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I loved my school, and
the fine faith the children
had in the wisdom of

their teacher was truly
marvellous. We read and
spelled together, wrote a
little, picked flowers,
sang, and listened to

stories of the world
beyond the hills."

CHAPTER FOUR

Key Initiatives in Dance Development in the UK
During the early 1970s African dance was in its infancy in the West Midlands
although Hermin McIntosh (Birmingham) was employed as a youth worker
within an educational community programme and saw dance development as an
integral part of her work. In those early days, McIntosh was attempting to
empower her young charges to build positive identities through their involvement
in Caribbean and African dance activities but given the negative association with

anything African amongst some sections of the black communities, many parents

frowned upon this involvement.

In 1975 Chester Morrison (Wolverhampton) was involved in Lanzel African

Arts. In comparison to McIntosh, Morrison, a staunch Pan-Africanist, was
working with a more mature group of musicians and dancers who had identified
themselves as Africans and had some firm ideas both about the art form and why
they were involved. He recalled that

There was nothing anywhere in society that was recognising that we

Africans had a well-established culture and that those of us in the
diaspora wanted to participate in our culture. To funders, and to be

' W.E.B.Du Bois, The Souls of Black Folk (New York, America and England: Penguin Books,
1996), p.55.
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honest, to many in the black communities itself, what we at Lanzel were
trying to do, was perceived as primitive with no place in England.’

History had left its mark. Black parents had internalised the European’s view of
African dance and wanted to maintain their distance from ‘that’ cultural heritage.
In one inner city area, Handsworth, there were racial disturbances in the recent
past (1977) and the relationship between the police and, especially, many young
blacks, could best be described as tolerant. Handsworth was an area where white
families were leaving and more and more black and Asian families were
occupying private homes and establishing a wide range of businesses. Black

churches, mosques and gurdwaras (temples) were visible and audible.

The cultural landscape of Birmingham City was almost barren in black arts and

culture generally, black dance specifically. Performances and exhibitions were
sporadic and there were no black venues or any other venue with a serious
commitment to black cultural practice. There were a few prominent black sports
personalities at Birchfield Harriers; Vanley Burke, Pogus Caesar, Gilroy Brown
were acknowledged visual artists; Dark Movers operated as a community theatre
company and Hermin Mclntosh supported by Ben Baddoo had recently started

Sankofa, a youth dance group. There was no recognised entry into the black arts
arena, especially the performance arts, for individuals who simply wanted to

participate for pleasure.

I chose the Probation Service in Handsworth to begin my professional career.
Aware that music and dance were positive magnets to many young black people,

I decided to investigate the cultural terrain to ascertain what opportunities there

2 Interview with Chester Morrison, Birmingham 10 August 1996.
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could be to encourage ‘users’ of the Service to become involved. My personal
aim, with a few black youths who were not Probation clients themselves, was to
informally explore leadership development and team building through the use of
Caribbean and African music and dance; the only rationale for this pursuit being
my limited ability to play a drum. The idea to explore these goals through light-
hearted fun activities was paramount. Interestingly, out of these pleasurable

pastimes emerged one of the leading African-Caribbean dance companies in the

UK.

(1) Mystic and The Israelites/Kokuma Dance Company

Black youths in the 1970s were aware of racial tension in their local

neighbourhoods and especially, in some schools. A significant proportion,

covertly and overtly, were followers of the Rastafarian movement and almost all
were 1nspired by reggae music and the philosophy of Marcus Garvey. Body
language, dress codes, behaviour patterns and verbal communication were used
by many youths to reinforce their ‘blackness’ and their identity and many
distanced themselves from mainstream society. In their belief system, “white

man’s Christianity” was now debunked in favour of the ideologies of the
Rastafarian doctrine and black youths were looking to Africa for their inspiration
and their spintual guidance. Kokuma Dance Company evolved out of this

situation.

Given the extremely unusual formation of this company, its history has been
provided in some detail with more than usual references in the first person, due

to my pivotal role in the establishment of the company. As a Probation Officer
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in Birmingham the challenge was to find an alternative, dynamic and interactive
way to work with young black youths. Music and movement became the medium
and the message, the way to communicate effectively and a path to challenge
1deas and 1deologies. I explored options with both ‘clients’ and ‘non-clients’ and
decided to introduce a Caribbean and African music and dancing project into my
portfolio of social work interventionist practice. Arrangements to meet
informally to ‘drum and dance’ at the offices of the Probation Service in Perry
Barr created quite a degree of discontent amongst other colleagues, especially as
most of the participants 1n this community project were not Probation ‘clients’.
Initially the numbers varied between six to ten and there were some humorous
debates about the motives of ‘an Asian man, working in the Probation Service
but developing African dance and drumming.” The young women wishing to
dance were aged between fifteen to eighteen and some were attending local
comprehensive schools whereas the drummers, normally three (and generally
erratic in attendance), were in their early twenties and all Rastafarians. No one
had been involved in African music or dancing before and but all were steeped in
reggae music and most had attended the black churches in their childhood. The
young people were ‘street wise’, aware of the racial tensions in the community

and proud to be Africans. The decision to join the African dance classes was the

opportunity to express themselves through the language of dance.

Initially, the small group was meeting once per week but very quickly interest

and enthusiasm was growing, and the frequency of these meetings increased.
Rules were almost non-existent and certainly no one requesting to join was asked

about skills or ambitions regarding black dance development. There was always
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a spirit of excitement as the numbers solidified with steady musicians and

dancers.

Having seen Ekome some years earlier, I began to network with the company in
Bristol, with the specific view of getting them to provide training opportunities in
Birmingham. Even before then, local community organisations who had heard

of the project were asking the youths to perform and it was suggested that the
group should give itself a name. The name Mystic and the Israelites was

suggested by group members.

The nature of group composition, the organisational and administrative skill
levels within it and the expectations of the members themselves, conspired to
ensure that I co-ordinated all the activities for Mystics. An ‘open-book’ process
to encourage the young charges to get involved administratively failed, solely
because the expression of ‘self’ was more meaningful to them in body language.
Where leadership development was failing, team building was successfully
progressing! From informality to a more organised group, issues around

costumes, administration and transportation were regularly discussed and I
provided personal resources to enable Mystics to operate as a small dance
company. The concept of creating work specifically for the stage did not trouble
our minds nor indeed did we have the skills for doing so. Mystic and the
Israelites was about recreation, personal enjoyment and ‘self-identity’ and an
opportunity for young black people to express themselves in a medium which
they, and not mainstream society, had selected. The dance vocabulary of the

group was simple and limited but grounded in movement patterns which were
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learnt from each other, appropriated from popular reggae dances and also from
their memory banks from their childhood ‘dance activities’ within the black
churches. The lower body, especially the feet and the waist, interpreted drum
patterns forged from reggae and calypso beats, and upper arms, chest and
shoulder movements moved fluidly from side to side to complement the foot
patterns. The group rehearsed two particular pieces, Motions and another without
a specific name. Both were a 'mish-mash' of ideas but which evolved into
reasonable presentable African Caribbean calypso ‘numbers’.

Already at this time, the importance of Africa as their symbolic and spiritual
home was quite obvious and rituals that had subconsciously surrounded them for
years were present at rehearsals. The ‘Rasta’ drummers introduced simple rituals
and an element of African spirituality into the group since its formation and
‘coming together’ before a performance, reading the Bible (from an African
perspective), pouring libation, and asking ancestors for guidance were regular

occurrences when the group met.

Pat Donaldson, one of the original dancers and one of the young people who

contributed to the first ‘naming’ ceremony for the group, recalled:

We never saw what we were doing as anything serious. It meant we
could spend more time with our friends, get some nice leotards and dance
which we enjoyed. At that time too, maybe we never expressed ourselves
as Africans but being noticed as one of the dancers in the African group
always made me feel very good. Before we were Kokuma, we were
Mystic & the Israelites and we had I think one or two dances only.
‘Motions’ which we all put together always brings back nice memories
and makes me laugh. It didn’t matter to us that it was you doing it or the
Probation Service or whatever, what was important to all of us was that
we had an opportunity to do it and also later those opportunities you gave
us to go to Africa and Jamaica to develop our skills professionally, Who

would have thought we would have achieved that?’

* Interview with Pat Donaldson, Birmingham 15 June 1996.
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'Mystics' was an example of positive and preventative Probation practice and the
group grew from strength to strength. Interestingly the efforts and achievements
of these young blacks were echoing amongst other youth groups nationally and
Mystics began to receive invitations to perform at community social functions in
several cities in England. The group’s presentations, display dancing, would
consist of two dance pieces and two drumming pieces, the drummers’ ‘set’

providing ample time for simple costume changes by the dancers.

Given my propensity to work within the community, I applied for and was
appointed as a Senior Probation Officer in 1978, entrusted with the development

of a programme for community development. With Urban Aid funding, the

Probation Service was able to establish a community based project and I
introduced the concept of a Handsworth Cultural Centre (HCC) in Birmingham,
insisting that the services to be provided were to be for all in the community who
wished to participate. My working philosophy was to ensure that there was no
differentiation between ‘clients’ of the Service and ‘non-clients’, especially as
the project was geared to meet the needs of the local community. Probation

practice however was never conceived in the format that I was proposing and
there was always a tension between the HCC and colleagues in the ‘mainstream’
Service. Where, within the Service there was much disquiet about this new
community approach rather than the ‘one-to-one’ approach, there was much

appreciation from local people for this community arts and resource centre.

Mystics and many other informal and formal organisations within Birmingham

began to receive training opportunities and rehearsal spaces without charge, and
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there was now a growing, focused black artistic renaissance in the City of
Birmingham. Writers, sculptors, photographers, musicians, filmmakers and

dancers were meeting regularly at the HCC to exchange ideas, plan and produce

work. The Centre itself offered limited office accommodation to artistes, spaces
for exhibitions, as well as showcasing opportunities, and began creating national
and international collaborations to enable black and Asian artistes to enter

mainstream venues.

The management of the Centre as well as my direct personal involvement in
Mystics was now occupying a disproportionate amount of my time and with
great reluctance, I suggested that the group should take more responsibility for
managing its affairs, though still receiving all the support from the Centre. The

group decided that without me they would rather disband, an action, which took

place a few months after my reduced involvement.

