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VII.

INTRODPCTIOIT

In broad outline tho thesis which follows is an attempt to study in

relation to tho Sudan the role which .art has played th ;rc in adult

education in the past, its present position and its future prospects,

Tho study is roughly divided into three parts which often blond into

each other. Tho first part deals with adult art education relevant to

Ancient ITubi nd Christian ITubia down to the entry of the Arabs in tho

14th century and the subsequent Arabisation and Islamization of the

inhabitants of the country. Tho second part dealt with the Condominium

Period, tho introduction of a ho; tern type of education into tho country,

tho introduction of art education in schools, an the establishment of

the School of Design in 1946, which later became i-noen the School of

Tine and Applied Art and more recently as The College of Pine and Applied

Arts. The third part of tho study discusses, a) the role played by the

various adult education institutions anc agencie: which as a part of their

educational programme* arc responsible for the provision of art courses,

b) tho objectives that these institutions sot themselves, their programme

prototypes, the problems which they face and tho administrative and

organizational procedures they adopt, c) the characteristics of the adult

student;; in terns of age, sex, occupation, education, motivation and

problems, and d) the rolo and effect of the mass media of communication

on adult art education.

In preparing this study many problems were encountered. First, no

work has beon dono in adult education through art in tho Sudan before the

present one.

Secondly, organized and unorganized adult art education covers an

area which is both broad and undefined. It is broad because it is

provided/
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provided by a variety of educational institution, and agencies. It is

undefined because these adult education institutions work in complete

isolation iron each other. Accordin. 1„,, adult education through art not

only suffers from duplication, it also has no specific philosophy and is

functioning without a clear statement of .-.ins and objectives.

Thirdly, in spite of the fact that adult art education programmes

• v -r: provided "or • ;cc numb r of , o: r:,, no .?'liable. statistics are

available o the numbers of participants, no documents or reports on

students* prepress, no ..-ccor. of . tudonts* achievement'.' en no evaluation

of the course... offered and methods and techniques applied exist.

Finally, there is no centre or public institution of research where

scientific studies about acult art education or : n; oth r educational

topic for that natter, are carried out 1 Furthermore, !' re are no

qualified or trained, staffs to > o . riou re: enrol in this area.

Th refore, havin, no previous ■ ork to era-.' upon and no reliable

statistics or records to consult, one had to begin from scrr.tch The

first attempt to gather the necessary data meant spent ing many hours

searching through dusty ana v r, untidy files ana sorting out old adult

art application forms in order to determine • tudent;. • cl racteri: tics in

terms of a , sex, occupation, level ncation n. motivation This

turned out to be not only a tas of enormous proportion, but also a moot

frustrating and unrewarding one. With the exception o the School of
■

Ibctra—Fural htu ies, organizations seldom had a complete record of students*

application forms. 3ven where complete records were available they still

supplied the author i ith no relevant data apart from the student's name and

the subject he was studying'. In some agencies, fee receipts were the only

available records which one could lay hands on. Some agencies were

suspicious/

1. The present Government seems to realize the importance of research.
Last year (1970) a National Council for Research had been established
to carry out research on all fields.
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suspicious of the author's intentions and would not supply him with all

relevant information.

In order to ascertain more exactly: a) students* characteristics,

h) what motivates students and teachers to participate in adult art

education, o) the methods which teachers u < to evaluate student*s pre Tens,

d) the aims and objectives which the course administrator hopes to achieve,

and e) the problems which face all the former in the learning situation,

questionnaires were designed for rtist—teachers and administrators, adult

students and "eoondary :chocl students,1 These questionnaires ..ere

written in simple nd :■ traightforward language. In draft form they were

pretested on a representative sample for the roups they were initially

designed for. In the light of the responses a number of alterations were

made and the questionnaires were distributed to the throe different

respondents. After having being completed they were checked and rcchecked,

Hie results of these questionnaires arc fully '..iscussed in C haptcr Five,

Chapter Six and Chapter .light o this study. It must suffice to add here

that the questionnaire method hat; been chosen simply because it reaches

many people in a very 3hort time and also because it can ask questions

which informal interviews ana rip-urea of '-nrol nentt and drop-out rates do

not answer.

But while the questionnaire procedure hod provided the reserchor with

invaluable information in terms o ' the cm racterictics of the students,

teachers and administrators, this procedure, especially in the area of

adult visual art education, had failed to prove that there was a positive

change of behaviour among the students. In other words, this procedure

failed to prove by conclusive evidence that students were really learning

to paint and draw or could really appreciate and understand the main

olements of a work of art. This problem, however, was solved by, a)

observing/

1. A small part of the results of this survey is discussed in this study
(See page 153, F.N. 1).
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observing and recording including photographing the work of beginners and

critically comparing it with the work of advanced groups, and b) by

observing and critically examining and comparing the old work done by the

sane group of beginners with a sample of their work a year later.

Hie solution referred to above does not claim to prove objectively

or conclusively that effective lor rnin is taking glue anon the students

fo ■ three main reasons. First, because the arts are generally "thought

to be so subjective and rolativistic as to be beyonc objective measurement,

particularly *..ith re-poet to the is uo of uality "1 Secondly, artistic

ability i. very portonal and private, and as uoh, objective techniques to

evaluate tu'ents success nay prove inadequate. As Professor I'unro had

pointed out:

Clear, cool, objective rationality ii to be desired in
science, but not necessarily in art. In so far as
creative fantasy depends on unresolved, unconscious
conflicts, or on desires and personality situations
which arc not clearly understood, the attempt to
analyse ana express them consciously in words may be
disastrous.2

Thirdly, adult educators usually agree that conditions which produce

effective learning in one student will not necesc rily produce effective

learning, in another. Adults come to the learning situation from different

backgrounds and with different abilities and capabilities which usually

result in their responding in different ways.

But in spite of all this the method of recording and critically

oxaminin, students' success had been choson as an alternative simply

because it could prove that at least, technically if not artiatioally,

students were making progress in terms of learning how to observe, draw

and/

1, Tofflcr, Alvin. "The Art of Measuring the Arts", in Bio Sociology
of Art and literature Albrocht, Burnett and Griff, (eds.), (Gerald
Duckworth & Co. Ltd., Ion; on, 1970)» P.536.

2. iiunro, Thomas. The rls n«. rheir Interr,..!;. lion,. (The Liberal Arts
Press, JTew York, 1949}j pp. 290—291.



n.

and nix and apply colours correctly. Thir maynot bo an objective yardstick

of measurement, but in a painting course it cai^bo consid -n-ed mora n step

forward in the direction of achievement.

The part of this study dealing with tho role of the mass media, of

communication in adult art education turn •„ out to be no lees frustrating

to carry out. In this field as it is in other fields there rc no reports,

no controlled or uncontrolled experiments, no reliable statistics, not

enough experienced or trainer, orkers ana, in short, no objectiv audience

research It] regard to the positive or ne ativo effects of the mass media

on adult art education,

Tho situation ia 1'ur-t' a complicate;-, by the 'un m.ntal differences

anon: • those who made it their bu ines to criticise an ' evaluate the media's

offsets. for.e defer.: the nedi by r uii. th. t ti rou;f tho die; onination

of information about the arts, the mass media of communication hod not

only created an awareness of tho arts amon the public but also had

softcnod its attitude toward:, art, artist; and art as a serious, worthwhile

profession. Others accuse the media of inciting youth to delinquency and

of furnishing criminally disposed adults with nev, ideas, techniques and

skills. Another group arc of the opinion that the mass medio of

communication is corru; in tho public taste because thoy offer nothing* but

trite, repetitious programmes only of a noral entertainment type and

lacking intellectual content.

Since there have been no tools tc ex*nine scientifically the effects

of the mass media on art appreciation, the author was left with no

alternative but to depend on his own observation and experience in tho

field in addition to the observation, judgement an; experience of

educationalists, programme organiser-:, artists, a few selected others with

a reasonable experience and research finding in other countries.

For example, in order to formulate opinions about the effects of

foreign/

s
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foreign feature films, the author relied on a) the type of films shown,

h) attendance figures, c) the frequency of presentation of themes of

violence, sado-masochism, crime, science fiction horror arid patterns of

"behaviour likely to produce negative effects on audiences. But the author

was not satisfied with his own personal observation and conclusion and

therefore he sought assistance from police statistics, informal interviews

with a few very carefully chosen law enforcement offioors and administrators,

criminologists, sociologist; and educationalists. Though none of the

former could support his argument and conclusions bi ubstontiatod evidence,

all, however, soon to agree that the mass meaie in general and the foreign

feature films in particular are important factors in the increase of

delinquency, crime, the unprecedented use of sophistic ted techniques and

skills ana methods used by criminals, immorality and a weakening of the

indigenous culture and youths connections with their country1: past and

tradition,

Positive effects of the media, on the other hand, are inferred from

the gonoral acceleration of cultural activities in the country which is

reflected in the increasing number of people attending concerts,

exhibitions, the theatre and film. The growth of amateur and professional

drama and dance troupes, bands and orchestras an the increase in shops

sellin0 records, record players, recorders and musical instruments.
" ' -,:<S k;',-

More importantly, defenders of the mass media of communication point out

that by bringing art to the hones of hundx*cds of thousands the media has

not only created an awareness of the art, but have definitely crested a

favourable attitude towards art .men; the public. This is reflected by

the ever increasing participation of females in the arts not only as

spectators but also as performers. But positive, negative or otherwise,

the arguments for and against the effects of the media discussed in this

study/
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study have been supported and/or refuted by quotations from some works by

American and British authorities on the subject, whose experiments the

author rinds applicable to the situation in the Sudan.

Finally, we come to the problem of reference books. A groat deal

has been written about art. Ho les3 has been written about art in

education but only in terms of children ancl youth. Many books have been

written on adult education in Juropo, America and recently a few books,

articles and papers on a .ult education in -'eveloping countries. But there

is v :ry little liter tur.. or. a ult ' ducr Lion through art Indeed, if

one under. Lands by adult art education a yet nntic, planned instructional

programme for adults than only Professor Dchrcffor-oimraarn'e book "The

Unfolding of Artistic Activity'' qualifies as a reference work But even

Professor Sch.-,offor* s excellent experin wit has boon of use in only one

chapter which deals with adults rtudyln the visual rtn. Other literature

either deals with branches of art, i.e. literature and music, which are not

included in this study, or with higher adult education in arts which this

study does not deal with at all.

Therefore it had been extremely difficult, in Iced impossible, to come

across a standard work on adult art education which would throw any light

upon relevant question; such as» 'hat is the purpose, philosophy, and

goals of adult education throu h art? 3r t motivates adults to participate

in art educ: tion? IIow do adult, learn through, art? Un. r which type of

instructional uid&nco ooc the 1© rning process proceeds most eff ctivcly?

How to recruit and train leadership in adult art education? Which adult

education institutions are best suited to provide adult art education?

V/hat tools of measurement should one use to evaluate courses and students*

progress? etc.

Hie above mentioned arguments should not be taken to mean that the

small amount of literature available on adult art education has been

completely



completely useless to this study. But in preparation for the rtudy and

in order to discover how other", have tackled the problem of res march in

related fields, tho author had to read many ' orks on rt, education,

sociology one p. oholo/y. Hoot of these works, hav been stimulating,

valuable and suggestive. Howevr, only a few of these works are referred

to when it ' necessary to prove a point. In proper- tion 'or tho chapters

dealing aith effects of the mass media, for example, tho author found

Professor Richard Eoggart's hook "The Usoe of literacy" and Raymond

Jillioms' hooks. "Culture and Society", "Communic tions", -air! many other

articles by same author in The listener, extremely helpful. But since

these books - n.'l rrticl cc oal 'its i ti problems, the author had to

<luote only works treating the effects of the mass media from a universal

point of view and psrticularly those dealing with the medians effects on

traditional societies and indigenous cultures. Tor very similar reasons

no mention has been made of the work of the great educationalist, Professor

John Dewey. However, all works consulted but not referred to in tho study
the

ill bo to/ c owy source in

It i , indeed, .ue to the lack o. objective ta nci relevant reference

books, and, because the majority of tho people in the Sudan are r-ore

word-conocious than in: ;o conscious, more verbal minded than visual minded,

that tho author felt it necessary to propose the establishment of a

correspondence unit especially for visual art appreciation. In a country

where poetry, literature and the oral tradition are the main mode of

eatpres ion and where events, ideas and experiences are mostly expressed in

verbal forms, visual art appreciation by correspondence is a necessity

because it ill definitely help to develop the complete per onality of an

individual by giving him a new medium of expression. This is hoped to be

the case simply because such people, while addressed in m medium which they

value most, at the same time, are being introduced through images, to

visual/



visual art appreciation. In other words, reproductions of works of art

in addition to written literature may help give prospective corrocpondenoe

students "a spatial forcus, a kind of projected total recall to contain the

experience.

Tlio purpose goals and problems of establishing a correspondence unit

for visual art apprecii tion is diccussec in detail under the heading "A

Pattern for the future" in Chapter Jleven. It must suffice to add hore

that thi p.. e ject ...oos not intend to ore .to professional artists or critics.

If it did so this voul be very rolcomc. Its main objective, however, is

to provide by mesne of n lyi sid critic 1 evaluation of great -.corks of

art a basis for the development of continuous art appreciation, and most

important, to help create an informed, and c iocriminating au- iencc for art.

Ill conclusion one should say thet thi :tuuy is a per onal view of

adult education in the Sudan. A such, most if not all o" it, i brood on

personal observations, pureonal communication.., person- 1 experience and

personal interpretation' and evaluation of 11 the activities at present

being un art -sen unf. or that has .in/, 7o put it iff:/ itly, this study io

descriptive. It is not based on systematic, sci; itifio controlled and

objective experiments, imply because the tool- of measurement t t are

available in the country, • re inndequr to.

This study, on the other hand, is the very first of its kin in the

country. The .uthor believe, that it has attempted to provide information

on adult education through art, to define its phile ophy an objective, show

what problems it is facing and suggest solutions for these problems.

If thi attempt is unsuccessful, it may nevertheless provide guidance

for other experiments in the near future. But it should be agreed upon

that no one person can claim that he is qualified to provido all answers

in/

1. Pry- , Northrop. "Communication", in The Listener (B.B.C., Vol. 84,
No. 2154, London, Thursday 9th July, 1971), p.3f>.
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in this field.

Therefore, if scientifically based data is to be obtained, objective

conclusions are to be researched and new policies to be formulated, there

must be consultation and collaboration between creative educationalists,

psychologists, sociologists and artists and generally qualified people who

are ready to devote their life to experimentation in this vital field.

Heedless to add that training of social research workers is urgently
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CHAPIilv ONE

'ii\± V.^.QL PEUIOj)

The aim of this thesis is the study of Adult education

tlirough Ai t in the Sudan in the past; the attribute towards

study today ; v.hat should be envisaged for the future. It is

essential to treat it in this way for without some idea as to

how education through art started in the past, it would be

difficult to under stand its present position; ana a clear

under stunning of its piesent position is necessary to ^uiae

us in oui speculation as to its future prospects.

Although the history of Adult Education tlrou0h art takes

us very far into the past, it is appropriate to star t with the

eroitic era (350 B.C. to 350 A.D.), for two main reasons.

firstly, the history ana civilisation of the for them fudan

were intimately connected with those of Ancient Egypt tiaou0hout

the r6es and even in prehistoric tines Nubia and the adjacent

Sudanese territories have been recorded as inseparable from

-bjpt* In other words, the rule of the ancient Egyptian

dynasties stretched up the Nile far into the area of the moaern

i-epublic of the fudan; and the Egyptian civilisation and

culture, having been the stronger from the material and

technological point of view, affected the Sudan in such a way

that the latter- became completely Egyptianised, ana no truly

indigenous culture flourished. 3. ofessor fhinaie describes

the situation as followss-

Euriug the New kingdom Egyptian influence was very strong,
and besides administrator s and priests a variety of
craftsmen/
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craftSiaea Lau artists iutx oduced .-^ptiaa methods and
cat fox-ins. :-he cultuxe or the area uecarne completely
n0y p tianixed, &nd ex chaeolo0is t s have eg yet discovex ed
no distinctive material ft on the period. ~ .vea after
t-Ue political uecline oi t_yp I at the end of the hew
in0uon, lfeyp tiau caltuxnl influences x eiaainea supreme

and excavations at enun—nou on ncex iQucxn .eroe show
objects of -noptiaa style.x

. e o jonip j xn tne ex^utu sen i/Ui. j • * c s ; p t ut cc.ije

politicalxy anu culturally defend a te, the Uuni uecsuue

iiidependea t ana nau a powerful niu well—estaoilshea kingdom

^ tne no tXu *ex xoc f 7pO • oo pOd n .. *} % ca tending xx on nsWcm

to hap ti- lii the hcUi. One of it; x uiex s, iankhi, invaded

and cap tux en the eutixe kingdom, xi^ht down to the delta, and

ruled it fro.a his own capital, i apta. ' is successors continued

to xuic _ Oyo t anu the dudaa till they were driven fr on ,_Jpt by

the Assyrians. ;>ut nei thex inind uox hi. successor's 'tried to

0et riu of the udan' s cultural and x eli^ious dependence on

;:.0ypt. . fact, they revived the glories of the departed

duao a. ,v their continuation of n .^yptiau ; tyle kingdom.

In othex wox ds» the aptan iu0oou was one? ty pical ox* tue fmon

jptate of heoes: ' >e ou A.uon was w-orshipped in it and his

pxiests had a vex^ strong influence ou its affairs.

On Lue other hanu, the 'ex xitic era, .dfc. lasted fox 7000

yexx s, i; of ptai i^pox tnnco because t uucn, aftex several

centuxies of cultur al, poll fcical, and x eii^ious subluxation to

ancient ypt, star ted consciously to develop a culture of its

own '

1. Shlauie„ . ex oc » n Civilization of the fudan (Thames and
. . JUcO.i ) , Jilpjc | — 0 X { j , p^_' «p J—pi.

1 . 1 U UdX , • >. QX t * -X X tpx 0l-i.c , UUcvii. 4 # U • •

noneon 1^05}, p.xl.



own. To begin with, v«e notice that the 1 ushites' statues ana

p
paintings, though still u^yptian in style , nonetheless

represented ludaaese themes. la place ox the 0yptiau Tiaraohs

aau preens with theii regular gnu styliseu lea tores and light

skins, the - eroitic kixrgs and ,ueeac at t- depicted as dark-

skinaed, with curly liaii , flat noses, and thick lips. Instead

of the slender , graceful -gyp tian pueeas-, plump and round

women ai e portrayed. It is not surpr i sing iher efore , that

eve a toe j many xdanese • at a consider a xat woman to oe tae

epitome ox ifeixiiaine oeauto -'1.1)• Iu some cases we find that

the usui tes have uied and succeeded i ox eukia0 away from the

kaoP ti&a canon ox xx Omtality« j. ^qou eaampic of Ctds is a

statue Ox Lue same ,ja xou xx O- Wis useum Oa. nax toum ( 5x.» d.' ■

It pox tx ays a mude woman, in the round, resting hex r i0ht hand on

hei 'nipt and sex atchinu uex early hair with tut- other. This

realism and independence, and, even more impox tant, this freedom

of ar tistic expression, is something which m^yptian art and

ax tists aid not experiencc throughout its development, with the

exception, perhaps, of tue brief period ox Iknnaton.

.ex oi tic pottery aau jewellery axe- puX'ely Sudanese in form

and uesi^a (,?ls. 3 k 4). xl the fox ...ex is of special importance

because it is the most U uly indigenous ox' the udanese arts.

?x ofessox ' .iinait is of the opinion that 'pottery foi'ms the

main '

1. Kushites: inhabitants ox" Cash, which sometimes meant the
whole of ubia.

2. In tmv tea.-, e iha l v. ..e.i poxti ayi i, • —an, fOx example, the
head, the legs and fee t — One foot slightly in float of
the other — wexe x epx eea leu in profile; the upper part of
the body, vd th the arms held close to t-.e sides, was frontal.
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main contribution of the aacieui Cuban to the artistic heritage

of the ile valley.'1 his wife, vlar^aret fiiinnie, however,

qualifies this belief as follows*—

All the pots axe aeri0htful both in shape anddecoration,
axis Xushite potters at tained a very high standard and
individual style — each of the paintea pots is a separate
creation, the -ike of which has not seen found elsewhere.c

Though architecture of exoe is essentially ancient

.;0yptiau, the .'.u suites were able to assimilate and to transform

elements from contemporary cultures and civilizations without

their own natioua_ culture seing submerged,** This can easily

be seen in tue iiiosek at kava. (.?1,5)» a small temple in which

cue capitals and rounded ar ches show un.-a. .takable .oman iufluence,

and the lintel in the centre i;: gyptiau; _ut the decoration

inside consists of pur ely eroitic patterns una motifs, a

mixture of different styles, but a most harmonious one.

It was not only in painting, sculpture and architecture

that the sushites were successful in riddinL. themselves of

ancient .^yptian domination: they were just as successful in

the field of religion. . eli0ious deities-., ideas, beliefs, and

practices i~» the "udan before eroe show that they were identical

with those of ancient typt, and that no truly local religion

existed. In other words, A man was as ^ a cod of the Sudan

as he was originally of Plunaouic „ypt. Vim \Usuites, aware,

pr o bably f

1. nixn±re , • , p.1x6.

2. i iiinnie, 'argaret. /-ucii-ut afrlean lautoms ( idward Arnold,
Lonuon, 1955), p.54.

3. 1 bid., p.55.
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probably, ox* religion as a social force, and of the ^ip which
it had on the minds of the people; ana fearing the attractive

and highly refined and influential religious ritual of the

L^yptians — which affected government, education, art, commerce

(in short, all aspects ox* life) — had to introduce a God of
their own. Thus the Iion-Ood Apedemak was created (pl.6).

'-'.axij new temples were erected for his worship, where he is

depicted as four-armed and thr ee-headed, ana prayers were

inscribed also. These last ^ive much information about the

Kuslates and their attitude to the new Ood and axe therefore

worthy of quotation. )ne of the moat expressive runs as

follows j-

x nou xr e eeteu, 1.1^-11, ^^or g. or ^_,r eat 5

iiOr d jf . ussax at-es- off&; splendid ^oa, at the head of
I.uoia. ion of the ruth, str 0uo of ar m. r eat fc>od,
the one who comes to iose who call him. The one who
carries the secret, concealed iu ids bein^, who was not
seen uy any eye. ho is the companion of men and women,
who will not oe hindered in heaven and earth. Who
pro cures punishment for all men, in Lais his name 'Perfect
Awukener '. The oue ..ho holds hie no t breath against his
enemies, iu his name 1 r eat of >ower '. ho mills his
enemies v«i ; —. mt One who purxisuea air wuo commit
crimes against him. To prepares the place for those who
0ive themselves to him. Lor u of lift , 0r eat in his si^ht.^

In tac fie la of la.^uu^o, a new script, the eroitic, was

invented, out this, unfortunately, has not yet been deciphered

the linguists. dust as important was dm. discovery of iron

anu the wuj, iu which .eroe turned itself into One of the largest

iron—pronuciu0 areas of the ancient world.

The afore-mentioned examples have teem 0iveu to show the

place of art in the .«roitic era; out can easily see that this

1 wasf

1. hin.de. her oe. p,143<
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was not si t for art's sake, aoi was it a luxury ox a pastime,

the pleasant em'uellishaexit of life. its main iunction was a

special anu a ver^ delicate one, namely, to stimulate change.

this is meant the kinu of change which must have taken place

as . .eroe moved from oeiufe a mere province of -my'pt to a position

as a united, autonomous and 'highly developed' nation, with a

culture of its own as distinct from, and opposea to that of

ancient n0ypt. Change, one assumes, must have seen experienced
(

as something desiraole siuce it embraced the social, ecoiiOi.dc>

icj-ijlous and cultuial lift of the f.eioitic society. It was

desirable because it was — anu still is — a ma^oi factor in

overall development. 11 is h&ruly necessary to say that nothing

develops unless something changes.

hut for people to accept change, they must first of all

understand its causes, nature, direction, and necessity. In

other words, the Kushites must have had to discard many of

their old habits, beliefs cud traditions before they participated

wholeheartedly and honestly in the transformation and development

of their youn0 nation. The most important factor which helped

motivate them to accept change, and therefore participate i.. the

development of their nation, *aust have been none other than

education; anu not child, nor youth education, out education in

its broadest sense, that is adult education.

If one agrees that change is a focal point in any development,

and that uevelopmeut rests mainly on the shoulders of adults,

then one must agree that adult education must have claimed an

important and a very centr al place in - ex oe. There is nothing

novel /
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novel 01 original in this point of view. Individuals with

t^ent missions or messages have always addressed themselves to

adults, as Jensen, for example, explicitly states:

Recognition of the essentiality fox educating adults
to ensure security, productivity and adaptability of
a society facing chaa^ii^ conditions is as old as
recorded history.
In ancient times organized education was for adults,
not youth. ost of the jeut teachers' in history
such as Confucius, the Hebrew prophets, Aristotle,
.Plato, and Jesus devoted their energies not to the
development of the immature, cut rather to the mature
mind. The ureat social movements that pr oduced
. ester n Civilisation, the Judeo-Curistian religions,
the henaissance, the reformation, the democratic
revolutions, the Industrial devolution — all were
founded on the ability of the adult mind to learn
and change•

This urines us to the crucial question of 'what has all

this to do with artTo be^ia with, ar t must have been the

main medium through which the majority of the population was

informed. Paintings, sculptures, ea^cavians, and temples were

the books, newspaper s, radio and television of that time.

They were the means of communication through which knowledge,

beliefs, ideas, opinions, and attitudes were made common to,

anu cir culated amonc the masses; consequently they exerted a

profound influence upon the total life of the community,

preparing it to accept change, to adapt to new conditions, to

make nev» demands, and to take advantage of new opportunities.

Secondly, art seems to have oeen the cornerstone upon which the

ideas of nationalism, native leadership, and economic develop¬

ment were ouilt, and through which these ideas were disseminated.

Let /

1. Jensen, Liveri^ht and Hallenbeck (eds). A qui t ducation:
Outlines of an ...aer, .j^, .'ieiu of lhi.iver ilty mrdy
(Aoult aucatiou Association, U.t.^. 19o4}» p.IV.



Let ue uxiefly e-ta.-J.ae each of these ia turn.

h a tronuli sm, uenanuin^, the Ux^r ty una xatesP» a iron ox tue

country, its political autonomy, its liberation from the

religious uuci cul tural uoiaiuatioa ox ancient uypt, stimulated

as much as it was itself stimulated by the u:. hi tea' efforts to

develop a culture of their own. thus, eu0r avians of the

'ex oi tic lioa-^ou, Apedemak, s tatues auc ea^x aviate of exoitic

aiu^s, «iu-. as, princes and princesses, pox traits of er xitic

priests and citizens, and the iaveatioa of the exoitic script,

were apparently meant as none other than nationalist eynools

and values to arouse civic at id patriotic feelings ia the masses*

lu other words, ax t was called upoa to foster national feelings

■jy px ovidia^ education ia citizenship ia the newly eaex oias,

iiatioa of ex oe.

fociai movements, he they political, economic, religious,

ox cultui'al, demand anou0 other things, conscious auc aynam!c

leadership. yuai.de leader's axe heeded foi their capacity to

persuade, dir ect, and stimulate people to par ticipute actively

and positively, and to support the cause of the movement. In

aneieat ..ex oe most of the icings were leader & of this dad.

Indeed, the icings were much more than leaderc.; 11.-e hie

contemporary , tne hcraon ox -^mpt, he .as -aO o .exery a human

a0eut of ou, he was a Ood ia himself. e was the chur ch arid

tiiQ^tate ia one. e was- tue x eli,jLo s, political aau social

macliinery of ■ centralised ^ovexameat, u;..uex which all communal

enterprises thrived. his desence adust his subjects 0ave

them security aud 0uarauteeu their v.eii—uela0j auu his suxgects,

belLevia0 that he was divinely inspired anu dir ected in whatever*

he f



he undertook to no, obeyed and followed bin faithfully, and

without hesitation. This, in turn, accelerated their active

and positive participatioa in a movement which liberated the

country from all foreign influences. If this was not the case,

then now otherwise can one account for the rapiui tj with which

the kusuites discarded their well-established but alien, values

and traditions and adopted ones truly their' owno How else can

one account for the fact that the country changed from bein^

merely an ancient Li&ypti&n hunting jround for slaves, a place

for the recruiting of mercenaries, an area which had ^old mines,

ivory, and precious wood to oe exploited, into a powerful

politically and commercially independent state •>

io diffuse anions, the masses the ideas of a new social order,

of leadership, of the aivine ri^ht to rule, and to moula the

minus of the people to a desired pattern of conduct ana loyalty,

education arm propaganda were needed, and art provided both.

Statues for the glorification of the kinu and the royal family

wer e made and distri buted everywhere. In one of the en^ravin^s

a kiut, is shown wa^in^ war and smitin^ the enemies of the

country (Pl.7). In another , he is with the royal family, in

the pr esence of the lion-^ou, Apedemak (?1.8). A par ticularly

effective one shows the kin^ performing an agricultural rite,

hut however the kiuc is represented, be it in peace, war, or

with Oou, he is always portrayed uio0er than life. A deeper

significance that one can ueuuee from the commanuin^ size in

which he was depicted (ueia0 always evexr than the Oou)
was the •divine' mi^ht of the kiu0; he is the mighty leader

who /
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who is to us listened to and obeyed, and thus dominates the

scene. The divine riuht to rule may not be a Oood thing in

itself, out it is often necessary for controlling public

opinion and belief by per suasion or for ce; ana in Teroe,

one assumes, it was the vital factor which resultea in a stable

ana creative government.

Art, therefore, was the educator of individuals arid of the

nation. ..m ou^h exposur e to different forms of ar t, the

Rushites, came to understand, accept ana adopt ideas that were

completely new to their society , about nationalism, local

religion and local gous, aad native leadership. In other words,

it v«as education tin ou^h art which helped the .eroitic man to

develop a trend which was both flexible ana receptive to new

ideas. This was necessary before man could adapt and adjust

in an irrevocably chan^in0 society'. In the words of the late

Sir1 Herbert head "only in so far as a society is rendered
1

sensitive by arts, do ideas become accessible to it."

The idea of change mentioned earlier is very important,

not only because change stimulated cultural, reli0ious, and

political independence in neroe, out also uecause it accelerated

economic aevelopmerit as well. This can easily be proved uy

the fact that Kuioia changed from the traditionally rural pattern

of life to an industrialised and dynamic one. This was made

possicle uy the exploitation of the rich deposits of gold,

copper, and iron. The last mentioned was smelted into tools

and weapons. itie remains of slag-heaps in present-day eroe

led /

1. • ead, II, l am - lienation (Thames and Hudson, London 1967),
p. 17.
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led Professor Payee to say that 'eroe must once have been the
1

Birmingham of the Northern tudan. Other historians and

archaeologists are of the opinion that heroe's pi o ducts and

technology were diffused to best and routhern Africa; and

Basil .7 avidson tldnks that feroe was to Africa what Athens was

to lurope:

Like Athens heroe traded widely with many nations,
developed its own traditions of art and literacy,
implanted its seminal influence far ueyond its
frontiers, endured in the manners ana reliefs it
had used itself and had passed to others lon^ after
its own power had vanished; and deserved an
honourable place amon^ civilizations that have
influenced the world. With .eroe, one may
reasonably say, the history of modern Africa has
be&un,^

Shinuie writing on the same vein believes that:

i eroe was an African civilization, firmly based on
African soil, and developed oy an African population,
that an ui ban, civilized, and literate state existed
deep in the African continent and lasted nearly a
thousand years in itself constitutes an achievement
of outstanding importance.3

The time has come now to sua up the hypothesis presented

so far. Art, as a direct social force of extraordinary

magnitude, is a very imp at tant element in education; ana since

there is no evidence of any type of formal "academic" adult

education existing in .eroe, it is permissible to conclude that

education of adults must have ween par tly oi iar^el„ achieved

through int. .'further'more, ideas about religion, independence

and nationalism, native leader ship and economic development,

which /

1. Payce ,
_ A.E. Pecond Interim heoort on ..xcavations at eroe in

Athlypfa (Liverpool Annals of Archaeology to 7 a bin o _>olo0y ,

1J12T7 p.55.

2. Davidson, basil Qlu i hica . eaiscovexed (bollancz, London
1^60), p.60.

5. Phinaie. faroe A i ivllization of The fanan, p.luj.
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which ar t must have helped to diffuse amonu the masses could
uo I we fully appx eciatea up an immature mind} ar t, therefore,
■uust have ueen a most efiective educatioual for ce• I l> is

effective not only because it is t mass medium, tluou^h which
a ip-eat number of people ate communicated with, out also oe cause

of its capacity to attract attention and to olease — 'out
1

pleasing, it instructs.' The aits, as O'Neill pointed out:

map be considered also as the most perfect and
comprehensive form of a 'lan^ua^e'. They axe the
most perfect means of communication oe cause an
ar tist's distinguishing ^ift enables him to select
and organize all the most forcible and appropriate „

means op which our winds ma^ oe affected and directed.4"
£ teahouse, writing in the same vein, distinguished three waps

ixx which ait map affect man. lie sao s:- "It map7 lead us to

explore ideas, or it map induce us to accept ideas, or it map
3

facilitate certain courses of action."

Thus, in ancient eroe, abstract concepts such as religion,

the divine riuht to rule, nationalism, and national leadership

were wiveu concrete images or forms up which they were seen,

touched, uncer stood, and accepted up the people. .'or example,

the abstract ide a. ox aix all-powerful and miuhtp Ood who v.as

opposed to, and distinct from, the ancient ..^pptian Ood Auun,

was rendered op ar t into the concrete form of the four-armed

and tni ee—headed udanese lion—Oou, npeuemax. And xor those

who could x end, explanations were attached in the form of

prayers stressing the fact that Apedemak was:- '.'plendid God at

the ueaa Nubia .. A companion of men and women. The one who

)x e x x c, /

1. teahouse, Lawrence, Culture <>, education (Nelson, London 1367),
P. 33.

* " ' eiir., .i . --11,0 i ocinx ■ cviuc ox. --x t (-,u^aaul, xenoh
Tr uoner Co. , jjouuon r3o3 j, p.o3.

3. teahouse, op,pit. . p.37.
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preptj.es the place fox those who 0ive themselves to him and

punishes those who commit crimes against him.'

Accordingly, the service and glorification of the llon-c>od
was secured, positive sanction ox rewards fox the faithful

promoted, and negative sanction ox punishment for unbelievers

exie.uies px omised. Xxx othex wox ds, 11 was education tiix ou^ix
art which directly or indirectly motivated people to certain

positive actions ana inhibited them from negative ones.

feconaly, as discussed earlier, the idea of divine ri^ht

to xule ox to lead a nation, is intimately connected with

religion. ike religion, this concept founa art a most

powerful instrument through which its forms and symbols were

expressed; and thus, statues and e.xjp: avians of the kind anu the

royal family must have disposed the people to accept the idea

of divine xitoht. To under stand and accept it was of vital

imp-or tance oe cause it must have meant social cohesion and

resulted in a national solidarity behind the one who was their

uoo, their xcin^, and their leader. It is impox tant also

because it is a typically African solution of political problems:
2

•national conformity per sonified in the country1 s kin^. •

One could i,o on 0ivin0 examples of the effects which art

exex ten on the ..eroi tic society, out the two discussed should

serve this purpose and should establish beyond douot that art

was a suutle and most influential educator. To those who may

mtpae that this type of education or learning was a passive one

and lacked feedback, it can ue replied that had ; eroe been

passive/

1. fee prayer oxi p.6.

2. Alfred, Cyril, jfe . ".^y.otians (Thames and hud son, London 1361),
p.160.
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passive, it woulu not have been such a developed nation,

e have so fax oeeu discussing art as a means to an end,

especially created to influence and to direct action, ana may

seem to have completely ignored its aesthetic aspect in favour

of the utilitarian one. This, however, is unavoidable.

Although, judging by the excellent quality of the Neroitic

pottery , especially its shape and design, by the patterns found

on heroitic costumes, and oy the remains of such once-great

ur can centres as Paras, I brim, and Karanog (which all bear'

witness to the high detp.ee of cullure and standard of living)
one has no alternative out to state that the Kushites were aware

of beauty ana cultivated it; and although many of their

ar tifacts appeal to our- sensibilities and may presumably have

0iven pleasure to the Kushites also, oue can say little more;

undoubtedly, this is not enough to prove that art for art's

same Uau any relevance to heroitic society,

secondly, one may say that the art of Keroe was mainly used

for propaganda, and that therefore it does not deserve to be

called ax t. But this is true of all the ar t of ancient times,

especially of the art of Egypt, the influence of which was, is

and always will ue the greatest in the area now known as the

hepublic of the fudan. Professor Talbot . ice, writing on

art and patronage, describes the art of the Near East as

follows

The case of the gteatest civilizations of the Ancient
'

or Id im the Near er mast is, however , very different,
for in igypt, ..esopotamia and Persia alike, art was
veip strictly controlled, axrd the ar tist was
essentially the servant of either the religious
hierarchy, ox of monarciiial or similar power, and his
activities/
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activities were almost entirely directed either
towards the glorification of a particular'
individual, or towards the service of a religious
creed.

Heroitic ar t was no exception to this. It did glorify

individuals who would ue nowadays called dictators; and

dictator's throughout history have known the tremendous effect

which ar t may have on the masses, and have therefore made use

of it to realise their objectives; indeed, they continue to do

so because they are awar e that societies depend on art as a
2

'binding, fusing and energizing force. ' If Her oi tic art was

executed for purposes of propaganda, it was propaganda directed

towards social objectives. It prompted patriotism, citizenship,

and national leadership; it assisted in the rejection of an

alien culture and helped to develop an indigenous one in its

place. heroitic ar t, in short, permeated meioitic life so

widely and so deeply, that it paved the way for seven hundred

year's of stability, progress, and/uaterial wealth.

'-nit neither its art, material wealth, nor culture was of

any use when the Axumite king, Lzana, in 350 A.D. used border-

skirmishes (like his present-da^ equivalents) to invade and

destroy Leroe. He described the effects of this:

I burnt their towns, both those built oy bricks and
built uy reeds, and my army carried off their food
and copper and iron .. and destroyed their statues
aau temples, their granaries and cotton trees and
tire v. them into the river £eda (bile).-* •

After the Ethiopian invasion, the country became divided

into/

1. l ice, I). Talbot. Teac^ Yourself to Study Ar t (E.U.P.,
London 1562), p.31.

2. -.ead, li. Art aue Alienation, p. 16.

3. Arkell, i .J. A His tor., of the ."uumt (Univei'sity of London
less, joudon 1355), p.172.
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into petto kingdoms and its rulers, who were largely nomads and

illiterates, spent their time waging war against each other.

In other words, del oe was reduced to a complete state of chaos,

in which art was of little value.

B. The Christian Period

In the year 540 A. ., Justinian and Theodora of Byzantium,

believing that Nubia was part of the I oman Empire, sent

missionaries to convert its people to Christianity. They were

extremely successful in this, and in a very short period, three

powerful kingdoms arose in the northern part of the country

with Christianity as their official religion. These were Nubia

in the north, Aakuria in the centre, and Aiwa in the south (see

map 1). any of the old pagan temples were converted into

c onches and new ones were built on Byzantine models, Greek

and Coptic as well as old Meroitic were used side uy side in

church cer e monie s,

The conversion of Nubia to Christianity was very important

because it leu to stability, unity, and peace. As M&ndour el

dahdi pointed outs

Christianity spread in the three Nubian kingdoms and
was both a civilizing and a unifying factor. It
helped to restore peace and order in the land arid
eventually leu to the emergence, after the chaos of
the previous age, of two Christian kingdoms in the
Sudan. The northern kingdom was called Kakuria with
its capital of Old Dongola. it flourished until Old
longola fell into the hands of the Arabs in 1517.
The southern kingdom was given the name of Aiwa, with
its capital at Soba. It lasted until the
destruction of Soba uy the 'unj in 1504.1

Christiauity , however, was only the religion of the ruling

class and the town dwellers and therefore did not penetrate

to /

1. ..,1 . ahdi A hoi t History of the . udan, p. 24,
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1
to the rank and file of the population. Jut to acquaint the

latter with the principles of Christianity, images had to be

introduced both as symbols and as a means of religious

instruction, recent archaeological discoveries in the Sudan

have revealed a considerable number of churches containing some

of the most remarkable Byzantine frescoes and wall paintings.

These usually represent scenes from the Bible such as the Birth

of Christ, Mary on the Throne, the Holy Trinity, episodes from

the lives of the different saints, and a considerable number* of

Nubian queens, princes, princesses and priests in the presence,

or under the protection, of Christ and the Virgin, (Plates 3,

10, 11, 12, 13).

Compared with Byzantine art of the same period, Nubian

Christian art may look clumsy, flat, sketchy, and not as rich

in subjects and colour. But this is compensated for' by purity,

simplicity, ana sincerity which was partly the result of

attempting to interpret religious ideas to the uninitiated, and

par tly because the paintings were not meant to be ar t at all.

