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On the Canadian front, Toronto's South African cultural group, Szyakha [we are building], commemorates 

with the cast of Bopha and Sophiatown 

The New Cultural Offensive
There have been small tastes of the 
proliferation and vitality of progres
sive cultural expression in and about 
South Africa here in Canada in re
cent years. And we're not talk
ing about the cultish "Graceland" 
album or grand-scale movies such 
as "Cry Freedom" and "A World 
Apart" (although the exposure pro
vided by, and the educative power 
of, such mass market depictions of 
the situation in South Africa are 
items which do warrant further crit
ical consideration). We're referring 
rather to the rash of South African 
plays seen in Canada's larger cities, 
many of them, such as "Bopha!" 
and "Sophiatown", produced under 
the auspices of Johannesburg's Mar
ket Theatre; to the more modest 
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films and videos that find audiences 
at commemorative meetings and the 
occasional film festival, such as the 
video "Still on Strike" which high
lights the SARMCOL workers' play, 
"The Long March"; to the polit
ical poster and photography eyhi
bitions that have circulated across 
this country. Yet even these exam
ples have merely hinted at the way 
in which community theatre, po
etry, writing, poster-art and dance 
have become, as expressions of po
litical resistance and as affirmations 
of the culture of the oppressed peo
ple in South Africa, not only integral 
to the current moment of liberation 
struggle in South Africa but actually 
make up its very texture.  

This is not to deny the impact

of the state-imposed Emergency on 
the production of such a progres
sive culture. The very centrality and 
power of this latter has made in
evitable attempts to repress it on the 
part of the South African govern
ment. A recent article in the Weekly 
Mail ("State vs Stage: Stoffel's New 
War," June 3, 1988), captures some
thing of this reality: "There are 
those who are sceptical about the 
potential political effects of art and 
culture in South Africa. Minister 
of Home Affairs Stoffel Botha is not 
one of them. 'After certain theatri
cal perfrmances', he recently told 
the house of representatives, 'the au
dience is so emotionally charged that 
they will not calm down before ev
erything in the vicinity, from build-
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ings to cars and even other people 
have been attacked.' The claim is 
extreme. Yet even if the vision of 
marauding bands of Market Theatre 
patrons may be cause for mirth, the 
minister's pronouncement is indica
tive of a new and ominous level of 
government concern about the 'sub
versive' power of the arts." Indeed 
many cultural activists already have 
been silenced; cultural events and 
products have been forbidden; and 
the banning of mass meetings has 
removed an important site of popu
lar cultural dissemination which em
phasizes performance and collective 
and interactive consumption.  

Nor are we suggesting that the 
current upsurge of anti-apartheid 
cultural expression is an entirely new 
phenomenon. After the silence of 
the 1960s, it was the Black Con
sciousness Movement that fostered 
a creative burst of protest culture 
and this has continued through the 
1970s and into the 1980s. But 
what distinguishes the current pe
riod is an important refining and re
formulating of a number of the cen
tral issues and objectives in what is 
now widely referred to as the "cul
tural struggle." Of course, such de
bates and redefinitions in the cul
tural sphere reflect developments in 
the broader context of the libera
tion struggle, both organizationally 
(the formation of the mass-based 
UDF, the consolidation of the work
ers' movement under COSATU, the 
strengthening of the ANC) and ideo
logically (the distinctive shift in ob
jective that is most often character
ized as being a move "from Protest 
to Challenge"). The task today is 
the creation of an ever more as
sertive and self-confident "People's 
Culture", a broad, democratic cul
ture that, through a variety of cul
tural forms and disciplines, gives 
voice to and creates a basis for unity 
among the different groups and com
munities that make up the progres
sive movement.  

CASA, the Culture for Another 
South Africa Conference and Festi
val held in Amsterdam at the end

of last year, was clearly an impor
tant moment in this cultural strug
gle. Bringing together a wide range 
of South African cultural workers 
from within and without the coun
try, CASA provided an opportunity 
for sharing and debating positions 
on both general and very specific 
issues and for linking together cul
tural workers from within the liber
ation movement and the democratic 
organizations. An earlier article on 
CASA in Southern Africa REPORT 
(vol. 3, no. 4) sought to convey to 
our readers something of the consol
idation of a significant role for cul
ture within the South African strug
gle which that conference exempli
fied. The articles in the current is
sue seek to carry our coverage of 
these matters further, even if they 
can broach only a few of the themes 
which inform the rich dialogue be
ing carried on in South African cul
tural circles over the past few years.  
Moreover, we have tried to comple
ment this analytical and descriptive 
material with just enough examples 
of contemporary South African cul
tural expression - both visual and 
verbal - to help readers begin to ex
perience the reality of contemporary 
South African cultural creativity for 
themselves.  

The UDF and COSATU both 
have cultural desks, the ANC has 
a EDepartment of Culture. Now, 
too, there is the Congress of South 
African Writers (COSAW), a group
ing referred to at CASA as being 
a kind of model for the organiza
tion of other cultural workers. Its 
formation is discussed in this issue 
in an interview with South African 
writer and activist Achmat Dan
gor, who also takes up, more gen
erally, the whole question of the or
ganization of cultural workers un
der the umbrella of the broad demo
cratic movement. As Dangor shows, 
this project is not free of contra
dictions and deeply problematic is
sues. One of these, put crudely, is 
the possible tension between "artis
tic freedom" and "toeing the party

line." Dangor's comment on this 

was absolutely unequivocal: "Liter
ature should not be a mirroring of 
your own ideology. That is a recipe 
for Stalinism" 

Indeed, he bemoaned what he 
sees to be some tendency towards 
cultural intolerance at the present 
moment, the creation of a situation 
which can find writers politically po
larized, tailoring their writing to sat
isfy a particular constituency. Dan
gor is not alone in the rejection 
of a "hack" culture. At CASA 
there was a strong condemnation of 
mere cultural sloganeering. Cultural 
expressions, it is being argued by 
Dangor and his peers, should not 
be designed to force a line down 
people's throats, but should repre
sent the complexity and contradic
tions of people's lived experience in 
ways that promote reflection and de
bate. As South African critic Njab
ulo S. Ndebele has put a similar 
point: "The matter is simple: there 
is a difference between art that 'sells' 
ideas to the people, and art whose 
ideas are embraced by the people be
cause they have been made to un
derstand them through the evoca
tion of lived experience in all its 
complexities." A related issue, all 
agree, is that of the link between 
artistic standards and "correct" pol
itics. Should a cultural product be 
endorsed regardless of the quality 
of its craft, just because it appeals 
to a popular anti-apartheid senti
ment? In this connection a num
ber of South African cultural crit
ics have condemned the patronizing 
adulation that some very poor prod
ucts have received overseas! 

But what of the democratiza
tion of culture, and the whole ques
tion of its class content? Several 
articles in this issue exemplify the 
development of cultural forms that 
do not rely on high rates of lit
eracy, and also draw attention to 
the growing significance of a distinc
tively working-class culture in South 
Africa. Amongst workers, for exam
ple, there is developing a brand of 
oral poetry that draws on traditional
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forms with which migrant workers 
are familiar, as well as a drama
form that is participatory in both 
its production and its performance.  
At the same time, the validation of 
non-literate forms of culture are not 
seen as justifying any downplaying 
of the importance of developing use
ful literary skills. A related debate 
arising in the context of a preoccu
pation with the democratization of 
culture is that around the question 
of language: what weight to give, 
in matters of cultural production, 
to English, to the various African 
languages, to Afrikaans 
(not merely the lan
guage of the Afrikaners $M1N 
but also of a substan
tial percentage of the 
black population in the 
western Cape)? Should 
there be one central lan
guage to unite the fu
ture South Africa as in 
the Portuguese-speaking 
ex-colonies, or should 
a multi-lingual situation 
prevail? 

In this regard, the 
overview of Mozambican 
culture provided by Al
bie Sachs in this issue ad
dresses, at least implic
itly, the question of the 
role of culture in provid
ing a basis for political 
unity in a post-liberation 
society. Just as this was a hotly de
bated issue in Mozambique before 
and after the achievement of inde
pendence, so it is today in South 
Africa. How to create a unitary 
"people's culture" that accommo
dates, embraces and validates the 
mulitiplicity of cultural traditions, 
forms and languages in South Africa 
- while simultaneously drawing out 
their full progressive potential? In 
his discussions with SAR, Dangor 
emphasized the complexity of the 
project of renewed cultural creativ
ity on this and other fronts. But 
he also emphasized, over and over 
again, its crucial importance. He ar-

gued that the political victory which 
will bring an end to the apartheid 
regime will be both superficial and 
unstable unless there is a concomi
tant "cultural revolution", a cul
tural revolution not in the acceler
ated Maoist sense but in the sense 
of laying a firm cultural basis for the 
new political order. Unity amidst di
versity, popular empowerment wed
ded to artistic integrity: such, he 
believes, will be the cultural compo
nents of the new South Africa.  

Some field reports from the 
front-line of cultural struggle in

Southern Africa: this is the main 
thrust of our current issue. But, of 
course, such struggles are not merely 
taking place so many miles away 
from Canada. For they are brought 
home to us most directly around 
the issue of the cultural boycott.  
The international debate on this is
sue was thrown open in a new way 
by Oliver Tambo in mid-1987 when, 
in the Canon Collins Memorial Lec
ture, he signalled an ANC reassess
ment of its previous blanket boy
cott position and the favouring of a 
selective and more flexible boycott.  
This shift in position was prompted 
by the development of (as we have

seen) a "definable, alternative demo
cratic culture - a people's culture 
that gives expression to the aspira
tions of our people in struggle", said 
Wally Serote, ANC cultural repre
sentative in London at the time. A 
resolution of the UDF soon there
after reflected a similar position but 
went further to outline criteria for 
selection. The essential premise: 
that cultural tours both to and from 
South Africa would be exempt from 
the boycott if they are supported by 
the democratic movement and "con
tribute to the advancement of the 
national democratic struggle and the 

building of a future 
South Africa." 

In short, the basic 
principle of the continu
ing boycott (a principle 
which was also reaffirmed 
at CASA) is to inten
sify the isolation and un
dermining of apartheid 
culture while, at the 
same time, supporting 
and promoting the de
velopment of a progres

0 sive, democratic culture.  
o Needless to say, this new 
- flexibility by no means 
. resolves the question of 

o how the boycott is to 
be effected, and, indeed, 
adds a few new complex
ities to the matter. We 
hope, in future issues of 
SAR, to return to some 

of these complexities for further dis
cussion. In this issue readers must 
be satisfied with approaching them 
by indirection, through an explo
ration, in one of our articles, of some 
closely related considerations which 
have sprung up in Canada, around 
the question of the academic boy
cott. One thing, at least, this lat
ter article does make clear: that 
the novel dimensions of the devel
oping struggle in South Africa re
quire as much hard thinking and as 
creative a response from the anti
apartheid forces in western countries 
as they do from those struggling on 
the ground inside South Africa.

Southern Africa REPORT

afi

july 1988



TL1 I fft O

The f

100 Artists Against Detention
following reflections of artists MgMMK X% ag -m _ I

and organizers who participated in 
the exhibition were collected by Gail 
Behrmann.  

The Detainees Parents Support 
Committee (DPSC) Exhibition, 100 
Artists Protest Detention, was con
ceived in May 1987. Initially an in
vitation was extended to about 20 
artists with an idea of producing 
a calendar at the end of it. The 
idea grew and developed over the fol
lowing months to include the work 
of 100 artists to be shown over six 
weeks at the Market Gallery in Jo
hannesburg.  

The DPSC had expressed a wish 
for an educative exhibition about de
tention and repression, which called 
for realism. But as art is the texture 
of human emotions and experience, 
this applies to realism and the ab
stract. With this in mind, we simply 
broadened the parameter, and asked 
artists to depict detention and re
pression in any form, in any media.  
Thus a reservoir of artists, and dif
ferent art forms, made up the exhi
bition. A theme, which at first ap
peared to be restrictive on one's cre-

Detention Without Trial 
100 Artists Protest 

31 JAN - 5 MARCH 198B 
Andrew Versfer, Untitled (1987) 

ativity, became a means of extend
ing oneself.  

Criticism was levelled at the rel
ative lack of participation by black 
artists. It should be remembered

that life in the townships, and the 
pressure exerted on people who do 
make a stand, is heavy. The price to 
pay might not be worth the act of 
some heroic stand. Many people ac
tually admitted fear, others were not 
prepared to associate with a UDF af
filiate, and still more were tired of 
being called on to give. The no
tice period for artists was also very 
short. However, the general appre
ciation of the exhibition was heart
ening. The diverse political affili
ations within the art world, might 
have given rise to an unspoken mis
trust, part of which was certainly 
broken by the emotion elicited from 
an exhibition which genuinely dis
played the magic conjured by the hu
man spirit.  