My disappointment at the demise of Mystics was profound. Pat Donaldson,

Doreen Forbes and Hugh Watson visited me at home a few weeks later (May
l9?8) to suggest that Mystics should be restarted. After a frank discussion that
evening Mystic and the Israelites was disbanded and Kokuma (a Nigerian

Yoruba word meaning ‘this one will never die’) was born.

Kokuma Dance Theatre Company was the longest continuously established black
dance company in the UK. Spawned out of Mystic and the Israelites and the
enthusiasm and energy of a few young blacks in Handsworth, Birmingham in

1978, the growth and artistic development of the company have altered over the
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past few years. Even though the original idea to develop an African dance
project was based on fun and self-identity, as Paul Gilroy pointed out with
regards to an earlier generation,

the black forms in which Britain’s young people took pleasure during the

1950s and 1960s were not innocent. They were already articulated by
political language, symbols and meanings §iven by the struggle of social

movements for emancipation and equality.
The practitioners, who now re-grouped as Kokuma, did so in the full
understanding that they were Africans in the diaspora and wanted, as far as it was
possible in contemporary Britain, to express themselves and be seen as such. By
now, they were beginning to see themselves developing into a semi-professional

dance company and were keen to attract financial support to consolidate and
develop their art form. Within this growing period, however, they were reluctant

to assume artistic and administrative control of the group, not least because they
felt they did not have the skills and they were interested in performing rather than

administering.

Derek Anderson, a former member of Kokuma and currently the Chief Executive
of Wolverhampton City Counclil, stated many years ago when I asked him to

manage the group in my absence.

The group is undisciplined and although I think they are quite keen, I feel
that they do not listen to anyone but you. I found it difficult in your
absence, to manage them, as they would only do what they wanted to do,
when they wanted to do it and how they wanted to do it. I would go
crazy if I were in charge!’

* Paul Gilroy, op. cit. p.172.
> Interview with Derek Anderson, Birmingham 3 April 1982.
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Anderson’s statement was not only a reflection about the group’s behaviour, but
about the potential that he saw for the group to become professional and the
inability by the members within the group to appreciate and realise that
themselves. He was frustrated by their lack of vision, something that I have
often reflected upon, given my long association with the group. Whatever the
truth, many of the founding members including Donaldson, Watson, Seymour,
Daley and a few others, were determined to make Kokuma a professional
company. The group by then had expanded slightly to include seven to eight
dancers (all females without any formal dance training) and four ‘Rasta’
drummers. A programme of training was planned, inviting professional tutors as
often as finances allowed, and the group began to build closer networks with
many of the professional companies who were in existence at that time. Tutors
from Ekome, Sankofa, Shikisha, as well as the individual talent of George Otoo
were gradually brought into the company and Kokuma was slowly evolving into
a semi-professional performing group. Although the group was always keen to
recruit new members, it had in a sense become a closed unit focusing more on
self-development over community oriented African dance classes. Repertoire
development was seen as critical in moving forward and members became

immersed in learning the specific music and body movements for social and
ceremonial dances from Ghana. Gahu, Kpanlogo (silent K), Agbekor (war
dance), Bawa, Damba-Takai and Kpatsa (patcha) were becoming commonplace

forms amongst members who had only recently decided to develop their skills in
African dance. The group was not in receipt of any public subsidy, excluding the

small amounts that came via the Cultural Centre, and did not have a Management

Committee. It operated as a co-operative in spirit, if not in practice.

222



At that time also, the Handsworth Cultural Centre was becoming extremely
popular as the centre for black arts and this regional/national recognition enabled
Kokuma 1tself to attract wider attention. The Centre began making links with
African and Caribbean Institutes of Arts and Culture with the purpose of
encouraging artistes’ exchanges in the future. During this developing period,
several positive steps were happening in African dance generally, the most
notable being the availability of more dance tutors from the continent itself and
the success of the Aklowa Centre, in Bishops Stortford, by the Ghanaian Felix
Cobbson. Training weekends were arranged at Aklowa and that created new
avenues and exposed group members to a slice of Ghanaian life and culture.
Those weekends challenged many of their views of Africa and also their palates.
Where they readily accepted the music, hairstyles, dances, costumes and
drumming of Ghana, they were less than enthusiastic for the food and the
discipline by Cobbson! Nevertheless, they were able to better understand African
instruments and rhythmic patterns and became conversant with the drum

language and patterns of the other support instruments. Used to a more relaxed
pattern of rehearsals, the ‘Rasta’ drummers who always wanted to drift back into

the safe singing and chanting of the Rastafarian rhythms were constantly
challenged 1n terms of their seriousness to African drumming. Both drummers
and dancers benefited significantly from those training programmes, possibly for
the first time better understanding the relationship between each player in a
Ghanaian drumming ensemble and then that between the dancers and the
drummers. They were introduced to concepts of timing and spatial patterns in
African dance presentations and questioned about their perception and attitude to

the continent and its cultural practices. Those training weekends provided space
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away from their local community and time for them to reflect, while also
illuminating, in no small way, that African dance and drumming was not simple
and straightforward but required dedicated hours and training to achieve any

SUCCCSS.

Training at Aklowa introduced dancers and drummers to Africa, the physical
construct which in turn helped them to clarify their own thoughts about the
messages of Marcus Garvey and their spiritual connection to the continent. They
were beginning to understand the deeper meanings of the rituals and symbols
associated with African cultural practices and were keen to explore theoretical
concepts about traditional religious practice and the specific meanings of
religious dances from Ghana. Nationally, there was an upsurge in requests for
training and for the first time in England, regular programmes of African dance
training, more or less replicating music and dance patterns form Ghana, were
becoming available. Kokuma, like several other groups from around the country,
was using the services of the few tutors available and as most were from Ghana,

almost all the dance groups at the time appeared to have the same repertoire.

Many years later Badejo observed,
Performances of African dance forms in Britain have so far been on a
level of reproduction. Dances for different events in the African society,
ritual, ceremonial or social, have been presented repeatedly. This of
course has created spectacles for the audience, as it has been new and
exciting. When the performances are continuously repeated, the show
loses its excitement and becomes boring.

The dangers of sameness, as Badejo noted, were apparent in the early 80s though

by then members of Kokuma were planning grand 1deas without the slightest

indication of how these could ever be achieved. In those moments of our wildest

® Interview with Peter Badejo, London 7 July 1988.
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dreams, the group began to explore the possibility of taking a small group to the
Cultural Centre in Jamaica, in an effort to increase knowledge, skills and cultural
traditions and thus reposition the group in the market place. This would have
added to the professionalism as well as the repertoire of the company.” An
outreach programme to engage the company members within a wider area of
black arts, planning and developing work in music and dance, visits to galleries,
museums, theatres and arts centres was embarked upon. They, for the first time,
were realising that someone external to their social grouping was committed to a
programme of ‘affirmation of self’ and began to respond very positively, though
often sluggishly, to those ideas. The educational visit to Jamaica became a
reality during January and February 1980 and thirteen young people with
‘leaders’ combined official visits with seminars and practical workshops. Audrey

Seymour one of the first members to join Kokuma wrote of her time in Jamaica.

My first few days at the Jamaican School of Dance were a bit strange
because I was not used to floor exercises. I was accustomed to dance
practice, using the first dance, as a ‘warming-up’ session.

I went through (or it seemed like) a whole book involving dance — I
thought it was impossible, but I managed to maintain a high standard and

was surprised that I was able to perform so well.

The statf also were fascinating to watch; to look at them walk down a
corridor appeared to me that they were performing a dance.®

The Jamaican experience was added too by more Ghanaian input over the next
few years and Kokuma became a vibrant element in the cultural life of
Birmingham City and in the country generally. The company numbers fluctuated

and there was no process for auditioning or recruiting new members. Dancers

"In 1980 I co-ordinated and raised the funds for twenty young people, including Group Leaders,
Derek Anderson, Baroness Amos, Hermin McIntosh and myself to travel to Jamaica on a cultural
study programme from the Cultural Centre in Handsworth to the Cultural Training Centre, now
The Edna Manley School of Performing Arts in Kingston.

® Audrey Seymour, ‘Speaking Personally’ in Handsworth to Jamaica 1980, ed. by Bob
Ramdhanie (Birmingham: Handsworth Cultural Centre, 1980), p.11.
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and musicians invited friends whom they felt could contribute to the group but
almost exclusively, all the new members arrived without any skills whatsoever,

except an affinity to Africa and a love for reggae music. This informal and
flexible way of working was not entirely conducive to the advancement of a
professional company but was inherited from the Mystics’ experience. The
under-skilled but keen dancers meant that the group was always in a state of flux
with constant training rather than creative development. During this period there
were significant changes, in the sense that the company was able to recruit male
dancers for the first time (Derek Anderson and Desmond Pusey), improve the
calibre of the music by adding more skilled drummers and also permanently
retaining the services of a highly skilled Ghanaian master drummer. The
company’s repertoire was increasing and they were being invited to give more
performances nationally. The demands on my time, from Kokuma and several
other diverse quarters, meant I was being overstretched and I wished for group
members to accept responsibility for the continuation of Kokuma. After a period

of unease, Derek Anderson, who by then had left the company, was available and

agreed to return.

Derek’s intervention was timely and critical. He brought new and different ideas
to the group and having worked in the company before, was quite clear about

what was needed to progress as a professional company. Based on his previous

experience, Anderson had a rather more dictatorial attitude with the company,

but coming from the local community, he was able to motivate them to another

level of their development. He was ambitious and pushed the company to realise

some of 1ts potential. He created and directed Unwanted Prince (1983) and Nine
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Nights (1984) as the group shifted its focus from display dances to dance-theatre.
In 1984, Derek continued the tradition of inviting international artistes to work
with company members and invited Francis N11 Yartey (the artistic director of
the Ghana National Dance Company) and Barry Moncrieffe from the National
Dance Theatre Company of Jamaica to create Transcended Spirits of Africa for
the company’s next presentation. The group moved into larger rehearsal spaces at
Unemployed Youth Activities (UYA) and actually incorporated the UY A under
the Kokuma brand some years later. The company expanded, attracting members
from other smaller groups in Handsworth’ and dancers, again all females,
numbered approximately thirteen. The numbers of musicians generally remained

static at four but were practically more experienced than the dancers.