The artistic value and effect which the discovery of these

frescoes may have on the history of Byzantine art is beyond the

scope of this thesis; but they are in themselves necessarily

an illustration of the theme under discussion. They were,

one oelieves, the neans through which the vast masses of

illiterates were familiarised with the Bible, and oy which the

faithful illiterate was assisted in rememoering the Christian

teachings which he had received. The value of this sort of

communication was recognised by Pope Gregory the Great, who

said f

1 • r ai a • , p. d b.



said that "painting can do fox the illiterate what writing does
1

fox those who xead; " 01 as ..i'ofessor Talbot ice puts it:

Unlike the ar t oi' the i enaissauce, the uain aim of
the Byzantine or the i omanesque was not naturalistic -
nor die the art necessarily set out to please. art
was essentially a servant of the Christian faith, ana
as in the religion, the most pleasing* the wide and
easy way, was not regarded always the uest or most
aspiring. Art had to assist the doctrine of the
Church, and it was its duty not only to convey
through the eyes the text of what the ears heard,
but also to interpret the meaning of that text.

fven today images are used as a very effective mode of

transmission of ideas or1 communication - Chinese calligraphy

and oxt for' example.

As a medium of mass information, and therefore as a type

of adult education, art promoted Christianity, the spread of

which resulted in unity, prosperity, and stability. That this

was so is evidenced by Ion '.alia el Aswaui, a tenth-century

author , who describes the Nubian Christian kingdom as follows:

Soba, a town of Aiwa, is to the east of the large
island which is between the white aria the green
"Blue file" rivers. To the east of the town is the
river which dries up, and its oed is dwelt in. In
the town are fine buildings, spacious houses, churches
with much cold, and gardens. There is a quarter in
it inhabited by Muslims. The hin0 of Alwah is richer
than the Kin^ of . akura, ana has a gr eater* army and
more horses. -is country is more fertile and larger,
bate palms ana vines ar e scar'ce. Their chief grain
is white millet which is like rice and they make their"
bread and beer from it. They have much meat because
they have many cattle, by reason of the pastures, which
are so extensive that it takes several aays to cross
them ana arrive at the mountains. They have well-bred
horses and Arab camels. Their religion is Jacobite
Christianity and their biship s come from the patriarch
of Alexandra, as do those of Nuba, and their books are7
in Greek which they translate into their own language.^

This '

1. Tomer ich, ..1. Tne ' tox,y of nr t (Thaidon, London, 1950), p. 95

2. ice, .... The Back, found ox Ait (Kelson, London, 1339), p. 04

3. 'Translated and quoted uy fhinnie, 'hxcavation at foba*
udan Antiquities ex vice Occasional \-jere ; o, 2 (Thox a ton

and ; on, Oxfor d, 136>l), pd-2.



This may prove that Christianity was both a stabilising ana

a unifying factor after the chaos of the previous era. It may

also prove that Christianity was very strongly entrenched among

the urban dwellers. But, judging by the manner in which this

religion completely disappeared ten centuries after its adoption,

with the coming of Islam, one has no alternative but to assume

that art failed completely to diffuse its principles, and to

make them understood and accepted among the mass of the rural

population. In other words, images may have helped the rank

and file of the population to 'accept' Christiani ty, but it

was undoubtedly a nominal acceptance only. This failure in

communication, however, had nothing to do with the medium of

art in itself, but rather with the Church's inability to use

it properly. Christianity was essentially Luropean in aims

and outlook, it represented foreign gods and saints, and

served the intex'ests of a foreign empire. Let us take as an

example the Bir th of Christ (see plate No. 12). The Virgin and

Christ occupy the centre of the picture, the Virgin on a bed and

the infant Christ on a high cradle surrounded by saints and

archangels. All are white and wear Byzantine costumes; the

only Nubian touches are the Nubian patterns on the cradle,

and the dark kings and shepherds who occupy a very small part

in the upper left corner. Such a picture could never be part

of the organic Nubian religious system, nor of the Nubian

cultural heritage. If one compares the role played by art in

the heroitic period with that of the Christian era one finds

that in the former art had r evolu tioniseu the lives of the
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masses and the rulia0 classes, by deli oerately Sudani sing

Egyptian gods, leadership, language, etc., and thus stimulating

and creating a culture that was truly indigenous. Art as an

educat01 had permeated the life of the Kushites profoundly,
and created a national mass movement, this it failed to do in

the Christian era uecause there was no effort made by the

Christian church to oecome part of the society. Instead, it

was at west a xeligion supex imposed on the existing state, and

this is reflected in its failure to identify itself with the

culture of the indigenous people. Trimingham descrioes the

underlying causes which led to the decay of Christianity in

Nubia as follows

The chief causes ox" the gain of Islam arose from the
weaknesses in the Christian communities themselves.
The Church in the Sudan, always remained exotic and
never became indigenous in the sense that Islam is
today, Christianity came as a new cult, weakly
grafted onto the regressive pre-Ptolemaic culture of
the country, without revolutionizing the lives of
either the nobles ox the masses. The cult was

intimately associated with foreigners and foreign
culture. All the bisiiips and the clergy were
Egyptian and there was no system of devolution of
authority. Kox did any truly independent
theological schools develop, their function being
filled oy the monasteries which were packed with
Coptic monks. ^

Othex direct factors which speeded the decline and final

disappearance of Christianity were numerous, and only two of the
most Important will ue mentioned. The first was the distrust

of the Church oy the population for its failure to fight the

evil of the slave trade; indeed, not oulj did it fail to put

an end to this traffic, out even took part in it, and, as
2

Trimingham pointed out, "profited" oy this participation.

Secondly /

1, Trimingham, J.f, Islam in the . uuaa (Cass, London, 1965), p.76.
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Secondly, there was infiltration of some Arab tribes, the

members of which managed to marry Nubians and propagandise

Islam soth internally and externally. This infiltration was

carried on through the successive raids and invasions of those

Arabs who ruled kgypt and who sought to protect their southern

frontiers and sought also to destroy some of the Christian

churches.

To conclude, then, it was not failure of art to educate

the people, uut a failure of the church to use art effectively
in order- to project its ima^e as a spiritual, political and

social leader*, that resulted in the downfall of Christianity.

It failed, in short, to create a national leadership, based on

its power, and failed especially because of its inherent
1

limitations. As Trimingham expresses it

The life and will of the people cannot oe expressed
through a foreign language and foreign hierarchy
and therefore spiritual life sunk to a very low ebb
and no movement for r eform sprang up.

C. The Arab ?erlod

The Arab immigration into the Sudan is a very important

sta0e in its history. It Is important oecause with it a

gradual process of Islamisation and arabisation took place.

The indigenous people adopted the Islamic faith and the Arabic

language, and oecame connected with the Arab tribal system.

The Arab stock, on the other hand, was absorbed oy the indigenous

peoples, and this paved the way for the Sudan to be intimately

connected/

1. This is seen very clearly in its educational policies - a
particularly telling example is the fact that it used only
Greek and Coptic books in its efforts to spread knowledge.

2. Tr iiaingham, op.clt., p.77.
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connected with the kuelirn world in general, acid the Arabs in

particular. (A most successful and living experiment of

adult education.)

Education in general continued to be religious, and was

centred around the Kosque and A1 Khalwa (Quranic school).

Joys at the a0e of seven 01 eight would join A1 Khalwa which

provided formal literacy and the learning of the Qui'an by heart,

without troubling themselves as to its meaning. Mo textbooks

oi' manuscripts were used. A1 Paki (faster) would dictate from

memory and the children would copy his words on their wooden

tablets which were washed off after the lesson had been

mastered (Plate Mo. 14). Khalwa leavers (usually at the age

of foui'teen oi sixteen) who wished to further their education,

would join a mosque to study A1 ILK (Islamic Sciences) which

were comprised of Islamic law, the Traditions of the Prophet,

Jurisprudence, Theology, Commentary on the Quran, the Science

of the Traditions; and sometimes rhetoric ana logic were added
1

to the curricula.

Adult education in the mosques had no specific time or age

for enrolment; there were no fees to oe paid, no examinations

to be passed oi diplomas or certificates to be awarded when one
2

had completed the course. This was liueral adult education

at its best, Eosques were non-governmental Institutions of

learning, built, equipped, financed ana maintained by popular

support. Every town or big village community took the greatest

pride in the mosque and saw to it that it lacked no tiling.

This '

1. El-Baghir, Karnil. 'Q.eliuious Education: Present and Future
development," in Education in. the r.'uuan (Philosophical Society
of the udan, Khartoum, 1963), p.81.

2. j~*i .Bc^hix , ^f^jgOi^t. , p • oO,
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This should not he surprising, however, because Islam made it

the duty of every I'uslim to seek learning. The Quran says;

Allah will exalt those who believe among you and
those who have knowledge (Currah; 58, verse 11).
Are those who know equal with those who know not
(furrah: 33, verse 9). A company of every party
should go forth to ^ain sound knowledge in religion
to enable them to teach their people when they come
sack (Surrah: 9, verse 122),

And the Prophet ..ohammed says; seek learning from cradle to

grave: and seek knowledge even if you are bound to go for it

to China.

dome of the teachers in those mosques were so successful

in their religious teachings and in their ability to persuade

and to convert people to Islam that they were regarded as saints

and even miracles were ascribed to them. People would come

from different parts of the country to pay them tribute and to

ask their blessings. This led to the formation of religious

orders, "Tariqas", with these teachers as their heads. These

religious orders were very important uecause, firstly they

supplemented the formalistic observance of orthodox Islam by

certain easier practices aimed at Eufism or Islamic mysticism;

and secondly, they were the oase for popular Islamic education.

Tariqas have had the important function in religious education

or missionary work of acting, until very recent years, as the

chief teacher of Islam to the villager.

Art in general and pictorial arts in particular suffered

a shattering blow with the coining of Islam. Although the

country continued to produce some of its handicrafts, both

painting and sculpture were categorically forbidden by I.'uslim

theologians. In the Commentaries it is said that anyone

who /



v.ho made a representation of any living tiiin^ would be

called upon at the Day of Judgement to give life to what he

had made, and would oe covered oy shame and sent to hell

because he would fail to do so. Therefore, orthodox opinion

condemns both painting and sculpture; and the Traditions are

also known to have great contempt for the painter and to

classify him with murderers and sinners whose punishment would

be very severe: 'the angels will not enter a house in which

there is a picture or a dog'; and, 'those who will ue most

severely punished on the Day of Judgement are the murderer of a

Brophet, one who has seen put to death by a prophet, one who
1

leads men astray without knowledge, and a maker of images.

-•!oi the theologians, images were idols which mi0ht have

uistx acted the newly Island ted people from worshipping God;

worse still, they might have worshipped idols along with Allah,

as they used to do in their pa0au days. Furthermore the Arabs

who miniated to the Sudan, were neither the urilliant builders,

calli^iaphers, or weavers known through the history of art;

they were mainly nomad tribes who raised cattle, camels, and

horses, and therefore were mainly interested in seeking suitable

grazing areas where they settled for short periods, and were not

concerned with ar tistic expression. Nonetheless, these

inartistic weavers, these ineffective uuilders and bad

calligr&phers gave the Sudan a form of art which has played

the most important role in the arabisation ana islamisation

of the fudanese. That was the sa t of poetry.

Poetry has had the strongest influence on the arabisation

arid f

1. Arnold, Thomas. Painting In Islam (O.U.P. London,1928), p.6.
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and islaiaisation of the Sudanese mentality, especially in the

northern part of the country, and in parts of the west, east,

and south; and for this reason it has, from the coming of the

Arabs to this day, been the dominant artistic expression of the

Sudanese people. The types of poetry in the Sudan are numerous,

but for the sake of convenience we shall divide them roughly

into two main groups. There is, firstly, the classical

poetry of the scholars who draw heavily on traditional and

religious themes for their inspiration; and, secondly, there

is the xubiet, ox the popular poetry which played, and still

plays, a very important part in the social, political, religious

and cultural life of the masses; it portrays love, sorrow,

gives descriptions of nature, praises heroes and leaders, and

can also oe so satixical as to make the lives of one's enemies

unbearable.

functionally, ooth types can be sub-divided into three

main groups which often blend into each other. The first and

most orvious function is recreational; the second is that the

poetry offers a means of release for* pent-up emotions; and

thirdly, it is educative in the broadest sense of the word.

The recreative use of poetry, especially of the popular type,

can be seen when it is lead specifically for entertainment and

pleasure; in the day time, people work in the hot sun, and

when the day's work is over and the workers have had their

dinner, the weather is cool and recreation time begins. Ken

and youths would gather in the clearing in front of the

village, usually around a fire, to recite the Duuiet, or to

tell folk tales. Sometimes competitions are organised, when

young/
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young people compete with one another in reciting Dubiet before

the elders and the more experienced poets.

As a means of releasing restrained emotions, poetry could

not have found a country more suitable than the Sudan, because

no country has oeen more of a prisoner to external forces.

The Sudan was ruled by the ancient Egyptians, invaded by the

Axumites and the Arabs, and colonised by the Turks and the

ritish. Poetry denounced directly and indirectly, openly and

discreetly, the oppression and sufferings of the people,

especially during the Turkish and the British administrations.

Sudanese poetry has not only entertained, and expressed

the true emotions of the indigenous people, but has also been

educative in the broadest sense of the word. If one agrees

that by education we may mean the process of transmitting a

people's culture from one generation to another, then in the

case of the Sudan, one must also agree that poetry can claim

to be a focal point because, especially in popular forms, it

has throughout history expressed and reflected the religious,
i

social, political and cultural values of Sudanese society; and

these values were handed down, learned, and shared in the

community generation after generation. The following is a

selection of examples demonstrating this process of transmission:

a) here a poet describes and propagates the religious order

to which he oelongs. This type of poetry is usually learnt

by hear t and then passed orally from one memuei of the tribe to

another. In this way the illiterate was kept informed about

the practices and rituals of iris chosen order, and sometimes he

was taught the principles of Islam in the same manner. The

poet /
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poet says about his order, which is called Abu Garid: ,

Thy might Abu Garid, grows from day to day.
He who denies the path (order)
thrust him forth far.
The Truth is not fraud,
he who possesses it is not like the hump
of a bull,
and never lies confound.1

o) To rally the member's of the order behind the Shaykh or

the leader of the order, the poets lavish extravagant praise on

him. One describes Shaykh Abokur as follows:

Shaykh Abokur is my wonder whom
I love for ever.
An ocean which no swimmer can cross,
The lord of a cloth banner, peace be
upon thee.^

c) On religion, another' says:

There is no God but Allah,
Holy men ar e the slaves of Allah,
Hasten to enter in the presence, fall on your' knees
To salute the Prophet of the Lord. 3

This last verse is sung collectively by workers in the

fields, by soldier's while marching, and by dancer s and hymn

singer's in religious ceremonies. The rhythm evolving from it

combats fatigue, co-ordinates steps, ana gives one a feeling

of belonging. Pischer is of the opinion that 'a collective
4

working process requires a co-ordinating working rhythm', and

that 'rhythmical movement assists work, co-ordinates effort,

ana/

1. Translated by Hillelson, P.f. "Abu Garid," Sudan Motes
and ecords (Vol. I, 1918), p.183.

2. Ibid.. p.184.

3. Thar burn, 1).H. 'Sudanese Soldiers' Songs', Journal of the
i-oyal African Society (Vol. 24, 1924), p.315.

4. Piscliei , lirast. The necessity of Art (Pelican, Iiarmondsworth,
1963), p.30.



28.

1
arid connects the individual with a social group. ' But ttiis

verse has a further significance much more deep and subtle than

all this; what is most important is that it contains the two

most vital pillars of Islam, without which one cannot he

considered a Tuslim. These are: 'There is no God but God -

Allah' and 1 Mohammed is the prophet of God.' In a country

like the Oudan, where many people did not speak Arabic,

conversion to Islam was made much easier merely through the

repetition of this verse. In other words, all that is

required of a man in order for him to become affiliated with
2

Islam, is the repetition of faith.

During the corrupt and ruthless. Turkish administration of

the Sudan, both popular and classical poetry became a public

weapon, fighting corruption and oppression, fanning the flames

of the i'ahdist revolution, and rallying the people around A1

ilahdi, the leader ok the revolution. A popular poem encouraging

the indigenous peoples and the heads of the religious orders

to march from all parts of the Sudan to A1 hahdi in Gadir and

Al Ooied, so as to take the oath of allegiance, and to pledge

him their full and unquestioning support, runs as follows:

Hoy J Hoy 5 Nasir Lil- lahdi fi Gadir Li a ten J ListenI Let us
mar ch-To Al Tahdi in Gadir

As-Sayid iyahu As-Gayed He is the faster
da 'l-L&hdi Al fi Al Obied The fahdi is in Al-Obied
Al fahdi erassal maktubu The Jahdi sent (us) Ms

message
Gal laina sella wa Tubu sayiiq., to pray arid r epent
Al-Haram Atruku duiuou Avoid the forbidden in

all its forms
Mahdina wad Abdallah

_ Our leader son of Abaallah
Bai-salfu qata Al-Julla^ G'ith his sword he

defeated /

1. Ibid., p.35.

2. There are five pillar's of Islam: faith, Prayer, Alms,
fasting of Lamadan, and Pilgrimage to Hecca.

3. Abdalla bl tayio. in afidsat Al qltar (Agypt Press,
Thar toum, 1967), p.62.
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1
defeated, the cannon(ball)
The awaited Halidi^ of Allah
He who doubts him is an
unoeliever

Of the classical poets and poetry, Dr Shoush says:

Poetry was no longer a part-time hobby for a few
individuals, out an important public weapon. The
long-stagnant water of poetry began to move and rush
along, after many arid seasons. People started to
recite the fiery poems of A1 13anna dedicated to A1
.ahdi, which opens with the lines:

ax is patience, and combat is endurance, ana death
for the sake of God is a renewed life. Cowardice
is shame and courage is the crown of the man, if
v.ith firmness combined.^

The poet, stating that love of one's native land is part

of faith, incites the people to unite under' the leadership of

Al Mahdi, and wage a holy war to liberate the country from

its alien oppressors. Those who might fall in battle were

promised eternal life in paradise. As Shoush pointed out:

"loon poetry followed in the track of revolution, inciting

people to the Holy far and descrising in vivid terras the

.ahdist oat ties.^" Forced uy Al Hahdi to their- knees, the

Egyptians or Turks turned to London for help, and the British

sent General Gordon, whose main task was to supervise the

evacuation of British subjects and of what was left of the

Egyptian array. But 'The Cldnese' had plans of his ownj thinking

to crush the Il&hdist revolution in no time, he only succeeded,

however' ?

1. The word used is Qata, which literally means 'cut'.

2. 'Hahdi' liter ally means 'the rightly guided', 'the divinely
. guiued. '

3. el Ihoush, H.I. Come Background otes on Lodern Sudanese
Poetr'.Y(l)eot. of ..mtra-I.ur al Studies Publication, University
of har toum, 1363), p.5.

4. Ibid. , p.
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however, in getting himself killed. Kitchener followed with

a highly efficient British army and war machine; he wiped out

the Mahdist army once and for all at Omdurman in 1898, and the

losses inflicted on the Sudanese army were very heavy. It was

faith and the sword against the cannon, gun, and gunboat; and

the result might perhaps be said to be inevitable. To remind

the people of the savagery of the alien army of occupation,

poets, who dared not express themselves openly, lest the vigilant

authorities take offence and prosecute them, would instead
1

recite this verse about the war, the gunboats, and the vulturesj

Birds, Birds of V/ar

(Chorus) When the steamer comes ( the ^unboat)

Birds, Birds eat

(Chorus) V»hen the steamer' comes

Vultures, vultures eat

2

(Chorus) <ihen the steamer comes

But poetry has not been a medium through which comment was

made on passing events; nor- was it only used to express sorrow,

or satire, or rejoicing. It has sometimes expressed the most

frivolous aspects of Sudanese life in a very vivid manner. A

good example of this is the poetry of the Baramka, or the tea

drinkers of Kardofan and Darfur; and strangely enough, as we

shall see later, though this poetry is frivolous, it is also

most educative without trying to be so.
3

The Baramka, the tea drinker's, compose songs in praise

of sugar and tea, and these songs are usually sung in a Baramka

tea/

1. Vultures feasted on the bodies of the many thousands of
Sudanese slain.

2. Thorburn. op, ci t.. p.321.

3. Baramkas those who are very generous.
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tea club; this is formed of a gi'oup of youths who meet

regularly, usually twice a week, fox the ceremonial drinking of
tea and for singing songs in praise of sugar. As a youth

movement, "The Laramka tea clubs spread rapidly from the
1

Jaggara to those in contact with them, and with its spread both

its rituals and its usefulness increased, until it now forms

a type of youth movement eumaci% not only the lagg&ra, but
2

sedentary Arabs, arauised huba, and the pure Kuoa themselves."

The baramka tea eluo was an extremely useful movement, but,

oefore discussing this aspect of it, let us first have a look

at one of the songs in praise of sugar :

Si
The Prince of politeness,
Yellower of our teeth
You never look hungry-
Ana never called worthless.^

On tea, they say:

The ^eloved
Leaves of tea from the Vest
v. i th hi s he ad p i er ce d,
ana bound up with a string
The Saramka the clean ones drink him.
with canes in their* hands,
and on their feet shoes or slippers
The kettle was boiled
''And'' polish the glasses
ana let all hearts be glad

y Allah my brethren, let the young men
hand round the tea.
You are my beloved brothers.

Bar arnica poetry and songs make no claim ox pretence to be

poetry in classical Arabic or even poetry at all. Nonetheless,

it was of considerable use, firstly because it taught -n-auic

to f

1. Baggara: cattle owners, inhabitants of • ax do fan and far fur-.

2. Ar oer, II. . 'The Bar arnica', uus.. otes aaa coords (Vol. 23,
Khartoum,1946), p.145.

3. Ibid.
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to the inhauLtants tUfc Muba. mountains arid some of the tribes

of the southern Sudan, and even to others to whom Arabic is a

foreign lan^ua^e. To most of the former, these songs meant

the first steps in Arabic, or rather in pidgin Arabic; and

secondly, because, although these clubs starten only as groups

where youths got together fox the ceremonial drinking of tea and

for composing songs in praise of su0ai , they were very soon
%

converted into multi-aid agricultural clubs and other self-help

projects. .efore or- after the ceremonial drinking of tea, and

uefoxe the singing, the whole club would Oo out to help a

farmer plough his land, plant the seeds, or hat-vest the crop.

They would perform community work or road and uridoe construction,

planting of trees, and building of clubs, of mosques and

Khalwas (Quranic schools). Thus, as youths, the mem sex s had

their energy channelled into constructive work, arid as citizens

they fulfilled their duty „o the community.

Thirdly, ana finally, the tea club members axe governed by

an aesthetic code which demands 'spotless white clothes,

ostrich feathers in the turban, coloured diagonal breast-sands,
1

and a cane. In this they dance on important occasions.'

The saramka tea club continued to expand and eventually

grew into a popular youth movement which embraced the whole of

the '• estern Sudan; it would have developed into a nation-wide

movement if it had not seen for the fact that the elder s wer e

suspicious of it and thought that it would lead youth astray;

and when the ritish came, they too fear eu these clubs.

Consequently, they took the 'advice' of the elders and started

to /

* ibid•, p. 14-7.
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to harass the clubs until eithex the;* stopped functioning at all,

04' else moved to areas where they were no more than light-hearted

associations for the continuation of their original functions -

the ceremonial drinking of tea and the praising of sugar-.

. e have discussed so far the role played by poetry in the

cultural process of Islamisation and arabisatioa of the Sudanese

mentality. As a medium of mass communication it has been the

broadcasting and press of the country, and the poets were the

mouthpiece of puulic opinion, their utterances taking the place

of the political and religious pamphlets of today. ?oetry

has made it easier for- the masses to understand and adopt Islam,

the Arabic language, and most of the Arab ways; it has stimulated

ana co-ordinated group work, and taken away the feeling of

drudgery from it. In leisure time it entertained and relaxed

without exhausting the mind or the uody.

However, poetry has had yet another important function,

namely, it has helped people in difficult conditions and

circumstances to adjust to and to adopt, an optimistic attitude

of mind. An exafaple of this is the hymns and songs recited to

help pregnant women to a safe and less painful delivery.

Childbirth used to be a horrible experience, not only oecause of

the unpleasant methods of delivery, or oecause there were no

trained midwives, no hospitals, doctors and ante-natal courses,

but also oecause of the superstitions, ignorance, fears and

anxieties which surround the process. The nearer the time of

the delivery, the more nervous and anxious is the pr egnant

woman; so, to help a woman who was about to ^ive birth, other

women will gather all day around her bed and encourage her and

ease /
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ease her pains with their company and theii hymns praying to God,
the prophets,and the saints to help her. One of these runs

as follows:

Deliverer of the pregnant one
Erom the our'den of a younu son
He that tension does cause
It is He that tension will ease:
And Gaoriel will implore his Master
And with hope descend hereafter:
Base he will ^ant
The seeker of no reward:
The Deliverer will deliver her:
The Quencher of Thirst
Her thirst will quench:
The Solver of problems
Her problem he will solve.1

V hen ulrth is imminent, the shrieks of the mother-to-be

uecome louder, and the other women call upon God and the

saints, saying:

0, Allah the str ong
0, Messenger (Mohammed)
0, Father' of the Virgin
Q, Shiekh Magdhoub
0, Master Al Hassan
0, Kagar of the youn<_, woman,
W ho cannot be r epr oache d,
0, faints
0, Prophets.

Forty days after the child's birth, it must oe taken to the

l iver Kile for purification. Not only newly-born children t>o

to the river , out also newly-married couples. In ooth cases,

the people in question wash their hands and feet or are

sprinkled with Nile water. This is done as a protective

measure against the evil eye. In the case of a child they

would sing:
'

e '

1. Al Tayib, Audalla. 'The Changing Customs of the Liver ain
Gudan,' . . . (Vol.36, 1955), p.149.
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e have come to you, Oh river of ours,
The light has shone oefore us,
the river has welcomed us and our hope is
that our child may 0row up and oe ulessed

I called upon all the Holy Ones
and the people of God came in gxeat numbers,
They were present at the hour of her pangs
They delivered her and the Lord had saved her.1

One cannot really pinpoint in this verse the relationship

oetween the ritual of the Nile visitation and purification, and

God and the Islamic saints and practices. One may assume

that this may have seen the ceremonial washing or- "Baptism" which
2

survived from the Christian era. It could definitely be

an Ancient Egyptian and Sudanese belief i.A the spirits of the

Nile, upon which depended ana still depends the very existence

of the two countries. Islam, when it came to the Sudan .mist

have assimilated this practice aion0 with the many other

animistic oeliefs and practices. As irimingham pointed out:

The cult of the spirits, whether propitiary or exor ci story,
though associated with Islamic formulae, remains much
the same as it was before the coming of Islam. All
their old customs still persist: family life, for
instance is governed very definitely by Islamic law,
yet every sixigle practice connected with it is
indigenous, even the marriage contract needs to have
a propitious date ana hour found for it by a muslim
fekl who has replaceu the pagan Kujur.^

Pagan, christian, or otherwise, the indigenous Sudanese ritual

has been accepted, adoptee, and practised uy the incoming Arab

stock; and poetry kept it alive by transmitting it both as a

custom ana a tradition, and as a means of release of anxiety

and fear-.

lie /

1. Crawfoot, J. . 'Angels of the lie', .... , (vol.2, 1318),
p.133.

2. Ibiu.. p.193.

5. iriminghaia. op. cit.. p.165.



We may sum up the argument so far as follows. Art in the
Sudan has been used to sustain culture and to educate. If it

is understood that by culture we mean 'that complex whole which

includes knowledge, beliefs, art, morals, law, customs and any
1

other capabilities acquired by man as a member of a society',

and that education in its broadest sense means the process by

which a culture is handed on from one generation to another,

then one must agree that in the case of the Sudan art must claim

a very conspicuous place in the process of education. And since

the ideas and values which art sought to diffuse could not have

been appreciated or understood by an immature mind, then art

must claim a central place in the education of adults. We

have seen tills in the following terms:

I. In the Meroitic era, art was the potential instrument

for attaching the adult Kushites to their motherland, for

moulding their national character anu far cultivating ideas and

values different from those of Egypt, In other words, art was

extremely successful in diffusing the spreading among the masses

ideas such as Sudanese nationalism, local leadership, religion

and development, which ultimately led to the independence of the

country from its previous cultural, religious, and political

subjugation to ancient Egypt.

II, In the Christian era the church was foreign and used

foreign languages such as Coptic and Greek in its ceremonies.

To acquaint and remind the vast majority of illiterates of the

Chris tian/

1. Tylor, 2,3. ffrimltive Culture (Vol. I, John Murray,
London, 1871), p.l.
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Christian teachings which they had received, images were

depicted for all to see: the Birth and Life of Christ, the

Virgin, episodes from the lives of the Taints, and stories from

the Bible.

III. ' ith the coiain^ of Islam, painting and sculptui'e were

categorically prohibited. The art of poetry was developed in

their place ana became the leading artistic expression of the

majority of the Sudanese people. It has played the most

important part in Islamising and Arabising the Sudanese

mentality. The religious poetry of the religious orders, for

example, has seen important in the instruction of the adult

illiterate because it s adapted the formal!stic aspects of

Islam to suit the needs of the masses. It fanned the flames

of revolution against the Turkish and jxitish administrations,

it took away the feelin0 of drudgery from work and thus increased

productivity, it has relaxed, entertained, and, finally, helped,

and still helps, individuals in difficult circumstances to

combat frustrations, fear, and superstitions, and to adopt an

optimistic attitude of mind. Poetry, in short, has ueen the

most important factor in the success of one of the neatest

experiments of education in general and adult education in

pax ticular of a whole nation.



38.

CIIAPTjI. T..Q

TIL, COVJ 0 .1 -IU:. P_hIQD

The period 1638 - 1936 covers the years of the joint Au^lo-

Efcyptian iule ovei the Sudan. To study the place of ai t

ecucation in ^enexal uud adult education through ait in

particular, o^e must considei the total £i amev.oi'k of the Dritish

eeucational policu foi the country. To star t with, ditish

euucational policy for the fuuan Uau oeen very limited in its

aiuiE and objectives and had in no way includes ar t education.

It aires at the spreading of a very simple form of liter acy

nron0 the masses and at supplying the colonial administration

with an effective ou t suboi dinate "euucateu class" of officials
1

to fill the minor posts.
2

Accordingly, in 1900, James Cuiiie, the first Director of

the Department of Education and the .hiacipal of Gordon

Lemorial College outlined British educational policy for the

Tudaii. as follows:

i. The creation of a competent artisan class.

ii. The diffusion amon0 the masses of the people of
education sufficient to enable them to understand the
machinery of Government, particularly v.ith i efex ence
to the equitable and impartial adminis tr atlon of justice.

iii. /

1. The Larl of Ci omer , architect of the Bxitisu policy in E^ypt
mm the hudan, defines what he means by "educated class" as
follows:

I wish, however, to enpiai.i what I meau by an educated
class ... I do not l efei to hi0h education ... what is now
mainly required is to impart such knowledge of leading,
writinu and arithmetic to cei tain number of youn0 men as
will enable them to occupy with advantage the .subordinate
placet in the ad-j—dstrutioa of the country ...

..acmichael, xx. , (-jono.oi.1, i.e...xH v)
p. 76.

2. Later Til J a .es. Guriie.



iii. The creation of a small administrative class,
capable of filling many Government posts, some of 1
an administrative, others of a teclinical nature ...

Pox the implementation of these objectives two primary

schools were star1 ted as well as the Gordon Memorial College

which was no more than a big technical primary school. This

limited policy of education was justified by lack of teachers,

of resources and of Sudanese educational traditions to build on.

Quranic schools were abundant, but these were not Goou enough,

the British thought, to be the base for secular education.

This u&sht have been the case, but the truth was that Quranic

schools were not aooa enough to suit the political and economic

interests of a colonial power. In adui tion to this, Quranic

schools had always been linkeu in British Administrators' minds

with religious fanaticism, Mahdism and political agitation.

The British, therefore, had to 'move slowly to avoid expenditure
2

on mere educational machinery ...' Ilence from 1900 to 1932

the main function of education in the Sudan had been solely to

feed the bureaucratic machine, or as expressed by a British

educationist who served in the Sudan 'To supply a class of

educated boys whose only prospects lay in Government employment.'

It was not until 1232 that the British thought of reforming
Sudan's educational policy. They were forcecr to do so by the

growing Sudanese nationalism on the one hand, ana to counter

a growing ngyp lion influence en the other. Both Condominium

countries had economic and political interests in the Sudan and

each/

1. Currie, sir J. •The educational Experiment in the Anglo-
-o2ptian Suda„i 1900-33* in Journal of the Loyal African
socio ty (Vol. 33, 1934), p. 3^

2. Duncan, J.S.K. The Sudan (Y.'illiam Blackwood & Sons Ltd.,
London, 1952) p.llo#

3. Griffiths, V.L, An Experiment In Education (Longmans. Green
ana Go. Ltd., Lohdoh, l'Jbf) , p.jj. '
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each was continually tryin0 to create a favourable ima^e Tor

Itself amon0 the fudanese la general and the educated Sudanese

in particular. fox its pact, wanted to safe0uar <1 its

southern frontiers, to have an external market fox its uoods,

auu iuost important of all, to control and distribute the "ile

water s upon which its very existence depended, 'Ihe ..0yptiarxs

even worked for unity with the Sudan under the :;0yptiarx crown.

The British objectives and interests in the fudan could be

summarised as follows:

Politically to keep the fudau as one of the outposts -
for aitain's str ategic and political power in the
world; economically, Lo retain the territory as a
sour ce of cheap raw mater ials for Br itish industries;
as an outlet fox ritish manufactured ^oous and
investment acid the British skill, technical and
administrative; militarily as a source of manpower
in a major' war , and emotionally to use the Sudan,
alj_i0 with other colonial people, as a means of
satisfying the British paternal instincts and
altruistic disposition, together with the ideal of
the mi Lisa Commonwealth,

Therefore, w.-.ile .^yptians pour ed in money for 0v/ptian-run

schools in the Sudan, the .mi Lisa opened new government schools

and encouraged nongovernment nationally sponsored effor ts in

tills field. It was:

.•'ear of political implications of L0yptian education was
partly responsible for the growth of non-government
education and the cnaoge in government policy from
limited encouragement to one of active encouraxement
and suppor t ...

Tut neither' the ~.0yp tiaus nor the British, especially the

ratter who wer e the real policy nairer s in the t udan, nad

in troduceu/

1. abunmi, L. i.. .Lie nana I a An^lo— ./ o tian delations: A ate
tuny la :?ower Politics 1600-1356 (Lot! .mans, Or eea & Co.

. j ta* , nOmdOii, 1 j , p.2d^L.
2. ■eshir , .0. questional , oveloo-cat I * the udan ' . .P.

Ij6y), p.161.

[
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Introduced 01 thought of introducing, art in the school syllabi.

In other words, widle 'western type' education had an early

etui t in the Sudan, no eompar able development took place in

visual axt education. This should not come as a surprise to

anyone, because the iritish had their doubts as to the existence

of any indigenous tradition in this field. ."one went as far as

to declare that the uda^ese were wild savages devoid of any
1

culture. :.v en a maa like G.C. fcott, who Is well remembered

in the ; udan for Ids efforts to reform and liberalise education,

held such an opinion. he once said the followingJ

education, therefore, is a necessity to administration,
and there is no need to add that it alone can cure the
crudities of manj kinds that not only make people unhappy,
out hinder the government, and dirty its name -
indiffer ent sericulture, fanatical fahdism, disease
carry!ng dirt, female circumcision and all the cruelty
and war parity of a backward people

Is are^ed., Scott suggested the following:

Schools in the Sudan ar e no t only inadequate, they are
dangerous. If they or e to satisfy the educationalist
or the administrator, if they are even to produce
efficient government clerks they must oe able to base
western knowledge on native values that it ma^ act as
both a stimulant and a means to creation of a native
culture ...■?

cott's condescending and patronising attitude, which, no

doubt, was that of the majority of the .ritish officials,

must ee discussed at length uecause it bears directly on the

subject of tiiis study. How can a savage, crude and barbaric

nation possess native values (values peculiar- to itself) which

would/

1. It is significant to add here tu&t fcott was the first
British Administrator to think of "introducing Adult
Education i., the Cunan i.. the form of travelling libraries,
cinemas and trnvelli^ lagic Lanterns" (' es.dr, o j, ci t. p. 18)

2. neshir, .0. 'Scott's bote on Education in the Sudan',
o i ♦ ei t. p. .

5. op.cit. op.225-26.



would provide the oasis Tor the creation and development of a

culture - developed oy European methods - that would bring it

into the twentieth century? -hat native values to preserve

and which to give up, fcott, however, does not say. But
: cott was a colonial officer turned educationalist 'formerly

a member of the Political Pervice he found his vocation and
1

life's work in teaching hike many of his colleagues he

felt constrained to declare cultures other than our opean

inferior - colonialism had to be justified as a duty of

civilization - ;.uropean civilization. Lord kitchener' of

Khartoum, for example, deeply oelieved in the British mission

as a colonizing and a civilizing power in Africa. To raise

funds for the establishment of C-oruon . emorial College he

adcnesseu the iritish public as follows:

I trust that it will not be thought that I am trespassing
too much upon the goodwill of the British .Public, or that
I am exceeding the duties of a soldier , if I call your
attention to an issue of very grave importance -arising
immediately out of the recent campaign in the Sudan.
The r e^io.i now lies i.. the pathway of our- Empire, a
numerous population has uecome practically dependent 011
our race. A responsible task is henceforth laid upon
us, and those who have conquered are called upon to
civilize.^

In the same letter he continued to say:

In the course of time, no doubt, an education of some
sort, and administerea .y some hands, will be set on foot
jut Khartoum could oe made forthwith the centre of an

education suppoi ted by iitish funits and organized from
Britain, there coulu oe secured to this country
indisputably the first place in Africa as a civilizing
power, and an effect woulu be cr eatea which would be felt
for booa tinou^aoul the central regions of that Continent

But/

1. Holt, P.M. A modern history of the Fudan ('. eidenfelu and
• i colson, jjOiinom, 13 G1), p. ly o.

2. iitchener, The li^ee (Wednesday, Kovember 30, 1838), p.8.

3. Ibid.



43

• ■ut had the colonial officers adopted, a less atrogant

attitude, they would have discovered that the people they ruled

were a historic people responsible for a unique form of

language, culture and society. The colonial officers wore

cultural ulinkers which pr evented them from understanding

fully that a mosque was not onlj a place where people say their

prayer's, uut was 1 oso facto a school and indeed a large one,

that not far" from Khartoum there used to be academies where

Islamic science and studies were learnt not only by the Sudanese,

out also by other Africans who came all the v.ay from fast,

Central and ..est Africa. Indeed, had British officials been

tolerant the,;, would have discover ed that culture in its at oadest

sense was not the privilege of a few people or one class, out

was part of the life of even an illiterate nomad. The nomad

would have astounded his foreign rulers by the way he sang

(and still sings) of ids history, traditions anu the wonderful

tales of ids heroes and ids national life. Alione Hop's

description of a ulali suepherd mi0ut well have referred to a

udanese nomad, and is therefore wort,, quoting at length. lie

wr o te:

In our civilizations culture is, in effect, accessible to
all men of gooa will, and is in no sense reserved as a
distinctive activity or a luxurious decoration for a
handful of privileged ones. It is even worthy of note
that traditional culture does not welcome ser vitude of
specialization. The sa^e Allah shepher d v» ,ose knowledge
of ids local flora ana fauna astonishes oou by its
accuracy , is likely to join his companions in poetical
jousts v.hich affor d a 'neat tenin0 spectacle. On top of
this iie lias a passi jna be sense of the history of his past,
a solid knowledge of the classics of his cultur e and a
natural familiarity with the conditions and economic laws
v..deli govern his existence ...-

But ?

1. Diop , Alione , 'Opening Aden ess - The drst Inter national
Conference of epo '■ liters and Artists' in presence
ffxicaiue (Toe. 8, J , 10 June - ovember, 1355) > p. 12.
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But not all ..kitish administrators and educationalists

were obliged to say or record what the prince in power demanded.
1

Professor holt, for example, writes:

The Arabic speaking tribes of the northern Sudan whom
Muhammad Ali Pasha brought under his rule were by no means
primitive savages. True, with the decline of the Punj
power, the tribe or the clan was the largest effective
political unit; true also that the towns were little
more than an agglomeration of villages on sites favourable
to the exchange of merchandise; nevertheless these tribal
communities of cultivators and herdsmen possessed a
vigorous if rudimentary culture, and produced a small
literate elite who were in touch with the civilization
of the great Islamic world ...^

In the same vein he says elsewhere:

The i':uslim, Arab tradition within the Sudan is, moreover,
not an inert residual deposit from the past. It is an
active and developing factor-, constantly stimulated by the
cultural renaissance of the fiddle East, which has now
been in progress for about a century ...3

from the foregoing it is possible to conclude that due to

sheer ignorance on the part of those responsible for educational

development or- to their full awareness of the creative arts and

studies in humanities and change which they could bring about in

the life of the educated, ar t was deliberately not intr oduced into
4

schools. Griffiths writes 'Notiring that could be called ar t

had/

1. Holt, , Professor of Histor y of the Near and middle Hast,
University of London, formerly the Chief Archivist and
teacher of the Sudan Government.

