRX)rt of whites .
'1he 0'IIer'-riding'~ of black lives and s truggl es cxnt.1nued to
be the IlBj or issue left out cr::IIp1etely fran roost of the fi.lJr6 o f
the 19605 . 1bw' a people wder strain survive wi trout being' seen
as rrerel.y types, aMrged only oooe and IlIIlfJtion TIIlSt be JMde here
of a f ilm classic that has been widely reqared as on eJCOeUent
~e of fillrEJ pertaini.n; to black lives. H.iI::hael Jb.>hner 's 1965
produ=t.Uxl, Nt:> tlzing BI.It a Nan, tells the story of a railroad IooUrker
(I van Di..xool and a scmo1 teacher [Atbey Lin:xlln] . 'lhe overriding'
issue of the f ilm was kM people in general behave under sb:ain and
kM they survive as tun!In~ of abi.ding- IooUrth an1 dignity.

Filmo ESp;nlSin; separatbm:

with .Jules Dassin ' s Up right ! (1968 ) II. new black iDBge was
again int:l."o:b::led to dlallenge the Poitier and Brown integratiaUst

_appeals . Films tryin:.J to bridge the black. middle class eccepteoce
gap were forced out b';{ the new types that advarK::ed Msepa.ratiBn~ ,

: mt on class but racial lines:

SBlltD • • • Lw1oh COlOIters •. •~ngl=l• •• 1'e.sterday. A pha•• w
LI-lmt through together . 'Nol.J ",e don 't llIGIZk toget~l' anymol'e• •

-_ No &Jhitss! 45

'Iherefore, MN::l "Ihites : M was the obIrious message in Up fi.ght !
In the fi1Jn net, only whites were to be excluded bJt integrationist

--b1al:::ks , noderat.es and all oon-violen::e prone pacifists . !'hat was
very ironic aOOut Up'Tight! was that the film was a hybrid of sorts,
ita thme having care fran f1wt I",[ olYWr-, II tcok b';{ Lien O'Flaherty
atout the secret Irish Repj;)lican B:rothertXlOd. Arw:l ...nat's IlOre the
director of the film , Jules Dsssin, is a whi te . 'Ittese facts were
perhaps inst.ruTl:!ntal in rctt1i.n:J the film of i ta seenting1y Illilitaflt
MseparatistM~. It.u&::l <Xm'!9 o.s rc surpd.se, therefore,
that critics~ the major actor in the filrv. , black Rayna1l:l
St.Jacques , as a "black Lee MarvinM• 46,

'!he t:hmlE! of militarq introdtx:ed in Up Tight ! was also evident
in P1<tn6y 5\.\:lptl (l970 ) lohere the ' b!ad<. arrogance'_ espcueed in the
f arner f ilm was reinforce::l. in the ' hip racism' of the latter. RJb­
ert r.:o.tley 's Putney Suope was a curedy amut an advertisi.n:J CJC:I'lPIDY
taken over by blacks ccmnitted to revaII'(li.nq the whole stru:;b.lre.
Putney, the blaclt nnrtler of the Ward was elected Olai:cran when E!lldl
Mlibel:alM toard llelber·voted for him thinJdrg to cee else WlUld. As
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the chai:aran he proceeded to turn the agen::::y into a black o:ncern,
renaming the o::xmpany, MTruth and SoulM, replacing the white rrerbers
of the staff with militant blacks and sOOjecting tlDse whites all0w­
ed to rerra.in to in::llgnities. 'Ib! f ilm, ascribed, in a one diIrEn­
siooal 1ll:\J\IlE!r, the s tandard black stereotyped :imlges to whites; for
instance, a lazy black couple have a white 1Mid, a black enployer
turns cbIn lotdte aA:'licants for jcbs , and a bl.acIt enployer orders
a white Oelive:ry roy to ~ d:wn 30 s tories in order to ccee tack. ~
on the service elevator. Blacks in the film~ dressed in reccioe­
i.onary cceenee and adwcate militan::y (result: a sp::of on re-.olution:)
Ioidle they find tiJre to lounge with beauties. 'n1e 0IIerSE!XI!d lID.1es
and ferales and the reverse racisu only J::lelped to reinforce the old
stereotypes of the -negroes running anOk- .

-B1a?cplDi tationM Filns

Each era of black oriented fil:ns~ the years has, in one
sense or aTI;Ither, carved a newer iJlage of blacks. Each succeedin;l
period could, therefore, be viewW as a proqression in the historical
CXI'lt:inlull of fi.lJns~ to blacks. loh!n the first black Di.re::b:Jr
W!S hired bt Warner BrothI!r&, Ja;ic: Vallenti, Presidmt of the Jot)tioo

Picture Association hailed the eppcdntment; as -one of the finest tccrs
of lbll}'l«Xld histoLyM . 48 With the ccosene and direction o f the irouII­
tty, GordJn Parks, sr. began a new experiJrent in black. im:I.qe (a threat­
ening shift had again b:Dk. place) with HarlEm'S~ to Jane; Ibd ­
John Shaft. Sha ft began the Io1b:::ll e exper iJrent of the ra.I current \O'JUE:'
of black visibility in fil:ns . Because Shaft was an emmaus financial
SI.ICJ::'esS (i t was a hit by the fourth -X of its initial screeninq and
in l ess than six IlDrt:hs the f ilm grossed in exa!5S of $15 million)
19! proceed ed to saxe SIlaft ' 8 Big Score (1972 ) and SIlaft in Africa. 47
(1973). In the last of the series, the Har lem private-eye rroves to

Afr i ca looIhere he stews himself nore Shaftian than ecee, 1he cool pri­
vate eye tnvels frcm New Yorlc. to Adtis 1Ibaba to Paris, and in \Dier
two hours rumlng tiJre he kills nore than ten people while finding tiJre
beUieen killinqs f or su::cessful l ove-affairs .

1he film that seers to have tqped them all is Stq:>f1l" PlII (l972)
a warner Brothers produ:;ti.oo. ....ttich quickly caU:Jht til with Sha ft , gross­
ing in excess of 11 million in boo IlI)fIths of its initial screemnq ,
1he f ilm was dire::ted by GordJn Parks Jr., son of Gord:tn Parks , sr.,
and with i ts eroJlIIJUS f inancial SlJXeS5, a sequel 'oWl mt far behind •••
PaIarount cashed in on the p::IpU1arity of the nere and Sl;pn- ny TNT
was JMde the next year . The Man, S 'taught 8l", BlacldnuIt8N. Cof fy , ThB
,lbc k [s treet slang for ' piJrp' l , Hit, B'tack Caesar, Trick Baby , etc .
were all fo~ on the Shaft and SlqJer n y escapist t1JE!reS, often
E!Ipl.oying' the sane characters, and using' the Barre sort of plots , i .e. (a l
the hero always triurphs CNer whites and the law (b) the hero indulges
in a great deal of IlLI1ti-racial sex scenes, black male with white f e­
male (e ) the hero killa a great nUtter o f pEl)ple or gangsters . In ess­
eeee the heroes are rot ordinary heroes rot~: ~, super­
s lick., super s trong , Io1b:::l could have any w:::mm, outrun any car and out-



- 147-

srrart any cop. !hese kinds of film> with their heavy mt:hasis on
violence, ~, prostitution, piJrps, oonti.Inm to flourish with
lIDre than fifty features awearing in the theater muses in 1973.
AI=lrding to film critic Janes Murray "within five years 200 fea­
tures w=e fi.1J"rro entirely in New York" alone. 48

'!he catch-all aspect of these "blaJeplQitation" fi..lmo:l goes to
an absolutely ri.di.culous extent in their blatant attarpts to att­
net black alrlien::es throu:Jh the attaclnent of racial edjeceives
to their titles . A store list of the films that paraded the nat­
ion's theaters in the last few years reads like a chant: BlMk
Jesu8, Black Chariot, Black Gunn, Black Radoo J Black Eye, Black
Heat , Bl ack Mlm::l ••• , Black Fat1wr, Black Godfather, Black Love,
Black Bul'lCh, Black exeea», Black Bart, Black i8 Beautiful (also
kJx:wn as Africal'lu8 Se.:eualis], Blcvk Fantasy, Black Majesty, Blacu"Ul,
Black Bolt, Afr'iaa Erotica, Africa Uncensored.