Making art is a process, and so 
is social and political change. It was 
the intention of the DPSC to ed
ucate and conscientize through the 
medium of fine art, and the organ
isation deserves credit for providing 
the nucleus which motivated artists 
to such eloquence.  

GAIL BEHRMANN- Artist, DPSC 
worker, co-organizer.

The Detainees Parents Support 
Committee was founded in Septem
ber 1981. It was a coming together 
of families and friends of people who 
were detained and was non-racial 
from its inception.  

In the beginning the focus was 
to improve conditions for detainees 
who have no rights. The right to vis
its, lawyers, access to prison libraries 
and study is automatic for criminals 
but not for detainees.  

Profiles of detainees were circu
lated, protest stands were mounted, 
and public meetings were held.  

Very soon released detainees 
found their way to the Committee 
and details of torture and assault 
were documented. In 1982 a Mem-

orandum on Torture was taken to 
the Government and released to the 
press. This was the first time such a 
document had been written.  

The parameters of the Commit
tee widened as members became 
aware that detention could not be 
seen in isolation but rather as part of 
the system of maintaining power in 
an apartheid society. The Commit
tee therefore became far more out
spoken in their criticism of govern
ment policy. It began monitoring re
pression and detention and through 
monthly reports and frequent press 
statements exposed repression in the 
country.  

In 1983 DPSC affiliated to the 
United Democratic Front, thus com-

mitting itself to the idea of univer
sal franchise in a non-racial, unitary 
state.  

From its advice offices operat
ing in all the major centres and 
in several small towns, it worked 
very closely with lawyers, instruct
ing them to act on behalf of de
tainees. It referred ex-detainees to a 
medical and counselling panel in the 
belief that all people released from 
detention need immediate care.  

On 24 February 1988, the DPSC 
was one of the 17 organizations re
stricted from participating in "any 
actions whatsoever" 

AUDREY COLEMAN - Founder 
DPSC member
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I think the DPSC exhibition con
tains many important lessons. It 
offered a rare opportunity for a 
broadly based collective expression 
of a particularly pointed message.  

That it happened at all is 
a testament to the energy, good 
faith, courage and sheer determina
tion of those who range themselves 
against the human obscenity we call 
apartheid. Such a collective effort 
is all the more remarkable for aris
ing out of a community that, while 
joined by a general desire to see the 
end of racism and all it means, is it
self bedeviled by almost intractable 
internal conflicts. This gives one 
hope.

One of the more conspicuous 
virtues of the show is that while 
the binding concern was "Deten
tion", collectives and individuals 
were left to find their own ways 
to the "theme". We see images 
both critical and affirmative, dead
pan and ironical, direct and allu
sive. Humour as a weapon was not 
ignored, taking its place beside the 
lyrical and the savage. This refresh
ing openness certainly gives a lie to 
those wardens of especially high cul
ture who habitually charge "politi
cal" cultural production as mechan
ically "propagandistic", something 
which apparently robs it of any artis
tic merit. With no prescriptions or

proscriptions of either form or con
tent there was no hint of the petty 
Stalinism they are so fond of paint
ing into any picture involving openly 
collective, political affairs. It also re
flects the variety of ordinary and ex
traordinary ways of registering both 
resistance and affirmation, criticism 
and solidarity. It also showed that 
many accept the unavoidable rela
tion between art and politics, and 
reject the option of remaining iso
lated and aloof from the larger ex
perience of the community. It shows 
that ordinary experiences in an ex
traordinary historical situation can 
still be shared. And that sharing can 
take multiple forms. Activists and
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It is ironic that in South Africa it 
is not easy to make credible 'politi
cal art' - art which protests against 

Cthe oppressive regime. It is not easy 
because such efforts so often seem 
expedient and superficial after all 
what does an artist in my position 
know of suffering that is largely hid
den from my view, not part of my di
rect daily experience? How can one 
make 'aesthetic' objects that seem 
only to lift and exhibit the 'look' 
of that suffering? Yet one feels the 
need, of course, to use ones skills 
to illuminate the problems, the vio
lence, to express the particular pain, 
not just the general pain of 'the hu
man condition'.  

I welcomed the DPSC show. I 
was glad to be given an opportunity 
to protest and the licence to make a 
specific work which is a clearer state
ment of resistance, of protest, than 

4 might usually be the case clearer 
largely by virtue of the context of 

.0 the exhibition. I found that no radi
cal adjustment of my usual concerns 

f in image-making was needed. This 
play of continuity of context heart
ens me. On seeing the exhibition I 
enjoyed the fact that other artists 
appeared to have enjoyed similar 
feelings to my own.  

PENNY SIOPIS - Lecturer in Fine 

Arts, Artist 
Penny Siopis, "Flesh and Blood" (1987), Collage & pastel on paper
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Themba Modise, "The Man Who Arrested the Family" (1987/1988), Ceramic sculpture

cultural workers in sectors of soci
ety that do not always communicate 
have been given the opportunity of a 
new perception of each other. With
out overrating the potency of these 
pointed demonstrations, the travails 
of the show after its opening pro
vide an insight into its potential 
a potential which threatens the ease 
with which those currently in power 
abuse that power.  

COLIN RICHARDS - Lecturer in 
Fine Arts, Artist 

It is generally accepted that beliefs, 
attitudes and perceptions of a soci
ety are reflected in its visual arts.  
In South African society there is an 
added dimension; that is the inter
relationship between politics and ev-

ery single facet of life. The oppres
sion and suppression of human and 
political rights has a pervading in
fluence on the every-day lives of all 
people, regardless of colour.  

It is therefore symptomatic that 
this extends to other divisions, both 
political and cultural. There is still 
a very strong division in the visual 
artb between different perceptions 
of so-called "black art" produced in 
South Africa today.  

Many art historians, critics, mu
seum curators and gallery owners 
still differentiate between the skin 
colour of the producer of art and the 
art itself. In this exhibition, race, 
colour, sex and ethnicity were not 
considered in the selection process so 
that it was the rich visual communi-

cation of the abhorrence of the facts 
of detention that made this exhibi
tion so valuable.  

One Hundred Artists Protest De
tention was important too, because 
there were one hundred people who, 
during the State of Emergency, were 
prepared to declare their views in 
an open, public forum irrespective 
of the possible repercussions. Given 
the political climate, this feeling 
that visual images could be used as 
a site of meaning, is particularly rel
evant.  

In art historical terms it was 
interesting to see the various me
dia; two-dimensional works ranged 
from oils to photographs and car
toons. The sculpture included 
bronze, wood, metal relief and ce
ramics. The mode in which the sub-
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ject matter was portrayed presented 
a wide range of stylistic and icono
graphic elements. The result of all 
this was a most exciting and satisfy
ing exhibition that deserved the high 
praise it received in both the art and 
anti-apartheid worlds.  

BARBARA L BUNTMAN, BA 
MA student in History of Art, Na
tional executive member of Women 
for Peace and Vice-Chairperson of 
the Five Freedoms Forum in Johan
nesburg.  

I have been in detention - not for 
long compared to many other peo
ple - but long enough to have a per
sonal understanding of what deten
tion means. It throws you back in
ward on yourself, and no one but 
yourself can sustain you. The man
ner in which the police and your jail
ers treat you makes you realise that 
you are seen as a creature apart, a 
social outcast, in their eyes. While I 
was inside, one of the memories that 
strengthened me was remembering 
all the other detainees, especially the 
children, that I had had contact with 
after their release. I had taken pho
tographs of them, I had heard their 
stories, I had seen the injuries that 
could be seen visibly and had tried 
to feel some of the injuries that re
mained inside. Those memories gave 
me the strength to sustain myself 
during my isolation.  

My contribution to the exhibi
tion was a photograph of a boy who 
had been so determinedly beaten by 
the police, in one of the "home
lands", that both his arms were bro
ken and he carried scars across his 
body from a sjambok ( a whip). The 
exhibition gave me and him a chance 
to show a wider audience the horror 
and the courage that detention com
bines. Detention is a way of life in 
South Africa which touches the lives 
of many thousands, it needs to be 
seen, brought into the open for those 
apart from it to understand what is 
being done in their name. The exhi
bition gave an insight into detention 
for those who were willing to look.  

GILL DE VLIEG - Photographer 
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STATE RESPONSE TO THE 
100 ARTISTS 

Editors' note: From the time the 
7000 invitations to the '100 Artists 
Against Detentions' were sent out 
the organizers began to receive calls.  
Some were fearfully asking their 
names to be taken off the mail
ing list; others represented state in
stigated harassment. On January 
24th, Sicelo Dlomo was murdered.  
As a DPSC worker and a person in
tegrally connected to the realization 
of the exhibition, his death was a 
severe blow and not seen as uncon
nected to this work. The exhibition 
was dedicated to him. The show was 
duly visited by the security police 
and a photographer recorded all the 
work.  

On January 24, when DPSC was 
restricted along with 17 other orga
nizations, it was decided that in or
der to allow the show to continue 
and to protect the work, all refer
ences to the DPSC should be re
moved and the artists gave permis
sion for it to continue as a group 
show under the auspices of the Mar
ket Gallery in Johannesburg where 
it was hanging.  

This did not stop the interest o 
the police however, and they contin
ued to try and prove that it was still 
a DPSC exhibition and therefore 'an 
activity' forbidden under the new re
strictions.  

The harassment stepped up. A 
subpoena was issued to a staff per
son at the gallery under the ploy 
that the police were investigating 
the gallery under the restrictions. In 
fact, this was illegal as the gallery 
had never been listed as restricted.  

Towards the end of the run the 
gallery was pushed into a state o 
panic, frantically trying to distance 
itself from the DPSC. The cura
tor of the show, originally hired by 
the DPSC, was 'banned' from the 
premises. Judith Mason Attwood, Untitled, (1987), Oil on canvas 

These events give an indication 
of the lengths to which the state will a wider [mainly white] constituency. and frighten even those originally 
go to prevent artists expressing their Also, sadly, it shows how effectively sympathetic to the concept of the 
political concerns or reaching out to the state could confuse, manipulate project.
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Literature Beyond the Platitudes: 
An Interview with Achmat Dangor 
Achmat Dangor, South African writer, 
chairman of the Transvaal branch of 
the Congress of South African Writers 
and member of the cultural desk of the 
now restricted UDF, was in Toronto re
cently. Within the context of a wide
ranging discussion with members of 
the Southern Africa REPORT collec
tive, he spoke about the formation of 
the Congress of South African Writers A 
(COSAW) and about the conditions of 
writing in South Africa at this time.  

The Congress of South African Writ
ers (COSAW) was launched nation
ally in Johannesburg in July of 1987.  
Coalescing in its formation were a 
number of important developments $15 
in the political thinking and debate I 

amongst progressive South African 
writers and cultural activists. Dan- r 

gor discussed the most central of 
these.  

Beyond literature of protest ...  

"The seed for the launching of CO
SAW" according to Dangor, "was 
the growing recognition amongst 
writers during the 1980s of the limi
tations and stagnation of the protest 
literature inherited from the 1970s.  
That literature, the product of Black 
Consciousness, was vibrant and cre
ative, voicing our protest through 
poetry, plays. Some of it good, some 
of it bad. The importance of that era 
was that it did give an impetus to 
South African literature that carried 
into the 1980s. But now we had to 
look at it in a different light. Protest 
literature had not gone much be
yond protest. It was not enough to E 
have a culture of protest, of standing 
up and saying we protest against all T 
the intellectual, cultural and physi- > 
cal atrocities that apartheid has im
posed upon us. Apartheid was the 
only beacon of our literary horizons. Achimat Dangor 
We were actually allowing the state
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and the repressions of the apartheid 
system to create the circumstances 
within which we were functioning, 
to prescribe to us what we wrote 
about. We were not able to go be
yond merely describing the agony 
of our people. We could so easily 
create a literature that was critical 
of apartheid but we did not write 
about what we stood for, what our 
aspirations were and what kind of 
culture we wanted to create. So 
much of our writing did not illumi
nate the struggle of the people, only 
highlighted their agony." 

The theme of the conference 
which launched COSAW was "Lit
erature beyond the platitudes" and 
the opening address, given by 
the important writer-critic Njabulo 
Ndebele spoke "against pamphle
teering the future." The critique 
of protest literature and the quest 
to create a literature that was more 
constructive and prospective has, 
according to Dangor, been of ma
jor significance in progressive South 
African literature in recent years.  

The political role of writers 

The impetus for forming a writers' 
organization came also from a criti
cal reassessment and redefinition of 
the role of intellectuals, artists and 
writers in the liberation struggle. "A 
number of writers came to see that 
the romanticized and privileged role 
of artists and writers in the politi
cal struggle was in complete contra
diction to our belief that we are or
ganically linked to the struggle, are 
integral to it and should not dis
tance ourselves from it in 'an in
tellectual way'. In fact, histori
cally, individual South African writ
ers have often made important con
tributions -Alex la Guma, for exam
ple, who eventually died in exile in 
Cuba where he had been ANC rep
resentative, and Wally Serote, now 
in London.  