2. Holt, P. 11. , A Houern History of the Sudan, p.191.

5. ibid. , p.204.

4. Professor Holt is of the opinion that educational development
in the Sudan was hampered by British Administrators who were
originally political officers and not educationalists. He
wrote: "too few British officials in the Department (of
.education) combined authority and professional knowledge,"
It was after the thirties that "British masters ceased to be
political officers in embryo, and were recruited from
professional Oraouate teacher's." ibid.,
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had ever been tau0ht in the fuaan ...'

Still, to put all the blame oa the British officials would
be unfair • Axnb entry ia the past and Xsl&miza ti on had

definitely hampered artistic activities, especially paiatia^
and sculp tux e. Dux in^ the C ondomlnium period, the attitude of
some ox the Sudanese pax eats and notables nay have also

contributed to a late development ia ax t education, as would

appeax from some educational reports on music:
Our striving ia t is direction has act as yet ..»et with
very much success, par tly ov.iu0 to the difficulty of
procuring instruments and instruction, and par tly on
account of the opposition of a number of parents and
notaries in whose minds music and more particularly
sia0in0f carries with it associations of an uaedifyia^
character . .^

evti tueless, the aitish must accept the lion's share of

blame since they were the actual policy makers whether in social,

political, educational 01 even cultural matters. Iheir

indifference to ar t education can easily be proven by the fact

that it was not until 1339 that the first art teacher had seen

appointed and that ar t cour ses were not added to school

curricula until many years later.

ihe upshot of all this was a delay in introducing visual

ar t education and at the same time the consolidation of the

position of poetry as the main medium of literary artistic

expression in the Sudan. The role which poetry had played in

adult education duxin0 this er a is very significant in the

content of tmis study anu, therefore, must be discussed.

Poetry has seen the bulwark of udaaese humanism against the

er usnin^ /

1. -Xriij.bus, •.j. # ' p.104*.

k, Gordon . .emor ial olle0e, "Musical f ociety " , eon ts and
.■■ ccouii (/S ( ecemcex 1333), p. 3d.
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crushing impact of Bur opeuu culture as introduced by the

ritish, and a major factor in the dissemination of information,

in the enlightenment of the udanese people, and in theii

nobillsation in the stru0ole for independence. Let at see how

poetn ^ placed its part.

In the ear lo twenties unaex the Condominium a number of

literary, deuatia^ ana dramatic societies ana social cluos came

into oeiuu.. Iheir ai.a was to promote the general welfare of
the couutr., and the special welfare of the euucated Sudanese.

Under the 0uise of providing cultural and recreational activities

and facilities fox their nemuers, these societies were able to

play a major and vital role in the awakening, of the social and

political consciousness of the udanese people. In the process

some societies were able to transform themselves into political

movements demanding either independence for the Cuban or unity

with uypt. Together with festivals and religious occasions

they pxoviued an ideal place fox poets to voice criticism of the

social and political state of the country and to ar ticulate

Sudanese feelings.

A1 Banna, one of the ^ eatest of livin^ tr aditionalist

poets of the udan, refutin^ the allegation that his culture

was inferior to that of the Luropean, called upon his people

to awake and recxeate the glorious past of their fathers when

•morals were sound, rulers were just, people were religious and

courageous., and women noble ana vir tuous- and above all the Arabs
1

were masters of themselves ana Others...' and recited the

following f

1. f housh. Que Background .'pies on ...ouera fuaanese T:>oetry, p.j.
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iOlXo'niu^ JO&H-i to a V til' j ui0 tucA Xu0 in tiifc • 'laduates >, lub

ia Ijfl, he adtx e cci; tut utooa by sayin^:

jouu^ noon, talk ox* the world ox of a elision because ia
thy talk liet .uy cuxej

You e nerved like ..ua (the /a able let tea) eternally young
as a e'tdld

- au jju have wituessec the <..0e of ..au el un (the ancient
pr ophe t)

ou v^u,pL with otfut though you aid uo t join hit ark
Auu yju ue aov. a: you «er e ia the a^e of _ eppeliu.

. ell alu^s, who u e oblivious ia their nayes:iv &ud
eu tu© SB

..uat -kxa^s i however ^a est, xn tue ^au ttte^y <-a c uxsul ucee.
Glance at the eau^isg fate of heghuad and weep for

evta j one t'uerein
r. hat was full of courage aid steadfastness.
.*.s'jv 'UfcliGad liov* ii*uuj at © those vno are oux'ied in hex

graves
ace so noble ...au t o ^e.x-xous.

Ask the horn of 'Avika about the deeds of 'Atika and what
t A c< 1 • 0 ./ i-ut' ^ J» a ., Q lAii. •

i sk hubeidn about tue palace that was occupied aftex
11 Aitiin

y the £v«oa d of saguci ty , al aaoun j
. an hex aeout f.-c ua ay , the airy of of, whex e it vanished
* ad how tkev were di earned ox* tneix xi<arp and piex cing

v# eapouc.
xas, its altars axe desex ted Oj those vino now fill the

Ji aves
Those whose tx aces a x e visible and those wnoae tr aces

ax v dux iea.
I have wept fox a aa^nlficeut past full of glory
V'itu pride not tinned with vanity•1

To uiivc nis point ho.Jie tne poet:

St oceedx to dx aw tue darkest picture possible of the
state of the Axabt , their degi ada tion , their »uor al
depAavity , cheiA a ©lx^ious xa-jci ty , a.id so on nan so aoa th.
Having put these pictures together , the poet ends by
pleadi'sis to tue public to awake and revive its glorious
pa.at. * *

hno thex poet, ; alih - ob Al ' adix , wrlti:iu in the sane

spixi t ux0ea hi. people to "wake up and fret thenselves. He

suj a '

i. trout ii. : j.ic acta QUiiu otcs on . ■.ouex u ud;. u©1. v ';oe tx j , pp.8'

c . 1 ui-.. . , p, .
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Bi,j 81

Country 'Gal ake up' i'ou were not boxn to be
sheep,

I wish I coulu -vuovv what had kept pOu behinu; you
were once the masters

"and" now you are the slaves.

the societies formed between 1>21 and lo24» the V.hite

Jji© ct.0ue placed a verv significant role in the evolution oi

the national political consciousness# It was nude up oi ney

officers* annates ol ox do- . emoxial College ana civil

servants# Its uin had seen the ending oi British occupation

ox the . uux_t niid i ts eventual. uax tj with tpp t. lo i ealxse

these t_oals, protests and demonstrations were staged in most of
the ,.ia^ox towns, which culminated in the 1J24 evolution which

a no ok the .-.iOlt country'. din poetip placed a major xole in

preparing tue people for and faxndu0 the flames: oi the evolution.

Inciting the -asses to x ise and dr ive the xitisu away, iihalil

.'arah, a most oopulax singer then (and even now), composed the

iollov«in0 sond widen was vei j populax and x an as followsj

'• e ... e are the splendid honour
he ale the attacking snakes oi the battle ...
The pouth oi tue ivei Kile

c are the defender s ol faith and laud
Let us die .... "and" ;o-<. .dve the lie.

Oi the x i tisu at says:

They tue uetpadln^, oui nation
; i«jhtenia<_ their t> ip ar ound oux tin oat;
f uifocatin^ us.
Tue„ ate eaploitin0 oux country

to enrich t eir own.
lothina satisfies tuem more than

shedain^ our blood,
j o not say tuat you are odPtiaxi

ox In-1 'J. ct--- uaane se
e ar e bo th the oilspr in^

ol the ile.



49.
"

ue leader & of the V.hi U ALa^ hea^ue sought the support of

the Ulna ( utli-i scmolais), who had #eat influence ou the

masses, ihey wanted the latter to issue 'etwas (formal le^al

Islamic opinion) against the ikitish occupation. 'Ihe Olma
.-.julv not c.o this UiC the modern poets wasted no time in

enpoelu. their lack of initiative. A popular poem from that

period runs as follows:

erily ... Oh my oeloved

jut x elisions men hau tur ner into sheep
erily ... I wish (if) their hear us turned

in to Jt ass,
, o that the horses of the British v»oulu oe

fed with it.

a he British officials were very arch alarmed by these

demonstrations and protests anu ^ener'ally uy the nationalist

feelings 'which were expressed against them. feekii^ to put an

end. to tills movement oefoie it took root, they arrested arid

Imprisoneu many people, amon^ whom '«/ae the leader of the • P.L.

There was a very violent reaction to this measure, especially

amouo some of the units of ' uuaaese tr oops, who mutinied, and

the cadets of the dlitary fchool, who also revolted and

paraded the streets of \hnrtoum. The cadets as well as the

people who lined the streets to encourage and 0ivt them support

joinsc in a revolutionary son^, wiiich ran as follows;

ur j^ir is v#l tit p lai ts
lake the banner and lead the nation

to freedom.
Ana chant. Lon0 Live the country
heath is our inescapable lot,

he it wy ( British) oullets or
at the end of a bayonet.

He who wishes a reward from God
uet sacrifice his life for ids country.

Inciting the jouuy men of the country to par ticipate fully In

tiie : evolution, the son^, eayst

Jr nve 7
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Brave youn^ countr j men
>iti thy folk farewell and.

join the fight
(and) -Lie happily for your country
Our oeautiful shall mourn

over your shrines.

Turning lo the community leaders who commanded the

allegiance of great nunoers of people, arid who kept silent

and would nor come out against the kitish occupation and

op pi e ssion, the o o e t say s :

Can't you see the crushing poverty we live In?
Our nakedness and misery *>.
Qui teat's and helplessness
How loa^ can the country endure this?
; peak upJ . ilence is shameful now.

The struggle waged for freedom was ruthlessly crushed by

the British army of occupation. It had been an uneyual battle

against a formidable enemy which had at its uisposal the might
i

of the greatest empire on earth. Lor uid it end at this.

Professor fhibeika describes the repercussions of the events of

the 1924 i nvolution in the following manner':

1324 was a black year for the Cudan. The first genuine
stru0ole for freedom frou the iritis- after the battle
of Urn—hawikat when Khalifa Lbdalia fell was ruthlessly
suppi essea. Leader s and members of the Vhite flag
League and the Military Cadets were in prisons; officers
who resisted the British army were s'uot and a general
policy of repression was followed. Boys of the Gordon

. emorial College were made to clea.i their rooms, make
their beds and remove mounds of sand in the afternoons.
Children in the elementary schools had to squat on
native mats instead of sittin0 on ueaches when attending
classes. The programme of establishing native courts with
somewhat discretionary powers on the pretext of following
native customs and traditions was accelerated. Movements
between Bgypt and the Pudan were restricted and the
reading of ...gyptian newspapers amounted to an offence,
especially amoa0 school boys...

Nor was this the final "outcome of British reprisals.

Because '

1. -Uibeika, Mekki,. The Indepenuent f'udau (hobert rpeller &
fons, Lew York, 1959), p.4b0.
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because the 1924 Revolt was organised, lea, and supported by

the educated class, education and the educated suffered most.

Suspicion of and hostility towards the educated class led the

iditish administrators to cux tail the employment of Sudanese

in oovei nment, to close down the Military College and to cut

down the intake fox Gordon Memorial College. Furthermore,

*i 0 primary school was founded during the period 1920-1932.. ,1
fix James Curxie, on a visit to the fudan in 1926, noted

that there was 'a change of attitude to wax as education among
2

many of the hi^hex grade .-uglis'ii officials... ' and that

•enthusiasm fox education had largely evaporated, and

"Indirect ule" was the prevalent adninistrative slogan1"^

In the vexy same year , Edwai'd Atiyali, a Lebanese and an

Oxford graduate who taught in Gordon Memorial College and later

worked in the >olilical Service "intelligence" describes the

same situation as follows:

I uisliked the Gordou College the moment I walked into
it. It was a military , not a human institution. It
was a government school in a country where the government
was an alien colonial government. The ( ritish) tutors
were thex'e in the dual capacity of musters and rulers,
and the second capacity over-shadowed the first. The
pupils were expected to show them not the ordinary
respect owed by pupils to their teachers, but the
submissiveaess demanded of a subject ... *

1. I)e s ^ J.XX . ' p • 60.

2. Gurxie. o ). clt. , p.47.

y. x >^x i-. , p. 4o.

4. . tiyah, . , An Ax no Tells Hi: 8 tox y (Jo lux Mux ray, London,

utiyah adus:

■ut at the Gordon, as I knew it those days, the boys
saw /

1946), p.136.
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saw behind ever^ British master the emoattleu forces
of the Government,. ven if the master was individually
kina and human, there stood oeuind him, in the eyes of
his pupils, the Director' of Education, the Civil Secretary,
the Governor-General, the Union Jacm, and the power of the
British Government. Behind him there also stood the
district Commissioner who ruled their village homes.
The master himself, indeed, would one day be a District
Go—dssioner and rule over them and their father s 1

The euucuteu .'udaxiese, on the other hand, aware of the

role which education would play in the progress and welfare of

their country, oelievin^ in their own powers and aiminu to

depend on their very limiteu resources, started their first

voluntary effort iu national education uy campaigning for an

intermediate school. This was done not only to improve and

supplement the government education system, not only to secure

places for aule out poor pupils, out also as a protest against

iritish patronage and encouragement of missionary schools.

most imp or taut of all, national institutions of education were

desirable iu order to put an end to attempts at proselytising

school boys by the American issiou fchool at Omdui man.

Poetry played a very prominent role in inciting the public to

raise funds and devote time and service to the realization

of that noble aim. One of the very popular poems which were

recited at the first public meeting for the establishment of the

first national intermediate school in 1326, ee^au ds follows:

Ey ue loved countryj
You ax e ever' pr esent in my

heart and in my mind ^

Eay cod protect and save you.*

Likening/

1. ' p • 156 .

2. Beshir. "In 1926 the American fission fchool at Omdurman asked
its Guslim pupils to attend lessons on Cin istiariity ," p.86.

3. You six* A1 Tinai.
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Likening the Sudanese to a pack of wolves, who, if united,

coult defeat and kill the fighting Lion (the Lion being the

symbol of the British), the poet says:

Two wolves: a weak and a lean one
Ca.x tear- the stomach of the fighting Lion
Let us be as united as a uundle
"And" enough of this comedy
Let us ue the protecting shield of oui country.

Missionary schools were oy their nature unsuitable for the

education of Muslim children. Lack of places in government

schools made the people choose the former as second best for

the education of their children. furthermore, missionary

schools were believed to have aided economic exploitation and

political and religious domination. Therefore, the poet's

attack on them was relentless:

Of my religion I am always proud, glorifying
and preaching.

I fear not death which is bearing its teeth
..'either am I joining the missionary school
Mow that I have national institutions
My national institutions will meet my needs
How can I abandon them for alien ones
The latter impoverishes my country to

enrich its own.

Hassan ;ugila, writes that the people pi1 esent were so excited

oy the poems recited (especially the one quoted above) that in

"less than two hours they raised more than two thousand pounds in

cash", a very great sum of money at that time. "/ woman gave her

jewellerj and many men offered their houses as temporary premises
1

for the establishment of the school."

Under the Turkish administration of the Sudan tribalism

had uegun to disappear-. • itu the coming of the Mahdist

. evolution/

1. Manila, Hassan. ..alamlh in A1 u, ,tama A1 Sudani (l)ax A1
Hayat, Beirut, I>u4} , jj,2j7-Zjc.t
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h evolution it was completely wiped out with the result that the

country became unified; but it was revived and introduced by

the British administration under the guise of indirect rule and

native administration. This added to the already growing

antagonism between the educated rudaaese and the British

adudni str ation, and:

The forme* suspected the policy of indirect rule and
native administration as calculated to preserve tribal
society bj promoting allegiance to the tribes and
tribal leader's, and as such contrary to modernism,
nationalism and their own interests...

The saue poet had this comment to make on indirect rule and

native administrations

thy should I concern myself with tribalism.
I am well aware of its evils past and present

e are for nohie nationalism
i>e desire not fanaticism or tribalism
Tribalism breeds evil grudges (in us)
tribalism would increase calamities

from which the country suffers
'.<e are one integral nation
Let your motto ue: One people,

one nation, one destiny.

Hassan Nagila says that the government prohibited the above poem

from being sunu either in orivate or in public, a procedure which
2

made it most popular and helped to spread it.

During the Condominium period poetry not only concerned

itself with Sudanese nationalism and with voicing national

aspirations ana desires but also with social problems. .education

for women and girls, for instance, was a favourite theme.

A milu discrimination on the part of the Sudanese in addition

to /

1.

2.

ie-Air. o . cl t. , p. 73.

Kagila. oj.cit. , p.233.
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to British indifference who always 0ave as a pretext the

classical justification that parents hated to send their girls

to schools, led to a late development in this field. On

this Duncan wrote:

The position of women in the northern udan was, and
still is, deplorable, and it is difficult to find any
satisfactory answer to criticise of the government in
those early years - and even up to the 1930's - for
the ratufci dilatory treatment of girls' education.
Admittedly, in a oackward Aoslem country, there is str ong
opposition to women's emancipation, "cut the Oovernment
should have seised the oppoi tuaity to proyide such
schools whenever ana wherever it knocked.1

To encourage official as well as voluntary efforts in the

field of female education, poetry had seen mitten, published

and recited in gatherings. To encourage girls to join schools

in great numbers, men were advised oy poets not to choose their

wives from among ignorant girls. An example is the following

poem:

Do choose your wife from educated girls.
en com t the love of educated girls

V ho at e pious and God fearing
itose excellence instigate the lovers.

Nor was all the poetry of that period utilitarian. In

many of the clues and societies competitions, attended by huge

gatherings, were organise a where poetry was recited for purely

aesthetic reasons. An example jf poetry for its own sake is

the following poem by A1 Tigani Yousif ..eshii :

e have wor stripped you, 0 Beauty,
Surrendered our souls to you in love and devotion.
V.e have given you life and opened its fountains

or the sake of your eyes.
. e have idolised every char ,&u0 weakness in you
until it overpowered and overflowed.
7. e /

1. Duncan. Ue : uua,_, p. 113



V.e have performed every task possible to ^ake you,
0 -iddle comprehensible.

But you continue to ce even more elusive.
. e have enue<uVoiu ed to pursue distant, meanings for you.
Yet jou appeal much nearer.f

One would >e wron0 to suppose, however, that poetry had

only been used to help people acid eve noble ends, for unworthy

alias were also realized. A good example of this is some of the

religious poetry >f the two main, and most powerful, sects of

the Sudan; the Ansar and the Khatmia. The leaders of both

sects and their families at e landowner s and extremely rich;

'^ecause they command oetween them the loyalty of the majority

of the illiterate masses of the northern Sudan, and, indeed,

the loyalty of some of the highly literate, they are also

extremely powerful. The masses, who have always oeen exploited

oy the two families, are loyal to them because they claim

descent from the 1 ophet's family and, therefore, possess the

baraka (supernatural power to grant grace). Being, illiterate

and not well versed in religion, the masses tend to believe

that fullness of life is attained through passionate and

unquestionable devotion and obedience to their sect leaders,

for the very same reason fudanese political life became deeply

mimed with religion. luring the Condominium, the Anear were

believed to have „eeu strongly pro-British, and the Khatmia

strongly pio-fgyptian. Today both are competing for secular

power, and religious poetry has effectively served their ambitions.

The following poem is the kind of praise lavished on the leader

of the Khatmia, AI Kirghani:

g /

1. r housh. o ). cit. , p.15
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Cy the pov.eu of m,y design diu. I <±uaff the cup ox knowledge j
By the welcome of every ^ift was I called.
By Beloved refreshed me with a draught of knowledge;
I am the Cayyid famous for my knowledge of the unseen.
You see, ug friend, % judgement is aoove all creatures,
I am a pillar of the univer se - a ^ift from my Lord.
I am of the descent of pure-ones - 1 oe is ay witness;
I am the treasure of lights in the midst of creation.
I am t..e glory of the people of the age,know, o my friend!
I am a lantern li0ht on the throne of Judgement Day,
I am the chosen of the chosen, above the heavens;
I am the door, my authority is over- east and west.
I 'am the flash of light above creation...

Between each verse of this effusion tue whole company chant this

chorus:

dor God's sane, 0 ..ir0hani; for Cod's sake, 0 Birghani -
the deccan, the - edinan .

The Ansar, followers of A1 Bahdi and ids family, who form

the popular ease of the Umma Par ty, chant the following about

their leader (now dead), Abd ar—. ahman, whom they call As-fiddly.,

the Tr uthful. It must oe quoted at eater length than the

previous poem, oecause it toives a ompi ehensive analysis and

insight into the relationship between the leader- and his

follower s:

v,e pray God who answers prayers; the Lore has aided him
iii his r ule.

The hophet in whom the age puts its nope; follow him,
0 men of I slam.

The Bahdi in Ids day killed the unbelievers.
The Truthful one has saddled las horse; mounted on

thoroughbreds he upholds the faith.
0 Prophet bearing the main, of truth; he whose

ancestor* eore a birthmark on his shoulder,
i.any a one who disobeyed him is fed on fire in

the xxext wor Id.
.1 so bey not the Truthful One; he oear eth the very

burden of the Mahdi.
1 call upon you to turn to the pil^ximage (to Ae&)

with pure intention.
'nbu ar —: ahwan, the Truthful, in a vieion has called

upon his hor semen,
dessed /

1. jriiiiin^ham, J.sr. , islam in t.ie ud.au, pp. 115—216.
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blessed i£ he who lives in his time, who believes
his message, and obeys his commands.

He has ordered ids affaire as in a Jiwaa; with the
iahdi1 s v<ix d he leads us.

Our leadei and our iei'ube; behold the 0ates of
mer Cj o.„ ea sefore us.

lids is Ids time; behold the .audi and the
fx op lie t be fox e hi 1a.

He is the seal of all pi'ophe ts; fully sealed with
divine seer ets.

The Prophet of mercy, the Lord of plenty; love for
1dm has ui0Uj_.iit life to the Island,

lie who is not with thee is blind of perception; he
who loves thee thou wilt save in the next world.

0 Lord, accept this verse containing, greetings on him;
and ciistiaguish the poet with a mark.

The Truthful One has order en Ids affair's; tin ough thee
I hope to attain salvation,

•Abti ar-.ahman, the Truthful; may the Lord exalt ids state.

efi cdn (repeated after each line)
The truthful One, the son of our Imam, lias Illumined

I'ue u.dveise from childhood; be purified through
hiiti in ids congregation.!

Keli0ious folk-poetry similar to that quoted above could,

sometimes, be an extremely dangerous type of indoctrination.

It contains images and rhythms to which the Sudanese masses

are extremely sensitive and responsive. .'urthermore, ..eing a

mass medium, and having an Irresistible appeal to their emotions,

it was always uein0 usee, uy their leaders to inspire the

religious ox political sentiment which they wanted to inculcate.

„ these ..leans obedience and loyalty to the leadersldp is assured,

its position consolidated ana its policies and ideas accepted

and applied without question. Politically, even if these

leaders never held a public office, they were the ...asters and

"king—maker's" of those who did. In other words religious

fanaticism, tribalism, political and economic instability and

all the evils ana prejudices from which the country is suffering,

are /

1. Trimin^'nam. oo.cit. pp. 160-161.
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are perpetuated.

I'he mi tish wer e y.uick to i ecognise tide propaganda use

of poetso auu useu i fc to their advantage. .".any a time they

played off one leader against the other - uivlue et isiau,

fiiey were also quick to notice the effects of poetry on the

masses and made excellent use of it during the second arid war.

..hen the war cane, ..'uuunese units volunteered and fou0ht with

the Allies, serving with distinction. To the educated the war

0ave a stimulus to hopes of freedom and self-deterninatlon, and

some of then suppor ted hi tier and Germany. i'he mass of the

people, hov.evei , were for the .5r i tisu and the allied forces,

if only foi one obvious reason that their sons, brothers or

husbands were fi^itin^ on the side of the latter. The names

of Aussolini and hitler- were names heard everywhere. If one

uehaveu sadly oiu in aa impolite way he v.as i..mediately called
a hussolini. If one talneu loudly and in an offensive manner,

he became a hitler. The British were relieved to have paid

folk poets and poetesses to compose poetry in their favour•

And, indeed, a ui0 crop of poetry was written and recited which

helped to maintain public morale by JLvin^ stirring accounts of

Sudanese soldiers' heroism, victories, successful resistance to

the Germane and assurance of their eventual return safely. A

very popular son^ of that period runs as follows:

0 hussolinij iig as you ar' -

la our (Sudanese) eyes you are as
insignificant as a pin*

0 Hitler I You er e nothing, but a
noisy mosquito,

the British are rich
fire iritish are mighty

hey (the British) will attack ana crush
both of you.

Poetry /
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. oe try, also, nac not always dealt excclusively v«ith
• .'■uduuese themes. African. problems and issues were also 0iven

poetic tx eatmeut. Iu the following poem, by el Paituri,

Africa is urged to wake, unite and rebuild itself:

Africa awake. V.alee up from your black dream.
You have slept so lon0, ax-e you not weary -
Are you not tired of the master 's heel.

Africa awake, wake up from your dark self.
How the v«oi Id has passed you by
IIow the star's have revolved above you.

The time has come for the black
Hidden 'till now fro.a the eyes of liLat,
The Lime has come for him to challenge the world,
The time has come for him to defy death.
uet the sun mow down to us,
Let the eai'tu fear our voices.
he will fill it with our happiness
As we filled it wit a our sorrows.

Yes, our turn has come, Africa,
Our turn has come...1

Iu another poem el faituri becomes an ordinary African

farmer, prouu of his land and freedom:

1 am negro, ana Africa is for me
ot for the foreign conqueror.

I am a farmer, and 1 have my land.
...his tart ., has ween nourished by my blood,
l aia a human uein0, and I have my freedom,
•■liich is dearer to me than my own son.
I am free, in my own country 2
And will always remain free

Less defiant, and not arrogant like the preceding one,

another* poet, kohi el in faris, writes in the same vein art with

a different message. He is for the motherhood of man, white,

yellov. and black, in Africa:

I am here pain tins, the jicture of the green peace
for /

1. Ehoush, :'ome Lack, round l otes on kodern Sudanese "^oetry, p.23.

<-. x -X c.. , p. 2 4*.
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'or i lb existence to oe come a son0 full of perfume
ox the spring to whisper to the spring
ox the uii'ds to whispex to the oirds,

?or teal's to encountex tears.
.'ox wounds to set wounds,
."ox nan to meet man iu an emux ace...x

Thus the role of poetry during the Condominium period could

■jfc summarized us follows:

1, It had iu formed, enlightened and helped the puolic to

develop a hi0U level of national consciousness. It had fought

against and discouraged social evils like tribalism and other

tad cus toms and'had encourages female education and voluntary

efforts in education (national •"chools). Jefore independence

its role iu mobilising the Sudanese people against colonialism

was verj significant. After independence it continued to work

fox iiu tional and ..'fx lean unity and the development ox' the

country and fox the Afxican continent economically, politically,

socially and culturally. ?ox these reasons it is highly

imoued with national sentiments and. colour , putting high values

on indigenous customs aau -traditions auu, sometimes, over¬

emphasizing them.

2. vome charge poetry with sustaining'an ossified
": udanese culture" unsuitable for modern times. This may be

true. at it is also true that no people suejected to

centuries of colonialism can claim a lively and dynamic culture

which they can call their own. la lop's words:

. co.imunit„ which is deprived of its political liberty
has gr eat difficulties iu r ecreating an iiaege of its
past. It has just as nuay difficulties if its prospects
for the future and its impulses towards other peoples are
not f

1. i housh. . ome Aac-nP- ounu :"otes o^ .ouex u udanese deU,y, p.26.



not protected up the political sovereign, both in style
anddf their original expression, and the choice of
their meaning ...

3. Thirdip, if the Sudanese tried to "r esist" other

cultures, it was iu order to reinforce their own character

which is deeply r ooted in Afro-Arab culture, Islamic r elision

and past glories. A heritage whioh poetry, rightly or wrongly,
has revived, enriched and transmitted to future generations.

4. fourthly ana finally, in this chapter 'education' is

interpreted in its broau sense to mean inducing people to accept

arid help uin6 aoout change and how poetrp helped in this.

1. Hop, - lioune oo.clt. , p. 13.
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OHA?TiIi TNhLb

VISUAL ALT LLUCATION

Visual ait education 0°"t off to a very slow start. It was1

not until the late thirties that the Education lepartment

realized its importance, and even then, it was not introduced

in the school curricula until the early for ties. Before these

dates art had been an out—of—school activity organised by art

societies. The latter* s role is significant. If not for

them, nobody would have discovered the existence of a native

talent for such a refined preoccupation. A report on an art

society from 1333 has this to say:

It is gratifying to record that considerable
aptitude for paintwork has ^een displayed. Individual
progress has been handicapped oy the fact that many of
the members belon0 to other societies as well, which
make calls upon their time and labour and thus uivide
their attention. 'Ihe fact that some of the boys are
occupying themselves with tliree or more branches of fine
Arts (Drama, usic, Poetry, Literature) at one and the
same time, proves that the aesthetic sense is not
lacming,..

i

Neither was enthusiasm lacking to join the Art society.

Another report adds this: "There are more applicants than can
2

ue admitted. • •"

In 1336 a handwork officer, Jean Pierre Greenlaw, was

appointed and attached to the elementary Teacher- Training

College at Bakht er . uda. That year was a landmark in art

education and art appreciation in the Sudan. It was due to

the single-minded determination of Greenlaw, i.j. spite of the

immense r

1. G.h.C. "Art Society", in I.eports and Accounts (December,
1333), p.38.

2. G.I'.C. "Art Society", in .eports ana Accounts (December,
1334), p.21.



64.

immense problems he faced and the obstacles put in ids way,

that visual art education had been introduced, implemented and

developed in the schools of the Guuan. Of Greenlaw, it has been

said: *0x1 arrival, he turned with unfla^in^ enthusiasm to

the encouragement of painting and drawing amongst our
1

adolescent school ooys.' Some of his colleagues had their

doubts about the value of art education and, therefore, tried

to dissuade him. Others were disgusted by his efforts. V.L.

Griffiths, the Principal of the Teacher Training College,

describes the leactiou of some of his staff as follows:

A disgusted ciitic of our teaching ait tola us we were
uoins, harm. he were distracting people's attention from
the first need of the Sudan, widen was to work, hard and
acuieve an adequate standard of living. Civilisation,
according to ids view, could only come aftei achieving
a fail amount of wealth ^ecause almost all civilised
activities - books, drama, paintin^, music - cost money
and time.2

Greenlaw himself sometimes had Ids moments of cou A as to

whether the fine Arts would evei "take on" in the : ucan. He

observed as follows the place of the Graphic Ajl ts in t'ne

Gudan:

Vihile it was impossible to say whether drawing, painting,
sculpture, etc. vvoulc. ever "take on" as ai ts in the udan,
the evidence for and against seemed to ixxdicate that it
was sprite possible that they would not, at any rate, be
the country's main mode of expression. Climate,
economics, his torical and i eli0ious traditions having
founc literature and poetry better suited to their needs..^

However, deeply aware of the value of art as an inte^ al

par-1 /

1. Griffiths, V.jj. op.clt. , p.105.

2. ibia. , p.105.

3. Greenlaw, J.P. Handworn ana in t in Intermediate f chools
(j epor t, Discussion ou Intermediate schools bevision,
Bakixt er j uda, July 1339)» p.46.
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part of education, he continued:

V-.liile drawing, paintin0 and carving, might never take a
very hi^d place in a future fuaanese Culture, it was
thought that the educational value of these occupations
and their pure utility value (for illustrative and
propaganda purposes) justified theii oeinu taught...1

Bine Arts as well as the Applied Aits (Handworn), in his opinion,

would r each a hi0h decree of respectability if they were

attached to:

i. Literature and book craft,
ii. Poetry recitation, the sta^e and music,
iii. Utilization ana applied aits such as pottery,

weaving, metalwork, leather work ana carpentry,
iv. Architecture and interior decoration..

from the foreuoin0 it seems that Greenlaw was not always

adle to 0et his ideas accepted, and, probably this was one of

the reasons why he had to star t with the purely Applied Arts

or what the Depar tment of Zducation had called Handicrafts.

His very first efforts in this field, however, were directed

towards his student-teacher trainees for whom he had drawn up

a tentative syllabus, oy means of which they could in the

future achieve the following

1. To inculcate an appreciation of beauty and educate
taste for colour' and design.

2. To provide crafts which will be of use to the boy
and which he will ue a ale to continue as a hw hoy-
la ter , should he so desire.

3. To make hi.a "handy" and able to avoid waste and
expense by odd repair s on the theme "a stitch in
time saves nine".

4. Give hiu enough knowledge of certain craft
techniques to be able to 0ive instructions to
an osta (artisan).

5. To enaule him design or plan in common materials
rau0iu0 from leather and woodwork to brick and
inor tar.

6. To assist him in other subjects ay bein^ able to
construct models connected with them and encourage
r esour cefulness ox ability to make do with odd
mater ials.

Here f

1. ibid.

2. ibid.

3. ibid., p.65.
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Here one should find it difficult not to ask why a

distinction had to de drawn uetween the fine and Applied Arts.

After all, drawing, design and colour are as uasic factor's in

the one as they are in the other. Overemphasis, on the other

hand, on handwork was unfor tunate, oecause the latter was

associated in the pupils' minus with the occupations of the

lowly paid and uneducated; a factor wiiich made pupils shy

away from art lessons. ven when they attended an art lesson

their* participation in it must have been a passive one.

furthermore, Handicrafts in Griffith's words:

Hot only did crafts require more patience and a slowly
acquired skill wefore one coulu reach a pleasin0 standard,
but crafts were associated in the minds of the pupils
and their parents with existing carpenters, potters,
tinsmiths, and blacksmiths, all of whom were lowly paid,
and most of whom were quite uneducated. >ookbindin0 was,
perhaps, an exception we cause of its association with the
Arabic lanoua0e and decorative calligraphy.. ,i

ihe nationalists, who were very unhappy with iritish

educational policy in general, were also not satisfied with the

provision for ar t education in schools. In their famous

memorandum to the Civil decretory in 1939, the Graduate

Cou^ress expressed the following view on ar t and literatur e

in school:

Lxperience in intermediate schools and the College has
shown that there is <_,r eat aptitude for fine Arts ana
Literature. Ye therefore trust that more attention
be qlvea to it. e su00est that the uucatiou Department
provide staff for developing and directing natural
aptitude for poetry, writing, pminting and music. 11 is
imp or* taut that the teachers we well qualified for this
work and we hope the possibility of introducing these,,
subjects into schools' syllaouses will we considered.^

Cau0htf

1. Gr iffiths, V.L. oo. clt. . p.106.

2. Be shir , . .0. "Graduates bote on ducation" , ,unc>- tional
Development in the Hunan (Appendix V), p.389.



Caught between the cross fire of suspicious and unsympathetic

superioxs and the pressure and criticism of the nationalists,

Greenlaw never lost heart. Y.ith the neatest determination

he went on wox1 king,, and as he puts it:

I laboured fox eight years to insert art education into
the official curriculum that would star11 with the six
year' ^lds and go on up through elementary school ages ...

This trudged along in a desultory fashion for a while,
Lut it finally caught on and still persists. Art is
taught in lov.ex schools all over the Sudan ...1

Jut laying the groundwork for ar t education was only the

first step. If art was really to catch on, its image should be

enhanced and prestige fox it should oe created and reinforced.

Towards the achievement of this end Greenlaw took two very

important steps. Firstly, he sent some of his students for
further study courses in art to kgypt and Britain; and secondly,

he tried to associate art with a respectaole institution of

higher learning. By 1345 Gordon Memorial College had reached

academic standing and therefore could provide an ideal place

with which to associate art. He wanted a School of Be sign to

be created and added to the already existing schools in the

G,-l.C. But it seems that not all the Council members of the

College were convinced that art was a discipline worthy of

their- College. On the General Note on the School of lesign,

Greenlaw says:

Meanwhile the formation of a School of resign fox the
Sudan under the aegis of the Gordon College was being
discussed uy the Council ana was approved with a
slender majority at the meeting in hay 1346...2

Thus /

1. Brown, B.S., A£ri ca1 s Conten)ox ar,y Ar t and Ax lists(Harmon Foundation, New York, 136>b), p. 104.
f

2. Board o£ the £ tud^ of the school o£ Lesion (G•. C • , First
(2 ti11^ Glides, y Ap j0rxdix x) I pi # 1 •

1
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Thus the School of Design was finally opened in September
1

1347 with five students and two British teachers. The aims

of the School were outlined as follows:

Thus the school was originally conceived to train
art teachers yet presenting the case for a school
of this mind to the Council, it was stated that its
ultimate aim was to develop the taste for beauty of
the educated Sudanese and especially in huiluings
anu the objects of daily use in house and home.2

Architecture, mother of all arts and crafts, oecame

the main subject around which other subjects were grouped.

However, it was not the aim of the school to train architects:

Chile architecture was thus to be a main item in the
curriculum, it was not the aim of the School, as at
present constituted, to produce Architects in the
modern sense of the word but i t might teach enough
about elements of simple brick and stone construction,
architectural composition and its historical background,
to produce young men aole to appreciate and influence
the" character of the uuildings around them. 5

It was also hoped that the School might produce competent young

men for car1 eers in the following:

1. Book illustration and production.
2. Publicity, Poster work and Commercial Art.
3. Pottery.

Toward the achievement of these aims a three-year course was

introduced which comprised such subjects as:

1. Drawing, Painting, Design and Composition.
2. History of Art and Architecture.
3. Studies in Sudanese Traditions and folklore.
4. Lettering in Arabic and Latin characters.
5. Architectural drawing.
6. Pottery. r

7. Poster work and Layout.
8. Book Illustration. ,

3. Book Binding.4
Gre enlaw's/

1. ieid.

a. xorcl. , pp.1—a#

3. * f p . 3.

^ * i bi a. , p. 3.



Greenlaw's preoccupation with architecture and architectural

design was very great. He believed that nothing could mould

the taste of the Sudanese setter than architecture. It was

not ueneficial only to art students but could also further'

the education of local builders and masons. In architecture

he saw•

An immense scope for the training of the local masons
and uuilders to , , d e the most of their very
considerable skills in manipulation of their own
local earth and stone,,.,1

A graduate architect with wide experience of arts and crafts

auxiliary to his own, on the other hand, could be:

A great employer' of local talent and in many cases
himself a designer or part—designer of the materials
he employs in his interior's. He can even employ
painters or find opportunities for independent
painters to exercise their* talent. He can be an
interior designer* in fact and such work, with a
second background of traditional culture should
form a part of every builder's training.*

ot always hau Greenlaw's interest in architecture been

purely aesthetic and utilitarian. A sense of guilt must also

have driven him to insist on teaching it. He says:

There is no career comparable in efficiency and power
in moulding the taste of a young country like the
Sudan, as that of an architect and it is significant
and indicative of the value with which we have to
contend, that after fifty year's in this country we
have not produced a single Sudanese architect..^

but there were those who opposed this view on the ground

that the training and employment of architects was expensive.

Greenlaw conceived the whole idea of architecture and architect¬

ural design, and, in fact, the whole idea behind the School of

Design/

ibid., p.3.

ibid. , p. 4.

i oxu. , p. 3 •
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Design, as a return to native traditions, for which he had

great respect. Furthermore, he adds:

I thought of art as something very much Digger than
painting and sculpture. I considered the Islamic
non-representational art in the Sudan to be pure
design. This is seen in the mud ouildings, and the
applied ar t with hieratic symbolic patterns of
0reat complexity and put on every tiling. This design
in daily living seemed to have oeen utterly ignored
in the teaching of art in African schools. I wanted
to see a rediscovery and a rebirth of the basic
principles of all art - which seemed possible in the
Sudan. 1

Not all his ideas were accepted during his stay in the Sudan,

but most of them were later applied successfully by his students.

Before he finally left the Sudan in 1951, several of his

former students had returned as accomplished artists from

abr oad and two or three of them had joined the staff of the

School of Design. That same year' the School of Design was

removed from the G.f.C. to the Khartoum Technical Institute.

V>itli the return of more trained and qualified Sudanese artists

from England in 1357, the School became subsequently known as

the School of fine arid Applied Art awarding its own diploma.

Because of this the School was put under the complete super¬

vision of the kinistry of Education, its main function becoming

the production of ar t teacher ? for secondary schools. It

continued to do so until its curriculum was extended and the

length of the diploma course was extended from three to four

years. The School of Pure and Applied Arts outlined its aims

as follows:

The /

1. Br own, op. ci t. , p.105.
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The aim oI the School, uesldes the development of
artistic taste in general and the provision for
art teachers, is to train designers in the first
place to cope with the growing need of industry,
and share in the development schemes of the country,
hareover, the School acts as a passage through which
talented students can push their way to becoming
freelance artists.