fust of these fi..lms glorify black males as piJlps, black '<Olen

as wtores, and gangsters and the nafia types as saviours of the
black ccmwnity. All in all each ale of the fi..lms listed above
carries sane negative am false inages al:out blacks:49

a) False ideas amut the black ccmwnity, a ccmwnity ctose
historical role in fosteri.ng unity and survival is irdis­
putable . Instead the n:odern filnti continue to project
piJlps, prostitutes and drug p.Jshers am Mafia types as
viable and "ton::lrErlM netbet"s of the black camunity.

b) Fa] sa ideas aIxrut the black family : '!he family that had
il88U'lai key roles in the survival of the race is abused
if not at tines totally ignored.

c) False ideas al:out what is true~. ~ in tOO
films are invariably portraye:l. as objects for IlRCm grat­
ification.

d) False ideas al:out edlI:ation: To get ahead am for "quick
hustle" the streets are preferr-ed to the sch::Jols and coll­
eges .

e) False ideas al:out ocmwni.cation: It is always initiated and
aceatplishe:i by the sheer~ of one's llUSC1e or coe ' s
PlaUus . Sisterly/brotherly love plays negligible roles .

f) False International viewpoints - 'Ih.ird hbrld in general and
Africa in particular - noat. of the fi.lm:l titled Africa• .are
either porno films or e=essively ritualistic.
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f\Irtherltore llDS t of the films are I1Bde on cheap &-picture b.rl­
gets and the erorllDUS profits that accrue fran them 'P to the film
industries . Strangely erough one still hears cl.aim:l of the siqnifioant
role the filml play and scee well Il6aning indivi dual s and critlcs have
argutd that :

a l Sin:e the ~ts of the 19609 and the deaths of Martin Luther
King, Malcolm X and Ge:lrge Jackaon, with drugs as the catalyst
~t:hrou.Jtvut /Ilredca crure and vicierce 1lalSlu:t.x:trW.. . Mu:Jgings ,
burgl.uies, rape, killings,~ like a lethal plague across
the urban centers of the nation~.50 The arqurent~
that the exploitative f i.l:l6 have authenticity. Jt:lwever, ll'OSt
of the scripts for the fi.l:l6~ not researched but were a
result of !ICIOOOOl! 'S wild~. Blacks are 00 nore than hired
hands in the whole project .

b ) (he also often hears, 'the whites had their turn to play God and
rcw it is our turn' . '!his is another f alse oot.icn stoce the
novies are still oootrollB:i and guarded by the old lbllyo..o:;d
harrls ; ~our tnrrn" teccees rhztorical.

c) Still others argue that the fi.l:l6 'g:xna bJ.o,i whitey' s mind '
substantiating his f ears of the sexual and ~ical threat o f
bkecka, But ' Joalitey ' does not even get to see them, eirce these
fiJJrs do not play in his area or neightxlrlx:Jod.

dl SOre al so argue that the fillrc5 serve ~ a new ~1.ogy and a
"black aesthetics"52 because they reflect black culture Il&ld
1.an.Juagel . black dress and style and black lIIJSic. Cocaine cul­
ture, gauly clothes are rot, I am afIaid, the general ronn arrong
the great IlBSSeS of blacks . Yes, "bdack cinerta 6 has been regard­
ed as "black _ic·. tut a film that relies too heavily ttl llUSic
is m.xe llllSic than film.

Reaction of Blacks to ftBlaxploitation- Fi.l:l6

In Ibtts rv..es of October 12, 1972 u;rler the~, .D:> Black
films exploi t?· a IIB.jor editorial was carried ttl the front page:

Whi lll IIW lli peoph hIvs espreeeed onlll a passing int~re8t in th41
subj~ d;. s~verol l ocal and national or gani aat ione haV6 nr::>unt t'Mi
~er oompa~ to s"'PP1"e8ll l.lhI t t hell have teJ'mfld "black e;cpl.oit­
ation" f il.me.

The te.tional catb:llic Office had adopted a ftC- rating (read ~Qln­

derma::l.l in respect to the seri es o f 6Blaxploitation~ fi.l:l6 . 'Ihe SOUth­
ern california NWCP and the Black l\rti.sts Alliance of lbllywxxi also
had cp'Ie ttl record as bein:] e::wosed to the gEneral depictial. o f their
people as al_ys~ in ·lurpen· activities. In fact s::zrI! have
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been organizing to draw a hard l ine ani ejso to fina=e films away
fran the ~s~spade-murder-ad:lict-bloo::l-and-e,pre fi.lJf6". one of
the rceercee prq:onents of the idea, himself an errerging black f ilJn­
neker, Brock Peters, had stated,

.••and I b8lie"e the public i s getting tired of all the bZeod
<UJd gore ~ <VId l\1B feel blacks and whites alike loIill reepord to
IoW'I!l and hurrl7ll filnw. Like everyone elss~ t heN GU'e a lot of
blacks looking fo r f i lms to which t hey can take their fami lies.54

'lhere has been scee ckrubt as to ...mether a <JEneral protest against
these - blaxploitation- fi.lJf6 loOuld not nake them thrive with ecre nn­
-.y prod=ticns. '!he prOO].en, therefore, is not whether people dis­
~ of such f illns b.it rather the qeoeral indiffereo:::e displayed.
In a survey c:urlucted by W2tts Times <;roe pa:tJXJrl ' s ramrlt could be
cited as typical:

What =n I say, it ' s not r eal . It ' s just ent er tainment . There
lJeN 80nlliI parts i n it I didn ' t like , but it ' s a persOl1lIl t hing
really.55

AId <;roe o f the forem:lst black dire=tors, Gorden Parks, sr. said - I t ' s
r i.di.culous to ilrply that blacks tkn't krooI the differeo:::e~
truth ani f antasy and therefore will be influen:::ed by these filJrB in
an Imhealthy way . I knew a black preacher in Oricago and I rEnQIDer
~e lob::> wanted to kill their whitel:::osses o:Wn:l to the prayer
rreeting and being calrfaj down by the preacher. 'rtese noctes are sen­
ing the Sime therapeutic ~tion·. 50

'I'he cootroversy surrourding the Shaft and Super Fly experien::e
and the other escapist thriller films semEl to have been CCI'lfused on
still a!Xlther l evel. 50rre argue that t.h;)ugh they do not aFProW o f
the films, they are, however, p1easErl that sate brothers and stseers
are lllI'iL5si.n:l l.arge SUlI:I of m:roey fran either directing or starrinJ
in the f ilJrB . 'Ihis belief , of course, is not reflected by the facts .
For instarx:e , Richard ~tree, the star in the Shaft series received
only $13 , SOO for the f irst of the series and fou;Iht ~fully
for a $SO,ooo salary for the seoood of the seri es, in spi te o f the
aDD twisting dore by the director of the f ilJn.57 H. G.H. on the other
hand, nade IlOre than $10 mil.licK'1 in profits .

Altlnu;lh 1l0000000tWns against the film industries are indeed
justifiabl e the help they are getting fran black artists i s alarming.
Black artists have failed to srnw integrity not only in the face of
the rroral damlge they are doing to their own profession but a lso in
the perpetuation of the ccnfusion and dehwanizati.oo of the pe:lp1e
00 \ooh:lae behalf they~ initiated into the industry in the first
place. !he black fi.l1m'la.kers ' role in the IlXlVies has raised a lot
of eyebrt7olS:
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Many bLack arti sts are not diBplay ing an integpity oomparabl-e
rJith t htri,. ar tistic pl'Olo1flBS and steNO typi ng thei,. bZack bl'Ot­
Jui,.s <VIIi 8i8tel's in pursuit of t Jui a lllfigh t li doZl.aJo .58

:rn:::iderrtally, the problem is even ecee~ Iohen one considers
the 0Yeral..1 result in financial terms that blacks pay annually at
the b:lx-office -an estiJreted ~rip-off~ o f $12()-200 rnillicrl .S9

cne might l eg i tiJretely ask t"ooI this can be. Hew can SIX:h nega­
tive f ilms aaase such eJ1Orm:.JUS 8mlS? 'lhree rrai.n reasons, all other
than c l ever advertisinq, can be c i ted as OCflUib.lting to their lDx
o ffice su:x:ess:

First: Bl.ack~, the main f ilm viewinq audi.Btoe, prefer
films with black c:haracters to ncn-black characters .