Through my new role as the Director of the CAVE Arts Centre, I had invited
Jackie Guy (a former member of the Jamaica National Dance Theatre Company)
to spend a sabbatical year (1985) developing dance in the region. During this
period he worked with Kokuma, strengthening their Caribbean vocabulary, but

more importantly, introducing a degree of professionalism and discipline. That

relationship with Guy was productive; the company had grown in confidence and
their dancing skills had improved and in 1987 Guy was again invited to Kokuma
to choreograph a production for the company. He took the company to a new
level of professionalism and he launched this third phase of the company’s
development with a new work — The Trails of Ado (1985). Where I was
Probation Officer, friend, mentor and nursemaid to a group of black, inner-city
youths, Anderson was a dancer, practical, focussed and determined and Guy

? During this early period in the 80s in Handsworth, besides Kokuma there were about 4/5 other
small companies including Sankofa, Dance De L’ Afrique, Uhuru Dancers and Wantu Wanzuri
Dance Group.
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became tutor, choreographer and PR agent but with a new dimension and

determination for the community oriented Kokuma Dance Company.

In 1988 Guy was approached in Jamaica and invited to return to Handsworth to
the position of Artistic Director of the company. He saw the offer as a challenge

and as he wanted to test his artistic skills in the international arena, accepted the

post. According to Guy

I remember Kokuma was vibrant and they had a very talented group of
dancers and drummers, especially within the African and Caribbean

styles. The company was enthusiastic and keen to learn. However, there

was no discipline. The performers did not see themselves as professionals
and there was a laid back, nonchalant attitude.!®

This transition for Guy from invited guest choreographer to full-time Artistic
Director was 1nittally quite challenging. On his return as Artistic Director he

believed that

The company appeared static and seemed to have no historical

perspective of who they were. The dancers did not have an intellectual
grasp of what they were doing and their reading and social skills were

extremely poor whilst their personal lives and relationships were always
presenting problems. !

Guy’s analysis was quite accurate but he brought sharply into focus the cultural

and educational gaps between young people in the Caribbean and young British

born black people. As a relative newcomer to England, he, like other visiting
tutors, saw Britain as ‘the land of opportunities’'* for everyone at every level
whereas the experiences for those young, black people in Handsworth were

diametrically opposite to Guy’s perception. Their lives were ones of constant

aggravation from law enforcement officers, marginalisation within the education

" Interview with Jackie Guy, Birmingham 17 November 1988.

'! Interview with Jackie Guy, Birmingham 17 November 1988.

2 This ‘land of opportunities’ philosophy was a common belief among visiting tutors from
developing countries who saw in the UK, compared to their own countries, a wider range of
opportunities and who assumed that the young black people were refusing to accept them.
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system, unemployment either for themselves or their siblings and lack of visible
role models. They were pleased with the opportunity of expressing themselves as
proud, black people with a history and connection to Africa, a situation forced
upon them by a dominant white society. The outsider’s perception resulted 1n
confusion for both. Guy however had worked in a variety of situations in
Jamaica, including cultural work in the Prison Service (with the international
Jamaican comedian Oliver Samuels) and thus was accustomed to inner-city

attitudes and expressions of ‘self’.

The challenge that Guy was seeking became evident upon his arrival in the full-
time post. According to him, he had to lead Kokuma artistically, physically,
spiritually and intellectually. He approached his task with a degree of immediacy
and following his earlier success with the company with The Trails of Ado, he

began choreographing a new work, Elements (1988). The media gradually began

to recognise that Kokuma existed in the City and in an interview with Terry
Grimley, Guy spoke of Elements as “a spectacle of dance and music inspired by
the energy of traditional West African dance forms...It will be a 90-minute

production that goes very fast and I would call it a family programme. It’s very

energetic”.!”

Jackie Guy wanted to improve the social skills of the company as much as he
wanted a professional performance company. He invited Peter Badejo, Chester
Morrison, Dr. S. Berryman-Miller (USA), amongst others, to undertake a series
of discussions and workshops with the company, with the aim of developing the

company in a holistic manner. Guy wanted every one of his performers to

13 Terry Grimley, ‘Dancing to the roots’, The Birmingham Post, 8 September 1988.
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understand the power of their history from Africa and the Caribbean and
therefore use that internal African spirit to guide them in rehearsals and
performances. He introduced a comprehensive programme.

I actively sought the support of the Board members and set up a range of
sub-committees around arts and education. We began curriculum
development and lesson planning for those who were teaching and
through friends of the company, provided basic education and social
skills ﬁs well as providing the company with a perspective for their
work.

By 1989, he felt that company ﬁas progressing in the right direction. Kokuma
was becoming essential to the artistic fabric of community life and the
organisational relationship with UYA changed in that, “having by special
resolution changed its name, (UYA) is now incorporated under the name

Kokuma”. See page 243.

Artistically, Elements was positively received as indicated by Bill Harpe in the

Guardian.

For these 10 drummers and dancers, who have been celebrating the
performing arts of Western Africa from their Birmingham base for over
10 years now, have a drumming combo (led by lead drummer Silbert
Dormer) which offer a full-tilt, mathematical juxtaposition of rhythms
and tones to set the spine tingling and blood racing, while the dancers
attack thetr hip swings, and body ripples, delicate, determined and
sensual footwork and armwork as if dancing is life itself and deserves
nothing less than all you’ve got.'”

Guy appeared to assume overall control of Kokuma. He was the appointed
Artistic Director but was deeply involved in all other aspects of the performance

company including costume designs, music, choreography, administration, social

welfare and technical services. He had set himself the task of creating a new

'* Interview with Jackie Guy, Birmingham 10 March 1990.
" Bill Harpe, ‘Kokuma’, The Guardian, 7 March 1989, page unknown.
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production for the company each year and he invited writers and choreographers,
stage and set designers, directors and technical specialists to help him realise the
full potential of the company. The company needed and found, better equipped
rehearsal and office spaces at a local church in Lozells. Kokuma’s touring and
education programmes increased and productions were adapted to suit a variety
of venues. Guy brought a new sense of professionalism to the company and
heightened the identification with Africa and the Caribbean. Their dancing, as
Bill Harpe noted, became ‘life itself’. Kokuma, during this third period of
transition, had now embarked upon a programme of recruiting, through
auditions, professionally trained dancers (most came from the Northern School
of Dance) and Guy had to manage a ‘meshing process’ to utilise the skills of
some of the very competent African and Caribbean ‘informally’ trained and self-
taught dancers with those from formal contemporary dance education. A
professional company by now, dancers were being contracted; were generally
professionally trained and aged over twenty-one and were expected to apply for

their ‘jobs’ at the start of every new financial year.

As far as choreography for the company was concerned, Guy indicated that he

did not want to choreograph all the company’s productions, and “chose black

choreographers to complement and extend the range and vocabulary of the black

dance experience”.'

Between 1988 and 1994 under the artistic direction of Jackie Guy, the company

created and presented Elements (1988), Soul Less Game (1989), Still We Rise

(1989), Profiles in Black (1990), Repercussions (1991), History of the Drum
' Interview with Jackie Guy, Birmingham 6 April 2002.
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(1992), The Awakening (1993), Benin (1993), Bankra (1994), Reflections (1994)
and Spirit of Carnival (1994). Kokuma had firmly established itself as a leading
African and Caribbean Dance Company in the UK and was by now receiving
some degree of financial support through public subsidies. During its embryonic
stages, the company was financed largely through the efforts of 1ts founding
administrator and mentor, but by 1988 it received support from both the Arts
Council of England and the Regional Arts Board. The table below provides a
snapshot of the support from West Midlands Arts.

TABLE 7'

West Midlands Arts — Support to Kokuma

1988/89 45,000

1989/90 60,000
1990/91 60,000
1991/92 65,000
1992/93 68,250

1993/94 70,300

1999/2000 | 248,000

2000/01 76,375

RILEELELIE
49999999 ¢
3

Funding support to the company increased incrementally, though in 1999/2000

there was a ‘one-off” increased award to support a particular project. In addition

'” The information provided in this table is taken from West Midlands Arts (now Arts Council
West Midlands) Annual Reports.
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to West Midlands Arts, Kokuma received support from Birmingham City

Council and other smaller educational and project grants for specific pieces of
work. As the company has disbanded, it was quite difficult, except for public

records, to get any detailed accounts or other financial information.

Politically and artistically, the terrain for African and Caribbean dance
presentations was shifting and officers from public funding agencies were
beginning to demand from the company, ‘more post modemn’ choreographic
pieces. ‘He who pays the piper calls the tune’ was becoming a real problem for
Kokuma even though the company was still receiving positive reviews. Towards
the end of the 20th century, almost eighteen years after the establishment of the
company, the company began experiencing some organisational difficulties. It
was becoming publicly apparent that artistic vision, administrative development
and the aspirations of the public funders were out of synchronisation. Guy
himself was always seeking opportunities to consolidate and expand the work of
the company and having worked with one of the world’s leading contemporary
African dancers from Senegal/France,'® he approached her son, who was a
dancer also, about the possibility of joining the company as a dancer in 1995.
Patrick Acogny felt that the time was ripe for a move to England from France but
by the time Acogny arrived in 1995 he found himself immersed in a very tense

and artistically unbalanced situation. According to Guy there was now

A self-appointed temporary Artistic Producer working on a contractual
part-time basis, a long serving Artistic Director who was in limbo in
terms of getting a new contract and the company was in some degree of

'* Germaine Acogny is an international dancer, choreographer and tutor who has been involved in
formalising and teaching contemporary African Dance for several years. Currently she is in the
process of establishing a permanent school in her native Senegal.
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disarray. Patrick by then was invited to become Assistant Artistic

Director to me and almost immediately was appointed as Artistic
Director.'”

Kokuma was about to enter another significant developmental phase. After seven

distinguished years with the company, Guy’s contract ended in July 1995. At 32,

Patrick Acogny was an unknown dancer or choreographer in the UK. He was
bright, charming and soft-spoken with a French-Senegalese background but 1t
was noticeable that the tension that existed within the company structure did not
make for the changeover as planned. He was keen to continue in the direction
that the previous artistic directors had been exploring and invited H.Patten, Peter
Badejo and George Dzikunu to support him in auditioning new members for
Kokuma’s next production. Auditions were conducted in August 1995 and the

company retained some of the existing members but recruited others to join in

this next phase.