To realise these objectives a four year course, the first

year1 bein0 fundamental followed uy three years of specialization,

is offered in the foliowi..^ subjects:

1. Painting and Drawing.
2. Graphic Design.
3. Sculpture.
4. Textile Design.
5. Calligraphy.
6. Pottery,
7. History of Art and General Studies.
8. Photography.

In 1363, the Ministry of education invited a commission

from the United Dingdom to appraise the School of Pine and

Applied arts and to suggest ways and means for developing it.

The commission was expected to comment generally ou the subject

of ax t in the Sudan. Headers of the commission were the

following:

1. Six ouiu. Darwin, C. >.. . , Principal, loyal College
of Art and Design, London.

2. Pichael Patrick Dtioa, Principal, Central School
of Art and Design, London.

3. Patrick George, _ de School, London University.

On the general quality of work done uy tire School, the

commission thought that:

This seemed to all of us to be of a high standar d.
Inevitably this standar d varied to some extent as
between the different departments, out we found
such variation to oe marginal and due more to the
inadequacies/

1. A Note ox the School of Sine and Applied Art (Appendix II),
p. 3.
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inadequacies of the accommodation than quality of
teaching. 1

The quality of teacian^ appeared to thea to be:

High in terms of intellectual content, technical
experience, imagination, and, not least, the
plain ability to teach effectively.

However, the commission was not altogether satisfied with

the condition's under which the staff worked; the latter worked

sin days a week. The co. .mission advised against this because:

It would leave no time for a teacher to carry on with
his own work and would effectively prevent him from
remaining an artist himself and putting his talent
at the service of his country. Lack of opportunity
to practise as an artist or designer must in turn
reduce his inspiration as a teacher and lead to
conventional standards and emotional drought,5

The commission was dismayed oy the salaries of the staff which:

Appeared to us insufficient, to pay little or no
more regard to the experience and reputation of
the individual and to be unjustifiably inferior
to those obtaining in the University (Khartoum),4

To the commission the staff of the School appeared to

suffer under a sense of grievance caused by the lack of

recognition auu regard for the fact of their having spent three

or four years in the United Kingdom, and having gained high

awards and qualifications. The commission went on to say:

There can oe little uoubt that many of these ar tists
would make a better living and, what is more important,
secure greater recognition fox their work, in bur-ope or
the U.S.A., and if one were to make the attempt others
mi0ht soon follow. On a long view this might be
valuable for the cultural reputation of the country but
the '

1. barwin, mica and George, i eport on the l chool of fine and
Applied Art (The : oyal College of Art, London, feoruary,
1304), p.4.

2. iold.

0. 1 mid. , p. 13«

4• irrik*' p. si.
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1

the immediate effect upon the School could he disastrous.

The commission, therefore, recommended an appropriate

adjustment of salaries since this would relieve that "sense of

inferiority under which they appear to labour'1. finally the
commission advised that the following steps should be taken

for present and future development of the school.

1. That the School cannot expand and develop in its
pr'esent premises with the K.T.I.

2. A new building for an autonomous school is essential.
3. Special attention should be ^iven to the graphic and

industrial subjects connected with the development of
the country in general...^

After receiving Sir Eobin Darwin's deport in 1964, and after

prolonged discussion on the future administrative control and

organisation of the School, a Ministerial gomini t tee recommended

the following:

The Committee has recommended and approved the secession
of the School from the K.T.I, and its independence from
it, with its own council, and its own separate independent
entity that would attract the interest of the general
public to its aim and message. This would also strengthen
its academic and technical connections wi th other Schools,
and Colleges ana Institutions, and would increase assist¬
ance to its sister African countries.

It also stressed the importance of new buildings,
halls, studies, etc., that would furnish opportunity
for progress and would increase the equipment
necessary for- process am developmen t. 4

Subsequently the name of the School was changed into the

Collegebf Mine and Applied Art. Preparations are now being

made to elect a governing body and to build a spacious and metre

functional premises.

To/

1. ibid., p.24.

2. ibid. , p.25.

3. Note on S.P.A.A. ,

4. ibiu. , p. 4.

Appendix II, p.3.
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To summarise, then, it is possible to conclude that art

education during and after the Condominium has been a product

of many forces operating either for or against its development.

Some of the latter can be listed as follows:

I. The distinction drawn between fine and Applied Arts,

and the emphasis placed on the latter at the very beginning,

has been unfortunate. Handicrafts, as was mentioned earlier,

were associated in the minds of the pupils and of their parents

with occupations of a lowly-paid and uneducated nature, a fact

winch made students shy away from them, Greenlaw, however,

aware of the effect which they could have on native crafts and

industries, and the contribution which they could inane to them,

deliberately insisted on a Handwork programme, which he

defended in these tex-ms:

Handwork, in schools, also aims at laying a firm
foundation of manual ability and inventiveness for
those children who will later become the country's
craftsmen ana artisans .... These qualities are
particularly necessary if the native industries in
the Sudan axe to survive, iox unless the craftsman
keeps pace with the changing customs which the Western
civilization is bringing into the country, and adapts
his crafts to meet new articles, ld.s trade will
gradually disappear ,1

How fax Greenlaw's predictions are correct will be discussed in

a latex chapter: it should, however, be pointed out here that he

must have forgotten that the educational policy had been geared

towards the production of clerks and junior administrators, and

that, at that particular time, a Sudanese with elementary

school education automatically thought of himself -as one of the

'euucated' /

1. Greenlaw, J. P., Handwork for 1. lemen tar y rchools In Africa
(tudan .Department of education, 1942), p.6.
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'educated' and therefore preferred a white-collar job to a

craft.

II. A little later on, as education was extended and

developed, it became extremely selective and was geared towards

the passing of examinations which were competitive; 'academic'

subjects such as History, Hn^lish, Arabic, Delicious Knowledge,

Geography and Arithmetic, but act ar t, had to oe passed, and

failure in these meant tuuo the chance of progressing to a

higher school 01 stu0e was nil. Art was either not taught at

all in an intermediate school (11-15 a^e tfoup) or when tau&ht

was usually frowned upon by some of the teachers and most of

the parents. Hoi a child to join one of the tliree secondary

schools widen catered for the whole country, he had to con¬

centrate hit efforts on academic subjects and not 'waste'

valuable time on art. Inhibition and discouragement at this

sta^e is disastrous, because:

Children who are inhibited in their creative
expression ey uo^matic rules tend to lose
confidence in their own original power of
artistic creation and so many reach adult life
with their- creativeness warped or destroyed.f

III. There was a very considerable difficulty in attracting

students,to ar t as a car eer . lack of government or private

patronage, on the one hand, and the non-existence of industry

or commerce, in which an artist could loon for opportunities,

on the other, made art teaching the only career open to a

talented younc man.

IV. /

1. Loweufeld, Victor.. "Kxperience in Growth and Development"
in ...nucation And Aj. t (A f ymposium, UKL200 , paris, 1953), p. 35.
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IV. Because of its highly abstract nature ana because its

conceptions and the conception of its uses are remote fi'om the

•public eye', art lias been a peripheral interest in schools.

Ifforts to produce more doctors, engineers, and. scientists

resulted in art being less associated with high social status

and individual achievement. fur thermore, even where students

genuinely wanted to study art and to make it their career, they

were always at a disadvantage when compared with other' students:

The ar t student in this countr y is at a
disadvantage compared to, say, the medical or
agricultural student for in these branches the
country is relatively well-provided with both
equipment, staff and examples of practice. In
ar t however' the country has but one museum, one
school of art, only three or four art teachers,
and hardly any craftsmen except 'dying1 native ones...1

V. The lack of attractiveness of art as a career and a

subsequent lack of qualified applicants for the School of

Design, forced the education authorities to supplement recruitment

from amonu the highly talented of the elementary school teachers

and from secondary school (junior high school) boys who were

talented uut who had no General School certificate. Then

the latter graduated they were usually employed at salaries

considerably less than those offered to other college graduates.

Some hau no alternative but to accept: the majority, however,
2

took other jobs and 0ave up ar t completely. This discrimination

continued for quite some time. Indeed, it so happened several

times that ar tists with paper qualifications not only equal to

but far better than those of other univer sity graduates were

submitted to the humiliation of ueing employed as if they had

none ?

1. Greenlaw, General Hone on the School of Design (Appendix I),
p.7.

2. Data obtained from communications with most of the graduates
of the School of Design,
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none. This is no longer so, but, .ecause the situation did

exist in the past, some of the oest talents in the country
are now abroad: worse still, none of theia want to return to

1
the Sudan.

Even today , a candidate for the School of Sine and

Applied Art must have obtained the Sudan G.C.h. with a

distinction in art; this is a must, because the education

authorities want to make art Respectable* by providing

university-equivalent qualification. Lack of the G.C.E. has

deterred a jceat number of potentially good students; and,

although it has not seen proved yet that there is a positive

relationship oetvveen having the G.C.E. or possessing the
2

ability to pass examinations, and beln^ artistically creative,

experience has shown that many talented students with no G.C.h.

had turned out to oe brilliant artists and won places in highly

respected academies and art colleges. The Darwin hepor t

reflects this fact by advising that provision be made for the

acceptance of students with exceptional artistic gifts who may

be more o&ekwaxd in other subjects, because:

Goocl ar tists are always intelligent, out when they
are young they do not always lend themselves
readily to measurement uy the conventional criteria
of academic aciiievement. Sometimes they are so
pieoccupied with the observation of external phenomena
and with tactile and almost sensual appreciation of
their surroundings, that their power of intellectual
analysis may remain dormant longer than is the case
with ordinary children.

VI/

This information is the result of personal communication
with Sudanese artists in the U.K., U.S.A. and Sweden.

hesearch is cein0 carried out on this relationship now.

Dar win, op. cit. , p. 15.

1.

2.

3.
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VI. Art had not seen adued to the list of approved

subjects for admission to the University of Khartoum before

1965. This fact speaks for itself and needs no elaboration.

VII. finally, a great proper Lion of the inhabitants of

the Sudan, if they are not nomads themselves, are descended

from nomads, and are still in the process of settlement:

they are, in other words, wanderers spiritually, physically

and aesthetically, with fusir own poetry, weaving and jewellery,

and it will take time before they begin to appreciate and use

painting, sculpture and architecture.

forces which have definitely contrluuteti to the development

of visual ai t education and appreciation are summarised as

follows:

I. If is no exaggeration to say that the introduction,

implementation, ana development, of visual art education in the

Sudan had been acid.even through the single-minded determination

of Greenlaw, It had seen through the single-handed efforts

of this man, more than anyone else, tiiat the organized study

and appreciation of sculpture, painting, and graphic design,

was begun in the country.

II. Egyptian radio, press, cinema, and theatre, which

have a wide influence, are greatly responsible for the softening

of Sudanese attitudes towards art. Egyptian theatre groups

have visited the countig for almost a century, Egyptian films

are played every day, and exhibitions are frequently shown.

Egyptian magazines are very well illustrated. Some'of the

most beautiful landscapes and portraits are reproduced in

colour /
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colour. But, most important of all were the Quranic verses

written in a very impressive Ar ab calligraphy (Pis. 15 & 16),
and cheap coloured prints depicting Muslim and Christian holy

men and subjects of a similar' nature, which are much acquired

by the people. The latter* are important because, firstly, the
fact that simple folk bought them and hung them in their

households (they still do) meant that the taboo of images and

repiesentation had oeen broken and the picture as such oecame

accepted; and, secondly, because although these pictures v.ere

sketchy and faulty in drawing and perspective, ugly in colour

and design, most of our1 prominent artists learnt the rudiments

of drawing and painting from copyin0 them. ( ?ls. 17, 18, 19).

III. Thirdly, there has always been a very great admiration

of, and respect for, purely abstract patterns and design in the

Sudan. As early as the khalwa (Quranic School) children learn

to decorate the margins of their wooden tablets with beautiful

geometric patterns and shapes. This is called Ash Sharafa, and

is usually done after a boy successfully completes a part of the

Quran. 9 cults have their prayer manuscripts which are also

very beautifully handwritten and illuminated with rhythmic

geometrical patterns in aright colours.

IV. Fourthly, and finally, the landscapes and nudes of the

pioneer primitive painters Hi Osman, Ibrahim Alia Gabo and Giha,

contributed very much to ar t education and appreciation in the

Sudan, especially among the masses. There is no coffee shop or

restaurant, and many private houses, where works of these artists

are not seen. They are much more well-known and popular than

the /



the academically trained artists, their popularity arising

from the fact that their work is 'comprehensible' to the

uninitiated, and also because of the reclining Sudanese women

(Venuses) that they paint. (lie. 20, 21, 22, 23). These

paintings are thought of by the masses as the epitome of female

form and feminine oeauty, the women usually portrayed lying in

bed, very soft in flesh, provocative in every curve and contour

of the body, and displaying erotic appeal and wan tone ss.
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CilA ''Yli. POUI:,

Cjiu. YOUNG PUI, IT. IT

lurahim ..ohammad LI alahi

la the previous chapters it was made evident that art

education and appreciation in the Sudan oegan amidst conditions

which were fax- from conducive to their systematic and speedy

development. Successive periods of invasions and subjugation

to foreign powez s in the past had made it extremely difficult

fox a lonOJ uninterrupted, anu purely indigenous cultural

tradition ox a national style to develop. Dux ia0 and after the

Condominium era, the country was confronted with all kinds of

economic, social and political problems urgently requixiu0

solutions, and the people have seen too busy trying to achieve

some material wealth and a decree of modern civilisation to pay

much attention to the fine ax ts. In other words, the majority

of the population liveu at subsistence level, had vex^ little

leisuxe, and obviously could not afford to cultivate the arts.

A very small minority of the present-day intelligentsia

developed a favour able attitude to and interest in the arts,

but the tpreat majority of this latter body is as indifferent as

the rest of the population, furthermore, because of the rich

and deeply-rooted oral and literary tradition, the educated are

much more »«ord-conscious than ima^e-conscious, more verbal-mindec

than visual-minded. Government patronage is very limited;

private patronage is insignificant, indeed almost non-existent,

'there is, today, one school of fine ana applied ax ts out no

gallery or museum of modern art. Yet, in spits of this apparent

ae sthe tic /
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aesthetic -frustration, the Sudan is not an intellectual desert as

far as the visual arts ar e concerned. It is, indeed, no

exasperation to say that today, in Khartoum more than in any

other African capital, there is a Oroup of highly-talented and

original artists ana a very lively movement in the visual arts,

which we can call the Khartoum school.

This is not a school or an ar t movement in the Luropean

sense of the word, in that it is not equipped with a programme

and a theory. It came into uein0 in the late fifties as a

result of the dilemma which faced some of the Sudanese ar tists

after their return from Lapland where they had acquired solid

traininp in the techniques and innovations of classical and

modern Luropean ar t. They felt that what they had learnt in

Lapland was valuable, but at the same time they knew that they

had assimilated artistic ideas, experiences, and experiments

wliich were foreign to them, and which imprisoned their- own

artistic expression. In other words, they - or the majority of

them - felt that they wer e so much under the influence of

Luropean art as to lose their own national identity. The most

crucial question to them, therefore, was how to lieerate

themselves and thereby their art. within this body there were

three main proups, each seekinp a solution to the proulem, and

each reactinp differently - indeed, In some cases, the reaction

varied from one artist to another within the same pioup. 3ut

whatever the reaction was, whichever- ^oup an ar tist favoured or

method to liberate himself and his ar t he adopted, all these

ar tists were not only determined to create a new Sudanese art,

but to create a Sudanese audience for it as well. In other-

words/
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words, artists, through speech, discussions or radio and

television, articles in newspaper's and magazines and, most

important of all, through regular exhibitions of their work in

addition to evening classes in art appreciation and practical

lessons in painting, sculpture, pottery, graphic design,

photography, textile design ana calligraphy, endeavour to educate

and develop a greater understanding for the arts among the adult

population of the country. This role as pioneers and educators

of a nation makes it necessary to discuss briefly each group and

some of the ar tists who are actually engaged in adult art

teacidn0 at length.

The first ana most naive group consisted of artists who

thought that they could easily rid themselves fr om the influence

of European art by dealing mainly with familiar subjects from

the Sudan, such as realistic and naturalistic landscapes,

portraits of Sudanese notables, and other similar themes from

everyday life. There was definitely nothing competent or

original about this particular group.

To the second group, the lack of a continuous local

tradition to draw on, on the one hand, and a belief in the

universality of modern art on the other, meant embracing 7 estern

ar t completely. Their having lived and studied in Europe has

conditioned their vision and artistic statements to the extent

of believing that even if a continuous local tradition existed,

it would neither be adequate nor good enough to help them express

their" feelings and modern outlook. Their' work, therefore,

differs in no way from contemporary European painting, sculpture,

or graphics. (Pis. 2 5 & 26).

The /
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The third andiiost important ^oup consists of the very few

pioneers who neithex totally accepted nor rejected European art.

Their solution was to try to create a meaningful synthesis of
their own traditions and the European ones so as to form a

contemporary out distinctly national ar t. Unlike the former

group of artists who oelieved in the universality of art, this

third group favoured individuality and some ethnic identity.

As a solution, therefore, they had to give up using and relying

on western tradition and start exploring their' past and present

history so as to discover the values peculiar to their own

society. The leader and guiding spirit of this movement was -

ana still is - a painter , Ibrahim Mohammad el Salahi. Ealahi

played, and continues to play, the most important role in the

history of the Khartoum school or contemporary ar t in the Sudan.

Through ids own work ana teacldug he is credited more than any

other Sudanese artist with opening the eyes of many contemporary

Sudanese artists to values existing in their own society, though

each of these in the end followed a course of Ids own. This

undouuteuly makes S&lahi an ar tist of artists, and an educator

of educator s. It may, therefore, ue useful to uiscuss him at

length.

Salahi was born in Omdurman in 1330. his father taught

children the Quran in the daytime and organised study circles

on religious matters for adults in the evenings. One evening

every week the participants in the study circle, accompanied by

drums anddther musical instruments, would chant religious hymns

and sing spiritual songs in praise of God, in honour- of the

Prophet or a saint or the leader of the religious order to which

they /
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they belonged. This developed in. Salahi a great passion for

Sufi orders and Sufi rituals. As a child he never missed tailing

part in them, and he still does. All this experience later

became embodied in themes which inspired and enriched his

drawings and painting.

As a secondary school student he wanted to oe a doctor,

then later on an architect and star ted a course by correspondence,

nut he found studying in this manner very exacting since it

demanded considerable training in mathematics and details of

structural engineering, and eventually he gave it up. On

leaving his secondary school, he joined the school of Design in

Gordon Memorial College to study painting where he stayed for

three years during which he proved himself to ue exceptionally

talented. Mr Greenlaw thought highly of him and described him
1

as "a youth of prodigious skill in drawing."

After teaching art in secondary schools for some time he was

sent to London to the Slade School of Art in order to further

his education uy mastering the techniques of European art.

He stayed at the Slade for three year's during which he neither'

accepted nor rejected all that was offered to him. His attitude

was reserved, almost that of an observer'. He followed attentively
t

everything that was taking place, out he never par ticipated

in any movement or joined any groups. He valued the techniques

he learned in London, but remained emotionally unmoved ey them.

In other words, his unique temperament began to reveal itself

and his individuality to take shape. He felt he was in a

position/

1. Br-own, Afr jca's Contemporar ,y Ax bists p.108.
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position to choose consciously what he thought was useful for

his personal expression and to reject anything else. In

general he found it extremely difficult to work according to

Western canons of pointing and drawing* he rejected perspective

and the law of chiaroscuro, and, as he puts it:

I worked. I had to. I was sent to London
for that. >ut as I was carrying out a
purely intellectual reseat ch, I experienced
a physical barrier, a violent headache,
when for example I hau to adapt a three
dimensional ouject to a two dimensional

- surface like the canvas.1

After distinguishing himself in an art which he considered

conventional out necessary, and for w'uich he received a first

class diploma, he re turned to the fudan in 1957 and took a Job

as a lecturer' in paiutiu^ at the "chool of Line and Applied

Arts* In liis first two years as teacher he was neither happy

with what he taught nor with his own painting. She latter

consisted of academic portraits, landscapes and still life works.

They were, according to Ulii >eier, "competent, out not very
2

original and there was cer tainly nothing African about them."

Ealahi h&tea those first two years not only because he could

not paint anything original but also oecause he was "obliged

to teach the students ar tificial inuwleu^e and in so doing,

the imitation of a culture that does not correspond with ours
3

in any way, always tormented me more."

In desperation he resigned and took a job in the Las tern

Legion of : audi Arabia, Unhappy with life in the latter and

unaole /

1, : aiaiii to foghayroon, 1961.

2, heier , Ulli. I.nahin ; aiuhi (Llac.- Orpheus, lo.lO, Lagos) p.48.

3* balahi to hoghayroon, 1961.
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unaole to find what lie was lookin0 fox , he returned to the

Sudan to his old post, She next year (1353) he accompanied

an official udanese delegation to China. The neatest

experience of that journey for calahi was his .rediscover,/ of
Chinese art. He had previously seen some Chinese landscapes

and calligraphy in London museums and galleries which had

always impreased him, hut in their natural geographical and
tr aditional setting they wer e somethioo differ eat altogether,

He was overwhelmed jy the . static tradition, its originality,

warmth, auu continuity - qualities which he had never encountered

in modern .'.uropeau art. Cull of admiration for the former, and

critical of the latter , he drew the following comparison between

the two traditions!

The teciurique although perfect does not kill
the sentiment. It remains constantly at the
service of the emotion. her ©as in astern
ar t there is a sou. t of compromise and a
crude light which tires me. You see, estern
art noes not help me in any way to strike the
chord that should .n? struck.1

ii©coveriog Chinese ar t was very decisive in falald's

evolution as an ar tist. He returned from < hina a new .ran,

rescued fro.., his past sufferiu^s and oncertaiuties about Me

ability to create and deteraimed to paint themes inspired oy

his country's own traditions, V.liile most of Ids contemporaries

tended to denigrate or to deny the existence of local tradition,

Calahi, on the other hand, was not ark aid to look for it, to

rediscover it and to develop it and weave it into something new

and vital.

In f

1. ; alahi to Poghayroon, 1361,
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In or del to uncover it, he turned from palatini to the

study of the most indigenous of Sudanese aits, namely ancient
/

and modern pottery, Araoic calligraphy, the decorative patterns

found in the making of such crafts as baskets, mats, ana food

covers, and the geometric coloured patterns made oy children in

the Quranic school on the margins of their wooden tablets.

Letting himself be guided oy their abstract qualities and the

rhythm in their composition, oy his ar tistic vision and still

further oy a mystical instinct - neither copyin0 noi mechanically

repeating their formulas but using them as a point of departure,

as a means to free himself, he discovered the form of a unique

and per sonal expression.

Salahi's first drawings were merely decorative treatments

on Arabic alphabet and verses from the Quran and Arabic poetry

(Pis. 26 & 27). Latex-, the alphabets and the abstract patterns

were gradually transformed into the figurative images which
1

constitute the bulk of his work today. Ilis drawings are

surprising /

1. Salahi in letter to the author descri ues this as follows:

Aver since the days of 11 Khalwa I have always kept
my eye, I remember, on the letter, the bone of the letter*
and the space between one letter and the other together
with the space contained within the letter. Also keeping
an eye on open shapes and closed shapes. Shapes that
suggest continuity anu those which oreak off and form an
identity of their' own. All letter forms as you well know
have uasically originated from human forms or fr agments of
human form in most cases. And when I joined the Slade
School ana finally decided to take calligraphy as a
subsidiary subject, I had spent most of my days in regard
to times allowed to that subject, at either the British
museum ox the Victoria and Albert . .useum in London. I
got so much aosoroed in digging up hieroglyphic forms,
hound Hand, Uncils, Half Uneils, Gothic, Italics and their
Arauic equivalent in Naskh, Divvani, Parisi, Thulth, . iga and
Kufi, The more I looked into them, oy gioupin0 them, breaking
them and stripping them to the uone, then reshaping them, the
more their human element and components oeca.xe more and more
obvious. There were times when whole figures appeared side
oy side with oar e letters that oear meaning or- no meaning at
all. The meaning was the relationship that exists between
them or inspirecyby them. Gradually the letter disappeared and
the image of the figure Horned in full dominance.
Letter- dated Decemuer 1963,
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surprising in the strangeness of the subject of their themes,
the acuteness of the expression on thefaces of the figures

depicted and a simplicity ana nervousness of contour, Whether

one considers diawings like •Dream1 or 'Poor omen carry empty

Baskets1 01 'Madonna and Child*, 'The Crucifixion' or 'Pace

No. 2', Salahi shoves himself to be an original artist and a

draughtsman of great caliure (Pis. 28, 29, 30, 31, 32). ith

the exception of numbers 30 and 31, all these drawings represent

commonplace people with neither' social position nor attractive

physical appearance. Stripping them to the bones by

simplifying their form, Salahi ^ives their silhouette movement
/

and power, creating beauty out of banality.- One is amazed by

the sure^ess of his hand. It is true that Iris line is nervous,

but there is no groping, no working over, and no alterations.

Ulli Beier , one of the few ar t critics in Africa and one of the

very first to recognise Salahi's creative talent, said the

following about Salahi's drawings:

And here we must remark immediately one important
element in Salahi's work. The traditional formal
elements he has used are in themselves aesthetic
and rigid. Salahi's line on the other hand is
extremely sensitive, it moves along nervously,
tender"ly and its movement is highly expressive of
the artist's personality. Salahi's line has a life
ana expression of its own which is Quite separate
from its representational function.f

Salahi's paintings on the other hand are something out of

this world. They perplex, disturb, and command immediate

attention. In technique one finds them confusing because they

vary from the rich in paint to the almost transparent, from

ones/

1. Beier , Ulli, Dr awing s. I or aid m f alahi (Bbari Publications,
Ioadan, 1962).
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ones where the subject depicted dominates the canvas to others

where only the paint and colour are evident. All, however,

carry the unmlstakeable mark and personal touch of the artist.

The subjects of his paintings not only solicit and grip the

spectator, but also attempt to make him react and succeed, in

doing so. Salahi's canvases are covered with naked bodies of

human beings, oeasts, birds, and strange places. These are

sometimes very severe and give the impression of a fantastic

dream world or a hallucinatory vision of passive people, beasts,

angels and demons, who at other times can also be as ferocious

as passive. If one considers 'Victory of the Truth' or' 'Kan

and a Toman* or 'Secrets of Life and Death' (Pis. 33» 34, 35),

one discovers grandeur and solemnityj the grandeur, immobility,

passivity and the serene gravity of ancient L^yptian-influenced

Sudanese sculpture or of the Sudanese Byzantine frescoes for

that matter'. On closer examination, however , one discovers

that Salahi's forms are neither static nor passive. On the

contrary, their apparent external immobility increases their

inner vitality. The vitality and movement of the stretched

hands, the pier cing power of the gaze which looks at you and

through you, and the mouths rounded for cries that might come

at any time - all these oecome apparent.

The mythological quality of Salahi's paintings was

described oy Ulli Beier in the following terms:

His figures seem to ve a mixture of Gods, human
beings, animals and plants. In his work there
is no dividing line between the living arid the
dead. There is a Sense of unity of creation.
Much of his work represents human suffering and
the emotion is always sublimated to a symbolical plane.

Salahi /

1. Beier , Black Orpheus p.49
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Ealahi himself when ashed about the way he worms 01 the

meaning of his paintings would say that he could not explain

either. He says that he begins to paint without any pre¬

conceived ideas and without even having the least notion of

what is going to appear on the canvas. In othei words, he acts

as an intermediary between the depth of his subconscious and

the canvas. This is how he describes the way he works:

I feel when I am working certain words come to me.
I usually feel nervous, almost like a chicken trying
to lay an e^g, when I have an idea. And then
suddenly I have words that come to me; then I start
chasing them, I start repeating them, humming, and
then sometimes some of them appear in work itself.
I find I have done them without realising it. Their'
meaning is prayer mostly. Eomedf it is poetry; some
of i t is dir ectly fr om the Koran, and some of it is just
things that come into my head which have no aeanin0 at all,
just words put together. And they seem to come through
me and appear on the canvas.

Salahi claims that images 'loom up' aria form themselves,

indicating the colour- to be used. He chooses nothing, he

just executes.

The manner in which Salahi explains his working, and the

fantastic and drearn-like quality of his paintings themselves,

where the natural mixes freely with the supernatural, led many

of his critics to claim that his images were influenced by Paul

Klee and /or the E'enfu funeral masks of the Ivory Coast. Ulli

Beier, on th.e6th.er hand, believes that whatever similarities

may exist between Paul Klee or the Afr ican masks and Salahi' s

painting "are purely superficial", and that falahi's work is
A

"so highly original in its overall expression and composition."

Yet/ /

1. Duerden, Dennis. African Ar t (Paul Ilamlyn, Peltham, 1368),
p.27.

2. Beier, Blae~ Orpheus p. 43.
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Yet Beier himself also has his doubts as to the existence ox a

Sudanese tradition ox an indigenous source of inspiration fox

the artist:

Looking at Saiahi's war k one would guess that a rich
African artistic tradition had here (in Khartouia)
found a modern interpretation and transformation#
Yet the tradition that one feels so strongly in this
v.ox k is aosent in the S: uuan ana the ax tist has "nad to
descend into his own soul to pxoauce this rich and
px ox'use ima0ex y, k

lieiei , a scholar ana prolific critic of contemporary y.frican

art, is neither wx ou^ not xi0ht in ids assessment of the at tistic

tradition in the ludau. ids criticism of i nlaid's work is

excellent out he is definitely not familiar with, ox knowledge¬

able aoouu, the : udan and its history, its people, and social

auu ax tistic traditions. V.Idle one agrees tofct the . udan,

unlike other African countries, nay well have had no continuous

tradition in carvin0, sculptur e, ox paixttinu (which, thanks to

the British, was iuti ouuced as an organised educational activity

some four decades ago), one caxnio t agree with the allegation

that the i uuaii is without ar tistic tradition or that artistic

traditions were totally absent. They uay have ueeu. meagre,

obscure, and sublimated many a time, «ut they have always

existed - never absent out continuous, like all arts. As

Professor Talbot I ice puts it so well;

)ne of the most striking aspects of art is, in fact,
its continuity. It may see periods of gr eater energy
or g. eater freshness: it may Oo tinou0h lou^ ages of
obscurity - out it is always there; it never fox one
moment ceases to e^ist. Always sometidn^ is handed
down from the past, to oe developea and worked upon 2
ixx the present, and in turn to oe passed on to the future.^

."udan/

i* ikik*

2. ice, 1;.T. Ue mc-.,,iOUim ox Art, p.61,
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Sudan has had an artistic tradition that is not only seen in the

.-eiiotic art, the ruins of the Byzantine churches, in Arabic

calligraphy aud the decorations and patterns on Sudanese pottery

and handicrafts, hut also in murals and frescoes that are not

absent from a single house in the present-day V»adi Haifa
( >ls. 36, 37, 38). Most important of all, it has a tradition

that is handed down and perpetuated in the form of the colourful

clothes that a man wear s on the three most important occasions

in his life: birth, marriage, and death.

A second source of inspiration fox Salahi's work could

easily oe traced back to Ids childhood memories and adventures.

It seems that, as will be shown later , every emotion and feeling

which falahi had experienced as a chile, was stored within his

memory, and later fully utilised in his work as an adult.

The third and oy far tire most important source of

inspiration to which much of his work owes its origin is the

mystical woi Id of Sufism. Dur in^ his childhood ana youth and

now as an adult, Falahi never relinquished a deep love and even

awe for' : ufi Order s and Sufi rituals. But in order to establish

both the influence and the place of rufiem in Ids work, it will

be necessary to give a brief outline of Sufi em in the Sudan.

As mentioned earlier, in the first chapter- of this study, the

role playeu oy the I-.eliuious Orders in the process of

Islamisation and Arabisation was very great. ention has also

been made of the fact that Keli^ious Orders supplemented

foxmalistic observance of orthodox Islamic practices by certain

easier practices aimed at Sufism or Islamic mysticism, and that

these had oeen the 'oasis of popular education. heligious Order s

and/



and their pi actices and rituals iiave pel seated life in the

Sudan to the extent that, for the 'eater part of the population,

knowledge of God uecame very mystical, i.e., non-intellectual

and mostly identified with fufi Orders, pi actices, and leaders.

This is desciiseu ey Trimain0ham:

They are turned to ritual prayer as a 1 eli^ious duty,
but express theii inner yearning in dhiker exercises,
for they are a race of emotional believers. rihe„ can
never be r e^ar ded as or thodox, their orthodoxy ueiup.
chiefly a question of trite phrases. dapple sways
them inore than formal prayer. their leaders are the
fekis and Shaikhs of the religious orders for whom
they have a superstitious veneration. Their religious
ideas are based on the wildest possible stories
deriveu Horn the teaching of the orders about the lives
of the prophets and saints. .To the sacred, the baraka,
the unseen, the supernatural and their appearances are
very real. The spirit-world, both harmful and mood,
is ever present with them.l

The dhiker "remember God with if equent remembrance

is the very centre of each religious order. It is divided

into two parts: the silent dhiker of adoration, and the vocal.

In both, however , the mystical idea of God predominates. The

following is a description of dhiker of a religious order-

called A1 puadriaj

It is an effort to conquer space and time and discover
the unknown. 1hilst the lips repeat formulae revealed
to the leader and their- finders turn their rosaries,
the follower s are calling on God, watching, their hear ts
beat as if axij moment thereuy they mibht unveil the
Divine Spirit.

Once a week on hriday they meet together and
concentrate their minds on one idea, the kajesty of God,
under- the leadership of the head of the Zawia (the place
wher e the ji oup usually holds its meetings). Then under
the direction of their leader they turn their heads to
the ritfut and say Allah, and then to the left and say
Allahu, and then lower- their heads and say Allahi and
continue/

1.

r-,

c.

Tr immin^ham, Islam in the Sudan p. 110.

The .ur an, xxxiii 41.
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continue swiftly until the,, uecome quite hysterical.
In the collapse that, follows they see visions ana
receive inspiration.

In view of the prominent place held by religion in man's

life in the Sudan, and given one agrees that an artist is in

most cases the product of his society and environment, and

that artists usually adopt the 'intellectual' system that suits

their" temperament, then Sufism is tailor-made fox1 Salahi. In

other words, S&lahi*s art is never far* from the roots of the

world that gave birth to the artist himself; or as professor

Talbot nice puts its

If it is true to say that aX't is to ue considered
as the mirror* of the civilisation that produced
it, it is even truer to regard it as the mirror of
the mind of the man, or the minds of the group of men
who were responsible for i t.^

So Salahi is religious. And according to Dennis '.illiams he

is also modern and intelligent:

Two seemingly contradictory attitudes meet in these
his paintings which yield something of the strange
logic, of unfinished sentences. The logic exists
in the line; the line appears, disappear s, aiscloses a
fragmentary image of tremendous potency, ana wanders off
into a darkness, several darknesses, that are meant not
as nothingness, but a medium, an almost palpable vehicle,
for* the religious idea ... His attitude is not that of
the magician: not mental; not that of the mind knowingly
capitalising on the secrets of nature. His is an argument
with the myth: the myths of the ancestors: a willing
acquiescence in myth; a fervour - that is no thin,., if not
mysti Cal. 2

Because Salahi's experiences are extremely intimate and

intricate, Iris work makes great demands upon the imagination of

the spectator. Asked to meet the spectator half-way by

explaining/

1. V.illis, 0. 'heligious Confraternities in the Cuban* in
Sudan Totes and hecords Vol. 4, 1921, pp.176-79.

2. Vice, D.T. The sackground of Art p.92.

3. V,illiams, Dennis, from an introduction to an exhibition
by Salahi, Khar toum, 1961.
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explaining his technique and the content of his pictures he

answers that he cannot explain his work, that he paints outside

technique, and that he does not direct his work; he is as if

possessed. hut he once reluctantly gave the following inter-

pxetation to some of his painting. In showlnto his picture

'One I.anadan a Ccorpion stun0 my little nephew' (pi. 39) he says:

One hamadan a scoipion stung my little nephew. .8
just stood there. One can do nothing. Doctors were
useless. Two hour's later he oied. His mother did
not cry. I wished she could have wept and piled earth
over her head. She saw her child die. Before her
eyes. foams of blood bundled out of his lips. Black
poison. Ee died. Be took him home cold and silent.
Y e uuriea him. He came oack. I saw him three days
latex at dawn. He spoke to me. I shivered, nut I
was happy. He is alive. But where.-*-

Of 'The Donkey in my Breams' (PI. 40) he says:

In my dreams I used to see a donkey standing in the sun.
Standing still and ti. linking. A donkey with a long
drooping face and sad vague eyes. The donkey's face
becomes mine. my face becomes lon0 and I stand in the
sun thinking in place of that donkey.^

Horrified by the atmosphere of per secution and oppression

of fellow Africans by white South Africans, Salahi says of 'The

Arising' (PI. 41):

Hen of evil come to make a man that was free—breezing
in the sacx ed earth of his own country - a slave in
his own land. It made me sick to hear about things
in South Africa. Identify cards like renegades,
founded with oar bed wire in camps. They had to rise
ox die. They xose like a whirling sand storm against
the hot sky of the desert to ourn up the shame of the
past and the sad and painful memories that are still
present through tyranny.-?

Of 'felf Portrait' (PI. 42) he says:

A man lost in his introspective visions,
Looking/

1.

2,

5.

Quoted in Black Orpheus (No.10) p.30.

Quoted in Black Orpheus (No.10) p.49.

join. , p. 50.



Looivdn^, in ciiiu into himself,
Sitting in the shade of a cracked mud wall,
Gazing as the shadows creep over his toes
Stating into the blaze of the sun.
Gazing into nothingness.
Until his two eyes uecome one,
Gazing into the horizon of far away dx earns,
Into a mirror that I hold before my hands,
To paint a portrait for me.-1

Here Salahi proves himself as a poet who expresses himself

visually, as well as an artist who uives plastic forms to poetry.

The interpretation which halahi reluctantly 0ives to his

work leu many of his fellow artists to hastily condemn him as

beiu0 unvisual, anu his work as being literary, descriptive,

or illustrative. «»orse still, some self-appointed critics tend

to appreciate ana to praise and propagate the very same qualities

in his work which the artists condemn, oth groups are wrong,

Salahi' s fellow artists and other critics, like the majority

of the Sudanese intelligentsia, are brought up in a society

where education is predominantly literary. They are, as

mentioned earlier, more word-conscious than image-conscious,

more verbal-minded than visual-minded; and this is the main

reason why they look for and appreciate literary qualities in

a painting more than qualities which are more peculiar to

painting. The artists' attitude towards Salahi is understandable

artists have always and will always condemn each other's work.

And the attitude of those self-appointed, non-professional

critics, who praise him for the wrong reasons, is justifiable

so lon^, as the., are genuine and well-intended. "It is,"

Professor Talbot Lice says:

far- better to like and admire something that is wrong,
or /
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oi' to like and admire fox the mon& reasons, pi ovided
that we do so sincerely, than to follow slavishly the
nictates ox iaeas of some other person. If our admiration
be true, genuine, and progressive we will in the end come
to admire the ^ood aud cease to admire the bad. , e will
learn by our own experience what is best, and not by
following the dogmatism of another,

Une can only hope that this will happen in the fadan, but one

cannot really, for the time being, be quite so optimistic; in

a country like the Sudan where people are not in constant

contact with pictures and where there are no well-trained art

critics, the impact of the self-appointed critics on popular-

taste can oe disastrous. These critics have access to the

mass media of communication and are therefore considered by

many as authorities on the subject, or indeed, on any other

subject. In the sphere of the aits they are able to create

and to develop a taste for1 appreciating the wrong things in a

work of art, and oy so doing may mould the taste of a whole

nation.

To sum up, then, Balahi is nothing but a painter. His

medium is not words but a remarkable knowledge and use of line,

colour and form. lie is a mystic and a visionary, constantly

escaping this material world to a spiritual one. His claim

that his works determine their own form with him acting as

the medium through which the creative will of superior power is

manifested is nothing but mysticism - genuine mysticism. It is

not a camouflage covering an artistic ignorance; it is only

important in so far as it provides him with exciting pictorial

possibilities, new forms, and a new plastic rhythm.

1. nice, D.T. The dac ,r puna of Art p. 27.



Ahmed Nohammed rhibrain

Shiurain was born in. Berber in 1332# He studied art for

three years at the School of Pine and Applied Arts and graduated

with a diploma in 1355. Like most of his fellow artists he

joined the Ministry of education as a teachei of fine arts* In

135S he was sent to London for a post-graduate course at the

Central School of Art where he obtained a diploma in Publicity

and Graphic Design. He is now a lecturer and the head of the

Graphic Department in the School of iine and Applied Arts.

Alouu with Salahi, Shibrain is considered one of the

initiators of the Khar toum School, or of contemporary visual art

movement in the Sudan. Like Salahi, he believed in attempting to

discover the artistic values existing in Ids own society, and

both of these artists had the same point of departure, namely

Arabic Calligraphy. But while Salahi turned figurative and

representational, fidbrain has ever since remained with Arabic

Calligraphy, discovering in it new possibilities, simplifying

its traditional form, and transforming it into a new plastic

expression. There are also other facts which differentiate

him from Salahij while the latter's work is characterised by

a strange choice of subject, by dramatic colour, and violence

and aggressiveness in movement and expression, Shibrain' work,

on the other- hand, is characterised by absolute simplicity.