5elxn:l: '!he theater rouses in the black C(mlIIl\ities give less alter­
natives to their auli.en::es and oonti.rnxlusly glut the screen
with the se-e exploitative adwnture thrillers. In addition.
if one III.Et spt51d se-e tizre a t the 1lO'vies. proximity also
eeccres II factor.

'ftU.J.'d: For a people hI.n:Jry for sare victory in their day to day
st:ru]gles for SUIVival films that ~ay them a s wiMers
rather than losers and vict.iJr6 are b::Iurv:i to generate (even
if it is pure illusion) acne psydDlogica.l gratification
of sorts.

rroeed, eceeereee, the illusion might be all that :m.tters . B.lt one
DlSt ask at what price ard in place of IOhat? 'It.e real danger~
fore, is that in spite of what Gord::ln Parks sr, said, the less films
refl ect :reality, the II'Ore they will tend to replal:e reality.

Al tiDu:.Jh one can draw fn:m the preceedi.ng~t the oonclusion
that there is no cha.D:Je in the naking, that will not a ltogether be
the truth. '!he process of change is already on. en January 28, 1976
the rev. Jesse Jackson, president of q;eration PUSH (PeqUe United ec
Save Huranity) , declared that only increased eccn:Dli.c pressure - in
the forlIl of picket protests and 00y00tts - will f orce white theater
owners ec display "corporate a:x:ial ~ibility.· lis Rev. J acksca
put i t , ~the llPVi e rouse operators, nest of wino loUuld have been out
of business by lDW had there not been the r ise in black. exploitation
films, could 00 a lot of t:hin;Is tc express a cumd1:lrent eo the black
OCIl11U\ity.- 60 'Ihis proposition leaves out a central truth as one
b::nest entrepreleUr <XImBltad, ~'Ihe lIDl"e blacks you i.nwlve the ecre
their~ are also pauauzed. cee hand scratches the other. ~61
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A seo:md aolution proposed calls for outright~ and
oc:ntrol of the prodlrt..ion, distribution and exhibi.tiaI of films .
B:Jth solutions therefore leave the distributi.al of black exploit­
atioo films in the hands of black capitalists \oh) eo far have sh.:Jwn
a relu:::tanee to mix rrorals with business . If blacks instead of
whites cb the exploitatial, the situation is rot altered. SO the
lIDdest att.elpts at fimi.n; a solution to the exploitation of blaclts
seem to have failed to tackle the I1Bin prcblEm. RattEr,blacks are
intent on partaking of the "ill-<ptten~ gains .

'DIe Black Fi.lm-Makers

'Ihe Pros:
Four I1BJor directors and a nUliler of~ iIDependent free­

Iarce di.:rectors have~ in the last few years.

0SSi.e Davis, actor turned fi..lJmBker . opt5lBd the decade with
Cotton Comes to iJaJ'tem (1970), a caredy adventure thriller of cops
'n :roCbers sOOt on locatial in the ideali2ed black 'foOI'ld, HarlEm.
He alao produ::ed Btack Gi2"t (1972 ) adapted frl;zo a play (it has been
billed as one fit for family vie.ti.ng) and diJ."ected Gol'do n '8 Wa2" (191 3)
the first anti--dru:J fUm to be ilade in Harlem and 20th century Fox's
answer to the gnM.ng criticism of films that raranticize the dru]
scene. Davis had on previous oo::asion Il'llIde Ktmgi 's Bal'ves t fit;m a
l:x.xJk. I:7;i NiqerL!ln IVJel.ist W;)1e SOyinka, ...ro ilridentally did rot like
the film. Of late, as recently as Mzu:ch/April 1976 the release of
COWltdolJ>1 a t Kl.si ni has been re:.:eivirg a round of ~icity and
amnemtial . '!he film has been billed as ~hard-h1tting Jre10draJDa
o f p:>1itical intriqIE and ~lution in Africa- fit for Umily viEw­
ing. Financed I:7;i the 85,000 rrurber Delta Siqra 'nece , J..argest blad;.
~'s service orqaniZ/ltial in the united States , it was initiated
to counter the~ stereotypical am violent node1s of "b1aJlp1oit­
at:ion- films.

'Ihe second black fibn director is Gord:tl Parks , sr. , a for1mr
pnto-journaliBt for Life M:lgaziJle am also euecr of several books ,
stor ies and peen. His first fihn, ~ ~arning 7'r8e was ro !lOre than
an i.dea.liza::l autcbi.ograply produoed, diJ."ected and sccred I:7;i the dir­
ector hi:t&elf . His second am third films were the M. G.H.~
5naft 11971J am Sha ft ' s Big Sc ore! (1972J . Gord:tl Parks \oh) had prem­
ised rot to direct any rmre sequels like the beredn lla'Iti.ooed, recently
released a new"film on the black folk s.ID:Jer entitled L8adbfJlty [April
1976J . At its initial ac:reening at the sixth annual USA. film festival
in Dallas the fUrn w:m~ acceptarx:e lI'tlrka::l I:7;i a stanlin;l ovat­
ion after its slx:Ming .62

Gord:rI Parks Jr. is the lIDJl wtn solidified the wave of supsI' bad
inage with his film Supel" ny. He has,~, etrce changed gear.
He rECently made A= Love s Angel.i (1976) a cliche story of a black
teenager in lave with a Puerto Rican girl in New York City.
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'!he third director, Melvin Van Peebles, llBde his first filln,
T1uJ stol"y of a T~III Day .!'WIe, as an aChptation of a mYel. atout
an interraeial loJe affair in 1967. His sa:xmd , MJ~ton Na>t
(1970) was m sere than a lbrestic caredy treating the Slbject of
a lohite bigot Iotn t«Jke ~ one day ar.d df.so:r..oere;1 he had turned
black. Van Peebles ' SlXCeSSful film is S/,)ut; .s\l.9l11tbaclc ', Baadass
SofIIJ [19n l (Sl.lellltlack for sb;)rtJ. '!he fil:D, stDt in nineteen days ,
<)tOSSed cicee to $20 million in l ess than a year, and was the top
gIQSSin:) filJD for fi~ weeks. 6 3 Melvin Van Peebles~,
dire::tEd, scripted, scored the 1IIJSi.c and starred in it. 'Ihe filJD 's
s:tocy centers arc:uld a b1adl ca.lled sweet.back, Iotn is chased by~
t:hrou#n:t the duratkn o f the film.. sweet.back always~ to
ww:I off the biq;:lte:! police, a t tinES by hacking then with handcuffs,
and by cx:ntirn:aJsly s l ipping out of tight situations. After a series
of assaults, wild chases and intermittent sexual adventures, sweet­
eecx evades capture am the aulierlCe is left with the feeling that
he will iJDood reecm an:! settle accccnts ,

