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b U M K A R Y .

Inspired bv the numerous questions on the value of 

Tine-Art* to the contemporary Sast /-Tricon, tne author is 

accustomed to hearing, us well as the variety of answers 

and explanations they stir up, this 3tudy endeavours to 

establish the reasons wjiy these questions are asked repeat

edly by both the young and the adol* and ..nether the present 

approaches to answering them are the best one can have. The 

inquiry goes on to find out whether the possible role of the 

yine-Arts in this region is as fully realised by people as 

it should. It is revealed that quite a number cf people 

ore still unaware of the existence of the arts ar such and 

that where people are, the scope and the possible role of 

the media in society are often unduly di:ui’-tshea, ,Ve have 

on the one hand attitudes which demonstrate people's indi

fference to these arts as well as the efforts being made to 

promote them; and on the other, highly commendable experi

ments which are made to preserve, encourage and at times to 

introduce*'the arts to audiences which have never encountered 

them before. Specific recommendations are mode towards 

reducing the unawareness and the indifference shove and making 

tha desirable experiments more effective an? realistic than 

they are now.
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IMTRODtCl'IOW.

The ground covered by the twelve main parts 5n which this 

text can be sub-deviled is introduced to the reader as follows. 

Following this introduction, we lock bock, two or three centu

ries, in the chapter entitled 'A SHORT BACKGROUND TO THE 

QUESTIONING OF THE VISUAL ARTS*. This part mainly couches 

those aspects of the perishing communities of Sast Africa 

which are relevant to thi3 siudyr Following the above, a 

look is taken at the contemporary artistic ecene. A consider

able degree of indifference to advanced forms of these arts, 

on the part of Ea3t Africans, is noted. The demand for the 

art3 and their produot3, as illustrated by what p Dole ask 

for, look for in work3 of art, and what they select to live 

with in their homes, is examined. It 1 3 d. iectei that v/hat 

is being asked of the Visual Arti3t in this region, by the 

majority of the population; namely 'Naturalistic or Reali

stic Images', is not likely to embrace all these Artists' 

wishes and inclinations, The existing local demand does not 

seem to be‘adequate to contain the Arti3ts and their products, 

though they ere still far from being abundant.
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The picture, however, is rot altogether as 3&d as the 

previous paragraph has tended to paint it. There are signs 

of a better future from the direction of the local demand, for 

the Visual Aits and there is evidence to show that many of the 

practicing Artists are rewarded for their work, but, it must be 

admitted, mainly by requests from people who are from outside 

East Africa. This unsatisfactory situation has already caused 

some people to act, Maiy of those concerned in one v.oy or 

another have contributed to thi3 study by expressing their 

respective problems regarding the various areas of the field 

covered by the term ‘Visual Arts*. Some of the problems 

seem to be peculiar to certain localities in this region.

Some suggestions from various people +awards bettering the 

situation also appear in these pages. Following "the above, 

the reader will be able to sample the attitudes of the practi

cing Artists in East Africa, as revealed by their declared 

intentions quoted in this text.

It has,, already bean hinted that the existing local demand 

is not lilceiy to embrace all the Artists' wishes and inclinati

ons. This situation may very well be the cause of a number of



repeated questions c the contemporary Visual Arts. In this 

study, well over four hundred of such questions ore collected 

ai.l examined. These are fro a different categories of people. 

What these questions are mainly about is revealed and means of 

providing answers to them ,.re suggested particularly under the 

section entitled ‘CONCLUSION’*

The reader will find that in this text the term ‘Visual 

Arts' is meant to include arts of Modelling and Sculpture, 

Painting, Print-Making or 'Graphics* where the latter is not 

used in a more general way. Professional Artists, in the 

context of thi3 study, are these who have had for xl training 

in the arts, and in moot case those who have attended courses 

in the University level Art Schools and. are practicing Artists. 

By 'mashroom' construction huts the reader will recall the abu

ndant type.of huts in this region, with circular vertical walla, 

often constructed of poles and mud, with comical roofs of 

thatch. (See ill. pps. 19) ‘Beehive' construction huts will 

be taken to. mean conical hut3 with their circular edge on the 

ground. (See ill, pps. 1 3 )
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It ia assumed that apart from the main inclinations of 

groups or categories of people dealt with in the Analysis and 

Synthesis chapters of this text one will be able t. detect, 

from each contribution included, the attitude of each subsci- 

ber, irrespective of whether he is supporting the Visual Arts 

in East Africa to-day or not.

The author acknowledges the constructive advice the 

supervisors of this research programme have given him and all 

the contributions that have made this study what it is.
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A_SH03T BACKGROUND TO THE P-TJ53TIC!:H> • VISUAL ARTS.

East Africa, unlike most of West Africa and the Congo, 

oes not generally claim to poseas a rich heritage of the 

arts v.hieh are ^uestioneu. in Alia study. This is in agreeme

nt with what some observers have recorded.; Esly Leuzinger 

being one of them* He wrote:

"Since the people living near the source 
of the Nile were the most exposed to 
cultural influences from Egypt and Napata, 
it would be natural to expect their art to 
reach a high standard. But this is not 
the case. Although we find a great mary 
attractive craft products, their sculpture, 
in the pole style, is uninspiring and poor 
in quality, rarely advancing beyond the 
primary stage. Itr inadequacies cannot be 
accounted for merely by the fac4- that the 
Hemitis oa3toral peoples did not look fa
vourably upon the art of sculpture. Por 
here, as in 7/est Africa, alongside a Hamitic 
upper class there lives a settled Bantu 
peasantry, who continue to abide by their 
ancestor cult. Moreover, in Egypt and 

, Ethiopia a fusion between Hamitic and Semitic 
people led to great achievements in the 
cultural sphere. It may certainly be true 
to some extent that the patriarchal social 
structure of the Old Nigritic Peoples creates 
a rather uninspiring artistic climate. But 

.. then almost the whole of i/estern Budan al3o 
has a patriarchal form of organisation, and 
yet it has become one of the greatest artistic 
centres in Africa.’ This riddle has yet to be 
solved."

(Prom THE ART OP THE NEGRO PEOPLE by E.Leuzinger- I960)
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For c-nother obeerva*iot, the first five paragraphs of the first 

artleal in the Reference section of this text (pps. 200) 

are recommended to the reader*

Studies like that of Leuzinger above, often make note of 

exceptions, eg. that of the Makonde, and later, that of Akamba 

carvers, plus the current art teaching in schools, to which 

should be attributed most of the mature thoughts and products 

in the field of the arts, in thi3 region.

Without a strong proven past, the arts in question have 

had to be‘injected* into the area, mainly os one of the results 

of our contact with the outside world. 'Injected* ideas have 

been on the increase since the begining of this century.

Starting from occasional 'sunday-painters* and sculptors 

working on some individuals* verandah, eg. that of Margeret 

Trowell, the founder of the Art School at Kakerere University, 

Kampala, t,he Visual Arts have come to be included vrithin the 

local school curriculum right from the nursery to higher levels 

of education, in quite a number of cases.
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A let of what lias so for been achieved in the field has 

therefore much to owe Government Policy, first on Education 

(pre-indiperuence and carried on to the present), r id 

secondly on the promotion of traditional* cultures and art in 

general (mainly post-indiperj&encc). Y/e onlv need to mention 

here art works which are seen in in public places - gardens 

and on buildings, in museums, galleries and various privat® 

collections in homes a m  offices,

Csnerally, there has recently been more interest in the 

different arts, both indiginous and imported, in Past Africa, 

In the content of a number of such arts that can be referred 

to as traditionally East African, there isn't much that is 

completely new to cur public. If we take dancing, for 

example, what iu new may very well be the only fact that the 

public is these days often requested to be spectator where 

before, ie, traditionally, everyone present would be expected 

to Join in. Some of the dancea for 'show* to—d&y would have 

been serious..and more meaningful events in their original 

traditions. With the exception cf the cases where there is 

need for more communication linguistically, between groups 

within East Africa, a given dance rosy very well be the same
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ore, or the equivalent of what normally takes place in a 

number cf localities within this region. The other diff

erence to-dty may be the special lighiting and setting in 

theatres ajid stadiums, where it is becoming the rorrnal 

pzaciica to present these dances.

In the case of art media, therefore, which have strong 

roots in East African tribal traditions, cne is l.Ucely to 

have more chances of keeping the public involved end inter

ested than cne has with the non traditional ones.

Events have demonstrated that music and dance, by and 

for East Africans, also appeals to mAr\y outside this region, 

and these two arts, among others, are enjoying a wider 

appreciation than ever before. Going back to the ViRE&l 

Art3 which are our main concern, it has been observed that most 

of the demand and the appreciation there is come from one 

direction, that of the outsider. Then there are a few East 

African, children primarily, v/ho are often fascinated uy the 

handling of colours and other »*terials used in the field of 

the Visual Arts as well as some art works. One has also got
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the labourer, who, i. the work of art he is looking at i3 no c 

a portrait of someone he knows, would tend accept the 

’object* as just another nystic product of the modern world. 

There i3 a till z considerable barrier between the practicing 

artist end the man who should have been his main audience in 

our region which is yet to be eliminated. Why is this so ?

It would not be stretching the matter too far if we 

looked back to those dqys during which the * tribe* was still 

the most reliable unit, one of the many into which the East 

African population was subdivided.politically and economica

lly; and noted that peoples’ religions and philosophisa 

did not make a demand for much sculpture or painting. 

Communication, for example, with the dead could be affected 

at the places of barial, by rendering the atmosphere favourable 

to the parties concerned. The dead could ' tal«* to the living 

through another living individual, who would proberbly fall 

into a trance whilst the spirit of the deceased U3eu, a3 it 

were, hia vocal organs and the rest of his body. Unlike the 

case in other parts of Africa where we find profu#e examples 

of these arts, there was here no need for ancestor figures 

or similar abodes for spirits beside the shrinea which w'tre
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abundant, in the majority of beliefs. Depictions of king.'? 

and rulers vvere certainly not raiasc.4 where they had not been 

thought of.

Human habitations were often made up of small beehive 

and mushroom huts. To make sufficient shelter for mary people 

the same structure only had to be repeated several times, ty  

repeating and multiplying such simple structures hcrae~3 tead3 

and villages resulted maiy of which are 3 till common place even 

to-day.

The argument being advanced here is that even the largest 

of such huts, aay those of the Baganda, could be self sufficient 

ie, seen by the dwellers, without the addition of sculptures.

One of such huts would have a thatched surface on the outside.

Its evenness and the regularity of a chosen pattern, eg, rings 

of thatch round the construction, often demonstrated the workman's 

accompliohed skill and good craftsmanship, The inside, with 

one opening to it, was often fairly dark^ even during day-time, 

without a burning fire, (See plate 1)



A KIGANDA HUT



Plate 1



ENTRANCE TO A KIGANDA HUT



Plate 2
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The rather limited and woven wall space, continuing to the 

roof-ceiling, was never boring to look at. (platoa 2 & 3 ) 

Apart t rom ?ntcreating patterns made by the reed-work, 

utiliterian objects - gourds, skins, trophies and other 

collected objects hanging up, helped to break up the wall 

areas.

Y/e do know, however, that some: tribes had the practice of 

covering up the walls of theji- dwellings with painted - decorati

ve or illustrative patterns and figure^ particularly during 

certain c»remonies. The notes put down in the introductory 

pert of K.Cor/'a book: * WALL-PAINTINGS BY SNAKE CHARMERS III

TANZANIA* go some wey towards demonstrating that suHi paintings 

were often of c temporary nature and difficult to see inside 

the traditional huts. He wrote;

."The collection cf wall paintings mode on the 
walls of an African hut and customarily 
deleted at the end of an initiation ceremony 
had iia problems. The inside of a hut is in 
semi-darkness even at midday and the photography 
of paintings made with soot, red ochrs euyi white 

•• clay or python excrement under these conditions 
was never contemplated. It proved impossible 
tc cut the pictures out of the walls for a 
number of reasons...."

%



INSIDE A KIGANDA HUT



A study of the laiovn examples of wall paintings will 

reveal that it wa3 mainly the less patterned 'walla, eg those 

rade smooth with coats of cow dung or mud, that had to be 

rendered more interesting to the people using the abodes, 

(Examples: the Wa3ukuma huts, Bahi.aa huts, some Acholi

gianarj es) Walls would be embelishei with geometric and at 

times symbolic- flat figures, in applied earth colours.

Similar figures could also be achieved by tastiful arrangeme

nt of local colours of selected materials. In a number of 

cases, this sort of wall treatment made the surfaces harmonise 

happily with the rest of the textured surroundings such as 

woven walls, crafts like buskets and even tattoos, in some 

car.es, on the bodies of the occupants.

The landscaping of the area outside the traditional huts 

or houses often only took in account the occupantsr need to 

keep away snakes etc,, to dry some of their food-stuffc, to 

accomodate people, particularly during ceremonies, to provi- 

de pley-ground for their children and to keep domestic ani

mals nearby especially during day-time. These needs, in 

other words, often excluded ones that would have encouraged

17
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the creation of garden sculpture, for example, flower beds and 

grass lawns. Instead, it wa3 common praatice to have a 

multi-purpose clear area around and between the huta and possi

bly grow some of the needed plants for the treatment of deaeaoea 

and foof-crops near the dwellings. (See plate3 4 A 5 )



AN ACHOLI VILLAGE



Plate 4



A KONDE VILLAGE



1

Plate 5
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sasTira ciasuMSTArora.

2iar\y of the traditional constructions, those already 

mentioned and othero, are still available to-day for our 

study. In fait some of them are preferred to imported 

types by some people for what .they are 0 1 with some modi

fications in design and materials. With more and more 

exposure to the outside world, East Africans are getting 

a wider find more extensive range of possibilities to choose 

from. Other changes due to thi3 exposure and worthy of our 

attention here have been in religions, education.-!, politics^- 

and economic spheres and they have collectively affected the

aesthetics of East Africans in various wayc. Certain 

traditional Makonde sculptors, for example, carvers of figures 

of spirit-beings, have had to re-ori^ntate their role in the 

community, on being converted to Christianity aid other reli

gions. Cases have shown that traditional artists of this 

kind, even*those who have not changed much from their old 

beliefs, have recently hed to work more for demand from 

outside Easr Africa than for local needs. "
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people here too have not been alow to exchange what they hod 

for new Ideas related to different cultures and beliefs which 

have been introduced to them in the form of images and symbols, 

In the cases where the abandoned religions had no place for 

the Visual Arts, the changes a m  contacts already noted have 

been responsible for the introduction of the media, not only 

in the services of the new religions but also to life in gene

ral.

The change of a politically and economically stable unit, 

from the tribe community to the state community, and now 

towards the regional con>m”nity of .East African States, has 

necessitated some adjustment to be made on a number of aspects 

of life in this area - East Africans' concept of their arts, 

where they, existed, being one of them. Most of the planning 

has to take an interest in the well-being of much larger 

numbers than ever before. Thousands of people are to-dqy 

living together in our cities; huge national assembly 

buildings, cathedrals and hotels are common place. With the 

modem means of communication - transport, mass media, books, 

etc, it is possible for ene here to keep in touch with what is 

generally going on in the field of the Visual Arts all over 

the world.



There are more and more of the brick and reinforced concrete 

buildings being erected to-dey, and this, seen from the 

interests of this study, is promising. A large number of 

such constructions provide ample space for art works, 

particularly two diamentional ones, where the .’alls are 

only plastered and white washed unlike the traditional types 

which have already been discussed. It is needless to mention 

here that numerous means of avoiding such dull and lifeless 

surfaces, other than by displaying works of art on them, can 

be employed. - an example here being the hanging of craft- 

works on the walls of the Uganda Hotels during our days.

What is more, a given blank wall may be an integral part of 

a given architectural design. With the- abundance of space 

one finds on the walls of buildings, however, both outside 

and inside - areas which are more often than not well lit, 

and the now available demonstrations of what works cf art 

can do, there should be more room than ever before for 

paintings and similar meaningful objects. We are assuming 

here that Ihe users of these nevr lype of buildings accept 

the practice of harging pictures to be one way of making 

their houses more meaningful and habitable.

25
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In connection with architecture, it is good to bare in mind 

that sky-scrapers, huge constructions Dike cathedrals, hotels, 

parliamentary buildings,, etc,, never seen by our predecessors, 

are cumraon place to-day. The landscaping of the areas su

rrounding them, the provision of highways to and from them, 

both of which help to make the?e new phenomena belong to their 

respective environment, nave become more important than was 

the case during the tribe-peried.

But, though the range of art works to choose from is

almost limitless and the temptation to acquire them is

increased, it remains to the communi+v, state, and eventually

to individuals to serve their respective •requirements.*

Where one i3 completely free to choose or not to choose,

'requirements’ should be viewed from one's stand point. 'We

should also take into consideration the availability to one

of the means (financial and others) of satisfying these

'requirements'. Awareness of this will be of great imports- 
••

nee v/hen the reader starts to consider peoples' varied 

. attitudes, some of which are included in this text, towards 

the Visual Arts.



CLOSER QBS.TOVATIO!T3 O'T Tad PLAGE OF TITS VISUAL ARTS ITT EAST 

AFRICA TO A)AY IN RELATION TO VARIOUS CATEGORIES OF PEOPLE.

?/e have already noted the people who a^e usuall y  interested 

iu paintings or sculptures (see pps. -10 to 11), namely the East 

African Artists themselves together with a few «x*t levers who 

arc local people and well informed about the subject, Expatri

ates, Children, and at times labourers. The truth of this 

observation can be tested positively if one finds out the sort 

of people who make up the aiidience when exhibitions of art are 

being opened, those who sign the visitors-books in art g&lleriea 

and those who buy works of art.

Mary people have the tendaney of keeping in their home 

objects that they consider useful, meaningful or at least 

desirable for one reason or another. A general survey of the

homes in this region, with a special interest in the acquired
•• • 

examples of the Visual Arts, particularly by people living in

the modern types of houses, has revealed that maay of such

objects - meant for ‘visual cor.suption' - are in general to be

fount! in peoples’ living-rooms.
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Tliia is where there is space on the wall that face the 
occupants of the houses for long periods. This space on 

the whole i3 mainly suitable for flat or two-diaraentional 

objects. There are, more of :en than not, more needs for the 

three-diamention&i space between the walls of the living- 

room. Furniture ha3 to be accomodated here, enough room 

provided for visitors and some space has to be spared for 

the convinient circulation of the occupants. Prom this 

point of view, sculptures in-the-round, which are too big to 

be placed on shelves or coffee-tables, tend to be less 

desirable than photographs or bas-reliefs, to mention out 

two, that can be.hung on the walls.

The fact that mary people choose to keep most of the

objeots they collect for 'visual consuption* in their living-

rooms, made my task of finding cut the most popular of them

comparatively easier than would have otherwise been the case.

I only had to knock at the doors of the houses I selected and 
••

each time someone opened the uoor everything of interest was 

before me.

26
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Most frequently found in the living-rooms were

Calenders with pictures - of both the current 
and past years- thoae in colour apparently being 
preferred to the black and white onesi

Illuminated and a few printed mottos, sayings 
and proverbs#

Black and white photographs, mainly of relatives, 
members of the family visited, plus thoae of 
politicians, state-leaders and religious leaders 
of some significance to the occupants of a given 
house#

Craft-works - woven, of skins, of locally dyed 
fibres, embroidered ana so on;

Akaraba carvings as well as those from Kisii and 
those of the Makonde, Congolese paintings, plastic 
flowers and figurines;

Cuttings from newspapers and magazines - of 
particular characters and 'eye catching1 advertu- 
ments;

Examples of 3chool-pai.nting, modelling end drawing, 
mainly done by relatives or young members of the 
visited family - art works done at school.

Lastly, one had the rather few cases where people 
housed original works of art by the Professional 
Artists - mainly those practicing art in this 
region; reproductions of masterpieces by world 
famous Artists - A good proportion of these were 
^houses occupied by expatriates plus those of the 
Artists themselves.
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~t has already been observed on page .2.1, that what is housed 

in this way has to be meaningful or at least attractive and also 

available to the collector. It will also be noted that while 

it is easy tc see the use of a calender - made attractive by the 

addition of pictures; of an Akomba carving ox a lion - that 

dangerous animal; of a painting by 'my relative' or a photograph 

of someone I know or have heard about, it is likely to be more 

'taxing' to acquire works of art by the practicing professional 

artists, which are often not only employing 'distorted' images 

but ore,also quite expensive to buy even in the cases where we 

may be familiar with the subject matter, A Close look at « 

few particular homes will help to reinforce the abov . observations.

Plate 6 is a photograph taken inside the living- 
room of a five room house with a corrugated iron roof 
without a ceiling and a leveled but uncemented floor, 
to- say nothing about the half finished pole-reed-mud 
walls apparent in the picture, (For the ground plan 
see pp, 41.)

The house was owned by a family 'X' which was 
from a distant part of the country and had spent three 
years in the area. It was a happy family of six - 
a father and a mother livinz together with their four
so"s *nd a daughter. The children were not going to senooxt



Mr. 'X* bar!., until the eni of the previous year, 
some supervisory employment with a company which was 
managing a stone quarry in the neibourhood of his 
house. In fact he had been allowed to build the 
house on the company' 3  land so tnat he would be 
available for long working days.

At the time of the visit, which wa3 a surriay 
morning, the quarry had become extinct and Mr.’X' 
had turned to selling local beers as the main source 
of hie income.

The living-room was furnisned with simple 
benches ana a few mats made out of palm leaves were 
piled up in one of the four corners of this 6:ii- 
metre room. The room had no window and it was only 
the main door that allowed in a beam of dtylight. 
Most of the room therefore was only fairly lit.

Three of the walls were left completely bare 
but, hungir.g on the fourth, which was opposite the 
main door and therefore the best lit, was an Esso 
calender of the past year.

The reader can imagine how useful the calender 
was while Mr. 'X* held the quarry job. When both 
the employment and the calender yepr expired the 
calender was retained on the wall for decorative 
purposes. Visitors and customers would enter the 
living-room, sit dov/n and drink, talk and in no time 
forget the empty walls surrounding them.

- 2$
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Plate 7 is a photograph of a home which at the 
time of the visit wa3 being looked after by a 
cheerful shamba-boy with his wife. The home actu
ally belonged to another individual who had comple
tely entrusted it to the couple, over a year back.

The monthly income of the couple was about 
100/- ohs., earned by digging in other people's 
banana plantations. We may also mention here 
that half the house, ie. two of this four roomed 
house , remained locked up and the couple were 
mainly using the living-room and one of the bed
rooms (see ground plan on pps. 42)

It is noticeable in the photograph that 
'valuable' plants eg. banana trees and yams, v:ere 
encouraged to grow almost right round the house.
The photograph also shews the caretaker posing 
infront of the house; in the remains of a 
clearence which once existed between the building 
and a public road, about 35 metres eway.

Unlike the house we have previuosly looked 
at, belonging to family '.X', this one had a window 
to each room (see ground plan on pp3. 41) but the 
windows were seldom opened and the inside was 
therefore normally dimly lit.

The living-roon was about 4X4 metres with a. 
floor that was only leveled earth. The pole-reed- 
raud walls had a smoother finish than those of the 
'X's house. The room had no ceiling. More than 
half of the ground space inside this room was 
claimed by heaps of seeds and foodstuffs - beans, 
sweet potatoes, dried casava as well as sugar-canes. 
There was only one wooden folding chair and a small 
wooden table, covered up with plates, cuns, saucepans 
and paper-bags containing more foodstuffs. Under 
this table were two and a half bunches of banana.
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A clean hoe with a long handle was almost in the 
middle of the room and a metal f i? e together with 
a pangn were ccnviniently placed behind the main 
door to the house. booking was apparently done 
on the verandah.

Similar to the 'X's living-room, three of the 
four walla were left completely bare while the fourth 
which was again the best li^ had adverts and cuttings 
from magazines pinned up. The collection also 
included a picture part of a 'Snow Fire* calender cf 
one of the past years, ie. months and dates having 
been torn off. At the top of the above, crowning 
the whole collection, as it were, was a Christiana* 
cros3 which was of metal*

The caretaker again posed for the camera (see 
Plate 8).

Plate 9 is a photograph of a house belonging 
to an elderly family *Y*. Livir^ here were; 
a husband, his two wives and some of their grandsons 
and daughter.

• Prom the outside it was evident that th?s 
pole-reeu-roud walled building wes gradually getting 
worn out and that it was, at one time palaotered aik 
white washed. It had a corrugated iron roof and the 
windows were fitted with wire gause to keep insects 
out.

The income of the family, which was difficult to 
determine mainly upended on growing and selling 
coffee, beans, cotton and similar crops. Three men 
were employed to assit in the growing and the general 
maintenance of the crops.
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The ground infront of the house was levelled 
ard regularly swept cleen before spreading on it 
harvested foodstuffs to diy in the sun. The 
tree visible in the picture was valued for the 
shed* ii. provided to people during hot days.

On the verandah were piles of coffee beans 
and basket, tins and bags made out of hassian 
materiel for carrying the coffee reans.

The living-room had a cemented floor and a 
hard-board ceiling. Its white-washed wall were 
all covered up with mottos, photographs of the 
sons and daughters of the family at their wedding 
ceremonies; photographs of political and religi
ous leaders and a calender of the current year.
A clear spqce in the middle of the room was 
surrounded by a number of wooden arm-chairs, some 
with and others without cushions.

Plate 10 is a photograph taken out of doors 
of four reproductions, part of a rich collection 
of religious art printed copies and plaster cast 
statuettes found in the living-room of a big 
Christian family with a reasonable income.