Hot only is ids choice of subject and colour simple, but he also

chooses simple titles for his works which are called Kessages No.

One, Two, Three, etc. Nonetheless, Shibrain's simplicity must

not be -mistaken for tire commonplace or the facile, it is the

inimitable and individualistic simpliBi ^ °f a cr eative talent.
While /
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idle S&lahi it credited with 1 evivin^ Sudanese painting,

Phi brain, ou the other hand, is credited with developing and

transforming Arabic calligraphy - the sole graphic gift of Islam

to the : udan - from a ri^id and decorative form, into a new and

much more elegant cursive ohe. And he did not have to look far

to discover this. Almost all Muslim houses, private shops,

public houses, and vehicles such as lorries and taxis, sin

adorned with verses from the Quran, poetry, and'or Arabic

proverbs and sayings in the classical kufic or Haskhi (?ls. 43,44);

like illuminated manuscripts, these axe meant as 'pictures1

yust ashuch as v/ri tings. People adorn their houses with tents

from the Quran engraved in copper or brass, and collect

illumine ten manuscripts, not only for the envious aesthetic

reasons, but to perpetuate and exalt the language of the .uran,

and also uecause they believe that these pictures both, harm evil

spirits and keep the- away from their- proper ties and dwellings,

ill that : hibrain had to do was to excise all the oriental

decorative motifs such as rosettes and scrolls, birds, trees,

animals, and plants, thus simplifying the script to its

essentials; and in so doin^, he created a new plastic space and

succeeded in giving an illusion of depth (Pis. 43, 4b, 47, 48).

fennis b'illiams, author , fine arts lecturer, anu the creak r of

the term 'the ilhartoum school', in describing the work of the

younc artists of the fudan, said the following of khibrain's

calligraphy:

..Q virtue of proper control of the pur el j abstract
elements Shiorain has transformed the traditional
gracioueness of the AraaesQue into plastic construction
aesthetically related to the work of buropean painters
such as kondrian, ;.iro and Hans ,urr tiurg. He has
extended/
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extended the concentrated and intense idiom of Islamic
tradition oy the trimming away of Oriental excrescences
and flourish, and the reduction of form to its most
austere essentials; straight aiiu curved lines, contrasts
of pure mass. At this level the Arabesque all out
disappears, out the work remains charged with traditional
complexity. ' ith these experiments a new element -

space - enters traditional.^Islamic isonography. The
implications are infinite.

Shinrairi's work, as mentioned above, is entitled simply
! iessages' - essage No. One, etc. These titles ar e not meant

as means or ways of directing, showing, or explaining to the

spectator how to appreciate the work of ai t he is seeing;

rather, they allow him absolute freedom to react to a work, and

to discover, for* himself, end uy himself, all the values and

beauty it contains. In all these ' essafes', however, the

Arabic letter is dominant. But the Arauic letter in Shiurain's

work is not the known beautiful calligraphy; it attracts

attention not only because it is different, but also because

it has an elegant line in which one recognises individuality,

delicacy, and a force which can only be described as 'beauty'

or beautiful. bverything that is depicted in the work is

symbolic, je it a tree, a dome, a mosque, a flower, a human

being, or simple calligraphy. All is reduced to lines. In

other words, the artist's intention is never to show how these

things really look, or how they can differ ; all he is concerned

with is the essence and truth of their very being. Therefore,

all the 'messages' axe lines on flat backgrounds, lines which

vary in length, width, character , and direction. Horizontal,

vertical, intersecting, or diverging, curved or straight, thick

or' thin - all ar e dynamic, full of life and rhythm. They axe, in

shoi.t, an ait which deserves to be calls,, a rudanese calligraphy

or a modei"n interpretation of a great Islamic art.

1. Villiurns, Dennis 'A Sudanese Calligraphy' in '.ransi lion
(3 : J Aumpaiu, 1363), p.26.
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ia.j Ahmed

laj was born in Khartoum in 1933* A graphic designer,

book illustrator , enslaver and painter , he is one of the few

matur e Sudanese artists. A born ar tist, he be&au drawing at

an early a^e, filling the margins ana whole pa^es of his

exercise books (often 0ettin0 into trouble with his teachers

because of this) with landscapes, portraits, and imaginary

compositions. After secondary school, he wauteu to study art,

out his teachers were opposed to this and his family was very

nostile. The latter saw no future in art and forced him to

study anything nut art - something 'worthwhile' so that he

could suppoxt himself and his family in the future. He

therefore entered the Faculty of Lav. at Khar toum Univei sity,

out uave it up after only two year's.

io please his family and at the same time to fiuu a

discipline connected with art he went to Sheffield University

to study architecture. He was successful in his studies, out

spent much more time attending evening art classes at the

College of /.rt than attending lectures on architecture. After

two year s, deciding to be master of his own destiny, and to

choose a career that suited his temper anient best, he 0ave up

his studies auu returned to the Uudan wher e he took a yob as

a 'studio assistant* at the School of ine ana Applied Art.

llee from the academic life which he hated with all his

heal" t, and from the 'dry' subjects - as he describes Mathematics,

Strength of .later iais, etc.. - he painted feverishly. His first

works were objective portraits, mostly self-por traits, ana

several beautiful landscapes in water colour and oil. All were

none r

!



done ia the social xenlist fashion, and sometimes self—consciously

stylizea, A Oooa example ox' this peliod is A1 Auliu - festival
ox the birth of the Pi'ophe t (?1. 43).

At the beginning, of 1359 he applied to the Loyal College
of at, sending samples of his work, and was accepted, ,.lthou<_,Vi

study at the Loyal College of Ar t was purely academic Taj

experimented and drew and painted in different fashions, but
under the guidance of Julian Tr evelyan he became an expert

pi int-maner. Also, as a friend of some of the youn0 'hitish
ax tists of the lute fifties within the oyal College of Ai t

and in London itself, he followed the pop movement attentively,

and participated in the evolution of the London Group. Taj
must have shown considerable talent oecause a critic of an

exhibition by the tP-'oup, dividian their v»oiks into three

distinct cate0oi'ies, and placing that of Taj in the thii u one,

sain of him:

Thex e axe those who innocently ox with malice, offer
to turn a strange pa^e and send us away shuddering,.
In Taj Ahmed there appeals a new master at this game:
ox perhaps with aim it is not a ^aiue: strange pa0es
ueiu^ turned now in Algeria come vexy near' to what
he has to show.A

Taj suduenly xetxeated from the pop movement uecause it

was characterised - and still is - oy glorification of modern

publicity, and the realization of the aspirations of the masses

(in a highly industrialized Western community). That enhanced

a latent inclination for the romantic, ana hence an attempt to

paint the exotic, but in pseyneeB of the environment (Lxitish)

and a self-conscious rejection of the decorative (a typical

iinglish pi e judice against the Orient, Taj uelieves), .,ut the

x omantic/

1, V: a thinson, ay 'London Croup' 1 tudio ho. Vol. 1359.
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romantic was so jn to oe 0iven up ana as au alternative he

painted aad drew interiors which ar e veij enigmatic aud oetray

a certain awareness of the ait of Krancis Bacon (PI. 50).

Prom 1961 to 1965 movements inside London and subsequently

inside the ,C,A. continued to ^xow and oppose each other.

Inside the . .. . there were two main opposing forces: the Pop

versus the sxpr essiouists or the ieataik versus the Traditional.

fcliuu that art was becoming over wnelmin^ly influenced by

America, or oe^innin^ to be Americanised, meant that Taj would

completely br eak away from the Loudon Group and par ticipate in

no movements. This a^ain meant a lon^ period of despair and

a turn to portraiture, mostly self-portraits inspired oy

dafka's etamorphosis and other stories. In other words, these

wor'ks were distur ued and are very disturbing even today ("'Is. 51,

52).

In 1963 Taj factuateu with a first class diploma, won the

. .A.'s silver dedal for en^ravium and tire Gold dedal as the

first prise in the Graven Irname exhibition at the Loyal ' ater-

Lolour society. Back in his country he took a job as a

lecturer- in wood en0raviu0 and art history at the school of Pine

aud Applied Ar ts. He is no v. a lecturer in the Graphics

kepax tmeu I of the School of viae Art, dakerere, Uganda.

Taj represents the inter national trend as distinct from

and opposed to the national more than any other 'udamese ar tist.

He strongly .relieves that he 'found himself in London. He

«ives the impression that e is very western in orientation and

that his vision and ar tistic statements ar e conditioned

accordingly. He speaks of London as a devout dusllm would

speak /
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speak ok ecea. Put he is not r eally that western. lie only

uses this as a facade to hide his romanticism which is apparent

in almost everj, work he aid from 1965 to 1967. In hondon he

paints themes inspires uy his country - i.e. A1 Mulid; in the

rudan he draws and paints por traits inspired uy the Turkish era

in the Sudan, and hence, * The Khedive', ' ffenoina', 'Suakin'

and abstract paintings which supposedly represented a nostalgia
fox midland in general and London in particular. In other words,

he hovers between the figurative and pure aostfaction. The

figurative is inspired by thfiaes and subjects ft on his own

environment. He feels that the figurative or the represent¬

ational helps him to saj what he wants to say dynamically. -..hen

ite wants to express an emotion, an intense, and sometimes even

violent inner feeling, he finds the use of pur e colour , lines,

shapes and other abstract forms and elements yields a more

suitable creative tool. Ann since expression is the first

consideration, Taj, or for that matter any other artist, must

assert the ri0ht to express himself as he sees fit and in

whatever w&j he feels.

Taj is essentially a graphic ar tist in whatever medium he

uses, be it etching, engraving, water-colour drawing or even

painting. And as far- as painting is concerned, Taj, according

to an art critic:

He has not only become an expert in print-making
under Julian Tr evelian at the Hoyal College, out
he has learned to use oil paint for its own virtues
and not just as a substitute for something with
which to draw a line. 1

Taj also represents the conflict and challenges which

face /

1. sutcher, John. *Taj Ahmed at inusor "in The Hunt dian,
23.3.63.



face artists everywhere. The conflict uetween the native

and the international expression he emuraced ana accepted:

uetween the inborn uifts and the foreign artistic experiences

which he assimilated. But in Taj's case it has been a

magnificent conflict because whatever there is of the western

art in his work is fully digested and made into something

new and original, comuinin^ the uest that the two cultures

have to offer, and, therefore, Taj has the right to acknowledg

no master out his own imagination and creative talent.
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Kamala Ibrahim 0sman Ishan

Kamala Is the only female Sudanese artist who belongs to

this group. She was born in 0mdurman in 1939. She studied

painting at the School of fine and Applied Aits in Khartoum

from 1959 to 1963. In 1964-66 she did a postgraduate cour se

in London and received, an A.L .C.A. in painting. She went

oack to the Sudan and took a job as a lectur er in paintin0 at

the Art School. In 1967 she came a^ain to London for a one-

y ear course in illustration and lithography at The Graphic

School of L.C.A. She is now a housewife and ft eelance artist.

Kamala belongs to the youngest and most recent generation

of Sudanese artists. A student of Salahi and Jiitish teachers

at the L.C.A. , she is experimenting with different techniques

and styles. Lepictiu^ themes from the different aspects of

Sudanese life - r eligion and folklor e are her main concern.

An aspect of Sudanese life which fascinates and obsesses her

more than other aspects is the Zar cult. bar is practised or

used to be practised oy a great numoer of women in the Sudan.

It is a celebration for propitiation, appeasement and

domestication of Jinn (evil spirits) oy means of ecstatic dance,

gifts and slaughter of lambs.

i.amala covers her canvases with grotesque shapes and

ferocious women who look more like Leasts or demons than human

oeings. To represent the hysterical atmosphere of the Zar

ceremony she str esses such facts as expressiveness, emotionalism

and uuilds her grotesque forms with very suggestive colour-.

A critic of a recent exhibition of Contemporary African Art in

London describes Kamala' s works in this manner?

Power and mystery ar e the two qualities shown by the
paintings '
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paintings of Kamala I shag that are immediately felt,
the power resio.es in the eyes of her figures, and in
foriiis out of which the compositions are built; the
mystery is conveyed, perhaps, uy the colours that
ouild up into solid shapes out of the unformed
atmosphere, and then dissolve again, and by a
suggestion, oy hints that behind appearances there
are other visible powers that work mysterious
pro c e; se s of transfor nation.

Lamala is an impressionist. Her themes are dramatic

and obsessional, her colour tense and sharp and hex figures

are distorted to extent of exaggeration (?ls. 53, 54, 55, 56).
In other words her art is animistic, terrifying, aggressive

and sometimes monstrous, qualities which led many of her critics

to believe that she is much influenced oy the two British

Masters of the kacabre, Stands Bacon and Graham Sutherland,

This does not mean she copies them. Similarities between

their work and her work do exist out may be superficial;

mayue it is only an affinity in spirit. One should never

forget that she is young, experimenting anu has considerable

talent and potential. And, like the art movement itself in

the Sudan, she should benefit Horn development in world art in

order to build and consolidate her independent character.

1, Eevesi, J, 'The .paintings of Kamala I shag * Contemoox ary
♦ .frican Ar t (Camden Centre, London, August 10 - September
8, 1365),p.27.
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Hassan A1 Had! ,

Hassan A1 Hadi (Pis. 24, 25), whose earliest work

differed in rxo way from contemporary European painting, was born

in Omdurman in 1928. He joined the School of Design in 1949

and graduated three year's later with a diploma in textile design.

In 1954 he was sent to England to the E.C.A. for four year s and

was awarded an I .C.A. Diploma in design. To <_>ain practical

knowledge and experience he stayed in England for some years

working with textile fir ms. Ac cordin0 to 3d own:

He was ^iven the ^old medal for work of outstanding
merit in Loudon, and won a first prize in the
International Wallpaper Competition organized in
Switzerland# He sold his designs in England and
exhibited for the Vogue Chow in Manchester and
twice for Manchester Cotton Board.

On his return to the Sudani he took a job in the School of Mine

and Applied Arts as lecturer in textile design. He resigned

after one year' to become a freelance artist,

?ls. 24 aria 25 show that earliest phase in Hassan's

development as an ar tist who had wholeheartedly emnraced V estern

abstract painting. Competent and lii^hly sophisticated these

two paintings are, uut they definitely betray the extent to

which the artist had ueen exposed to, and influenced by,

contemporary western art at the cost of sacrificing his national

identity. It is true, certainly, that contemporary art in

general and austract painting in particular is international.

It should oe extremely difficult, if not impossible, to identify

a cer tain abstr act painting with a par ticular tradition, or to

attribute it to a specific country; and, furthermore, to be

ar tistically 'UnEudanese' or' eeternized' is not a crime#

But /

1, .mown, Ailica's Contemporary Ai t and Ar tists, p. 107.
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But the most important part of the dilemma which faced Sudanese

artists in the late fifties and early sixties was not only the

need to build a tradition of their own, but also to be able to

contribute to world art works which could readily be identified

as Sudanese: works that are individual and that have a local

flavour*.

Erom I960, however*, and since he uecame a freelance artist,

Hassan's attitude towards art and its function has changed

radically. He was - and still is - influenced by, and has

much respect for', contemporary bur* opean art; but at the same

time he was rediscover* iris, the art of Ancient Egypt and that of

her oe and Ciuistian Nubia. The appeal of the art of these

three periods was so strong and moved him so profoundly that he

decided U> stop austr&ct design and painting for* a while in

favour* of a form of art wldch could ue available to all rather

than to a chosen few. He was of the opinion that an art wliich

was not functional, and which was not committed, was but art

for* art's sake only, and consequently intended for the country's

elite, not its masses. In other words, Hassan wanted to

address himself to a larger number of his countrymen and,

strangely enough - in view of the general attitude that prevailed

has ueeu very successful. He knew that the majority of his

countrymen, like the general public everywhere, are shocked and

bewilder ed by abstract painting and most other forms of con¬

temporary art. In the Oudari, not only do they find abstract

art confusing and difficult to understand, and consequently are

angered by it; uut oecause of this they are actively hostile

to It, and reject it totally because they believe that it

'represents/



'represents nothing', means or communicates nothing, is not

serious, and, in a word, is simply useless. Objectively, this

reaction towards the abstract is irrational from a people who,

in everyday life, use implements decorated with purely abstract

patterns and notifs - such as bedcovers, foodcovers, floor

mats, water pots, and, in some places, even the very clothes they

wear (j?ls. 5 7, 56, 5 9, 6 0). but the rejection of, and

hostility towards, austcact art, is under standaole and just¬

ifiable for many reasons, some of which are:

1. dost of the people in the Sudan value an art object

uy its function or simply if it has a utilitarian purpose.

2. The abstract ar tist is addressing himself not only

to an audience which is very little acquainted with

austract art, but also one among whom wisdom of traditions,

deeply rooted beliefs, habits, and customs exert more

pressure than anything else; in other words, a

conservative audience, and therefore one which seems happy

and confident with familiar art objects, which are purely

functional. Cries of 'new', 'uplifting', 'fantastic',

'super', 'stimulating' and/or 'disturbing' not only upset

them out make them shy away from most forms of

contemporary art. Indeed such cliches, often used by

self-appointed ar t critics, not only upset them but lead

them to believe that they are totally ignorant, and

therefore they oecome hostile towards abstract art and

reject it.

5. The income per capita in the Sudan is thirty five

pounds. Ciices of works of art r an0e fr om j* 25 to ^200;
thi s /
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this fact speaks fox itself and needs no elaboration.

4. finally, abstract art is, in most cages, confusing and

bewildering. To be able to appreciate it, one needs to

be cultivated and well—educated — and very few people are.

Hassan ;ay or may not have been aware of the difficulties

which the mass of his people face in attempting to appreciate

art. But to reach his conservative audience, he took two very

important steps. firstly, he started to make beautiful copies
of Ancient Egyptian and Sudanese ac t. These are mass—pi oduced

1
ana axe sold as prints for a low price. (Pis. 61, 6 2, 6-3, 64 .

The prints serve the purpose of acquainting the Sudanese with

.representative works of his art and culture, and definitely

beautify and embellish dwellings, makin0 them more habitable.

Secondly, Hassan turned his attention to the Sudanese woman's
wardrobe. Women in the Sudan wear dresses and thu'bs - a thu'b

looks like an Indian sari- made by textile firms in America,

England, Prance, and other muropeau countries. Host of these

ut esses and thu'bs ar e not only u0ly in design, but ar e as well

extremely expensive. A ten-yar d thu'u which costs ten or'

twelve pounds in London, will cost twenty-five to thirty pounds

in Khar toum; some thu'us can even cost as much as sixty pounds.

Par ents in general and husbands in par ticular suffer* greatly in

order to satisfy their daughters* and wives' craze for thu'os.

A or-ess or a thu'u is not only an ar ticle of clotiling, it is

par*ticularly a status symbol; the higher the class a woman

oelongs to, the more expensive and varied thu'os she must own.

It is a well-known fact that in the Sudan marriages sometimes

break up and families are ruined because of expensive wardrobes.

Hassan/

1. Two to five pounds.
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Hassan 11 Had! had the ingenious idea of printing beautiful

designs on locally manufacturned cheap and plain thu'bs. He

started by printing beautiful flower3, colourful birds or plants

on these (PI. C5), and although most of the wealthy class

continued to era imported materials, the not very well-to-do

and the poor would brin0 their thu'bs to have one of Hassan's

designs printed on them (Pis. 06, 6=7). Nowadays his designs

ax e very fashionable; and, since the demand in the local

textile industry fox fully-trained designers is very little,

almost nil, most of the graduates of the Textile Design Department

of the School of Sine and Applied Arts who work as art teachers

during the day, have started their own little workshops where in

the evenings they attempt to satisfy the increasing demand.

Hassan's contribution to the improvement of the general

taste in the country is therefore considerable. He and his

fellow-designers axe not only helping and 0uidin0 an important

section of theii fellow-countrymen towards "true art appx eciation,

out they ar e helping the economy of their developing nation as

well. Locally-made fabrics with designs printed by Sudanese

artists meant that the majority of the female population stopped

buying foreign-made clothes, and consequently saved huge amounts

of hard currencies which are needed for other much more important

and immediate priorities.

His addressing himself to a larger audience led cer tain

people to say that he had turned 'commercial'; but he is a

commercial artist by virtue of his training and his specialis¬

ation as an artist-designer. One cannot apply the same yard¬

stick of evaluation and judgment of 'fine' arts like painting

and/
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and sculpture to 'applied' ai ts such as textile design and

pottery. And, according to a report on visual arts sponsored

by the Partington Hall Trustees:

The commercial artist and the illustrator differ from
the 'pure' painter- or sculptor" uecause their work is
intended only to be seen in reproduction and they are
mostly required to express the ideas of others. Their
work must therefore be judged not solely on its merit as
art, but on the effectiveness with which it fulfils its
total functions.

In other words, even when Hassan decided to address himself

to a large audience, he never watered down his ar tistic

principles, but remained an at list capable of original design.

To meet liis audience half-way he started by drawing realistic

themes, then moved to complicated designs composed both of

abstract and representational themes, and finally to pure

abstract design ( 'Is. 6 8, 69). Appreciation and demand for

abstract designs is not only increasing, but women in urban
2

areas prefer them to all others.

Prom the foregoing analysis it is possible to conclude that

the founding of the School of Pesign in 1946, which subsequently

became the School of Sine and Applied Arts in 1356, establishes

concrete dates fox organized ar t instruction in schools ana the

instigation uy the British of western art tradition in the Sudan,

Western art's techniques and styles were introduced and the

students of the School of Pine and Applied Arts were trained to

paint and draw academic portraits, still life, landscape, figure

and object drawing, and imaginary composition (Pis. 70, 7l).
The most talented of the students were sent, after graduation and

a/

1. Par tington Hall Trustees, The Visual At ts (O.U.P., 1946) p. 59.

2, Hassan A1 Iiadi to Coghayroon 1963,
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a year ox two of work as teachers, to England fox further training.

This meant a more solid training in the techniques and styles of

traditional and&odern European art. In their- different British
Art Schools and Colleges, Sudanese artists followed attentively

and in some cases participated and contributed in the evolution
of some art movements. But most of them while grateful for the

techniques and craftsmanship which they acquired in England, were

not satisfied with simple imitation of European art and were

determined to empress their memories, dreams, anguish and happiness

in a different manner. In other words, they genuinely desired

and worked very hard to create a new Sudanese platform of art and

were successful in their- endeavour.

The Sudanese artists discussed in this chapter are young.

, ost of them were born between the year s 1930-1955. They came

from different environments, have different backgrounds, have

different temperaments, uut most of them studied art at home and

abroad together, and they work together at the School of fine and

Applied Arts or otherlnstitutions in Khartoum. They axe highly

qualified in their differ ent fields and most of them had attended

cour ses in education in the Teachers Train!..^ College. They work

under difficult conditions without much public support. Among

members of the government and leader s of the community very few or

none seem to have any basic understanding of ar t, though artists

have to depend on their art for a living. The majority of the

Sudan ar tists axe teachers; some are advertising artists and a few

have x ecently found their way to light industries. In spite of

all this their attitude is very optimistic, mostly a product of

genuine desire to develop a national style, to contribute to and

maintain/



maintain an international standard of taste and, most important

or all, to enrich theii own culture. Indeed, that in such

conditions they work and produce works of art is an attribute

to nan's innate anility and a proof that Carlyle could not have

been wore ri^ht than when he said, "Like a vein of water flowing

hidden underground, secretly making the ground green".
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''at and parcel of the art education progra.ure lea the

people ae tii© activities of the nana tue ;\r i Association wklbh

11 the national official baby of all .'ud&uese artiste* Its

uaia objectives ore the welfare of its sealers and the .roaotioa
of art la general and ; :udun©se art in particular. It lias a

very unbitious progs aiifcae of exl&bitlotta all the year aroundj

iv.auiaiat» oae-iawi euo»'c, groups exhibitions and the winter and

suaner exhibitions to which all Sudanese artists ar e invited to

show their v.ark. The naiu purpose behind these exhibitions is

to neet the people half-way so as to help then underetand «rt»

its nature and its function. And as a wi?aoes of the . seociation

puts it:

There is an effort -v the con tenpga ex # artists to
neet the people of the Sudan half-way and build a
bridge to understanding. v e tackle ordinary
subjects noet faulliar to the Sudanese ana use
traditional for'as, colour1 a and patterns the people
have in staple craft designs* Gradually the
painters arid others will shift to uore nodern
expression. ' e ur ticts ©re aakin: a very sincere
effotr t to help the people under stand ana appreciate
what ar t it. all about. 7 t the sura© tlspe w# ore
not "watering down" our ar t principles* A

The ole widen exhibitions play in acquainting a wider

pu lie with vmhe of art is of eosae importance; but exhibitions

ur a aeons of isprovity, the general standard of art appreciation

a* e neither ^ood enough nor can they be considered adult

education proper. In other words, an adult visiting an art

extdbi lion /

1. r own, /--lie©'.. . oaU-aoaa. „■ j. j jut end r.r ticts. p.135*
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exiiibi lion nay expei ieuce or lflwa Eowtbiot., frosx it; ;-ut Rh&t

.' learns, i.. .,,ost cases, is passive, uccidexxtal and short

lasting. Jt ofessaa Vtruer calls tints type of adult learning,

learning fron 'natural societal settlors' and describes it as

follows:

I cults can lea*'a uy readiu^, by watchin^ television,
fx on conversation, ox by per ticipatioa in the life
of the coaauaity. By and lur^e, however , such
activities produce learning largely by chance or by
accident* ' bile everyday activities nay provide
unparalleled op ox tuniiiee, the learning achieved
tixei e ..y is casual and undirected as well as
iaefficitu t and oncer taiu.A

io learn, then, it not only experience casually but to undergo,

react, retain and -e able to recall what you have le&rntf or

ac adults' learning is defined by >irreus

hearixiftfc, imy ue defined as a relative lasting ioodification
of ueliaviour as a result of expew ence* lo be regarded
as learned, the "experience" nuot be registered,
retained ana recalled#^

- nother important contribution to adult learning is

piovided by Iiademan. It wears directly on the thene of this

study and is worth stuotixia* He varotei

Beauty is not discovered solely uy contemplation of
©autiful objectss beauty is exper'leucine* Indeed,

passive contemplation of beauty in o-jects ox iu terns
of aootract conception :>ay, and often foe? beeoa©
hindrance in creative experience.->

o utixiimise elements of chance, uncertainty una ensure

~otive leu aXu^, an pax tier nation, udnnece ur tit te, the - t

school/

1* Verne-r, * ...ai.1. i, ( .he Centre fox. Applied 1 ©search
•

■ ; t.L 3< ~ mo* | o »* a . , 1 p df . p p«X*
in

1, Birren, Janet h* fault capacities to lent u'/ h.j cUoln leal
• -~C'—. ,X ,/U.i.y;, C.». -'uu..t .u^cn Iron i '■ ©nix e IOa tu© fcuoy 01
Liber '.auCi-tionYoi dulte,Ctiict^o, 1j65), p.o,

5. Litideuumj . -The ..©aula,. of hdult education (Harvest House
tv*, iftc-i, lool} ,"T> » Jy—pd.



lip «

'chool aaa other adult education. institutions are supplementing

o-*.,ibiUons by offering eveain^ courses iu painting, sculpture,

pottery, t?nphic design, textile design, photography,

cnilitP'aphy, piintia^, lausic, theatre studies and ail histoid
to the -cult public#

To obtain, thex efore, the ueeesea*o e^sic facts, data and
■ixx a t~~ii nu i»i->ox .in tuon nbou t m L education in ^euexal and ndulfc

education tin. oUta ut in pur ticulux , and, most impox taut of all,
iu oi'dei to oun.line more clonelj wij^ professional artiste were

'\,«d iu adult education, u ..mvey in the fox*.. of three

different ^ueetionuairee had been designed and distributed

ex tista-teachers, adult evening class students, regular

dap school students and auainictratcrs of art com see in the

Three owns (Khartoun, Omiur man and hhur i..>um forth). 'i'hi; survey

v. us not intended to te exhaustive ~ covering the whole budna -

for three .iaiu reuooas# lret, the adult art education

pro^ trine in fhree towns has been ^oii*, on for a woou auiaoex of

years and consequently offered a ^ood prospect of samilo^ it

easier for the autlwft to On tain a representative cross-section

of the opinions ox m ticts-teacher £■:, udntul; irator 0 and students

»-itiiin a ieasoaauly short period# feoondly, the Sudan 1c a bit

country and an exhaustive survey would have aeaut expend!tux*e in

money, offox t and tine in addition to the unsurcountable

difficulties widen would arise when one cooes to final analysis,

interpretation and pi eseuta tion of tne results of such a survey.

iidxcQy and finally, pxoipaumee offered in other parts of the

country no not differ much if on she once offered in the Three

• owns and one does not expect patterns of .*ehaviotix of cither the

teachers f
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1
teacup;;: or the students in those areas to diffex significantly.

•ut, cefore ©eitin^ out on the discussion ox" the results of

the first %ue ©tioounir © which concerns the ax tie ts-teacher e,

it should be useful at this point to explain how cad why the

haeatlomi&ix © was designed the way it is.

'vUi. ai:x of the pxestioaoaire was states. £rou the very

be^iaaia^ as follows:

-he object of tide ^uestioaualre is to fiad out the
vie..s of the teachers of art apueelation on soae
of the problems related to position, &ia cad xethods
ox art education i.* general and adult education
tiaout,ii art la particular * She result of the
siues tioaaaire will remain entirely confidential
aud will mention no name,
uii personal opinion, ther efox e , «ill be greatly

apx eclated.

She ^uestioaumire was then divided iato Uu parts dealing with

the foliowind:

1. la .Part One the or t-teacher was ashed to fill in a

few per sooal details, such as name, age, the grade of the post

he held, acndeiaic ttualifications and the nuund of exhibitions

he held at hone ox aUOi d, individually and An jointly with

other artiste. fhe main aim of the researcher here wsc to try

and discover the extent of knowledge and experience which «n

artist-teacher ;^ay have had. It la a '.mown fact that all

artists ia the "ud&a ere utsic&lly trained to teach children and

youth. : ethods and techniques which a teacher applies when

teaching children can ot and would not be accep ted by adult

students. An adult may Join an art ecu- te fox a variety of

r©aeonsf

1. do avoid generalization, and also, to have & different area
represented, the author carried out «* survey on adult art
education In tbar a which is- 320 kllonetacet froa hax tousu.

* . ^ v i 4. CulJ J. . I

jm ©v covet pu^t > 1 the ques tiomuxire.
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x ©aeons the least or which nay be to learn and with ,ieconceived

Ideas as to how he asy 1earn and what goals he is? out to achieve*

In other wards, teaching adults is a tou^h job which demands an

expexienced professional adult educator* ?x ofeeeion&l adult

educate* l are a scarce coanouity in the udaa and definitely

existent aiaoag artiste# Most of the adult education programmes

in the country are performed by no»-profesetoaal, part-time

volunteers* A purt-tiae adult art teacher can never substitute

a full-tiiae professional one* 3ut if there are those among

the art teachers who axe highly qualified in their cubject of

specification in addition to n ^ood standard of general

education and long experience in the field, they say succeed as

substitutes foi professionals# Art education in general and

adult education tlaoujh art in particular can neither be purely

vocational no* purely teciuilcul but should fox an integral part

of the general education. It demands, therefore, not only

hi^ily specialised artists but ones with good standard of general

education and experience as well.

2# .?m t Two of the questionnaire consisted of four

questions dealing with the necessity of ax t as an integral pru t

of the general education, ifit was deatrable to aalct art
■

compulsory, if adults were educ&hle and if artists were at all
in favour of educating adults* It is not enough fox adult

teacher to oe Itighly specialised in Ids subject, he has in

addition to academic qualifications to be strongly co-.altted to

adult education and noat important of all, to believe in the

potentiality for growth -ox learning aaaoug adults. Most of the

intelligentsia of the country mistakenly believe tliut adult

education/
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education it waste of i e sources and efforts and time, fr tists

-a... &u impor taut pu. t of tills lutelH^entela &ac it therefore

twCi—e necescar^ to flab out if the^' were of the cute opinion

01 not.

2. Par t Ihree eu^fcsteU a aum..>er of possible aims and

o.jectivoe X« the education of adults through cu t. Inch

objective, artists wae informer., could be either Veip Important,

foderatelp Important, oi Little I sapor ta..ce or of Ho Importance

at all. io; tiete-teacher e were then asked to indicate their

. seee~»ent of each objective brf .nikihfc a tic., la. the appropriate
eolu.su ( ee pad© 3 of the questionnaire), luce the nine and

objectives to be achieved ^ ao^ couree cau re as different as

the students and the adult education institutions offering the

courses, care has been tahea to furnish i ,e ar tiste-teacher s

v.!th a fair number of different objectives. ox crumple,

should an at projia^at* concentrate Oa developing technical

S.JLlle and abilities in pniati%,, drawing, rodellia^, etc. ,

or should it teach mere appreciation of art* Should it be a

pr Ofc^'aauue con-inin^ theoretical and practical uuowle<%« of art

or should the main objective behiuc it be to encourage social

intercourse nab helping, adults to spend a fev, leiaureip hours

in a relaxed atmosphere, statement© of objectives are of
vital importance to the success a. failure of an adult education

programst* becauee, according, to ..uowlec, they g»ive answer e to

some or all the following Important %uestioaes

1. -hat needs and interests are to be served*

2. hat ar e to be the hoped-for outcomes to individuals;
what changes In ehaviour will be sought*

3. /



3. hat will be the content of the program?

4# '-hat methods will be used*'

5, fhat will -e the relationship of tide program to
other programs la the community?

6# -hat will be tue role in tide prolan la term® of
lh« larger organisations of widch it is a part'* .

Ho* «ili it contribute to institutional development#--

To sua up then the twain aim of tide par t of the survey is twofold
fir alio to fiau out to widch oo^ectives or tit t-teachert attached
the highest priority ami, secondly, to use result® obtained in
one of the final chapters of this study which shall deal with
a,, evaluation of art education#

4# i'-c ioct of the teacher t staged in -uuit education

professional at tie to may have one or- several r easone why the„

cotre to tfcae u adult education# To find out what their

*0 tlvatiout were | or tie ts-teacher a were preeon tee with a number
of different not!ve& each of widch could eititer be Very

Important, Moderately Important, of Little Importance or No

Impor tnuce at all. Here again ar tints were asked to stake their

assessment of each motive by simply aukin^ a fcica in the

oppr opriate column, The author *e aim here was to discover

••hut really makes a professional artist en^a^e himself in the

tough business of adult education# Is it because an artist

wants to serve his community ? Ir it because an artist is vary

enthusiastic about ids ai t and consequently would want other s

, to know a~out it and appreciate it, or is it simply because of
the financial reward'* In other words, to widch motivation do

ar ti ct-teacher s attach their highest priority, and are these

pr lor i ties /

1, knowics, ulcolm . . Informed ,• uult -uucntion (Association
nn , V, Yn n, i;51; , p.), lo2-183# '
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priorities 'nil placed or not?

5. She first section of part five of the %uest&ouo&ire

deals adLaly eith problems of amateurism or adults lesduind

about ait through at t. :3rofefefeioaal artists were

asked if they thought that aa aa&taur artist had a eomtriuufcL .

to sudse nad if ati iucre&a© ia the number of amateur s would enrich

at lower the etaad&rd atid <iuslity of art lit the udaa. host of

professional art!ate everywhere ate either suspicious of or

X >y.< down upon amateur ai tie is' endeavour b. it was therefore

accessary to find out exactly *h~t professional artiste ia the

tfud&ti thought of the auftteu* adult.

riuce ar tist-teachers combine adult educational functions

with their regular d&y teaciiia^, the three remaining ^uestious

of the secoaa section of this jar t tried to discover how much

adult educatiou inter fur eu with regular teaeiddc, if the,* found

it sti-urlatiui, or if it was enpplat their energies and creative

i acus.

6. Part dir. of the ^ue&tlon.*aire consisted of three

uues Uoas concerning the in lists' status ia the l udnu. The aim

here was to fine out if artist© thought their status was

entirely' satisfactory, barely satisfactory or* unsatisfactory*

7. Ia ?tu t even ax tiats- teacher s were asaed if art

teacher t ia regular day schools wer e awar e of the students1

pi ohUmt, and the urpose of art education, ou if the teacher-
ar tifet failed to do so. bote aim of ti.. was to uuue the ar tist-

teacher the judae of ids own >erformates. lu other words, how

uoou or bau a ts.-c he thought himself,

a. /
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\ 8# Ut light war designed to find if, according to or tists,

M,9i'e was great patronage, little patronage or no. patronage at

all fi-ow the government, private enterprise or individuals,

kutrouage ir- important not only because It means encouraging

artists through buying their work, but alto oec&use its cnlcl ne

cieatce a favourable climate for the arte to flourish and for

artists to oe less alienated.

9. In Part Nine each artist-teaoher -as as.ed to 0ive the

criteria by which he ^ud^ed the success of failure of the course

ho taught. Through evaluating a course teachers and udsinistrat-

ore should be able to determine what progress the course is

uU.nd.Ui., tower ds the achievements of the goals ect for it, how

good le the material offered* how effective ere the methods of

teaching'and, most important of all, if the students were re«*lly

learning or not. In other wards, positive re.-nil;;. would aean

success and satisfaction wl h the cour se, dative results,

on the other hand, should show where the educational institution
u ovidi^u tlu.it course or- the teachers or' the students went wrong

. .. I „

L . t.i . It :. ku. > j t\ . xt ; .■• .. ei her v/; two c•

fir stly , to find what methods of evaluation ar tlct-teachers

in the adan used, and secondly, how .arch of a success or a

failur e those methods were.

uch ore was taken to design this questionnaire in such
a wsg as to provide tire author with the exact information

needed for tide study. This is the very reason wiry the questions

asned and answers JLvea were siaple and s trnigh tforward. In

other words, instead of asking open questions and leaving it to

the f
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the i enpoudent to decide ou the length and detail of the answer

1 ^ted to wive, a auaner of u^erc or vaa tables were offered

ft o- v.hich tU-2( i c:>oudent choce only one, answers were not

provided to influence the respondeat in one way or the other

but simply to iaaae the latter*;. yol much easier and simpler t

as to eav® ti;;* and energy, In short, the purpose of tire
Questionnaire or The oblea" to be tackled by the survey was

made cleai ft an the start and hence what relevant questions to

ask and what possible answere to offer to the respondent to

choose from. It nay seen ar-.itrary on the part of the researcher

to ask the questions and provide the passible answer e froa

which the respondent had to choose one answer* But tills hae

teen d.<ne not duly to save tine and effo-1 as sentlraed earlier,

but also to avoid the complications which mice out of open

questionsj or as 'oser pats it:

Open question;,: have their probleae, The detail
obtained is par*tly a reflection of the respondent's
loquacity, so that different amounts (as well ae
different Items) of information will ue available
fen different people# A second difficulty lies
in the t&s .. of compressing a v.rittca, qualitative
answer into code cu te^ories.1

Part Ten of the que; tionnsire, however , tries to solve tide

pa obien .v giving the respondeat a free hand to aake all the

cosMcato he sav. fit. He it left with four* blank pe-qes and

ns-.ed:

iudly ado nay additional information you deem of
value concerning art education in the rudan in
gcuvinl u„„ r.v position, ac V.toar and pi obi cms
of adult ar t education in par tlculur , or nay other
specific ox general points which you might feel have
been f

1# r-.0£>e± i • i j-r;., y..h.a. . hnhAyn.; An,
U=einvnanu, lOndon, loooT, p»«pO»



seen ler t out oj the spres tiouuair ©• ill© lew
ulana sheets at the ©au of the >i'u©etioumdr &
hnv© oetn specially lef t for tide purpose.

Thank j ou v*xj iauch.1
1Mb feUoulv, suffice to eaplaiu how and why the ^©ctiouaaire

was designed. let us now fjUat pre seat the r ©suite obtained,
ufiul later u t tenpt to &n&.ljfs© and <11 sou so soum? of tl<fc or Lists'

2
views o.i ox t education.

tists* auswers to tie ^uestlouc «'-ex © vuied. hut almost

to & man, thej« all seea to selleve that art is a verp necessary

pai t of education, that «.r t is man's ui^Uest aad laost aoble

means of expression and eokaanicstion and that the creative

impulse is a w»sic ueed to ail people. hep are also of the

opiuioa tuat ai t is uu esseatial factor in the over -all developoeat
of the human pet soualitj; iu diviu^, the individual new .ream©

of communication art fosters values aicu ur e essential for the

intellectual, cu)tiou&i auu social development of au individual

as well as the society as a whole. Ia the case of adultst

artiste strou^l^ believe that the latter are capable of jrowth

auu learniat, and that thep can understand <uau appreciate art

aucu mote ^uicklp anc f. jl setter than children.