Acogny choreographed Guddi as his first contribution to black dance in the UK.
In October 1995, at the Birmingham Repertory Theatre, the season’s production

was launched and the media received his work with a lukewarm response. This
was to be expected, especially when you take into consideration the atmosphere
under which he was working and the fact that Guy had become synonymous with

Kokuma and ‘opening nights’ for seven years before him.

Guddi was not a disaster by any means. Whereas Guy and the various
choreographers he had worked with in the past developed their presentations

using Caribbean and traditional African dance vocabulary, Acogny introduced a

9 Interview with Jackie Guy, Birmingham 6 April 2002.
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new style into the company’s work. His vocabulary was less regimented, more
fluid and tended towards more defined line and length, accommodating more
Western contemporary influences but retaining some essences of an African
aesthetic. The dancers and musicians interacted on stage, complementing each
other in subtle and more extroverted ways and his use of lighting to accentuate
specific passages of movements ensured that all aspects of his presentations
evoked emotions in the audience. His design of costumes reflected an extension
of and use of the body, reminiscent of the way Peter Minshall revolutionised
carnival costumes in Trinidad decades earlier and overall, the audience
appreciated the collective efforts of the company. At the end of the first
performance, his mother who was anxiously sitting in the first row of the theatre
ran onto the stage and embraced him. That embrace, according to him “was
confirmation and affirmation for me knowing that my work pleased my mother

and the audience here in England”.*

A period of stabilisation for the company was paramount for its continuance and
Acogny settled 1nto a routine with rehearsals and a touring programme. There

were considerable pressures from particular funders to use that particular
moment in time to have the company re-locate out of its familiar, community
setting to a city-centre arts based environment. With thirteen full-time members,
dancers musicians, administration and technical staff, Kokuma moved to the
Custard Factory, a franchised artistic space reclaimed from derelict factory
buildings. Like other ‘foreign’ artistic directors working with British-based black

companies, Acogny felt that “the company members were not professional at all,

% Interview with Patrick Acogny, Birmingham 16 October 1995.
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seeing their artistic development as the responsibility of the company and not

their own”. According to him

Throughout my entire dancing life I had to pay to attend classes in order
to improve but here 1t seems that dancers expect the company to do
everything for them. I have made some arrangements with the
DanceXchange 1n terms of using their space for the companzy and in

exchange I teach classes there. Hardly any members attend.*'
Acogny presented some new and interesting challenges for the company and the
African dance sector as a whole, given that he was the first Francophone African
leading a national, long-established, professional company in England. The
history of the sector was filled with contributions from the Caribbean and from
West African choreographers and so he genuinely wanted to offer something that

was distinct and contemporary yet acceptable to the major funders and audiences.

At one of the events at the DanceXchange in Birmingham in 1996, dancers from
different genres were 1nvited to share their thoughts on the positive and negative
aspects of dance development in terms of their own practice. Acogny felt that
As far as the negatives are concerned, there was a lack of opportunities
and lack of artistic activity in Birmingham compared to London and Paris

though on the positive side, there was a lack of pressure, better access to
training facilities and it was easier to work with venues because of

smaller sizes.
Towards the end of 1996, Acogny was already in rehearsals for his new
production, Masks. At a ‘work in progress’ discussion with a selected audience,
Vivien Freakley introduced the afternoon by pointing out that

Choreographers invent their own aesthetic. Patrick was not using masks

in the usual way but using ‘the spirits’ of the masks in the dance. His
work will present challenges for the audiences as well as the dancers.

?! Interview with Patrick Acogny, Birmingham 14 July 1996.
22 Dance Panel discussion with Patrick Acogny, Claire Russ and Paul Douglas at the
DanceXchange, Birmingham 13 August 1996.
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Audiences are looking for excitement and bursting energy and therefore
often do not respond to work like this. Audiences will have to be more

thoughtful and more accepting.”?
Freakley was not apologising for Acogny’s work but was sharing in the
excitement and 1n the new directions of this young choreographer. In the
discussion following the presentation, it was obvious that members of the
audience felt that Acogny was taking the company in a totally new direction but
he counter-argued pointing out that “to me, it is not the destruction of one that
makes the other, but a true and genuine understanding of the old which informs
the new and leads to creation and innovation, whatever you call it”.** Masks
toured with some degree of success although the numbers of performances for
the company were reducing over the past few years. He had established a pattern
of recruiting black dancers from France and the ‘flavour’ of the company was
changing with a tendency towards contemporary, Western dance, though
retaining a connection with its African roots. Acogny created Pagan Masses in

1998 and almost immediately choreographed Bidonvilles for the company’s

1998/99 tour.

By this time the company had lost ‘its footing’ and the support within the local
community, given its relocation to the south side of Birmingham City. The
changes in Kokuma appeared to be not only about geographical location and
artistic direction but also fundamentally about a reduction 1n its collective

spiritual orientation. Previous leaders of the company were able to gel ‘the team’

2 <Patrick Acogny’s Masks: Work in Progress’. Vivien Freakley was the Chair for the discussion
at the DanceXchange, Birmingham 28 November 1996.
2% ibid. As above.
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into a unit and use that energy to satisfy organisational and artistic goals. The
company now appeared to be operating as ‘individual cells’ rather than as a

‘collective whole’.

Unlike Guy before him, Patrick Acogny kept an extremely low profile and had
internalised what he later articulated. “I am not a Caribbean person and I felt like
an outsider here. No one seemed to respect me and so I kept to myself”.?
Understandable from his viewpoint, his comments were not wholly appropriate,
though many within the sector were now polarised in terms of loyalty. For many
key players in the sector, “Patrick came and wanted to do his own thing. He kept
to himself, did not contact anybody and sought to keep his connections with
Paris”.*® Acogny by now had changed the company’s logo from the modem
image of the drum to a contemporary, tadpole-like image of two dancers and
added a new by-line to the letterhead. Kokuma Dance Theatre Company was

now marketed as KOKUMA: “An Afrikan Canibbean Dance Theatre Company

of Today”’.

Externally, the affairs of the company appeared to have been resolved though in
April 2000 the dance sector was shocked when the Evening Mail in Birmingham
reported Dance Theatre forced to close.
Birmingham-based Kokuma Dance Theatre, which pioneered Afro-
Caribbean dance in Britain over two decades, 1s to close. The company

blamed difficulties in recruiting suitably qualified artistic and
administrative staff.

2 Interview with Patrick Acogny, Birmingham 21 January 1997.
%® Comment from the informal working group who sought to get West Midlands, Birmingham
City Council and The Company’s Board of Directors to rescind their decision in 2000.
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The closure will result in the loss of four full-time jobs. The seven

dancers and musicians employed by the company will be able to see out
their contracts.

The company, which receives grants of £255,440 a year from West
Midlands Arts and £91,000 a year from Birmin%ham City Council, has
been financially stable over the last few years.*

Although a reputable collective of practitioners and others involved in dance
(under an Adzido umbrella) contacted the company and key funders to try and
reverse the decision, the die was cast! Responses from the Acting Chair of the
company indicated that “I note your comments and offer of a recovery strategy
and of course I will ensure that your letter, and a copy of this response, 1s

circulated to my fellow Board members at our Board meeting at the end of this

month’**® but there was no other communication from anyone in the company.
The response from the Chief Executive of West Midlands Arts was predictable

and conciliatory.

We cannot agree with your analysis that this is the result of a “systematic
decimation of black arts”. We are currently in urgent discussions with
Birmingham City Council to ensure that black arts remain as high if not
higher up the agenda than ever. Indeed we are committed to continued
investment into opportunities for black artists and the development for
culturally diverse work.*’

Kokuma Dance Company ceased operating as a performance company in June

2000. This, the longest continuously established African Caribbean Dance
Company in England, was 1n the position to continue setting the agenda for
contemporary African dance in the UK but it was not to be. According to the

Performing Arts Officer (Dance & Theatre) at the Regional Arts Board,

I deliberately stay away from the word ‘failed’ as I don’t believe it
accurately describes why Kokuma is no longer here. I think it’s that thing

*’Evening Mail reporter, ‘Dance theatre forced to close’, Evening Mail, 5 April 2000, p.3.

%8 Helga Henry, Acting Chair of Kokuma Dance Theatre. Letter to Members of the Black Dance
Sector. 12 April, 2000.

# Sally Luton, Chief Executive, West Midlands Arts. Letter to George Dzikunu, Adzido. 12
April 2000.
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we’re all scared of — ‘time to call it a day’, ‘shelf-life’ or ‘exit strategy’.
No one is to blame. Kokuma Dance Theatre could not keep re-inventing

itself, and anyway, to what end? In this context, the Board of Kokuma,
having deliberated on their choices very carefully, decided that the

company should cease trading in June 2000. This was not an easy task,

nor a pleasant one but despite the initial shock, the decision was accepted

in good grace by company members.”’
The statement above did little to satisfy the wider dance sector, as many believed
that a collective approach between some of the key players in the sector and the
funders could have yielded a far better result. During the 1980s, the well-
established contemporary dance company, Ballet Rambert, was experiencing
similar difficulties but instead of a newspaper report indicating that the company
was closing down, Dance & Mime Newsheet reported that “Ballet Rambert has
announced the appointment of Richard Alston as Artistic Director in succession

to Robert North, who left the company in January over artistic disag;rec-':ments""..31

From rather unlikely beginnings, Kokuma emerged as one of the most vibrant
and dynamic African and Caribbean Dance companies in the UK. Under the
leadership and direction of four key directors, the community oriented Mystics
and the Israelites evolved into Kokuma Dance Company. Its aspirations were

heightened in its second phase of development and the company changed into
Kokuma Performing Arts. This period of stabilisation positively changed the
artistic direction of the Company and during the third phase, the company
changed i1ts name to Kokuma Dance Theatre Company. In its final years of
operations the company was known as Kokuma: An Afrikan Canbbean Dance
Theatre Company of Today. Like the name changes of the company, there were

accompanying changes of ‘rehearsal bases’ and gradually the company that

*® Anouk Perinpanayagam, ‘What really happened?’, Dance UK News, n0.39 (Winter 2000/01),

18.
h Dance Umbrella, ‘Ballet Rambert’ Dance & Mime Newsheet, no.24, March 1986, p.3.
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started as a community-based dance group began to loose its foothold with
audiences from its local community. Throughout its early history, dancers were
‘locals’ and were known and respected but by the end of the company’s
existence, many of the dancers were either from abroad or from regions outside
of Birmingham. In reality many had no interest or connection to the local
community. If all the changes were meant to create new opportunities and
stabilise this well-established company, they failed. As Don Kinch wrote at the

time of the Company’s closure

Kokuma 1n 1ts naive drive to achieve honours had not only abandoned its
artistic direction, but had also cut itself off from its history and vision. In

so doing, 1ts only success was to become another Contemporary Dance
Company.