"But what happened in the '70s 
with the bannings of the political or
ganizations and the destruction of 
the last forms of opposition in the 
country, intellectuals found them
selves inheriting the mantle of lead-

Mzwakhe Mbuli, oral poet, detained since January 1988

ership. They unfortunately took 
that to be their natural right after 
that. They felt that they could di
rect the political struggle from the 
ivory towers of universities and by 
writing books that merely exam
ined the struggles of people with
out themselves becoming integrally 
involved at a very basic level.  

"Intellectuals were remaining 
aloof at the time when grassroots 
communities were struggling to cre
ate for themselves political struc
tures that could adequately repre
sent them and advance their strug
gle. There were various writers and 
cultural groups that met to discuss 
these questions. But we always 
seemed to end with a kind of intel
lectual impotence. We would artic
ulate the suffering of our people, but 
were unable to go beyond that.  

"A group of us got together 
in 1982, which included a wider

10 july 1988

cross-section of political viewpoints 
compared to the political organiza
tions. It included people like Nadine 
Gordimer, Don Mattera, Farouk As
vat, Essop Patel, amongst others, 
people who did not find a home in 
the existing writers' organizations.  
There was the African Writers' As
sociation, for instance, a legacy of 
the era of Black Consciousness, but 
it did not provide the basis of appeal 
for such a broad spectrum of our 
writers. So we formed the Writers' 
Forum, which was just that, a forum 
for writers, not a formal organiza
tion. What began to occur through 
the forum was the exposure of the 
latent issues. One of the things we 
grappled with was the role of the 
writer - the age-old story and we dis
cussed it to death.  

"What emerged from those many 
consultations and conferences was 
a definition of writers as cultural 
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workers. And the first Writers' Fo
rum defined cultural workers as an 
integral force in the struggle of the 
oppressed people. Writers, cultural 
workers, did have special skills but 
all those skills should be used to 
serve the community. Many people 
saw this as an attempt to impose a 
social and political order on writ
ers and their creativity. But that 
was not true. Writers had then and 
have now the freedom to write what
ever they want to - and I hope they 
will have it in the future as well.  
The important point was that writ
ers take responsibility for being lo
cated within the progressive move
ment, not as distanced commenta
tors on the struggle.  

"But ultimately what happened 
was that as the idea of a writers' 
organization caught on around the 
country. There was a great deal 
of demand from writers, particularly 
in the grassroots organizations and 
in the rural areas, for an organiza
tion that could represent them, give 
a voice to their political aspirations 
and also, in more practical terms, to 
help provide them with the kinds of 
resources needed to stimulate litera
ture within the country." 

Organizing writers 

The formation of the mass demo
cratic organizations - the United 
Democratic Front and the Congress 
of South African Trade Unions 
during the early 80s was another sig
nificant influence in the formation of 
COSAW.  

"The development of these orga
nizations demonstrated that the op
pressed people were no longer merely 
lamenting their situation. They 
were actually giving organizational 
form to their resistance, and working 
out how to resolve their problems by 
actively providing solutions, provid
ing new models for the future. And 
it introduced a whole kind of differ
ent thinking among writers.  

"When Albertina Sisulu opened 
the launching conference of COSAW 
she issued a challenge to writers.  
She asked why, when all around us

people were organizing to overcome 
oppression, we could only sing about 
it. That hurt, but it had a lot of 
truth in it. Women, youth, domes
tic workers, were being organized, 
but we writers tended always to be 
fragmented, we were always argu
ing esoterically about minute and ir
relevant points of difference in ide
ology, when what was needed was 
simply for people to come together 
to start creating at least a basis 
on which more constructive criticism 
could take place" 
Centrality of workers' culture 
Linked to the idea of writer as 
cultural worker was the concept 
of "worker-writer", another central 
tenet of the founding philosophy of 
COSAW. In the creation of a new 
South African literature, the central 
role of the working class and the 
importance of the workers' culture 
was acknowledged. For as it was ar
gued in the debates that informed 
the manifesto of the new organiza
tion, it was workers who were at the 
forefront of creating new forms of 
challenging the state.  

"The role of workers within the 
South African community is so im
portant that it cannot be ignored.  
The vast majority of people are 
workers. If we cannot create liter
ature that not only appeals to work
ers but in many ways comes from 
workers, we are going to be guilty 
of creating or perpetuating the class 
differences that exist.  

"This position on the centrality 
of workers' culture was the outcome 
of a long period of discussion and 
consultation with people across the 
country. COSATU and COSATU 
cultural workers themselves played 
an important part in this prepa
ration period and the planning of 
the conference. They were the 
ones who wrote that manifesto. Mi 
Hlatswayo, director of COSATU's 
cultural desk and the Vice-President 
of COSAW, is a poet and a worker.  
The greatest constituency for cul
ture is workers. The intellectuals, 
those who have the world's plat
forms at their disposal, were con-

fronted by the issues that the work
ers raised at this conference. What 
came out of there was the workers' 
assertion of the leadership. And rec
ognizing the central role of working 
class literature forces us all, as writ
ers, to confront the issues that con
front workers. As Albertina Sisulu 
said to us ... if you cannot con
cern yourself with the fact that peo
ple cannot pay rents, that there are 
diseases, that there is illiteracy and 
that education is inadequate, you 
are going to be isolated from what 
should be your constituency." 

"The challenge to writers is to 
create, as cultural workers, new 
forms of writing that are accessible 
to people. This brought us back to 
the fundamental questions of why we 
write and how we write. Questions 
like who reads and who writes? And 
we have to consider the question of 
literacy. How can we talk about 
literature when almost 50% of the 
adult population cannot read what 
we write? One of the most popular 
and successful literatures is that of 
Mzwahke Mbuli who has developed 
the tradition of the oral poet and 
performs and records rather than 
writes his poetry. We also have to 
reconsider the measure of success of 
our writing. Having our work read 
is so much more important that pub
lishing a book every year and having 
it sit on bookshelves somewhere." 

But how, Dangor was asked, can 
the principles of the primacy of 
working class culture, of the impor
tance of worker-writers and writers 
as cultural workers be asserted and 
realised in practice, given the reality 
of workers' lives and disadvantages, 
and the predominance of Western 
cultural forms and standards? 

These are the very questions 
which COSAW is working to ad
dress in its projects and organiza
tion. And it involves breaking down 
class and language barriers, legiti
mating and valorizing workers' cul
ture and providing skills, education 
and resources for writers.
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One of the first steps taken by 
COSAW has been the formation of 
the Can Themba Institute, which 
comprises regional resource centres 
for workers and writers. There are to 
be libraries and reading rooms where 
people can have access to literature 
from all over the world, with an 
emphasis on Third World literature.  
"As it is, it is only the few privileged 
and world-travelled amongst us who 
have been exposed to cultural devel
opments and influences from other 
parts of the world. Our literature 
lacks a universal dimension. The 
literature from situations similar to 
our own remains unheard of in our 
country.  

"The resource centres will also 
come to serve as centres for training 
people in such techniques as story
writing and other such skills denied 
most South African writers. We are 
talking about translating literature 
into simple English for readers with 
limited English language skills. We 
already have some research projects 
underway. A student is presently 
studying the development of Third 
World literature and will come back 
to set up a methodology for teaching 
this. The other important focus of 
our attention is the language issue.  
We started a research project on ver
nacular writing: who writes it, who 
reads it, what are the barriers to its 
acceptance, how to disseminate it? 
All of these things have just been 
started and we will really see the 
fruits of it in a year or two, when the 
results of our research come home 
and are made accessible to people.  

"The first resource centre is due 
to open in Johannesburg immi
nently, another in Durban in the 
near future, and interestingly, one 
in Newcastle, a rural town in Na
tal where there is a large group 
of writers. COSAW has been 
launched to date in three regions 
the Transvaal, the Western Province 
and Natal.  

"Politically, COSAW is closest to 
the Charterist organizations but is 
open to anybody who accepts the 
constitution. It includes essayists,

poets, writers, critics, literacy work
ers and anyone interested in writing.  
The Writer's Forum has now become 
the publishing arm of COSAW." 

Writing in a state of siege 

"The recognition by the writer, of 
him or herself as a political activist, 
as well as a writer, as well as the 
writing that is being produced in the 

country, has led to a situation of 
direct confrontation with the state.  
And we are indeed now writing in a 
state of siege.  

"The physical manifestations of 
this state of siege are, as an exam
ple, the detention of writers such as 
Mzwakhe. Other writers have been 
detained, some of them charged, 
such as Jackie Seroke. And then 
there's the fact that many others 
have had to flee into exile, such 
as Jeremy Cronin. There is also 
the banning of books, the seizure 
of manuscripts and the raiding of 
homes. Those in effect are the phys
ical manifestations of the state of 
siege for writers.  

"I think far more insidious and 
with far more long-lasting effects is 
the siege mentality that is develop
ing. We feel so often that we have 
to be "strategic" in what we write, 
and so we begin to cull things from 
our writing, unconsciously perhaps 
to ensure that it is not banned or 
repressed or at least that we can dis
seminate it in order to get our mes
sage across. It is an unconscious pro
cess and one that we have to guard 
against.  

"Many writers in South Africa 
are astute enough not to call it self
censorship. But let's face it. What 
are the subjects they write about? 
People for example hesitate from ex
ploring violence, why there is violent 
conflict in our country and what are 
the imperatives that drive people to
wards the armed struggle? On the 
other hand why is the state so vio
lent? It is not a political analysis of 
these things, it is a realistic one. We 
have to look as artists at the truth 
of what it is that creates violence.  
But there is a great deal of shrink-
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ing away from it, unconsciously, peo
ple want to say that I still believe 
in peace when in many ways, the 
term peaceful change, fundamental 
change in our country is a contradic
tion in our present circumstances.  

"Let me say that this first kind 
of siege mentality is the one created 
by the state. It is designed to sup
press any literature that creates or 
sustains long term resistance.  

"The other state of siege is the 
one created by our fear of transgress
ing the delicate political and ideolog
ical lines that are being drawn. We 
shrink away from exploring things 
like racism, sexism, class differences.  
We sometimes feel that we should 
merely gloss over the political dif
ferences in our country, that we 
should not explore the undoubted 
debate that takes place in libera
tion movements about what direc
tion and what future that liberation 
has, what shape it is going to take.  
How else are we going to debate it, 
except through our literature? And 
not in the mere academic debates 
where we talk about literature, but 
in the literature itself. Look at the 
historical precedents for that, Ngugi 
did that in Kenya, Ernesto Carde
nal in Cuba, Costa Andrade in An
gola. These people explored the re
alities of their situation in such a 
way that they sometimes, through 
fiction or poetry, made the issues 
a bit clearer for the politicians and 
leaders. And I fear that there is a 
great deal of shrinking away from 
this, even from talking about such is
sues as black racism. White racism 
is something that we experience in 
our daily life, but there is also the 
dimension of black racism, there is 
the dimension of tribalism; are we 
really looking at tribalism? How 
are we going to avoid the pitfalls 
that tribalism creates? The condi
tions of the rural people? The con
ditions in the rural areas at present 
are a mine-field for our present gov
ernment. It is going to be a mine
field for our future government as 
well. How are they going to contend 
with the millions of people who have 
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been forcibly uprooted and dumped 
in different places? Is the future 
government going to introduce in
flux control? These are the ques
tions that we must confront? How 
will we deal with the language issue? 
Which is going to be the official lan
guage of our country? In which lan
guage should the national anthem be 
sung? 

"Writers tend to shrink away 
from these issues because, I fear, 
they don't want to offend the polit
ical ideology with which they iden
tify. This may sound naive but I re
ally have a great deal of faith in the 
political struggle and the maturity 
of the political leaders. I think they 
will understand this. They may even 
welcome some of these issues being 
brought into the open in a creative 
way. So that people can talk about 
them and ask: what is our litera
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ture in our country? When we talk 
about socialism, what do we mean 
by that in our context? You know 
- take the questions that are being 
asked - for example people ask me 
about the formation of the cultural 
desk of the UDF: Is this the basis of 
censorship of the future? After lib
eration will this become the prece
dent and basis for cultural censor
ship? I always say, I hope not. But 
we need to confront these issues now 
and incorporate them into our liter
ature, and not in artificial ways. We 
should not be stripping the charac
ters we create of the attributes in 
question - racism, sexism. Or of 
doubt. Why must our characters al
ways be so zealous that they never 
doubt anything? 

"A third and also insidious as
pect of the siege mentality is the de
sire that writers have to be known in

the world. This is undoubtedly a se
ducer and so many writers succumb 
to it by actually changing their writ
ing to conform to the mass market, 
to what is acceptable in New York, 
in London to ensure that your book 
gets read in the outside world where 
there is a mass readership. In our 
country, to sell 5000 is a best seller.  
Whereas you need to sell five mil
lion in the States ... An American 
publishing house asked me if I would 
take some of my work and sanitize 
it, to remove some of the colloquial 
words and Afrikaans connotations in 
there, to make it saleable. I asked 
myself, what is the consequence of 
the saleability? It's emasculated art, 
it's emasculated literature.  