Given the list of possible objectives of artist© iu

teaching adults their' preferences oau be art au^ed iu descending

order of lapor tanee as follows:

As Vera I.'upor taut of the objectives of the course thep

fc|jr eed:

1. ' o aiu the adult to spend ids leisure tint? to a
Ooou purpose aire la a constructive manner.

2./

1. £e© last pa^e iu the question..aire.
i

2. krtiet-teachers r espouse to the ^utstionaairt was excellent.
Out of 30 copies distributee 77 were couple toe and re turned.
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2. o acquaint the adult with representative ^examples
Oi 'tut? hrintiitb , sculp to © i mussx©, fi tc» ox ui& couiitije'.

3. To oti.iiUlu.te and exuich the indigenous culture.

4. To develop the total per sounlit,/ of the individual
bj hi.a a new means of cosuaunication.

3. To improve hie critical values,

he 'oderatel,/ Important objectives the,, choee the followingj
1. The majority of the population uo not know how to

appreciate a war a of art. Theo aeeu help and guidance.
2. To provide so mean;, of analysis and cxiticni evaluation

of ptai v-ox of art, a basis fox the development of
continuous ar t appreciation.

3. To help the adult to achieve eelf-oriticieu.

As of Ko Importance At All the,, all singled out the following

objectives:

... o ram,xlur iee the adult wi tn teciuiiruec , ror ms and media
of the various ur ts.

To the cive.i list of possible motivations whjf artiste are

Ci^^ed in adult teaching their preferences can be arranged in

uetce.uJ.iit, ox be* of importance as followsi

As Veij' Importanti

1. To create an audience fox the ax ts.

2. 'lot to produce more uuu setter. works of ar t art .«ttea-
people £uid etter communities# *1

3. To create p&trona&e for the ex ts.

4. ecause of the financial rew.xb.

As . .oberatelj Imp or taut the following s

1. Ax* increase in **.iat«tti ar tists would change the
attitude of the masses in favour of art and artists.

—© of " o Importance At All the,} ail seen to *£? «e on the

following '

1. eau, her wert. ducatiou Through Art (Fader & facer.
joutju, 1P38) P:



fo liowirio no tive:

1. io create positive orientation towards the artist and
reduce hit- alienation £roia society.

A sued wuether the,, thought an iucxease in amateur artists

would lov.ei oi enrich the staada* d and <iuaLity of art iu the

: udna, the majority (rwout JOfS) thought it v-ould uo neither •

io the yuestion. " ho you iiuu Adult -.eachint, stimulating

they utrt- »eu to oe ulvided on this* io som adult teaching is

stimulating because auulte as& intelligent <iuestions and raise

problems wliich ma&e artist teacher ; stop to cousidex not only
the com ees they a* © teaching out art ia the Sudan at a whole.

ih*ay others, aowevex , do uot find it stimulating iu the least.
acause it it part of theix regular teaehixi^ load they ©ecu to

feel that hours spent with adults iu the evenings sap their

fc.ier& and much interfere with their regular da^ teaching; few

went a© fax as to claim that adult teacidu^ is not only tsap.dht,

to their ener^' hut to their creative iueac a© well.

Ail of then, however, stioixd^ believe that the status of

tue ax t teacher iu the . aba.., it --.-irely satisfactory, that he

we t& little patx ona^e fx on the tate and private enterprises

hut no patronage at all ft ox. individuals.

-he question ox evaluation ox the criteria by widen an

art teacher ex... jud^e t.»e course he it teaching is very important
and very difficult at the sane tine. It Is lap ox taut he cause

only wv menus of evaluation cm; a teacher tell how much of the

programme Sua. .,eea carxied out, what weaknesses it has had, where

it is successful and how ouch of the objective f. has been fulfilled.

Il if difficult on the other hand, because the methods generally

used '
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used are far ft-out perfect and the results one obtains we neither

reliable not conclusive. For tuuately, la a discipline like

.:Uue -it, one does no I really need to use ox appl^ every rule

gar Uick in the book of evaluation. Aa art teacher has tide

advantage ok oein^ in a position to tell if hit student lias

really lew at to observe, draw and nix ana apply Ids colour e

correctly or not. This nay not re a sound yardstick of

measurement, ,ut in an art course it means much more then a

step Tor*ward iu the direction of achievement. To Sudanese art

teacher s, however, a cour se is successful if it fulfilled ©one

or moat of the following conditions!

1. If lac number of students enrolled at the oegiUiiin^ of

the course remain constant to the end, with insignificant or

minimum drop outs.

2, he iiaount of skill learned in drawing, jaintiuo,

•roaelii:i0, vie.

2. r he change or modification of attitude toww de each

other's achieve. ~nt. Aaay teacher's devote a whole eveuiUc, once

a nouta for the students to criticise the work of the wiiole

„poup; tide is usually done in a very friendly manner. -

4, • modification of attitudes to war dc other nations1 m ts

arid vr.^ of seein^, and par tr ay la& things. A whole class was

once verj indignant burin*, an art nppreelation evening when

icheitin^elo'c creation of Adam was shown. They could not

•■•elievc tlu I an in tist oi art would dare to portray od or Jesus,

hxplunntioa of the role ait played in the spreading of Christianity

and showing them examples fton their own Christian Mucin slowly

convinced then. - t the end of the course they were not only

sympathetic f
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sympathetic but they wanted to .mow much lacre about other
or o.--can and African art and artictc.

5. a-he anoant of new ideas fully adopted and practised by

the ttudents. In other words, the depth of personal experience

it of prime importance in the art course. Thus, the

meanln^fUla*sa oi success of the ait programme is measured not

only ia terms of jcoup achievements nut individual achievement
as well,

6. lot only Individual achievemeat but also independence,

enthusiasm and attentiveaess as against indifference. Tay

Ahaed 0ave i. compr©Uenslve answer. It is worthy of quoting.
He says:

As a lecturer in Graphic irte (as opposed to Crapliic
esii>i) I often consider the individual student's

reaction to the exercises «*nd pr'o</'names I set for the
stuoio . ., j teacliin^jS r •■**.,^0 xr omn-u Xt t tcx inn,
theoretical typography to tec.minuet into autotp aphical
methods, e.&. copper and sine plate etching, lithography,
silk screen, word ana lino cuts.

Ay experience of seven year-s of teaching had gr eatly
convinced me that apart JCToa en tun©is cm and attentivene$s,
the -uore independent h» students are in co-ox uinatin^ and
correlating these disciplines and techniques in solving
their >rofcleas, the more successful my endeavour s are.
In other words, I take the student's original endeavours,
compe ti tivene t a as a healthy eiqa ... ''her e a jn opor tion
of 7:10 sex lout students is riot >nd -t all. I often
worry when the ones laa&ina behind show more indifference
than lacn of ar tistry ,*

ine results of the questionnaire, comprehensive and very

informative as the., n&y eeesa, have in turn raised very important
new questions widen e&naot u# left undiscussed. A first cad

fundamental question is: ire the artist-teacher © discussed in

fids f

1. '.a. to o^Uayroou, ecei.-or 1X6J.
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tlds study coups teat enough to teuoh adults'* Before answer in^

this question it is necessary to describe what competencies fere

debited of a teacher of adults. Kalcolm r. Kuowlee has

identified the follow!u^ as top competencies:

1. fa las true tor must aot only have knowledge but mst
ot- a successful practitioner of his subject or ©kill.

2. life must be enthusiastic about his subject, aau about
teaeiiiut, it to other s.

3. He must have - or be cap&ule of learning - an attitude
of under standing and permissiveness toward people.

4. He must be creative in Ibis thinking a,,,out teacldria
methods. He must be willing to experiment with new
ways to meet the cliau^iiq, needs and interests of adults.
He must be coucerued more with the jrowtli of the
individual than with the presentation of facts.

3. £ uch sta-.idi.rd requirements as statue in the community
or occupational <yroup, previous teaching experience, etc.,
ore deeir&vle only when they ore compatible with the
characteristics described above.1

lu other words, a teacher of adults must believe in adult

education, in tut adult*s ability to learn. He should himself

be not only technically skilful cut ae much creative; to be

awsue of what drives an adult to learn and to be capable of

appreciating the difficulties and problems involved in adult

learning, idle list of desired traits as competencies required

in an adult educator is hard to come by even nmorq, professional
adult educators, needless to .wutlan the part-time volunteers

who constitute the majority of adult educator© in the Sudan.

.--ccor uiuc to the re suite -of the questionnaire, the artist-

teachers in the "udan ..elieve in and ue enthusiastic about

aeult education, ©re thenseivee highly trained, skilful and

ct eative f

1. no Vile l , •* i *, .». ox ..nil nuui ^ duea rlon, p • J t.
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creative «r tie to. 3 he fact- tiu.it aost of then take part in

eriiibitioas at home and abroad pi ovee that thej are themeelv.

continuous learners, often experimenting with differeat materials,

shapes, forms and themes. est of then, and in this respect
Hue the major 1 tq of adult educators iu the fudan not

.mow or are aware of the problems of adult lecraina but some

have, through experience, steep of fellow ar tists teaching

adults, or simply through hit or miss methods, learnt to

under stand adults cotter. further more, the friendly and

informal atmosphere iu the College of 'iue and Applied Arte
on oilier adult education lnctibuttons running art classes help

coth the teacher and the student to under'stand each other better

Oiid hence develop positive relationsUlp&• And according to

Aalahl even tire tine of the day has a role to play iu the

development of positive student-teacher relationships.

He sups:

A he tine of dap (6 p..a. ~ 3 p.m.), the students feel
quite fi osn and rel&red sad quite ready to concentrate?
also the lack of the ritoid academic ties which is a
jr eat contrast to that of dap-students.*

b'herefare, professional ar tists iu the fudun do not claim

to ,e ideal adult educators, art they ne learning every dap

and the pr ospect for them to sle .etter ones is rich and

u i inx lei*^iu^, *

second and also important question is: he the art

teacher s well &w&i e of students' problems and the purpose of
art education? Aide question woe mainly posed to ax t teachers

in f

!» f alahi to So&hnyroon, December 136).
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ia second* xp schools, rheii jo.v at the moulders of taste of the

eouuUy 1 iu tux e adult population told, iuut.u, future leader !.pf

their role in tic development appx eelation ana enrichment of

the u is -■ a.U e-vij' exavnti* 1. ia other wards, the second*!"y

school a t teacher s1 ability to under stand their students* art

pi ouleme <-.nd &euet'al aim of i-xt education will determine how

.ruiy of tuc taleateu students will want to join the at olle^e,
at who vdll want to continue to studj and appreciate art even

if Ue choose::. *•- career that ii altogether different. lost of

then «us«exed iu the affirmative* out the truth it a different

^^ttcx nl toc,e tner • any a teacher in scuool A-ails to

under a band the students* problem® and the purpose of art
1

education. Tills it due to Kwu'iy reasons, some of wldeh ore

tin foliowint,:

1, The course which art teacher a had taken as students of

. • pxiays a4,i iupoi t»-*»xt x ole in their lack oi under*8

of the objectives of their vocation. It is almost purely

technical ><v cause it lacks a ^ood pr 04prarme of art history and

ai...iw aubjecti of c,antral education, . he , , never had
a vpraiiflvu art history lecturer uefore 1364, who, incidentally,

iv .i^ned a jt-ai later , nor did it have or hue a qualified

ivctai er ia general etudes ..ox even an adequate li la uiy. «hen

ir ai win and ids col rvalues ct.ne to appraise the ', .A, in

1363# they could not fail to no lice these ehor teeminge and

accordingly ^uve the following advice:

An /

— » - <-• v- ^ w war* a v -0 . •< V> 1 t. ,v. JU ..t« ■ i... ./.. iyi v . .X ;. i.-X 4/

of the study as v.. result of Ide previous job as full-time,
una la tex a® part-tire lectur er in u t history at the

• •- »■■ *, aigo ai. a result ox per ouui contacts and informal
dlscusoioaa *• x n» *■u 1 teacher e X;» alxre* ent scconuary ccnools#
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4.u lit tist it ebweutitolly au inter pre let of iceae aaa

COiifi<?<ittCA'itly iU? JUst Se liit'Otodl^ tvUCok-u totid liOt merely
technically trained; and the- eource of his inspiration must
iivfeu to we tot.. Ctr ©fulry tiUi tlU eu tot! th© EtoillCi With WnlcU it©

1
OLi tVytoL XXj ClOttoeS 1 L *

1. J i/OUt 10' OX tat' iJL to(iuto t© j~. OX tut3 • w@C0M6

tt-ucutti t. Artei' a few y#ax e of teaching they usually lose

whatever youthful ideas which they any have had nod settle down

la to r outine, ^oYeraeu by mundane , mechanical attitudes which

impose li.xLte on their concept of ajrt» Thus the eastern of faulty
education per p©tuntee itself. Ia other words, most of the

©ecoudatv school alt teachers and especially those in react#

areas, 0et out of touch with what is happening in the arts and

so what they have to offer Ik* say number ox year's ox their career

neither lapr oves nor develops. And unlin© or t teacher s in

. . f .rndee *- uu.»lie teacher t of other subjects in any other

educational institution, the prospect of their Ooiuw abroad to do

post tP'todu^U- courses oa even shor t refresher course© is minimal,

tofiaOSit SiiA-.

3. .'iualiy , even if ar t teacher a arc up to ante in their

,;bo ..led^e of what is taring place in art, their icaowleu^e becones

obsoitte as they can never apply it not practise it in schools,

nappies of the latter are those who graduate as sculptors,

jr&phic designers and to a lesser t a tent, ten tile designers,

host schools cannot provide facilities or material for the former

to teach at wor x in their original field of specialisation.

Insteadf

1, . ar win, it oner t, report on ff.c fcajji -of -jae and A,o died
1 x fc s» p. 14-.



Instead they have to teach painting, pottery and very primitive

textile design or bookbinding. Lac- of motivation either to

produce work© of art or teach well probably makes their

frustration entr eaaely gteut and the relationship with students
rather tense. They oust have the opportunity to continue their

per eonal worn if they -re to preserve the vitality of their

tfc-acliiiv*

i- third and fundamental problem or question which emerged

ft on the results of the questionnaire concerns the confused

attitude of the pr ofe©clonal ar tist-teaches, towar ds the amateur"

adult* It can ee posed in this manner :

io at tict-teacher e really believe in the adult's ability

to learn?

In answer to title question in I'art Two of the questionnaire*

professional ar tiet-teacher©, almost to a man, ©aid that they

believed ia adults' auiiit„ to lea. i and were all in favour' of

teaching adults. ut when asmeu in ?«r t . our if an increase

in amateur artists would enrich or Iowa*, the standard and

quality of art in the :• ud&n, they thought it would do neither,

fhis is obvious confusion. If one strongly believe© and knows

th,.t adults can -»uu do leal a to practice and appreciate art,

then one cau have no alternative 'out to agree that they should

have a substantial role to play in enriching the etaudar d end

■quality of &i t ia the counti'y. :vea if adults or amateur v

rail to be coot or*fciv* turd or iginal tiets, Weir sav vour' l

in this respect should at least equip then to become mor e
i

appreciative of art. In other words, th«rf will become a

©Opair.tica-Wd audience who i© not satisfied with the mediocre or'

the /



the banal toid hence will demand ^oad performance© from

specialised artists, a tuia0 which should definitely improve and
enrich the quality and standard of the arte in the country.

one of the pi ofeeeioual ar tists (the ver y youn*, and

inexperienced) uo not think much of usateur artists because of
the quality' inid character of the worm of most of the latter.
To then, the amateur is extreuely conservative and does not

1
move with the timet. He suffer s from a faulty art educational

system which taught hia that art it tuch-aad-such, ana ids main

aim is to acquire the greatest facility at what he was da±0£

at school, i.e. painting flower's and landscapes. This is all

true. Amateurs, or most amateurs, are conservative; they

paint lanasoapee, ima^iner^ as well us real, and they paint

portraits, and they tend to arouse more &u.4ration from the

society r,o that a pgendo ''Classical : tyle" of painting, for

exa«^)ie, is held as the ultimate in "Good Art". out they do

tide in C)oob faith without realising their faults and short¬

comings. The pr ofessional ai tiet-teacher's first duty must

he to help the amateur to improve his art through positive

criticise, and generally to help him impr ove ids crdtical values

and self-criticism, Indeed, a professional ur tist must realise

that in the amateur he has a formidable ally and not a rival.

The amateur can help the professional artist to pi'ove to society

that ar t is not a frivolous activity cut a very serious one.

Together they can create a living pattern of cultur e and will

bridge the cap cetween the professional ar tist and society thus

reducingf

1, The following two chapter g shall deal mainly and in full
detail with the students.
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reducing his alienation. The amateur has, indeed, an important

role to play. In The Bristol Seminar on education and Art the

role of the amateur was described as follows:

In the past it was the craftsman who created and followed
an instinctive taste arising from the direct feeling for
materials. Now that industry is speeding up the process
and squeezing the traditional craftsman, there is a very
real danger of a break between aesthetic feeling and
cultural product. On the amateur now rests the
responsibili ty of making the bridge between the people
and the arts. With the decline of wealthy individual
patrons and the tendency of state or communal bodies to
take over the functions of patronage, the average citizen
now also has the responsibility for what should be valued
and acquired. Hence the need for the amateur element in
the population to be t-u well informed and as sensitive as
possible in regard to art; and, consequently, the need to
sponsor and support all means for his improved artistic
education. 1

1. Sneum, Likard. "The hole of the Amateur", in education And
Ar t, p. 98.
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CHAPTER SIX

THE VISUAL ARTS IN GENERAL EDUCATION

In chapter three we have discussed the introduction of

visual art education in Sudanese Schools, its aims and objectives

and the farces which operated either for or against its

development. Art in general education cannot be ignored far three

main reasons, Hirst, a brief look at its role in school today may

throw some new light on its function and provide some more useful

clues for understanding the problems which today face art education

not only in school but also in adult education institutions and

agencies. Second, an examination of its present position will

definitely guide us in our speculation as to its future prospects.

Third, and perhaps most important, the artistic or cultural

climate of a nation is very much conditioned by the school

programme in the arts, its aims, methods, place in the curriculum

and the attitude of teachers and administrators toward it; the
attitude of the latter towards art is significant because it may

reinforce or hinder1 artistic activity in a child not only his

Primary School but also during Intermediate and Secondary Schools

or later in his adult life. But if one is to have a clear picture

of the placabf art in education, one must first briefly describe

the system of general education in the country and the way in which

education is conceived and the purposes the schools are expected

to serve.

There aretwo types of education in the Sudan, secular and

religious. In the secular one child-youth education is divided

into/
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into a tliree sta^e system of foot' years each. These are the

Elementary (7 - 11)» the Intermediate (11 - 15) and the

Secondary (15-19). To be promoted from one stage to the

next one children must pass very competitive examinations. The

religious type does not differ much from the secular one if not

for the fact that the former noes not provide instruction at

the elementary stage and that its curriculum puts more emphasis

on Islamic cul ture and Islamic studies.

Government education is supplemented by nongovernment

private schools such as Sudanese National Schools, Arab Mission

Schools, in addition to schools for children of foreign minorities

such as Greeks, Americans and Indians,

Successful Secondary School students with very good G.C.E.

passes usually find their' way to the University of Khar toum.

This is the Sudan's main University and comprises the following

faculties? Ar eld tec ture, Ar ts, Agriculture, Economics, Social

Science, Medicine, Law, Engineering and Veterinary Science.

Students who hold the G.G.E. but uo not satisfy the

admission requirements of the University join other educational

institutions such as the Teacher Training College, the Khartoum

Polytechnic (formerly K.T.I.), Khar-toum Branch of Cairo University

or the Higher Institute of Islamic Studies (formerly the Islamic
1

Univer si ty).

The Sudanese system of education, though covering a wide

area has had many disadvantages. The following are only a few*

1./

1, Government Minis tries such as Health, Defence, Ministries ofinterior ana. Apiculture provide their own specialized
educational training programmes.
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i. It is an alien system, basically introduced by the

former British Administrators, In form and content

it is European oriented; therefore, not geared towards

the promotion of the cultural, economic or* social

aspirations of the country,

ii. It is highly selective, geared towards passing

competitive examinations. To be promoted from one

educational stage to another a child must memorize

mechanically subjects ana information that are in

themselves dead knowledge and which have no present

or future value.

iii. Thirdly and finally, inspite of the fact it covers a

wide area, it has failed to secure educational

oppor tunities for' the majority of Sudanese children.

Of the Sudan educational system it has been said:

The percentage for those who attend the Junior
Secondary School, age group 11-15, is 4.4^, and
for those who attend the Secondary School proper
is 2.4^; of those who complete the Elementary
School 20$ only have the opportunity to attend the
Intermediate School, and of thost v;ho complete the
Intermediate School 40^ only have the oppor tunity
to enter the Secondary School.

This academic, static and obsolete system of education is

to be abandoned as from October this year (1969) for a new one

which is hoped to be dynamic and functional enough to meet the

new/

1. Halim, Ahmed Abd al-. Paper on Adult Education presented at the
International Conference on Comparative Adult Education (U.S.A., 1966), p.2.
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1
new demands and conditions of a developing country.

Turning to the visual arts in education we begin at the

bottom, the kindergarten. We find that art activities occupy-

most of the time which a child spends in the kindergarten.

Dancing, singing, or scribbling and drawing in crayons and

coloured chalk and clay-modelling constitute most of the

curriculum and are considered creative play. Unfortunately

kindergartens and infant schools are private institutions for

the few privileged children. The majority of Sudanese children

cannot join them firstly because there are very few of them and

secondly because they are rather expensive.

The formalization of art education begins in the Elementary

School. Accordingly to Greenlaw and those Sudanese educationalists

who revised, appraised, developed and implemented his theories,

the aims of the art and handicraft programme in the Elementary
2

School are the following. ,

A. Physical Aims

i. Training of the senses.

ii. Co-ordinating the hand and the eye.

B. Mental Aims

i. Stimulate the imagination.

ii. Increase the power of observation.

iii. Learn to express and apply them,

C./

1. According to the new educational ladder the primary School is
to last six years instead of four years. The.-junior- Secondary
(formerly Intermediate School) sta^e will last for 3 years
and the Higher Secondary (formerly the Secondary School) will
also last for three years. The Higher secondary is divided
into two types, Academic far three years and Vocational and
Technical for four years. The latter includes agricultural,
technical, veterinary, commercial, medical, teacher training
and home economics. Between every staue vocational and trade
centres will oe established to absorb drop—outs.

2. See also pp.
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C. Aesthetic Aims.

These are perhaps the most important aims. They

are concerned as much with how well the children do

their work as what they do. They are concerned with

the education of tastes what is beautiful, or suitable,
1

ana what is no t.

Towards the achievement of the above mentioned objectives,

pupils are given weekly three or four periods of 40 minutes in

the following subjects:

1. Drawing: Imaginative, objective and technical.

2. Design: Pattern making.

2. Colour:
Colour naming.
Colour Analysis,
Making Paints.

4. Clay-Modelling.

5. Paper bark.

6. Millet stalkes modelling.

7. Y.eaving and Textiles.

Erorn the early forties and until 1951 when Greenlaw finally

left the Sudan, art had been part of the Intermediate School

curriculum. Pupils, then, had a syllabus comprising the

following subjects;

1. Book-Crafts.

2. Drawing - Objective.

2. Drawing - Imaginative,

4. Design.

5./

1. Greenlaw, J.P. Handiwork Por Elementary Schools In Africa,
p.9-10. ~ " '
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5. Colour Science.

6. Clay-Modelling acid Pottery.

From 1951 onwards, however, the place of art in the

Inter mediate School began to change radically. Concentration

on academic subjects such as Languages, Geography, History,

Science and Mathematics squeezed our art periods altogether form

the overwhelming majority of Intermediate Schools. Fortunately

this situation has been rectified with the introduction of the

new educational system last year. Art once more became a part

of the Intermediate School curriculum.

Next we turn to art education in the Secondary School.

But before considering this stage it is necessary to stop briefly

to consider the role of the art teacher and administrator in

the Elementary and Intermediate School and influences which they

may have had on adult art education.

Prospective Elementary School teachers are recruited from

those who completed the Intermediate School. Before they start

to teach they must join the Elementary School Teachers Training

College at Bakht er huda for two years during whi Oil chey study

mainly to become proficient in the three Rs and class management.

Art, Drama, Physical Training and Rural Education are offered as

non-academic, optional "activities" from which a prospective

teacher may choose one.

After graduation from E.S.T.T.C. a teacher joins an

Elementary School to instruct two or three general education

subjects. One teacher in the School will usually be asked to
" take" art as an "extra" to his teaching load. For several

reasons the consequences of such an attitude towards art would be

serious/
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serious. To begin with, since art is an optional "activity"

one does not expect all Elementary School teachers (-very-few
) to receive some - art training in the course at the

Training College. Therefore it would be a grave mistake to ask

a teacher who is neither naturally gifted nor trained to teach

art. One definitely does not expect such a teacher to

appreciate, understand, enjoy or to discover and encourage the

growth of children's aesthetic responses.

Secondly, from among those who had some art training but

are not particularly gifted themselves, one or two will readily

agree to add art and handicraft to their teaching load. To

tills category teaching art is considered the easiest thing in the

world because all they have to do is apply to the letter the

lessons in Greenlaw's three books "Handwork For Elementary Schools

In Africa", "Handwork And Art In Intermediate Schools" and "Art,

Design and Handicrafts". These books, no doubt, are landmarks

in visual art education in Sudanese Schools. Though written in

the late thirties and early forties much of their content is

relevant to art education in the country. But in the hands of a

teacher with little general education, little or no training in art

and little or no artistic gift, these will be applied mechanically

and dogmatically without real understanning of the purpose and

the spirit in which they were initially written. In other words,

a teacher who is neither artistically creative himself or

adequately equipped in the study of art will find it extremely

difficult, even impossible to know how to select significant art

experiences for the class and reject ready-made lessons and

projects which deny children the opportunities to express themselves

freely/
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freely, individually ox in groups. Writers on art education

advise against ready-made theories at this stage of a childs

development because as lowenfeld puts it:

The art of children provides us not only with the
under standing of a child but also with an opportunity
to develop growth patterns through the ar ea of ar t
education. Here we mean something a great deal
more significant than changing the outward appearance
of the drawing themselves; we are concerned with the
total process of creating. V e cannot positively
affect a child's behaviour by providing him with
patterns or procedures to follow in order to achieve
a "better looking" product. The chan0e in the
product itself should come about through the changes
in a child's thinking, feeling and perceiving,1

At best the same teacher may ignore the ready-made theories,

rules and lessons and leave the children to express themselves

freely. This approach, though is encouraged by some ar t

euucationalists has its disadvantages. As Evelyn Gibbs puts it:

In the early stages, with infants and children in
the primary school, the complete freedom "to paint
what you like" provides a jl eat outlet for the
child; but unless there is some direction and
constructive approach from the teacher, the average
child will cease to develop after a cer tain stage,
and will become discouraged. Children who have
had their confidence taken away by repressive
methods will not respond readily, and "paint what
you like" will often be interpreted in a second¬
hand way, or the child will repeat a well known
formula and no new experience will be expressed.

Thirdly, there are those teachers who in audition to their
3

little art training are themselves naturally enuowed with

ar tistic facilities. These are usually sensitive, understanning

and sympathetic towards children in ar t classes. Unfor tunately

such/

1. Lowenfelu and Lambert Britain. Creative and Mentaj Growth
(The Llacmillan Company, New York, 1964), p. 131.

2. Gibbs, xvelyn. The Teaching Of art In Schools (Ernest Benn
Limi ten, London, 1358), pp*/3-74» ™*~

3. In course of preparing this study the author has visited a
gr eat number of schools.
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such teachers are very few and worm in conditions and against

problems wldch are by no means conducive to art education in

the Elementary School. Their work is handicapped by big classes

(40-50 chilux en), inadequate space and equipment and most

important, oiten under' headmasters whose attitude towards art

is onedf prejudice and apathy. To the headmaster the success

of acliievement of his school ana in turn his own advancement

and rewards depends solely on how many of the school childr en

memorise and pass competitive examinations in subjects of

factual knowledge but never in ar t.

Fourthly ana finally, one is not suggesting that all art

teachers in the Elementary or Intermeoiate School must be

professional artists. To have well trained artists to instruct

children would be ideal but not necessary. Any Elementary School

teauhxi with some artistic skill, of a reasonable standard of

general education and culture ana who under stands the function,

aims ana necessity of ar t in education can instruct children in

ar t without much difficulty. A teacher, on the other hand, who

lacks in most or all the qualities referred to above may inhibit

the general development of the children*s creative abilities or

encourage them to appreciate the stereotyped and vulgar.

Therefore it is imperative that a teacher of children should have

a faculty of aesthetic judgement. As Gibbs puts its

In every child's work there are qualities which are
genuinely artistic, and very often qualities which
are the reverse. Tne preservation auk envelopment
of the finest qualities will often depend on the
teacher's recognition of their value. A word of
praise or criticism, a small suggestion here or
there, may be all that is necessary to e-uide the
child, but the teacher' must know where to place
the emphasis. 1

In/

1. Gibus, op. ci t. . p.75.
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In the Intermediate School (age group 11-15) forces - other

than the facts that art education for a number of years had

been excluded altogether from the curriculum in many schools

and lack of trained and sympathetic teachers where it continued

to be taught - also operate against visual art education. One

important factor is that education becomes much more abstract,

emphasizing those subjects ^eared towards intellectual

achievement to the detriment of feeling,imagination and creative

abili ty.

In the few Intermediate Schools where art continues to be

par t of the curriculum, the young adolescent begins to discover

mistakes in his drawing, becomes more critical of his painting

and handwork and often gives all up on the assumption he can no

longer paint or draw. The child at this stage is faced with a

ci'isis and accordingly either

he ceases to paint altogether or he demands training
that will gLve him a skill in conformity with the
standards which seem to be universally accepted.^

and since creative and trained teachers lacks

Failing the real help which the good art teacher
can give in this crisis, such reactions ar e
inevitable and fatal to the adolescent's hope of
se1f-expression.2

Another factor which operates against the visual art

education in the Intermediate School is that the child becomes

more ar ticulate in the spoken and written lan^ua^e in the country

where oral and literal traditions are the country's main mode of

expression/

in
1. Bar clay-kussell, A. "Art /rid The Adolescent" ./education And

Ar_t. p. 4o.

2. ibid.,
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expression. In the Elementary School the cldld draws and

paints not only because the urge to artistic expression is an

imperative need but also because he cannot express himself

verbally. As Viola has pointed out:

One has traced the origin of Child Art to the fact
that the child, lime the primitive, cannot express
his feelings by words, his language being not
sufficiently expressive. It follows that as the
spoken language becomes richer and richer, the
Jraphic language of most children deteriorates or
is reduced to writing, which is nothing but
petrified pictorial language.i

Finally, during the Intermediate School most children pass

through the pre-adolescent stage of their growth. This is a

stage of rapid physical anudental development and is generally

accompanied by stress ana strain. Neglect ox the exclusion of

art education at this s ta^e is a tjc ave mistake because the ar t

experience may be an essential release. As Lowenfeld puts it:

This: is the age when emotion aud strong feelings
begin to be expressed, when the aault word is no
longer accepted as gospel, when he begins to find
that he is not a child, but also very sure he is
not an adult. The role of ur t at this stage of
development should both be strong and clear: to
give support to his individuality, to provide a
socially accep ted release for his emotions and
tensions, and to ease the transition from the
expression of a child tp the type of expression
expected from an adult,d

According to the ar t teachers in the Secondary School

(age group 15-19) the aim of visual art programmes to stimulate

the creative imagination of the student to foster a lively

interest in the arts and generally to provide a foundation for

the /

1. Viola, V.ilhelm. Child Ar t (University of London .Eress Ltd.,
1342), p.62.

2, Lowenfeld & Brittain. Creative and Mental Growth, p.215.
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the dfv1 opment of taste long after the student leaves the

school.

Secondary schools have no formalized syllabus for visual

art education. The .Art Unit in the school (consists of three

to five teachers) usually 0e t together at the beginning of the

year or- each term and draw a plan which they feel would achieve

the aforementioned objectives. Accordingly students are free to

experiment with a wide variety of materials and techniques. A

student can paint and draw in oil, water-colour, gouache or

poster paint. He could also use other materials such as

linoleum, textile and clay. In some adequately equipped schools

he could also make pottery, wood-carving and/or- sculpture in

plas ter.

All the teachers of ax t in the Secondary School are graduates

of the School of Pine and Applied Arts. They are generally

experienced with many materials and techniques but each has a

command of one medium of expression. A few are creative artists

who often contribute works to exhibitions held locally or abroad.

The majority of the Secondary School teachers, however', are

frustrated, unproductive and seem to fail to understand students'

problems and the purpose of ar t education. The reason for this
1

has already been discussed at length in a previous chapter.

It should suffice to mention that the problems which the teacher

of art faces in the Secondary School are made much worse by facts

that he is never trained in the methods of teaching ar t to

children/

See Chapter Pive, pp.127-28.



children or adolescents and that his general education leaves

much to be desixeu. A prospective Secondary School art teacher

for instance, is never taught Theory, Principles and Philosophy

of Education or Education Psychology or Art History during his

four years of study at the S.F.A.A. Even after he graduates

and becomes a teacher he is neither required to attend a course

in subjects mentioned above nor is he provided by the opportunity

ana facilities to do so. These subjects are not only essential

to his own professional and personal development but also

towards the understanding of the problems of his students because:

An adeq.uate acquaintance with the fields of study
other than the ar ts is essential both to the teacher's
personal development and his professional avelopment.
If he is to help ids students to see interrelations of
ar t with other ar eas of livin^ heAiust be aware of these
himself. Many teachers who are successful
practitioners in a special field of art, such as
painting or sculpture cannot make their knowledge
function in the students' life because they do not
themselves perceive the social significance and
potentialities of their art. Accordingly they may
merely pass on to the student their personal
techniques and viewpoints.*

The students, on the other hand, come to the Secondary School

with a varying range of art abilities. There is, firstly, the

greater majority who succeeded in passing the competitive

and selective examinations of the previous stages and came to

the Secondary School as excellent in academic work but greatly

handicapped in art experience. Their Elementary and Intermediate

education had developed their intellectual and verbal faculties

but paid little or no attention to their ar tistic abilities.

A/

1. Art History is taught by a teacher" who is not professionally
trained in this subject.

2, Commission On Secondary School Curriculum (U.S.A.). The
Visual Arts In General Education (D. Appelton — Century
Company, New York, 1340), p.133.
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A second group would be composed Of those who are average in

both academic nd artistic work.

A third group would consist of those who while not academically

talented arc very creativo in painting, sculpture and other forms of

visual art.

Finally, a fourth roue would consist of the vary few who are excellent
4

in t) -ir academic as well t..c- their artistic work

Hie Secondary f chool teachers, therefore, ; hould have their hands

full try in; to help, encourage, sustain nd t: .tir.fy needs and solve the

problems of every student in an rt class. But since the former are not

prepared to deal with such a difficult task and because art is an optional

subject in school curriculum, the overwhelming majority of the students

would drop out for good before or ftor the sooond year, le ving only those

who need the credit in art in the C C E.* to complete the requirements of

admission/

1. Evidence for this was obtained from the results of survey carried out
in 1968 among 200 4th year Secondary School students who intended to
sit an art paper in the School Certifier e cx; iin tion. The survey
had never been intended to bo part o.. this study but as a means to
obtain basic data for future research It should suffice to mention
here that it is divided into sections: A nd 3. Section A tried
to find out what the students thought and felt about tho art lesson, •
the time allotted to it and how they would react if art was given ttpUM
the school. f00tion 13 tried to fin. out what the student intended
to study after leaving school, what type of job he would choose and if
he would go on studying art rafter leaving* school or would he want to
tor, .at about it: Ijn S;it tin,. .h-j ■ i .4 y r-r What none, rni us horo is
why the 200 students interviewed were sitting the art paper in G.C 3. -
This is how they reacted:

A. 128 sat the art paper in the G.C.E. to complete the requirement of
admission to the University of Khartoum.

B. 42 sst the rt paper in the G.C E. because it was easier to get a
pass or credit in the art examination.

C. 20 sat the art paper in the G.C.E. for no reason at all.

D. 20 sat tho art paper in the G.C.E. because they wanted to join the
School of Fine and Applied Art to become artists or teachers in art.
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admission to the University of Khartoum and the very few who seriously

want to choose art for a future career. One is not saying that every

secondary school student nust learn s^ne artistic skill or craft.

There would certainly be no harm if he did. It is simply that at

this stage of development, the Secondary School student is "filled with

drives, questions, problems and emotional upheavals"1 and needs an

outlet which the art programme can and should provide for him. As

Dr Luella Cole has s&idt

Adolescents, like everyone else, need outlets for
their emotional interests and for self-expression.
Their achoolwor' ; nd the constantly shifting ooial
adjustments inevitably put considerable strain upon
then. They have a real need for such subjects as
music, art, physical education, and for participation
in all kinds of extra-curricular activities.
A clear distinction is needed to be rae.h: in these

subjects between the few for whom the subject is a
speciality anc the man,, .'or whom it shoulc be a
neons of relaxation ind self—expression,2

Furthermore, for the majority of uuaneso oun: men and women the

3eoondary School is the final step in formal instruction in eca-.. raio

or artistic subjects They le;.vo school to become teachers,

technicians, army or police officers ana generall, they become leaders

of their different communities. A meaningful art experience in j

the Secondary School will not only encourage their imagination and

heighten their sensitivity to values other than practical values,

but may also help them to convey to their communities how essential

art is to the individual, the home, the community, the nation and in

industry.

»e/

1. Lowenfold, op.cit., p.287.

2, Cole, luella. Psychology of Adolescence (Parrar f Uinehart, flew
York, 1936), pp.424-25.



V<e may sum up the arguments presented in this chapter as

follows. In the wake of the past and present efforts to shape

the system of education to produce large numbers of engineers,

doctors, economists, scientists, etc., education in the visual

ar t has been neglected and its place in the School's curriculum

became increasingly peripheral. The capacity of Art, Music,

drama and Dancing for giving intellectual, emotional, perceptual,

and generally elements which are conducive to the development of

an integrated human being, is rated comparitively low. This is

a grave mistake because there are a number of ways in which art

can be utilized as a dynamic force in education. As the late

Sir Herbert Head pointed out aesthetic education h s the

following distinct aspects:

A. Visual education Eye -

Design
B. Plastic education Touch -

G. Musical education Ear - Music
Eurhy thrnics

D. Kinetic education Muscles - Dance

E• Verbal education Speech - Poetry and Drama

P. Constructive education Thought - Craft 1
Ar t education in schools is not expected nor does it aim to

produce artists. Professor Cizek, oue6f the very first art

teachers to demonstrate both the aesthetic and psychological

advantages of releasing the creative impulse which is present in

all children is quoted to have said, "the principal aim of Child
Ar t is that the creative power develops and influences right

thr ough/

1. Head, H. Education Through Ar t (Paber and Paber, London,
1958), p.9.
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1
through life". In other words not to produce artists but to

cultivate persons who are widely sensitive to and aware of beauty,
in all aspects of their life. Judging by the indifference of

the majority of the country's intelligentsia to art and to

creative living, one has no alternative but to assert that art

education in school has failed to achieve one of its most

important objectives.

Finally, the vulgar and bad public taste of today, can be

attributed partly or wholly to a faulty conception of art, a

narrow conception of education and untrained not well educated

art teachers and art instructor's. The adult is frightened away

from the art classes and is not immune against bad 'products in

the market, the cinema and the theatre, simply because in his

school days his inborn artistic ability had been interfered with

or totally smothered. As Susanne Langer has admirably pointed

ou tj

Art education, therefore, is neglected, left to
chance, or regarded as a cultural veneer. People
who are so concerned for' their children's scientific
enlightenment that they keep Grimm out of the
library and Santa Claus out of the chimney, allow
the cheapest art, the worst of bad singing, the
most revolting sentimental fiction to impinge on
children's minds all day and everyday, from
infancy. If the rank and file of youth growth
up in emotional cowardice and confusion, sociologists
look to economic conditions or family relations for
the cause of this deplorable "human weakness" but
not to the ubiquitous influence of corrupt art,
which steeps the average mind in shallow sentimental-
ism that ruins what germs of true feeling might have
developed in it.^

How/

1. Viola, W. Child Art, p.60.

2. Langer, Susanne. Peeling And Form (Lou tie age & Kegan Paul
Ltd. , London, 1953)» pp.401-2.
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Eow applicable Susanne l:jngcr*s argument to the place and present

condition of tho arts in the Sudan will become quite clear in Chapter

Nine and Chapter Ten.

.■ •••

.
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The purpose of this chapter It to diecuss tue role played

ig the various adult education institutions and agencies which,

us a pw t of their educational programmes, at e responsible for
*

the provision of art courses; the objectives they intend to

acMeve, their yiojtname prototypes, the problems they face ijad

the administrative procedures they adopt. These institutions and

a^eacies have a difficult but a very iiapor taut coatr ioution to

-i-.e towards the success ox failure of the ai ts movements lu the

court'try, because they axe the only ox^anizeu bouies for informing,

eulijhtciiiu^, and recruiting pott afcial practitioners, patrons

and audiences fox the fine ar ts &om aoon**, the adult population.