The rise and fall of Kokuma maybe described very simply in the words
above. It may even be the story of many other companies. The journey,

though, to 1ts demise is far more complex. The questions which remain

send a hi %hly charged signal resounding throughout Black Dance and
Theatre.’

Though Kinch’s remarks were focused totally on the company, the demise of
Kokuma was a much more complex affair that was adversely affected by its
‘distance’ from its community and its evolvement away from its spiritual base.

The foundation laid by the untrained and undisciplined members of Mystics and

the Israelites was grounded in a belief system that had ‘direct’ connections to
Africa. It was articulated by the few through rhythmic drumming and ‘free-style’
dancing. The ‘Rasta’ drummers and dancers, who were at that time under “siege’
in their local communities brought together a degree of ‘Africanness’ and ‘soul
power’ to ghetto dance. They became pioneers in African and Caribbean dance
forms simply through the process of marginalisation by the dominant culture and

yet were able to take the forms from the margins to the mainstream. The demise
*2 Don Kinch, ‘Black Theatre and Dance Kokuma: Dead?’ Unpublished article July 2000.
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of the company was a major shock, for having encouraged its physical movement
from 1ts local community and ‘roots’, a new Board with little understanding of
the company’s past history, and the funding system who wanted Kokuma to be
representative of ‘something new’, collaborated to present a fait accompli. In 1ts
desire to satisfy external conditions, the company in its twenty-three years of
existence, finally lost sight of i1ts own creative forces, vision and spiritual

motivation.

(2) The Black Dance Development Trust (BDDT)

African dance practitioners realised that their interests to develop traditional and
contemporary African dance forms were being thwarted by the sluggishness and
lack of understanding from the regional and national arts funding organisations.

With the sector growing, the time was opportune to take the form to another
phase and a small team of practitioners and administrators began to discuss
future developments. During 1983 support for an umbrella organisation was
canvassed among the different companies and there was a resoundingly positive

response to the 1dea. The informal team opened discussions with a range of

potential supporters and by 1984, it was agreed that the BDDT should be

established. The programme notes for The Black Dance Development Trust

Awards 1989 stated that

The BDDT evolved out of discussions between the Arts Council,
Regional Arts Associations, Charitable Trusts, and many keen and
committed Black practitioners and administrators in 1984. Black
practitioners and administrators felt that their needs were neither being
met nor even understood and an ad hoc body began having regular
meetings in Birmingham. The CAVE Arts Centre in Birmingham
orchestrated these early deliberations and out of these discussions a
national Board of Trustees was appointed. Passion and commitment, in
themselves, were not the only recipes for laying a firm foundation for this

development and the Arts Council, East Midlands Arts, West Midlands
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Arts, AEMS, Barrow & Geraldine S. Cadbury Trust and Birmingham

City Council provided the funding for the birth of what 1s now the
BDDT.>

The establishment of the Trust created some misgivings in the wider
contemporary dance-world as sporadic comments and articles confirmed. Jann
Parry, a dance critic for the Observer, appeared to be asking the Arts Council
Is there such a thing as Black Dance, as distinct from dance?...This daft
policy lumps together Indian classical dancers, urban Africans recreating

tribal rituals and Caribbean steel band troupes.

It deliberately ignores the work of Black Britons who are trying to find

their own, original dance language — which may or may not refer
obliquely to the culture of other countries. °*

Although Parry was not directly referring to the BDDT she was aware of its
existence and felt that she was reflecting the mood of other black dancers. At no

stage 1n the development of the Trust however, did the organisation represent

anything except the interests of the African dance sector in England. More

pointedly in her comments however, is her lack of understanding for ‘Black
Dance’. She wrote about ‘Indian classical dances’ but about ‘Africans recreating

tribal rituals’. Neither the BDDT nor the Arts Council’s policy ignored the

‘Black Britons’ for they were already within the contemporary Western dance
arena. Even at 1ts inception, the Trust was already operating under some degree
of scrutiny, for in accepting to become the voice of a desperately under-resourced
dance sector, 1t began so without genuinely having the physical or financial
resources to make a significant difference. In spite of inherent difficulties, the
BBDT stated its aims and goals, setting its overall objectives in its mission

statement thus:

** Bob Ramdhanie, ‘Black Dance Development Trust’, Awards 1989 Programme, 13 January

1990, p.6.
** Jann Parry, The Observer, 1 March 1987.
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The Black Dance Development Trust 1s a national organisation
representing the interests of African Peoples dance and music forms. Its

mission 1s to develop, support, sustain and promote all aspects of theory
and practice within the Art forms by working with local, national and

international professionals. In carrying out these activities, the Trust 1s
committed to working closely with other organisations that share its
objectives. It sees development of the form within the context of Britain
as a pluralistic society.”” [My emphasis]
The mission of the Trust clearly differentiated between black people in dance
(whether African, Contemporary, Ballet etc) and the development of African
dance in England, focussing on the development of the form and introducing
theory and spiritual guidance 1nto the infrastructure for development. For the
first time 1in England, African dance was beginning to advance the principles of
continuity, through adopting a new approach in tandem with professional
practitioners from the continent and the diaspora. As black dance was used as a
shorthand, political 1abel for many years, the rationale for calling the Trust the
Black Dance Development Trust was quite deliberate at that specific period in
time, for it encapsulated the political, the social, psychological, spiritual and

religious meanings for large sections of British black society. Most importantly

for the dance sector there was now a growing black continental connection.

The Trust had quite early identified the gap between African dance practitioners
and venues and promoters and although numerous attempts were made to address
those issues strategically with the venues and promoters themselves, there were

never any serious dialogue to take the ideas further. Offers to funding officers to
act as mediators between ‘the product and the marketplace’ also did not yield any

positive results and though venues, promoters and arts officers voiced support

about the development of black dance in the UK, a genuine marnage of similar

3 The Mission Statement of the BDDT.
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thoughts never materialised. Creating work with limited opportunities to promote
it, hampered African dance development, and the Trust, conscious of the fact that
it was having little impact with external agencies, focused on its own internal

vision and rapidly began to develop programmes where it felt 1t would have a

greater impact, that of continuous professional development.

The Trust had set itself a very challenging programme 1n its effort to re-present
and re-define African dance in England. It forged several new afliances and
established meaningful connections between Africans from the continent with
black practitioners in the UK. It developed a global view of the African,
combining the sentiments and teaching of Marcus Garvey, the belief systems of
the Rastafarians, the scholarship of African dancers and musicians, with regular
dance practice to lay bare the distortions about the practiced forms. It offered
new insights into African dance primarily through directly improving the quality
of dance training and thus through this, supporting the growth of more
professionally choreographed presentations by the existing companies. African
dance energies, for the first time, were being co-ordinated nationally into a more
cohesive and organised dance voice in the UK. The Trust complemented,

nurtured and nourished independent dancers and professional companies and
provided collective services on behalf of the dance sector as a whole. It was bold
and ambitious in its outlook and detailed some of its specific objectives:
To provide access to international choreographers of African people’s
dance and to provide and develop support for a dance summer school
providing training at various levels in African music and dance.
To further develop the infrastructure which is currently sustained on an
ad hoc basis by existing companies, participants and supporters, by

establishing co-operative schemes with trusts, local authonties and other
regional and national funders.
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To establish links with research institutions and practitioners wherever
African people live.*

The formalisation of the Trust as a registered charity meant that there was a

constituted body to represent the interests of African dance and the Board of

Trustees was expanded. Mike Huxley and the late Peter Brinson were stalwarts

in their support for the Trust and acted as Trustees for several years.

The activities of the Trust were varied and included regular training programmes

in music, dance practice and arts administration. It hosted an annual Summer
School with national and international tutors, introduced a programme of African
Dance Awards, published an African Dance Bulletin (BAD NEWS) and
supported ten members from the Trust to undertake an Open University

Programme in Dance. In its keenness to satisfy demands, it established an
Outreach Team based in the East Midlands. Initially the outreach team consisted
of Carol Arthurs and Nicky Reid, and later H. Patten replaced Arthurs. The team

serviced the development of smaller companies in the East and West Midlands.

The annual Summer Schools invited the best from the continent and the diaspora

to share and engage with aspirants in the UK to challenge and be challenged by
the participants and to join in and celebrate with the African dance sector. These
Summer Schools were extremely successful and since the demise of the Trust

over ten years ago, they remain the one significant element of the Trust’s

activities that practitioners still clamour for. Summer School II in 1987 focussed
on Religion and Religious Rituals and brought together distinguished

international practitioners and academics to discuss and develop critical

3 BDDT, ‘Constitution’, Objects, 2.1, 2.3 & 2.4, 1984, p.1.
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1s altve and that one is appreciative of the breath that God has
given.

A strong belief that the survival of the individual depends upon
the survival of the entire group is perhaps the most distinctive
feature of sub-Saharan values. This sense of community is
reflected in the communal organisation of sacred and secular
institutions with drumming at their core.

And the drum is a living thing — libation is poured on the finished
drum as it is poured when the tree is cut and the skin is taken from
the animal sacrificed. The drum is believed to have been created

by the Supreme Being after the town crier and is both the voice of
God and the chronicler of history.

The spirit world is not separate from the temporal. Together they
make a unified whole.

The relationship of man to the universe is important. This
universe has many forces — man alive or departed, animal,
vegetable, mineral. Some forces are negative. Man has in him the
power and ability through the life force to control the negative
elements. Hence the devotion of black people to rituals which
centralise and unify the community forces and calls upon

ancestors and the Supreme Being. Man has a God-given urge to
search for knowledge to control negative forces. From the
Supreme Being man draws his source of power. If this power is

correctly employed, then man succeeds, if he deviates he loses
control over the elements and evil results.