"So those are the three facets of 
the state of siege that writers are be
ing confronted by. The first one is 
the far more easily identifiable tar
get, the South African government 
and its repression. And of course the 
most immediate task of our struggle 
is to remove the present government, 
and not to shrink away from writing 
about such things as violence, issues 
of political ideology, issues of why it 
is that some people seem to be more 
involved in the struggle than others.  
One of the things we need to look 
at very realistically in the country 
today is that when we talk about 
fighting apartheid, we must look at 
how many black people have become 
incorporated into the apartheid sys
tem - and those issues we have to 
confront.  

"The other two issues need a lot 
more sensitivity, a lot more creativ
ity if they're not going to tear the 
struggle apart and create a differ
ence between what we write and 
what the political ideology can tell 
us. Because ultimately, as I say, we 
conform to it. But unless we force, 
or create a kind of pace that will 
force cultural workers, cultural de
velopment to keep up with political 
development, and in some ways even 
keep ahead of it, we will not be, as 
I really believe we should be, politi
cized."

july 1988



2 h e B heBlack Mamba Rise  
BY MI S'DUMO HLATSHWAYO

"The poem[s] printed here in transla
tion and outside their context suffer; 
they lose much of their oral power: the 
songs, the chants, the ululations, their 
improvisatory nature and, of course, 
the popular responses that accompany 
their oration. Despite that, the words 
are strong enough to communicate in 
their own right" 
Ari Sitas from the introduction to the 
book of trade union poetry Black 
Mamba Rising

As Ari Sitas points out, the printed, 
English word is not the preferred 
medium of the oral poet. As well the 
tradition of praise poetry, from which 
it springs, may be somewhat rich for 
those raised on a cultural diet of a 
lean, terse style of poetry. It is how
ever a centrally important form of ex
pression in South Africa today. Any 
of our readers fortunate enough to 
have seen Mi Hlatshwayo perform live,

or seen Alfred Quabula or Mzwakhe 
Mbuli in the video 'A New Dawn: 
Culture in Another South Africa' will 
have witnessed the tremendous power 
of these poets and how deeply their 
words resonate in the culture of their 
audiences. The following poem is by 
Mi Hlatshwayo, now the director of 
COSATU's Cultural Desk. It was com
posed and delivered in praise of the 
Dunlop workers on strike in 1984.

The victors of wars 
But then retreat 
The Builders of nests, 
But then like an anteater 
You then desert.  
Heavy are your blows, 
They leave the employers 
Unnerved 

On your side are your 
Brothers even at the new 
Jerusalem 
Let it be workers! They say, 
The heaven above also 
Approves.  

Ngudungudu, the woman 
Who married without any 
Lobolo,(1 ) 
Busy boiling foreigners' 
Pots 
Yet yours are lying cold.  

The humble bride, 
Affianced without the 
Bridegroom's consent 
Yet others are affianced 
With their fathers' consent, 
Even the Japanese have now 
Come to be your bridegrooms, 
So! Bride why are you entwined by chains, 
Instead of being entwined 
With gold and silver like the others? 

The Black mamba that shelters in the songs 
Yet others shelter in the trees!
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Ancestors of Africa rejoice, 
Here are the workers coming like a flock of 
Locusts, 
On rising it was multi-headed, 
One of its heads was at Mobeni, 
Njakazi, the green calf of 
MAWU can bear me out 
Another of its heads was at baQulusi 
Land at Ladysmith, 
On rising it was burning like fire 

Even Sikhumba(2) - the leather that 
Overcomes the tanners, 
Sikhumba who knows no race 
Who stabs an old man and 
A young man alike, 
Using the same spear 
Who stabs a man's bone, 
Inflicting pain in the heart 

But he is now showing a 
Change of heart 
Here is the struggle, 
Sikhumba and Mgonothi are mesmerized, 
Asking what species of old mamba is this? 

Dying and resurrecting like 
A dangabane flower.  
It was stabbed good and proper during the 
Day, 
At Sydney Road right on the premises, 
To the delight of the impimpis,( 3) 
And the delight of the police
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There were echoes of approval there on the 
TV at Auckland Park saying: 
Never again shall it move, 
Never again shall it revive 
Never again shall it return 
Yet it was beginning to tower with rage.  

The old mamba that woke up early in the 
Morning at St. Anthony's 
Let's sit down and talk, he 
Now says 

The spear that thundered at 
Dawn at St. Anthony's, 
The spear that devoured the father and the sons 
And the daughters 
Then the men came together, 
Devouring them whilst singing 
Yet the songs were just a decoy.  

Rife are the rumors, 
That those who defied the 
Unity have sunk, 
To the throbbing hearts of the 
Employers 

You black buffalo 
Black yet tasty meat, 
The buffalo that turns the 
Foreigners' language into 
Confusion, 
Today you're called a Bantu, 
Tomorrow you're called a Communist 
Sometimes you're called a Native.  
Today again you're called a Foreigner, 
Today again you're called a Terrorist, 
Sometimes you're called a Plural, 
Sometimes you're called an 
Urban PUR (4) 

You powerful black buffalo, 
Powerful with slippery body 
The buffalo that pushed men 
Into the forest 
In bewilderment the police 
Stood with their mouths open 

(1)lobolo: dowry furnished by bride's family (2)Sikhui 

(3)impimpi: "sell-out", spy, traitor, etc. (4 )PUR:

(Dunli

Rife are the rumors 
That those who defied 
Being pushed into the forest 
In exile they are, 
One Smit is in exile across 
At the Bluff, 
One Madinana is in exile across 
The Umgeni river, 
Both can bear me out.  

Praise poets, messengers 
Observers, 
Run in all directions, 
Stand on top of the mountains, 
Report to Botha at Pretoria 
Report to our heroes on the 
Island, 
Report to the angels in your 
Prayers, 
Say unto them - here is a 
Flood of workers, 
The employers have done what 
Ought not to be.  

Why tease the mamba in its 
Century-old sleep? 
The writing is on the wall, 
No stone shall stand on top 
Of the other till eternity, 
Tell them - the borrowed 
Must be given back 
Tell them - the chained 
Must be chained no more 
Tell them - these are the 
Dictates of the black mamba, 
The mamba that knows no 
Color, 
Tell them - these are the 
Workers' demands, 
By virtue of their birthright 
Dunlop workers I'm taking 
My hat off, 
I'm bowing to you with 
Respect.  

itrike, St. Anthony's, November 9, 1984)

mba: name used metaphorically to designate the factory manager 

Permanent Urban Resident - term used in the Koornhof Bills
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Takina Control of Culture:

Lon9 March", a play by the members of Sarmcol Workers Cooperative about their strike

Plays of Working Life in the Union Movement
This article draws on various accounts 
made available to SAR from South 
Africa, including notes for a book on 
workers' culture provided by its author, 
Astrid von Kotze, a cultural activist in 
Natal.  

Working on a play 

It is a Saturday afternoon. Not 
a good time for holding a play
workshop because many workers 
need to do their weekly shop
ping. Besides, township funerals 
take place on Saturdays and there
fore some people are sure to be ab
sent. Absenteeism and lateness are 
big problems for play projects. But

this is the only time when the Dun
lop factory is closed and a lot of the 
participants work there.  

Saturday afternoons are also the 
times for union meetings - and as 
always, it is difficult to find a space 
to work in. Today we are lucky 
one of the union's offices is empty, 
and the room is quite spacious, so 
we can move around and not be too 
squashed and hot. But it is on street 
level and the windows face a busy 
and noisy road.  

Some people are tired and hun
gry. They have arrived straight from

work. They know this is their only 
time off this weekend - tomorrow 
morning the next shift will start. We 
must not do too many exercises but 
rather warm up and switch in by 
singing. The young women are anx
ious because their parents are asking 
about money. But no one gets paid 
for this work. Shopstewards work on 
the weekends and they also do not 
get any money for this 'overtime'.  
The girls must explain this to their 
families. We do this work because 
we believe it is important.  

Mbeki has brought his accor
dion and it does not take long
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until the group of eight workers 
is swinging and into the rehearsal 
of the 'stokvel scene' of our new 
play, called MKUMBANE. Dume
sani teaches some people traditional 
dance steps. Sipho is a skilled gum
boot dance performer and trains his 
partners. Charles, as Mr. Smart, de
cides to show everyone that he is of 
a different class. He introduces some 
jitterbug to the party. Dumesani 
picks up his jacket and pretends that 
this is his lady. He dances behind 
Charles fooling around and making 
him look silly.  

A passer-by from the street out
side hears the noise and feels he does 
not want to miss out on the party.  
He enters and joins in the dancing.  
The group enjoys this game of de
ception. They play on until the end 
of the scene. The visitor is surprised 
because he cannot see any food and 
drink. Yet everyone seems to be very 
drunk. How can that be? The man 
leaves thinking that he has come too 
late. "I see you have finished every
thing already." 

We start improvising a new 
scene. We have to work fast be
cause time is getting on. There 
will be transport problems and the 
women participants especially can
not get home alone after dark. Some 
are also expected to do housework 
and cook when they get home. We 
are tired - but we made a new scene 
today and that makes us happy.  

Plays from the working lives of 
people 

As one union group has stated, "We 
are involved in this, however hard 
it is for us after work, because we 
believe that our struggle is not only 
there to destroy the oppressive pow
ers that control us. It is there to also 
build a new world." 

In the long history of work
ing class struggle in South Africa, 
workers have only recently organized 
to fight their oppression through 
cultural expression. Their poems, 
songs and plays present their own

views of the world and how they 
would change it - "a true picture of 
things - our picture." 

Workers describe their exploita
tion, their organizations and lead
ers, and their struggle against op
pression. It is a step, said the above
mentioned cultural group, "towards 
pushing workers to start controlling 
their creative power. So far this 
power has been used by everybody 
in power and with money, for their 
own purposes." 

Working for cultural transfor
mation affects the stories of plays, 
the collective creativity of workshop 
productions, and the performance of 
plays, which is constrained by the 
very limited time and facilities for 
leisure and recreation in the town
ships. Most of the audience are peo
ple who work long shifts under very 
tough and often dangerous condi
tions. They recognize that the play
ers are people like themselves, deal
ing with stories and dialogue that 
grow out of the experiences of or
dinary men and women. "Our task 
is to take our rich or poor heritage 
and make it satisfy working people, 
their families and any other suffer
ing people in South Africa." The re
sult is that cultural work, say union
ists, creates a better sense of unity 
amongst workers.  

There is a directness and simplic
ity about plays. They have to be 
mobile, they lack props, they use the 
vernacular.  

Plays for mobilizing and edu
cating 

Two kinds of plays can be distin
guished - mobilizing and educating.  
Plays for mobilizing arise out of spe
cific workplaces. They aim to mobi
lize support for the workers and their 
struggle in the workplace. Strike 
plays are an example, intended to 
publicize the plight of workers on 
strike who have subsequently been 
dismissed.  

Educational plays also draw on 
workers' own life experiences, such 
as realizing the way in which mi-

grant labour supplies capital with a 
cheap work force and low produc
tion costs. They may well contain 
a strong moral lesson, like warning 
of the disintegration of rural val
ues, the dangers for young people 
new to the townships, or the sex
ual exploitation of women. They 
can also be part of regular education 
campaigns of a union, focusing on 
matters like retrenchment and un
employment. In the last two years, 
they have contributed to meetings 
of work leaders, shopstewards, and 
the shop floor. They also deal 
with divisions and criticism within 
unions, not in order to divide work
ers, say union spokespersons, but 
"to strengthen the unity of workers, 
and make the leadership accountable 
to us." 

At the Clairwood Trade Union 
and Cultural Centre 

The performance venue is a huge fac
tory floor. Half of it is sub-divided 
into offices, the other half is a large 
empty space. At one end there is a 
tressle table, in front of it rows of 
chairs and benches. Behind it half
high walls hide the toilets. The win
dows on the sides are dirty. There 
is no ceiling and the neon lights are 
stuck onto the rafters of the tin roof.  
At night it is draughty and cold and 
during the day stuffy and hot.  

From outside come sounds of 
trains and traffic. A few hun
dred tired people, mostly men, are 
slumped on chairs. They are ad
dressed by office bearers who lead 
them into song. The meeting wakes 
up. There are salutes and shouts 
of 'amandla' and then more songs.  
Some poeple rise and stamp out the 
rhythm with their feet. The chair
man has announced that members of 
the DWCL will now present a play 
and the play is introduced briefly.  