'Ihe filJn ' s rarantici za tion of ghetto l ife, elevation of the
ft l e i surely fellOolSft o f urtan centers- ere pirrp as folk hero , the
ghetto as a kiJXl of Hol l ywood or 'tarean j lID;Jl e , the depiction of IoOI'ell

a s prostitutes and all the trawings of ' invisibl e s~ bad' , puts
it in the genre of bJ.a)cploitation. [Van Peebles says of his hero: -He ' s
i!I.~ Clint Easbo:xlft 154 lobIIt critics 5U;jgeSt ,~, that 8IJellltback
sroul.d oot be equated with the series of escapist filmJ o f the Jarres
9Jnd types. '1hey argue that the hero in Sl.leet back was oble to surnount
the mmy pn:blam; he~ only with the cx:n::erted effort of the o:mn­
\Z\ity at large rather than by his own sheer powers or super powers .
Even Huey NIMton , Olai.nmn of the aiecx Panthers, win finds nost films
rounter-reY01uti.on.uy, ex8lpted 9Jeetback , calling it the ft first truly
:r;eo.gluti.cflary black film- . I t is nost likely that NIMton was encouraged
by the dlanges in lXI'lllCi!lusne that 9oIeettack, the rebel, went t:hrolql.
frtm a nan l.nto hiJrBelf to It IllUl o f the cc:mmmity. A point that is
widely held in f~ of the fi1m i s that the experitn:e of .s\.loIlIItback
did prtJII'I! that a film call be llBde by blacks and successfully distri.b.tt­
ed to black aulien:::es witl-o.It the interDHiiary film di.strib.ztiaJ cce­
pmies. 'Jhis fact stands out as a 1ooIClr1:bonile cx:ntri.tutia\ o f the
f llimaJ<er•

1he fourth f ilJD director, Ivan DiJa::n, is admi.red by It~
I1UIDer of youtg edu:::ated blacks. eaui.n:J fran a dist.inguished rol e as
the lead actor in a film classic, "'thing but a Nan [1965], he and
Sam Greenlee [also autror of the book by the sane title) produ::ed The
Spook Jr'1Io Sat blf the 0001" . 1he filJn tells the story of SJDok, It black
ac;It!Ilt for the CIA turned Activist, wtn ·splits· fran the agero::y after
five years service and begins to run a clandestine training center
fo r black urtan guerrillas. He plans to brin:} aI::out a revolution by
barricading the ghetto l imits and evenball y the entire city . Before
his draarra naterialize S(;ook dies but au:tierces are l ef t with the f eel­
ing that his cause will be carried on I:7:i his adni.rers. ~ film is
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certainly an interesting div=gen::e from the other films discussed
in this essay, but it errs Cl:lreeptually-rerolutionaIy truth <Des
oot; lie in in:li.vidual geniuses o f the w:ban guerrilla type but in
people wto ~tand ard share the krooIledge of the idiar6 of cress
st:r\qJle.

'lhe IrDeperw;ient Free-lance FilImakers

A grcwinq nU1tler of young rren and~ are beqi.nni.nq to rrake
their iJlpact felt in film circies, Altmugh they differ in their
s tyl es ard Slbject flatters. they a ll seen to share in cne camon
interest - depicting &ACKNESS in films. St . Claire 1burne has been
the subject of II variety o f critical appr-aisals . Jaxres Murray in
his book. To rind an 111t:lge. eecoees a wh:>le chapter on the f ilm­
maker 's views and q>ini.als al:Dlt - Black Films- . St . Claire B:Jurne
cares with experien::e gained in tdevision docu'rentaries . His films
i.n::h x1e N:ItW>'l of COf1r1IO>'I 5e>'l8f1, on the Muslim brothers/sisters of
USA: Sou l . Sowrds a>Td HoruIlf , a stWy o f the reamling industry; $arK1­
thing to Bu.ild 0>1, a film designed to en::ourage youth to attend coll­
ege; Pu8/w r Ha>'l, an anti-drug film; Nothi>'lg But COmlOl1 s ense , about
m:dern ta:hrnlo:w; and several others inclu:l.ir.q but IXlt l imited to
tho&e on the histQry of Afro-An:er ican dan::e. Portrait o f Paul R:::tbescn
ard a report on s ickle cell anania . His recent and IlDSt fanous film
for Itohich he WXI a bronze nadal at the /bI York Internati.onal Film-'lV
Festival. LlJt the C1wJoeh Salf Am.?>'1 is a!:xIut a prq black minister ' s
~ ccescrccseess , 'lhere is IXl lb:bt that Mr. &:lume has~
as II proChrer of meanin:.Jful films, his nest recent being The LoJ'lg
Night {directed t7t Wcodie King] , a fUm al::out the life of a Harlem
youtb.

St. Clai re i s also pU:>lisher of Chamba Not e8, a bi-annual publicat­
ion on black activity in various eenee, ~ Ifran a 9wah.ili ..em
neaninq - ilrages of the Eye- ] is also a research center ani a distrib1t­
irY:J aqen;:j for edlratiooal films . hbat his ert{lhasis is in his IoOrk can
be derive::l from his twl stat8Jelt:

Q: Ibi would you define a Black f ilm?

A: I IoOUld say i t 's a Black perspective. You O'JUld rrake a
fillll frcm Black pe;rspective. which means you can ItBke
a f ilm ab:Jut whites f nzn a Black perspectivP. .65

Madeline An:Jerson. also a pwp.....".. t of Blackness in films. cares
with an experierce in television [ lEI'j . IE films for television. to
rrential. a few are I>'ItIlgratw>'I Report 1, I Am Semi/body, Malcolm X. She
also ha s made several smrt films for Children ' s Television W::lrksmp.
a film ab:Jut C~_tin<l lhoItflr . the pdmitive artist in N:l.tdUtoches.
lDuisiana. She is oow in the process of f inishing or has alre<tdy fin­
ished a film f or the 8:lstoll Bicentennial . amut Ida \o.\ells Barnett. rDt
only the first black but also the first w::men new9plper editor. Made­
line Anl:ierson defines her w:>rk in tern5 o f Black experierDe:
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ActuaHy, thti thing I I.lVIt to do /l'Dst in fiUtt U NCOi'd
the Black e.zperitmc• •.•~"e if we don't do it '10 Ontl
fIlse /oIiH. I thi'l'lk bOlCaWlOI .,.. stiH h:n>e to un tlaah
other ~t 's happvning /oIith us. 66

Madeline Anderson is a strongly cx:mnitted person. A few~ a9J
Universal StWi.os apprmched her to d.inct. a black 1o'IIe story film
1tm'E: You can see the told headlines, "First Black w:rt8n Director~

etc • •• L she read the sCrIPt 4@ turned it oo..n.
Bill Gunn' s GtIl'l,Ja arld H0l88, ac:oordin;I to black critic, Clay­

too. Riley pro:ni.eed to be a winner allUlCf the genre of ·Blackness~

flliB.

IQvlja and H888] :La a fUm detailing the per9CX'Ia1 collective,
what 'ole \.nier5tani and rerrerDer, a style renecerco, IlDOds
mt llEli1S1Ir.ilile by tnlditic:nal jestem ethics or tni.n!ng.67

'lhe film's finer llOIEIlts have been described as scenes of an
African \<OlBll beckoning her 9OI'"IS to return spiritually frt:lll the
Western w::>r ld. Clayton Riley calls Ganja WId Hesll ~a true and
fUl'ldalrental Black film-, altlDu,;h he suspects that the film which
ha s been sold to a Distribution CCl'lpmy will be edited, re.uTlIl'"Iged
and renaxrW Bl.ood Couple, a black varrplle lTOIIie:

'!his last year , three young blacks screened their fillns at
the First oscar Kicheau FilJlI Festival at the Oakland M.lseun. Haile
Gerirla' s !k;novlilst: J ,OOO 10l(U'1I ...al First Place in the feature fi.lJn
ca~. b f il.m &.1elt on the culture o f poverty as seen in the
closing days o f Haile sellassie 's Ethiopia. The film was recogn.i.zed
for i ts cinl:.mstic bri.l.lan:::e and a nastery in the use o f Afrialll
spece and ti:fe in i ts style. l.any Clark ' s As AbovOi So B.1l.ol.l, a
film aixlut a black. guerrilla str\qgle wen First-Place as Best Medi­
I.m Length Film. He is presently ccq:tletinq a feature fillD-Pas " i ng
7'hrough-in which a bladt trmpet. player rea:nst:rlrta black stl"u':R"le
and history as he plays his~t. Mr. Clark is U!'Iing the
fl.4shWck technique to tell IlDlit of the story and hila introduced
~ fil.m footage of rare vintage to rrake it all the ecre
authentic. Amther black. f i.1lmaker, TOny Batten, also w::xl the f irst
place for best dor::utentary-his film was a bi.or:JraFhY of Paul R:lbeson,
entitled, quite a~iately, Paul Robeson.