The house had a well maintained grass compou
nd, about 100 X 60 metres; with colourful flower
beds of various shapes, bushes, foot-paths and a 
paved drive leading one to a garage at the back of 
the house. It3 brick and plastered, walls had 
recently been painted a creaury colour and it had a 
green roof of corrugated iron sheets.
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The inside of the house was brightly lit by 
daylight tnrough glass windows and doors with drawn 
curtains, and by electric light at night. The 
living-room had a soft beard ceiling painted white 
and a sisal carpet covered up most of the polished 
red cement floor.

The acquired reproductions, thcs« photographed 
and many others, were to be seen side by side with 
se-rni end completely abstract paintings and sculptu
res recently created *>y some of the offsprings of 
the family, three of whom were at the moment of 
the visit studying art at university-level art 
schools. The reproductions which mainly belonged 
to the parents might have had sn early influence 
on the minds of the children who grew up in this 
house with pictures on its walls and eventually 
chose art as a career.

Plate 11 gives ax. impression of a house with 
a forest of trees and bushes around it. The thick 
growth brings back to mind Flats 7 on page 32.
On moving closer to the house in Plate 11, however, 
(see Plate 12) we note a few interesting differences. 
While the house in Plate 7 is surrounded by food- 
crops, banana trees and so on, that in Plates 11 ana 
12 has, in its neibourhood, trees, bushes and other 
flora planted and maintained there solely because of 
how they themselves or the flowers they produce look. 
Plate 12 reveals some deliberation on the part of 
those who live in this particular house to arrange 
and determine the shape of what is grown and their 
disposition in relation to the house. The preoccu
pation in the case of Plate 7 seems to be using up 
all available lard to grow food5 ie different from 
the one supreme in the case of Plate 11 and 12 as 
well as that of the house described at the bottom of 
page 3 5.
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Flare 13 is the inside of the house in plates 
11 and 12. Similar to the interior of the livi
ng '■room described tit the top of .page 37, with the 
exception of the Christian symbols and images, 
there are curtains and art and craft works bunging 
on the walls.

The reader may wish to recall the more ani
mated walls of the traditional houses, eg. those ir> 
Plates 2 and }; end compere th*n with those of 
to-day when we have much more varied apprcsoh.es to 
using wall space. While the actual, walls have 
generally became less texture^ ie where they are 
only plastered and. painted, the range of objects 
that can be hung up on them has expanded in a 
way similar to that of the need to pay some 
attention to the landscaping of the surroundings 
to the houses of our days.

The houses and living-rooms discussed above are model's 

that can be found ir ary of the three States of East Africa.; 

it has therefore not been thought r.ecessaiy to include details 

about location, ownership and so on, above those that are 

relevant to illustrate the arguments 30 far advanced in this 

text.
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The observation3 made during visits to various homq some 

of which have been outlined, suggested that the acquisition of 

paintings, sculptures, and similar works, by professional 

artists, tends to be more restricted, than that of less 

demanding or expensive visual phenomena to the public, until 

they ere printed on calenders, eg,E3 3 0 calenders, put on or 

in public buildings or acquired by museums. While calenders 

go far and wide into the country sice, not every county or 

the equivalent has a museum or a public exhibition-room.

Such facilities are, on the whole, only to be found in Der- 

es-salu&m, Kampala and Nairobi. In connection with the 

above, it is drawn to the reader's attention that then copies 

of the questionnaire on page T\ , used during the collecting 

of the questions catalogued in this study, were sent to all 

the Community Development Centres in Uganda, only one of 

them was returned a^d this had only two questions on it,

While the response to the questionnaire cannot be taken by 

itself to prove either activity or inactivity of a given 

eontiy in the field of art, it is known, from first hand 

contacts, that not much is going on in such places that can 

seriously be refereed to os visual art.
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The observations made on people's reaction to the Visual 

Arts as we understand them to-day suggest that they are not 

I automatically accepted, not only in the areas where uiey have 

only recently b««o introduced bu+- alsc in those where local 

■ traditions had scrne art* The next chapter reveals some of the 

difficulties art teachers and promoters are facing and some of 
the suggestions they ere making.
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PROBLEMS, SUSGESTUIONS, AND OPINIONS F3CP VARIOUS APT PPOyQTEftS

IN EAST AFRICA TO-DAY.

As or.e the results of the questionnaire mentioned on page 

43, which will be dealt with later in full, the following 

problems end suggestions were sent to me. They, on the whole, 

reveal some individual's special problems and personal points 

of views, which were intended to contribute towards our undesta

nding of the present state of the Visual Arts in Bast Africa 

so that it may be bettered. The following two are concerned 

about the indifference of the public to the Visual Arts.

"I think people are only able to live with their 
own particular 'distortions' which seem 'natural' 
to them through familiarity."
(H.Dinwiddy-1969)

"I don't know what the purpose of your study is 
but I hope it will help the people of East Africa 
understand that art i3 not a foreign franchise 
and it is very important to include in school 
syllibus, simply because it allows s freedom of 

.. self expression so seldom offered our students 
to-day, ard which they enjoy, given the chance 
to see it for what it really is - something to 
enjoy - to make them smile."
(Unsigned - 1 9 6 9)

The following one leaves the problem of participation to 

inaividuals taste:



"I don't know much about art but I know what I like 
thus continuing the nyth that art is a subjective, 
comparative analysis. The individual cannot go 
beyord his sphere of rctlity - thua art is only 
valid as he 3ees it,"
(R,7/.Smith - 1969)

The next one is a general observation from an art teacher 

in a senior secondary school:

"Feople on the whole seem to thin!: that only the 
'chosen few' can attempt,to draw, paint, etc. and 
that art has not an important place in iiducation a 
at apy level. These (referring to questions 
187, -1S8 and 189 on page 87 ) are -mostly in
relation to teaching because I teach itself." 
(Unsigned - 1 9 6 9 )

The contribution below is referring to a particular group 

of students:

"Art in Nyeri High School ia  not taught as a 
subject. It is optional after school hours and 
it is quite popular. The students are mainly 
concerned with help ir> painting, drawing, €tc. 
but some are inquisitive about the nature of 
different types of art, for its own saite, rather 
than Just drawing - hence the type of questions 
(107 to 110 on cage 82 ).
(J.H.Johnson - 1969)

A more detailed contribution 
certain questions which have also

follows. This 

been catalogued

deals with 

in this text:
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Commenting on question 147 in the catalogue:

"To en artist this question must always be a 
suprise. He spends most of his life appre
ciating beauty - of nature, form, line, colour 
etc. I suppose one answer is this - Ey rot 
helping children to appreciate Beauty we are 
leaving one section of the whole perion'blind*. 
It i.c a waste and it is not fair to deprive 
people of the million happy experiences that 
God intended them to have,"

On question 148;
"la ny opinion anyone can draw up to a certain 
standard.!l

On question 149:
"Some people have a natural ability - it is a 
type of person who tends to draw - some find it 
easier to express tneir ideas in this way than 
others."

On question 150:
"A person with a high IQ can sometimes draw well 
but only if his intelligence is directed along 
these 3inea,"

On question 1 5 1 :
"Off course - all children enjoy 'art' or should 
do. It is up to the teacher to see that they 
do. By doing it they learn something - they 
they express their ideas etc."

On question 152;
"I suppose because so much art depends on outside 
influence (which has only come recently) and 
civilization. African Artists have always had 
to depend on their own culture for inspiration."



Ox. rue at ion 153*
"I think because in general, in this part of 
Africa, the sort of people who teach in primary 
schools have not been particularly interested - 
now we are teaching it in T.T.Cs. so the 
interest i3 growing. Also people are begining 
to see that it has educational value.

I use the word 'drawing* and 'art* as a shorthand 
I am afraid - off course I mean other Visual Arts 
as well,"

(Anna C.Neill - 1 9 6 9 )

To the following subscriber, information about the courses 

offered in the main Art School in East Africa, mty be lacking:

"There is a tendency in most college schools to 
think that the scnools of Art like A-acerere and 
her sister College Nairobi, merely train students 
so that they mpy eventually earn a living 
through teaching, painting and sculpture and 
holding periodic erjiibitiors in  Art Galleries, 
Because of this students take it for granted that 
only those who are naturally good - that is to 
say, those who can paint nice scenes, prtraits, 
etc,, are likely to he admitted into such schoola 
A thing I would regard to be wrong, because one 
could be a failure as an artist and yet prove a 
best designer. Go far, besides painting and 
sculpture, Makerere offers printing, typography, 
etc., the sister College Nairobi offers graphic 
design (which co-ordinates such lines as 
typography, advertising, book-illustration, T.V, 
design, etc.
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Do you think that most college schools her;- art: 
aware of this ? and if not, is there anything 
being done ? I sincerely hope end feel that 
besides African Painters and Sculptors we also 
need more designers for such places a- adverti
sing firms, textile firms and book - illustration 
T.V. etc,. Don’t you ?"
(l.K.Kiyegga - 1̂ ’o9)

longer contributions giving more opinions, from various 

people, concerning art to-day in our region, are included at 

the end of this text for further reference; these are:

(1) A letter to the author from the Art & 
English Teacher at Port Hall, Kenya(on 
page 200.)

(2) One from Pat Gordan(mrs,), Homa Bey, Kerya 
(on page 2 0 4.)

(3) Extracts from a ’Report on a visit to 
Schools in Uganda connected with the 
teaching of Art’ by R.Carline (page 2 0 5. )

(4) 'Towards improving Art Education in Schools' 
-paper by Gregory Maloba - Art and Craft 
Conference, Makerere University, Kampala, 
1 9 6 5 (page 2 1 3 .)

On the whole, the areas of art touched by different 

people in the above contributions are varied. If anything, 

they help the reader to sample some of the problems the 

Visual Arts are facing to-day in East Africa.



Some of the suggestions made tend to invite us to oarry out 

particular investigations before we can accept them as 'laws’ 

or at least draw conclusions from then. Others make us 

hopefuil that it is not yet too late to reduce the present 

indifference tc the Visual Arts, of our public, There ere 

already indications of certain directions which can positively 

be explored, '„'e cai> for example, look further into the 

implications of the selective way in which individuals chose 

to live with certain objects in their living-rooms, some of 

which are dealt with in the preceding chapter/ and also 

test the validity of the suggestion by H.Dinwiddy on page A5 

that through familiarity ‘diatorcions' can become 'natural'*

It can generally be said thet where a given individual 

does not posess the sort of mind that is susceptible to 

being led into 'dream worlds', which are at times created in 

the field of the Arts, his awareness and acquaintance with 

what is depicted in a work of art confronting him, is of 

fundamental importance if he is to attach some value to the 

depiction. The following recorded conversation between 

Dorothy Ssekadde and her friend, a Medical Doctor working at 

Mulago Hospital, partly reinforces the above generalization.

50
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Doo.

Seek.

Doc.

Ssek.

Doc.

Ssek,

Doe.

Ssek.

Doc.

"Whet type of art i3 this ? I hear that there 
is abstract art ard. realistic art

"Some of these pictures are abstract and others 
are realistic."

"What is your stj'le then."

"I am an abstract artist who prefers to leave the 
observer to discover for himself. "

*Why did you decide to paint some of these realis
tic pictures ?"

"I wanted to make some of you believe that I can 
paint some things which are not‘distorted*."

"I do not think that I like your work, especially 
the one wiLh figures which have green eyes.
Mobody has green eyes on earth.'"

"But as a Doctor I am sure you will like the one 
with part of a frog's intestines which was 
studied through a microscope."

"Oh Ye3. I must take time to study ĵ our
work, and I like the one with blue and white,"
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ATTITUDES APOPTI'D gf ARTISTS.

Most of the observations and comments made in the previous 

chapter - those raveaDed by the questionnaire, letters to the 

author and papers on art and art syllabi for our schools, all 

demonstrate that while something has already been achieved in 

the field of art education, methods and means of teaching the 

subject are constantly under review for greater effectiveness. 

The efforts so far made in this area become particularly 

relevant to this study when we note that the majority of the 

our contemporary Artists, responsible for the art products 

whose value is questioned by the public, have attended these 

schools and owe much of their formative experience to them.

It is therefore reasonable to expect some fundamental differe

nces between what is required of them, by the small but develo

ping local demand, and what they decide to produce after school 

training. It may very well be that their approach to art 

observes certain standards in the field, above end beyond what 

the general public is asking for.

Apart from Dorothy Ssekadde, therefore, we find that 

m&iTy of the Artists working now often consider it necessary to 

^•tate to the public what they believe an artist's mission
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should be or what shoul! be the purpose of art in general.

"Every picture I paint must stand on its own.
Ivany people think, wrongly, that an artist must 
ha\-e something they refer to as 'style*. An 
artist does not impose e style on his work.
When you see a work you 3et something of the art
ist's individual way of seeing things. It's 
not so different from the fact that the clothos 
you wear will be different, from mine, ,ry soeech 
patterns different frou. yours. It's this human 
uniqueness, when translated to an artist's work 
that is his style.

An artist is one of the public. He is one of 
the community and he talks from within it. He 
gets his materials from the very society in 
which he lives.

Art is an expression for all - a good artist in 
Britain does not only communicate tc the British, 
he communicates to everybody,"

(E.Kyeyune - 1?65)

"Most of the early forms of art are expressed 
as patterns and designs on everyday articles, 
and t,.ere i3 no reason wny one should not frame 
a piece of lir.o and put it on the wall, if one 
finds pleasure in looking at it,"

(R.McConkey)

Ov'ner Artists find it convinient to tell the public what 

hey themselves are doing rather than what art and all artists 
ehouia do.



"Cell me a decorative artist. I love colours.
I enjoy the freedom cf overlapping them, 
harmonising them, singing, dancing o~1 laughing 
with them. Colours cry, you see, when used 
dirty.

I will not surrender to nature like a camera, 
forgeting ny feelings. ,/here then would ori
ginality and individuality come from ?"

(i'.Abub&ker - 1965)
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"I deal with a ‘Visual Life' which is either 
lacking or has too much during the process of 
formation; born, as soon as it is realised 
in the imagination; capable of growing in 
time and space, and more particularly in man* 3 
mind; dying when the rush of a new experience 
drowns it, Vy work is an attempt at preservat
ion. "

(G.Kakoosa -jiAK - 1 9 6 5)

"iHedical illustration is a rare field and I find 
it immensely satisfying. It trains you to be 
observant, it sharpens your memory and imagina
tive powers, and it demands art work of meticu
lous precision."

(W.Serumaga - 1 9 6 6)

"I am an Indian, born in Africa and studying in 
Europe. I cannot remain a recluse and not be 
influenced by modern movements of art in Europe 
and America. Even the ancient cultures of 
lijdia and Japan cannot escape it."

(S.Rajabali -1966)
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"I am looking for the ultimate design, the re- 
petative patterns. Plant studies are ideal 
for this and I become fascinated with simple 
things like the joint of a leaf to the stem. 
It is extraodinary how mary shapes ei ~ forms 
go unnoticed by people whose rowers of seeing 
have never developed and who therefore jr.i3s 
the wealth of pure form there is in oil 
ma-cerials."

(j.Seicibengo -156?)

The following two contributions are on the role of both Art- 

in general and the individual Artists.

"I have found myself in circumstances whereby I 
have largely tended to abandon the painting of 
pictures and have devoted nyself to those aspe
cts of the visual arts which a :e associated 
with our everyday environment and to which all 
people have access simply 'because they are there'

Such works as I am thinking of do not h^ve to be 
necessarily impressive, permanent or spectacular. 
In fact L like to feel that the average person 
does not think of them as 'works of art' but as 
a normal acceptable feature of the environment.
I feel that the design for a handbook cover, a 
catalogue, an emblem, is as important as a 
mural decoration for such things temporary or 
expendable though they may be, are seen and by 

•unconscious assimilation become part of the 
fabric of our visual experience. Such experie
nce could build up to a normal expectation of 
such visual phenomena so that the absence of it 
would be felt and the desire for such becomes a 
necessity of our social existance.
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In other \v0rd3, that the communication of an 
idea by visual means become as important as 
oral or written communication.

The purpose of any art 3.3 the communication of 
ideas whether simple or complex*

My experience has been, as a designer, that 
more permanent works such as mural decorations 
for public or religious buildings make technical 
and imaginative challenges. i'or such work 
must enhance and harmonise with the environment. 
Motifs, themes end manner of presentsticn must 
be lucid, attractive end convey an idea with 
immidiacj' but at the same time must satisfy the 
aesthetic demands I make on myself.

Such work as I have outlined I consider to be 
at this time, in this locale more important than 
anything I may do in the way of painting whose 
end will be to be placed in a frame, exhibited 
at an exhibition an1 then possibly find its way 
into the semi-seclusion of a private house.

(O.Todd -1970)

"Kan is at war with external forces -• even the 
very germ that infect him with malignant diseases* 
Also he has his external conflic. his fears, his 
aspirations, and hrs ambitions ■* a twofold battle.
Inspite of this he tries to create harmony suita
ble end appropriate to him. The artist, not very 

• fond of wishful thinking, has a natural love of 
order, this order we try to record on the canvas. 
In this sense,, an artist can be a warden to 
flowers, animals, ana women's beautiful faces.



I want to conquor disorder and create order.
I was brought up in a world of very rich mytho
logy* amongst an abundance of stories, legends, 
and tales which our fathers have preserved by 
passing them from one generation to another up 
to our present day, I have great respect for 
these legends however naive they may be.

long before the Europeans came here, they formed 
the education of our community and they contained 
lessons of some depth. To-day, you only need 
to boil off part of it and you remain with some 
real lessons. These legends contain a big 
variety of imagery I incorporate in my depictions.

Our grand fathers were not free from the interns! 
conflicts of existance, they made gods for them
selves from legends and history; these gods 
are still cherished to-day in Bugerere.

Man can fall slave to his multitude of vain 
dreams exposed to wanton imaginations wasting 
man mentally, physically nd spiritually.
Man's search and toil for castles in the air, 
the deciet of reaches, the pride of life, is 
no more than his attempt to rebuild Babel.
I view this 3ide of life with a lot of resent
ment and I only partray it to discourage those 
who cher’sh it. I

I have e God who dees not require imagination 
to create him, this is the True God and Living 
God to whom we owe our life and service, I 
love to be his instrument, ny lips to sing of 
^his glory and my hands to convey his pure reve
lation.

bi
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I can be inspired by nature, but by God's 
inspiration I see beyond try natural eye, I 
am a firm believer tnat the things we" see are 
made active by the power of the invisible 
forces behind them and it is these hidden 
forces behind the natural, behind the super
ficial, behind the seen, that I dedicate iry- 
self to cupture and portray in ny artistic 
world,"

(A.K.Sempangi - 1967)

The last example of artistd' attitudes to be included here 

is one where some of them feel that it is their duty , under 

the existing circumstances , to use their skills and introdu

ce the medium of the Visual Arts to the potential local 

audience, by using the 'right forms' for cry given r«quireme- 

nt. They deliberate to reveal and record visual material 

that would otherwise be missed or lost over the years - 

without violfttingthe standards they are aware of in the field 

of the Arts, ■

"Uganda is a treasure of greens, aiid painting 
in green is most natural to me, Moreover, 
we have twelve daily hours of bright light;
I try to infuse that light into ny work.
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We are rot yet ready for abstract art. Our 
audier.ce wants some recognisable link with the 
work of art in view. The purely abstract paint
ing , whose emphasis is on isolated a-sthetio 
values, will not fit in any context that i3 
familiar, Abstractions c ;me naturally only 
after a society or individual h»3 thoroughly 
explored the objective world. If abstraction 
is encouraged in our schools, it will be a 
grn?e injustice to the eventual development of 
our rt. The young generation should he taught, 
first, to draw, to measure their universe care
fully . After that intimate contact has been 
established, then they can run off into the 
wild with their imagination."

(H.Lumu - 1965)

"Ail increasing study of the polymorphic African 
environment is charging the subject and forms 
of ny art away from the refinements of cool 
geometric abstractions towards more organic, 
earthly and commonly familiar images. I feel 
a personal need and a wish to provoke and dire
ct students, tov/ards sn attempt to reconcile 
some of the traditionally conflicting elements 
in art, for instance objective accuracy and 

• abstract expressionism, in fact to proceed as 
Robert Rauschenberg says 'to work in the gap 
between art and life."

J.Beriy - 1971)

"Wedged into a single generation, try own, is a 
double vision] ?/e are the begining of an indus
trialised urbun society »nu we ere proberbly -



to be realistic - the end of the nomandic and 
village w«ys of life. The two eras are usually 
seperated by hundreds of years. Here they are
seperated by a few dozen miles. I am personally
moved by this phenomenon and feel .some special 
responsibility towards it. This is at at least 
one of the reasons why I am a realistic and not 
an abstract painter. In one wsy, I suppose, I 
consider nyself as much a cultural niatorian as 
an artist - or in any case, they are one and the 
same thing,.

Art is necessary for the complete develnment of 
a child. If we omit it from his education, we 
leave a hole in him. His powers of imagination 
and more particularly of observation are develo
ped, Ar.d these qualities transfer to other 
fields such a science; for he is taught through 
art to reduce forms and objects to their essence 
besides learning a new displin, petierce sr.d 
precision. All this is quite apart from the 
obvious benefit of an increased aesthetic 
appreciation.

...... ..It is this inner logic which involves
a paring away of non-essentials, that common 
denominator of all art."

(K.Kaggwa - 1966)
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"My subject centres on map and animal, I take 
interest in showing cro'&tls of people. Ky men 
and women are a working class - a class little 
§poken of, yet a class that contributes greatly 
to the preservation of our culture.
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These are rv> impressions of Uganda. Ti is hardly 
a sophisticated Uganda. Husbands rule their 
families. tfive3 show devotion to their woi'k. A 
communal way of life prevails both at work and 
at leisure, lien and women come together to make 
merry. A housewife accompanies her friends to 
a well, A family going on a journey is joined 
by other travellers. A number of villages 
carry on trade. Elephants lumber freely in 
remote areas and birds of the same feather 
flock together."

(M.Mutyaba - 196$)

The need to explain what art is for or what the public 

is supposed to do with it, is not only felt by the practicing 

Artists alone, but also by all those who have anything to do 

with the promotion of the Arts, organisers of exhibitions 

being some of them.

"Art's only valid function is to bestow end extend 
meaning in a world where 'dailiness' tends to 
paralyse the imagination, to drew from our seeming 
frugment . Art being the personal exploita-ion 
of the particular and achieves itself only when 
the integrity of the creator breaks through into 
the universals within and without him. The real 
artist is the man who challenges the world to 
'more life' and the society that recognises his 
importance shows it3 own vitality.



The Inaugural Exhibition cf Nommo Gallery is a 
begiming. The gallery will be successful if it 
preserves and stimulates the creative vision that 
springs from East Africa's past and present, a 
process that knows no end."

(Catalogue introduction - Inaugural Exhibition 
Nommo Gallery - 1 9 6 5 )
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Passages similar to the one above, from the introduct

ions to two more exhibitions (The Indiginous Artist at Work 

on page 217 Art in India on page 2 1 9 ) are to be found 

in the reference section of this text.

What has been achieved so far by the ax'tists cited here 

is perhaps the foundation for even greater success in the 

field of the Visual Arts. Mary of them realize tnis i-.nd 

the fact that the real challenge to them as practicing Artists 

should be •inside5 art rather than ’about5 art - hence attitu

des similar to that implied by the quotation below

5,In Art, I believe that we should do more work 
rather than calking too much about the little 
that we have done. "

(L.Nkata - 1969)
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The reader is however aware that findings about these 

Artists attitudes as well os those of their colleagues not 

included here, are of fundamental importance to the future 

and the type of art Bast Africa is to have. The few 

quotes included in this chapter provide adequate evidance 

for us, relevant to the purpose and the siae of this text. 

Each of them leaves the reader with no doubt the particular 

Artist's conviction in what he is doing and hie determina

tion to continue working in the field of the Visual Arts, 

The categories of attitudes looked at can be listed as 

follows: Artists who find it a must to define the role

of Art and artists; those who are explaining what they 

themselves are doing; others who are tzying to find the 

'right' forms and styles of expression for particular 

audiences; and to some degree, those who feel that it 

.‘s not necessary o verbalise phenomena that are primarily 

visual.

••

More quotes from different Artists would reveal more 

categories of attitudes and each category is responsible



for the production of a particular type cf visual forma *• 

one aspect cf what can conviniently be termed a 'visual 

phenomena family*. The interrelationship between what 

appears to be two or three different types of work, styles, 

etc., is often ensured by the nature of the primary raateri- 

als commonly employed, eg. clay modelled one way or the othe 

as well as the values cherished by man, eg, rhythm and 

harmony, which may or may not depend on previous experience.

To the author, it is always desirable that different 

Artists are naturally ready to concentrate on and explore 

particular areas of the sue 'visual phenomena family*, 

more especially under circumstances where sight is not lost 

of the numerous possibilities offered by the whole fielci. 

Under such circumstances each of these varied approaches 

can be tapped and used to serve specific purposes and it 

is then the responsibility of those who determine policies 

for national culture, education, e+c. to ensure that the 

’right' types or methods of the Viausl Arts are employed

±o.serve the known demands,
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•Oppressed humanity' would, for example, be happy to have 

Martin Geindo's work:, who says:

"My paramount preoccupation ia humanity. My prim- 
concern ia oppressed humanity, the wreched of this 
earth.