It is, thai<3fore, necesserto eaauine how clearly- ere their

objectives- stated, their programmes content planned and whether they

have an administrative machinery to carry out the programme®

efficiently and smoothly. 1 thout. efficient and smooth

administrative organisation of the human and material resources

at tax institution's disposal no programme can function mad no

objective can be successfully achieved. Indeed, without the

lattax- there ©an be no programme at all#

adult art education in the Eudan is carried out through the

auspices of w*ny agencies anu institutions which, for the cake

of convenience, can ve divided into two types. There are,

firstly, institutions and agencies providing formal auult art
I

educationf
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education where specified students attend theoretical and

practical courses in fine art. And, secondly, there are those

institutions which address themselves to the population at lar^e

where education or learning ie not acquired through face to face

contact with a teacher in a classroom, xamples of the fir st are

the Khar toum technical Institute, the Univer city of Khartoum,

the Educational Arau fission, the luisti y of Youth, Cports and

Social Affairs, the Ministry of the Interior and, to some extent,

some of the voluntary organizations. The second type is

exemplified by n^eacies and units attached to the iuistries of

health, Agriculture, Social Guidance, Education, some of the

voluntary organizations, the National Theatre and other channels

of the mass media of communication. Almost all the latter

address their audiences by means of plays, films, posters, slides,

concerts, recitals ana shall all be examined in a corain^ chapter

dealing mainly with the r ole of the mass meuia of communication.

This chapter', however, will deal mainly with the objectives,

administrative orgauizatione, content and problems of the visual

and performing arts education in the L.I,I., the University of

Khartoum and the Educational Arab Mission because of the

magnitude of the programmes which they provide and because of the

impact these programmes have aau are hoped to have in shaping

the futux'e of art ©tuny in general and adult education through

art in particular.

Adult education in general and adult education through art

in particular is not the primary responsibility of any of the

three above mentioned institutions. All types of adult

education /
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education Hiich these institutions provide ex© but an extension

of their normal activities. Still, homing to serve their*

communities on the one hand and in response to a public demand

for increasing educational facilities on the other, each of

these institutions or en ted its own department to offer* adult

education pro£X&tazaes* rubce^ueatly, adult education In the

I. is the responsibility of the Department of Further

education, in the Uuivereity of Khartoum it is carried out by

its : chool of . .xtra-hur&L Studies arid the Educational Arab

fission made it the responsibility of its Public Ar ab University.

Since these departments arid units cater foot' all type© of adult

education, organization;, Jam administration of art pro^r-mmes

arc usually the responsibility, of a unit or an individual i*oa
within these departments; and, hence, adult art programma in

the fur ther -duoatloa Department are planned and administered

in close collaboration with the College of fine and Applied Arts

(the latter it* still par t of the : .1.1.). In the School of

,Atxa-i'lur*al < tudies, art prot^aauaes are the responsibility of

one of the tutor's or' lecturers, and in the Voile mat University
are the responsibility of the in t Unit. The administrative

organization procedures of adult education in general end adult
education Uuou^h art in per ifoular do not differ siynificantly
from one institution to the other. It should therefore suffice

to di ..cust- only one at length. Here an appropriate choice

should be the Department of Norther' ducat ion because it i© the
oldest in the field (established in 1955) &nd also because it

ha© a fsJLrlrf iar^v number of adult students doiut, art courses

C3U0)/
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(5Dj), uid finally because it provides a rather well planned ead
o* 0.-.JL.;eu art pi od-.rue.

-d*. Vhtu ^aa;.ti-)a ■ t-ieat

She Yirther .<iu.e~ti.rn .epnru«©at is composed or live units

oat or which is r©sponsible for txt, It is directed and managed

uy the following

1. She rupcivifcor (Director)
** . ive .. Cpi-U t.*eut aeads at on within t^e #1*1. (< echuuiculj

and lecU icul : ugLueeriu^, Civil ugineeriug, Commerce,
a t) General tudies)

3« Technical . civiaor e

4. Clerical rtaff

la other words, the . , c, is one of the outfits of the K.I.I.

It is governed by a per -mauent stuff led «y the rape* vifor who

draws the general policy coacerning all adult education courses,

allocates duties to ids administrative staff and tales all the

decisions affecting all other depc- tnerits en^a^ed in adult

education witiiia the .T.I. The rupervisor is directly

responsible to tat K.T.I, riucipal. He is assis ted bj iater-

nediate headmasters (Heads of Tepattaeat) who have acquired

experience and developed a fail educational e^per ience. .each
of them is s.-oulderluc the responsibility of a depar tment# each

depar t.ieut has a structure wher chy the head is in charge of admin¬

istration and Teclinical Advisor# In adult education natters,

each department is subject to the final say of the rupervisor#

In art adult education courses the ?# \#i}. has the following

xeoponsibilltiess

1. Dh.eparation nuu issue of publicity materials#

2. cartin^ out of new applications#

2. '
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3. Preparing classes attendance and record sheets.

4. Preparing students* monthly attendance.

5. V.arning the absentees.

6. Dismissing trouble-makers and those who lose interest.

7. Inspiring good relations between the office, the
teachers and the students.

1
8. Preparing the budget.

9. Preparing monthly and annual statistics.

10. Preparing the final examination results for the
Academic Board.

The Headmaster of the College of Pine and Applied Arts, on

the other hand, has the following responsibilities:

1. Laying out of the adult art syllabus.

2. Advising the Supervisor on the appointment of suitable
art teachers.

3. Preparing of the time-table.

4. Making sure that materials, studies and other suitable
accommodation are available.

5. Ensuring that each teacher is supplied with copies
of the syllabus and the time-table.

6. Observing that all classes for- which there is a demand
ore quickly and efficiently started.

7. Certifying hours of work for teachers and menial staff.

8. Solving problems arising during class work or referring
them to office when necessary.

9. Preparing, supervising and working of examinations,
and prompt issue of appropriate certificates.2

The P.E.D. usually register students a month prior to the

teaching session. The Supervisor invites students desiring to

study/

1. The budget here is for all adult education courses provided
by the K.T.I.

2. Usually a Certificate of Achievement.



study art through udver ticerate in the local press. A student
should nil a special form for the art co .rse he intends to < --ady,
lie tu< t also attach a certificate of previous for safe! education -

I

completion of fourth year Intermediate fchool. Applications
me then cor ted out and cent to the Headmaster of the college of

?ine and Applied Art for final approval# Studenta who are

accepted choulc pay in advance registration fee a against a

receipt. The fee allotted fox the art cour r:e 1© about he.4«
foe a whole session. Accepted atudeuta tare issued with special

identity cards. Without the latter' no individual can enter
the premise© where the at t cour se is taking place.

Eating an efficient mdnlui ctrative-or0waian tionnl machinery

ic a very iapoitaat factor in the success of a course but only
ont fact-rs s-torq, nauy. mi adult education pr ojru#Mt in addition
to smooth and efficient ruaniadi should have a clear statement of

the objectives it intends to achieve. l&ugrate statement® of

objectives of auult art pro^anae ere Inching in tide institution
as well as in other e. In other words, In their- advertisements

little is mentioned as to the purpose of the programme apart from

general statements such as "the general development of ar tistic

taste" ox "the promotion of art stuoy i-aoau auulte" ox simply

"to teach you how to draw and . int." However, from couverstations

and discussion-* with the administrators of adult art programmes

m<id in the li^ht of the results from the questionnaire discussed

in tiie px evious chapter, it became evident tiu-t art programmes

are hoped to achieve the following objectives:

1. Ao mid the -~dult to spend -is leisure-time to a ^ood
pur-pose anu in a constructive manner.

2. /

• *' o© ijj* jup 16-17 •
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£. To fandiiarin© the adult with techniques, forms and
media of various arts#

3, To provide by sieaas of analysis and critical study
of great works of art, a basis for continuous art
as> reciation,

4# The majority of the population do uot know how to
appreciate a work of art, They need help and guidance,

5# To acquaint the adult with representative examples
of painting, sculpture, music, drama etc, of ids
country.

6. To stimulate and em ich the indigenous culture,

7, To develop the total personality of the individual
by JLviag hi i a new menu; of communication.

To acicLevt lit objectives an adult education institution

•■•not h: ve, in addition to <-a efficient administrative structure,

a x oj.. .... ^ that satisfies and meets the Interests, capabilities,

experiences, needs auu wishes of the etudeuts who cone from

different walk; of life and with different motivations# To be

able to satisfy and meet most of the students* needs the P«E#I),

jointly with the c. V #7# provide twice a week the following
ar t pi1, ogr ansae t

1.

S'tuuiec in perception, painting technique, isutariale,
the human figure*, composition, landscape^ portraiture,
and still life, £ tudents In general and advanced
students in particular are allowed m&lssxst freedom to
put sue special in I :.x ests and to experiment and

. v- i...j.,2 3

£# .1 aw in*.

ninly for beginner© and C.^.C. students# It comprises
landscape, visual pex apective, study of objects, plants,
human figure and c till life,

3. Tcuioture

Studies in two aau three dimensions, working Horn
a nouel, carvlng in wood and stone- for advanced
students '
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students. Beginners start a basic course in
clay modelling, basic form study and portraiture.

4. Graphic Design

Instruction is gi.ven for different forms of
publicity including posters, book jackets,
illustration and typography,

5. Pottery

Beginners are instructed in preparation of clay and
basic principles of the craft such as mould making,
coiling, simple chemistry, etc. Advanced students
are instructed in wheel throwing, tile making,
ear then and stone-ware glazing. Students here
are also allowed to experiment and express themselves
freely. (Pis. 74, 7 5).

6. Textile Design

Study of basic design and its underlying principles,
its teciinical rendering upon fairies, and as In
photographic silk-screen process, (Pis, 7 6, 77).

7. Photography

practical and theoretical general course - study of
cameras, techniques, preparation of chemicals,
printing, enlarging, mounting, touching and finishing.
Special attention is given to portraiture, printing
ana enlarging,

8. Calligraphy

Classical and contemporary Arabic calligraphy.
Different types of letters including Naskh,
Ryga, Thuluth, Kufic, Piwani and Pari si. Also a
European syllabus Inducing Koman alphabet. Studies
concentrate on the study of anatomic construction of
the letter ana sentence formation. (Pis. 78, 79).

3. Typography and Printin,..

Essentials of letterpress printing, spacing and
colouring.

The School of ,xtra-: ural Studies

The University of Khartoum School of .extra-Aural Studies

is playing an important role in the provision of adult education

in/
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in the country• Its admlnistrmtive structure is bi«llu. to

that of the ... of the . .5.1. ii.-t the lutta. it hag a

director axia ±i uovu.5". bj a boty called the hoard ox' the

rchool of rtx a~ 'urul ftudles composed of the Vice—Chancellor ,

the Director and the leans of the University acuities. The

.hoar d is .«ainl„ cancer ned with the general polity hut not with

the administration of the chool. 5he ioua, though advisory

in character, hat. much to ity on the discussion and a jzovul of

, . r, annual i epor te, butty® t and courses*

Adadul str ative ortyaniaution of ur t courses ie the

i ecponeibility of one of the XUll-tiae lecturers oi tutors.

He introduces art courser himself ox in collaboration with a

specialist from outelue the Univex srity. He is responsible

fox the preparation of udvex- tiseaents fox the cour re , selection

of students, recruitment of sui table ar t teacher v , p* epil ation

of adequate accommodation, super vision ana x'iziul evaluation of

the course.

Objectives uav. das to ue achieved by the adult tu t education

court# in the uuiver idty arc la theory similar to the ones in

any other adult education institution in the country. In

practice, however , they are much influenced ay the fact that the

univex c-ity, as an institution of higher leax'ui. , it ver y

par ticular about ^uarclity mid aalntaiuirty the highest possible

educational standards* Accordingly, when selecting its

students for tone of its fine arts courses priority x uiven to

those with academic qualification- wartiiy of a university.

In other war do, in some of the art courses n t tudeat with

academict
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academic qualification it in- then completion of four tu year

secondary school (a^e jroup 19-20) has a very poor chance of

bein^, accepted* Till, should re borne ia ainb when discussed
•vita uojaaaee which it offer s, especially la the performing

er to*

In visual arts the School of Extra-Mural ."tudiee offer e

the following ji o<> a. «ie:

1, T-l.i li.«. „ iw.iu rawfa,,

Twice a week. itudeate are in ttr acted ou how to
paint and draw objects, still life, figure, landscape
portraiture aau i. laminar y composition. i'lcArnum
qualification required, completion of secondary
school.

Tills is a twice i week elementary cow &« ia textile
design provided specially feu women. It comprises
instruction iu teciuiiqueo of ooucut, Inocut auu
•'c.tocut. In most centres, however, women us©
potatoes una little linocut. k potato after bein^y
a-awn upon is- covered with paint aac preseed on a clo
to make the patter-a ox patter at the student wishes to
have. o specific qualificationr.. are required.

-• ..a-fto, .1'a.ohy

This course differ s in no way from the one provided
olivwc j iae . lier * ta. i is held

twice a ween and requires student? at least with
secondary school education and a keen deeir e to study
pho tod aphy.

4« 'X t .'. ; ir sciatica

This coarse alias to help the student improve his
powers of observation, to develop Ids critical skills
and enrich his life oy broadettiu*, the aesthetic
rank® of His experience. Through discussion arid
explanation of worlc ait mas tea pieces, the •- tudeut
is helped to discover and. appreciate the wdbu
elements of a war . of u t such ai rhyth.i of line,
massing of forms, move .'rent, colour, composition,
unite, etc. fx t &p,u- ©elation is su »plemeated uy an
cut history cow re covering the different periods of
w or lu and ' udauese w t. a t cilt tory is studied in
r elation '
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relation to stylet , x cp* ©seat* tlve -2 list £ and works
and, ao81 important or all, la relation to the
fUactloa of kt and artists la society.
The coui ce is twice weekly and offexed foi students
with at least secondary school education anu & Oood
knowledge 01' .mulish,

Uvc a vices

In itc endeavours to support the viru&l a't; in the
country the university pxoviues cup.-oi tive services
which at not directly -elated to its at education
pi o^asaaej i.e. educational sex vices where no direct
classioon insUaction tu.,ei place. till, the
university is of the opinion that these services will
stimulate oe ttcx oxidex t, tnuuiuw ioi tuc ax t and
further their development nmou^ the .suiuee, ; heee
ax e the followings

i'. .ntldbl tlons

i he " enrol 02 a tra— rural . tunic e axx an^es
exhibitioiu of works of talented cut not well
established Sudanese and foreign artiste. The
latter axe assisted oy iinuin^, for l.,eu cuitaole
halls to vAid bit theix ».jx by mover tieii^ the
exhibition in the pi ess, on television and radio
and by printing, ul ristx i- utiu^ invito-tioniz
fox potenti&a po tr o.■ and other • ..- »itibb tbone
ax e he la in tut sxee Towns area fo- the time
ceiud» but it it hoped that in the vexy near
4Utm c tut*y iirir ' e e-vteuaei to au wuxch
have no access to museums or exhibitions*

B, Axt :•'! r eclation by I ntllo t-nd Television

Iv/o oact- a wet1:, pioyia»a.cs of alt appreciation
a e c iiit ac ivti ty tue chool ox am <02 nr tunics
on television and radio, The projrammet discuss
differ t pel rons ox v.2 v til> tol y , ux xcusa mu
explain elements of a worn of 02 t, the function
of ai t, the function ox ax tists, ant u't often
supplemented. ay iavltiu^ a nationally x eco^-daed
m fin t to v-i ..oust in - w ox*-, %o-s rune vxoix xu tue
society ana the problems of ex t ana artiste in
the co tux U y .

C« '■ ur * ex si t^ 2 f ocle ty

The i enoox ox n.trn»» urnl tudies inve
allocated a special fuac to help tut Uuiver ity
ox .dual'tousi tuce-.tr Visual , rt ociety,
nseistance ta es the form of recruiting, a
px oxcsnionaX ax fxt v to rnsir v-tt l-uv -ooxct^ «

£>• '

t
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6* ue fjT nl.a ■ .it;.

la the per for mi arts the . . r. provide courses ia

the following*

heetfit; c. i^n decree f. .^c.n. fca t?;
Tide is a twice a week, Tool months eour re Whidh
introduces the student to the theatre or what
happens oeiiiud the scenes,
the student uu.dat stead

cour s©
tue student understand the theatre, its role in the
society, its bac^ound and development to the present
dap and laost important oi' all, to help the student in
thd end to put on a >lay. Ttudents required for the
course uuet -e, at least, secondsk school jruduatoc,
dullish speaking, with some ..no^-led^e of uropeau
literature and should also know how to draw, paint and
yodel, m t at aa^- rate, have cone ar tistic reeling.

nine to help
role in the

The subject natter or' „ ..rXornitiu arts .rust be
quoted at length oecause wid.1# such studies are
considered courses "worth; of the standards and
position of tin .aivercitk" thep raise fundamental
question© and problems which shall 1st discussed at
tone pu^es later1 in this chapter* The course is
outlined as follows;

1, arls toaheaes

Outside reading!

•. o^. ui wp^»ap to
create
atmosphere:

other (dee... plapc of the period*
Toons on reen civilisation.
■ooka on ret 'it and fx cid tee tux e.
oons on jreeu 1 Ue&tre*

The sound records of uodern
production: of ':reek plan's, i.e.
Oedipus i en. *hotot of Greek
frt and Ar dil tec tore* Photos
and design of node*.- pr oure lions.

2* ., ou viov.-a.ti

Outside a eadin^:

"or atmosphere;

Other literature on the period.
on Juan of oiler e. hooks on

art and «.r c:d tec tore of the period.
Books on Gr and Opera*

sound records of opera.
Illustrations of the period
mou&i a pr oduc lions.

and

3. f eua ? '(a-ep

Outside /
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Outside r e&diai,: books an the Iri; h re elliou.
Authors ideas ou how it should
be produced.

For at.uosphere: photos of the period and actual
events. Photos of Theatre
pr oduetioae. Other productions.

Accessories to the courses

Tape recorder*
or a>uphi}Q@•
A Hall and li^htia^ eqjilpaeut*
Clu, oi plasticine for uaok uodellio^#
V&eeliue foi ■ «>• . .rodeikia^*
Plasty., of .\yt 11 fat nasi rodelli;.*,*

h. ,. ^ la : a cut r 1

1 1. .... ...
, ... .... , . • . a v a

draft pi-esea ted by the teacher who iatt ouuceu it the course

ic described us follows:

This course i. concerned with coute npor at dr&ua in
Id'italu in relation to current social problems* he
will study playwrights each us Osborne, ..ee^ei and Ax-den
in or del to discover the reasons foi the concern of
such saen with the -oclnl pr obi tire their* playe en.race.

The tents of a' ©elected jroup of plays will u©
uanljceu ftou a sociological rather tana a literary
standpoint and evlceuce will oe pi e sen tea froa
sociological sources to aaplify toi destroy) the playwright!
aessa^e, e.u. Jiuuy 'oiter, the ori^iu.-l jouu0 nan
can .-e Invc-s ti^uteu by i efereuce to aU.fcir tics of social
xaobill to , housing, caploy aen t, pi ablens of Jt aduate, e to*

Jiu&ily the aa^ox social pi obleas xisw will be
investigated by reference "to changes in British society
in the past ten years*

An attempt will be naue to 0 Win social statistics
from audience research ox^anications in .ritl in order
to ©sta. Ufa ...IVi .wi 01 not tueii"v.ii uuj clasp eorrelation
between these plays and their audiences.

It will be necessary for* students attending this course

to read all at com of the following plays:

0; eat ne /
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Osborne
Look Back in Anger.
Luther.
A Matter of Scandal and Concern.

Wesker
The Trilogy.
Their Very One and Golden City.

Pinter
The Caretaker.
The Bir thday par ty.

Ar den
The Happy Haven.
Live Like Pigs.
The Workhouse Donkey.
Sergeant Musgrave *s Dance.

C. Music

The School of Extra-Mural Studies provides a class in

theoretical and practical study of music. In collaboration

with the foreign cultural missions in the country it organizes

concerts to acquaint the Sudanese public with European classical

and folk music. Last year, the academic year (1968-1969) for

example, the following concer ts and recitals were performed:

1. Dennis Mathews (Gt. Britain) in recitals of
pianoforte music.

2. String Quartet from the German Democratic Republic.

3. Symphony Orchestra from West Germany in concerts
of classical music: Handel, Brahms and Bee thoven.

4. Greta Parkinson in recitals of Pianoforte music.

5. Chamber music on folk instruments from German
Democratic Republic.

6. The de Paur Chorus.

7. The Bavarian Wind Quintet - Chamber Concert.

8. The Phoenix Singers from America,

D. Film

The/



Ihe Sudan ilia Society was star tea four j«a'c t^o
uuuei the auspices of the ... he i-oelet* aius
at encouraging the use of filn ut- uu educational,
artistic anc cultural .ueoiuu, She -oet important
objective of the Society, however, Is to create an
inxoriaed and enlightened audience different & on and
opposed to corniercial cinema companies in the country#
Its activities, dr...aches find function v.m be Included
in a coning chapter dealing with educational aspects
of the aaes iaedia of coununtcation.

Vac .-^dlic SJ,uivei,;,ity,

the V »U. was established ia hhartoun in Id52 a: a branch

of ?«A#U. in Cairo. Li he nil the other wptlua schools aad

institutio.-s in the Sudan ( leaentery, Intermediate, econdury

and Cairo University, Khartoum Branch) it cone. directly under

the administration and f- 'oervision of the Ldueutioosl drab

Mission ia Khartoum. Li e the .. . it has its own

Supervisor who is directly responsible to the Lecideut head of

the Araw- lesion. It 1 also divides into depa± tmcute or

sections catering for various types of adult education. Beiu^
a foreign public university it has estahLir.hed an Advisory

Cot&aittee coapocou c * Sudanese educatioualiets ..uiu some other-

prominent social and cultural figures to help in shaping its

educational policies and to formulate curricula. appropriate

to students' envir onment and needs.

students* enrolment, selection and rejLe u fcioa procedures

elffer from other- adult education institution: ia two uaia

aspects. irstly, the V.U. doer not require from students

formal oi acadeiiic pualiflcations; cud, secondly , -li its

course;: su e ueuvily rabsldisec the . .ducntiouai 'rub hJLssion.

In other words, its courses are open to ell students wtio ia turn

pu^ low ie e o «— «--t xact *»*.i c ■oCf.uit tnat ... • tue~ Xsr^est

number f
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number Ox anuxt stuoents \ ^fodb) utteuuiag an^ t^;)c ox nauit

education course.

The .?, A. U, &isas to promo W* Axao fr&ternitf, solidarity and

under sfcrauing &ud fill the vacuum felt by these "uuane£ e

citizens whose circumstances have impeded the completion or

lac., of education. The first aim is realised t'a ou^'u a nuaoer

of excur&ioas to 4Ul counts. ie s, by showing Axao films, ^eaeral

lector<e Jii Aruu social, political, economic and cultural

prouleaus and oy a very well equipped library containing the

heat of classical auu uouern Arabic literature and culture.

The eecouu aim ie realised uy providing courses lu "ora&rce,

Journalism, uan^un^ee, ftudies iu Che-deal Industries, A elisions,

Hone -conoaics, foclal tudiee and Acting anc Visual - r ts.

The Tine Arte projnrame aims generally to regulate leisure

by getting the most possible oenefit ft on it, tiu oa^h acquainting
the adult with techniques, form* and media of the' various arts,

ue j» ojcuwxe cO-pr ire a the following :

1, Painting and 1 rawing,

• no tOgi ap ity«

0. ^Ctlug#

■4 • UBi C«

The Visual /its programme of tide iastitntion differs ia no

v«i:o ho... the other institutions discussed earlier", Vtudies in

music and the theatre, however, ere touch ware popular, successful

and relevant to students * needs ana interests, Act ue ariefly

eradae each in tur n.

The per fordig arts are veto well established in gypt.

It ie no exaggeration to say that gypt has contti juteu to the

enrichment/
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enrichment; and development of the art of the stage more than

any other of the Arabic speaking sectors in the area, it has

various types of theatres, an Institute of Dramatic Art, many

great actors and well recognized playwrights and dramatics.

The theatre in the Sudan is much less developed and highly

dominated by Egyptian influence. Egyptian theatre groups

visit the country several times a year and Egyptian films are

very popular and are played almost every day all over the Sudan.

Therefore, in response to a keen desire on the part of many

Sudanese adults to know much more about the theatre, the

P.A.U. offers a courseln directing, acting, teclinical stage

problems, designing, stage scenery, make—up and play vzri ting.

Unlike the programme provided by the School of Extra—Mural

Studies which tries to introduce students to the theatre through

the study of the classical and modern European traditions,

the P.A.U. course draws its content from Sudanese folklore and

Egyptian traditions. In other words, the P.A.U. programme

tries to help the Sudanese amateur theatre to develop and

flourish by staging plays which draw their subject matter from

local history, folklore and experiences. Some of the students,

after completing this course, usually find their way to the

National Theatre, or to the amateur groups which perform

locally on radio and television.

The Music CourseAs especially designed to give adult

students practice in orchestral (band) performing. They are

instructed in music reading and interpretation and practical

usage of musical instruments (most of the instruments belong

to the students). Those who become particularly skilful

per fx mers/
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performers on particular instruments are organized into a small

band which from time to time perform for an audience composed of

students attending other adult education courses in the centre.

Here also, after completion of the course, those who aspire to

become part-time professional musicians find their way bo

professional or part-time amateur music bands.

Problems of Administration and Organization

Having set out in a descriptive manner the administrative

organization procedures anu the type of ar b programmes provided

by three representative adult education institutions it should
be possible now to discuss some of the problems which they face,

.ui^e most of the developing countries where organized adult

education is of a recent origin, adult education institutions

are faced with vast and varied problems. The most important

of theseln the Sudan are: the lack of professionally trained

leader'ship, co-ordination, finance and research.

A. Training;

Very few of the top administrators (Directors, Deputy-

Directors and Chief Supervisor's) of adult education, have had

any formal training in adult education. The School of Ibctra-

Mural Studies is the only exception. Host of its academic staff

members have had formal academic training in adult education. The

majority, however, have gained theoretical and practical experience

through a long working service in the field and by attending nation*

and international conferences and seminars on adult education.

Junior administrators and heads6f clerical staff within these

institutions, however, are completely without any training to

help/
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1
help then under «t&nd what adult education is nnjut. Lael

the
.,J-: 0 / u i L XV . , IdlosopW » ■ J ■ •

and alias of adult education n.um±, junior adaioietra tor 8 and

heads of clerical staff within an adult education institution

could he a very jreat disadvantage for two main reasons, auoiv

uany otheret

1. ffrou the institution's point of view untrained staff

often fail to identify themselves with alias and methods of

adult education and subsequently fail to co-operate with their

director to caxry out his plant ox the institution's policies

efficiently and sixoothly.

£. .•! on the students' point of view, untr ained ..lidnle-

level ad-xLui strutox s often fail to have a etiuuiatin^ effect

upon the former when choosing hit course or durin^ study periods.

In other* words, students usually come in dlx ect per tonal contact

with junior adiainictrators and other stuff who have very little

or no under- standing at all of students' not!vations, needs,

problems and the way he learns. lein^ unable to oive advice

and help a student solve problems which ..ace hi.;, in a learning

situation may lend him to lose confluence in adult education

and drop out for ever-.

• 1 o-ox,l.u.tlon

Hie second most alaral%, deficiency is the lacu of co¬

ordination amoiq, these institutions. ach worts independently,
i.i alnot t complete oblivion of the others. One is awaxe of the

fact '

1. university of .din ux^h : epar tuent of *dult education in co¬
op ex-ation with : epar tmeats of Adult ducation and Intra-.
i ural i tables of the Universities of lunches tex and Onford
have ©tax-ted summer crash courses in adult education
designed for adult educators iron developing countries who
have professional experience and occupy ports of some
responsibility, - dult education institutions in the fudan
have .uade use of t.JLs coux se by sending two persons, one in
1'jCj and the other in 1j70.
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feet that in order to stimulate and iromote ttt education nad

appreciation, a well informed audience must he cr eaten for it?
\

and tiiat la or dec to satisfy and meet adults' needs, interests,

experiences and capabilities in a t all adult education

institutions must be called upon to play their part* hut here

we have several institutions, exit tint, side by side but each

providing its own pvojpaaau q£ ai t studies, ana none of which

Is sir on_ enough to match the situation. Lac-, of co-ox ulnatlon

leads to overlapping, duplication and subsequent waste of uoney

and efforts. She ,D., the IV .U. aud the rehool of xtra-

hurai Studies all provide mare or lees the sane projpraune in

painting, photography and art np.deolation. But in ail these

fields the best, meaningful and most efficiently provided

proyraaae is the one offered «y the '.b.i. in collaboration with

the College of "iue and Applied Art we cause the latter lias many

<pood and experienced teacher s, abundant materials and adequate

plysical resources such as well equipped studies and a couplets

photography unit. - he V ,U. and the Cchool of .xUn-'iur&l

studies, on the other hand, while they have suitable teachers

and materials, Inch alser&bly in physical facilities appropriate

for' the practical study of int. /-Uult education institutions

in developing countries cau.*ot and should not be bl&ued for

lacn of adequate accommodation for the proper stucy of art or

any other- adult education course for that matter. She need is

very yreat and urgent but the means aae limitsu and, therefore,

cannot be squandered by unnecessary duplication. : till, for

art education and appreciation to lay down roots, duplication

is an evil that cannot be avoided. In other words, to umke

ar t /
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at i s"t-uuj at tuXt"! cx u»ciaX sta^e oX its development the
X e wpOIX&i wX Xi t^ Ql Oal^ oae iaatx ta tiOiX Wiiioa x L Xii ^ pOkh-'X tiOii to

ox ov X X tide i^aa t»tf i,^ *i XX. *<*0 csXi tae ueaial to jumdreds or

students of the o <par tunity to study art and, subsequently, to

driv© them to occupy their leisure either' by ^oin^ to cinemas

to v«citc— the ,(o>x st tr ui.it pr ounces *-^ i oi-^j *■o juj Xndiu iurd X ts-1^ ,

or to other preoccupa tious and activities which are .auch more

destructive.

rtudiee in the theatre, on the other hand, do not suffer

as much XT on duplication as the,)' do from failure to meet and satisfy
the interest©, capacities, capabilities and experiences of

the students. This is much less of a deficiency ia the course

pr oviuea by tn© • .d., pr obnbl^ because* i L is open to aj.1

students irrespective of formal qualification, it is reasonably

relevant to the theatrical traditions of the -uutr.. true some

usually end by finding

to the National Xheutre or other amateur jroups. -he same

cour se provided by the chool of ntra—Pux&l * tudies, on the

other hqlsICi | X £2 Cesi&oed fox atudeuts with specific academic

a&u. ax tix tic adi -Li uut deals «>*aixii^f *.i th the

iu o 'eaxx classical ix adi tixa• Xa o tiicx *vox at. * lasteacl ox

heXpi*^ tixe xeeuXe xocal c x xox ta ia cl aixa*9 the JniVex &ihas

c•.tOspcii Co t*eacii pi actxcal n*4ia itieox e ti.o*H <.4>p^.>x eolation QI a

m-adition which is forei&n* abstract; id^hlj developed and

ue£iai iel v lux a uo xa eOiXiOii th the iiicri^eao-^c cui tux'e#

x et j ia ^pi tc ox all tuxs $ t

w»iX ch laxx tjf xive *iex e ciiOx-ea# »,. he xxx w. t ..<*,oax sieetia^a weat

omoo Otit xx 0-1 the uXutti aiivi )luiWajL via 5.^-tviCiCit*b stax tec*, to

(h' Op ?
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drop out, lict a jroup of nine, then a jroup of five, then

one after the other and now the course is still o.oin^ on with

only seven students.

Dropping out from a course is neither new nor avoidable

in adult education. But if acre than two thirds of students

attending a course drop out then something.must definitely be

wronu with that course. In the course in question the first

tjroup of nine to drop out were graphic designers employed by

the National Theatre and Sudan television; that is, professional

artists who had intensive training in art history in general

and in Ancient Greek Art and Civilisation in particular , aau

who, by virtue of their present occupations, knew much more

about the theatre than any other of the students attending the

course, V.'heu asked why they drop.-ed out they answered that

the teacher- of the course treated then as if they had never

known anything about Greek Civilisation and the theatre and

usually "talked down to then"• They tried many timet to draw

his attention to their experience and knowledge and to the fact

that they resented bein^ tr eaten as beginners and not as

professional artists who only cane to further* their education.

The teacher ignored tide and they saw no alternative but to

drop out, The majority of the others who oroppec out said

that they fount, the course "unsuitable", that literature, slides

and photographs were difficult to obtain and the teacher had

not seen much help either.

Untrained, non-professional adult teachers can be, and

often are, bad teachers. But in this case the lion's share

of the blaiae should oe attributed to the University which as an

Iropor taut /
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impor taut providta of adult education mould have known before¬

hand the ohat acttri s tic s and needs or Its clients. In other

wordst the Univer sity adult education programmes oust he

designed not on what it thinks the students ou0ht to know but
rather on what the students and the country really need and

want. This does not neon that the University" should oto > the

performing acts orotraume oecause it is foreign. Foreign

literature <uid foreign drama have their lovers and audience.

The course "Contemporary .raua in Great .ritam", for instance,

has been a great success. hut then, .n^lish language,

literature and drama have a very important place in the

country's secondary schools and university curricula. ,ver

since British administrators introduced owlish into schools at

the oeuiauln0 oX this century hardly a year 1ms passed without

flume spear e, Shaw or ilde uein^ ierforneu. In other words,

a 0enuine and widespread enjoyment for British drama has been

built up especially urnon^, secondary school students by

performances such as Hamlet, Julius Caesar, Jacbeth, Candida,

Jr as And 7he fan, / ouaa Of Jo Importance, The Importance OX

Beiiig '.r nest, etc. although the main objective of per for' .ring

such plays has been to make them memorable axxd compreheusible

especially for those sitting .n^iish literature in the r.chool

certificate lamination. Further"more, books on British

classical and modern dramatists, poets, novelists and playwrights

are available and widely read by the intelligentsia, and local

literary magazines, periodicals and newspapers often publish

reviews, translations and criticism of British drama anu other

fine arts.

The /
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The University, therefore, was riuht aua justified in

px'oviding services fox which there is a demand. But what is

acceptable and desirable by a few eauuot and should not be

imposed upon the majority especially when the few ate the
educated and privileged class who can afford and are willing

to pay fox their part-time studies and hobbies while the

majority ar e poor and always look up to the University for help

auc guidance in all aspects of life#

;.o sua up, then, in the performing arts courses the

University should first of all know what its different adult

students neeu and want <->.nd design its prOgr&mme accordingly.

Secondly, it Is neither vulgar , debasing nor unworthy of a

university in a developing country where the majority is illiter¬

ate and wuex e the need fox adult education is very gr eat, and

•.here other national adult education institutions are not strong

enough to natch the situation, to offer practical and theoretical

studies in the theatre to adult students who are talented enough

and
, highly motivated uut do not possess the academic

gualifications wv«or thj of a univer sity", Shlrdly and finally,

prejudice against the European theatre is bad. Knowing about

other s we cone to auow acre about our'selves. The ;ux opean

tradition nay gLve-the developing theatre in the Uudan an adued

richness and new posalcilities but at the sane tine nay lead to

the creation of an at which is different from and opposed to the

national tradition. The fur opcan tradition deals not only with

problems that are remote and incomprehensible to the average

theatre goer, but also tets px ofessioaal standards which may

discour age f
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discourage many an aspiring actor, director, designer,

dramatist and producer from putting his on ideas forward,

and minimises the provision of opportunities necessary for the

creation of a truly new tradition. The University, therefore,

should put its vast resources to a better use by attracting,

training and sustaining the interest of the already existing

national leader ship in the theatre and the promotion of

indigenous drama, feeble and mediocre as it is. This in

itself should provide a counter-attraction for the debased,

vulgar and the unworthy in the theatre to which the University

by nature and function is opposed.

C. finance

The third important problem is that of finance. Adult

education and adult education through art have to compete for

increasing financial and personal, resources with other areas

which ar e&sually given top priority, such as child-youth education,

communication, medical services, administration, industry,

agriculture and defence. In a developing country where poverty,

disease, hunger, ignorance and thirsts are pressing and highly

urgent human problems, allocation of funds for the arts is not

only difficult but at times impossible. Even when a little money

is available, it is wasted either through duplication or diverted

to other vocational part-time studies or any other adult education

programme which an adult education administrator happened to

believe more important than a luxurious hobby such as art education.

Very/



Very t,ooU examples of tide attitude are the scandalous

budgets allocates for- art pros!arues oy two of the most impox taat

adult education institutions in the country: The further

idacation Department of K.T.I. and the fchool of <xtra-Kural

ftudies of the University of Khartoum. Let us take each in turn.

The annual budget fox all courses provided oy The further

education "epmrtmeat i; auout Is.35*000. hut tide year

(1370/71) because of Lhe economic situation it has been

reduced to Ls.12,500. Out of the annual budget a^out Ls.2,500

(3/'->) is usually allocated for Dine and Applied h t classes.

The amount allocated this year, however, is Ls. 1,500 or only

6.66D of the budget. This amount will be divided as follows:

a. 70';" is for ar tist-teacher s x emuner ation.

b. 3Ofi for menial staff including skilled aria semi¬
skilled workers.*

The fchool of .rn.tra- oral rtudies, on the other hand, had

for the last academic year (1969/70) a budget of Ls. 22f000.
Of that midget Ls.577 (2.75?*) war allocated for art courses and

divided as follows:

a. Music Appreciation Ls. 355

b. Painting Ls. 76

c. Photography Ls. 68.250

d. Aever ti sements for the fudan
dim society in Local less Ls. 41.080

e. /

1. Tut irolios, upervisor of Trrther ducation Department to
. o^hayioon, 'eptember, 1370.

2, In the same letter to the author r Kir olios adds:

In the previous year it was the usual practice for The
fchool of iae and applied Art to provide evening classes
for students with rav. materials. hut it seems that they
exhausted their stocks of raw material: so it became
imperative for us to provide them with some funds. -e
have, therefore, allocated this year Lb. 400 for those class
This amount will be taken a&ainet haw Materials Item and
not par t of the remuneration for' teachers and ...eulal staff.
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e. Costs of adver tisemerits,
invi ta tions, sof t dr inks,
etc. for art exhibitions, Ls. 36.370

Total Ls.576.700

If one takes into consideration the fact that the Music

Appreciation course for which 61# of the arts budget had been

allocated was introduced for the first time only last year,

then one discovers that the School of Extra-Mural studies used

to spend on art courses no more than 1,06# of its annual budgets.

The P.E.b. on the other* hand, is a part outfit of a technical

college. Its courses arelaostly of a vocational nature and, as

it is the case, there is a very strong demand for' technical or

vocational subjects than for the arts. Still, compared with the

University, the former allocates 6# of its annual budget for the

arts while the university allocates only 1',$.
One may try to defend the University by pointing out that

the Further Education Department has all the ar tist- teachers

and physical facilities of the School of Sine and Applied Arts

at its disposal and is therefore in a position to provide better

and more ar* t courses than the University or any other adult

education institution for that matter. This is true. But

there are areas in arts other than visual arts which the University

can deal with much more effectively than all the other adult

education institutions in the country. These are arts like

music, drama, literature, film appreciation, folklore ana the

general enrichment of and stimulation of the country's cul tural

heritage. The functions of a university in a developing

country are not only teaching and research but also the provision

of adult education in general and liberal adult education in

par ticular /
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par tiCular. As a OK ... CO eaimi' on The l.ole of f chools and
Universities in i unit dueation lias pointed outs

L basic field of study in which a university adult
education depax tnent should engage is that of
liberal studies, This should include subjects in
the humanities, sciences, social sciences, and
cultural arts, which ttar-r'. light on the nature and
destiny of man in his social economic and cultural
setting.
In certain communities, especially where there is
rapid change, it may be important to foster1 studies
of cultural traditions, such as art, literature,
ritual, folklore and music, in order to preserve
a Knowledge and appreciation of the cultural heritage.A

I), :. t sear- ch

The fourth and oy far the most important problem h that
of research. Lack of research, in the first place, means lack

of a national philosophy of adult education. Lack of a

national philosophy of adult education, on the other hand, means

absence of sound planning, not clear-ly stated objectives, badly

designed, unbalanced programmes and failure to identify

priorities in order to avoid duplication and wastage of very

limited resources. In the field of art adult education,
aims

however-, through research some or- most of the following/can be

achieved.

1. valuation of all the act courses provided, resources

used and methods applied to decide which courses are

suitable for adults and which institution ox institutions

axe fitted to provide them,

2. Through research it should be possible to find out

how and why an adult learns, end then design the courses

in such a way so as to sustain his interest and avoid his

dropping out.

1, UZ:mCO, The . ole of : choolt and Univer, itjes In . uult
mmc^hj.i (Ambassador Pi ess,?.V. Y.. Ltd. , pane.*. 16 th

Jniiutxy to 1st "c.ruary, ljG4), p.36.