Agoro Nya Odomma — to play — singing together begets children
of love™

Practitioners in England were reinforcing the value systems that had remained

dormant 1n their souls but which now found external expression in music and

movement. The Trust purposefully introduced ‘joined up’ thinking into practice

and heightened practitioners’ awareness of the value, significance and meaning

of African dance and of the relationship between man and his spiritual and

physical environment. Through working with international tutors, British born

dancers were being exposed to the complexities of various elements of African

* Professors C.K. Ladzepko and A.M. Opoku and Sheila Barnett, ‘Narration’. Paper produced

for the dance presentation of the BDDT’s Summers School II at Scraptoft Campus, University of
De Montfort, Leicester, 14 August 1987.

260



approaches to dance presentations in these areas. British-based African and

Canbbean dancers and musicians supported the international tutors and, for the

first time, the Summer School introduced an arts administration programme.”’

African dance practices that were once banned by the British centuries ago in the
Caribbean were now being implanted in British soil by young, black Caribbean
dancers. Music, movement, meanings and collective energies of the religious

dance forms often 1gnited into explosive but controlled workshops as H. Patten

remembers

I remember one of “CK’s” classes where we danced Husago over and
over until the room became spiritually charged and the rain started to fall
heavily on the glass windows. On another occasion during an evening
session we started to dance Kumina. Carol Arthurs and I were dancing
together and I remember it got to a stage where we just seemed to be
gliding around. It felt very good until Emmanuel Tagoe took over the
lead drum and started to play some contrary breaks which just changed
the mood and took the ‘charge’ out of the air. Afterwards he said that we

looked like we were about to get possessed which is why he changed the
drumming.*®

A joint paper by the international tutors highlighted the significance of the theme
and underscored the relationship between religious practice and dance and its

meaning for its practitioners.

To fully appreciate and understand Black dance knowledge of sub-
Saharan concepts become necessary. The following are concepts which

influence attitudes and values that affect sub-Saharan Religion and
Religious Rituals:-

1. Dance 1s a manifestation of creation and life. It reflects the breath
of God, the Supreme Being. It is an acceptance of the fact that one

37 Professors Albert M. Opoku and C.K. Ladzepko led the seminars and workshops from an

African perspective; Sheila Barnett and Loris ‘Billy’ Lawrence explored the themes from a
Jamaican viewpoint and the British-based practitioners who complemented the work of the
international tutors included Jackie Guy (Jamaica), George Dzikunu and Emmanuel Tagoe
(Ghana) and Nomsa Calusa and Joe Legwabe (South Africa). Ifemu Omari co-ordinated and led
the arts administration programme.

*® Interview with H. Patten, London 4 August 2003. “CK” is the familiar name of Professor
Ladzepko. See footnote 36 for details of other tutors.
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performing arts and directly being nourished to continue their own work.
Summer School II crystallized the relationship between religion and dance
practice and encouraged practitioners to be guided creatively - through spintual

enrichment - in their performance programmes.

Some dancers were for the first time beginning to fully appreciate the all-
compassing nature of the form in which they were involved. Other practitioners

who were already spiritually motivated and were familiar with African forms of

worship agreed that the Summer School provided nourishment for the ‘souls’ of
the Black dance performers and teachers. Cemented throughout the two-week
period and reinforced both before and after these international Summer Schools,
African dance had a solid foundation in terms of theoretical guidance and
practice. Dancers from the Caribbean and British blacks were now meeting and
working more regularly with dancers and drummers from Ghana, Nigeria,
Senegal, Gambia and South Africa and the transmission of African values and
beliefs were percolating through these formal and informal sessions. These
practical workshops were providing opportunities for understanding and
challenging, for clarification and reinforcement and for a thorough grounding in

the forms of African dance through ‘self-identity’. Members of the Trust

participated in a stepped programme of learning, moving from locally based
training programmes throughout the year towards the two-week specialist

Summer School programme.

The Trust was pivotal in providing both political and spiritual stability, though in
the process, it also had to manage internal conflicts that seemed to remain at the

surface, especially because there was competition for resources. Feelings of
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displacement, and of not being acknowledged as the ones who had laid the
platform for African dance development in the UK, led some Carnbbean
members to see continental dancers as usurpers. Conversely, some continental
Africans adopted an attitude that they were the ‘true’ Africans with the
knowledge, history and ability to disperse African cultural traditions and felt that
some of their Caribbean ‘brothers and sisters’ were not sufficiently grounded in
the practice, yet they wished to lead. There were elements of the truth to both
sides of this debate and the Trust clarified the position, which led the way to a

better understanding between the two differing views.

Like many other small black organisations the Trust was attempting to satisfy a
broad range of demands. In an independent external research programme

entitled, African People’s Dance: The State of the Arts in 1987, it was noted that

On paper, the Trust’s aims and objectives cover many of the areas
discussed 1n this report; in practice, priorities between artistic, creative
development and administrative progression do not appear to have been
clarified.

Individuals within the RAAs, the ACGB, and organisations such as
Dance Umbrella or the National Organisation for Dance and Mime, while
being aware of the Trust’s existence, are generally unsure of its role;
indeed, the same is also true of some members of Black Dance

Companies themselves. As a comparatively young organisation, it is clear
that the Trust 1s still defining its own role within the Black dance
profession, although improved communication both internally and
externally must be seen as an immediate priority.*

Anne Millman’s conclusions were not totally unexpected given that staff at the
Trust was in post for between twelve to eighteen months. However Millman did
not fully appreciate that the Trust had specifically chosen a particular route to

follow in 1ts early stages of development. Efforts to engage key external players

‘O Anne Millman, ‘African People’s Dance: The State of the Art’, Research Findings, September
1987, p.48-49.
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had been saturated, hence the decision to deliver quality services to the diverse,
demanding sector. Secondly and more importantly staff were constantly engaged

in fundraising to keep the organisation afloat and when outputs are viewed

against the reality of that type of situation, the Trust was highly successful during

its relatively short period of existence.

In order to assess the strategic importance of the Trust, there were two other
levels that should have been taken into consideration. In the first instance the
level of tangible and visible activities. In that respect, the Trust filled gaps that
were both glaring and desperately needed within the African dance sector. There

was no African dance sector, except for the activities of a disparate number of
individuals, before the BDDT was established and the Trust has to be credited for
bringing into existence an African dance sector through its creative and
imaginative series of training programmes, Summer Schools, Dance Awards*',
seminars, conferences and celebration events. Excluding the international
Summer School that 1s being developed by Badejo Arts (see chapter five) no
other collective activities are currently undertaken on behalf of the sector. Those
programmes were seen as critical to the development and profile of the form in

the UK and keynote speakers at those events included Larry Hudson (University

of Warwick), the late Bernie Grant MP** and Professor C.K. Ladzepko (Berkley

University, USA).

! Award winners over the years included Barry Anderson (Ekome Dance Company), Peter
Blackman (Steel & Skin), George Dzikunu (Choreography, Adzido Pan-African Dance

Ensemble), H. Patten (Choreography), Jackie Guy (Choreography, Kokuma Performing Arts). In
1988 I received an award for my ambassadorial contribution to African Dance in the UK.

‘> Bernie Grant MP pointed out the need for dancers to be aware of and become more engaged in
the struggle against racism and xenophobia.
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On a second level, the intangible benefits, immeasurable yet operational in the
lives of practitioners. They were introduced to new and critical ways of thinking
about and presenting African dance forms, through using knowledge of African
religious practices and spirituality. The Trust provided opportunities for members
to enjoy spiritual rejuvenation which led to a greater realisation of ‘self” as a
black dancer in the UK. ‘Self’ as African dancer, as African and Caribbean and
Bntish; ‘self’ that was nurtured and not negated and ‘self’ that appreciated
African dance had its own aesthetic. African dance is not about space and time,
line and length, professional training, use of the body and choreography, it is
fundamentally about a spiritual force, in essence ‘the soul force’ which Fielding
Stewart and Barrett alluded to and which finds expression within religious

practice and within collective, community activities. Summer Schools created a

cohesive structure in which participants shared in a spiritual process through the

creative use of movement, music and theoretical insights.

Core funding to the Trust directly came from the Arts Council of England and

during 1ts six year operations, that was added to by contributions from West

Midlands Arts, Calouste Gulbenkian, A.E.M.S (Arts Education in a Multi-
cultural Society), generated income, the Cadbury Trust, Birmingham City
Council and East Midlands Arts. Specific support for the Summer Schools came
from a mixture of sources including the Arts Council (Training and Music

Departments), Regional Arts Boards, Visiting Arts Unit, The Baring Foundation,

Allen Lane Foundation and direct contributions from participants.

264



Throughout its history, the Trust ensured that African dance practitioners were

rooted in a theory and practice that had been evolving for centuries. International
tutors to Summer Schools were selected specifically for their in-depth knowledge
of the traditional forms. They understood the power of the ancestral belief
system, knew the deep meanings and functionality of the range of dances and
provided a solid foundation for development of the forms. Attention to details in
theory, form and structure, interpretation and costumes, relationship to music,
musicians, other dancers and audiences were at times too taxing for practitioners
who simply wanted to dance. Summer Schools initially catered for musicians
and dancers but later offered programmes in arts administration and attracted
participants from professional companies in the UK and also had some
international students. Altogether there were approximately forty participants for

the full two-week programme with other participants attending on a daily basis.

In 1991, the Arts Council appraised the Trust. In the Summary of the final
appraisal report, 1t noted that “The Black Dance Development Trust (BDDT) has
achieved substantial development for African peoples’ dance in the first five
years, particularly in the areas of training, international contacts/networks, and
advocacy”.*’ The Appraisal Team, consisted of six members (three blacks and
three whites) and they made several pertinent observations on the practical
aspects of the Trust, but focussed on the external ‘observables’ and ignored the
importance of the ‘spiritual’ dimension and the ‘sector cohesion’ that the Trust
provided and which no other organisation since has been able to provide. There
was the standard checklist that highlighted areas that the Arts Council wished to

** “The Black Dance Development Trust, Appraisal Report: Confidential Draft’, Arts Council

Report,
27 February 1991, p.3.
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see implemented or improved before 1t would continue its support to the
organisation. The list was not particularly onerous and the Arts Council
recognised the need for a longer-term funding arrangement to assist the Trust in

its advanced planning.