My art is the strongest and clearest voice in 
which I am eble to speatc of and to this oppressed 
humanity; that they may know some joy in its 
small beauty as it urges them on to total libera
tion. "

(M.Geindo -1971)

To p-ople familiar with the 'art world', someone who 

produces a work of art which is not a copy of an already exis

ting form, is though to have achieved, thereby, that which is 

expected of all original artists. Even where Artists work 

individually to serve a common demand, it is always natural 

to find then adopting parallel and at times divergent appro

aches, to achieving the desired end. The wide range of 

attitudes adopted by our Artists, a few of which are quoted 

in this chapter, in therefore far from being alarming. But, 

while such variety in approach to artistic problems is expe

cted by those who are aquainted with the Visual Arts, it tends



to weaken the case for the validity of the media, from the 

~>oint of view of the uninitiated, who seem to see confusion, 

fragmentation and too much individualism the formation of 

which makes e. common basis difficult for the understanding 

of the general public. As it will be revealed, the artist 

is under suspicion the moment he starts to work with unfami

liar visual forms, when he 'distorts' images of natural 

forms, and when he decides to do one thing and net the other.

The effect of declarations like those included in this 

chapter, addressed to those people who have'not yet found a 

apy value in art, may be threefold; they may act as useful 

guides into the field of Visual Arts, they msy, on the 

surface, appear to be too simple to warrant serious thought, 

or the same simplicity may attract some of the uninitiated 

into trying their 1-ck in the practice of the Aits.

It may be difficult to determine the degree to which su 
•*

the preceding explanations given by different Artists have 
been destructive in Sast Africa. It can, however be obser

ved that the interest in creating visual forms has been
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stimulated to such an extent that one is begining to get a 

steady flow of people wanting to show their work to the public. 

The exhibitors always find it wise co display their work in 

our main cities, where facilities for exhibitions are found, 

a cosmopolitan population and tourists, who are usually on the 

look out for opportunities to acquire art objects pf the 

countries they visit.

On the avar&ge, a reasonable number of sales are made when

ever there are shows of paintings, batiks, sculptures, etc. by 

our professional Artists. figures of recorded sales in some 

art galleries where regular exhibitions are held indicated 

that only about 2fi> of the total sold over a perod of one year 

was bought by the indigenous East Africans. With notable 

exceptions, one would therefore be inclined to say that apart 

from the Artists who produce the works, Art by the East Africans 

of to-day, unlike that by our forefathers, is mainly meant for 

expatriates and tourists. This state of affair is likely to 

persist until it becomes worthwhile to mount an exhibition - 

of sculpture, for example - meant for menbers of a fcoramunity 

centre, county, or their equivalents, in rural areas.



THE QUESTIONING CF THIS ARTS.

There are questions on the Visua] Arts from within the 

field, ie questions by people who are learning, practicing or 

promoting them, and questions from without - by observers who 

are yet to be convinced that the Arts are worth some thought.

We have already noted that the public expects from these 

Artists, naturalistic or photographic images of familiar forms. 

Anything short or beyond these standards is suspect. And yet, 

inspite of the aoove public expectation our Axtists find cause 

to produce semi abstract and non-rcpresantational forms, ie. 

apart frora those who endeavour to stick to the •required*.

Under these circumstances, one who is professionary associated 

with the Visual Art3 inevitably finds that he is the recipient 

of raaqy questions, sore of which are rep .ated on different 

occasions and by different individuals.

The study*contained in the following pages was inspired

by the suspicion that the recurrent queries could be falling

into some definate patterns, which, once recognised, would be

0 Va^uo to those who are connected with the development of 
the Arts.
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The author could have listed the numerous qoestions he is 

asked himself by different people, but he thought it better to 

methodically collect a reasonable number of samples from various 

sources, compare these with what he is always requested to answer 

and see if a study of the collected questions would reveal any 

useful trend towards .unearthing the me.jor difficulties facing 

the Visual Arts to-day in Kast Africa,

The questions received turned up to be simple and straight 

forward and they were by no means very different from those the 

author was used to. To achieve the purpose underlined above 

did not necessitate answering each and everyone of them. In 

general, questions which are really penet_aiing into the field 

of the Arts were asked by those people who were aware of the 

existence of the Visual Arts as such, and such people were 

mainly to be found in th~se areas where there is evidence of 

some artistic activity. In the cases where curiosity was not 

covered by reassurences like ‘I know what I like', there was, 

in these areas,^ at least the willingness to seek some funda

mental information about the Arts.



. /
Of prime importance .lea*, therefore, are the reactions to 

the author's questionnaire , of people in schools, museums, art 

galleries, and similar institutions, as well as those patrons 

of the Arts and other individuals known to be interested. The 

section of the questionnaire relevant to this text appears on the 

next page.

The decision to circulate the form all over East Africa 

was prompted by the authors desire to compare material from a fair 

sized region populated by people with a lor in comraop.- forming 

one economic community, experiencing more er less the same cxter~ 

nal influences, commonly using the English language, with a 

reasonably similar system of education 'crowned', until recently, 

by one University. Other investigations mainly concentrated on 

Uganda, The map on page ~]2 shov/3 the reader only those locali

ties from which the filled questionnaire was returned to the 

author with clearly written out addresses.

The response to the circular wa3 most vigorous and the only 

'cold' reactions came, in the main, from those localities where 

Visual Arts were not known of, not taught, and to which it was 
therefore wrong in the first place to have sent the questionnaire.

70



71

APPROX
AG£

EDUC. PROFESSION
OCCUPATION

ADDRESS
(Hom e)

QUUS'iMCKf

30 H .S .C . R a rlio
A iu to u n co r

C /C .P .O .
Dox 3 ,  X ’ l a

Why i s  A f r i c a n  S c u lp t u r e  
u ^ ly ?

HV ^vvuj'.'iR' sT 
rfyotuoAv—

Huwtn^tu 
vm.ua ijrulv*

HlfeU, ^Jaâ vC.
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*c^ld* replies received were the following

( i) 'Sorry to be unable bo help ĵ ou a3 we don't 
teach art here,"

(2) "N il."

,3) iJear Sir, I regret to inform you that we 
not in position tc couiply v?ith your 

request because our Art Master is on leave/1

(4) "I am sorry I have never been asked a
question about art and I don't ask: any 
iny3elf either - however, good luck on your 
survey,"

(5) "tfe do not offer art as a suoject at this
school and consaquently I am unable to 
complete your questionnaire,"

C6) "Dear Sir, With refer»nce to your question
naire on African Art, I regret to inform you 
that Art is not a subject in the curriculum 
of this senool, and we do not have ar\y 3taff 
trained in this field. I am therefore not 
in position to reply to your questionnaire," 7 8 9 * *

(7) "No Visual Arts are taught in this school,
nor does thi3 tribe, as far as I have 
been able to investigate, the Abaluyia,

. practice any form of art, Therie only
nandwork, pots, arc unadorned,"

(8) "Art is not taught in this school.11

(9) "I have no time to fill in such forms, I
» would advise you to conduct your research

yourself."
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(10) "Dear We would lik<* to advise you that

with effect from the 16th January, 1969,
H. H.The Aga Khan Private Secondary School,
I. !o3hit has merged with Kibo Secondary 
School, Moshi. Kindly make not~ of this 
and forward all correspondence to the 
Kino Secondary School. P.O-Box 836, J,:oshi. 
We take this opportunity to thank you for 
the assistance given to us by your 
office."

(11) "I could not find ary teacher interested, "

(12) "Sorry George, I hove never ceme across
such questions."

(1 3 ) "I regret our inability to help in this
venture."

(14) "This School does not teach Fine-Art.
Thank you."

(15) "Duhaga Secondary School does not offer Art
as a subject because of having no teacher 
to do it and also lack of facilities."

Leaving the above fifteen regrets, some of which happen 

to reflect interesting personalities, eg. in the case of (9) 

and (10), the research contained jn these cages was conducted 

on the basis of the positive replies to the questionnaire 

which were posted back to the author.
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All tin questions were either hand or type-written; it 

it was therefore easy to retain their original framing in 

this text as, in some case, they are an interesting revelation 

of individual and personal attitudes towards the Visual Arts,
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QUESTION CATALAGUE.

(1) What is Art?

(2) Why don't we learn something useful instead of Art - like 
French ?

(3) How were you taught to draw ?

(4) Why can't we do Domestic Science instead of Art ?

(5 ) (About a print of a Giotto's painting displayed cn drawing 
room wall) Is that your President ?

(6 ) Why is there no Art among the Kikuyu ?

(7) Why is the emphasis in the Kenya Art Curriculum not on the 
Romanticists rather than on the Cubicisto - is this not a 
grievious lacuna?

(8 ) Why is it that the Masai include phallic symbols in their 
art ?

(9) What is the future of African Design ?

(10) How can you give marks for Art Exams. Papers ?

(11) //hat is -there in abstract Art when there is no realism ?

(12) How is art enjoyable for someone who is not naturally a 
drawer ? 13 14 15

(13) How can a spontenious painting, which may have taken a 
very short time to do, often be better than a detailed 
study which has taken much longer ?

(14) ls perspective necessary ?
(15) Why does the Artist's impression of God or Jesus remain 

constant ?
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(16) What factors consititute difficulties ih learning Art ?

(17) Wby are meat Greek paintings and models of people naked ?

(18) How can I be a good Artist ?

(1 9 ) What does this piece of sculpture mean ?

(20) Is the Artist tiyirg to communicate something or is he 
merely expressing for personal fulfilment ?

(21) Will it do us apy good to study such things as Art ?

(22) Why do we teach Art ?

(2 3) What use i3 Art ?

(24) Why do you call that sculpture/painting/print beautiful/ 
good?

(2 5) Why do you (to Art-Master) have paintings in your house ?

(26) How car. you tell what is good art ?

(2 7) What is this ? (refering to a work of art)

(28) Why is mixing paints, different from mixing coloured lights 
in physics ?

(2 9) What is the p>oint of Art ?

(30) Why are the best Artists usually no good at lessons ?

(31) Are there any formulae for good pictures ?

(32) why do we have to do Art ?

(33) 'Why do we teach Art ?

(34) How do you start to teach Art ?

(35) Is there any standard of 'good' or'bad1, 'right* or 'wrong*
is it just doing what you feel like ?



(36) S e lf expression. What is the point - To make money - 
To enjoy rourself - To make home bright and pretty ?

(37) Coes one get paid for practicing Art after your Art School? 
How much ?

(38) How does one model the figures I see in parks - does one 
start off with the whole thing or not ?

(3 9) iVhy is it that someone we teachers may think good, and he 
himself convinced that he i3 good, may do badly in an exam?

(2*0) Why is it that ugly figures are priced so high: while more 
naturalistic ones are low priced ? I mean figures that 
look like no living man or thing cn earth ?

(41) What sort of encouragement can I give to one who says he 
cannot do Art ?

1|PI ;
(4 2) Why is it that most of the Artists use any colour they want 

when they ere painting Africans ? Yet Africans are black?

(4 3) Why are the ugly paintings expensive ?

(44) Is Art really a gift or can it be learnt ?

(45) Is it possible for a work of Art to be completely original?

(46) How is the value of Art determined ? Re-aesthetics, material, 
public demand and current Art trend l

(47) Why do people prefer modern Art to Old Masters ?

(2*6) Can Art really be taught ? Is it really a medium of 
communicating one's feelings, emotions and thoughts tc 
others ?

(49) What use is the s+udy of Art for me ?

(50) ,<hat is good Art to-day ?



(5 1  ̂hhy is it so difficult for African students to produce 
any type of Art besides Sculpture ?
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^52) '.Vhat is the aim of teaching Art in Schools ?

(53) How can we foster Art Appreciation in children of 10 to 
1 5 years of age ?

(5 4 ) How can form 1V leavers be accepted in your institution?

(55) Why are African pictures and sculptures not a3 much 
valued in Africa as abroad ?

(5 6 ) How do you strike a balance between modesty and modelling?

(57) For which age-groups ere Visual Art.s most effective ?

(5 8) When so many different subjects have to be taught in 
East African Schools - is Art important enough for a 
school to have it on the time-table, and if possible 
to have a trained instructor to take it ?

(5 9 ) All modern Art is rubbish - is it ?

(60) Are the African Artists of to-dav influenced by western 
Art ?

(6 1 ) How can a person who is an artist be able to arouse the 
layman eg. the African man on the street, with his 
paintings ?

(6 2) !!hy do the painters of visual arts in Africa use foreign 
illustrations ?

(6 3) Sometimes I see drawings in books v.Hich you cannot see 
the reaL figures at first sight., unless you turn it in 
different directions or look at it from a distance.
Vihy so. ? 64

(6 4) Why is it that some people are born Artists ?
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(6 5 ) Why i3 it that some people do rot like to draw ?

(6 6) Why are there no Art Teachers in all schools ?

(6?) Why are the African countries not helping the African 
Artist ?

(6 8) IB there apy meaning for the so called 'Modern Fainting'?

(69) What kind of help can the Government give to an Artist V

(70) Wby does African Sculpture not look real ?

(71) What is the meaning of Abstract Art ?
(72) tVhy does Abstruct and Modern Art not resemble nature ?

(73) Why do some painters choose ugly and iporbid subjects to 
paint ?

(7 4) Why do the paintings seen to look so messy end disorganised?

(75) Why is African Sculpture very famous in Europe and America?

(7 6) In African Sculpture of much cultural value ?

(77) Why is there bo little variation in theme in painting nnd 
and sculpture in Africa ?

(78) Why isn't Art a compulsory subject in primary schools in 
East Africa ?

(79) <Vhy do most of our African pupils and students do not appre
ciate the work of art and regard art-subject as equally 
important as other subjects ? 60 *

(60) To what extent is African Arc original ? Is it largely
imitation of Benin ?
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(81) <<hy do so mar;/ Africans seem to lack aesthetic value ?

(82) Why didn't Egyptian or Ethiopian Art penetrate the conti
nent in encient times ?

(83) Why was Arab Art of Spain and the Moors not imitated in 
East Africa ?

(82*) Why do the Kikuyu people have no tradition of Art ?

(8 5 ) Why isn't more Art taught in schools at all levels ?

(8 6) Why aren't more people specially prepared to teach Art?

(87) Why aren’t children taught the elementary principles of 
drawing in primary schools ?

(8 8) Is there such a tiling as Kenyan Art ?

(89) Why do Kenyan School Children produce or imitate European 
Art ?

(90) How can one appreciate 'abstract art' - paintings ?

(91) How does one achieve three diamentional forms in painting?

(92) Which of the three Visual Arts; painting, modelling and 
printing, is highly valued in terms of beauty and thus money 
making ?' 93 * 95 96 97

(93) What inner satisfaction does man gain in making cr just 
seeing or processing sculpture ?

(92*) .That value has Art in a developing country like Kenya ?

(95) How should one approach the teaching of perspective and 
human figure ?

(96) How closely is Art related to Science ?

(97) Which is easier, still-life or portrait of human being ?
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(58) Do you thinic that the music you play in art lessons 
helps our creative ability ?

(95) What level of sophisticated art can be found among 
African tribes ?

(100) What is the use of Art ?

(101) Isn’t someone only good at art because he is born an 
artist ?

(102) Why are paintings so expensive ?

(103) Gan one teach Art without imposing #our personal out
look on children ?

(104) Can a European teach Art adequately to Africans ?

(105) Why do moot people not see the importance of Art ?

(106) Y/hy is Art often a despised subject in schools 
(ecodemic ones) ?

(107) How do you draw?

(108) Why does modern art not look like real things ?
(109) YVhay is the U3e of Art ?

(110) Is advertising Art ?

(111) Why isn't Art taught in all African schools ?

(112) Why do we have to study Art ?

(113) How will it help us to study Art ?
••

(114) What is Art ?

(115) YVhy do we study Art ?

0 ’6) Why do you say every thing we do in Art Class is good ?
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(117) Can you be a Christian and ao Art ?
(118) Art is i.or children - v»hy do you waste our son's time doing 

children play ?

(1 1 9 ) Is Art really important ?

(120) Why do you enjoy painting ?

(121) What amount of teaching do art teacners give to boys 
taking Art for C.S.Exam. ?

(122) Why do Art Teachers do little while Science Teachers 
work day and night ?

(123) Is it true that anybody can teach Art ?

(124) Do you teach anything apart from developing pupil's 
skill's ?

(125) Is reproducing a real image an art ?

(126) ..hat is Modern Art ?

(127) Is Picasso a fraud ?

(128) What is Art ?

(1 2 9) I3 perspective in art an old idea ?

(130) Is Art an expression of spirituality ?

(131) Why should Art be taught in schools ? /

(132) What is the significance of Art ?

(133) What is gbod A^t ?

(■134) Can Art be inculcated in a person or does it have to be 
a natural talent ?

(135) How far can we safely deoart from the laws of nature so 
that our drawings are teujy contemporary in outlook and
execution ?
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(1 3 6) The Akamba people of Kenya are much more advanced in 
carving wood than the other tribes of Kenya - why .is 
this ?

(137) Most tribal costumes are very colourful, what meaning do 
the tribes attach to the colours they use eg, red, white, 
block, brdwn, etc. ?

(1 3 8 ) Many may not agree with me, but I think that we do not ha 
have enough Art Teachers in secondary schools, why 
can't the (Government use some of the uneducated Art 
Specialists who I believe can give excellent instruction 
just as the educated ones ?

(139) Is there a tradition of painting in hast Africa ? If 
there is what are its features ?

(1$0) Is three diamentional work (eg,Sculpture) more 'natural' 
to East Africans than two-dlamentional ?

(1/*1) Why kave few aesthetic words/conccnts developed in East 
African.languages ?

(142) How difficult is it to teach such concepts in English ? 
(Ref, to question (141)

(143) Why do Africans find it difficult to learn perspective ?

(144) Is it true that the apparent distortions found in 
African 3culpt"res are manifestat'.ons of the artist's 
desire to accentuate those aspects of the figure which 
most interested him ?

(145) ’Why is the traditional East African Art poorer than
West African Art ?*•

(146) Are there any distinctive East African themes in the 
plastic arts?

(147) Why is it important to give children an appreciation of 
beauty ?

(148) Can aryor.e learn to draw ?
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(149) la Art a gift ?

(150) Can people with a high IQ. draw better than the overage ?

(151) Is there ary point in teaching unartistic children Art ?
(152) Why is the subject natter so limited in African Art ?

(I5 3 J You.say that there has always been artists in Africa - 
«hy then is Art Just starting to be taught in primary 
schools ? (in East Africa)

(1 5 4) Is there African Art - If so what characterises this Art ?

(155) What is style in Art ?

(1 5 6) Is there a relationship between style and pattern ?

(1 5 7 ) What part does Fine-Art play in building a nation ?

(1 5 8) How does one become an artist ?

(159) What personal satisfaction does one get by being an artist?

(160) Is there any connection between Fine-Art and the History 
of a particular country ?

(161) What is the effect of Fine-Art on the emotional life of 
an individual and of a nation ?

(162) Have you ever seen a 'cow* looking like that ?

(1 6 3) uhy should we receive such a shock while we are eating ? 
(lief, to Saeruryo's 'Baganda martyrs - Uorthcote Hall)

(164; Why are the colours so glarringly exaggerated ? (of a 
particular painting)
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(1 6 s) Don't you think a jhild could do bettor than that ? 
t-Ref. to a particular work)

(16 6) What is t«3te ?

(167) (Ref. to Islamic Art Exhibition at Nornmo Gerllezy-
Kampala) Where are those thing3 going ? If they are 
being purchased by people leaving the country, why are 
they allowed to take our Art ?

(168) (Reaction to a new batik - by an artist known to the 
questioner) Why does this artist continue to produce 
more of the same, year after year ?

(169) Obviously ma.py artists 'paint to sell'. Is an artist 
under apy circumstances, obligated to his public ?

(170) What is Art ?

(171) Why is that Art ? (lief, to a particular work )

(172) How can you say that this is 'good' art and that is 'bad' 
art - is it not a subjective judgement ?

(173) How i-3 aesthetic quality determined ?

(174) What is 'beautiful' ?

(175) Does Art have to be beautiful ?

(176) Is Art beautiful ?

(177) How can people be expected to like abstract art, or any 
art in which we don't know the artist's intentions, or 
its meaning ? Aren't some Modern Artists playing a 
joke on U3 ?

(178) What is Fine-Art ?

(179) tfh ere could I be employed when I qualify ?

(1$0) ill)at is abstract painting.?
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Why do some African Fainters copy European Painters ?

(182) Why does the African public not support Art ?

(18.3) (.As an amateur artis+- m&py people ask me) Why not take 
photos rath... thar. Jo repre^entation«l painting ?

(184) What is the future of an artist as regards his artistic 
ability ?

(18b) How can an artist, being a teacher of art or net, convi
nce a person who has no interest whatsoever in art, to I 
like it ?

(186) Experience has shown that an African has artistic ability. 
Why is it that he has no interest in it ?

(187) Why should Art be taught in primary schools ?

(188) Does Art Teaching help in the development of the average 
pupil ?

(189) Can people who are 'not gifted' ever leem to draw rnd 
paint ?

(190) Hew can you teach Africans who are artists at heart Art ?

(191) How can you relate 20th century abstract and modern art 
to ‘“frican students ?

(192) Is it right to teach Western Art to African Students ?

(193) Can you sse Western standards to judge a work of art 
j done by an African, or is there a difference ?

(194) Why do African Art Students tend solely towards grotesque 
imagery in both sculpture and painting ?

(195) iVhy do so few African Artists portray the transitional 
scene of to-day instead of the hackneyed idealized tradi
tional scent.3 of the past ?
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(196) Why is Sculpture included in the Pine-Arts done at a 
University level ? I mean, why does one require a 
degree in Sculpture ?

(197) How is Sculpture different from painting ?

H 9 8 ) .'/hat is meant by'sculpture in the round* ‘relief sculp
ture* ?

(199) In what type of sculpture did the Romans excel ?

(200) Who invented modern art and when ?

(201) Why are some artists unable to teacn Art ?

(202) iihy do so marry artists try to sell the material distor
tions of their spiritual deceases ?

(203) Why do pictorial and plastic artist3 regard themselves 
and their work as being esoteric in a way that musicians, 
for the most part, do not ?

(204) Is there any link between sound rhythm and pattern in 
traditional Kiganda expression ?

(205) What impact does West African wood sculpture have in the 
minds of Art Educators in Uganda ? Is it of any more 
intrinsic worth than s«y ItaDian plaster statues, both 
being foreign end commercial ?

(2 0 6) To what extent does literacy inhibit artistic expression 
in Uganda ?

(207) If Art be subdivided into three branches thus (1) the art 
of movement (2) the art of speech (3 ) the art of formsj 
why is the latter only, not an integral part of the 
society of East Africa ? (or specifically Uganda) where 
the work of local artists find no place in the homes or 
life of the local people

(208) Why has the traditional Kiganda House assumed a square 
shape - What was so unsatisfactory about the round ?
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(209) do ycu account for the lack ao pictorial expression 
in Fre-Colonial Uganda?

(2.0) What are th<* conditions which hav» made the Uganda Artist, 
a tourist artist - whose work makes very little, if 
impact on the indigenous people of Uganaa ?

(211) 13 Art atavistic in the world ?

(212) 'Why do the Mesai not decorate their houses yet spend 
endless hours on cosmetics ?

(213) Where are the monoliths of Stone Age Africa ?

(214) What ia the aversion to stone sculpture ?

(215) What is the appeal that pseudo-African Art h&3 for Europe ?

(216) What is the appeal that pseudo-European Art has for Africa ?

(217) Why does pseudo-Asian Art so rarely apptsl to either ?
(Ref. to questions (215; and (216)

(218) If the Art of the world, as so often in the past, reflects 
the social changes in society - is there any way of predi
cting the changes here by studying the arts ?

(219) Is the shape of 'Engaltbi' functional or is it sexually 
symbolic ?

(220) Do Uganda Artists have anything to say to Ugandans ?

(221) Does a change in political climate produce a change in 
pictorial idiom in Uganda as it does in Europe V

(222) What do 'Mayembe* look like ?

(2 2 3) To what extent are spiritual concepts visualised in the 
minds of the young ?
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(224) Why doe3 Television here become so quickly associated 
with Education, Politics, and Sociology — Do you think 
any of the Baganda would be goggle boxers even if it were 
economically possible for every home to own a set ?

(225) -Ooes visual advertising in Uganda have as much r.s the a 
aural ?

(226) Is it possible that highly socialistic society such as we 
have in East Africa - rejects the mood and the thought of 
an individual as not compatible with social welfare, if it 
does not reflect a functional value ?

(2 2 7) To what extent is a semi-nude pornographic when reduced to 
pictorial form ?

1

(228) nhy is Art the orphan subject in the minds of Primary School 
Planners ?

(229) What is Art ?
(230) Is any teacher wrong in his teaching ?
(231) Is Mr. Matti's style traditional ?
(232) Is it important to promote Art ?
(233) Why are most paintings out of proportion ?

(2 3 4'/ Why i3 African ‘"'culpture mainly in a distorted form ?

(235) Mugaltila's work surely impresses me very much. But it 
suprises me when I find that he has got only one painting 
and one sculpture here (Ref. to Makcrere Art School Gallery) 
Does it mean that his works don't suit the lecturers1 taste?

(2 3 6) ./hat religious Art is being produced in Uganda at the moment?
(237) Is it possible to get photos, reproductions, etc., to show 

to the Art Group here (Eef. to a group of an institution) ?
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(238) Are the^e any well illustrated books or magazines on
contemporary Ugandan Art that would be easy to get hold 
of ? Or on the Art from other African countries ?