Mat t Rr:::b~, ..tD started out as a staff writer for \ClUJ, a
CBS affiliate in Philadelphia , nade his first feature Sailli The
Chi'Ldren , which was enthusiastically receiver. His next film,
h>u..£ng Grace, was al::out a b lack candidate for 1llll.)'Or of a large
city, wb:> is kept tnnest by a wise, elderly black -..aran . Rr:::binson,
according to Dolores Elliot t , eC.itor of C/laIIlm Notlilll , prani.ses a
new d.iJrensicm in black oriented films as he believes that the key
to having better f ilms i s, first , ~keeping the cost as inex(::ensive
as possibl.e~ and, second, "finling a way to ca'ltrol jblack j talents~ . 6
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')he Brergent YOI.!l9' Fi.lJmakers

Leroy M::DlYIal.d , a Fel1.Q.; of the AnErican Film Institute. fou:Jht
a detertniJ:Ioi battle against AFI and 8'XX'PE'ded in o::mpleting 1'usk6gee
(1976 ). a fUm that centers a%CU1d the steril.izatial of blacl: 'fGI'I!Il
in the SCM:h.

Of late, Jaroaa Fanaka (00 walter CbrdalJ did an exterded stu:J ­
ent film project at u:LA entitled AU Niggs7'fJ Love Red . 'Ihe film
caught the atteltial of a tbllyo.«:lOd distrib.lti.a'l carpmy. crown.
Internatia'lal . '1'tEy I:xlu3ht the film and bejan ec di.strih.rte it
nationwide, after renaming it Iielcarle !loMB BJoother Charte,. 'Ihe
story of the film re-.olves around o'erree, Ioho is castrated by
bigoted police and thrown in jail. crce out of pri.scn, a funny
thing~. as a tree that is cut grtr.o'S better, Olarles' thing
also grows, grows and grows and strangles his eeeeiee [all white
neles) to death.

0 : Aren 't you perpetuating the super-sex image of Blaxploit­
atioo. films?

A: lb, by exaq;rentinq the size of the thinq I am cnIy stx»­
.inq how absurd it is.

Mention Ill.l6t also be made of others in GJ;aduate Sch:ol at 0ClA .
Charles Bumett. d.irector--prod of KiZZ4l' of SMep and The SOf'se
...rose sensitive plrtnlyal of the lives and struggles of blacks as
they eke out an existence will , no <b.IJt, earn him re::ogniti.al ooce
his filrns get into circulati.al; Ben~l, wtx>se creative ...urks
exerJll1ify the need for blacks to go back into black history and
Africa for inspUation. has thus far produ:ed boo skirt filIlS,
Jlbdsah [a term that blacks use in the south 1o'hi.ch means .Jobther
Dear' J atout the African heritage of blacks , and Iis ka [African
gc:ddesa of wind] eJ<plores the lives of blacks in Merica~
African Spirituality. John Rier , win is~ to the negative
inages of blacks in films and 'N is in the pnx:ess of finishing a
film that examines the relatknship beeseen film and 1V mediated
black characters and the effects on black children. 69

Fran the preceedi.ng eccccnee it can be seen that changes are
iIdeed being forced in by these~~ fi..llmakers . A thwe
that distinguishes all of thEm is their insisterce of viewinq Black
experierce fran II. ' na tiooal..isti.c ' stance. 'Ihe literary equivalmt
to filmic expresaiam of "Blackness" is "t«lgribde" . t«lgritu.ti.eIID
in film has its nerits, but unless SI.dl an experience is seen as
nerely transitional, it is bound to serve as its e.-J. destrIrti.al,
as has~ in Literature. As Frantz Flual coce c:i:eerv9:i, U'l­
less CDlar a:x'ISCicusness looses itself in the absolute ult.iml!lte
oonsciousness (class consciousness] a limitation to experien:e alone
is or has to be i~ of Iohat largely detenni.nas its being.
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a:NmU:'l"S Fell. CRITICAL ANi\L'iSIS

Wi th the preceedirq argurents in mind the need arises to crit­
ically~ the .rlrl.evertvmts ana direction of the black ex,;eri­
erce in the fi1ImBkin::J process . In his eeercn for a rreth::doloqical
~ for critical analysis this auth::lr has dnlwn inspintiql
fran the theoretical works of FranU: Fan:;n ard Ami.lcar cabral.7D
Wlat fol1cMl, therefore, is a constru:"t of three Phases that could
be used as a s trin3ent f ranaoor k for the cri tical appraisal of films .

PlP.SE I: we will call this~ "1he Assimilation Phase M
•

Vari.cus d'W'liCteri..stics identify this categ:ny-{a) a gr'08ll11m1do
ard l.ZX:ritioal acceptan;:e of lblly>«:x:d's aesthetics ard ccrcepts­
for instance, IlOSt o f the films l isted in this essay proclaim their
origins in their titles, e.g ., BlaClolla [a blade version of Draculal
Cool BNUlt , a rmoke of Asphalt .Jungh . (b) A pattern that reflects
the BolZyr.xxxJ. imitation process : for instance, Melvin Van Peebles,
\ob:lse looOrk sh:ows SomB indep=tde:ce of lblly.oJd, In<ri.ttingly ecee­
looked the inplication of his staterrent when he id=tified SI.'eetback
as a Mbrtwl, Clint Eastw:lOdft or oonsi.der Calvin IDckhart's role in
.Joanna. 'oIhich earned him the nane - Black Paul Newre.nM

• Ray:tu1d St•
.Jacques protestS' MI want to be a Black~ st. JacquesM natters
little; he rmained typed as the -aadt Lee MarvinM

• (e) '!he psycho­
logical longil1f1 of sure black f ilJmakers and actors to lIEr']El than­
selves with the fUm iroustry [that has eJ(Cll;ded than for so 1.ong'J
manifests itself in their stru:J9les for ' tox-of f ice' su:x:ess at any
price. A IlB.jor characteristic of the fibmakers of this fbase is
their distance fron their pt"q)1e.

PW\SE II : "rre Ra!arbrance sbese" . 'Ibis stage signals the
axrplete return of the exiles to the source, to their own especterces
and to their 00IIl piSt. '!he proponents of -Blackness in filn'6- dis­
cussed earlier falls into this ca~. Also a prei::mirIan::e of
tresee stdl as folJtl.are , legerd and myth identify this phase . '!he
IlOSt positive aspect of this phase is its rejec tion and negation of
the p:>ints of reference laid d::Jwn l7j the fUm industry, including
the vallES the industry espccsee , Here, the assimilation, as in
Phase I, is totally negated. 'Ihe key in this phase is -c:a'ltrol-,
o::ntro1 of talents, prodI.cticn, exhibition and distr.i.J::mJ.on . '!he
inspintion o::J:JJa6 fran expeereoce, fran Africa or fran Black History.
'Ihis phase CXXltinues Phase I, even trough it goes in the opp:mite
directial. 'Ihe primary danger of this stage is the urrritical ~
ceptanceor~ rananticization of ways of the past which could
entail a raranticism as destructive as lbUy.oJd's Tarzan jl.ngles.
It could also develop into q::portunistic endea.wrs unless it rran­
ages to escape or advarx:e to the next phase.

PWoSE III: "1he Q:mbative Phase- . 'Ihis phase sic.;nals the
IlD.turity of thE! filJrmaker and is distingui..shable frcm the othe:rs
l7j its insisterce to view fUm or any other art fonn in all its
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ram.ificatioos. Here film is ideology. Fi.lJmaJcerB in this Plase
give priJIftcy to the :ideological cc:rrtent of their "Ork ard a clear­
bJt identification of partisanshi.p is advanced. Collective fi.Jm.
IJBking is en::ouragEd. Dl!Il¥stification of the fUmic process is
seen as highly izrperative.