At the back the players wait for 
the end of the song - but some
one has just re-introduced a popular 
song and is leading it, adding new 
verses as he goes along. The per
formers join in the singing to warm
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up. They announce their arrival by 
singing and the audience picks up 
the new tune and joins in. The 
performers move to the front where 
the tressle tables have been cleared.  
There are only a few chairs and a 
small table now. Someone in the 
audience insists on ending the song 
with a call-and-response chant. Peo
ple sit down. The play begins.  

The players are dressed in over
alls and tennis shoes. They have 
brought a few small items with 
them, which they put on the floor.  
Their story will be told simply 
through their bodies and voices. A 
poster tells the audience that they 
are on a picket line, pamphlets being 
handed out indicate that they are 
campaigning. They address the au
dience inviting responses - and they 
reply spontaneously to any com
ments coming from the floor.  

One of the actors puts on a ping
pong ball nose - he has become the 
white manager. He switches from

Zulu to English. His hands are 
folded behind his back, he struts up 
and down. The audience laughs 
someone interjects and gives the 
manager a name. There is recog
nition and debate, someone shouts 
abuse. The "manager" turns to him 
because he must be disciplined: "All 
you lazy workers, why are you just 
sitting there!" The manager is a 
comic figure, a deliberate send-up 
with no attempt to make him seem 
real. When he calls his "impimpi," 
the audience mocks him and insults 
him. Here is a chance to do what is 
often too dangerous in real-life situ
ations. All the anger and frustration 
of factory-life is hurled at the two ac
tors.  

But the actors switch roles - they 
become workers again and part of 
the spirit of the audience. Another 
song unifies performers and people 
on the floor. The impimpi is de
feated - there is instant and sponta
neous applause. Someone requests 
a re-play of the scene in which the

traitor is mocked and put in his 
place and the actors play the scene 
again. The play comes to an end 
with a song celebrating the strength 
of unity in the union and the audi
ence joins in.  

The meeting adjourns briefly, 
and while the tressle table and chairs 
are set there is a chance for discus
sion. The actors re-join the general 
group of workers. Nothing but the 
experience of the past 10-20 minutes 
distinguishes them from the crowd.  
But something has changed - the 
general mood has been transformed.  
The issues of the day have come 
closer. People have made connec
tions between their individual ex
periences and the collective strug
gle. Some questions have been an
swered, some asked so that people 
start thinking about issues. The au
dience is pleased that their struggle 
has gained importance by becoming 
a play. The general union meet
ing resumes with greater energy and 
spirit.

Postering Against Apartheid
One creative expression of the resur
gence of trade union and community 
militancy in South Africa in the 70s 
and 80s, was the production of vi
brant propaganda posters.  

The Silk Screen Training Project 
in Johannesburg and the Commu
nity Arts Project in Cape Town 
were formed to meet the great de
mand to publicize campaigns, boy
cotts and rallies. Both these centres 
attempted to train activists them
selves by bringing them together 
with artists to produce their posters, 
banners, T shirts and buttons collec
tively.  

The striking workers from 
SARMCOL in Natal set up a print
ing co-operative as a skills training 
and income generating project and

supplied most of the T shirts for 
COSATU and the UDF campaigns.  

The fresh bold posters reflect the 
scale and diversity of grass roots ac
tivity and trace the formation and 
development of the mass democratic 
organizations.  

The medium of silk screening is 
direct and simple, requiring no spe
cial technical skill, electricity or run
ning water. It is therefore ideally 
suited for putting the means of pro
duction right into the hands of ac
tivists. Media Units sprang up all 
over the country and the streets and 
events were plastered with colourful 
posters.  

This emerging peoples culture 
was hard hit by the State of Emer
gency. The units were attacked and 
destroyed; many activists who used

them were detained and some were 
killed. The Silk Screen Training 
Project was raided and smashed up 
and forced to close down. Regula
tions under the State of Emergency 
make it an offence to wear politi
cal T shirts or carry banners, a fur
ther example of the threat which the 
state perceives in such popular ex
pressions of resistance.  

These posters have been recog
nized as significant political and cul
tural records. They not only repre
sent what could be called an archive 
of the political actions of an era, but 
also, because of the democratic and 
integrated practice of their produc
tion, give an example of a phase in 
the building of Peoples Power and a 
glimpse into the possible future of a 
Peoples Art.
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The samples of posters on these 
pages come from an exhibition col
lected for CUSO called Too Many 
People Suffering and are available 
for display. CUSO, 135 Rideau St, 
Ottawa, K1N 9K7.
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Mozambican Culture: 
A Crowded Canvas
BY ALBIE SACHS 

Albie Sachs is a South African exile 
and an ANC member, living in Maputo 
and working for the Mozambique Jus
tice Department. He is now recuperat
ing from serious injuries sustained ear
her this year in a bombing attack which 
was undoubtedly the work of the South 
African government.  

What follows are excerpts from a back
ground paper on culture included as 
part of a new education kit on Mozam
bique. The kit is being produced 
by Cooperation Canada Mozambique 
(COCAMO), a consortium of eighteen 
Canadian NGOs working together to 
implement recovery and development 
programmes in Nampula Province and 
education programmes in Canada. In 
addition to background papers on sev
eral aspects of the situation in Mozam
bique, the kit will contain brochures, a 
poster, a map, a user's guide and a re
source list. The kit will be available 
in the Fall of 1988. For more infor
mation contact COCAMO c/o CCIC, 1 
Nicholas St., Ottawa KIN 7137, phone 
(613)236-6037.  

In the section of the Museum of 
the Revolution where colonial times 
are portrayed, there is a photograph 
of black children dressed in Por
tuguese folk-costume doing a Por
tuguese folk dance. It is a strik
ing example of the colonial policy 
of assimilation. Black Mozambicans, 
to be considered civilized and cul
tured, had to adopt without reserve 
the ways, ideas and culture of the 
colonizers. Traditional indigenous 
culture was regarded as barbarous 
at best, to be recorded as fascinat
ing savage customs; at worst, to be 
denounced by missionaries and ad
ministrators as heathenish and back
ward.  
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When it began the struggle 
for Mozambican independence, the 
Mozambique Liberation Front, or 
Frelimo, recognized the important 
role which culture would play. One 
of Frelimo's strategies to break down 
tribalism within the liberation front 
was to learn and value the cul
tural forms of the diverse groupings 
throughout the country. Each local
ity had its own cultural forms and

Traditional Mozambican Warrior 
Dance, Magude District 

Frelimo leaders saw the immense va
riety and vitality of a popular cul
ture which, in the words of Samora 
Machel, had been buried but never 
destroyed.  

Frelimo saw culture as an "in
strument of struggle," a tool they 
could use to promote nation-

building and unify the country.  
But it was much more than that.  
Culture became a means whereby 
the nation discovered and expressed 
itself. People from the north 
did dances from the south and 
vice versa; people from zones with 
a strong Islamic influence learned 
songs from areas where the impact 
of the Christian Church had been 
great. Gradually the idea took hold 
that to be a Mozambican meant to 
break out of the narrow vision of the 
locality or tribe and to "take on the 
dimensions of the nation." 

Culture continues to be deeply 
and directly integrated into the daily 
life of the community, and there is 
widespread popular participation in 
cultural activities. Although dev
astated by war, destabilization and 
hunger, Mozambique has managed 
to record outstanding achievements 
in dance, sculpture and painting and 
has produced music, theatre and lit
erature of quality. The key prob
lem now is how to develop a profes
sional cultural sector without com
mercializing, destroying or making 
banal this popular base.  

Dance 

The only indigenous form of dance 
that was promoted during colonial 
times was the nightclub marrabenta, 
a Europeanized version of a popu
lar African dance. Its lively rhythms 
made it good for the tourist trade 
and helped propagate the idea that 
blacks in Mozambique were content 
with their lot and especially happy 
to be Portuguese.  

As resistance to the Portuguese 
began to grow in the north of 
Mozambique, old dance forms began 
to re-emerge. When Frelimo troops 
established a presence in a village, 
they learned the local forms of
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drumming and dancing, and passed 
on those from other regions. All po
litical meetings were preceded and 
followed by drumming and dancing, 
which not only provided an enter
taining counterpoint to the speeches, 
but allowed for extensive local par
ticipation in the proceedings and af
firmed the African character of the 
Mozambican revolution.  

When Independence was pro
claimed in 1975, dance was already 
well established as an integral and 
creative part of the emerging na
tional life. One of the first acts 
of the new government was to or
ganize a National Dance Festival 
in which about half a million peo
ple from all over the country took 
part. In the first phase, competi
tions were held at local, district and 
provincial levels and eventually sev
eral hundred of the best dancers, 
grouped according to province, per
formed during an entire week at two 
stadiums in the capital city of Ma
puto. Nights were spent performing 
for the public in the stadiums; days 
included trips to factories, hospitals 
and schools, where the dancers were 
received with enormous enthusiasm.  

The city buzzed with debate over 
the dance steps, groupings and mu
sic from the different areas. One 
hotly argued question was whether 
the dances should be adapted for 
the stage, with special costumes and 
lighting, or performed only in their 
"natural" state. The former po
sition won out. As a result, a 
National Choral and Dance Com
pany was formed, at first on a semi
professional basis, later as fully pro
fessional. The Company has toured 
extensively and generally has been 
warmly received. Its repertoire in
cludes two full-length ballets created 
by its artistic director and based on 
traditional African myths, and new 
dances are being added.  

More recently a National Dance 
School was started in an abandoned 
night club. It caters to school chil
dren, and in a few years has achieved 
a very high standard of performance.

The group, "Eyuphuru" from Nampula, performing in Maputo

The instructors give equal empha
sis to ballet, modern dance and tra
ditional Mozambican dance. And 
the students, who represent Mozam
bique's many ethnic and racial back
grounds, learn all the different types 
of dance.  

What was to happen to the 
night-club marrabenta? This be
came the liveliest question on the 
agenda at the 1976 founding confer
ence of the Organization of Mozam
bican Youth. Some people con
tended that it had to be suppressed 
because it was a decadent dance 
used by the Portuguese as a cover for 
prostitution and oppression. Others 
declared that it was a popular dance 
invented and much enjoyed by the 
people, and that the people had to 
reclaim it as their own. There was 
no rule, they added, that having fun 
was anti-revolutionary. The most ef
fective proponent of the latter view 
was Joaquim Chissano (now Presi
dent of Mozambique), who attended 
the conference as Frelimo's represen-
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tative. Today the marrabenta is so 
popular in Mozambique that it is dif
ficult to recall the atmosphere that 
made its future an issue.  

Music 

Drumming and the timbila (a 
wooden xylophone, also known as 
the marimba) are the pride of 
Mozambican music. Every region 
of the country has its drums and 
drumming styles. In the south, the 
Xigubo warrior dance is accompa
nied by the powerful, heavy beat 
of giant drums; the sinuous dances 
of Ilha de Mozambique in Nampula 
province are helped along by a qui
etly hypnotic beat on smaller drums; 
the once-secret Mapiko dance of the 
north is animated by brilliant stac
cato tattoos quite different in char
acter.  

The timbila are instruments pro
duced by the small Chopi-speaking 
group in Inhambane province. The 
best known limbila players are 
presently in Maputo, mostly 
garbage-collectors working for the 
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City Council (a job reserved for the 
Chopi in colonial times). Whole 
orchestras of timbila provide pro
foundly intricate patterns of poly
phonic percussion that amaze musi
cologists and delight audiences.  

One feature of the popular mu
sic tradition is that the musicians 
make and care for their own instru
ments. The immense variety of pop
ularly made instruments became ev
ident when a National Festival of 
Traditional Music was held shortly 
after the Dance Festival. Literally 
hundreds of different types of flutes, 
drums, horns and rattles, instru
ments to be bowed, plucked, beaten 
and shaken, emerged out of the mu
sic festival. Several old men sang in 
accompaniment to their own hand
made instruments. They made com
plicated abstract harmonies, sad in 
tone and sadly poignant for the lis
tener because many of these unique 
styles will disappear as these old 
men die out.  

Yet, much as this ancient tradi
tional music is admired, the real en
ergy in musical development comes 
from what is called light music; 
that is, music performed on a stage 
or for radio or television, usually 
with a strong electronic component.  
The musicians have, on the whole, 
attempted to base their composi
tions on traditional musical patterns 
rather than to copy their music from 
elsewhere. Gradually a distinctive 
Mozambican style of popular music 
is emerging. It lacks the extrovert 
bounce of neighbouring Zimbabwean 
music or the warmth and confidently 
repetitive melodies of West African 
music, but it has interesting and rich 
possibilities of its own, precisely be
cause it is rooted in Mozambican 
popular music.  
Art 

Carved in dark, ebony wood, 
the internationally famous Makonde 
sculpture from northern Mozam
bique has emerged in three princi
pal forms. There is the compact uja
maa, the human family in close clus
ter, the open ujamaa, in which the 
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figures are more stylized, abstract 
and flowing, and the shetani, based 
on the devil, the spirit of mischief 
that can assume any form.  