(235) Whac sort of taste in Art is most pooular in Uganda at the 
moment ?

(22*0) How should I go about teaching Art in Ankole ?
t

(241) Why do African girls find African Sculpture ,<»o hard to 
understand ?

(2 4 2) What should be done to make the general public get full 
vale out of an abstract painting - at least to understand 
the painting ?

(243) Who taught you Art ?

(244) How long does it take you to paint your pictures ?

(245) Why teach Art ?

(246) What ire you going to do with your Diploma in Fine-Arta ?

(247) Why are come people artists and others cannot drew ever, a 
hen ?

(248) 'Why is ti that artists ere so queer ?

(249) What is Art ?

(2 5 0) Wriat is beautiful about this picture which to me is very 
ugly ?

(231) Can you paint me exactly as I am with details, eg. scars and 
other distortions on n\y face ?

(252) Why should I pay 300/- shs. for this picture (Ref. to a 
potrait) if a camera can do it for me for not more than 
10/- shs. ?

(253) what is the usefulness of Art ?



(254; Realising that Art is an expensive career, what steps are 
you taking to train local people to val'>e it and hence 
make your market secure than letting it remain in the hands 
of foreinera ?

(255) M y  i* it that yc-u Artiat3 value your work so highly ?

(2 5 6 ) Generally all artists ire very shabby; Why ?

(2 5 7) M a t  axe the possible jobs that an artist can do ?

(258) What do you mean when you talk of fcicdern African Abstract 
Arts ?

(259) Why do artists depict characters in Bible stories with 
European bodies; Satan is black and no God at all ?

(2o0) What degree of assitance, if any, Ehould a teacher give 
to a slow child in the execution of n simple drawing 
which will later be painted ?

(261) Which will be considered to be the best, rath r, the fairest 
judgement of a work done by two children, particularly if 
cne is in an ’A 1 section and the other is in a ’C 1 ?

(262) How early on an average, would the use a living human 
model be introduced for drawing as a special subject on 
the school time-table ?

(263) Since it is often financially difficult and some times 
impossible bee*.use of school politics and rules, how do 
you solve the problem of firing clay 'work' other than 
anything - don't fire it at all ?

(2 6/4) Is two hours, more often one and a half, enough in a work
ing week of about thirty hours, for the teaching cf Art 
and craft in Schools ?

(2 6 5) .rhat does that art mean - explain to us please ?
(Ref. to a particular work of art')
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(266) >»hy do you draw and paint things we don't understand ?

(267) What does your art mean ?

(268) Do you teach your children to draw or paint like you ?

(269) Dce3 Art me.n painting al^ne or can we find anything 
artistic in dither subjects or materials ?

(270) What is Art ?

(2 7 1) Y/hy do children like other subjects but Art ?
(2 7 2) Why is work different from other artists' ?
(2 7 3 ) What type of colours do you U3e -or does ary artist have 

to follow any colour scheme ?

(274) How do you start your picture and how long does it take 
you ?

(275) If you are interested in Art and you want to start ary 
art piece how do you start ?

(2 7 6 ) tfhat type of materials do you use for Art ?

(277) On earth what is Art ?
(278) What is your art based on; or do you base your ideas 

on anything that happens in the world ?

(279) -vhat type of artists interest you ? (Question to an 
Artist J

(2 8 0) tfhy do boys arrive from primary school with the fixed 
idea that Art or ary practical subject is a waste of time?

(281) Why does so much of the Art which we teach in school 
consist of wasting paper instead of making things which 
could give more lasting satisfation to both the maker and
other persons ?
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(282) It hft3 taken me two years to get an African Art Teacher.
Why are they in such short supply ?

(28;) Does an African see straight lines in his drawings ?

(284) Can an African 3ee distance in photographs ?

(285) What is the L’se Art in Uganda ?

(266) Do artists live in a dream world all the time ?

(287) How we13 will an art teacher from Kyambogo do in a school ?

(288) ■rhy don't your children paint African land scapes ?

(289) Why is it that 100?? of our Art School Leavers leave off
Art completely after completing their studies ?

(290) What is the use of Art ?
(291) How can we study Art after we have left School ?
(292) Are there ary courses (eg.commercial art-courses) for 

students who have School Certificate - Art only ?

(293) Is Art necessarily beautiful ? '

(294) How can we judge what is 'good Art' ?
(295) Should Art in schools be manned and if so how can the 

standard be judged ?

(296) How can I sell ny carvings and dying (tie and dye) -
are there any shops in Nairobi that are willing to byy
work ?

(297) Are there just a few gifted people or can aryone do Art 
and produce a pleasing result V

(298) Is it right to teach European ideas of Art in East Africa 
»nd by so doing cause 'Africa Art' to have no style of 
its own ?
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(2S9' 13 there now a days n.my art that you can identify as ' 
•African Art' ?

(„3°) Why is ti that Artists* Organisations and Societies 
have failed, in the past in East Africa ?

(301) Can Art be taught H3 a non-academic subject ?

(3 0 2) Why all pictures of devils are painted black, and angels, 
saints, are painted light colours eg. pink, light yellow, 
etc. ?

(5C5 ) What are the chief periods in later Renaissance Decoration 
in England - give dates, and chief designers of the 
period ?

(304) What are the differences between 'Direct' ond 'Indirect' 
painting techinique ?

(305) We, interested in the Visual Arts as a means of expressing 
the psychological to diamentions of lire; why is it 
necessary to distinguish the communication and expression?

(3 0 6) Before the discovery and the wide use of oil paint3 , 
what type of paint and medium were used ?

(307) When setting out of heads - what is the difference 
between human and dog head ?

(308) Why do most people fail to paint ?

(309) Why don't we get notes in Art like we do in Geography ?

(310) How does the examiner know that the candidate has drawn 
the real plant or piece of wood in either plant-life or 
still-life ?

a* *

(311) Why do most people fail to draw what they see ?

(312) What is the use of Art if a candidate is not taking it 
for further studies ?
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(3 1 3 ) ^oea G-od give a gift in Art ?

(3 1 4 ) Is it true that Artists are born Artists and tb<*t there 
are some people who car. never become good artists how
ever much they are trained ?

(3 1 5 ) "hat i3 the difference between Modern Art and Ancient Art
is Modern Axt necessarily more advanced than Ancient ?

(3 1 6 ) How old is Art ?

(3 1 7 ) What changes will take place in Art, in say a hundred 
years from now ?

(318 ) i»bo on earth thinks Art is useless ?

(3 1 9 ) Who is the best African in the world ?

(320) Who was the first man to become an artist in the world ?
(3 2 1) Vrhat shall I do to become an artist ?

(322) Who was the first man to become an artist in Uganda ?
(323) In which year did art start ?

(324) Please Sir, tell me, how can I learn how to draw ?

(325) Why don't I learn how to draw ?

(326) ...... But the worst thing is I do not know how to draw.
I always try to draw things but they are always wrong.
How can I learn how to draw ?

(327) i<hy don'.t I draw good things even if I try ny best ?

(328) If you want to become an artist v/hat do you try to do best
ard where do we find the person who painted the picture of 
the President's head which I one day saw at Kampala on 
Jinja Koad nearest the City Bar infront of the Five Star 
Petrol Station- ./hat is his name and who gave hir permi
ssion to draw a picture o f a Pxesident because sometimes 
he may draw it badly ?
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(J2 9) koes an artist get more money than a taxi driver ?

(3 3 0) fi°w mahy years can you spend learning to be an art person 
like you are ?

(331) When you are studying in seniors which subjects doybu take 
to become an art person ?

t
(3329 Another question is this, when you are reading Taifa or

any of the newspapers, you f̂ 'nd some pictures of Presidents 
or other people. Who are these pictures drawn by ?

(333) Who was the first person to bring ^rt in Africa ?
(3349 If you are an Art Person which Job do you take and v/hat 

is your name dir ?

(335) Here we have got many books and in these books there is 
so capy pictures - who arc these pictures by - is he or 
she a person or an iron ?

(336) Why is an African picture people like to buy th«in very 
much ?

(337) Who is the first artist in Africa ?
(3 3 8) When you draw a picture without a shadow what can happen 

to the picture ?

(339) I hear that mapy pictures are sent out to other countries 
and people buy them. »hy is that so liice that - is these 
countries don't have artists in they countries ?

(3A0) When I draw a picture I saw the shadow is hard for me.
If I drew a picture without shadows can people buy them or 
not ?

(341) Who started Art in the world ?

(342) Many people do not Art - Why ?

(343) What can I do to become an artist ?
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(?M») 4&r, anyone beco...~> an artist if he 5 s in primary ?

(345) Who did the first man start thi3 lesson ?

(3 4 6) How can you draw a man ?

(3 4 7) -Why do you want to become arter ?

(3 4 8) Who started the art i.j the world - how did he or she 
start the art - was he or she an African or an European ?

(3 4 9) '•'hat do you do when you want to become arter ?

(3 5 0) ‘'hat things can you want to draw ?

(35*0 How can you draw something which you have never seen ?

(3 5 2) ffhat is picture and shadow ?

(353) How can I draw a picture ?
(354) What do we mean by Art ?
(355) Is Art a good thing ?
(356) How can we draw Art on a paper ?
(357) When we are doing Art &re we going to use a ruler ?
(358) Is  Art a thing which we make U3e of ?

(339) Is a picture /a't ?
(3 6 0) What can we say about Art ?

(361) How mary years can you spend doing Art ?
*•

(3 6 2) Yfnat is Art ?

(3 6 3) How can we do Art ?

(3 6 4) 'Where can we do Art ?

(365) Is Art a kind of picture ?
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(3 6 6) Is Art a picture of everything you can draw ?

(3 6 7) Can we draw art everywhere we can see ?

(36P) Is Art 0 very simple thing to do ?

(3 6 9) Which things can wc draw tc call it Art ?

(3 70) Can Art take you to the other world to learn something more? 

(37'') Can we ^rssW a shadow as Art ?

(372) Can we draw Art in everything ?
(373) What does one mean when he issues the following statement:

'I am not teaching fine artists but children' ?

(374) .That is the idea behind the introduction of 'abstract art* ?
(375) If any child takes Fine-Art in senior four - is his future 

likely to be bright ?

(3 7 6) We proudly speak of modern art to-day - Who are the origina
tors of this movement and around what period ? Do .ve

dra draw a line seperating this era of art thinking from the 
old one ?

(377) When one fares well at School Certificate Level in Fine- 
Art - say he gets A 1 or A 2, and when he goes on to the 
Higher School Certificate partly becoause of Fine-Art and 
partly because of any other subjects which he did well at 
3.0.Level. And then it happens that in the Higher School 
Cert. Exam, he fails to satisfy the conditions for entry 
to the University for a Bachelors Degree, but at the same 
time it happens that this young man scores a very good 
Principle Pass in Fine-Art - say PA, PB, or PC. .<hy is 
it that this young man is not considered for a Diploma
in Fine-Art, and on the contrary he is neglected ?
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(378) What type of Art (particular) do groups in East Africa 
appreciate ?

( 3 7 9 ) Is the art generally seen available for sale genuine 
African Art or imitation ?

(3G0) ./here in Africa are Africans working on developing level 
talent ?

i'3 8 1) How do we draw pictures ?

(3 8 2) Why do people choose Art ?

(3 8 3) What kind of brushes and boards do we choose ?

(3 8 4) What kind of places are good for scenery ?

(3 8 5) Why do we use bright colours in Africa ?

(3 8 6) Why is Sculpture called Art also ?

(3 8/) Why do Sculptoro work with herds and not with machines ?

(3 8 8) How can we draw a human being' 3 hair ?

(389) How can we draw moon ?

(390) The paint which they use to paint clothes and the paint 
they U3e to paint things are the same ?

(391) How can we draw a tyre ?

(392) If we have drawn a garden, how can we paint it ?

(393) Why is Prance famous for Art ?

(394) How can we draw a human being's hair ?

(395) Hhy is the colour of moon is the same as earth ?

(396) The paint they use to paint clothes and the colours they 
uae it to paint things are different ?
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(39 7) How e-3n we draw noon ?

(398) How can we draw an eye ?

(5 9 9) If we have drawn a garden how can we paint it ?

(ijOO) Why they are martf painters in Egypt ?

(401) How could we paint the sky ?
(402) What colours we must use to make golden colour ?

(2:03) How can we make the colour as dark as brown ?
(404) Why we must grow grass ?

(405) Why we must write in books not ir. slates ?

(406) Why the sun is different from the earth ?

(407) Why do we use bright colours now a days for Art ?
(408) Can Art be taught ?
(409) ’What kind of paper is very convinient for drawing ?
(410) What is the meaning of Art ?
(411) How can we draw o^ paint sand ?
(412) Why the colour of the moon is the same as earth ?

(41.0 How can you say that the skin of people is the same as 
the colour ?

(414) How can you draw a moving tyre ?
(415) How can you make the colour a3 green as plant ?

(416) Why the people of France can draw wit legs ?
(417) 'Why are there so marvy Artists in France ?
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(418) Why Art is important ?

(419) How &g we learn to draw ?

(4 2 0' Why drawing is necessary in Science ?

(4 2 1) What makes us araw ?

(422) How do we draw pictures ?

(4 2 3) Why is it difficult to draw exact pictures ?

(424) Why we draw a plant or a tret in green colour and not in aiy 
other colour ?

(425) 'What makes us draw ?

(426) Why does it satisfy us ?

(427) How can we determine that a piece of Sculpture is good or 
bad ?

(428) What should I look for in an abstract painting ?

(429) Why is it that most of the African Carvings are not in 
good proportion ?

(430) >»'hafc ^oes a teacher look for when he is judging the quanti
ties of samples of painting ?

(431) Which is better- a smooth piece of sculpture or one with 
a rough texture ?

(432) Why did the artist who made the Mother and Child infront 
of the Main Building make it angular - surely people are 
not like that ?

(433) Can a painting be claimed to be bad because the Golden Line 
doesn't seern to exist arywhei-e ?

(434) How do you read a painting ?

(435) Why beauty can be only compared, recognised and not 
measured ?
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(4 3 6) 'toy do we say that beauty ir. the work of art is not creati
ve but a man made thing ?

(437) Do you think that primitive artists had some basic ideas and 
values as we do ?

(4 3 8) What are the aspects in a work of art ?

(439) Why is Art not taught in most of the East African Schools ?

(440) Will Art get us a job ?

(A4'i) 'Why is Ifcodern Art uglier end more meaningless than Ancient 
Art ?

(442) Why isn't your art like the art we usually see ?

(4 4 3) What is the use of Pine-Art ?

(444) Whar is the use of Pine-Art in every day life ?

(4 4 5) ’What are the advantages of studying modelling of various 
objecos ?

(446) Why is there no official or any institution in Uganda for 
training Ugandans in Audio Visual Aids - as a career ?

(447) To what extent does the study of Pir.e-Art develop an 
individual intellectually and to ivhat extent does it contri
bute to the development of Uganda ?

(448) Is there a religious or symbolic purpose behind the carving 
of Kakondes ?

(449) Is yakonde Carving done under the influence of drugs ?

(450) Why is there a tradition of Art among some tribes while 
others seem to produce no Art Objects ?
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The reader, having studied the preceding list of questions, 

must have noted at least two pints

One is that all the questions, with very few excepting, eg (1 6 6 ) 

What is taste ? - which can be asked in the case of the others

arts as well, and:

(208) Why h» 3 the traditional Kiganda House assumed a
square shape - What was so unsatistactozy wbout the 
round ?

which is mainly concerned with Architecture; are directly

asked about Painting, Sculpture and Graphics, In fact the

these few exceptions can easily be absorbed by th- field covered

by this text without stretching it too far. Taste, for exempli.

in question (1 6 6 ) can be interpreted as tame in the field of th

Visual Arts, and in (208) the house referred to is acceptable

as a man-made visual phenomena simile; to a piece of sculpture.

The second point is that apart from obvious similarities, there

are some exact re-occurences of the same- questions asked by 
•*

different people and from various localities - eg. (1 )(1 1 4 )(1 2 0) 

(170)(2?9)(245)(270)(362).
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. To avoid unnecessary repetitions, six main themes have 

been recognised and it is around these that all the questions 

circulate, The themes are the following

(1 ) Questions on (a) defination of Art,

eg. (1) What is Art ?

(b) Types of Art,

eg, (180) What is abstract painting ?

(c) artistic terms,

eg. (386) 'Why i3 Sculpture called Art also ?

(2 ) Questions on (a) a *how to do it' series,

eg. (1Q) How can you give marks for Art 
Exam* papers ?

(b) how long it takes,
••

fig.(244) How long does it take you to paint 
your pictures ?
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(c) who did it,

eg. (200) Who invented modem art and 
when ?

and similar questions.

(3) Questions on (a) the function of the Visual Art3 to indivi

duals and communities, 

eg. (25) What is the point of Art ?

(b) criterion for 'good* aid. ‘bad*, 'right' 

or'wrong', eto.

eg. (3 5 ) la there ar̂ y standard of 'good' 
or 'bad', 'right' or 'wrong* or 
is it just doing what you feel 
like ?

(V) Questions on the comparisons of:-

(a) the Visual Arts with other media of expre

ssion,

eg. (225) Does visual advertising in
Uganda have as much impact as 
the aural ?

c



(b) Artists with other professional,

eS. (203) Why do pictorial and plastic 
artists regard themselves and 
their work 93 being esoteric 
in a way that musicians, for 
the most part, do not ?
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(5 ) Questions on 'style'

(a) of individuals,

eg. (231) Is Mr.Matti’s style traditi
onal ?

(b) of different types of &rti3ts; •

eg* (A-37) Do you think th:t the pri
mitive artists had some basic 
ideas and values as we do ?

(c) of artists from various parts of the world,

eg. (283) Does an African see straight 
lines in his drawings ?

(d) of art generally,

eg. (317) iihat changes will take place 
in art in say a hundred years 
from now ?
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(6 ) Questions

108

on the presence and the absence of the Arts

(a) among individuals,

eg.(101) Isn't someone only good at 
Art because he is born am 
Artist ?

(b) among communities (institutions, tribes, 
states, etc.)

eg. (111) '.Yhy isn't Art taught in all 
African Schools ?

(136) The Akamba people of' Kenya are 
more advanced in carving wood, 
than all the other trioes of 
Kenya - why is this ?

(182) \'fhy does the African public 
not support Art y
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ANALYSIS TABLES,

The reader is asked to note that in this section it is only 

he numbers of the questions appearing in the Catalogue that are 

representing the questions against them. Secondly, that it is 

only the questions which, according to the information sent in, 

lesrly belonged to the categories included here thct are consi

dered. In esses of doubt particular questions have been left 

out of the tables. It should therefore not be alarming if we 

find that, for example, the total number of questions asked by 

females (Table 2) added to the total number asked by males (Table 

3) is actual]v less than the number of all the questions catalogued. 

Thirdly, it ha3 not been thought necessary to break up the main 

themes into their (a), (b), (c), etc., shown in the previous 

chapter (pages 1 0 5 to 108), as this would tend to imply a very 

high degree of .precision n classifying the questions which is 

not claimed by the author and which would perhaps result in 

confusion.
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'J.V-bi,s 1s s:t v ;i::g t h e Dissnmnnoi? o ? r.
A ircifc 'im e  s i x  ::a i :i

:r.£ 'j i  svED qu e s s  lo ir s

Theme (4 )
) 4) (30) f37) (58) (79) (94) (S3) (102)(105)(122)(157)v159)
^)(202j(203)(a25 (228)(246)(248)(254)(255)(256)(257k27l)(278)

(3 0 9)(3 2 3 )(4 4 0 ) 3 0

~̂ .cnri
0  (9 ) 1 5 )

>;^)(1 37Vl39)^1 ;o) 
►1;') A 195 A  2 0 4 J ( 205) 

2 2 3 ) (  2 2 V : ( 2' ;  1 )
i^0)(2S?)(2',7;b72) MS) (449)

99) (103) 
J192V 193'  
,2 2 0 }! 2 2 1  
( 2 8 7 ) ( 2GC, 

62

(6)
(»3)

.Thernr_  -—  (C)

. . . .  JJ 2 9  55) (64) (65) (66) (67) (78) (0 1) (82) (83) (34)
I’ + ^ f o o ' h - i ) 101^ 105^  ■19 ( 13Jt ) ( 153)( l4 1 ) ( l42)(143)(143)(14a) 
U 14) ( ?lr  \ / li!1 { ) 153) ^18:2) ( ‘2'5 / ( 1 e'1 j / ( 2°  1 ) (2°6) < 207) ( 20 9) ( 210) ( 21 2) 
(31/) ( ) . :  { ) 2;>ŷ (241)(247) ( 28C) (282)(283) (297)(300}(303)(311)(315) 

r 0 A325)(32 7 )(3 4 1 )(5 3 3 )/4oo)(4G3)(417)(439)(446)(45C) 54
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ISIS 2 _qpt?s ? t s7tS v t j -t :sjxs  o:r '33.

Thene (1)
(1 ) (1 ?6 ) (123 )(1 6 6 )(2 7 0 )
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SYNTHESIS,

On the whole, we have so for looked at the diversity of 

attitudes people in East Africa to-dsy have towards the Visual 

Arts*. An attempt is made in this chapter to put togetner the 

information revealed by the preceding analysis exercises.

It was observed earlier in this text , that the general 

public of our region expects Artists to employ visual phenomena, 

in their compositions, that are more faithful images of our 

surroundings than the ones that are often produced by the profe

ssionals in the field. It is therefore being suggested here 

that if it were possible to take samples of questions on the 

Arts, from each and everyone in this region; arid to subject 

the resulting collection to the grouping used in the previous 

pages, one would tend to have mry more questions or the third 

them?, than on the others. Most people would have queried 

the function of the 'deformed' forma most of our Artists 

produce^
*■

The Artists' varied attitudes, on the other hand, which have 

already been discussed, reveal their conviction in what they 

are doing and this i3 promising for the future of the Arts.
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leaving the above landings alone, we turn to the questions 

listed, which give the reader a fair cross-section of what the 

rather few people who have so far came across the Arts are 

interested in. The collection therefore does not only reveal 

their different difficulties and attitudes but also under

lines our current needs regarding the Visual Arts.

The authors suggestion based on the outcome of the analysis 

tables in the previous chapter are the following.

TABLE 1 shows that most of the queries received were on 

the second theme ie, the greatest demand was on knowing how 

things are done, how long they take, etc. Secondly, there was 

the neeti to know thw function of these Arts ana the criteria 

used to Judge the 'good' from the 'bad'. It has already been 

pointed out that the rsin cause of the p rplexity of the 

audiences to the Visual Arts are the distortions of the images 

of known forms which many Artists deliberately employ in their 

compositions. Next in importance was the need tc know why 

the the Arts were present in some cases and absent in others,

»nd then the styles that were unique to East Africa,



There was then the need to compare the Arts vvitn othei media of 

communication, Artists with other professionals; and lastly 

to define types and terms used in the field

TABLE 2, made up of questions asked by females, is better 

looked at with TABLE 3» of ones by males. The relatively smaller 

number of questions recieved from females may be of some signifi
cance. It may be reflecting the ratio of females to males 

found in the places where activities in the Arts thrive, mainly 
in schools. Another point to be noted about the two tables is 

that while the order of priority observed in the case of TABLE 1 

is more or less maintained in TABLE 3> the females seem tc have 

given more weight to theme 3 than to 2, The great demand there 

is in almost all field for females who go to or have beei. to 

school prompts one to suggest that the wide choice of career thus 

offered them makes the females more selective and enquiring about 

prospects that go with different fields than their male counterpart. 

This would mean that the females who have so far been introduced 

to the Visual Arts have not been automatically attracted by them 

*nd many have tended to seek some assurerces - the function of 

the Arts, criteria t.’sed, and so on, before falling for the 

Artistic Profession as well as works of Art.
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TABLE 4, of questions asked by children of seven to four

teen years old, shows clearly that these young people are in 

the main eager to find out how things sre made, ei. their 

questions are mainly circulating around theme 2. Prom the obser

vations made during the course of this study, this stage of the 

children's development seems to follow an earlier one where Art 

materials, for example paint, are enjoyed for what they are; 

ary image - distorted or photographic - is acceptable to them.

If it is of a human being they are no doubt likely to see it as 

of either mamny or daddy. At this later stage, there appears 

to be a desire and concer, on the children's part, to produce s 

the 'right* images, to use the 'right' techiniques and so on.

The above tendency is followed in importance by their desire 

to knew the function of the Arts, the meanings cf some artistic 

terms and of Art itself.

In the case of the fifteen years old group, see TABLE 

there is a notable change in the distribution of the questions 

among the themes, from the dominance of theme 2 to giving 

theme 3 equal status, with theme 4 in the third place.
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There is perhaps at this stage of development just as much need 

for children to know how works of Art are arrived at ju3 t as 

there is curiosity concerning their function and the methods 

employed in the assessing of their values. This may mean that 

while some of these youngsters 'are aiming at understanding the 

media for future use others are busy looking for alternative 

careers to them. If and when the above tendencies are proved 

to be factual, then they would help to explain the importance 

given in this table to theme A, by the number of questions on 

the comparison of the Visual Arts with other media of expression 

and Artists with other professionals - plus the relative increase 

in the questioning of the distribution of the Arts among peoples 

in East Africa.

The return to th' first place in prominence of theme 2 

of TABLE 6, of questions by people of twenty to tv'enty two 

years old, is worth our note. This phenomenon can perhaps 

be partly explained by the fact that the majority of the 

questioners here still had the chance to study deeper into 

the Art3, particularly those who had resolved to make Art their 

career or one of the subjects for their higher education.
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It will be observed that the ’how to do it' series asked for in 

their case is cn the whole more advanced than the one billed for 

by the questions as' vd Ly children of seven to fourteen years old. 