\otlile this essay has been deYoted to filzoa that pertain to
Phases I and II, we have rot 1DI:!flti.cned lJrt';/ film that canes U'lder
Phase III becaUge there are so few of thEm. CkJe of the few is
T8<lOh Ow- Child:rfm (1973) a film by sue scceece , ~u;Jhter
of Paul R::ile9on , ard Christin (h)y [Asian lImerican]. TtUlch Our"
Chadron focuaes on a sID:Jle issue, the Attica Prison rebellion
and its aft.erma.th to take a l..atqe:r :ideological sterce en the~
ressial of blacks arrl. other peql1es, by st'oring that the source
of all evU is in the capitalist systa:ll. Using grapw; aninetion,
stil.ls, docu:nentary fcotages, and effective acuw;l. and IIaltage, the
stru;jgles of blacks is inextricably linked with worldwide anti­
inperialist struJ9'les . '1be film, in form ani subject llII.tter,
starns as the exact negation of all the prop:lSitions and concepts
found in the genre of the a:ill.yw:od types .

'Ihree Afric:an fi.lJmakers \O::l regard film as a political and
:ideological -ap::n in the hards of the artist sOOuld also be cited
as be1alging to Phase III . ousame sent:ene fn::m Senegal, wtx:I6e
.tala is a thoJ:OU3h indict:rtent of African leadership today, an:l. Med
lbnlb fran Mauritania, wmse film SOka 0 is a stream of cceecicce­
ness celebration of the intrinsic nature of~- in -class
struggle- and Sara M1llA:Dmr, fn:m AB;Jola , the distinquished -..:man
fi.11ttt'aXer ....nose Sal'Ibi1lQ.ttga.~ PI::lrtuguese lXl1al.ial.isu. as an
i:lperialist war of gEnlCide.

Up to the dawn of the d80ade of the 1960s, Africans and blacks
in the diaspora have had puallel historical deY'e1.opIelta . After
Africa 's w:lve of in]epelldeflce in the 19609 a split seees to have
takeIl place. Of CJJUr'Se Africans oould ro l.ooger blatoe the white
colati.alists for all their misf~. With imepen:leice the enmlY
was wrapped in the sane likeness, Sj:Oke the sere language , shared
in the culture of the neeses, visite:l the sane churches and even
dressed like~. 'lhe color of the akin In l.ooger serve:l. as
the obvious identifying factor of the~r. 'lhe need to pin­
point the real enenies of Africa created a ciJena of cultural de­
oolatization ani for total liberation. 'lhe birth of a cinEmI. ai::'t­
ed at awaJcening the ccoecicceoees of the nasses to the enBlIY in
the Inte froot seees to have si.gnalled a split betseen Afro-1Imeri­
can and African films .

'lhe black ~ien:e in the united states is mfortln3tely
weighed cDwn by the inheritance of racial injustioe an::! all activ­
ities BeIn to be marked by bitter llHlO["ies of discrimination and
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e:o::lusial and 4 re:lCtionary desire for assimi.l.atial. Instead of
c J...as eceectcccecce, thoonofOrQ, black filMmkPrfl Ile8lI to a:mcen­
tnte en the unfinished task of 4 definition of the bl..ack,t\tdte
conflict. '!his is partly why SI:Ch vague tel:ltl'I as "Black fibnM

and "BL:ck cinema" have a wide currency . sore p8Jple use the
term to indicate inferior quality or as exafIllles of the debased
form of the qmre of fbll~ types, while others errploy it to
cover their i.groran::.'e precisely because they never cared to anal­
yze its significance. I have not used the term because I h:Jnestly
cb not Ialcw what it DBnS. 1bweIIe:r, its~ oal.l8 for
an ~Rlti.al, and if necessary a wttitUing cXw1 of its inpli­
ceetcee,

A sb:lrt tine ago, as early as the late 1950s , the demand was
to let the black fi.lJmaker , as an observer of hintielf, be his O\OI'I

historian. Many wcll Jteal'lin;J soc:ial reforners and pro;ressives
t1'nI¢t the blade will give to the wxld scnething: in origioality
~ to his sculpture, .lIIJSie, and dance. 'tt1e rDt.iJ:n is aWl
with us . IrrlBed, mthin:J can replace the special insight and
sensitivity that a particular race can brin:J to bear in inter­
preting i ts CMl historical past, present an! future . Because
blacks have been the min rep:ositors of all the injusti.oes kmwn
to tnmmity, they are expected to "explode" with 4 creative cinelna
that wi..l.l shake the ...orld. 'lhis lDtion seens to have blinded us
to the fact that being 4 I\'ll"!lltler of a black race is lD guarantee
that any black will necessarily~ as the genuine 8p'lkesperson
of the people. In fact, the stDrt history of black cinelnatography
sadly prgves ot1Erwise.

A ~ution to the prob1mJ. of blacks in the cireee, therefore,
requires lIOn! than a seaId:l along ncial lines, sinl:::e we CiU1I'"Qt

be bl..irded I:7t the fact that being' a Delber of 4 raoe is any~
antee that roe will IIBke tal-eXp1.oimtive fi..ltlll of that race. In
fact , tlUltic:n has al.rtBdy been IIElde of Not hing bu t a Han, a film
di.rected I:7t 4 white in the era of the Sidney Poitier and J«res
Bu:wn filIrl; . To denDnstnlte further tv", CaIp1ioated all this is ,
4 f ilm that was released during' the wave of "Blaxploitation" films,
SOwukl' (1973] is ac:laxMledged as a PJsitive film, wi th Phase II
characteristics. Furtherro:lre, this tibn has been aocepted as one
that featun!s heroislrl of 4 neaning:ful order and an en:::ouraqing da­
ve:rqe-.:::e frcrt1 the fantasy super hen;es o f the Janes BcnI types.

I Salol Sowldel' and lo1Crnde1oed if it had bsQl1 lJl'"ittBrI by a whi t e
IIW'I or a btack 1nVl, I ws very happy .•• I SQl1611f a IIW'I rJho loves
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hi e ~opZe a.-.d 101M, by meana of t hi fl etol'1j (etlm t hough it
£8 limited) . w nt8 to tell 148 8Omet hing ... it's a film t llat
I .......U Uk", for all fatlld'''' W .. .... . 71

SowtdBl' pxtrays, in II. very realistic~. it black American
shatELLC\¥!l family during the depressioo era Ioilo survive as a fam­
ily !.nit Oespi.te axltinu::lus eociea, p:>litical and ecceceuc terreee­
Il8lt~ against them by ..nite AiTerica . 'Ihe family survives even
the lc:ng separation o f the head of the family I<h:l was serving a
pri90n term. '!he film, an adaptation frem a book,. was s=ipted by
IaUle Elder III, a black .

'!he case of SowIder and other "black interest" filJns discuss­
ed eo far raise a aillgle and iqx:rt.ant questioo. '.t1en sh::lW.d II.
pi.ct::ure be called "Black Film""

Sh:luld Up Tight: ....ttich explodes with rage and anger and calls
for rothiIv; sl'prt of "separatisn", be called "black film" alth:Jugh
we kJo.I' the stozy-line is mt cnly a direct copy of II. thate fran
the Irish Rebellial but the film is di.rectOO by a wiUte perscn?
Is htn6y &.»~ II. "black film" becacse it is EIO batantly anti­
...tdte? Is Ossie tavis ' Cot tDrl eo-. to B:IrI- (a hlm:xr-filled
cb1eitic curuiy l ... "black film" bececse the director hawens to
be black? fbi ab::Jut Swet &.Ieetback '. 1badase8 S<mg~ Melvin
Van Peebles dixa::ta::i, scripted, scored and s tarred in? SR:>ul.d we
as many have, call it a "black film" because he claims ent.ire cre:l­
it for it? Is Ivan Db:Dn 's The Spook Who Sat by ths lJoor' a "black
film" because it espouses black reY01utial?