By now the Arts Council’s funding to the Trust was becoming problematic,
essentially because the dance department at the Arts Council was ambivalent in
terms of its attitude to traditional African dance. There was a growing band of
Bntish born and trained contemporary black dancers and though not explicit, the
Dance Department felt that the Trust had satisfied a role at a point in time and
that dance had moved on. There was no open dialogue with the Trust about how
black dancers in Western forms and black dancers in African and Caribbean

forms could operate in a multi-diverse Britain and there was a general feeling

that ‘form’ was subservient to the 1ssues of colour. Black dance was about black

people. Activists within the African dance sector at that time felt that the
Department wanted to dictate how African dance should develop in England and

their preference appeared to be in favour of supporting ‘blacks in dance’ and not

culture-specific dance forms. The relationship between the Arts Council and the
Trust was fractured, and although at that point in time I was not directly working
with the Trust, I was commissioned by the Trust to undertake an internal
review.** There were anomalies on both sides that could have been rectified
within a time-scaled period but there was open distrust between the organisation

and the funding system and funding for the organisation ceased in 1990.

44 At this point I had already left the BDDT though still maintaining regular contact with the
Trust.
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The Trust had operated successfully for over six years and witnessed changes 1n
the understanding and practice of African dance in the UK. In that one specific
sense, 1t was of immense value and laid the foundation for much of what is
continued 1n African dance today. In other areas, its sense of achievement was
much more short-lived primarily as groups and individuals reverted to operating
in isolation from the sector in the absence of a unifying organisation working and
planning on behalf of the African dance. However, the Trust both formally and
informally re-connected the roots between the continent and the diaspora,
solidified the relationship between dance and its wider role in the life of black
people everywhere, spawned several new activities, encouraged international

links to grow 1nto internal collaborations, nurtured new dance companies and left

a legacy upon which much of African dance development today is building.

The influence of the Trust was felt nationally and reflected in dance development
initiatives 1n the regions. In the report, Black Dance Development on Merseyside
in 1991, issues which the Trust were addressing were identified as the issues
affecting black dance in Merseyside. “The major needs in relation to the
development of black dance can be summarised as follows” and the report
1dentified those as training, administration, performance opportunities and
inspiration. * Similarly, in a proposal from East Midlands Arts (1991) to
establish a Black Dance/Music Development Worker, there was correspondence
with the ex-Director of the Trust. Accordingly, black dance “is taken to mean the

traditional dance and music styles of the peoples of Africa and the Caribbean,

*> Susanne Burns, ‘Black Dance Development on Merseyside’, Merseyside Arts Report,
September 1991, p.22.
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and related contemporary forms™*° as that was the generally accepted use of the

term by the BDDT.

Five years after the Trust had ceased to operate, it was noted in an Arts Council

Consultative Green Paper that

New young work has found it particularly hard to establish itself in the
absence of infrastructure and clear career paths. Useful initiatives like the
Black Dance Development Trust which increased the skills and range of
the sector could not be sustained. Major showcase events like the Black
Theatre Forum Seasons have been stopped. International links, which
provided stimulus and role-models, have declined.*’

In recent times, the African dance fraternity has become more fragmented but
with the existing companies and some independent artistes committed to the
production of contemporary African dance in England, the dance form remains

secure, though the regular funded performance companies may not be. With the

possibility of the establishment of DanceAfrica (see below), African dance

should re-surface to begin the fourth phase of African and Caribbean dance

development in the UK.

3) DanceAfrica — (DA)

Though still in its embryonic stages, the 1dea of establishing DanceAfrica has
been gestating for several years. Badejo Arts has been involved in this project
since its inception and continues to be the lead organisation for the project. The
concept received a boost in 2001 when I was commissioned by ACE, London to

explore what were the relevant issues amongst the fragmented black dance sector

% Rachel Gibson, ‘Proposal to Establish a Black Dance/Music Development Worker Post in
Leicester and Leicestershire’, Correspondence, 4 September 1991, p.1.

*’ The Arts Council of England, ‘The Landscape of Fact: Towards a policy for Cultural Diversity
for the English Funding System: African, Caribbean, Asian and Chinese Arts’, February 1997,
p.21.
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BDDT to launch new course

with Open University

- [ T——

or many years music and dance
practitioners have been yearning
for a teachers training course. No
longer will they have to wait. Begin-
ning February 1990, the Open Univer-
sity in conjunction with BDDT will be
running a Training The Trainers

course.

Successful candidates will receive
a half credit towards an Open Univer-
sity degree.

Additionally the course will pro-
vide a number of options from which
participants may choose. They will be
able to complete an Open University
degree in Education or any other
subject.

Alternatively, rather than regard
the courseas complete, they can choose
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TRAINING THE TRAINERS. PHOTO: NigeL MADHODO

not to take the examination and seethe
course as skill enhancement training.

Recruitment will be through
BDDT, anyone wishing to be on it can
obtainanapplication form from BDDT
or the Open University. Application
forms should be returned to BDDT
and not the Open University. If forms
are returned to the OU it will cost an
additional £30 or £40. The closing date
is the 3rd of November 1989.

The course will begin in Febru-
ary and end in October, and will cost
£230. On October 21st 1989, a meeting
was held at Handsworth Cultural
Centre, to discuss the programme.

For further details on the out
come of the meeting, contact the

BDDT. 269
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Mission Statement

The Black Dance Development Trust

IS a national organisati

ing the interests of Af

on represent-
rikan Peoples
dance and music forms. Its mission

s to develop, support, sustain and
promote all aspects of theory a
practice within the Art forms

working with local,

objectives. It sees development of
the context of Brit-
Istic society.
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national and
international professionals. In car-
rying out these activities the Trust is
committed to working closely with
other organisations who share its
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Patsy Ricketts - 25 years of

Dance Theatre

PATSY RICKETTS gained inter-

national recognition this year
through celebrations of her 25
years within dance theatre. Trib-
utes and representations from the
Alvin Hayley Dance Company in
the United States attracted tel-

evision and radio coverage.

Miss Ricketts arrived in England
on 18 July to prepare for the Sixth
annual Dance and Music Summer
School of the Black Dance Trust based
in Birmingham. This will be her sec-
ond year as one of the tutors at Sum-
mer School, and it gives us the oppor-
tunity to look back on a unique career

that spans 25 years.

In 1979 she left the National Dance
Theatre Company to have her first child.
Children and family took up 5 years of her
career,and sheadmits that “the thought of
going on stage after such a long absence
was really very frightening.” But she took
the decision to dance again, and with the
support of her teacher L’Antoinette, she
made a convincing comeback in 1984. She
describes this re-learning process in her
own words: “I had to learn everything all
over again from scratch, like a baby
learning to walk. At first my muscles
wouldn’'t do what I wanted them to, but
gradually, I remembered the technique
and the things [ had been taught by Arthur
Mitchell when I was in New York in the

Patsy Ricketts will be in England until
5th November. Her schedule during
the course of her stay includes:

® Summer School - Black Dance De-
velopment Trust, Birmingham, 5th -
17th August

® Edinburgh Festival, Assembly
Rooms - 20th/21st August

@ South Bank Centre, London - 22nd
August

late sixties. Of course the spirit of dance
was always there”

Although Miss Ricketts is reluctant to
talk about her personal life, she briefly
discusses her surprise decision in 1978
to become a Rastafarian. After 12
years, she still holds firmly to the
Rastafarian -
faith. “I'm
still a Rasta ™
and [ don't
intend to change that because | know it’s
the right thing”. As a devoted Rasta, she
reads a chapter of the Bible every day and
she says she has read it through, from
Genesis to Revelation, twice.Shealsoraises
her children in the faith. Her only daugh-
ter, Tanya, already shows a strong inter-
est in dance and she says that she will
support Tanya if she decides to follow
in her mother’s footsteps.

Miss Ricketts has danced and
choreographed for the National
Dance Theatre Company,
L'Acadco Dance Company, and
teaches at the Jamaica School of
Dance. Her success at presenting
traditional Reggae dance for a
contemporary stage makes her
one of themostaccomplished
in the field. She will be
passing on her ideas and
expertise to the partici-
pants of Summer

School.

PHOTO: NIGEL MADHOO

@ Place Theatre, London, International
Workshop Festival - 1st/2nd Septem-
ber

® She will also be doing workshopsin
Yorkshire and the East Midlands, and
working with Irie and Kokuma Dance
Companies.

For the details of her schedule please

contact Mr H Paitgrll, Tel: 081 692 0297,
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Mission Statement

The Black Dance Development Trust is a nationa
organisation representing the interests of Afrikan
Peoples dance and music forms. Its mission 1S to
develop, support, sustainand promote all aspects
of theory and practice within the Art torms Dy

working with local, national and international
ofessionals. In ¢arrying out these activities the
rust is committed to working closely with other
rganisations who share its objectives It sees
development of the form within the context of
Britain as a pluralistic society




in London. I inserted the question, ‘Does London need a Centre for Black
Dance?’ The positive response from that survey (see Appendix 1) coincided
with the Arts Council England ring fencing an allocation of capital funds to
support the work of black and other ethnic minority arts organisations.*® A
consortium of white and Black dance companies were invited to join a loose
consortium to develop the idea of an African Peoples’ Dance House, ACE
having notionally awarded £600,000 capital support for the project. Thus began
this new approach to a Centre in London. In a recent paper to inform the future
development of the Centre and provide a backcloth for ACE, Capital Services,
the vision of the Centre was encapsulated thus:

DanceAfrica is expected to be a Centre of Excellence for African dance,
based 1n London, but having a national profile. The concept is to develop
a building based project to act as a magnet for the African dance sector
whilst, at the same time, offering opportunities in dance for the wider

public.
DA will strategically operate as a ‘triangle’ with three major interlocking
points.

(i) DanceAfrica as a School

Within this context, school refers to training in general but will be sub-

divided 1nto three segments. It 1s expected that all courses at the Centre
will be accredited.

(A) A Training School for companies and practitioners earning a
living from African dance.