Some of them, howevey, continue to interest themselves in the 

definition of the function of the Visual Arts.

TABLE 1, of the questions by people who were between twenty 

three years and thirty, shows that most of their interest was 

around theme 3, then on theme 5 and theme 2. It i3 useful to 

remember that in thi3 group we have people who in most cas s nave 

already been exposed to a number of subjects and a variety of 

media of expression. The attitude of those, therefore, who 

are attracted by the Arts may be to try and understand them 

more deeply than ever before. There is also the inclination some 

people have, of fixing styles or naming ’isms’ which, in their 

opinion, are employed by our contemporary Artists - hence the 

weight given to themes 2 and 5» Otherwise the group is likely 

to go on questioning the function of the Arts until it is 

explained to them in a convincing manner.
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TABLE 8 , of questions by people of thirty one tc fifty 

years, demonstrates that the need to know how Art works are 

crc »ted persist up to this age, though the questions here are 

definateiy dealing with mere sopnisticated problems eg.

(39) Why is it that someone we teachers may think 
good, and he himself convinced that h**is 
good, may do badly in en Exam. ?

We also observe that theme 6 gains in importance followed by 

theme 5 * In other words, people in this category want to 

know why the Art3 rre to be found in certain places and net in 

others, why certain things happen within the field of the Arts 

and they are also interested in identifying styles in East African 

Art. They on the whole seem to assume the possible function of 

the Visuel Arts to people under different circumstances.

TABLE 9, inspite of the rather few questions received 

belonging to it, is more or less, similar to TABLE 8 , with the 

exception that *in TABLE 9 theme 2 has not even got a single 

question whereas it ranks only second in the previous table.
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Secause of the small number of questions involved here, one would 

hesitate to say that people get less interested in endeavouring 

to know why and how works of Art are composed, as they grow older, 

and that those who are interested in the field and are over fifty 

years old, mainly tend to wonder why Visual Arts ar: present in 

some cases and absent in others. Me note here that the only que

stion from someone over sixty years old is on theme 6.

In TABLE 10, the only question from someone with no formal 

education happens to fit the expectation that the genera], public 

in East Africa is likely to quer3' the function of Art, Other

wise, the rert of the table of questions by people with Primary 

Education should be 3een as almost identical to TABLE

With the exception of theme 6 , the distribution of the 

questions among the themes in TABLE 11, of questions by people with 

Secondary Education, ought to be studied side by side with 

TABLE 5. Host questioners between fifteen to nineteen years old 

were still at secondary school.
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We 7 , 1 1 1 also do v«ell to look at TABLE 12 with TABLE 6 , for 

hare again most questioners between nineteen and twenty two 

years old were either doing or hud done their Higher School Cer

tificate or Teacher Training Courses. They are interested in 

finding out how things are done and they would also like to 

know the function of Art. It is fair to ery that these people 

are in most cases intending to teach or at least practice the 

Visual Arts later in their lives. They, tbrefore, realise 

the importance of what they are learning as it is bound to be of 

great use to them later. At the same time, some of them are 

already interested in advanced areas of the field eg. styles 

and factors which have determined the irregular distribution 

of artistic expressions among individuals and communities.

In TABLE 13> one notices some degree of similarity between 

the numbers of questions under theme 3 and 5 to these of TABLE 7. 

In TABLE 13, however, one has theme 6 and not theme 2 in the 

third place and then theme 2 followed by theme A. The distri

bution of the questions in this table is fairly even and this 

may be due to the fact that we have here a variety of interests



N

of people who have already made up their minds to earn their 

living by cither practicing or teaching these Arts; and on 

the other hand t..ose who encounter Artis 1 3 and what they do 

in schools and other places without necessarily being convince^ 

prior to the encounter, that Visual Arts are worth ary serious 

thought. These generally enlightened people are likely to 

question the role of the Arts in the so called 'developing 

contries', if this is not already apparent to them.

The disposition of questions in TABLE 1A- and 15 is encoura

ging in that it seems to indicate a willingness on the part of 

the students at schools and teacher training colleges, to find 

out more about the Arts, as illustrated by the dorminar.ee of 

theme 2 and 3*

TABLE 16 apparently indicates that teachers questions

®re mainly centred around theme 2, as they want to know how best 
•*

to 'inject' the Arts in this region. They also want to know 

why some people are artistic whil- others are not; the function
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of art and the important styles to either recognise or teach in 
the context of East Africa.

Questions sent in by Education Officer who had something to 
do with the Arts, see TABLE 17, had special interest in the East 
African artistic styles and idioms as well as in the distribution 
of artistic activities.

The second part of TABLE 18, under questions from people 
with various occupations/profcssion3, shows that almost equal 
weight is given to themes 2, 3, 4, and 5» This phenomenon may 
very well illustrate some of the difficu .ties one would face if 
one tried to predict the attitude of a given individual towards 
Art merely by considering his profession alone.

TABLES 19, 20 and 21, of questions from each of the three 
States - Kepya, Uganda and Tanzania, ought to be looked at 
together. At;, a glance the reader will realise that Uganda 
submitted the largest number of questions, followed by Kenya 
®nd then Tanzania. It should perhaps be pointed out here



that apart from various institutions and individuals known to 

th<i author to be active in the field of the Visual Art, copies 

of the questionnaire were distributed to all government supported 

secondary schools in all the three states. The questions 

catalogued in this text, from Kenya and Tanzania, are the ones 

that resulted from this excercise. The distance , for example 

from Southern Tanzania to Hakerere in Uganda where the completed 

quesrionnaires were received, might have had something to do with 

the differences in the numbers returned. The degree, however, 

to which this was the cause must have been considerably reduced 

by the fact that most of the communication involved was by post, 

and that each questionnaire was accompanied with a stamped and 

clearly addressed ennvelope, for its return journey to the author, 

before being despatched.

As the three tables show, most of the questions from the 

primary school section (see TABLE 10) were collected from 

Uganda.



Inspite of the above noted differences in the numbers of the 

collected questions, little difference is envisaged, were to 

collect and analyse equaj numbers of questions from each of the 

three states, plus similar numbers from primary schools. The 

reader will, for example appreciate that in TA3LE21 most weight 

is on theme 3 and then on theme 2. In TABLE 19 again one has 

most questions on theme 3 and this is then followed by theme 2,

It is only in the case of TABLE 20 where theme 2 dominates.

If, however, we were to deduct from theme 2 of TABLE 20 the 

questions from the primary section, which were onDy collected 

from Uganda, theme 2 of this table would also drop into the 

second place and leave theme 3 in the lead.

It i3 therefore fair to say that apart from people with 

primary or lower formal education, people in these three states 

who are aware of the existence of painting, sculpture and 

graphics would, in the main, like to know the function of these 

Arts and the criteria used in the field to determine 'right' and

* right' or 'wrong','good' or 'bad', etc. to be defined to them.
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The isolation of the questions asked by expatriates and 

tourists that could be identified, see TABLE 22, reveal their 

greatest interest to be around the styles and idioms of Art 

in East Africa and then on the distribution of the visual Arts. 

There is then the need to know how things are don- he by who, 

and why they are done - this aspect being illustrate; -tie

number of questions on theme 2. It is important to rve

that the possible function of the Visual Arts and criteria 

used in the 'world of Art' seem to be either assumed or under

stood,
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C 0_ K O L D  3 1 0  N .

Ob « ervations.

This investigation has reveale3 that the various attitudes 

to the Visual Arts in East Africa to-day appear to h&vc been 

conditioned by our history coupled with the fairly re«ent 

exposure to nev. ideas from all over the world.

(Vith the execeptior. of the decorative arts which existed

in ample quantities, our past appears to have been generally

unaware of the existence and purpose of the arts. The

scarcity of works in the field of carving, modelling and

painting (ie. the more important aspects of the Visual Arts)

i3 largely to be associated with tne absence of a prominent

place for the Visual ^rts in the traditions and particularly

the religions of mo3t East Africans, ie. with the exception

of isolated groups like the Makonde. This lack of art works *•
an integral part of the needs of society, where it has 

survived to the present day, is partly responsible for the 

sort of indifference that the majority of the population in 

the region display towards the art3,

(Also see pp. 200 paro.5&6, 210 para.2, bottom of 215-216, 

i 217 Para* 3&4, 218 para 1 to 5).



Apart from associating unawereness with the above mentioned 
1 ?k of interest, nevertheless one is conscious of e growing 
response to the Visual Arts in certain instances. The origin 

of this gradually spreading interest is attributed in the main 

to the external influences which have been pouring into the 

region, particularly since the begining of this century.

As the interest in the Visual Arts depends to a large 

extent on the education of the eye as well as the intellect, 

some observations on vision and seeing may well be appropriate. 

The majority of the people can be seen as using their sense 

of vision only to record experiences for future recognition of 

the seen phenomena. In the book entitled 'COMPOSITION IN 

PICTURES', Ray Bethers quotes Jan Gordon and Ralph M.Pearson, 

authors of 'MODERN FRENCH PAINTING' and 'HOW TO SEE MODERN 

PICTURES', respectivexy, to have theoretically divided up seeing 

into four parta:- 1

(1) PRACTICAL SEEING.

"This is protective, instinctive, the kind of, 
seeing used in quickly stepping aside- to 
avoid being run down by a car. Even lifting 
one foot after the other in climbing stairs 
is instinctive, and not usually che result of
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"...conscious visual effort and conscious response 
to a visual stimulus. "

(2) SPECIALIZED SHBiHS.
"Previous interests and training greatly affect 
this kind of seeing, and can either intensity 
an image or lessen its visual impression* A 
bridge of structural steel seen by an engineer, 
an African Chief, and a ballet dancer could 
hardly appear the same to all three.

How often have v;e heard the expression 
'But it i3 not true to nature J ' This implies 
a knowledge of what nature looks like, which of 
course, varies with each individual. The bare 
brown hills of California are considered by some 
to be very beautiful, but a farmer might prefer 
green hills - the bare hills, not being produc
tive, would have no beauty for him."

(3) REFLECTIVE SEEING.

"Things remembered condition this kind of vision.
• Seeing a picture of a barefoot boy with a fishing 

pole over his shoulder might start a long chain 
of reflections, such as 'Long ago, when we went 
fishing with Uncle Ben, who met us at the station 
and drove us to the farm. He had an old dappled

„ mare with a straw hat, how odd she looked.', and 
so on.

"A picture, in reflective seeing, does Ect as a 
spur to the imagination, but starts a train of 
thought that may soon have no relation to the 
original subject. In other words, a glance 
has been enough to make us forget the picture 
completely. "



(4) PURE SEEING.

"Thia is the field of the artist: „o see
without relation to use, 3elf or other non- 
risual considerations. This kind of seeing 
does not refer to 'What do*s it look like ?' 
but to 'How does it actually lock

If we ere to be guided by the four ways of seeing above, 

we would find that most of us, confronted with a visual pheno
menon (work of art included) would tend to evaluate it by 

employing the first throe but rarely the fourth. A living 
leopard ia to be avoided or shot dead because it is capable 

of killing man. The beauty of its skin may go unnoticed until 
perhaps the animal ic skinned. A magnified image of an amoeba 

may not be of any significance to us until we are told of the

dxi stance in nature of such a creature. Numerous other examples 

can be given here to illustrate our tendency to ignore the 

demands of pure seeing. If we were to review the vocabulary 

of our vernacular languages we would find a number of names 
for colours, shapes, and so on, that are non-existent; visual 

phenomena whose recurrence and prominence should have necessita
ted naming them had the users of the languages had more interest 

in pure seeing than is apparent.
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We would also find that mary of the names which did exist were 

actually derived from or named after plants, beings, etc,, 

which either looked like or were associated with par cicular 
visual phenomena We only need to mention here that a number 

of the once absent such names have recently been translated into 

different vernaculars from the languages which have been intro
duced to East Africa, In the case of Luganda, for example, 
'green'would generally be accepted as the equivalent of 

'kiragaka', but this seem to have been derived from the e.ppear- 

ence of the leaf of a banana tree known as 'olulagala'. 'Musoke 

a god in kiganda beliefs, is the name given to the rainbow as a 

result of associating the being with this colourful visual 

phenomenon. We look in vain for the equivalent of a 'triangle' 

much as the shape appears in kiganda woven crafts, and names 

like 'bululu' for 'blue' are likely to be recent acquisitions 

which must have come hand in hand with the recognition of a 

particular hue as a distinct phenomenon.

The situation does not seem to be caused by the limited 

range of words of some vernaculars alone.
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listening to a radio programme in a national language with an 

extensive vocabulary one is struck by the poverty of descriptions 

of the visual impact. Jt is often difficult for the listeners 
to get apy idea of the visual aspect of the environment, the 

ceremony or the happening whatever it may be. However acquai

nted the listeners may be with the particular place, it may be 

impossible for them to tell from the commentary how much, for 

example, of the ground they know is actually covered with people, 

how orderly these people appear, how compact the crouds are, 

what sort of patterns are made by marching soldiers, and so on.

A mention of these may not be thought necessary by the commentator 

or the idea may not even cross his mind. Eut the r̂ais ;ion, for 

example, of a word about the way people are dressed for occasions 

like the Inauguration of a National University and of at least 

a short description of the Chancellors' academic dresses, refle
cts something of how little a part things like.colour, design and 

visual form play in the commentator's phsychological make up.
At the time ..of writing this it is difficult to say v/hether the 
absence of descriptions of the visual aspects of occasions 
similar to the ones mentioned above is realised or felt to be 

an ommiasion by the listening public. One way in which



informsfcion could be sought on this point would be to have 

commentaries that are sufficiently expert in coverage to visual 

implications and note the audience's reaction. To reinforce 

this suggestion, that there is a genex*al un&wsreresa of visual 

appreciation and communication, the reader might well invite a 

conversation or comment on the actual appearence of some veil 

known visual aspects of our environment eg. the Uganda Indepe

ndence Monument or the Kational Emblems. The answer would, 

in all likelihood, be, even from a literate and educated corres

pondent, singularly inexact and uninformative.

We are accustomed to accepting visual phenomena us it occurs 

to us and either value it or neglect it, not so much for how it 

looks, rather depending on what else we associate with it or 

understand it to be as well as the usefulness of this association.

To proceed from the general to the particular ar.d refer to 

artistic visual phenomena, it is often difficult for rnary of us 

to accept as worth-while most of the non-representationol visual 

forms produced by some of our artists to-day,

(Also see pp. 4 last para., pp, 2 5 to 44, pp.52 to 67)



The more we are incapable of analysing a given visual phenomenon 

~nto the elements of colour, texture, pattern, line and similar 

ones, the more we are likely to reject r.on-representational art.

The visual phenomena we are used to, eg. that which re-occurs 

in our environment - cattle, tress, clouds, as well aa their 

interpretations into realistic artistic images; and. the complete

ly ncn-figurative works of art, are understood here to be at the 

two extremes of the 3ame range the visual artist work3 within.

It is possible for an artist to produce life-like images like 

specimens of snakes and fish in zoology museums. He may also 

transform these snakes and fish into two-diameniional symbols 

that are recognisable as realistic images of the visual phenomena 

we know something about. Art products in the above categories 

are usually acceptable to the majority of East Africans.

Similarly, photographs of our relatives, political leaders, and 

so on, are often considered to be desirable and their worth is 

seldom questioned. ,Vhat baffles mo3t people is the desci3ion 

taken by somp artists to distort the natural forms we know and 

produce what i3 usually referred to as semi - or simply abstract 

crt. According to the findings of the questionnaire the majority 

of' people have not yet gained access to the reasoning behind these 

forms of art.
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A semi-abstract form is to them always something falling short 

of a photographic image and they do not see why the artist stri

ves to create irnge? that seem to fail disastrously when compa

red with the images made by the camera. The artist, or. th©

other hand, is aware of the uselessness of competing with cameras
aand that efforts put into inchieving only photographic results 

would not even be economical to-day. But, as what some artists 

say has illustrated (pp.53 to 62) they are convinced that they 

have a role to fulfil ar.d an ability to create, with their hands, 

images and pure visual forms above and beyond what cameras are 

capable of doing; and it is at this point that they usually 

part company with the majority of the people.

Ignorance of some simple fact3 about art has been singled 

out as the-major cause of the barrier between what our artists 

produce and what is generally expected of them by the public. 

Dialogue between the initiated and the uninitiated on matters 

concerning \he arts is bound to be general and short as noted 

on page 69 in the second paragraph. Education then emerges 

as the only way to ensure greater understanding of the arts 

and more participation in artistic activities than there is at 

the moment.
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What are -the efforts being made to bring an understanding of the 

modes or expression in the visual arts to the contemporary East 

African ?

It was mentioned earlier in this chapter that the slow 

growth of interest in the visual arts in this region i3 partly 

attributable to the rather limited artistic activities there 

existed in our traditions. But just how much do the contempo

rary arts owe those of our ancestors ? No doubt to-day's 

array of materials and techniques available to the artist is 

far superior to that which existed during his forefather's days. 

The few surviving examples of works of the past which one may- 

choose to look at as the fore runners to tne co itempoi"ary visual 

arts, eg.the rock paintings of the late stone age, are up-held 

to-day, not for their superior artistic quality to that of the 

art of our days, but ra.ner for their being a valuable source 

of information about man of the past. While in the context of 

the whole of the African continent we should admit the fact 

that tribes of*'the Dast, particularly those that populated the 

Congo and the Niger river basins, produced most of the now 

world famous master-pieces of African Art, we should simulte- 

neously take note of what East Africa alone produced during 

the same period.
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Regarding the production of types of work3 such as ancestor 

figures, our region, seen with the rest of the Tropical Africa, 

gi\,<.s one the impression that it was a 'desert’, with a few 

widely scattered 'oases' eg. the liakonde along the Tanzania/ 

Mozambique border. It is these few 'oases' which may have 

some influence on what is going on in the field of the visual 

arts to-day. The alarming factor here is that even these 

isolated 'oases' which we are proud of are also subjected to 

major changes sweeping the entire African continent and are 

therefore being transformed rapidly, Esly Leuzinger recently 

observed that:

"If we once again recall how closely inter
woven Negro Art is with religion, and at the same 
time admit a devastating effect white civiliza
tion has had upon it, the prospects for the 
future must inspire us with the utmost alarm. 
Africa is in the state of convulsion, and all 
accepted values a’-e undergoing radical revision. 
Islam and Christianity are on the point of 
supplanting or assimilating traditional super
natural beliefs. This is undermining the 
basis of African Art, and indeed, depriving it 
of its whole raison d'etre. For how much can 
one venerale gous and sons of gods, and give 
them artistic form, if their very function i.s 
called in question ? Anyone who faces up to 
these impalatable truths must admit that the 
old established order has been completely des
troyed. Colonial rule has temporarily brought 
ir. its train over-estimation of everything
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foreign. Missionaries have faught against the 
pagan cults and replaced their images by Euro
pean ones. African markets arc flooded with 
imported goods of all kinds which aic gradually 
ousting the time-consuming nutive handicrafts.
'"he Negro artist ha3 found new patrons, to 
whose taste he is bound to conform where formerly 
it was the secrete societies, priests and kings 
whc assured his existance, to-day hi3 customers 
are largely to be found among town dwellers, and 
Missionaries, white settlers and tourists."

(Prom THE ART OP THE NEGRO FEOFLE by Ealy 
Leuzinger. i9 6 0.)

(Also see pp, 202 para. 3, 210 para. 4, 217 paia.3&4, 218 para. 1 to 5, 
2 1 9 para.1, 202 para.5 .)
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The above observations by Leuzinger embrace the whole of 

Africa, It is reasonable to assume, in the case of East Africa, 

that Islam because of its teaching, did not encourage representa

tional art of the human form in particular, when it was introdu

ced to this region. Some architectural forms, however, deco

rations on furniture, dresses of 'kanzus’ and the caps which 

normally go with them, as well as the arebic alphabet which is 

to-day often used decoratively, should be attributed to the 

arrival of the Arabs.



Tribute should be paid to the Catholic contingent of the 

early Christian Missionaries for having introduced to us 

realistic images of saint3 and other Christian iconography.

The images in western European pictorial idiom were different 

from those which are normally associated with African religions 

which tended to be semi-abstract and adequate as representations 

of beings from 'another world'.

With the development of a system of general education mainly 

based upon western educational systems, art instruction ha3 

found a place, if not an important place, in our general educa

tion.
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If we new address ourselves to the forces behind the conte

mporary artistic activities, apart from those that are devoted 

to preserving historical sites, we will find, as Leuzinger 

observed, that the once tribal artists have found new patrons. 

These patrons come looking for examples of traditional African 

Art and the questions they ask are centred around theme 5 and 6 

(See pp.107 to 10C, pp.128 Table 22, and pp.142)



In the case cf localities without a rich neritage of such art, 

eg. in Uganda, specimens have to be brought in, mainly from 

the Lakonde of Tanzania. The same patronsalso need souvenirs, 

to remind them of their experiences here and to send to their 

friends a3 gifts. In fact the average such patron is usually 

moie concerned with possessing a travel souvenir than acquiring 

something that might legitimately be described as a work of 

art. (Also see pn. 200) Figurines of human models in their 

traditional dresses and of the wild life cf this a*-ea as well 

as decorative masks, form the bulk of the work which caters for 

this demand. Souvenirs of this kind are mainly supplied by 

carvers centred around Akambaland and Kisii in Kenya, apart 

from those that come from Tanzania, Copies without end of 

popular compositions are made and in most cases the products 

are better seen as repetitive craft work rather than examples 

of creative art. t arvings of the wilu life and models of some 

of our tribesmen are often more naturalistic in form, than copies 

and offshoots of images of spirits and ancestors based upon 

authentic traditional African Art.
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Serving the same tourists' demand are oil-paintings of African 

Sun sets, Market Scenes, Tropical Forests and similar subjects. 

V/hile the origir of these pain+-?rig3 is usually associated with 
the Congo, they are often to be found side by side with the 

wood and ivory carvings above, at air-ports, infront of hotels, 

in crafts and gift shops and they are also peddled from dcor 

to door by itinerant salesmen. It may be mentioned here that 

some of these works, both the carvings and the paintings, are 

actually executed on the way to the places where they are sold 

or while the deaier/artist/or craftsman waits for the b'-yer.

The massages they convey are often immediate, 'mssk', 'elephant 

'crocodile' and similar ones. In general, the work is attrac

tive and nicely finished, light and therefore easy to transport 

it is also cheap and available on request. Such works have 

quenched the s thirst' of mary collectors from abroad and they 

are familiar features on radio tops, book-shelves and coffee

tables in the domestic setting of some East Africans.
•• .

The education system of our region is such that in some 

cases a young person could, if fortunate, study art from
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Play-Group to University level. However, not every child 

born goes to school and few of the schools have established 

art instruction on the curriculum.

(Also see pp. 201, 204, 207, bottom of 208, 112, 115, 202).

Such then is our dilemma. We should however note that the

schools which offer art courses have done a great service in

developing young talents for the future as well as inculcating,

with moderate success, a taste for art. Apart from decorating

some school grounds and buildings the art works produced by

these young people who are fortunate in being at schools where

art is taught, is becoming more and more popular in their

parents', relatives and friends' homes. In these homes, such

works compete favourably with colourful calenders of both

current and past years, posters, photographs of different

individuals and cuttings from magazines.
*

Some extremely good artistic work has already been 

achieved by some schools in East Africa. This observation is 

contrary to the impression one gets when one reads the refer

ence on page 200 to 203. Good results are often to be found 

in particular schools which have good- Imaginative and hard
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working art teachers. (See also pp. 20C last paragraph) 

fhat happens in the remaining schools ? According to the 

analysis tables in this text of the questions collected, 

students in gen-ral (pupils included) want to know how art works 

are executed, how one becomes an artist, and so on. They also 

want to know the role of art in their society and why it is 

necessary for people to train in order to become artists. (See 

table 1 4  pp, 1 2 3 and note the do-iminance of theme 2 and 3 ) 

Teachers on the other hand are in general also interested in 

the 'how to do it series’ - how to teach art to East Africans, 

etc., etc. (See table 16 pp. 124). Otherwise the teachers' 

interest, as would be expected and is evidenced by the table 

on, is broarder than that of the students and concentrates on 

theme 6, 3> and 5 respectively. In the case of the students, 

ihe desire to know something about artistic methods, proceedure, 

the dos and don'ts in the field of the visual arts, seem to 

start quite early at school and persist right up to Higher 

School Certificate and Teacher Training levels.

(See tables 10, 11, & 12) It is possible to attribute the 

persistsnce of this lack of basic information about art in these 

schools to the fact that the subject is not introduced at an
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early stage common to all those who gc to school. ,/hile some 

of these people start art early others first he*r of it when 

they are about to leave .the school system and start earning 

their living. In such cases it i3 natural for the latierto 

ask questions in senior four, for example, the former asked 

in primary one. Leaving the above possibility alone, we may 

suspect the effectiveness of the efforts made, if any, to pass 

on the fundamental knowledge about the visual arts to these 

young people. To thi3 study a lot of this basic information 

remains hidden away from our youth at schools until some of 

them are accepted either by the teacher training colleges or 

the- art-schools of our universities.