J ust what is "Black Film" or -B1al::k. CiIeJa"? If the criteria
is Sln::ieSlt a t the box-office thm the Shaft eeetee and the other
black .Janes 8:nd types will escape with the prize. Ibi, hew etcce
SOunder, a film rightly applaOOed 4S totally black in treee, rele­
\Ial'Ce and approac:h-Wes the fact that it was dUected by a white
person negate its l:lein:J called a ftblack fllrnft7 tbat are the crit­
eria or the characteristics of a ftblack fllrn-? toee it beor:m:l a
~ f Um- if the majority of the cast is black, or the filJn is
diJ.'ected by a black arXI the prexhdl'l9 crew is atec black, or if
its therre a:d ~ect matter reflect black lives and 8trul}:;Iles? or
podnt; bl.mkl Do we daly the tecIl in refererce to TliaCh Our Chi~
because the fUm is definitively anti-capitalist, anti-iqxdalist
and ~ve of nat.i.cnal lll:erat.icrl stru::J91es of peoples the world-,

'Jhese queat.ioos are o f profmni interest because the term
-8l.a=lc Cinert8- is bein::J t:D8sed al."Ol.n1 with ro definitive fIB!ll'1ing' .
I ts~ has. lIS Ile1ticned eerater, raised tw:l distinct in­
terpretations-filJrB inforrrB:i with a "b1ac:k experiencew and filJDs
of inferior quality. ~tly \<ben cne criticizes a filJll for
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not being "black ero.J:Jh~, one inplies that it lacks the M~
spade-nurder-ad-bl.a:d-and-<,preM or that fran ooocepti.cn to
prod\rti.on to finish it has roe utili ud eatplete black iIlp.Jt. .
Ih!n one says a film is a ~b Zack black filmM, one inplies it lXlIl""
tains all the i.rwp:aiients to eexe i t took ~~ bad~ . '!he im­
pre::i.seless of the tenn can I:taJs be aasily seen. 72

My ca'ltentil:zl therefore is that filJll6 smuld be defined in
tenr6 of their iJrpli.cit or explicit tooaning. If a film deals
with cq,e, pushers, pinps and prostitutes the a~iate all
encarplSSing temdnolo;y for these eveeee is ~l~ activities~,

and the name for the ciIeratic genre that~ <Xl these activi­
ties stould be Ml urpen c ineneM• TO c lassify aU kin:1s of filnE­
crtee , 9OCial, fiction, docuren.tary, mystery, farce and fantasy ,
<x:ttWy and erotic~thathave serre black iIlp.Jt. as Mblack fillnsM

or ~black ciIera~ is to confuae and rerder su:h classifi.catia'l
IM3J\in;less.

'Ihe term Mb1ack ciIera~ has f\.DlCtioned as a rhetorical catch­
IolOrO mined fo r the express pcrpcee of ~ing up the r eroc ceree
or inability of Ibllywood etreceore, black or white, to pro:hx:e
films that deal realistically with black ~es. 'Iha r ece of
the nexere of an exploitative film ceroce, and smuld not, cllan;e
the exploitative na ture of the film, and s :in::e directors, casts ,
era.IlI and sc:ript-writers are needed to rraka a f ilm, this state­
nent awlies equally to a ll of them. 'Iha pretension that Mb1ack
ciIeraM is an alternative to ~evasive cinE'fra~ or Mlurp!fl ciIera~
is a f alsifi w. tian . N1at's IIOre, Mb1ack cinEml.~ is a teIm irrp;;sed
a'I black au:1i.ences and the news na:1i.a. "Cinelna~ i1!plies ~lii!iiiitiY~

and blacks do not own a cioee industly to warrant oonsideratia'l
of the eere in the first instance . 'Ihe probability that it \oG.S

coined to eecrece , blU'lt and divert the growing and outsp;lken de­
s ire of blacks to teU it liM it i. roth artistically and JX)1itic­
ally, sh:Iuld not be over1oolted. "'I'el.ling it like it is~ has ro
rlIiCial ccerecoee, rather it is a~ for~ truth in
a 1olOrld that pn!fers it otherwise . Its effects (I'l. black history
and literature have been qraat and extrerely liberat.i.D;.

']he history of black ciIeratogra~ has always been o:rditial­
ad by extxatEs: fn:m S!JJ (huron) of earlier years to Sup6r' (huran)
o f m:rletn t.iJl'Ies. scee have argued that the Super itrage II1.lBt be
viewed as a~ reaction to the S!JJ irrage of the earlier tines
but they overJ..ook the fact that the Sub and Super i.n:ages are toth
ooing a great di.sservi.ce to Black peqlle . 'the super inage of blacks
in COItalpJrary films is a threat to toth black and \o'hite.

'Ihe extent to which l'OrIlIll black IolOr king peccdee ' lives are
igrored is a JlI:'laSUI"e of not ooly pure indiff ererre to their aspir­
atioos and existen:::e but an outright subversion of their struggles.
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Indeed the unfinished task of studying all lnlranity as engaged in
a never erdin; process of Btru3qle sh::luld be central to any filmic
experience and E51daa~. Fillra have al~ ~ted in~
prOOleras and resolving cc:mllcts. And the highest fczm of ca'Iflict
is the ale bebooeen tmse I Wfi) lOSe sleep because of f ear of the
hwgry aOO the tceeiesa' and erose wh:I are led by the~
viewp:lint a=ding' to whidi, before aoxiety (2Jl e:ngage in other
activities "mankind DlJ9t first of all eat, drink and have shelter- .
'IW> IoQrld views are presented here, and 0.0 di.aIrE'trically opposed
concepts . It is precisely because of this dispari ty that the task
of film has al\..ays hem [and cceeances to be) to entereedn, eccceee,
and~ the class for which it speaks. '!he pivotal quest.i.oo.
is then: Q'\ wcee behalf are blacks being b::triiiided with celluloid
ritual of~c iJtages of fantastic escape fran gloan, inner city
confusion, ani confrontation? And 'l.'arzan.,-~- 9!'JIf:ISterS and
~ of "so called black 1IOvies-----...m needs thelD? YQ1 guessed
i t : certainly oot the dorent working men, IoOI£'n and chi.ldren of the
Black lhmutity.

1. Of late. since the adve'It of Africa' s political~
of the 196011 and the 5l.Diequent liberation 5trl.q;les, Africa
evokes, -M::ltherlard", "FreEd:m Fighters-, -Blacks- . -CUltured
Peop1es~. "Liherati.on IobvetEntsM

, MPlA, FRELIM::l, etc .

2 . n> autb:lr has dxE nore darmqe to Africa 's inaqe as Mjar Rice
~1187~19501, the literary 'father ' of 'raraen. Burr­
oughs . wtn p::lpU14rizerl the myth of "Dark cor.tinent- and "savage"
was an Arterican business exacutive turned ' FOP' f i.cti.crl wri ter .
Burrt:u;hs has never be:en ec Africa . His -Africa- was the sav­
age jln;lle of his own fantasy. Awther~ of Africa was CCfIl"'"

p;)Urrled by H. Rider Haqgard, Eh;J1ish Barrister turned rovelist
am an aqent of British inperialism in Africa. His mvel, King
Sotom::ms ' Ni n8l$ (1897J clothed Africa with the wild tales of
- savage- rituals and tribes .

3 . Beyer, Barry and Hicks , Percy, Africa South of the Sahara: A
ResOUJ"l:'e and CkMoicu lUlll Guide (New York: 1talas en-lll, 1968)

4. Jacobe, Lewis , The Riss of tM American FU," (Teachers CollEl9'!
Press , Co1altlia university, New York , 1968) , p , 75 .

5. B:lg'1e, Donald, Toms, COO1'\8, Nl.Ila t toes, Ha11rrIUs l%7Id ~ke: An
I ntsrpNl tiu. Iiillto11l of Blacke in Anwzoican FiI.1u (New Yorl:.: '1he
viltinq Press, 1973), p . 8 .
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6. J eI'CIle, V.J . , '''Ihe Negro in lb11Y\'QOd :riJ.ml ft , (#as ses and Main
Stream , New York, Dec . 1950 ), p , 12. The MasM r sboul.d rot be
confused with the f i llll of the same title which appeared in 1919
starrino;f Mary Pickford and was directed I:1j Mack sennet.