(B)  Training for Tutors in African dance

(C) Training for Educational Institutions

It 1s hoped that DA could become a formalised training intuition in its
own right providing a range of courses for schools, colleges and other
higher education establishments. These are seen as being either 'termly’ or

** This was the second Capital Programme by ACE. In the first rounds, for a variety of reasons,
black and other ethnic minority organisations were not represented and ACE believed that an
allocation should be ring-fenced to support the aspirations of the smaller, experienced, black and
other ethnic minority arts organisations.
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Summer School programmes. These are expected to be accredited,
starting from GCSE/O levels up to University level. These could be

dovetailed to fit existing course, at all levels, with universities in Africa
and the USA.

(i) DanceAfrica as a Centre for developing choreographers,

researchers and writers

(iii) DanceAfrica as a Space for dance

The Centre is being approached from a holistic perspective and thus viability and
longevity depends on a Centre of Excellence also being a dynamic African
cultural agency, an agency promoting the cultural richness and diversity of the
continent as a whole. An organisation that will promote spiritual, mental and
physical development in traditional values within a contemporary setting. The
Centre will encourage and support the use of Information Technology in

presentations and performances, arrange critical debates, seminars and

conferences, create networks of international supporters whilst at the same time
offering opportunities in a wide range of African cultural traditions including
fashion and fabrics, food, traditional music, theatre, philosophy and systems of
religious beliefs. DA will hopefully become an integral institution, an archive
and resource centre for the African dance sector in London but supporting
initiatives within the wider dance sector in the UK as whole. Inevitably the
demands on 1ts services will outstrip its resources but it will be structured and
established to make an impact upon African dance development in England. It
will introduce systems and mechanisms to ensure that the rich and various dance
forms from the continent of Africa and the New World in general, are informed

by and guide African dance development, through the core values and essences

of traditional dance practice.
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DanceAfrica has recently identified a suitable site in London®*’ and has made an
offer to acquire the building as a base for the development of Africa Dance in
London. The vision for DanceAfrica remains closely aligned to the original
vision for the LDH and as part of a developmental programme, ACE has
permitted DanceAfrica to use a proportion of its capital allocation for
developmental programmes and research. An initial pilot project (see later) was

launched 1n 2004 and DanceAfrica expects to continue with a new programme

from April 2005.

The Development and Business Plans for establishing a Centre were submitted to
ACE in December 2004 and the decision from ACE Capital Services to

determine whether the project will be supported financially is due in April 2005.
In the Business Plan submitted to ACE, the Chair of DanceAfrica noted

DanceAfrica is a strategic response to the acute lack of infrastructure and
support for African dance practitioners in Britain. Fundamentally, this
process has been in the making for almost thirty years and it is this
seeming unfairness that there is not a single centre in the capital where
African dance practitioners can legitimately claim to be their common
base for artistic development that DanceAfrica seeks to redress. The
centre 1s a means to an end. The end is to meet the critical but diverse
needs of African dance practitioners, the absence of which is threatening
the continued survival of the arts of 5% of the po?ulation and indeed,
approximately 20% of the population of London.”

DanceAfrica has been rallying dancers and musicians, theatre performers and
teachers for the past twelve months 1n an effort to address their needs in a
suitable base and remains the only genuine organisation with a vision for the
continuation and development of African dance in multi-cultural Britain.

DanceAfrica will represent the broad and diverse interests of black and other

 The property, an existing gym and keep-fit centre, is situated in north London and has four
dance studios, a fully fitted gym, offices and other facilities.
" DanceAfrica, Business Plan for the purchase of the Factory, November 2004, p.3.
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dancers 1n London but its focus for its developmental and training programmes
will be geared towards the needs of dancers and choreographers working in
traditional, contemporary and experimental dance movements grounded in some

aspect of dance from Africa or the African diaspora. Conscious of its need to

have a wide appeal, DanceAfrica has been having discussions with a wide range
of existing tutors and promoters of African dance in London, exploring positive
ways of working with them 1n the future. These have included Sunduza Dance
Theatre (Zimbabwe), Guillermo Davis ‘el Iyvawo’ (Cuba), Afidance, Felix
Cobbson (Ghana), Francis Angol, Step Afrika! UK and ADAD. Discussions with
FE colleges in the north of London and Middlesex University are also being

advanced with a view to having training programmes accredited in the near

future.

Whether DanceAfrica, the building based project to take African dance into the
future matenalises or not, Patten and Badejo will continue to distil and develop
work 1n the UK and elsewhere. Both are accomplished choreographers and
dancers promoting the best in contemporary African dance in the UK and abroad.

Both are committed to producing work that has universal as well as local appeal
and both create work for the stage from their religious and spiritual backgrounds.
They are heavily influenced and driven by their own spirituality and faith
systems and are grounded in black cultural traditions from the Caribbean, Nigeria
and the wider African continent, which they use to communicate in a modern,
expressive body language. In the following chapter the choreography of Peter

Badejo and H Patten 1s examined 1n the context of their religious and spiritual

base.
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VENUE & COS

Wed 6th Oct The Tudor Lodge
epm - 9pm Free

DETAILS

DATE & TIME

| EVENT

Towards Self-Assessment
& Certification in African
L Dance forms 1

Geared towards professional African Dance practitioners. An exploration of the various
teaching methods currently employed. Attendance by invitation only.

Diorama Arts
£7.50 / £5 concs

Thurs 21st Oct
6.30pm - 8.30pm

‘Arts policy objectives and the role of African dance’ An examination of; the changing
cultural landscape, influencing and shaping arts policy, the economics and future of

Seminar &
Open Discussion

Sp2aker: Akin Olukiran
F

v

fi!lm presentation
Speaker: "H’ Patten

'L Towards Self-Assessment
& Certification in African

Dance forms 2

l Seminar & Open
Discussion

_. Speaker:
Dr. Neville Linton

Film presentation

Speakers: Peter Badejo,

Rufus Orisayomi

| Seminar &
' Open Discussion
Speaker: June Gamble

Film presentation
Speaker: Jackie Guy

African dance in the UK. Key questions to be raised: 1. To what extent are black people
instrumental in determining the future of African dance? 2. Is signing up to African dance

signing up to poverty? 3. What is mainstreaming and what is marginalizing? 4. The
European influence.

‘The Road to RITUAL will look at ‘H’ Patten’s multi-faceted career and the development
of his own technique, drawing out ‘the artist within’. It will also highlight the importance
of spirituality in his work, his use of multimedia and ‘Dance for Camera’ techniques.

As above. Attendance by invitation only.

‘Cultural Retention in the Diaspora’ People of the diaspora face challenges of cultural
retention whilst dealing with challenges of the host country’s culture. A discussion of:

what is to be retained, how much is to be retained, how long to retain it for?, and the
various ways subsequent generations manage.

‘The Film maker, The Choreographer: Friend or Foe? In search of a common
language in dance film’. A discussion of the relationship between dance and film based
on the personal experiences of Peter Badejo and Rufus Orisayomi who have collaborated
artistically for a number of years. Excerpts of the artistes’ work will be shown.

‘The Management of African/Black dance companies in the UK’ A sharing of June's
experiences administrating and managing African/Black dance companies. In light of her
role as coordinator for the Independent Dance Managers’ Network, June will talk about

the future of dance management and ensuing effects on development of the African
dance sector. '

'Spirit of Carnival’ Directed and Choreographed by Jackie Guy, who will be showing
process and product, and share thoughts on the dance aesthetic and vocabulary used

Mon 25th Oct
6.30pm - 8.30pm

Wed 10th Nov
opm - 9pm

Thurs 18th Nov
6.30pm - 8.30pm

Mon 22nd Nov
6.30pm - 8.30pm

Thurs 2nd Dec
6.30pm - 8.30pm

Mon 6th Dec
6.30pm - 8.30pm

Diorama Arts
£7.50/ £5 concs

The Tudor Lodge
Free

Friends House
£7.50 / £5 concs

Friends House
£7.50/ £5 concs

Friends House
£7.50/ £5 concs

Diorama Arts
£7.50/ £5 concs

b within dance format, and the importance of cross fertislisation and artistic matrix.

1
Towards Self-Assessment
& Certification in African
Dance forms 3

As above. Attendance by invitation only. Wed 8th Dec The Tudor Lodge

6pm - 9pm Free

the art of African Dance, and dance in general, through innovation and
collaboration nationally and internationally.
DanceAfrica Kick-Off begins what will be a regular series of events for dance
practitioners and those with an interest in the culture, history and
development of African dance.
e Guy is an international choreographer and one of Britain’s leading tutor/lecturers in the
of Afro-Caribbean dance forms. Dynamic and inspiring, he fuses an authentic traditional
companies in Britain, Africa and the Caribbean. Currently ‘H’ is carrying out research in Benin,

reputation for his work in African and Caribbean arts over the past 21 years. An experienced
Ghana. Haiti and Jamaica for Ritual- his latest and most excitina project to date.

DANCEAFRICA MISSION - To promote, support and sustain the advancement of
choreographer, filmmaker, storyteller and performer, he has worked with top Black dance

%

J
4
Dr. Neville Linton is a former academic from the University of the West Indies, Trinidad. He lec-

tures in the UK, USA, Africa, and the West Indies, is a senior adviser to Transparency

the research centre of University of Ife when Peter had just created ‘Opa Oye’. Rufus’s interest in
film was also fired up by the work on documentation & analysis of African dance being under-
taken by senior research fellows Peggy Harper and Frank Speed (an ethnomusicologist). Rufus

has since worked closely with Peter producing dance on film. Rufus also produces Kayode - a

other main interests include documenting dance and dance research. Rufus met Peter Badejo at
bi-annual publication profiling African and Caribbean artists.

Director of Kokuma Dance Theatre Company, and in 1998 was appointed Course Coordinator
for Britain’s first and only Diploma course in African and Caribbean Dance, accredited by

Akin Olukiran, currently Chief Executive of Disability In Camden and former Chief Executive of
Adzido Pan African Dance Ensemble, has been a supporter of DanceAfrica since its inception.
‘H’ Patten is Artistic Director of Koromanti Arts and has developed a national and international

Birkbeck College, University of London.
Akin is also a financial consultant and holds a Masters degree in Social Policy. Akin has been

involved in the arts at a senior level for several years.
Rufus Orisayomi is Artistic Director of Ritual Theatre Arts, a film maker and d<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>