(Also see pp. 207 last paragraph to 208, 200 para. 1&2, 206-7)

The usual desire of the uninitiated pupil to reproduce p colour 

effect, a certain shape or an already existing sculptural form 

can quickly be satisfied if his teacher is able tp demonstrate 

to him the necessary procedure. But how often do we find 

art teachers^equipped to demonstrate in a similar manner in 

our primary schools where the foundations for a number of other 

subjects are laid? How often is art looked after by volunteers
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who have never developed their ability to draw ? (Also see pp. 

212par&,4. Making reproductions of existing visual phenomena 

i3 not being up-held here as the end of everything in the field 

of art. I*ut having noted the usual demand from the uninitiated 

for naturalistic and realistic images, we should expect instances 

where the actual process of copying helps certain pupil,® to 

understand how what they are observing actually looks, better 

than would have otherwise been the case. Interpreting visually 

a form that has adequately been seen becomes easy and the 

reasoning in support of the development from realistic, semi- 

abstract to abstract images also becomes apparent. The pupil 

should learn through experience that ir requires certain skills 

to be able to reproduce an existing visual phenomenon; that 

in some instances cameras are better equipe' than human beings 

to produce images and that there i3 always room, beyond photo~ 

graphic results for the artist to modify the visual phenomena 

wc are acquainted with and to create new forms. The develop

ment frerm realistic to abstract forms is seldom discussed at 

school, Ar*t teachers somehow strive to convince their pupils 

that art is not copying. They praise certain works and
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condemn others without making their criterion clear to the 

pullls. Some of the pupils who merit praise may e^en fail to 

see hu.v their work is superior to that of their class-mates.

At times the teacher, having realised his limitations, resorts 

to teaching just what he himself was taught, namely painting 

on sugar paper using powder paint. Art then ceases to mean 

anything else to his pupils beyond this creation of painted 

images on papaer. This is an undesirable restriction for 

only the more gifted at this restricting exercise will retain 

interest and th- wider implications of art will remain a void 

to the less gifted. The imported paper and paint may soon 

become too expensive for the school to afford and the scope 

of art activities has to be reduced even further. (also see 

pp, 209 past; para.) And yet, in such schools, art remains a 

separate subject inspite of all these limitations. The inter

relatedness of art to the other subjects taught in the same 

schools is seldom exploited. An art teacher, for example, 

without funds to buy dyes for cotton and similar materials will 

make no effort to use local substitutes whose quality can even 

be improved cn with the assistance of a chemistry teacher at 

the same school. Other schools are known to adopt a liberal 

but ineffective approach to art and leave the subject Et a
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hobby level. During these contemporary scliool days when 

scientific theories in text-books and mathmatical theorems are 

oroken dovm and put together again by the pupils, it becomes 

extremely difficult for the same pupils to take art seriously. 

Apart from knowing the number o^ specimens of 'Imaginative 

Composition', 'Still-Life' and 'Life Drawing' that is required 

for them to fulfil the regulations of senior four examinations, 

there is often nothing else offered to think about in art.

Before they get to their final examinations the 'talented' pupils 

are seperated from the 'untalented' ones arid not much can be done 

about bridging the gap between the two groups until ideas on 

art education expand beyond the pre-occupation of discovering 

tne 'naturally gifted' individuals in the field. Some schools 

define academic subjects as those that can be studied end they 

put art under the non-academic ones, since according to them 

it cannot be taught. Art appreciation courses, history of 

art - the significance of art in different cultures, both African 

and world wj.de, and devices which are most useful in the field, 

eg. simple colour ch-arts, have in most cases got to wait until 

people get to our University Art Schools and then they are 

introduced to them regrctably late.
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What art is and its place in human society are therefore both 

left undefined until very late during ones student days. if 

they .are e,rer ciei inea at all. Books on art are rare in schools 

so are films, talks on the subject, magazines and reproductions 

of good art works. The subject therefore tends to promise a 

particularly limited range of horizons for these young people.

It i3 often that many of the gifted ones only count on art to 

better their aggregate for admission into universities and study'' 

other subjects.but art. The usual attraction subjects like 

biology', chemistry and physics have to pupils - the appeal of 

equipment in the laboratories, dissections and experiments which 

make the average pupil fee] confident that he i3 following the 

footsteps of surgeons, engineers and other "dentists whose role 

in society he is more aware of than that of artists - is therefo

re enhanced and art downgraded, mainly by the lack of any reliable 

and imaginative approach to the visual arts in these schools. 

National and at times regional slogans such as 'We want more 

scientists than arts-men' are capable of being misinterpreted 

at teacher/studerit level and undoubtedly contribute towards 

making art a rather neglected subject at school.

(See pp.213 para.3, 211. para. 1 & 2)
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The work done by art-clubs, mainly in and around our main 

cities, to promote artistic activities, is highly commendable. 

AmateUr artists and sunday-painters of e variety of origins organi

se themselves into these clubs and attend painting, printing, 

tie-and-dye, batik-making and other craft classes. The work 

they produce is regularly exhibited in art galleries, hotels, 

doctors' and business waiting-rooms as well as otner coners that 
are frequented by people likely to be interested in art, Members 

of these clubs often participate in competitions like the annual 

Esso Calender dompetition. Membership is usually open to a good 
cross-section of the town people. Enthusiastic huuse boys, 
encouraged by their masters and school beys may all join in. 

Otherwise mary of those who take part in art-club activities are 

well-to-do people, wives of diplomats and company managers from 

various couhtrie3, ren with regular Jobs but who are at the same 

time interested in art. Oil-painting is usually the most popu

lar medium and this is now a days followed closely by tie-and- 
•*

dye and batik-work. Some sculpture is also practiced. ,/e can 

expect here more dignified work and rather more ambitious 

approach to painting than that cf the authors of the paintings 
sold side by side with the ivory and wood carvings (See pp.156-7)
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Money to buy materials may not be a problem to mar\y of these 

members. Some of the people who go to buch clubs h»ve actually 

had some art training and others ore school art teachers who use 
the club facilities to exhibit their work regularly an so on.

The work produced by a given club is therefore usually of mixed 

artistic quality. Apart from a few schools, some artists' 

homes and occasionally some mass media, the art r-iubs provide 

the only opportunities there are in the region to discuss matters 

related to the visual arts, listen to lectures on art, see art 

films and watch art demonstrations. We also have a chance here 

of narrowing the gap between work that is being produced by 
trained artists from Makerere, Nairobi and art schools abroad 
and what art enthusiasts would like to see.

The volume of work resulting from the above mentioned 

sources; the once tribal artists, art specimens brought in 
from outside iia3t Africa, art from schools, art-clubs and indi

vidual practicing artists, have all contributed towards making 
art galleries permanent features of cur main cities. The 

mention of art galleries is significant in estimating the progre
ss of the visual arts in integrating themselves intsome measure
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into the social structure of our urban society. Galleries and 

exhibitions are now not an unsignificant aspect of our environ

ment. In the writer's experience, during the late 1950s, for 

example, there used to be one art exhibition of the Uganda Society, 

of artists. Two painted murals in one of the Makerere Universi

ty hells of residence, one mural on the outside of an academic 

building, a series of paintings on religious themes in a Namire- 

mbe Hospital ward were roughly the only art works of their size 
to be encountered around Kampala. In the same city we now have 

the Noramo Gallery which exhibits artists' work throughout the 
year end is often booked several months in advance; the K&ke- 

rere Art-School Gallery housing a permanent collection of models 
and pictures as well as playing host to visiting exhibitions; 
the Uganda Museum, the Cultural Centre and the Kampala Internatio
nal Hotel - the last two having facilities for showing work 
available for sale and for periodic exhibitions. There are a 
lot more murals than there was in the 1 9 5 0 s to be found on the 

Makerere University campus, business buildings, Government 
premises and churches as well as in-door and out-door sculptures 

in and around Kampala as a 'Tourists’ Guide to Kampala' would 

show. Another interesting point to note is tnat many of these



specimens are oil-paintings, mosaic-works, wood., cement and. 
metal sculptures, tile decorations, and so on - all of which 

make us realise that the concept of art as only painting on 

sugar paper, held by some schools, 13 extremely limited.

. .23
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Recommends t j on s,

Being aware of the p o s s ib le  and, in the case of our region, 

the potential role the visual a r t s  can play in the lives of 

human individuals and communities and having noted these arts1 

scarcity in our traditionsthe reader will no doubt agree with 

those who have so far advocated the teaching visual arts in East 
Africa, (Also see pp, 2 0 1 , 2 0 3 , 2 0 7 , 2CS, 213 -paras. 2 , 1 , 3&4, 

2&3» 1, resp,) Y/e have seen that the East Africans' first reac
tion to these art3 has tended to favour naturalistic and reali
stic images of the visual phenomena that they are aware of. It 

is true that a fair amount of the few art forms attributed to 

our traditions, particularly those that are meant to depict 
spirits, had already assumed the abstract form rather than this 

naturalistic or photographic stage that is popular to-day.

The fact is that the need for our artists and their audience to 

imagine the same spirits is steadily fading sway as our concept 
of the Universe changes. If our traditional artist is to retain 

the title of 'artist' inspite of the changes above he has to 
adjust his approach to art to suit the present situations or 

else be replaced. The ideal replacement to the traditional 
artist, where he existed, would be another artist who is both 

aware of our past and the present and is, at the same time,



capable of continually adjusting his artistic approach to suit 

our ever changing present. Such a person should therefore be, 
at leasts generally educated besides being able to create visual 

forms v»hich he should aim at serving specific purposes. We 
only need to mention here that the popularity of 3uch an artist 

in his society is likely to go hand in hand with the popularity 

of the cause he opts to serve as well as the adequacy of his 

work towards achieving the desired goal. Having surveyed the 

main areas where artistic activities are presently developing, 

the reader must have noted certain anomalies which should be 

put right in order that the visual arts may be integrated into 

the region more effectively than is th" case at the moment. 

Featuring high among these anomalies is the limited scope and 

number of the efforts so far made to promote the arts inspite of 

the great need there is for them in East Africa to-day} and 
the tendency for these efforts to respect foreign demand and 
taste more than the local ones. Among the present demands put 

to the people ..in the fi^ld of the visual arts is one for copies 
of the old works of art, miniture images of the forms of our 

wild game and human figurines in tribal dress. The need for
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such copies- which is in fact likely to persist for a long time 
to come, is thought to be normal by this enquiry. ,/hat the 

enquiry regards as wrong is the tendency for this one demand to 
overshadow other possibilities, particularly in the minds of the 

once traditional artists, to the extent of making him forget 
the use of his creative abilities and his "orraer role in the 
society immediate to him. He starts to produce the demanded 

copies for the purpose of selling them to local agent for the 

market abroad, a practice which reduces him to the level of a 

mere craftsman rather than a creator. The practice also tends 

to curtail completely the development of the artistic styles 

which our grand fathers developed to various degrees. The 

merger of these styles v/ith those that are being introduced into 

East Africa, which would have perhaps in some measure facilita

ted the acceptence of the ner/ ones by our public, becomes par

ticularly difficult. Therefore, while the copies made may 

mean some financial success to-day, in as far as they attract 

foreign money to the region (ie. money paid by tourists for 
souvenirs, etc. ) the indulgence in only copying what was done 
long ego is capable of crippling the art that will in future 
emerge a3 East African. This forecast is based on the
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observation that the now famous African Art was, at its beat, 

by and for Africans while the copies of it being to-day

in their hundreds o^e primarily meant fo-; tourists’ consumption. 

Some research should be devoted to defining the major Hast 
African artistic needs and the taste of the contemporary Hast 

Africans, At the same time, the adequacy of the traditional 
art forms to the purposes they served should be examined with 

the intention of adjusting the traditional approach to the 

contemporary requirements. In other words, every effort should 

be made to preserve the creative faculty of the traditional 

artist.

In the case of art courses which are offered in schools 

at various levels, more liberal policies which will spread 

facilities-fer studying art to more schools than is the case 
at the moment will help to ensure that more of those who recei

ve formal education are at least introduced to the visual arts.

According to the writer’s experience and observations, 
both as a child at one time and now as a father living in this 
part of the world, the general development of a child" can be 
used to assit and be assisted by it3 artistic training. Before
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and during the nur3eiy period, for example, the child's curiosi

ty to feel and test v.-hatever material or object i3 in its reach 
can be made use of to facilitate the child.'a acquaintance with 

raw materials and their basic properties, the awareness of which 
should be of considerable use when the same chi3d embarks on 

the next stage of deliberating how to make certain shnnes and 

volumes. The child continues to work on its visual vocabulary 
of the universe: its flora and fauna, the sky, habitations,
machines, tools, etc. Access to a rich, natural and safe 

setting, with a water reservoir, some sand, clay or mud, seeds 

of various shapes and colours, pet animals and so on, should 
assist the child's understanding of these natural materials and 

forms. .Vhere possible, the collection in the above setting 

can be reinforced by the usually colourful man-made plastic/ 

rubber/wooden ball3, rods, different shapes and blocks (textured 

and plain) as well a3 materials like paints, paper and gum.

The usual desire of the average child to make two <">r three 

d-L-mensional images of certain forms, eg. of mamn\y and daddy, 
house and aeroplane, can be made use of by training the child's 

ftbility to produce these images starting with the almost anony
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mous to high fidelity ones. The fact that children accent at 
this stage as mam:iy and daddy almost any two images that appro

ximate ta those of human-beings and that they are later capable 

of identifying their parents' photgraphs as different from those 

of other couples is of great interest. (Also see plates 15*16 

and 17) It suggests a natural widening of the average child's 
interest from just the appearance of any phenomenon, part of a 

•sea* made up of anonymous things - to groups of phenomena which 
have something in common,eg.where ary human image is acceptable 

as one of the child's parent, any aeroplane as the one that 

flew back uncle Mukaaa - to particular appearances of phenomena 
within these groups, eg. the child's own pet dog among other dogS 
If we now try to relate the above development of the children's 
interest in the visual phenomena with the expectation of the 

general public that artists should produce realistic images of 

things in our surroundings, we will note that, to most people, 

visual phenomena eg. rock of any shape and form, the sun, etc., 

are usually accepted for what they are; children's attempts to 

portray things around them often end up with images short of 

photographs or life casts. It is such images that a:.e often
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MAMMT AND DADDY Plate 15
Work of a four years old child at a nursery.

Cowboy Sirl Cowboy etc.
Assorted work by Primary 1 pupils.

Plate 16



WELCOME HOME Plate 17

Imaginative Compsition by an 3 5 student.
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confused with mature artists' aemi-ebstract and abstract forms, 

(-ee plate 17) The suggestion being made in this connection is 
that the average child's development outlined above should be 

encouraged. V.'ays and means of producing realistic images

should not be just skipped by teachers during the children's 

training simply because the forwtr fear that the lattera' atte
ntion will be completely taken by photograjii3 , which would 
therefore arrest development of skills to draw, naint and model 
somewhere short of art. The basic techniques and methods of 

producing realistic images, including those that use equipment 
like the camera, should be introduced and discussed with the 
children at appropriate stages, spread over the primary to 
secondary school periods.

The attempts that have so far been made to standardise the 

School Certificate Art Examination, mainly by adopting the 

Examination Regulations of the University of Cambridge Local 
Examinations Syndicate, will only be justified if they are packed 

by sound artistic training before and during the secondary school 

period. An art syllabus ought to be worked out to ensure that 
the right amount of instruction in techniques end methods some 

of which are mentioned in the previous paragraph, is given to
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pupils while they are still at school. The currently popular 

painting on sugar paper should not only be supplemented with 

more graphic and sculptural knowledge but also with some aware

ness of the main properties of the commonly used materials and 

methods which are of basic interest to artists. The study of 

•Perspective', 'Life-Drawing', 'Art Appreciation', 'History of 
Art', to mention but three, should all be adequately Introduced 

in secondary schools, unlike the practice now where most of 
those v/ho ever hear about them have to wait until they are 

admitted into the university art-schools. Apart from reduci
ng the amount of preliminary work done at these art schools, the 
basic knowledge obtained from the introductory studies of the 
topics suggested above should provide the pupil3 with the right 

answer^ early in life, to a number of their questions on theme 

2 and 3 (dee tables), which at the moment appear to remain un
answered for a long time. A by-product of making this additional 

knowledge available to school pupils will be that of making the 
content of the art course at this level comparable and therefore 

uninferior to that of the other subjects they study. At present 
these other subjects arc, to their minds, more formulated, logi

cal and therefore more attractive than that of art.
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Some awareness of the existence of some great wcrks of 

art and artists of the world, os well as those that are already 

outstanding within East Africa, should be of great use to 

pupils at school. (Also see pp. 207, 210,- paras. 2, 1 to 3)

A n«tUj.al flow of interested pupils from other subjects 

to the visual art3 and vice v\jrsa should do a lot to eliminate 

the artificial barriers one often wedges between subjects like 

Mathematics and Art.

V/e observed earlier that art, to tnary schools, means 

painting. Apart from what characterises an art-room in these 

schools the work that is annually sent to university level 

art-schools, like the Make re re Universitj' School of Fine-Art3, 

for the entrance examination - illustrates thi3 concept of art. 

By far the bulk of the examples of work submitted is painting 

which strictly respects categories like 'Imaginative Composi

tion', 'Still-Life', and so on, ie, as spelt out by the 

School Certificate Examination Regulations adopted from Cambri

dge. Very little, as evidenced by the work from most schools, 

seem to be encouraged beyond painting with powder colours on 

paper. This and other similarly limited approaches to tne
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teaching of the visual arts no doubt leave scars on the pupils’ 

understanding of the scope and the role of the arts in relation 

t, mankind. It may later be very difficult to make such pupils 

realise that some of the values cherished in the school arc-rooms 

may hold true and be useful when we are, for example, thinking 

about industrial products like our dresses, motor-cars, etc. ; 

colours for- our houses and even when we arc growing flowers ?n 

our gardens. An art period or two spent on studying the patterns 

employed in making an indigenous piece of craft, eg. basketry, 

may anable the ycung to relate art with geometry. A discussion 

on how prefabricated brick units are made and the processes 

necessary to put them together to form a sun screen, for example, 

which may at the same time be decorating a particular building, 

may interest more pupils than those who normally opt art for 

their school certificate examination. Some adventrue into 

using local resources to procure art materials instead of depe

nding all the time on the imported paper, paint and brushes, would 

not only help to cut down the cost of running school art-courses 

but also illustrate the interrelatedness of various fields with 

the visual arts and the role of these arts. The numerous
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questions on the need for art in these pages (See theme 3 of the 

table) would no longer be worth asking since this need would be 

demonstrated by actual events and experiences quite early in life.

The pronouncements of artists concerning ar+ have to a great 

extent been vague and lacking uniformity in ideas. In consideri

ng thi3 it may be remembered that the artists concerned are worki

ng in the visual field and not in the literary or oral. One may 

perhaps expect some inexact statements. But, even in the conte

xt of the modern world art, it is only in those cultures where 

certain artistic characteristics are dictated by particular 

national policies or outlook that there is some degree of unifor

mity of ideas. In our inquiry* therefore, the mixed variety 

of attitudes adopted by the artists practising art in East Africa 

to-day is to be expected. We have, perhaps fortunately, little 

so far in the way of tradition or ideology to restrict arycne 

from adopting ary of the numerous approaches to art which we are 

exposed to 0 5. to discourage one from inventing one's own. 

Fortunately, these artists' declarations (See pp.53 to 62) and 

the work they produce can usually be fitted into one frame-work 

to serve one ultimate mission of the visual arts, much as some
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of them may sound and appear individualistic in the firstplace. 

Viat we say and dc while we are still looking for our share of 

the mission is bound to be vague until we develcpe it to acquire 

moie clarity and be of some universal validity and value.

Even under the circumstances prevailing in our region it is 

quite possible for birds of feathers to flock together as 

M.kutyaba observed (pp.60 to 61). tfe noted earlier on that 

some people amomg us are either being or are already trained to 

be artists. >Ve should admit that this training increases their 

insight into the visual art media well above that of the average 

level cf the population here. Apart from teaching and holding 

one-man exhibitions annually, these trained people can now be 

kept busy by the increasing number of fields which are finding 

it advantageous to use visual art materials as aids. One is also 

getting more and moie requests for art works 'for our puolic 

buildings', eg. post offices, banks, churches, bars., exhibition 

pavilions, e^q. } our newly written books, and so on. There is 

therefore a possibility of our keeping the few artists we have so 

far occupied and assume that because art is being taught in 3ome 

schools and murals are being commissioned, the future is assured 

for tne visual arts in East Africa. Two problems must be apparent



t" the reader: one being that a number of work3 in our public

public place3 and the illustrations in our books are proposed 

and at tines coirr-isrdoned and executed by expatriates. Some 

of them stand a chance of hanging on walls of buildings for years 

without ever being thought worth having by the people working or 

living in the same premises. Another one is that if we wera to 

reiy on the people who ere either being or have been taught art, 

as the only ones to determine the future of art in this part of 

the world, the existing inbalance between the artistivally ini

tiated and the uninitiated will have to persist for a considerable 

time. These observations therefore enphasise the need for 113 

tc take short cuts tc-day, (whilst realising and avoiding the 

dangers inherent in the 'short cuts' and'crash' programmes} 

towards making the value of the visual arts appreciated by the 

masses. Portraits for example, of prominent individuals among 

us, which are at the moment only in the form of photographs, cun 

be painted or sculpted for our public buildings, parks and for 

travelling exhibitions to rural areas end to countries abroad. 

Artistic depictions of the same individuals we are already used 

to seeing in photographs, eg. our religious leaders, politicians, 

and so on. should create greater impressions in the minds of the
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masses regarding the portrayed dignitories than the usual photo- 

graphs do. What is more, such portraits can be used to lead 

the people’s taste towards pure art. There are already some 

indications to show that efforts to make the arts to at least 

reach the cross-section of our population will meet the sympathy 

of some artists (See quotes from the bottom of pp. 5 8 to pp. 6 0). 

What some of these artists say is backed by a number of examples 

of their work whose subject matter has remained recognisably 

East African, inspite of the many foreign influences they have 

been exposed to. Using the visual arts media as some of the 

means of expression available to their generation, they have 

pioneered to depict their ancestors' legends, the beauty of the 

human form both in the nude and in East African traditional dresses, 

the rich textures - patterns and colours of the indiginous craft3 

and eo on. . There ar instances where the artists have commented 

on the contetnporaiy East African thoughts and ideals. Some have 

succeeded in communicating their own beliefs, dreams and phantasies 

to us and by *so doing permitted us to share these with them and 

therefore affect a more harmonious life than would have been the 

case without this medium of expression to the human race. Some 
of the art products by these people can be systematically tapped
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and distributed to reach the masses in this region besides putting 

he remainder aside for the market abroad, where works of art can 

also be used to give people the right image of our thinking, 

taste, and so or. State organised travelling exhioitions, mount

ed at places like social centres in rural areas, should do a lot 

to enable good art to reach the people. Apart from national art 

collections, which should ideally be housed in proper museums, 

mote films on art and reproductions of good examples of the visual 

art media should be produced and spread to the country side which 

is now monopolised by calender pictures and a few photographs.

The content and the quality as well as the style of the works so 

distributed can be studied so that they bridge the gap between 

what is currently expected of the art by the masses, namely reali

stic images of different things, and pure art. Increased exploi

tation of the arts as a medium of transmitting information to the 

puolic, eg. the use of good posters, is also called foi. By 

more collaboration and deliberation on the part of cur artists 

than one finds at the moment, an art which not only respects the 

tourists' demand but our taste and ideologies a3 well should 

emerge. Working for our own taste as well is not, to thi3 

study, seen as likely to deprive us of the foreign market.
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indeed rather the reverse. Mary of the «rt collectors who 

come to this part of the world actually come looking for East 

•African Art - art meant for our own consumption, basically Afri

can, only to fi..l thac sume hrs already been produced according 

to their assumed taste. I-ational and regional awards in art, 

eg. travelling scholarships, money and medal awards, can all be 

used to encourage more end more artists than those who have 

already vowed to respect local taste.and demand for art. (See 

plates 18, 19, 20, 21, 22, 2 3, 22*, 2 5, 26, 7~!) Improved commu

nication between our artists - exchange of ideas in the form of 

conferences, art-magazines, work-shops and so on should help 

them to identify common artistic problems and solutions. This 

would be above what can can be done at the level of institutions 

like national societies of painters, sculptors, designers, etc., 

if and when such bodies were to be formed, professional societies 

with entry regulations for membership to ensure high professional 

standards.

••

The role now played by art clubs in the main cities should 

ideally be extended to reach community development centres.

One can take lesson from the pattern of the intensified activi

ties that are to-day connected with the production, use and

187
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marketing of the traditional crafts. Mass media and extra

mural courses can also assist in the transmission of the basic 

information about the arts.

The purpose of making the above suggestions can be summari

sed as intended to integrate the visual arts into our region 

more effectively and ai a more accelerated rate than is the case 

at the moment. We mentioned, among other means of achieving 

this end, exposing both the young and the old to a variety of exa

mples of art from here and abroad. We should, however, exercise 

the necessary caution about the imported examples, so that they 

are not taken for granted to be the only possible standards when

ever we talk about art, aesthetics and similar subjects. The 

need for us to understand how the medium of expression we are 

introducing is being received by those to whom we hope it will 

eventually belong should be realised, especially at the level.? 

where the policy about artistic activities in East Africa is 

determined. We are in this study calling upon our public to 

be less indifferent to the arts; and suggestions have been 

made to communicate the demanded information about art to the
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people who require it. 7/e should like wise; not only train 

our artists to up-hold great achievements in the world of Africaia 

Art; wh&t has been written about these achievements and hew it 

has been expressed; but also how these already attained stand

ards can be related to these artists' work in their East African 

context. Otherwise, active in this region which is still virgin 

to the visual arts, our artists will have very limited opportu

nities of being original in their work and convincing to their 

local audience whose taste in the matters concerning the visual 

arts should not, «3 we have seen, be taken for granted. Ideally 

our approach to art should not just despise this taste as naive 

and so on, otherwise the visual artist will have to continue 

working in a 'vacuum' and wondering why his public does not 

appreciate what he is doing.