7 . Lead, Daniel J . , ftFran '5aIlt:o ' to ' Supe.rspade ' : 'lhe Black in
Fi llllft , Film and History, VolUte II , NurOOr 3 , Septalt:er 1972,
p. 1.

8 .

9,

10 .

11.

12 ,

B:lgle, 'po .nt. , p . 43.

Lead, loc o cit.

Ibid.

Bogle, 'po cit .• p . ••
_e, 'po cit ., p . 29,

13. Reddick, L. D., ftBiu::ational Progran\':I for the Irrp:ovarent of Race
Relations: M::>tion Pictures , Radio, 'lhe Press and Libraries", 'lhe
Journal of Negro axcaerco, XIII,SUTmer 1944, p- 369 , n . tesrerce
Reddick roted nineteen sterootypical images of blacks-scrne of
these are: the savage African , the hamr slave, ue devoted ser­
vant, the corrupt FX'litician, the vicious criminal, the sexual
supernan, the superior athlete, the unhamr n:m-white , the nat­
ural born cook, the natural J::::orn llD.ISician, the perfect enter­
tainer, the superstitious church~, the chicken and water­
rrelon eater, the razor and knife "eoeer", the mental inferior .

14. Maynard, Richard, The BUwk Man on Film .. Racial Stereotyping ,
( Hayden B::ok Co. , Inc . , lb::he.l.le Park, New Jersey, 1974) p- 8 .
see also: N::lble, op. cit. , p- 20.

15. Bogle, op. cit. , p- 15.

16. Variety (Anniversary Fdition), January 1973.
The Birth of a Nat ion i s repor-ted to have grossed $50 million in
rental distribltiOn in the U.S . and Canada alone. 'lhe fillll has
ah.a15 been anitted frcrn the annual list of "updated A11-T~ Film
01altp;" because the film was hardled on a state 's ri9ht basis
which often results in outright cash sales. Also anitted frcrn
the list is foreign narket rentals. It i s believed. that in r ecent
tines for e i gn rental equals o r slightly surpasses ecrestac play­
of f . 'Ihe over-a11 result of estiJmble pay-off for The Birth of
a Nation cxmld be camuted to give results o f $114 to $120 million.
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17 . Ebgle, op. cit. , p . 10. See also JacotiEI, Lewis , op, cit . ,
p, 175 .

18. Du B:>is, W.E.B., Duak of~ (New York, 1940), p . 235 . See
also Crippe '!tams R., - '!he Rect:::tion of the~ to Silent
f 1lm9 : '!he M:)tion Picture Birth of a ~tial- , 'J.'hs Histerian.,
XXV, ~y 1963, p . 362.

19 . N:ble, op. cit. p . 79. See also: 'J.'hs Ci>Ull!U I t M Negl'O 1905­
1948. (A Special S\wlBl'8'lt to Sight alXl. SCo.ln::i), March 1948,
p . ll. Cone /lith tlw /lind th:x¢ in a 5Ibtler ley perpetuated
and~ the .in:aqe o f blacks as in 'J.'hs Iti rth of a .t:l t iml.
In Cone /lith ~ /lilld the~ SOuthern IIfjth. that the black
is ireacap"b1y f ettered to the whites and that bUdts are
happier as slaves Iot!.S exp:lUr'ded further ad1ing j ustifiable
acts aoc:ially, politically am eo::n::nrl.cally .

20. f"or a CCIlp1ete list of films eore between the boo filnB CJJnSUlt
Ebgle's b:lOk and that of N::ble 's 'I?w Cinaltl and the~ 1905­
1948.

21. Pot.anKin , Harry AL!In, - 'lhe tfUtEmm's ~-, Liberator. 28
MardI. 19n, p. 4.

22. Blac:ks resp:nse to the f1e9ative p::rtrayals of early filnIl is
-eu ac:oomted for in '1llE~ .JtfN'nO SPB:IAL CX1lK.'I'IOO at
the~ Libr.uy of the University of c:al..1.fornia, lD6 Angel_
es. George.Jomsa1, the brother of N:ble .:John9::n the first
b1ack actxr to be~ by Universal Film Q;q:any, was the
director of General B:x:*ing of the Lin:oln JItXion Picture Qn­
puly wh:tse c:x>llection of cl.iwings , sceecacs am ant and all
fQ!SS infonration CEl black fi..lm-rrakers, actors am produ::ers
OOars his reee,

23. D::qle, op. ci t., p . 105.

24. Fnn 'IlIE:~ JCtINS:ti SPEl:1AL CXllLB:"I'Im. A cl4ping i.nfornat­
ion, umarked.

25. Ibid. In the cl1wing entitled Ebony Fi ZltJ Cor-p. there a~
an insert fnn the Chicago DBf Brrler , May 12, 1917 which reads:
-Eb:lny Film Cancelled- -People \<h:) at:t.E.nd the thas.ters Ii:> so to
be altertained, and n:ot to be insulted. 'M! want creen Rare pic­
tures or rone at all, anI the geXlner that these detractors dis­
cover that the Deferrler is in the fight against their rotten
stuff , the t:etter.-
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26. Felol of his other films are: The Brute (1920], Gonsales Myst erll
and. DflCrit [1921] . SOn of Satan [192 2] , Daught er of tM Congo
[1930] Harlem afur Midnight :1934), God 's Stepchildr en [1937 )

and TM B<ltralla~ [19481 . '!he last in this series has been
credited according' to Gf'orge Johnson. see SUpra 22, as the
"Greatest tegro pI:'otqllay of All tine. R For an~ eccocnc
of the IlBll and his work, see ibg1e. op. oit;, W. 110 and pa88im.

27. ibgle, op. cit•• p. 29.

28. Pines, J im, Blacks in tM Ci nsrr:l. : The Changing IlfUge. (l.aldon:
Bri tish Film Institute) p . 4 and pasein! .

29 . ~ in Maynard, Richard. op. cit . , p . 9 .

30 . Maynard. Ri.chaId A• • TM Celluloid Clll"Ticull.lP'l, (lEW Jersey:
Ha~ 8xlIt Q:Ilpany, Inc., 1971J, p, 139 .

31. Iboch, Jean, "'!he Awakening African Cin!m3.-. 'Ihe UNESCO Ccwri <&r .
lb. 3, March 1962, p . 11.

32 . KaynouC. Richard A .. Africa 071 Fil.lfl: My t h and ReaZitll (New Jer­
sey: leyden &x::tII. CC:lIpmy, Ire•• 19 74) . p. 52 .

33. Vaugh. J i:m¥, R'!he Dark OJnt:i.nl5lt-tlE Wra'Iq Light-, Fi~ <VId
Fi1Ming , 3aJUBrY 1959. p . 10. see also Ml Cinea8te Col. V.,
M:::I . 3, p. 30.

34 . Ibid. , p . 31.

35. ~Brown. J ereny. Kenyatta . (Iood:xI: Ga:::>rge Allen and. I..Ino'in
Lbd•• 1972) pp . 185-187.

36. Vaugh. op. cit. , p . 31. Men of 2Ul I>'ol' l.ds ' erroneous vielol has
often been ovoerlooked due to the fact that the film has often
been referrEd to as the first feature length British pro:hlction
to gi ve a black actor a ~starring part with a Iohite star.

37 . bdl, op. cit . , pp. 14-15. After tt.e lo\ar , there was also an
'aOOut face ' in regan!s to the Bri tish film experin'ent in East
Af rica . '!he Banb.i B:lu:::ationa1 CinE'ma Experilrent gave way to
the eatablishtelt of the E.ritish Colonial Film unit , 1939 . For
a ecee carplete picture see M:::Itcutt, L.A. and Lathaln, G.C ., TM
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