Makonde art was not always like 
this. Contrary to the idea that 
African art is primitive, anonymous 
and unchanging, the Makonde sculp
tors have totally transformed their 
"traditional" art from one genera
tion to the next. Fifty years ago they 
were doing single-figured pieces and 
masks in white wood. All that re
mains of that style today is the spirit 
of satire; the actual appearance of 
the art has completely changed.  

In the south, a completely dif
ferent style of popular carving has 
emerged: animals, masks, reliefs, 
boxes - tourist art at its best (vi
vacious and portable) and its worst 
(mass-produced, without feeling or 
finish). At the same time, there 
is a strong movement of contem
porary sculpture in Maputo. The 
leading figure is Alberto Chissano, 
who established a distinctive style of 
carving that has since been copied 
by dozens of others - vigorously 
worked wood, with the mark of the 
chisel still upon it, human faces and 
bodies projecting great sadness with 
great dignity. Chissano's works have 
achieved considerable international 
recognition. His house and studio 
on the outskirts of Maputo have 
become a gallery of contemporary 
Mozambican art. On more than one 
occasion, he has won prizes in inter
national sculpture contests by going 
to the host city, buying a tree trunk 
on the spot, and in a few days of 
furious work, producing a piece of 
sculpture that became the winning 
entry.  

A great friend and contempo
rary of Chissano's (in colonial times 
they worked together as cleaners 
in a club) is the painter Malan
gatana, whose Maputo home has 
also become a place of pilgrimage 
for art lovers. Malangatana, a cul
tural figure with great projection 
in Mozambique and abroad, was 
imprisoned by the Portuguese se-

cret police for belonging to Fre
limo. He is presently a member of 
Mozambique's national parliament, 
the Popular Assembly. His distinc
tive style of painting and drawing 
has had a great impact on nearly 
all other Mozambican artists. His 
works feature a crowded canvas and 
strong colouring. Human and ani
mal figures are mixed together in de
fiance of the laws of scale and per
spective, their eyes looking back at 
the spectator. Malangatana's works 
have been exhibited on almost every 
continent.  

Another proof of the vitality of 
Mozambican art can be found in the 
murals of Maputo. Large frescos ex
ecuted in public places - notably at 
the Hero's Circle near the airport, at 
the Ministry of Agriculture and in 
the gardens of the Natural History 
Museum (where there is also a giant 
sculpture by Chissano carved from a 
whole tree) - testify to the impor
tance that Mozambicans attach to 
art.  

Theatre 
Immediately after Independence in 
1975, a strong amateur theatre 
movement grew up in Mozambique.  
It emerged out of the struggle for 
independence and was based in the 
workplace. The themes and the 
styles of representation used became 
increasingly repetitive, however, and 
the groups began to die out. After a 
hiatus of several years, a new satir
ical/lyrical theatrical style is now 
emerging, with considerable move
ment and use of costume, lights and 
dance, to give it a popular charac
ter. Usually the scripts are prepared 
by the groups themselves. As an in
dication of the "popular" nature of 
these performances, sometimes pam
phlets on health or education topics 
- like a how-to booklet on construct
ing latrines - are distributed to the 
audience.  

Radio, cinema and television 

Radio is by far the most impor
tant medium of cultural transmis
sion in Mozambique, reaching the 
whole country and using all the 
indigenous languages, as well as
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Portuguese, the language of na
tional unity. Apart from news 
and educational programmes, Ra
dio Mozambique broadcasts a con
siderable amount of music. In fact, 
the appropriate mix between inter
national pop music (often justified 
as having African roots), music from 
Africa and Mozambican music is a 
constant source of controversy, and 
each variety of music has its own 
strong supporters.  

All Mozambican towns 
have at least one cinema, 
and given the extreme limits 
of foreign exchange available 
for importing films, those 
that circulate are of a rela
tively high standard. They 
are usually fairly old and 
come from all parts of the 
world (including Canada).  
Film festivals are held reg
ularly in Maputo, consist
ing of half a dozen to a 
dozen recently made films 
from a particular country 
India, Brazil, Italy, and 
nearly all the socialist coun
tries have been the main 
contributors. Two highly 
successful festivals of films 
from the African continent 
have also been held.  

Mozambique's National 
Cinema Institute produces a 0 
regular newsreel programme 
that is shown in cinema 9 
houses, but it has also 
been responsible for produc- The 
ing a number of documen- from 
taries and two feature films.  
The Institute holds a vast library of 
raw film but lacks funds to edit and 
produce finished films. Canada's 
National Film Board has been in
volved in helping to train people at 
the National Cinema Institute.  

Television is broadcast only in 
Maputo four nights a week and is 
still called Experimental Television, 
as it was when it first went on the air 
in the early 1980s. Its programmes 
have a relatively high local content 
(many having been made by the 
Bureau of Social Communication of 
the Ministry of Information). Good

quality films and serials and highly 
popular socio-satirical soap operas 
from Brazil are also broadcast.  

Literature 

Given the strong cultural sensibility 
of the Mozambican leadership and 
the rich tradition of poetry writing 
in the period leading to Indepen
dence, the current state of literature 
in Mozambique is disappointing.  
The only major literary achievement

a

lished. The weekly magazine Tempo 
has a lively cultural section. The 
Writers' Association puts on regular 
debates. From time to time young 
writers get together to publish lit
erary magazines, and Mozambique 
is one of the few African countries 
with a considerable output of origi
nal cartoon-strip stories.  

Yet, without doubt, post
Independence literature has lagged 

behind dance, sculpture and 
painting in terms of vigour, 
innovation and variety. Vir
tually nothing has been done 
to publish the extensive 
records made of oral tra
dition (tales, riddles and 
proverbs). Hardly any pub
lishing has been done in the 
indigenous languages. The 
fine short stories of Luis 
Bernardo Honwana, first 
published in colonial times, 
are used over and over 
again, while very little new 
prose appears. Some pow
erful post-Independence po
etry by Craveirinha remains 
unpublished, although it 
has been declaimed several 

-. times at the monthly public 
c poetry sessions held in Ma
_ E puto's Central Park.

- . Many factors have con
Stributed to this situation: a 

]& lack of paper, the failure to 
. . develop a clear language pol

ditional instrument from Inhambane is made icy, a tendency at a cer
Kudu horn tain stage in the struggle for 

liberation and development 
of the post-Independence period has for some Mozambicans to choose 
been the publication of the works - anonymity and the collective and 
hitherto suppressed by the censor to repudiate individual authorship.  
- of pre-Independence poets. No- But given that the public hunger 
table among them is Jose Craveir- for artistic expression exists and the 
inha, Mozambique's outstanding na- printing capacity is there, the main 
tional poet, and Rui Nogar, both reason would seem to be editorial 
at one time imprisoned by the Por- timidity and a failure to encourage 
tuguese secret police. Other promi- the discipline and strength of vi
nent poets of the liberation strug- sion that, for example, good novel
gle are Marcelino dos Santos, Jorge writing requires. This would seem 
Rebelo, Armando Guebuza and Ser- to be an area where, once clarity 
gio Vieira - now all senior mem- could be achieved on how to give 
bers of the Frelimo Party. Works of writers their head, a major break
younger poets have also been pub- through could be made.
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Anti-apartheid demonstrators in "Ride to Freedom" event, Ottawa, May 1 
to call for the expulsion of the South African ambassador.

Prioritizing Sanctions 
BY GEOFFREY SPAULDING

Geoffrey Spaulding is Southern Africa 
REPORT's South Africa Special corre
spondent.  

In the previous issue of Southern Africa 
REPORT (vol. 3, no. 5, May 1988), Ge
offrey Spaulding emphasized the need 
both to avoid abstract sloganeering on 
the subject of sanctions and to adapt 
strategizing on sanctions to the chang
ing circumstances inside South Africa 
itself. It is precisely such an approach 
that Spaulding seeks to concretize in 
the present article. Spaulding's obser
vations in both articles are, of course, 
highly controversial. Indeed, his own 
earlier article presented quite sharp

criticisms of yet another article on sanc
tions in SAR, that by our U.S. corre
spondents, Jim Cason and Mike Flesh

man (SAR, vol. 3, no. 3, December 

1987). We welcome further contribu
tions to this important debate.  

As noted in my previous article 
("Moving Forward on Sanctions: A 
View from Inside South Africa", 
SAR, vol. 3, no. 5, May 1988), a 
more nuanced approach to sanctions 
would locate them as one aspect of 
the wider struggle in South Africa, 
emphasizing, in particular, the links 
between shifts in the dynamics of 
that struggle and sanctions them-

selves. One of these links is self
evident: a rising tide of mass re
sistance, producing its counter in 
higher levels of overt repression, 
tends to provide the "steam in the 
kettle" - for campaigns for interna
tional economic pressure, so that the 
latter grow in strength as a conse
quence. This was the case in the 
1976-77 "Soweto" period, as well as 
during 1985-86. In both instances, 
widespread public outrage in the 
West over South African government 
repression led to the imposition of 
significant new sanctions. The same 
process may well be seen in com
ing months in the wake of the South
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African government's effective ban
ning of 17 organizations, and severe 
restrictions on COSATU in Febru
ary, together with the current all-out 
assault on the ANC in exile.  

What is crucial is that this fu
eling of the sanctions campaigns 
is not the latter's only link with 
changing internal political develop
ments. When "key moments" force 
a shift in transitional strategy, a re
evaluation of the effects of sanctions 
must also occur, at least if there is 
some concern that sanctions should 
have some genuine impact in South 
Africa itself. Without such a re
evaluation, one is forced back to the 
view that all sanctions "work" by 
definition. Of course, the inade
quacy of this latter view, its failure 
to take account of the complex pat
terns of South African politics, has 
not diminished its popularity. This 
is not the point, however.  

Looking back at the history of 
sanctions against South Africa, the 
attributes of an approach sensitive 
to South African realities can be fur
ther fleshed out. The initial appeals 
for sanctions preceded the adop
tion of armed guerrilla struggle as 
the pivotal oppositional strategy in 
1960. But as sanctions campaigns 
developed, they came to focus on the 
undermining of the apartheid state's 
military capability, via arms embar
goes and disinvestment efforts. The 
latter were to prevent direct for
eign investment from boosting South 
Africa's industrial growth, which 
clearly has a strong correlation with 
military power.  

In the very healthy international 
economic conditions prevailing dur
ing the 1960s, these tactics were not 
too successful. But what is impor
tant here is that they were consistent 
with the long-term perspective nec
essary for guerrilla struggle: sanc
tions were not seen as an alternative 
with a possibly dramatic short-term 
effect (as was the case in the early 
years of Rhodesian UDI). Further
more, the potentially negative im
pact of sanctions/disinvestment on 
blacks had to be considered only

in relation to economic hardship, 
which was seen to be a tolerable 
price for the perceived political gain.  
Given the dormancy of mass oppo
sition, the very different question 
of possible damage to black politi
cal organizations and unions did not 
need to be seriously examined.  

The re-emergence of mass 
protest from the mid-1970s - the key 
"moment" here being Soweto 1976 
- culminated in the 1984-86 period 
when a different transitional strat
egy was operative: "ungovernabil
ity". While armed guerrilla strug
gle remained an element, the main 
driving force now was popular insur
rection. This was aimed initially at 
the weakest links in the state's net
work of coercion and control, the in
tention being to move gradually in
wards to the central core of power.  
But to succeed, progress had to be 
relatively rapid - that is the nature 
of insurrection. Given the unequal 
access to arms and the high cost in 
social disruption, popular uprisings 
inevitably cannot sustain themselves 
indefinitely.  

This factor made a difference to 
sanctions. The only sensible per
spective now was that they should 
quickly have a significant impact 
on the state's capacity to defend 
itself. In this context, forms of 
economic pressure which might (ar
guably) have a long-term effect sim
ply make no sense - by the time this 
effect is felt, the political conjunc
ture will have long since changed 
and the political impact might well 
be the opposite of what was in
tended. So it is not true that all 
sanctions "work"; nor is it true that 
an incremental process - adding new 
sanctions one by one - will shorten 
the process of struggle, "hasten the 
day".  

Of course, comprehensive 
mandatory sanctions remain a wor
thy goal in relation to an insurrec
tionary strategy - they would work, 
if they could be implemented by the 
major trading partners over a short 
period of time. But the circum
stances necessary for this did not ex-

ist in Western countries at the time, 
despite the temporary congruence 
of interests between pro-liberation 
forces and some forward-looking el
ements amongst Western business 
and governments. There was how
ever a brief flurry of interest in com
plicated schemes to sanction South 
Africa's gold exports, which would 
undoubtedly have increased pressure 
on the state. Much more significant 
was the implementation of financial 
"sanctions" by (mainly) US banks 
refusing to extend further credit to 
South Africa in mid-1985. This 
is possibly the one measure imple
mented thus far which could be said 
to have "worked", in this instance by 
forcing a major, though temporary, 
rethink amongst important elements 
of South African capitalism.  