KDJTL LtflEND Plate 18

Artist: Mugalula Llukiibi. 
Appr. Height: 6 0 cms.



SABA-SABA DAY

Artist: Fatma Abdallah. 
Appr. Height:



HABITABLE FORM

Plate 20

Artist: Kakooza Kagabo, 
Appr. Height: 112 cms.



THE SON OP MAN IS HOOPED

Artist: .Balthazar Sanka.
Anpr. Height: 60 eras.



THE HUNT (part of a series) Plate 22

Artist: Severino Matti. 
Appr. Height 85 cma.



HARLOT

Artist: Kaddu.
Appr. Height: 204 cms,

Plate 23



POT
Artist: Lwai\yaga-Kusoke.
Appr. Height: 30 eras.

Plate 24





PORTRAIT

Artist: Ssebaggala. 
Appr. Height: 75 cms.



GRINDING MILLET

Artist: rfebbo.
Appr. Height: 20 cute.

Plate 27
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peer. o r  fo r th  Ar.erican view p o in t, I a.’, sure th a t one o f 
th e  th ir .ys  the niud u s u a lly  con.lures up i s  a con tin en t 
r ic h  iiv  t r i b a l  tr a d it io n .;  r e f lo a te d  threuph r .u s ic , dance 
and f i n e - a r t  forr.in ouch as sc u lp tu re , paint.in/: and v a rio u s

V/. ij.— 'jo »

The id e a  does have sonc* fu n ctio n  in  f a c t ,  buto v...; y
b a la n ce  from s ta te  to s ta te  throughout the co n tin en t no 
f a r  ns 1 can d is c o v e r , i s  s t r ih in y ly  uneven. I cannot 
speah vd t'i /jroat a u th o rity  on any o f  the A fr ic a n  c o u n tr ie s , 
b u t a t  the s a v  tir.ie, a period o f  one y e a r  so f a r  soent in  
Konya., in te rs p e rs e d  w ith none t r a v e l  through Uyanda and 
T an zan ia , has for.-.cd some opinions in  ny r.ind rey ard in y  the 
s t a t e  o f  a r t  in  h ast A fr ic a .

To s u b s ta n tia te  core o f  the th in g s  I an about to say,
I third: svr.e cem en t in  I 11 A fr ica n  A r ts ” fron  H ilary ' Ky'weno 
( fo r u e r  e d ito r  o f  one o f the hast A f r i c a 's  le a d in g  news
p a p e rs , "The D a ily  n a tio n ") are w holly r e v e a lin y :-

" I t  i s  nenor.tos the t o u r is t s  want, not a r t ,  but the 
u n fo rtu n a te  th ir.y  i s  th a t r iy h t  now the t o u r is t s  i s  
th e  o n ly  stead y patron o f  a r t  in  the co u n try ,"

And "th e  in s p ir a t io n  which a l l  th ese  fo r e in e r s  (n o v e l is t s ,  
a r t i s t s ,  photoyra.phers, f ilm  d ir e c to r s )  draw fro n  
th e beauty o f  Konya scen e, i t s  w i l d l i f e ,  i t s  people 
and, t h e i r  h is t o r y ,  i s  not shared by Kenyan i n t e l l e c t 
u a ls  who seen f a r  too busy c l ir b in y  • in to  the "rovinp 
r id d le  c la s s  to  pay in ch  a tte n tio n  to anything 
ren o t ; ly  c u l t u r a l . "

I r i y h t  add th a t  t h is  apathy or iynorar.ee o f  the a r t s  i:  
not U n it e d  to  Kenyan i n t e l l e c t u a l s .  I t  extends dowr. 
th rc u jh  s o c ie ty  to t:ie le v e l  o f  the secondary school 
s tu d en t and beyond -  the people I an concerned w ith  and
d is c u s s  a c r e .

w i l l
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I t  io  d i f f i c u l t  to  p ie ce  the biases anywhere in  
p a r t ic u la r ,  but i t  io  s im ila r  ir. many v/ays tc  L.e 
s i t u a t io n  th a t  e x is te d  in  f'anada f o r  nary y e a rs  w ith 
i t s  in d ig in o u s ~.d;ir?o a r t .  The s t u f f  wa.o i.-nored, 
h id d en , obscured, h u rrie d ; c e r ta in ly  i t  wos ro v e r  
encouraged, u n t i l  sousene, to h is  e v e r l a s t i n ; c r e d it ,  
re co g n ise d  i f  f o r  i t s  sim ple b r i l l ia n c e  and node i t  
n o t o n ly  popular but p r o f it a b le .

The depth o f  n a tiv e  a r t i s t i c  p o te n t ia l  h ero, to o , 
ought to be g re a t ind eed , co n sid erin g  the background 
and surroundings in  which every A fr ica n  fin d s  h im s e lf. 
Think o f  tho l i m i t le s s  v a r ie t y  o f  th in g s  the A fr ic a n  
cou ld  express in  sore kind o f a rt  to t e l l  the r e s t  o f  
th e  world about h is  l i f e ,  p act and p re se n t. The 
p o t e n t ia l  io  h e re , I have no doubt, but i t  i s  not 
b e in g  nurtured o r  e x p lo ite d . In stead , what you f in d -  
and t h is  i s  where the t o u r is t  can be fa u lte d  and 
p o s s ib ly  b lared  -  i s  V.’nksnba carv in gs n acs-prothicina 
t h e i r  ca rv in g s  o f  e lep h an t, g a z e l le ,  Ilasai w o rrie rs  
and phony charms sc th a t cone American lad y  can ho' e 
one " ju s t  l i k e  uy fr ie n d  bought la s t  y e a r .” You 
c a n ’ t  b la r e  the A frica n ; i t s  lu c r a t iv e  end fo r  an 
under-developed country th a t i s  o f  paramount im portance. 
But i t  i s n ' t  a r t .  And except fo r  a few shops th a t 
im port r e a l ly  o r ig in a l  and au th en tic  p ie c e s  c f  a r t  from 
T an zan ia by kakor.de c a rv e rs  and fvon the Con~o grow, 
s e v e r a l  t r i b e s ,  th ere  i s  very  l i t t l e  th a t can be 
co n sid ered  genuine c r e a t iv e  a r t i s t i c  exp ressio n  
a v a i la b le  in  h a st A fr ic a  by Bast A fr ic a n  A r t i s t s .

Some answers fo r  the s itu a t io n  car. be found in  the 
a t t i t u d e  talien in  sc h o o ls , The whole emphasis i s  on 
academ ic achievem ent -  a r t s ,  c r a f t s  and tra d e s are 
b a d ly  n e g le c te d . sere  flogreo the p o lio ’ ' c f  edv.ee-
t  •! on m ini,"try t« kes the rospor.-ibi!) i t y ,  but u lt im a te ly  
th e  cr.us, r s  in  Canada, i s  on the clr-.sj~rc.c:.: tea ch er or 
th e  a r t  “ a s t e r ,  Iv. » r a c t ic e l ly  every s itu a t io n  in  ik e  
c l a s s  -room th e re  i s  scv.c eppcr+vr.ity tc  a l le y  n a tu ra l

~ i ' .1 *;*• 'j j.a'j?i c 3.Z  vi-c* *̂3 3.
a r t i s t i c a l  ly*. It- then-' V re . .now be supposed th a t
r.r.tvr-'l or v ia tic  exp rsesicr. b-cr so c f  r. r ig id  e u rr ic u 
l m  can only f in d  ax. c v .f lc t  ir. fe rn  e l  a r t  c la s s e s  c r  
c lu b s  w ith in  tho s o h c c l, which a rc  too few, or or. the 
o u tr id e  in  p r iv a te  e f fo r t s  which .arc y.'.et as s c a rc e .
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'dvc-n to secondary seh oolsstucor-t, o r t  o f t  on c o n s is ts -  
i f  indeed i t  i s  'deal~.uat od o.o a n ecessary  p a rt c f  the 
curriculu:.: o.t o i l  -  o f  n cih in p  wore advanced tl.cn  the old 
stend -  by fo r  t i e  touch.!::" o f o.ctor c o n tr o l, the c o lo u r !-  
ny bode techini'.yuc.

This i s  the le v e l  at : ’lie'.: n.cct str.d cr.ts in  secondar,
sch o o ls  ore found. There ■* r. 1 -* ' -r 1 • r — / . w —y wet wore than. a sc a t
in y  o f  tv;o or th ree p u p ils out o f a double c l ass o f  some
seven ty who w i l l  be w i l l i r ; to attem pt to arc. Y7 something
u n ic e s  they are yivcoi t!:c o _ p ertu uity  Lo copy the cover
drawi ry  on r. l ib r a r y  booh, sere iu s i '  id shot eh fro:.: one o f
t h e i r t e x t s ,  or o ld  y re s tir . ;• ca rd s. And th ese  they le.bo-
r  low's l y  cyue.ro before ec..yi : y tc  ensure th a t t h e ir  co u n tsr-
f o i t w i l l  natch  as c lo s e ly as p o ss ib le the c r iy in a ?  1

I t  v<ould bo wrony hero tc  yo in to  polcr.icr. about 
c o lo n ia l  dr.ye th a t did t h e ir  le v e l  b eet to e ra d ic a te  what 
rsoayre A fr ica n  c u lt u r a l  c r e a t i v i t y  th ere  was in  iCouya, but 
one can h a rd ly  ovcrlool: the f a c t  th a t when th ese  p u p ils  
now a t to;.;p t  to draw sor.ethiny or. t h e ir  own i n i t i a t i v e  or 
upon the te a c h e r 's  in s tr u c t io n , the e f f o r t  in e v ita b ly  
resem bles Ivuropoun s ty lo  and themes too c lo s e ly  to be r.oro 
co in c id e n ce . The A frican., t i  v;ould seer., has succumbed 
to an imposed c u ltu r e .

h’hen r.y c la s s e s  were ashed to p o rtra y  cone a sp e cts  c f  
A fr ic a n  V il la g e  l i f e  th ey could not third: o f  anything th a t 
would be in t  .'res t in y  enou.yh to put on paper. And when 
th ey  v:oro ashed to c re a te  sono desiyn  th a t in corp orated  
somethin?; A frican, and w ith in  t h e ir  ex p erien ce , t h e ir  ninds 
were b arren .

A lto g e th e r  i t  tool: over two months 
to  y e t  i:y a r t  studen ts to  re a l i i  
and be c r e a t iv e  w ith in  the frar.i 
on A fr ica n  e:: c r ic r .c e , The r c s u l

.ont'.io o f  ■.vochly
th.at they c an b ■
rh o f the:i r  own
J--. _!>hew t:soir.h •ny

be so f a r  and l i a . i t od in  th e ir  
in i 'c a tio n s  c f  Jure yean s. The; 
develo-.cd in  t h e ir  te c h n ic a l s'

aoope, are a t le a s t  not 
are a lso  not y e t  hi.yhly 

.1 1 , but they are rcco y n isa '
Hoia« in  i t s c l : sati; r*? *“* ~ nmmcroud ; fo r  the t in eA fr ic a n ,

b c ir .y , The next step  w i l l  be to in trod u ce A fr ic a n  m a te r ia ls  
( t r a d it io n a l  or o th er.:!so} in to  t h e ir  c r e a tio n s  to produce 
a r t  one r .irh t then d e scrib e  as p urely A fr ic a .  Usiny s i s a l ,  
banana lo a v e s , beads and bar'.:, her example, the r e s u lt s  
should prove in t e r e s t in g .
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I an not : c r : t.' -n
could or should bo uade
painter ore eraftsnan. 

+'

every African art student
into a oculptor, designer, 
tut I do tiiin)r that insidefivorjr one oi tier, rests a. deep foelin™ apr* .*>»•£ 

its for.zo and that African tradition should be exposed 
artistically for each student to reccrniso, appreciate 
and tahe pride in for its inherent value and beauty.
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Scar i.Ir, hakoosa,

I hope those fev/ questions will be o: help to you.

iploy o n ly kur opean
a cc m e r e i a l a r t
some y e a r s und. e r  ai t r  ain in g in
t h c r 0 aiiv' *V c o l 1 c  ‘ os'

(ach. I f you do
k e lp me I ChOuld

?ne stu d en ts  h ero  are v e ry  in te r e s te d  in  A rt and 
fr e q u e n t ly  e n te r  f o r  c o m p e t it io n s  and e x h ib i t io n s .
. .o ..o v e r , f o r  tne .last 6 n o r th s , I 'v e  been t r y in g  to  f in d  
o u t  about op en in gs  f o r  s tu d en ts  who are  • o'*d* a t A r t .*
At ^present th ere  sore o n ly  ?  o r  3 k a ir o b i^ s c h c o ls  who 
o f f e r  f . b . C .  a r t  and the o n ly  .cou rses  a t  U n iv e r s it ie s  in  
jia ct  A f r i c a  r e q u ir e  k .S .C . A r t . ' I have w r it te n  to  r.ianv 
a d v e r t is in g  f i r n s  in  ’ Nairobi about employment o f  a r t i s t s  
and w ith ou t e x c e p t io n  they appear to  employ o n ly  ku: 
and sny th a t anyone employed nust have a com m ercial 
q u a l i i - c a t 5  oil and m ist nave worked f o r  none wears m 
q u a liij.e e ; nr wist. -Jut how can or.e wet truin'* i v  i r
O o in e r c ia l  A rt in  t h is  cou n try  ? Are th c r  
fh e  o n ly  o c cu p a t io n  appears to be to  te a ch , 
happen to  Isuow o f  a n y 'p la c e  that cou ld  ‘
'°c g r a t e fu l  i f  you cou ld  l o t  me know.

. . .Ac r°i‘urds the ether questions I don't think that 
wvrw „n school should be narked as it is. I find it 
impossible to compare two completely different tyres of 
worn and rro.de tner;. I cujjpose sonethiny accurate like 
Icwtoriny could be narked. If marking is necessary for 
cnar.Sj,, reports, etc., I suppose work could bo divided 
-r.ee /cry 'Good, Ored, etc., and qivor. A, 13, or G, but I 
see.no merit in narks, ry Art as each individuals ideas 
oj. interesting work tends to be different. I think 
tr.at al?. students can benefit from Art and c m  reduce 
pleasing worn of '-sue fcm. Cb/iously everyone car. not 
arav; conut>fully but there is always somethin.- that e m h  
person car. cn:oy doiry - carviny, ayciny, mobiles, mosaic- 
\/oi.., collate, papier :;ach&, design work, AC,

I .-cpc tnis will be of some use to you.

Yours sincerely,

8.4.69 Pat Go r Jar (k r s . )
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In nshirr; th is  v i s i t  i t  vac r.y sir; to  lo a m  somethin" 
o f  th e lo c a l  co n d itio n s in  '..hieh a r t  i s  +c.u.'jht and ;r.octieed 
end can d id ates prepared fo r  the Oo:.:brid;;e Syndl e a to 'o  A rt 
P apers, in  the c.upoctution th a t such ir fo m a t io n  r iq h t  prove 
h e lp fu l  in  t h e ir  s e tt in g  and oranninir-y;. I a lso  wished to 
b r in y  bach any c r i t i c i s r a  or au yycstio n s vhich  n iy h t  be 
u s e fu l to the Syn dicate in  accordance v.lth t h e ir  p o lic y  o f 
ad ap tin g the Art '.hroninations to the p a r t ic u la r  needs o f the 
t e r r i t o r i e s  in  which th ey ore taheu.

I was .also prepared to y iv e  sch o o ls , as f a r  as I could 
any e v a lu a t io n s  they u iy h t need rcya rd in y  the requirem ents 
o f  the A rt S y llab u s and any ad vice  th a t r ly h t  prove h e lp fu l 
in  prepaying can d id ates.

Through the cou rtesy  and co -o p eratio n  o f the D ire c to r  
o f  D ducaticn and h is  o f f ic e r s  ?n Uganda (as a lso  in  the 
o th e r  t e r r i t o r i e s  I v is i t e d  in  h ast and C e n tra l A fr ic a ) ,
I was a b le  to v i s i t  nary sch ools and c o l ie y e s . I paid sev
s e v e r a l v i s i t s  to  the I n s t it u t e  o f Education and the School 
o f  Pine A rt through the hind in v it a t io n  o f the D iro c cor and 
the A ctin g  D ire c to r  c f  th ose two dopartr.cnto o f  ho.bororc.
I had many d iscu ssio n s  v.lth the heads o f sch o o ls , .Art 
•Teachers and o th e rs , and thus le a r n t  serve t  h i r.y o f  the 
p ro b lc s .

In nahiny t h is  rep o rt o f  uy i.v.prcssionc aru1 con clu sion s 
I an, o f  ccu rse , o ::;rassin p  r.y cv/n v ic e s  v.hich nay not 
n e c e s s a r ily  be those o f  the S y n d ic a te .”
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3 . "P '-pos o f  s c hools. v i s i t e d .

S u rin y  :.:y to u r  o f  f a s t  and C en tra l A f r i c a ,  I  v i s i t e d  
about 120 s c h o o ls ,  o f  which 25 wore in  Uyanda.

The s c h o o ls  s e le c t e d  f o r  visits were m ainly Secondary 
S ch o o ls  ta ilin '; p u p ils  ew. to  S ch oo l C e r t i f i c a t e  s ta n d a rd , and 
preference v/o.3 n a tu r a lly  y iv on  to  th ose  at which art was tav .jh t 
o r  v iiere i t  was planned to  tea ch  i t .  C on sequ en tly , I was a b le  
to sec  exam ples o f  a rt-w ork  at n o e t  o f  thejn*

1 v i s i t e d  soaic Prim ary and f i d d l e  S c h o o ls , a ls o  fca ch e  
T ra in in g  C o lic - .o s ,  in  a d d it io n  to  I'aupalu T e ch n ica l I n s t i t u  
th e  P ine Art S ch oo l and the I n s t i t u t e  o f  e d u ca t io n .

I noted th a t the s c h o o ls  in  IT;; and a wore co n fin e d  to  the 
A fr ic a n  and In d ia n  S e c t io n s  o f  the p o p u la t io n , and wore thus 
com parable w ith  th ose  o f  Z an zibar and Tnr.panyiha (e x c e p t  f o r  
i t s  European Cecondary S ch o o l)  and d i f f e r i n g  from  th o se  o f  
hnnya, ’..1th i t s  s e v e r a l  Pure; can S c h o o ls , and in  the Ilh odesin s, 
v /n crctth c  secon dary  s c h o o ls  wore re in ly  fu r  opoan , ap art fror.i 
a few  A fr ic a n  o n e s ."  * I

4 . - Ph.c Standard o f  A rt Te.uehirs.

C f some 25 s c h o o ls  o r  c o l l e g e s  th a t  I v i s i t e d  in  U ;
I noted  th a t s u i t e  th re e  q u a rte rs  o f  then p rov id ed  a r t  t c a c h in ' 
in  the cu rr icu lu m . Awony the rem ainder were fo u r  s e n io r  
secon dary  s c h o o ls ,  .........."

"Or. the w hole I form ed the im p ress ion  th a t Ur and a -vas in  
advance o f  the n a ib o u r in y  t e r r i t o r i e s ,  apart fr e n  the PJ.odcuia.' 
in  the p r o v is io n  c f  f a c i l i t i e s  f o r  a r t  t ca e h ir r ;.

The: standard o f  the : .r t  worh a t a s ch o o l n a t u r a l ly  d r  era :

. • merer1 
A ''rdean

: c ,'se?.s

a q u a l i f i e d a r t  t e a c h e r .  In "anda, I not wore than
; t r a s h e r s  w’ o had an a r t  s c ’hcol tr a in in '*  (cbrunt 15
: the United. f i r  dcr*. and the e th e r s  i n  dr ie. o r  ■ ■ 't

which was a lr: per number t* .an in  th.:. o t h e r  > a t
I . .a t  f o u r .

a im , t*’ *»re '..'era rs r .o tin e s so c r  even th r e e  a r t
n f  so c o l ."as o n ly  a t  the dura. oar.

ft -P
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China th e  fo r .o ra l  stand ard  o f  a r t  teach in ''
.SCflOCls Of T " S U da ° " ilZ.',*:1 .

in the African

5•"Contact between Art 'r.---vr.

Ir. ho "-o r n?’v m  excellent exhibition of paintings fron
schools in thr holcm • 'hi nh a>- ---i —.A at -v.ro eon
*-rcp arato ry  C on sol,  - ’ rum, o.t ’•';o t i r o  o'r r:y v i s i t .  Such 
e x h i b i t i o n s  cm. to  r e t  o n ly  in s - k n o t  i v e  to t m e h e r s  and ' u * i l s  
but r. sou rce  of .-nec-uvo;;r.r.cnt or. w e l l  to  t ’ ose •. he h r  e to* 
have t h e i r  v;orh s e l e c t  o f .

I su yeoi t vo.t or eh a circulatin'-; 
at nchoolc v/oultl be desirable in h-T.nd 
exchange to noibourirp territories. 
Conference right be able to sot uo the 
it.

exhibition of works dene 
m l  Might be cent in 

‘ho v vend a Art Poachers1 
Machinery for organising

6, The Standard of ’fork at’ African 5 chop,! e«

During :.:y tour I m e  scuctiv.es told that Fast Africa 
lacked an artistic tradition, and that teaching art to then 
was not vtry rearming. Such vie a were not held by the art 
teachers I net.

At the schools ".'here art has now been taught for sene
tine, .......... the astonisitin' ly higli level of the v;crh
proves the> Africans, mite ir/} ip end eat of their traditions, 
are not less sifted in art than other races if given the 
opportunity. In sene aspects of art, their work car. be 
nnch superior to that of the average b'urcpean. 11 *

"It has been said that artistic talent depends or. the 
tribe to which the pupil belongs. hy short stay gave roe 
insufficient opportunity to determine such a point, but I 
noted excellent work in regions far afield, such as Peso, 
Fort Portal and the province of huprx.de. In trying tc
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ass ess the; ab i i i t y  o f Afrioar. p u p ils  I f e l t th a t one mus t
benI-* in r.i;v( f hed the van to ;e o f pr e c t i r jl'■  dre.’, /in/;
or in ch ild h cod or e ecin g  pood p ic t u ros, as mo ***w
fu r 0 pOcUlD have had, I le a rn t ■■  ̂'b iw 1 ‘t-iV n fr ic o " a cj V|a vo neynv»

hendied  a pair. t  brush or t r i e d to draw u n t i l r  r t t e nder.ee
in the setiool A rt C la er* TjP’"*'ap3 at the r*' *o o:l fi f  been or
s ix te e n ."

" A1th ourh m ost-Afriean c*•j thus bepin 1 ,n to , they appear
to en jo y , th er e b y , . one "re a J- advantnpo ov or the av crape
Eu:rop e an or I:ndian in t h e ir fr a  ohness o f npproach. ’they d0r̂IPo£ o vo to u;n learn  e f a l s n, and perhaps ru l;.;ar, preconeep tio n
o f a pie t u r c , o fte n  de rived from wron ;ly i:mi t  a. t in y uncuitab le
o <r» ■ ci upec t s o f COmmercial i l l u s t r a t io ns or po r* ber  3 ."

7 . y-J i o T V\n ;inat iv c e u a l i t i e s in A frica n  w0A*V- - *

To my mind the b e t te r  A f r ic ail work so of t  on rev e e ls to
f u l 1 J.*.,J. u..;o eu o l i t i 0 3 Vi■ e a cso c ia to w ith the aI*0 o f  ch i l dreu ar.d
adoleoc cu ts , des p ite th.e pupi I s 1 bein '; non r> Jivies MUCii old or
than those’ at Europe an scr.ool 3 • T h e ir  ob 33y-vt rr\ ‘j ■» one and
inp rose ion s show an a r iy in a l i ty th a t se r in r%—< fror. an unso phi
t i c a tod app roach to n a tu re . ::

3. \.o: fror. nature in  A frica n  S ch o o ls .

I f  j. had any gen era l c r it ic is m  to  r.n 
p u re ly  fret; in n y in a tio n  was , i f  anythin ' 
th e  ex c lu s io n  o f  work from nature -  a c r i  
o p p o site  o f  what I would have expected to 
rew ardin'; r e s u lt s  obtained in  irn / ;in a iiv e  
a r t  te a ch e r to i/n o re  the ir.eortar.ee o f  
fror. nature ?s the r e a r s  o f  d evelo p in g  a 
o b se rv a tio n  and a p p re c ia tio n  o f  dorr..

.ire. win 
p u p il '

as th o t worhir.p 
er.coura ;ed to 
th a t  s u ite  the

■**nr. v  ° T ”  T 

C *tl'!Tc2.!L"’r Jj *9
or pair.tinp 
power o f
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9 • **?he stand ard  o 5f vor:: a t  I r -1 1 *ui Schools.