Part of the reason that it 
"worked" lies in the changing struc
ture of South Africa's economy dur
ing the past decade and a half of 
economic crisis. During this period, 
capital flows from this economy to 
the rest of the world have become 
a crucial factor, as export earnings 
from gold and other minerals have 
fluctuated widely. In addition, the 
nature of capital flows has changed, 
the bulk being indirect investment 
(loans) rather than direct (establish
ment of subsidiaries by multination
als). Hence the economy's increased 
vulnerability to the actions of inter
national banks.  

Conversely, it can be noted here, 
the importance of "easily sanc
tioned" items - agricultural goods 
- has diminished in South Africa's 
trade since the early 1970s. Of the 
goods which are subject to "serious" 
bans, only coal and iron/steel are re
ally major trade items (and a future 
shift in world market conditions for 
these from oversupply to shortage 
may well alter sanctions sentiment).  
These and other related structural 
shifts in the South African economy 
and society over the past quarter 
century need to be considered in for
mulating strategy on sanctions, as 
in any other aspect of the liberation 
struggle. However, one unexpected
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consequence of the August 1985 fi
nancial crisis was that it contributed 
- albeit as one factor among many 
to the shift in state policy, appar
ent from early 1986, that involved a 
much tougher approach to crushing 
the insurrection and restoring over
all stability.  

After the "bannings" this past 
February, it can no longer be de
nied that the state's new approach 
has been effective: the struggle has 
entered into an "ebb" phase as mass 
mobilization dissipates. With insur
rection now ruled out, a new the
ory of transition needs to be devel-

oped. And moving forward on sanc
tions means adapting them to this 
new theory.  

The contours of this new phase 
are being shaped by state strategy, 
given that the balance of forces has 
shifted back in its favour. This strat
egy can be expressed very simply: 
in the short-run, pacify the town
ships and emasculate progressive po
litical leadership by all means avail
able via Emergency powers and vig
ilante and similar groupings; - in 
the longer run, alleviate, if only par
tially, the material grievances un-
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Protester outside Paul Simon concert, Royal Albert Hall, London, 1987

derlying the generalized militancy 
amongst the black population which 
fueled the insurrection.  

The most urgent need at this 
stage should be very obvious - to 
try to keep intact as far as possi
ble what remains of the mass or
ganizations after the state's assault.  
This implied a tactical retreat from 
the stance of an all-out offensive by 
the insurrection. This was recog
nised by political leaders, as is ev
ident from the slogan - "Defend, 
Consolidate, Advance" - adopted as 
the theme at the secret UDF confer
ence in May 1987. At that time, the 
UDF itself was already in extremely 
poor shape. Moreover, the attack on 
the trade unions was also beginning 
to come to a head with manage
ment starting to take a very tough 
line in negotiations, the government 
introducing new labour legislation, 
and physical attacks on union of
fices becoming commonplace. Un
der these circumstances, it should 
not be surprising nor disturbing, 
that the unions would, in formulat
ing positions on international eco
nomic pressure, choose to place the 
protection of their members' jobs 
and the preservation of their organi
zational survival ahead of "political 
gains" whose precise scope and sub
stance are in any case somewhat un
certain under present circumstances.  

The next phase of reconstruc
tion/consolidation will likely be long 
and slow, with the emphasis on 
establishing more robust structures 
down to the local level. One of 
the weaknesses of community-based 
organizations during the 1980s was 
their failure to establish solid inter
nal structures and practices for de
cisions, for strategizing and for the 
execution of tactics. They relied 
instead on more spontaneous orga
nizational forms. This might have 
been adequate if the state had been 
weaker and its ties with the soci
ety less multi-faceted and complex 
(as appears to have been true in 
Nicaragua, for example). As it was, 
there was not enough time to begin 
to take any steps towards the fur-
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ther consolidation of the movement 
before the state's counter-attack was 
launched.  

International strategy at this 
stage therefore demands supporting 
the rebuilding of organizations in
side South Africa, not helping to 
undermine them (as sanctions on 
most trade items would appear to 
do). This may require a basic re
orientation on the part of sanctions 
campaigns towards a "two-track" 
policy including, in addition to sanc
tions, more "positive" measures to 
assist the rebuilding process. This 
approach fits well with the spirit of 
the Front Line States' arguments at 
last October's Commonwealth meet
ing. Of course, "positive measures" 
are also increasingly being adopted 
by foreign corporations still in South 
Africa (e.g. the Ford/Samcor stock 
deal with the NUMSA union re
ferred to in my previous article). Yet 
even the fact of corporate sponsor
ship need not necessarily be an ar
gument for opposing such measures.  
Organizations inside South Africa 
are forced to confront these mea
sures; similarly, sympathizers out
side may have to engage with them 
more positively in an effort to en
sure that corporate actions are as 
appropriately oriented as possible.  
(It can be noted here, that policies 
such as closing diplomatic missions 
which provide support to local or
ganizations runs counter to overall 
strategic needs. Instead, these rep
resentatives could be encouraged to 
be even more active.) 

What of sanctions themselves? 
The longer-term strategy of the 
state may well improve living condi
tions for many blacks. There could 
even be some opportunities for some 
of the promised "reconstruction" to 
be carried out under the auspices 
of the opposition itself - given the 
focus on local level "redistribution" 
with regards to housing and other 
forms of community development.  
But it will be carried out under 
the close supervision of the shad
owy Joint Management Committees 
which are, in turn, the local expres-

sion of the National Security Man
agement System (NSMS). It is this 
set of institutions which is respon
sible for both legs of state strat
egy during the Emergency - repres
sion and stabilization. As the state 
moves from the former to an increas
ing concern with the latter, its most 
pressing need is for money - to pay 
for houses, streets and lighting, and 
to create jobs for blacks.  

Although the government and 
South African companies have been 
able to obtain trade credit from for
eign lenders (including loans to re
plenish oil stocks), few other loans 
- for 'development capital' - have 
been available since August 1985.  
In this respect, the financial "sanc
tions" imposed then continue to 
work. Partly as a result of this (to
gether with its difficulty in cutting 
spending in other areas), the govern
ment is presently short of funds to 
carry out its stabilization strategy.  
The main thrust of its present fiscal 
policy is to capture for its own use 
the massive cash flows which have 
been dammed up due to the lack of 
incentives to invest in production.  

This is what privatization aims to 
do in South Africa (a very different 
purpose to Thatcherism), and this 
is the intent behind changes to in
surance company taxation as well.  
Similarly, the intended freeze on 
public sector salary increases would 
help to limit existing state spending 
commitments. Substantially more 
analysis is necessary to assess fully 
the government's financial require
ments; nevertheless, it is reasonable 
to argue that the limited foreign cap
ital inflows are a major obstacle in 
the way of longer-term political sta
bilization.  

The implications for sanctions 
should not need to be spelled out.  
In April 1990, the South African 
government's 3-year partial mora
torium agreement with its foreign 
creditors expires. It is not impossi
ble that, at that time, foreign credit 
will once again be extended. Ap
proximately one-seventh of the for
eign debt outstanding in 1985 will

have been repaid, as well as inter
est, as the South African govern
ment has made restoring its credit
worthiness a top priority. Also, by 
1990, the political events of 1984-86 
may well be no more than a fading 
memory (nightmare?) for interna
tional bankers, whose interest in pol
itics is not great.  

Influencing the activities of in
ternational financial institutions is 
not very easy, of course - even the 
most powerful of Western govern
ments have severe problems imple
menting economic policy as a re
sult of multinational bank lending.  
They have had to co-ordinate their 
actions to try to impose some con
trol, which provides one lesson. The 
complexities of the international fi
nancial system may well make it im
possible to prevent capital flows to a 
country, just as it seems impossible 
to prevent completely flows of low
volume high-value commodities like 
those which comprise South Africa's 
most important exports. But a par
tial stoppage of these loans could 
still have severe implications for gov
ernment financing.  

In any event, what is clear, from 
inside South Africa at least, is that 
we are now into a new period. What 
was true during the years of opti
mism - 1984-86 - no longer holds.  
It does not help to seek absolution 
for failures by blaming those on the 
same side (as Cason and Fleshman 
appear eager to do in SAR, vol. 3, 
no. 3, December 19B7). Nor does it 
help to remain trapped in the past.  
What are needed are fresh ideas, 
fresh directions. The urgency of this 
is of course, far greater inside the 
country, but the responsibility to fa
cilitate it no less for sympathizers 
outside. But unless we can develop 
more realistic analyses of our current 
situation than that put forward by 
Cason and Fleshman, and unless we 
can engage in more constructive de
bate over differences which are, af
ter all, limited if real, then we may 
be doomed, both inside and outside 
South Africa, to remain in our cur
rent impasse.
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Women, Solidarity & Southern Africa: 
Report of the National Workshop

About seventy women from across 
Canada - from Terrace, B.C. to 
St. John's, Newfoundland - came 
to the June weekend workshop enti
tled Women, Solidarity and South
ern Africa. They met at a confer
ence centre outside Toronto to plan 
ways of making solidarity work with 
the women of southern Africa more 
effective.

The national workshop was a 
follow-up to two previous south
ern African conferences - Montreal's 
Taking Sides in February 1987 and 
the Vancouver Parallel Common
wealth Conference in October. At 
both those events, women had been 
frustrated by the lack of atten
tion paid to gender issues in the 
southern African solidarity network.

Women also wanted to broaden the 
solidarity network - to draw in 
more women from different Cana
dian communities, in particular the 
native, black and immigrant com
munities.  

The organization of the work
shop - taken on by a group of 
Toronto women - began with a series 
of Dlanning consultations with sol-
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idarity activists in Canada's differ
ent regions. The goals of the work
shop were refined to address the con
cerns already raised and others that 
emerged from the regional meetings.  

The goals included not only the 
ones expected for such a meeting 
- an evaluation of existing soli
darity work and resources; an in
creased understanding of the situa
tion of women in southern Africa; 
the coordination of national cam
paigns around issues for women.  
There was also the goal (as the work
shop proposal put it) of "exploring 
and developing a participatory ap
proach to solidarity work that makes 
conceptual and practical links be
tween women's lives and struggles in 
Canada and southern Africa." 

The idea was to use this par
ticipatory approach in the planning 
process and in the workshop it
self. Organizers hoped the work
shops would encourage participants 
to identify the resonances and links 
between political issues they are in
volved with here in Canada and 
those in southern Africa, to see how 
these connections might form the 
basis for solidarity action.  

Racism, the situation of native 
people, the exclusion of Franco
phone people, class and gender divi
sions - all of these, which are issues 
in Canada, came up at the work
shop as ones which inform, or should 
inform, our solidarity work. How
ever, people also agreed that the ap
parent similarities of some of these 
issues for Canadian and southern 
African women should not be taken 
as implying that they are indeed the 
same. For although comparisons are 
useful and instructive, struggles take 
place in, and are structured by, very 
different political contexts.  

There was a degree of consensus 
about the most effective approach to 
solidarity work with women. Many 
participants argued for a grassroots 
solidarity that builds mutual sup
port and understanding between 
women who struggle against op
pression in different parts of the

world. In trying to build sup
port for the anti-apartheid struggle 
amongst women in different commu
nities, they said, it's important to 
go to those communities, to support 
their struggles, to develop trust and 
mutual respect. Work with native 
women was strongly emphasized by 
a number of groups. Others stressed 
that it was necessary to continue 
working to influence those who had 
power - local, provincial and federal 
government officials.  

The attempts to organize a work
shop process that was more par
ticipatory and educationally innova
tive produced mixed results. De
spite what had seemed like an enor
mous amount of discussion about 
the process beforehand - in the 
planning committee and in prepara
tory regional meetings - partici
pants arrived with varying expec
tations of the workshop. Some 
felt the "community-building" exer
cises were time-wasting or detracted 
from the task at hand. Others felt 
that the different techniques for get
ting at the issues really helped to 
draw new connections and insights.  
People's experiences in the different 
workshop sessions were clearly some
what uneven.  

The input of Firoza Adam 
from the Federation of Transvaal 
Women, Susan Mnumzana from the 
ANC and Monica Nashandi from 
SWAPO, was energizing and educa
tive. Indeed, for some participants, 
their 'information sessions' were the 
most important aspect of the week
end. Hearing about the strug
gles of women in South Africa and 
Namibia, their priorities and their 
perceptions of the role of solidar
ity work, inspired us and helped to 
define directions for our work here.  
Their contributions helped to define 
some of the proposals that were en
dorsed on the weekend: to continue 
to focus attention on the plight of 
women and children political pris
oners; to use the World Council 
of Churches' Decade on Women to 
mobilize Canadian churchwomen; to 
link up with international solidarity

campaigns; to put pressure on our 
own government to impose sanctions 
on the apartheid regime and give 
support to the Front Line States.  