The standard of work shorn no ct the Indian Secondary 
Schools in. 'Juandr. v/as "raorc.!!’' hi"her thou in tko oi h'"'"' 
Bast African territories. '.’his fas only to he- croecicd 
C irce  I rot bare!) y nore than t-.vo or three ounl5.fiod Art 
Teachers in Indian Secondary Schools elsorhero in foot 
Africa. liver, no, the Indian schools in the Protectorate 
d?’.d not are rent ary verh auito no rovarhail e a a +bA • ••. 
outstaudin;: vork aeon at sc:.o *of the African achcola, 
t'hia does not u a m  that Indian ba-’s c v' *i■’-o a 
talented in art. I have oftev> -eon ronarkably, fine v.’orl: 
fron Indian ruyils, ar.d there io no reason v;h” it should net 
be forthcor.in'; fro;: schools in fast Africa,

1? n r* * • r* ; • v / » r s o  .r* ■»* £
r -e ' * •. r\ *1 * • !■>' . . .• ; ? +  -1 *» *c V* 5 ]•> r-

c o r n e t ? r * .  ? ? .  ::v.f f  t o :::

The ability v+ o o •yr q  • *

y hindered by the ka bit

f'd'P ‘'**'1 iuCL,.l..t.X — «. . J. »

t r <-> j <• r> i
o f  cc^yir.;; v.itl: i t  a '.eoha.uicnl 

o f  shay on fro n  one f l a t  ov.riac to a n o th e r ."

"The us., of  m ic r o in  ~2?co't c.i'.d ^Tc:\.i.nj v:r.r. r4lc c  J. r\
0 /) -: *i - * • . /■» -■» - * *- '•  ̂w - •*—-*-v *  ̂-—■* * *n 1 i y  CO: • r» T - t  «»*.■> s c h o o ls . I t jL 3 IL’ "yO .. .. 4 V 1

to convey fo u r ’..Ath the ru led  l i r.o. fo r  t h is v*o O ' — n i • ■ ther
l i t t l e  va.lu-.in l e t  tin.;; r«; i l 3  dr cm f l a t  yeo.not j  . „  4. J-
■ ..'ith r u l or ar.d co: -ye. jo , u n ices J-he ec _. a t term s -o<... . *r.l*TV w 1
fu n c t io n a l d eal .vner as a. lo t tcre d  n o t ;c e ."

/
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13, 11 Gbcioo o?? £ n:: era i• 1 Cchoc!
Gc: .p o sit io n .

I t s  valu e l i e  a not only in  
in n y in a tio n , ant alr;o d o velo sin  ; tho 
ac curato  ob r; orve.ti on,

to  ( 1 ) Ina*

an o r i/ in a l  
and tiio sower 0:

I was to ld  by the ICcadnistrosc o f  an 
Indian Secondary ilc’iool In ICenya, v;hich did not in c lu d e  a r t  
in  i t s  curriculum ., th a t the g i r l s '  essays war'' o fte n  devoid

< W Irt '•o f  o r ig in a l  o b se rv a tio n s . Ii 
in e v it a b le  r e s u lt  o f  c r .it t in y  ary tr a in in g  in  v is u a l  
o b se rv a tio n  tnround: a r t , "

»( l 1 l ) h e s ia u .

I 3 aw v e r y  l i t t l e  yood le t te r in '*  or d e e ijr . fo r  booh or 
p e s te r s , fdiio i s  perhaps not supriein .y, s in ce  rood p o ste rs  
are  ra re  in  h ast A fr ic a , and w e ll i l lu s t r a t e d  books are not

0 r e a d ily  a v a ila b le r n  + 0  v * * 0

hat A frica n  p u p ils , u n lik e  In
p titu d o  f o r  the noatr.es s and
e t te r in y  or s c r ip t ■ • •>"» » 4* ■» ** • • SI - J. J— A -,w> •

14 , ‘’ '-he ? cachin'* c f  d r a f t s .

ih.c to rch in  
con tin en t sv.ch a 
long period one o f 
f a c t ,  i f  the; 
o f  the r.ethoc 
p rocess o f  t in e .

'.l'j o f  c r a f t s  i s o f  obvious ir .p ortar
O p 0 ' V*'Il02?C tr e y  have c o r .c it itu

o f tlrj :;ain  brr.r.chcs o f  v is u a l  a r t
’ere not a c t iv e ly encouraped in  sch c
and d csiyr.s r.iyh t  e a s i ly  oecone for.
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15, " Art A- i.rc'jlatipn yrd the of Art.

An important objective in tor.chin<3 Art in to develop the 
ability to unci erst ant1 end appreciate the art of the past.
In order to provide for boys or yirlo who show on interest 
in this aspect of art, the Syndicate sots r-. Po.ser on Art 
Appreciation. It is intended princrily for those who may be 
familiar with the arts and crafts practised locally or -

subject.

problems of art, ra th e r  than thoo oyr*O

A *»>*rJl> w i'iotc ry boohs. As f a r  as I could
ei da were ‘proy.nr.inj can d id ates in t h is

Y alu b lc v/orh v,ras b
c i r c u la t in j ti*'- l ib i t ion r >■ •■j
hy ancla and non;an, on  e--I
o f henry Ago was on A
th i s  had j r c at va.lu10 **■r
th o A frican ou. ; i la . T
abstract st”ie. It niyht be no re valuable if fine examples 
of work nearer to wnat th.o pupils are themselves tryiry to do 
could be shown*"

Id, "fho frainir: - of Art r,e<achers.
nX

Europe cr Africa are obviously cl c si rail 
Uganda.

The value of th 
fo:

OtllC" centres . s>
V/ X art in

osirc.;:-le in a CCV,n.try like

School of fine Art as the only centre
u..o..c'a was only tco

apparent to uc throuy. out my tour. There seemed to be no 
lach c>f talented people o.cucious to be enrolled at 1 akorcro.
I was often ashed to jive an opinion on the worn of a pupils 
who would lihe uo practice arc. It often ha.' renod unfort.me.'
tely that th.o most t.alc.v;e:l ueil: 
their Aohocl 'Jcrtifi

in art v.'crc une.olo to o .'tain 
failir." in ‘hvlish or ct .:r

subjects, and were thus in eld able fair enrclmer. o.

Ti\ T?I*C t<
n A All/.

. r.rerere Journo# T ■*

in  Ea ■> -at..-; o. i—.. — i.
tafia *'• a v-. r, a Lourii iH u rst, ■ .-< -■

,t l  r 1 ? i nr,i ■ n o f  ttr.o .
■ o - 5 "r r*aT ■'*’-- - . r_ v •- v..-L ......

p  C f\ ' -r> v-*̂ ’ r, <■ a +’ , n*“ • '■ *v •
to be i pod th at the ir p o r



au

o f  .I 'ah crere  as an 
and th a t  i t s  v/crh

a r t  cen tre  f o r  hast 
w i l l  be extended.

A fr ic a  v / ill ^ro >

17, 2:io Problems o f  Schools th a t  have no a rt  tea  ••hors.

2he need f o r  tra in e d  a r t  ten chere throughout Hast
it hnhorere 
Ion;; t in e  to con e.

i s  so ve ry  p ro at th a t + • %  O  T *'~’  V* r> r * ! r - i * . 'w . * v  4. . t  1 « i ,  a W -  w . » w - W

p re se n t s c a le  cannot hope to meet i t  fo r
S in c e  the • r a c t is o  o f c r a f t s  i s  in cr^ 'isi:
v i l l a g e s  and in  many areas d i  s appca  v.in.y,
o f  A fr ic a n s  rrow up v:i t h  no hnov'ledr-c o
e x p e r i er.c e v/hat e v e r  * r̂iGOO c"^c ^ *•"' ■ 'i
w ith  th ose in  Croat " i t a i n  where alm ost
some a r t  tea ch in g  a t sore s i  a y e ,

Fox' t h is  reason , the teao h in " o f  nr
r\  •P + 1 a  r »  r » r *  o  ■? r *  n o •/*U  i -  w  i  I  .  « \ /  «  o  4 .  • v c i« . t i c u l a r l y  v a lu a b le .

fric .n
-i +

"AAt none secondary sch o o l, where no q u a li f ie d  a r t  tench.or 
was a v a i la b le ,  e f f o r t s  were node to r e ta in  a r t  on the curriculum

u*Iu Ci v a rt v.vioby e n tru s tin g  the a r t  cl aoe to  sc no r.o: ibor or 
in t e r e s t e d  but perhaps Inched ado.-Hate hnowiedye. 
q u a l i f i c a t i o n  fo r  anyone tea ch in g  a r t  i s  the a b i l i t y  to  r c c o y r i  
se £ood work frc:.i bad 
r i r h t  d ir e c t io n .

« --* ̂  *>
■'i "i «.

work and th.us cncourayc the p u p il ir. the 
An a b i l i t y  to draw or p ain t i s  f a r  le*,s 

im p o rta n t, ro r  such sch o o ls  the s e r v ic e  o f  an A rt S u p erin te
ndent o p e r a t in ' from 'headquarters seen p a r t ic u la r ly  d e s ir a b le , 
I  was su rp rised  to  fin d  no ssue:: c o s t o ro v ises *, ■ *, fi v - - tne

Azzrican t e m t o :  i c s .

o
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?coa'.S3 r TT?.rviiTg a1-? 3iv:To.,.̂:r(.:r t . y  cr^cio. 

(by " .I la lo b a  -  A rt A C ra ft  Conference 1935)

" I t  i s  tru e , the f i r s t  th iu y  th a t h i t s  any o b s e rv e r ’ a 
eye about Ur.st A fr ic a  i s  the s ta te  o f  her v i r g i n i t y ,  the 
c ta to  o f  f o r  v a s t  f e r t i l i t y ,  open to the re c e p tio n  o f  a l l  
ty r e s  o f  H e n s , l ie n s  anil yoncrons h o ly  fron  d iv e rs e  
so u rces are o f f e r s ’ her# h.-u.y typ es o f  seeds are beiny 
GOv/n on the ed u catio n al f i e l d ,  seed, i t  ; 
in  Hast A fr ic a  yet cone.rued, about th.e:
More, t h e ir  la s t in g  v a lu e .”

only ri~ h t th a t v/ 
q u a lity  .and, s-'-il

"ho ccr.c bach to th
o rs, l e t :;e r. euticr.
ry t ' : a t \:hnt v.e huo

Mention th a t i t  i s  on ly  durinp t h is  tw e n tie th  
ta il :  o f  as sound a r t  t  cach in '' 
l in e  f r i t s i n .  Deo le  l i r e  A ir

aJ--i n
'* f~\ .■ , 'S * * V* -1 .. ..ivU O  . t- v ... .a • J

H erbert head, f i r  Hceiaoth Clnrh and Hrich Hev.tcn 
l i v i n y .  Hare
„ „ T „ 1 Jc*.*-- —■ ii i _.A. .
spread cut in
J* Q + v»**i r* 0  * ri(^ ■ • vj »•*

want to t r e a t  the preb 
i t  alm ost in  is o la t io n
o  ̂  i * ^̂ *J o  ‘b  ̂ v* **• • e

* ‘ t -"V.nt ArVr -Fn

•dson only d CO y •ears spa, a:
,r.d t ° 0hir..- J* . . r.-yv* r *1 A, V-
>0 •>*» p j_+ ■? A â r> ~A<a> J -U J. .*‘*-v ~ *' J* * * -- v. _  . - « 1 V — -

rrj .?0: '.Cr'Z • T hOilOs t l y ' p̂ r\ u e

C ' as i f  i t v;er«*» A c r i s i A» »".>■« '1

.1 *»

. r. ̂  I

ero i t•O VS J*A

i t s  a s s o c ia t fl A  '•’’A h as
i s  vd.des t  se Aft .. “Ml r* he
t o a eh o r  b u t as v: *n

involve-.

tTith repards r> *.*«•?- *.'> " o  A-’; 1 ■'*

i t  ::ino b Ido i*id] .o\'berad th a t pious-
f  VC V.’• e l l  v/ho found A rt school
I ore '*1 o!Li *.**}t ^ £  -̂ 0 0 C 0 at t h is  co:
o a s ” ac ;ve r.ay th m  T » r* 1 '■ T ^• »n‘

m -̂,1 0 v,.  ̂ •- 5
■ o aii .

e o "i *• r* ”v'̂   ̂'a» > .‘2 f_i-'C t hr VO ■i t *"• 0

rJIZO £"t 1C D*;.r<3 f
co u rse s  in  the Art fe h c o l at ’.h.hcrerc was th e re fo re  c s ta h l

"̂iOO 1 si? .2*tC ’ ”"*0v OPCi. 9 e - aT i *■
t o i l ,  o ro fe a s io r.a l scn ools -.vent in to

y  o f j* *a o oil in o th er cv.W •* r% *}- ̂
n .a v*J. ‘V *x> with the nunb er o f n -**. —  j

»'*P o th a t the sc v:ho hid ... ̂  J. 
» 0-»<** -i v> a •, -> w. v W. * r-. O ^ Y» f

h ,']n > ', r A ^ ’o q o lo . D esp ite  a12 wh.is caution  we s t i l l  have had
tea ch ers  aoil-" i. 0.f  G to t G ̂  0’ 1 o th er su b je c ts thaii a r t .
da car. bo —. ...» c f  net ho.vin been as bad an o ffe n d e r  r.s
- - - • - " j -•- * • • ’ j ■: f a r  as net ac ’- c a l :  ’. inp the

'•’li r. •AAA.-, o'. i.eo o p a - a, 2̂ .• i •<» ,—i
- - Months, hue poor chap *..'allied h i*  etarveu  ah eleton  e ls e -  

. . ere and v:ao ha s p i ly  employed- as an a rt  te a ch e r .

->»■; r e—  %

O r-t
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The Art School at Kakorcre hoc also produced a snail 
number of jock illustrators, dispicy article, a small nur.ber 
sir ply because of the United demand for than,

Vlfiionover ..c- ha/e had unexpectad re-rv.osto for peop3e 
qualified in those fields, wo have had ei fner to offer a 
student in his final year, but vho has only taken the subject 
durin- his general art education. This has not '..con as 
satisfactory as would be required siuply because cf hat has 
been nonticnod earlier - the lack of rood yenoral education 
which includes sound training in art and crafts.

The.third point I wish tc mention is one of fact Africa's 
desire to produce a culture cf her own. This is fine. hut 
when the word traditional is used, then one wonders l Many of 
us as fust Africans, born and yrcvm on hast African coil, fool 
fully qualified to state frankly that this clamour after a 
traditional uact African culture could do rush wore h a m  than 
£Ood; for the simple reason that it is a clanou: which is 
superficial, it is a clorcur which disrupts avid it confuses.
I'ut I an vlad and very ,7lad to say, Uyanda is one cf the very 
few African states which have works of art doclyrr i and execu
ted by their own people. Ifyauda has murals at f av.iayunya of 
Uyanda martyrs, Uyar.da has a coat of arcs carvcu by one of her 
own sculptcrr, Uynnda has paiutir.yn in her ship , ...eluted by 
her own artist, U7 anda has her Indeper.dcuice fonu .cnt, not done 
by an outside sculptor but an fast African. This is not 
because of Llakerere beiny in Uganda at all, and I say this with 
authority. In fact I have not mentioned anything about 
prominent works of art to be found in very many parts of 
llakerere Gollcyc.

-Ov.', r.y dear friends and colleapuec in art - pro not the 
few examples of work I have mentioned part and parcel of cur 
African culture J Are you franca artists seated in this hall 
now not African • ..re coif00 trees and t o radio not existin'' 
happily side by side with mutokc just now l

If wo want to talk about corn runs 1 life and the way it has 
been shaken in fact Africa thruuyh the impact of.western 
civil is pfw.cn 'tot us spy- so, sp .cifically and intelliyontly, 
for this is nc easy.natter.

‘.That I 7"W’.t to spy is that this is a rob lor -full" eut 
liny the frIk life, folk music, folk art, 0 subject which h 
little if anythin- to do with the serious creative arts sir 
art education.

r» p«
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A a fo r  oho b.'-ior ••: ■? T p f r i t does la c ’: i n sore end osi
nor-’o c i  the -. ■ or'.ro o f  a:.*t  m en ;;OrO . sn ail’. X c - ca’’’ £*t:?0)v
th in  in  r a t  d i f f e r * a f ron. the i ~-r- o f  i t iu  oor.t evy:-omryr o -u _•[; r- p • • ’X ' . h C f  count r ic e  ] *i  "o ’̂i 0 * t/i 'i i ••.- ill
core  -r 'o fu sc]"  but o f  i tc  ov. n ..ill. I f i t  in  arcsu eo f
c o n s c io u s ly  i t  boon not c o r e ,”

** *^0*. .* X '. 'p Y O  S° !L  I  %0 C ~  \ r: •** 0*7*1 J'0  *t 10  ^  *« *•

 ̂*| ^ * *»*\ 'WP'1 »•* • r\ f\ 4 “i A r* +■ r\ v%*f*\ l / ~ •*̂- v >i - . - - - •-* • .»••.•■». • *j t *. I* '•* p  •'< p  ■ '

r:*.:l to d ir e c t  and to onth’--' 
;■  ;c ’*.oolr:, and th a t t ’ ear

-'■o'1 c a l ib r e

r :■ - o .n-.ouia bo
ocv .ca tion  antra:

(2) T ie t t i e  tcaebir.~ c f  c r o f t "  v.ooc to bo .’.c o lt  ..’it ! ' in  a 
n.orc th orou ~'.i ::ny cud •.j^ob^r’; l 'r an c lo  j o  c e l 1 •• b c 'r t ? c-' 
v;it!i the to aerirr- c f  a r t .

( j )  That th o  c o n fu s io n  should to  c 1 new?. \v about in d iv id u a l  
c r e a t iv e  ni’ t i c t s  °i'cl cc  r . ’ vy.l. iclLv y i or%$ . 
crar.oe do rrr v.iivs o tb orcv .y i over!la.ul in  'fo o t  A fr ica *

( O  That - r.•- o' r*’
/. ~*4-- *— w 
*f* “'•O '

.ior*' -rhicr ore video  the b o o t ■‘ ■-.c1 n e st iner: enr-̂  vo o’ ci-'j— 
;cm  u o iie y , tho IV?. A. T his r.ochinerv i s  u t i l i s e ' ,  in

aid

;’ ve- 1 or.y ter...
. r. -*>v •• e »■> Si
-p.cf:7■? p
p's v s' n r-
•'* /*• - t>o :?/?
,% -? • ■% o:7 o t ’;o
C 0 Vll'4- -■**• - m*n‘ ** w *1 *" *L’

0 ' \1i ; s  od te,
ovee’ in  i

•tea' n and Ta
['hono 1

tea ch e rs  in  a r t ,  Uganda’ s S ch oo l o f
ir*v:CZ*« C??'s..'jIa roMrrc.v iCt 1 ii

1 ‘ ‘’̂r v'r»J- *p4--'•-’J -v * -V. w . » _ 0 * 4 -4- ■> « i
nee the co-.a-.tr;- r .lU  yet at ..uch lo o s  c o s t ,  v e i l  t r ie d

auerore  : .not a t  ,uc :/::o

o r . c a

s c h o o ls  in  f , !2 .A . r e g io n s  o v e r s e a s , ”

i! r-a t  i s bad ly needed n " »■ - n r - v  J« •" a '••v*0 0 L' Q
'* 0 r J':r o lo v e  csvd '• pv- •? * -r ’ ■*•• -• o«iv» - r. c "v .'/"ri o cJi

.ith  a develop• ̂  P" a • ' * * ' ’ " '1"  ‘ * ‘-i p “• ? • *, /•!
1 not on ly ; reduce c o ffe e  to s e l l ,  but ones th a t r i l l
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Io y g tahir- it, c;.3vclo:;iK- its flavour in h v ^ t r  
:>r°clucr. special pot a end onus to drink it ou* oT '
the 110 C G have done v.it:

cv.ld r t .-hv- to ,-T o r
need our true

--1C V/-.V
is roA only cofree that

* : icrv->
a t t i t u d e ." ether than cn.3- a u t i l i t . -  .ria:
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cf the country. .,1
powers ■ r~ -T ^ 1

life o.0 c, r\~\m Jm i -v .t a >■

elO 4;*»•»>
j Jj h Q T
X.* v , *. *t’- >ri • ’ r,

•>•* -, r> -• *n
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i n 3 l i f e —foreo  but n genuine r.aana o f  nptior.e.l r e ■ c u e r a t io n ,"

r i  r i  nr* 7*0 y o ? io  i? •*■ ■y ’ i * \  ̂p 
bach?round, o  a n

four in t i  on and un f a i l  in.;-; s p i r i t u a l  
b ein g  in  the l i g h t  o f  too nation '.s  
s i t u r t i o n  and the fu tu re ;  ro t urn h e ./ , t o  the ■ *ihorent c r e a t iv e  
s p i r i t  o f  g iv in g  or s e l f - s a c r i f i c e  in  t i e  ? .r t is J'.

the ip i  
v/o r l  i «

o f  g iv in g or

0 0"'^° C * * ° ■
j.  «L v  U _  .x . u in.
sc:.:o th in g o f
ng o f  the or.

- ^  "  1 -  ~ v(f] n».— .a.̂  — -  _u. «

vo rlu  co. 1
. -  U J . .

’***' I ~ 1 ir ■}• »i ■» r, ■■' *-xe* rt" rs *'■»+ rJ *J U v-» * . ; V -  v v U ■ . (,. > .J >v ' . v  — 0 *< v t  and l i f e  1 .

iG boot in  f'.n a r t i s t ’ s v is io n  o f  l i f e ,  
onotniug o f  tue organic her. .any th at  i s  p o te n t ia l  i:f :  oritoncc

;_:o art;:s t  g iv e  or orGotor. o  +  1 ? '*

ir .d iginous a r t i s t ' s  c c n f i f  once in  b is  cv/n inner his surrounding l o c a l i t y  ?

f o r  almost a contur - r ••» r ,  *■* r\ ,~ , ■> ■ -• w  ' . U  - w n . .

t e l l  c f  ho poor and h e lp le s s  he i s .  In fen ya, t ' e  nation j
C 01 
I

s ta tu e  o f  cur bcL * v* r* 1 1 r)‘ . y ’ 0 OM 0 C* *0 ii 0 V *t •'•'• ̂ C* ̂ "
oven v.hcn uer.ya had her*can in d lg in ous a r t i s t s  eenable c f  r.airin'*
tne ste.'vv.o, f.'.c a r c h i t e c t s  v o arc  in v ite d
ecu s t r u c t  our c i t i e s  and n a tio n a l b u ild in g s  a lso  horary shoe 
any confidence in  the 5ndiyinous i r t i s t s *  i s  <■> r e s u l t  ro o t  r.u on- 

.Sts v.crh in. i s o l a t io n ,  o fte n  discours.red and w ith a
a i r a  • j  -> *a-.-v v% -*] r', o’ i- 1*̂ ^

'1 0  o  *?

, c o ’  • n

*•* . -• ■»1i

7 0  Cl
• r t:icir o*.v:

people v.-fu have a lrcs c ly  yian;cd t h e i r  f a i t h  on u a t a n i a l  from abroad,

hy, ax scr golitL G 7.X \ V . J. .11-) -y ivl 7/ f y 0 it is so ia norta-
•atious thoul *. first * return C'ltu'rail'/ to
to j;' hope, and spiritually to t' > b'-.sic ’".oral
e 1 enen." al fore a.- that constitute r* r »  '1  ") •»able
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Co t.io African i e ■o.lcr,c! i n a nositin loaded with the 
’debt or/?, burden1 of culture! and spiritual notorial frcn outside. 
Material wealth and oconc;do p'Vorty should not bo confuso:?. with 
cpiri-tv.nl poverty, Africa1 a* spiritual and cultural wealth have
rct to bo rcco-nisc tko *.:c:.ont the cultural "■ .O '. . 1 on r
indiscriminate ideas and !kirg-s frer: out.at do have tended to blind 
our virion from the bidden treasures oZ Africa. Chio hind of 
situation creates split personalities tat her than a wholesonc 
non in the indi"incur artists, •

As an artist one finds oneself caught in a dilcixa of havin ; 
to stand up to oiio1 a artistic integrity while at the rare tiuo 
havin': to cope with the ever .belr.in;: foreign pressures that 
force one to practise what one doer r.̂ t bol .eve i.i simply because 
one depends on foreign money in order to evict.

file tine has core for our Governments to step in and correct 
the stuation .before it got3 out of hnr i, fhc Govern, ent must 
now cetomine its cul.urel policy and create a machinery through 
which genuinely local cultural bodies like Fan->'a-xtaa can be 
recognised and given financial support, 'I ho Covens rout rust
now chow practical interest in the 1 i'r.dipir.eus Irtistw at ".'orh,,M

"Faa-Y.a-?aa is now shoving the work done by 
of hast African Artists during an art work-shop 
in 'fanserin. 'fhis creative group consists of a 
citizens of the three fast African countries and 
define t!io indiginoua ai List ns well as t.-ie cult' 
ultimately knew no geographical boundaries. In 
to reach out for the universal artistic values t' 
dec-p into the hast African soil n:d envirc.orient,

the Oo.n-.unity 
at hi00 Gallery 
rtistc who are 
sc eh- to

v.rnl ties that 
short ti e” seek 

hrough digging

"Through the worh of the artists, writers, and true 
musicians, wo hope the country ca: return hc._o t~ rediscover its 
inr.or-celf and re-assess itself for what it is genuinely worth. 
Cur rederr tier, and newer as creative artists, there 'ere, will 
have to cone from within v.n and not fro.u outside. Africa’s 
creative 1 fountain cf .. ■.. _ 17i:v

j .

act '-'o-trar. r . - it h- -
~ 2 *• ̂  “ n V> g  ’̂ I* '.  * .* *, • ^ v  v* ’ d -  *

a new spirit cf-hose ~;vd life.1
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cf local or i y1n ,
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