The workshop also illuminated 
another important point in terms of 
how to organize concrete or financial 
support for women's organizations 
in South Africa and Namibia. It 
was agreed that there must be con
sultation with the liberation move
ments. Funding should go to or
ganizations that are working to
wards building democratic organiza
tions rather than merely generating 
income for a select group of women.  

Perhaps the most successful as
pect of the workshop was the 
strengthening of the national net
work of women in solidarity work.  
The feedback from regional group 
meetings during the weekend re
vealed the very uneven capaci
ties and resources for anti-apartheid 
work in different parts of Canada.  
Those regions with limited resources 
stressed how important it was for 
them to be able to link up with na
tional campaigns, to share materi
als and visiting resource people with 
the regions with a stronger organi
zational base. Contact groups were 
identified for each region to provide 
for more coordinated campaigns and 
actions in the future.  

The connections amongst women 
participating in the workshop were 
achieved not just through the dis
cussions, and the exchanges of ad
dresses and work plans. The mo
ments of shared fun and hilarity 
which interlaced the weekend played 
its own part - sweaty and enthu
siastic toyi-toyi-ing with the cul
tural group, Siyakha, "TV commen
taries" on workshop events which 
demonstrated a willingness to try 
and breach language barriers, the 
South African contingent's display 
of subversive misappropriation of 
Afrikaner culture. As one woman 
put it: first there was the women's 
caucus in Montreal, the workshop 
in Vancouver and now this weekend.  
Something is building ...

Southern Africa REPORT

W(=

july 1988



The Academic Boycott: 
Kingston, May 1988

Anti-apartheid protester outside Paul Simon concert, London, 1987

The occasion: the annual meet
ing of the Canadian Association of 
African Studies (CAAS), held at 
Queen's University, Kingston, On
tario in May. The issue: the aca
demic boycott of South Africa.  

But this was not, in the first 
instance, an issue posed in merely 
general terms. A specific case 
had placed it on the Association's 
agenda. Paul Lovejoy, professor

of early West African history at 
Toronto's York University, Vice
President in charge of research there 
and also, as it happened, Vice
President of CAAS, had, earlier this 
year, accepted an invitation to visit 
South Africa and give a series of lec
tures on his specialty at various uni
versities. In any event, he was de
nied a visa by the South African gov
ernment. Taking his case to the rest 
of the CAAS executive, Lovejoy con-

vinced them to write letters, over the 
signature of the Association's Pres
ident, Bogumil Jewsiewicki, to both 
the South African Ambassador to 
Canada and to Secretary of State for 
External Affairs, Joe Clark, protest
ing his exclusion. The grounds: that 
the South African government's ex
clusion was "clearly an infringement 
of academic freedom and an outrage 
to the Canadian scholarly commu
nity" (emphasis added)! 

The Association's move was not 
greeted enthusiastically in many 
quarters. What about the aca
demic boycott of South Africa, asked 
a group of Africanists from Dal
housie University in a letter, cit
ing Canadian Association of Uni
versity Teachers' (CAUT) guidelines 
to support their case. "Surprised 
and dismayed" to learn of Lovejoy's 
visit, they professed themselves to 
be "even more amazed to discover 
that the CAAS Executive, rather 
than opposing such a visit, was to 
protest the regime's denial of a visa 
for Professor Lovejoy!" At Lovejoy's 
own university the York African 
Studies Programme, after some ini
tial confusion, expressed reluctance 
to support his case without also giv
ing due weight to the claims of the 
academic boycott.  

The issue was thus very much in 
the air in the run-up to the Con
ference; it would have to be dealt 
with at the membership business 
meeting and conference organizers 
also scheduled a panel session at 
the conference to further explore it.  
Many academics felt - and subse
quent debate at the conference was 
to confirm them in such an opin
ion - that the issue was not one to 
be resolved by appeal to fixed and 
rigid principle, either that of "aca
demic freedom" on the one hand or 
that of blanket boycott on the other.  
Aware of the strong feeling in many 
quarters that Jewsiewski's original 
letters were ill-advised, the CAAS 
Executive proposed to the business 
meeting that an ad hoc committee 
be established to explore the issue 
and advise the Association as to how
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to deal with such cases in future. In 
consequence, substantive considera
tion of the merits of the case took 
place only in the subsequent panel 
discussion.  

Fortunately the discussion was a 
good one and, with any luck, will 
have some impact on the ad hoc 
committee's deliberations. Chaired 
by Professor Linda Freeman of Car
leton University, the panel members 
were Neo Mnumzana, head of the 
ANC's delegation to the United Na
tions, Mike Morris of South Africa's 
Natal University, an academic with 
a long record of involvement in the 
struggle in South Africa and John 
Saul who, like Paul Lovejoy, is from 
York University. The key contribu
tion was made by Neo Mnumzana.  
He suggested that the emergence, 
in recent years, of a strong popular 
democratic movement above ground 
inside South Africa had made the 
notion of an absolute academic boy
cott increasingly less appropriate 
and one no longer unequivocally 
advocated by the ANC itself. The 
movement inside needed its own di
rect contacts with the outside world 
and, alongside the ANC, could best 
judge who might appropriately go 
abroad to speak and who might visit 
South Africa.  

Not, as will be obvious, that this 
much more nuanced position regard
ing the boycott has anything to do 
with a presumed absolute right to 
academic freedom. Clearly the ANC 
continues to urge that any "free" 
movement of academics in or out 
of South Africa which services the 
maintenance of apartheid should be 
considered unacceptable. Of course, 
the ANC representative was well 
aware that in some ways this new 
flexibility posed even more complex 
challenges both for South African 
academics and for supportive aca
demics abroad. For once the ab
solutist answers (on both wings of 
the debate) have been qualified as 
the terrain of boycott becomes even 
more intensely and complexly po
litical than ever before. The ac
tual process to be followed in de-

ciding on the bona fides of itin
erant academics is by no means 
a clear one, referring the matter 
to the judgement of the popular 
movement inside South Africa or to 
the anti-apartheid movement out
side the country not being any very 
straightforward exercise.  

Mike Morris underscored the 
value to progressive South African 
academics of maintaining contacts 
with sympathetic international in
tellectual currents, noting the irony 
that it was often only the progres
sive international academic commu
nity that denied itself such inter
change since the more right-wing el
ements came and went from South 
Africa with relative impunity in any 
case. He therefore agreed whole
heartedly with the ANC represen
tative on the need to flexibly in
terpret the boycott imperative, but 
he also carried forward the discus
sion of the complexities involved.  
He pointed out the impossibility for 
many academics outside the social 
sciences to demonstrate the anti
apartheid credentials of their sub
stantive work, for example. He em
phasized instead the efforts inside 
the country to provide an organiza
tional rather than a merely individ
ual response to the issue, and the ef
forts to establish academic bodies in
side South Africa with a clear demo
cratic thrust to which academics 
could attach themselves. Morris 
noted that his own faculty/staff as
sociation of the University of Natal 
had aligned itself with the UDF and 
he discussed the steps being taken to 
establish a new, nation-wide group
ing of democratically-inclined aca
demics. The existence of such a 
body with a clearly-defined member
ship could make it easier for those 
outside the country to make rele
vant judgements about the creden
tials of those coming from inside.  
However, Morris reminded the gath
ering of the harsh fact that, to a 
considerable degree, it was still the 
South African state that would be 
making many of the operative deci
sions, precisely by denying or grant
ing passports and entry visas!

John Saul recalled to the audi
ence that the CAAS had already es
tablished a precedent for flexible re
sponse to visiting South African aca
demics many years earlier. Thus, 
at the 1976 meetings in Victoria the 
credentials of Professor J. Moolman, 
a South African academic deeply 
implicated in the apartheid appa
ratus, were queried at the busi
ness meeting and his invitation to 
speak at the conference withdrawn.  
Any abstract application of an "aca
demic freedom" principle was quite 
self-consciously over-ridden by the 
vote; at the same time the bona 
fides of other South African aca
demics at the conference of very dif
ferent (but still quite diverse) po
litical credentials from Moolman's 
were, equally self-consciously, not 
so questioned. The current debate 
seemed to confirm the wisdom of this 
earlier stance.  

Saul saw the case of Canadian 
academics proposing to go to South 
Africa to be rather more compli
cated. Certainly, there was not 
likely to emerge a Canadian organi
zation with anything like the equiva
lent role Morris hoped the group-in
the-making of which he had spoken 
might come to play in South Africa 
(although the establishment of a 
clearer set of guidelines on the is
sue by the CAAS might be a step in 
the right direction here in Canada).  
In theory, Saul suggested, the onus 
of proof should still fall upon the 
scholar concerned to establish the le
gitimacy of any given trip, even if it 
did remain difficult to imagine pre
cisely how this might be monitored.  
In the end, perhaps, it would have 
to come down to a judgement call 
on the part of the scholar and his or 
her peers, one made in the context 
of an on-going (and inevitably polit
ical) discussion regarding the appro
priateness of various quite concrete 
kinds of linkages established with 
South Africa. But such a scholar 
should also feel constrained to touch 
base broadly with relevant bodies in
side South Africa. This would be 
most straightforward approach vis
a-vis a university like the Univer-
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sity of the Western Cape where there 
exist both Senate regulations gov
erning academic exchanges, regula
tions designed to permit only those 
exchanges which, in broad terms, 
further the anti-apartheid struggle 
and a Senate International Relations 
Committee established precisely to 
monitor these regulations. (Signif
icantly, UWC also has a faculty
based Association for Democratic 
Education which plays an active role 
around these questions.) At other 
universities such an attempt to in
stitutionalize the means both to take 
seriously the academic boycott and 
to render it acceptably and usefully 
flexible have not been developed to 
this kind of level. But staff associa
tions do exist at many of them which 
do take the issue seriously and these 
might fruitfully be consulted, for ex
ample.  

But what of the specific case of 
Paul Lovejoy? Here, there did seem 
to be some agreement amongst par
ticipants in the seminar. Lovejoy

himself is no apologist for apartheid 
and, indeed, had earned his visa re
jection by virtue of certain critical 
remarks he had made in the me
dia regarding the activities of the 
South African government. More
over, presentation of his work on 
Nigeria could provide for an enlight
ening scholarly exchange, even if the 
various African Studies Centres he 
proposed to visit cannot readily be 
seen as central to the popular move
ment and even if his topic is not 
particularly central to advancing the 
anti-apartheid cause. At the same 
time, unfortunately, it was not clear 
just how actively he had pursued 
relevant opinion inside South Africa 
itself regarding the likely utility of 
his visit; it was also apparent that 
many progressive academics, under 
a similar set of circumstances, might 
choose not to go - even if they were 
to obtain a visa. Still, on the merits 
of the case, most felt it would not be 
easy to deny Lovejoy leave to follow 
his own conscience in this regard.

It bears noting, however, that in 
the lively discussion which followed 
the presentations by the panelists 
no-one seemed inclined to support 
Lovejoy on his own chosen grounds, 
on the basis, that is, of any claimed 
right - cast in terms of the impor
tance of academic freedom and tran
scending political considerations - to 
go there! Rejection of this kind of 
argument seemed to be demanded 
by the continuing strength of the 
logic of the academic boycott, how
ever flexibly it is now to be inter
preted. There remains the need to 
cut off links with the apartheid sys
tem (although not with the move
ment of democratic opposition) and 
continued merit in refusing to yield 
the high ground of principle from 
which to critique, embarrass and 
counteract those academics - South 
African or Canadian - whose ac
tivities and movements place them 
unequivocally on the wrong side of 
the struggle for a democratic South 
Africa.

Readers' Forum . . .

MAGAIA BOOK AVAILABLE 

19 May 1988 

It was good to see your report on 
Lina Magaia's tour promoting her 
book, Dumba Nengue: Run For 
Your Life. It will be useful for 
your readers to mention that this 
book is published by Africa World 
Press Inc. and that our distribu
tor in Canada is the Development 
Education Centre, 229 College St., 
Toronto, M5T 1R4.  

Congratulations for producing 
an excellent and consistent source of 
information and analysis on South
ern Africa.  

Kassahun Checole, Publisher 
Africa World Press Inc.  

Box 1892, Trenton, NJ, USA

BRUCE PATON PHOTOS 

11 May 1988 

A brief note to say how much I en
joyed your February issue on "The 
Frontline" - an excellent review of 
crucial regional topics, and one that 
I hope will get the broad readeraship 
it deserves.  

It was also interesting to be con
fronted with ... Bruce's co-op pho
tos; it's a real credit to him that they 
don't pale even for those of us [here] 
who feel as if we've lived with them 
for years! 

Best for the future, 
Yours sincerely, 

Murray McCartney 
Director, CUSO Zimbabwe
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Siyakha Cultural Productions, recently established in 
Toronto, promotes and produces Authentic Peoples' 
Culture from South Africa and around the world.

189 Harbord St.  
Toronto, Ontario, M5S 1H5 

Phone (416)538-2839

IN

W-, -