185
• *

3* Other nations' experiences and traditions in fine

arts could ~e tailored to suit the country's needs and

purposes.
The

4» / training and selection of adult teachers is also a

very important aspect of re ... ch. One needs to find out

what type of adult educators are needed and what methods are

adequate for their training, also the training and re-

trainino of those actually engaged in the field as class

teachers, group leaders, administrators and clerical staff.

Pa ofessional development of adult leader ship increases the
stature of the art teacher or administrator and will

definitely lead to stimulation, development and improvement

of ar t study in the country.

5. finally, adult educators who are really authorities on

the field have always stressed the importance of research*

Ir John Lowe for example has made it a top priority

especially for a developing country. He wrote:

<• iiy should research in adult education be a ldgh
priority for the developing countixea? It is
mainly because, severely hampered by limited
resources, they must draw up their' development
plans carefully and wisely and ensure that mistakes
are quickly detected and remedied; minor mis¬
calculations become difficult to r ectify if not
soon identified and they may lead to the mismanagement
of seal'ce personnel and materials. fecondly, the
desired gr ovth-rate of economic output depends upon
the efficient training and retraining of adults
and tliic, in turn, necessitates effective programming,
curricula planning and deployment of staff resources*
Thirdly, new approaches and flexible methods will be
adopted only when there is a steady, discriminating
accumulation of knowledge through study and inquiry,
fourthly, practitioner s obtain the west resuxfcc when
they formulate hypotheses about the impact of their
programmes widen can ,e empirically teste a*
Accordingly they should constantly examine the way
their- programmes are organised, who decisions are
.jade /



186 ,

made about what to teach, what appears to ue optimum
length of a course and so on# Finally, when soliciting
government departments or grant-awarding trusts for
financial suppor t it is essential to produce the kind
of documentary evidence that will commend support# ■*•

In conclusion, it could be said that training, co-ordination

finance and research are not the only deficiencies fr om which
/

adult art education prolamines suffer'# There is also on the

par t of the institutions a lack of imaginative approach to "sell"

art programmes. In other words, administrators of art

programmes must make use of the techniques of production,

manufacture, adaptation, buying, selling said exchange used in

industry, Just as much as the prosperity of an industrial

concern depends on selling and buying, knowledge of the market and
the strength and waaknesses of competitors, administrators of

adult art courses must adopt merchandising techniques, not to

0ain profit, but in order to succeed in drawing the attention

of and persuading potential students to participate in art

courses or any other adult education courses for that matter#

Adoption of merchandising techniques is very important

simply because adult educators are competing for potential

students' time against well established, highly attractive

institutions such as cinemas, football, and racing# It is

there few e imperative tliat every possible means of attracting

the attention of potential students to participate should be

explored# One way of dealing with the problem can be a nation¬

wide campaign ranging from personal contacts to the full use of
the/

1# Lowe, J. I-esearch Brioritles in Adult Education In
Developing Countries. Paper' presented at a Seminar on
Adult Education in Developing Countries, Department of
Adult education and Lxtra-Uur&l Studies, University of
Edinburgh, Edinburgh, kud April#•#21st June 1963)$ p#l.
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the mass media of communication. The usual dull advertisements

which appeal' from time to time in the press can be replaced by

skilfully worded, well-placed ones. Eye-catching posters can be

designed and placed in positions where they can attract attention.

Illustrated brochures can easily be made and distributed in

Government offices, newspaper stands and bookshops. Nationwide

broadcasts can be used to clarify objectives and the benefits

of art programmes.

finally, if the adoption of methods and techniques of
the

merchandising, leads to financial profit,/money thus obtained

could be used to promote and help make art courses self

supporting and less dependent on subsidies from already highly

strained and limited resources.
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CHA-PT-li EiailT

THE ADULT STUDENT

la two previous chapters attention was directed to the

professional ar tis t-teacher and to the adult education

institutions, to their administrative and organizational

procedures, the type of art courses which they provide and

problems. It was also pointed out that one of the important

problems facing those institutions was lack of research,

especially in methods and techniques of adult teaching, teacher

training, programme planning and most important, knowledge of

students* interests, motivating forces, problems and ways and

means to sustain his interest to avoid his dropping-out.

The present chapter deals mainly with adult students and

is divided into three parts. The first part analyses the

characteristics of the students, i.e. their age, sex, education and

occupations. The second part tries to find out why they study

art, the part played by art in their daily lives, their views and

attitudes toward their teachers, the course, and the time and

the place where the course takes place. The third part discusses

samples of their- work.

One may ask why one should analyse the characteristics of

those participating in adult art education. There are many

reasons for this. Hrst and perhaps moot important, those

concerned with adult art education in the rudan are6f the opinion

that art contributes to the development of the total personality

of the individual by giving him a new means of communication and

that the majority of the population do not know how to appreciate

a/
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a work of art. They need help and guidance. If the arts

are such a good and important factor in personality development,

adult leadership in the arts must thoroughly acquaint itself with

those who are deprived of the experience.

Second, programme planning, what subjects to introduce or

reject, what type of teachers to recruit and the general

development policy, depends much upon knowledge of the students*

characteristics and interests.

Third, from an economic point of view, to know the

characteristics/)! the participants is to know who your potential

clientele are. Tims an adult education institution will be able

to "sell" its art programme better.

Fourth, well kept records of the numbers, characteristics,

responses and motivations of adult art students are very useful

when soliciting government, semi-government, or other grants

awarding institutions * financial suppor t. Financial support from

the former may depend par' tly or wholly on evidence which shows

that there is a need by a sector of the population for such courses.

Analysis of the characteristics and motivations of adult

students are ^ased on responses to questionnaires (in addition

to informal individual and group discussions with students in

all adult education institutions which provide art courses) which

were distributed in the K.T.I. P.A.U. E.M.S, and art classes run

by The Sudanese Women Association in Atbara from December 1968

to February 1969 and from January 1970 to March of the same year.

Altogether about 600 students wer^interviewed but only the

characteristics, views, and motivations of the 300 who are

attending/
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attending classes in the visual arts will be discussed. The

responses of the drama and music adult students will not be

discussed. This is, first, because drama and music merit

separate studies of their own. Second, students* responses

studying drama and music do not differ significantly from those

studying visual art. Third, the performing arts, especially

drama, have already been discussed in a previous chapter and

will be discussed again in two subsequent chapters devoted to the

role of mass meuia of communication in adult art education,

four thly and finally, unlike the visual arts, samples of work of
drama and music students would be extremely difficult to

reproduce in this study. But before we examine the characteristics

and responses of the students to the questionnaire some very

brief explanation of the nature of the survey is necessary.
1

The questionnaire was in Arabic. It was divided into

fourteen parts, each part composed of one question and a number

of answers or variables from which the student had to tick

either' one or as many as he saw fit in accordance with the

instructions given with each question. In the first part the

student was asked to write his name, age, occupation. In the

second part the student was asked whether he had completed

primary, intermediate, secondary university or post university

studies. In the remaining parts of the questionnaire the

student was asked about his motivations, the role which art

played in his everyday life, what competencies and qualifications

he required from Ms art teacher, if he was happy with the course

or whether he was making progress. In the end the student was

left with 5 blank pa^es and asked to comment freely on the place

and/

1. Appendix IV.
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and problems of adult art education which, the questionnaire had

failed to mention and to add any information he deemed of value.

The first thing which these data suggest is that the adult

visual art students, contrary to what is generally believed are

predominantly male rather than female. Out of the 300 students

interviewed 190 were males. Heedless to say, all those

participating in music appreciation classes are male and 99$
of those attending drama classes are also males. To put it

differently, art no longer seems to be an occupation or pastime

worthy only of women but is an activity very much compatible

wi tli "manliness ".

Turning next to age, the data suggest that the overwhelming

majority of students participating in the art courses are young;

generally in the a0e group of 20-25. As the following table showsi
1

Under 16 15
16-20 92
21-25 .133
26-30 50
31-35 10

Over 35 JX2

Total 300

45 of the females attending art classes are married. The

average age of all females is, however, between 19-25.

Turning next to education, one discovers that 4/5 of the men

have completed Intermediate School, only four have had university

education and the rest are secondary school graduates. About 80$

of the women had only primary school education with the remaining

20$ composed mainly of those who completed the Intermediate

School, Intermediate School plus two years in The Teacher Training

College/

1. A bo,, or irl o i tf en - and es pecially the latter, ie considered
an adult in the Sudan,
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College and a few with secondary school education.

Next we turn to the distribution of the adult art students

by occupation. be find - excluding the housewives - that only

9/ of the students have blue collar jobs. The following is a

detailed description of the students' occupational categories:

Housewives 45 15*
Skilled Laboratory Technicians 3 )
Unskilled printers 15 )
Unskilled textile printers 4 ) 10/,
Mechanics 2
Carpenters 3 )
Engineer1 s 3
Government Officials 2
Teachers 40 75/
Accountants 2
Social Yorker's 5
Typists, clerks, salesmen etc.176
Total 500 100/

Now we come to the second part of this chapter which deals

with students' motivations, views on the course, their teachers

and the time and place where the course takes place. According

to the survey each student seems to participate in adult art

education for a variety of reasons, and it would therefore be

difficult to list and classify the motives of each of the students.

However, by dividing the whole student body into three groups,

one should be able to classify them into goal-oriented, activity-

oriented or learning-oriented. Pr ofessor Cyril 0. Houle, who

has suggested the former cl ification describes each group as

follows:

The first, or as they will be called, the ^oal-oriented,
are those who use education as a means of accomplishing
fairly clear-cut objectives. The second, the activity-
oriented, are those who take part because they find in
the circumstances of the learning a meaning which has
no necessary connection, and often no connection at all,
with the content or the announced ourpose of the activity.
The/
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The third, the learning-oriented, seek knowledge for its
own sake. These are not pure types; the best way to
represent them pictorially would be by three circles which
overlap at the edges# But the central emphasis of each
sub-group is clearly discernible,1

Applying Professor Houle*s group identification criteria to the

adult art students in the Sudan one finds that to the goal-

oriented art is a means to an end, to the activity-oriented a

means to fill a gap in life and the learning-oriented art is

enjoyed for its own sake. Let us take each category in turn.

The goal-oriented students among those surveyed join a

painting and drawing class in order to be able to pass the art

examination in G.C.E, Almost to a man all those studying

calligraphy do so in order to be better freelance calllgr aphers,

All those studying typography want to be qualified printers and

layout experts and those studying textile design do so either

because there is now a growing demand for qualified textile

designers and skilled printer's or because they hope to start

their own little textile printing workshop.

All the teachers attending art evening classes belong to

the goal-oriented category. Most of them teach in primary

schools ana say that they study art to become better art teachers;
a few desire to pass art in. G.C.E, examination to join the

University; four or- five because they aspire to become free¬
lance painters. It was, therefore, only natural that to the

given list of possible motivations which make an adult participate
in art classes most of the goal—oriented students had chosen the

following re&sons; arranged in descending or der of preference.

1./

1, Iloule, Cyril 0. The Inquiring Mind (The University of Wisconsin
Sreso, Madison, 1963), pp.15-16,



1. To gain skill and greater efficiency in painting,

sculpture, textile design, graphic design, etc.

2. Art helps me in my present profession.

3. Art facilitates opportunities for promotion in my

work.

4. To fill my leisure time.

A few- mainly from among the teachers - chose in addition to the

aforementioned motivations the following:

1. Because art is means of communication "between the

peoples of the world.

2. Because I want to become a professional artist.

But none of the goal-oriented students had chosen any of the

three following reasons for studying art:

1. An educated man needs to know how to appreciate art.

2. I am studying art for its own sake.

3. Because a man who knows and practices art enjoys

a good standing in the Sudanese society.

The activity-oriented students participate in an art course

or any other course for that matter, not because they are mainly

interested in art but because they are lonely, they need to

make friends, to give their life a purpose, to have some tiling

to do or simply somewhere to go and spend the evening. They

are interested in the activity rather than the content. As

hoy Brosser describes the activi ty-oriented:

They are interested in the opportunity for social
intercourse which group adult education activities
can provide; they are interested perhaps in the
increased social status that observed interest in
adult education may bring; they are sometimes
escaping into adult education from boredom in the
home /
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home oar work situation, searching for friends or
status and running away from drudgery.!

Most of the female students belong to this category. in a

society where there is still mild discrimination against women and

where until very recently mixing of the sexes was frowned upon,

adult education aid provide opportunities for certain women a new

freedom to rub shoulders wi th males and to acquire a new personal

and social status and an escape from the drudgery or the drabness

of the daily life of ail or most women in the Sudan. But not all

women are activity-oriented. A small number of them genuinely feel

an urge and a necessity to study art either' uecause they want bo

become skilfUl painters and textile designers and printers because

they want to study art for its own sake. This became evident

from their responses to the given list of motivations. They had

chosen the following:

1. To gain skill and efficiency in painting, sculpture,

textile design, etc... Ninety per cent of the female

students had agreed that this motive applied to them.

2. To fill my leisure time. All female students had agreed

that this mo tive applied to them.

3. Ar t helps me in my work. By "Ar t helps me in my work"

about 70$5 of the housewives and other female students

interviewed simply mean house decoration, furniture

arrangement, dress-making and designing and printing

pattern on children's clothes, ued-covers, food-covers and

table—covers.

4. I study art for its own sake. Aoout 35*'* of the female

students interviewed said that they study art far its own

sake.

The/

1. grosser, hoy. "The African Adult Student," in Mass Education
"UUlt jJducat:Lo11 ^ Teaching by corresnonrianne in

. ome jjeveiopm, countries Ldstroa, jjdos and aosser. (ea.T)(The fag Hammarskjold Foundation, Sweden, 1970), pp.'244-245.



The third category are learning-oriented. These are

highly educated and are therefore not interested in paper

qualifications or "becoming professional artists. They

study ar t with no other intention than to "achieve self

fulfilment" and "to complete their education as men" or as

hoy Prosser puts it:

They are profoundly convinced that there is
value in acquiring knowledge for its own sake.
They are curious and want to find out in order
to satisfy their curiosity, a curiosity not
stimulated primarily from any other motive
than to satisfy a simple desire to know.1

Unfortunately those students who enjoy learning for the

sake of learning are very few among those par ticipating in the

adult art education courses. Indeed, they did not exceed 15

students when the survey was carried out. Results of the

survey in addition to conversations and discussions with the

students made it quite clear that almost all the students

participating in the visual arts programme (not to mention the

performing arts) do so not because they want to study art for

its own sake but for purely utilitarian reasons. This is,

of course, bad. But to deny the goal-oriented student the

opportunity to take part in art classes may mean that he may

never again care to see an exhibition or think about art.

Not to provide art classes for the activity-oriented in general

and women in par ticular may also mean driving them back to

boredom/

1. Brosser, Roy. op. cl t., p.245.



1VI >

boredom, drudgery and loneliness. But, however, goal-oriented,
1

activity-oriented or learning-oriented, the fact remains that,
some of

these students, instead of passing/ their leisure time watching

football, gambling or drinking, have chosen to use it creatively.

Therefore none of the former three categoxies of the students

is better than the other. As Professor Houle rightly pointed

out:

But no one of the three orientations is, after all,
innately better than the others, and to bring matters
back to a more proper balance it may be well here at
the end to restate a point made at the beginning of
the analysis of the interviews. All of the people
in the sample are basically similar; they are all
continuing learners. They have goals; they enjoy
participation; and they like to learn. Their
differences are matters of emphasis. Most of them
fit clearly into one or another of the three groups
but none is completely contained thereby.2

Ano ther /

1. A different category altogether of individuals who are
educated through art are convicts in prisons. One cannot
include them in any of Professor Houle*s tliree categories
for two main reasons. firstly, their learning or education
cannot be called adult education proper because it is
neither "voluntary" nor does it take place in a place and
time which they have wilfully chosen. secondly, we have
no proof, that in this case learning did take place or
that there was definitely a positive change of behaviour.
However, since i t is reduction by production for a special
category of adults and youth, one has no alternative but
to discuss it briefly.
Primarily the aim of the handicraft programme is the
prevention of future criminal conduct; by learning a
craft in prison it is hoped that the prisoner will be able
to adapt smoothly in society. In most prisons the
handicrafts programme consists of carpentry, rug, mat and
carpet weaving, wood anu ivory carving, basketry,' food-
covers and lea therwork. One would expect the work of
inmates to be dull and very much lacking in artistic
qualities, but, strangely enough, this is not the case.
The furniture produced by some prisons, lor example, is not
only functional but as well very pleasing to the eye (PI.
A,3). Augs, mats, food-covers, baskets and bedcovers are
well designed, nicely patterned, multi-coloured and
generally highly decorative (Pis. C,D,E,P,G). Unlike the
handicrafts made of synthetic materials which are nowadays
mass produced the former are made of traditional materials
and by traditional methods and tools. In continuing to
produce traditional handicrafts prisons are in fact helping
to preserve the most threatened aspect of the country's
cultural heritage.

2. Houle, Cyril 0. The Inquiring Hind, p.23.



Another important contribution to the classification ox those

who appreciate ar t had been provided a good number of years ago

by arofeesor D. Talbot Rice. It bears directly on the nature
of the different groups dealt with in this chapter and is worth

quo tiu0. He wro te:

The interest of these are directed along numerous
different channels, and their ideas are controlled
by numerous different factors. Rome are thus
enthusiastic about act primarily on technical pounds;
others because of its outside associations, such
as the subject matter of a picture. » one concentrate
their attention almost solely on modern products;
others will be moved only by ancient work. Some
look upon art as valid only when it has more or less
utilitarian purpose to perform; others would regard
it as some tiling essentially unconcerned with practical
ends. Yet all these people, in their different ways,
are equal devotees. 1

On the whole, the overwhelming majority of the students

appeared to be liappy with the course, felt that they .jade great

progress, found the physical facilities (specially at the School

of Pine and Applied Arts) conducive to learning and the study

suited them and in no way interfered with their other activities.

A most important factor which also became evident from the survey

and conversations and discussions with the students was that they

were extremely happy with their teachers. The., found the latter

very patient, considerate, always encouraging students* efforts

however feeble they might have loofceu and generally seemed to

understand, sympathise and tried to solve students' problems.

It was not surprising therefore, that when given a list of the

competencies and qualifications required from art teachers, the

student chose the following*

1. /

1. Rice, r.T. a he ^acn, round of r t 1933» pp.2^-30.



1. The art teacher* must be very skilful in his art.

2. The teacher trust be a creative artist himself,

3. The teacher trust be very enthusiastic about art,

4. The teacher roust be patient, kind, sympathetic and

able to understand and solve students' problems,

Einally, most of the students par ticipating in the visual

art course said that they frequently attended other cultural

activities such as the theatre, concerts and art exhibitions.

But at these functions attendance by male students ia much

greater than that of female art students.

Taken as a whole, the students of line and Applied art

classes vary greatly in their capacity for design and original

work. But for* the sake of convenience we shall divide them into

three main groups. There is, firstly, the beginners. Their

first efforts in painting, pottery or sculpture are generally

hesitant, difficult, painful and very self conscious. Most of

them have either had no previous opportunity of expressing

themselves in creative art, or if they did at all it was long ago

during their primary school days. A typical example of the work

of this group is x^late 8o, I c is an imaginary compost tion

consisting of a shepherd attending his sheep, a stream, trees,

a village, hills and sky. Every figure has been carefully

outlined by pencil before colour was added. The technique is

faulty, the colours are few and crude, and in spite of attempts

at modelling, the picture is flat, with very little or no spatial

depth like those usually painted by children. Indeed these

adults generally draw like children (though without the spontaneity

and innocence/Of children) either because they have lost the

abili ty/
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ability to express themselves creatively, or in whom it has become

obscure. Professor Schaeffer-Simmern of The University of
1

California who carried out four remarkable experiments in adult

art education described this stage of adults1 artistic

development as follows:

All normal children display this inner drive for
pictorial creation. drawings on walls, doors,
pavements, are visible proofs of the child's
inborn creativeness. But because, in the course
of general education, attention is still mainly
directed toward acquisition of conceptual knowledge,
the child's spontaneous drive for genuine visual
cognition is neglected. As he grows older, the
creative urge diminishes. It is therefore under¬
standable that in most persons visual conception
and its pictorial realisation are not developed
beyond the stages of childhood. But the ability
itself is not vanished. It is always latent and
can be awakened.^

But even v/ithin this group there are students whose work

while childish and sketchy is highly expressive. A very good

examplebf this is a painting by a female student of seventeen.

(PI. 8l). It is a recollection of an accident in which a small

boy was knocked down by a car. The painter does not feel as

a spectator but is very much involved in her subject. There is

movement, rhythm, expression of pain, anger arid anxiety and a

rather good sense of composi tion. The artist's lack of skill is

made up for by sincerity and feeling.

The second group consists of those students who survived the

difficulties and frustration of the first year of the course or

those /

1. The first was with a group of mental defectives; the second
with a group of delinquent youths; the third with a small
group of refugees; and the fourth with a group of business
people.

2. 8chaeffer-Simmern, Henry, The Unfolding of Artistic Activity
Its basis, Processes and Implications (Unjversity of California
Press, Berkeley, 1948), p.23.



those whose creative abilities have been redeveloped and their

artistic talent began to unfold. Their work shows that their

eyes and hands have been retrained and their self-confidence

restored and are therefore technically and, to a lesser extent,

artistically more skilful than they were at the beginning of the

course. Plate number 82 for example is by the same student

who a year earlier had painted the picture previously discussed

as a typical example of the first group (see PI. 80 ). one

immediately discovers that the latter present picture is more

subtle and mature than the former. It is distinctly divided

into foreground, middleground and background. It is not flat;
there is a more conscious feeling of space. The figures sit,

move and stand in natural positions. There is no preliminary

drawing but colour is applied directly and in bold and free brush

strokes. There are even some attempts at foreshortening.

A few within this group have learned how to draw and paint

correctly, but instead of expressing their own thoughts and

feelings they prefer to copy calendars and postcards depicting

Nile and palm trees or fishermen and sunset (Pi. 8 3). Others,

more romantic, miss the country and country life ana therefore

miticulously paint peaceful rural landscapes (Pis. 84, £5).
There are also among this group those who are not " teclinically»

skilful but very imaginative (PI. £6). The course seems not only

to have loosened up their "muscles of body and spirit which have
1

become atrophied by lon0 disuse " but also made them look and paint

subjects considered unpaintable. This student who painted the

former /

1, Johnstone, V.illiam. Child Art to Man Art (Macmillan & co.
Ltd. , 1941), p.20.
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former landscape was much more interested in red barrels lying
on the bank of the river than in the river, the boats or the lush

vegetation in the background.

Taken together, this second group proves beyond doubt that an

adult, given sufficient time and provide.- trithconditions conducive

to learning, can learn almost anything he wants. This proves

that an old dog can learn new tricks; and that age cannot and

should not be a barrier. As Thorndike pointed out:

In general, nobody under 45 should restrain himself from
trying to learn something because of a belief or fear
that he is too old to be able to learn it. Nor' should
he use that fear as an excuse for not learning anything
which he thought to learn. If he fails in learning it,
inability due directly to age will rarely, if ever, be
the reason... Teachers of adults of age 25 to 45 should
expect them to learn at nearly the same rate and in the
same manner as they would have learned the same thing
at 15 or 20.1

Therefore, an adult's latent artistic ability, once awakened,

could be gradually redeveloped. And more important, professor

Schaeffer points out that:

experiments have shown that, keeping pace with developing
mind of the normal individual, there develops also an
organic growth of visual artistic configurations. Simple
structures of forms have been found to precede more
complicated ones, thus indicating that the natural way
in which artistic abilities unfold and develop. One
should not expect most children or adults to reach the
most highly organized levels of artistic achievement, any
more than one expects that the ordinary student of science
in school will become a great scientist. It must be
emphasized, however, that all normal human beings, and
subnormal, too, possess in some degree the ability to
produce genuinely artistic works. And .just as conceptual
thinking can minister to the integration of personality,
so inherent artistic abilities can and should be utilized.^

The/

1. Thorndike, A.L. Adul t Learning (Macmillan & Co. Ltd., New
York, 1928), p.177

2, 8chaeffer-Simmern. op.cit., p.9.
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The tliird group consists of students who have had about three

years of evening study. Within this group there are two types

of students. There is, firstly, the sophisticated type whose

work can teclinically and aesthetically compete with the work of

any of the academically and nationally r ecognized professional

artists (Pis, 67, £8). Plate £8 for instance, has for a theme

roots of cut trees. These roots twist, move, cart and shoot

in all directions, are full of tension and vividly alive. It

is not only an unusual choice for' evening art class students but

also an original one.

The second type within this group consists of those who are

generally known as "naive", "primitive", "popular" or "Sunday

artists". They joined the art class out of sheer curiosity.

They thought they needed some formal training and also wanted

to acquaint themselves with traditional techniques and traditional

theories of art. Luckily and thanks to an unprejudiced attitude

of their artist-teachers, these "naive" or popular ar tists never,

lost their genuine artistic impulses and more important, their

innocent, unsophisticated vision has also not been spoilt. In

other words, the artist teachers were very careful not to impose

upon the former any style or a technical or theoretical tradition,

but encouraged and allowed their inborn 0ifts to develop and

unfold with little or no interference. As Adolf Hildebaad

describes natural growth in art:

The importance which attaches to the natural growth of
a work of art can hardly be overestimated. All that is
good in true Art depends on it. Art can flourish only
when the artist follows the natural paths of production.
Let him, then, get his result, however modest, by natural
means, rather than strive to achieve something more
brilliant, the outcome of a greater ability than he
possesses/
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possesses, for such a work, "being one of false pretence,
must inevitably be condemned to the fate of all shame.1

One of these "popular" or naive artists is Abdeen A1 Shawafa.

Common-place country themes seem to please and excite him

immensely. In a landscape which he painted in his first year,

(Pi. L 9 : one discovers that while it lacked the refinements

cultivated by an art school (knowledge of perspective and anatomy)

it had rich colour' and fine arrangement. A year later we

discover that the artist had learned a little perspective and

some other academic tricks without losing his inborn gift

(PI. 90 . Tliis picture shows that he has a better control of

line, rich colour, sense of composition and a vision which is

still pure and unsophisticated. Bilai is another example of an

unsophis ticated artist whose spontaneity has not been spoilt by

the evening classes (PI. 91). But Gassim (?1. 92-) Is, perhaps,

the most talented of tills group. He has a great imaginative

power with admirable organization. Natural figures like the

grass, the trees, the sfcreair, the sheep, the mountains and the

sky ore drawn in clear lines. All, however, form an exhuberant

landscape rich in colour and light. The formal grace of Gassings

landscape, his bright but delicate colour, his stylized composition

and his spontaneity and innocence remind one of the greatest

naive of them all - Henri Kousseau.

But the very qualities which one admire in the works of these

non—professional, par t- time artists are often criticized and

dismissed by most of the academically trained Sudanese artists as

popular /

1. Hildebrand, Adolf. The problem of Form in Painting and
Sculpture Max Meyer and Lobert Morris, translators, (G.E.
Stechert & Co., New York, 1907), p.16.
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popular, amateurish, primitive ox- simply efforts which do not

deserve to he called "Art". This condescending and hostile

attitude adopted by some of the professional artists towards the

former is unfortunate but understandable; for two main reasons.

To begin with, academically trained artists see those whom they
Ct,y

call amateurs, popular, naive or primitives, serious rivals.
Gassim, Abdeen and Bilal are known to the public. They show and

often sell their works not because they are better artists than

the academically trained but only because they can excite, interest,

impress and arouse public admiration and appreciation by their

simple and ua.intellectual representation of reality at the

moment when the academically trained, professional artist tends

to record the highly abstract and technically sophisticated.

And secondly, when criticizing or assessing the work of amateurs,

professional ar tists apply professional standards of measurement

based upon traditional and modern techniques and theories of art,
1

This is wrong and very unfair. It frustrates the honest efforts

of the amateur, the only reliable ally of professional artists;

it widens the gap between the professional sa tist and society

thus increasing the formers alienation; and most importantly,

it stands in vary of creating a living pattern of artistic culture.

As Professor Schaeffer-simmern has rightly pointed out:

The broadest implications of the unfolding of inherent
artistic abilities can ultimately be attained only if one
of/

1. Sometimes one suspects that the attitude of some6f the
professional artists towards the amateur is hypocritical.
Artists, on the one hand, assert that there is a need for
adults to spend their leisure time creatively, but on the
other, they fail to encourage the latter's efforts to be
creative. Furthermore, all professional painters in the
Sudan tend to identify themselves with and highly appreciate
Sudanese folklore, folk-dance, folk-music and handicrafts,
but refuse cr.fail to appreciate a Sudanese folk-painting.
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ox the main obstacles for the development of a genuine
ar tis tic culture is removed. This obstacle consists in
the common attitude that gives credit and acclaim
predominently to the artistic performance of talented
persons. fixed yardsticks of artistic judgement based
upon various old and modern standards of criticism and
used only for evaluating the works of "artists" have been
unable to establish basic foundations for' general objective
artistic values. Thus the creativity of the great majority
of people has been decisively obstructed. A first
artistic evaluation of a work of art can only be concerned
with artistic quality - the intelligent organization of
form, - no matter Low simple its structure may appear,J-

But naive, "popular" or "primitives" these are creative

ar tists. They have a real mastery of their* profession and are

confluent o_ their own technique end possess a natural,

imaginative and original way of painting and arranging forms.

They, therefore deserve a place among the professional and

academically trained artists because like the latter they are

contributing to the development and enrichment of artistic life

in the country.

In conclusion, one can add that the success and achievements

of this adult art education course are not limited to the

unfolding of artistic activity in some or- in helping a few to

become "regular artists". It has, more importantly, also

contributed to the development of the total personality of a few

by giving some students new means of expression and helped others

to acquire a setter taste in their* daily living. This becomes

abundantly clear when v-ou take a look at some of the following

comments and responses made by some students in the questionnaire

ana in informal discussions with the author.

Patima Ali (aged 25) attending the textile design course

commen ted/

1. Schaeffer-ftimmern. op, ci t. , pp. 139-200.
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commented that she enjoyed the course immensely not only "because

she was maiding progress but also because her husband and neighbours
appreciated and praised the quality of her prints. V,omen -

neighbours would bring their table-covers, bedcovers, food-covers
or their childrens clothes and ash her to print some of her

designs on them. Many expressed a desire to join the course in

order to become good designers as she was and few did succeed in

joining it. This must have had a very encouraging effect on

Batima because she continued (and continues) to participate more

actively in the course than ever before because:

The social significancebf being recognized as a creative
individual cannot be overestimated. Such recognition
reflects bach upon the creator's self-esteem and makes him
realize that he has something unique to give. To that
which characterized Mm before, a new and vital trait
lias been added. He has acquired new status. He feels
more accepted. TMs furthers self-confidence and at the
same time stimulates Mm to do more, for he knows he has

'
much mare within him to bring for th as his own, which in
turn will bring him yet more recognition,1

A young man wrote that he loved the evenings he spent working

in the Art School. He believed that by learning to make pottery,

the cour se had given Mm a chance to do some tiling wliich he could

not do before (Pi. 93).

Al Raddiah A1 Guzzuli, a housewife aged 27, wrote that she

liked the course because! t helped her to make better judgements

in the everyday tasks undertaken by a housewife; arrangement of

furniture, choice of cur tains, hanging of the appropriate landscapes

and choosing matching materials for herself and her children.

In shor t the course has not only ^iven the former a chance

to create, participate, learn, enjoy and make friends but also

has developed in them a sense of living creatively and aesthetical3y.

Compared/

1. ibid., p.116.
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Compared, with the rest of the population, they are a minority, hut
a very important minority. As Lindemann puts its

She rigidities of adulthood need loosening before anything
creative can happen in the sphere of social control.
And we need not await the tidebf numberss a small group
of adults in a single community seriously concerned about
the valu.es/jf creative living is sufficient to alter the
quality of the total community process.1

1. Lindemann. The Keanin,, of Adult Education p. 58.
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CIIAPTIH NINE

THE POLE Qp THE MASS LIEPIA OF COMMUNICATION

IN ADULT ALT EDUCATION

The mass-media of communication in. the Sudan (radio,

television, the theatre, film, and the press and graphic

materials) are performing an increasing role as instruments

for the dissemination of culture and education. The

G-overnment, semi-government bodies as well as some voluntary

organizations are using the mass media of communication to

offer adult education programmes such as literacy teaching,

foreign languages, civic education, health education, child-care,

home economics, courses on agriculture and its problems,

problems and hazards of industrialization and generally as aids

to the overall political, social and cultural development of

the country. This and the following chapter, however, will

try to describe the impact of the mass media of communication

on art education and appreciation among the adult population.

But before e:camining the extent of the impact which the mass

media of communication may have had on the acceleration of

cultural activities on the one hand, and the positive or

negative influences on values, attitudes or behaviour of their

audiences on the other, it will be helpful to devote this

chapter to describing the development of the different media

in the country and showing programmes in the arts.

The/
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The Press

The press is the oldest organized meuium of communication

in the country. Its history ana evolution is a reflection of
the ueveiopment of non .manic, western type of euucation

introduced uy the British. In fact, line education itself it
1

had also beeu introduceu by the British. Thus, El Sudan,

the fix st ever bi-weekly to ee published in the country appeared

in Khartoum in September 1903. In its first editorial it

declared that: "> e have lain down the foundation of the press

in the Sudan hopin0 tha t this honour'able industry will develop

with the country's progress and that its influence will increase
2

with the spread of education".

11 Sudan was soon followed by another', The Sudan Herald,

but for about the fir st ten years of their existence they failed

to have any impact of The Sudanese because, first , both

'remained semi official organs r ead mainly by foreign government
3

officials' and secondly, oecause as H.K. Salih sums it up:

At the time El £udan' was published the number of
educated Suaanese was small. All those who were
able to read or write had their education in the
traditional Koranic school and newspapers were
foreign to them both in content and style. Their
pur chasing power was very low. These two causes
practically excluded all Sudanese from active reader-
sliip of "LI Sudan" during the fir st few years. 4

However , with the relative expansion in education and as

the/

1. "As soon as the Condominium rule was established in the
Sudan Lord Cromer, it is reported, approached the proprietors
of :.l . okkatam, a Cairo magazine and suggested to them that
they start a newspaper in the Sudan." L. 1.1. S&lih, 'History
of the Sudanese Press 1903-1953' aaucation in the Sudan, p.48.

2. ibid., p.49.

3. ibia. , p. 46.

4. ibia. ,
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the number of the G.H.C. graduates grew bigger and bigger, the

educated Sudanese felt the need for an .Arabic literary magazine.

They were in no position to finance one by themselves and they

therefore 'approached the owners of Victoria Press and publishers

of the Sudan Herald and suggested to them that they publish an
1

Arabic weekly supplement of the Sudan Herald'. Thus 1913

gave birth to Maid 11 Sudan the first literary magazine and

which, according to M.J'. Salih:

Paid more attention to literature and in particular
poetry - the first generation of Sudanese poets
during this century made their first appearance on
its pages. Poems by El Banna, Tewfik Salih Gibriel,
Ahmad Mohammed Salih and Hassan Badri, were a
permanent feature of the paper.^

Seven year s later Laid HI Sudan was followed by Hadarat
3El Sudan, 'the first paper owned and edited by a Sudanese'.

Unlike the former-, Hadarat El Sudan paid little attention to

literature and poetry. It was highly political, supporting the

British occupation and administeration of the country and

attacking bitterly unity with Egypt and those who stood for it.

1924 saw the abortive uprising of the Sudanese . The

restrictive measures adopted by the British Administrators left

the educated Sudanese without magazines or- newspapers to air

their- views. They organized themselves into small study circles

or "Schools of Thought" and/ Salih describes it:
Breaking into small cir cles, meeting in the evening
in their- houses they concentrated on reading the
latest Arabic and English books, discussing their
contents and writing poetry and short stories....
......The most important of these "circles" or
"schools/

1. rjbicx., p. po»

e. iuid., p.31.

3. ibid.,
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"schools of thought" as they came to be named
later were in Omdurman ana Wad Medaui.^

The Thirties found the country relatively prosperous, with

much less tension oetween the British Administrators and educated

Sudanese and certain measures of liberalism on the part of the

former. This in turn, amongst many other- things, gave birth to

three literary magazines and a daily newspaper. These were

hi Nahda in 1930, I'iraat hi Sudan also in 1930, LI Pari' in 1934

and the daily newspaper hi Nil in 1935#

El Nahda's editor- explained in his first editorial why he

decided to publish a literary magazine in the following manners

"As out country - like all Kid Eastern countries - suffer s from

many short-comings in the literary, ethical and social fields and

these short-comings can only be uncovered through the press, I
2

have decided to publish this magazine."

El Bagr on the other hand, declarea that it would 'support

Arabic Literature, spread the light of knowledge, disperse the

clouds of ignorance and dispel causes of intolerance and hatred.'

The contribution of these magazines and newspapers was not only

significant in the development of journalism, the spread of

information and education, but culturally they were also agents

of social change. "El Pagr" was the most important because:

It ushered a new era in journalism. It was edited
by young men revolting against traditional thinking.
They felt the impact of Western culture. They were
well read and followed closely all publications from
the western and Arab World. Their role, they believed
was to bring about an intermarriage between Arab and
European/

!• ifrid.* P.53.

2. ibid., p.54.

3. ibid.,
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a distinctly Sudanese one inheriting the best
qualities of both parents,

Erom 1940 anu.following on appearance of political parties

many dailies, weeklies, monthlies and quarterlies appeared and

disappeared because of financial or technical problems. Today,

however, the country has six dailies,five in Arabic and two in

English. A UNESCO Report dated 1960-62 gave their total daily
2

circulation as 90,000. Seven year s later" three of the most

important and widely read dailies gave their total daily

circulation as follows: A1 Ayam as 40,000, El Ral El A'am as
3

30,000 and 7.1 Sahafa as 35»000, There are also nine weeklies

and periodicals of general interest, five monthlies and different

professional and highly specialised journals. The same UNESCO

Report gives the total number' of periodicals as • thirty-three
4

periodicals, including two in the Greek Language1.

To sum up then, the development of the Sudanese Ik'ess has

been of major importance in the cultural, social and political

development of the country. II. R. Salih, the distinguished

Sudanese Journalist, quoted many times in this chapter, in an

amended version of his paper on the Sudanese Press, summarises

its acliievements as follows:

It has endeavoured to portray the progress of the
country, enlighten its people, create and foster
public opinion, inform the Sudanese in local and
foreign events, rally them behind their national
Sispirations/

1. ibid. ,

2. UNESCO, lorid Communlcation (UNESCO, Place de Pontenay,
Paris, 1964)> p. 121.

3. Personal Communications with the editors.

4. UNESCO, op.cit., p. 121.
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aspirations, and mobilize them in their fight for
freedom, Since independence it has worked for
national unity, economic development and social
r eform.l

Politically the press has been an organ of adult education,

especially for those who are barely literate because: 'People

came to know through their newspapers more about freedom,

independence, democracy, elections and ten other terms never
2

heard of before, or at most vaguely understood.'

The role played by the national press in adult art education

has not been less significant and can be summarized as follows:

i. The press has had the greatest influence on the

promotion and the consolidation of the position of

poetry and literature as the country's main mode of

artistic expression. Works of well recognized,

nationally highly thought of poets as well as works of

aspiring anu talented youn^ ones and men of letters are

published every day. Poetry is explained, its merits

discussed and short-comings pointed out. Short stories

are published. Long ones are serialized. There are

regular columns and/or whole sections for' world literature

and reviewing and criticism of the theatre film,

television and radio,

ii. Since most of the reading public is not liighly literate

and since books are not only expensive but are written

in a language difficult to understand by the not so

highly /

in
1. Salih, •The Sudanese dress", /'.N.h. (Vol. XLVI, 1965) p.6.

2» ibid., p.7.



highly literate i.e. the semi-literates or the newly

adult literates who constitute the majority of the

reading public in the country, to all these, newspapers

and magazines must have been the only source of

information about art in the country and abroad,

iii. A third and a very important contrioution of the Sudanese

El ess to the arts in the country has been the

introduction of the art of caricature. For a great

number of year s the , udanese reading public could only

see and enjoy this art in British and Egyptian newspapers

and magazines but never in their own national press.

There were, to be sure, local attempts now and then but

these attempts never" became a permanent feature in the

press. Needless to mention that they lacked artistic

quality, were highly influenced by the Egyptian Schools

of caricature and by no means "funny". But from 1958

caricature began to take shape and emerge as an art

through the single-minded determination of a part-time,

non professional amateur artist. His name is Izz Alain

Osman and his career and contribution to adult art

education should not be ignored.

After completion of Secondary School Izz Aluin wanted to

join the School of fine and Applied Arts to study painti. but

was forced instead to take a clerical job to help support his

par1 eats and the younger members of his family. Unlike the

hundreds who want to study art but forced by one reason or

another' to study some tiling else and never think about art again,

Izz/



Izz Alain never g&ve up. He joined the adult evening classes

of the S.P.A.A. and for four- consecutive years never failed to

attend a class, Though caricature has never been a subject in

curricula, Izz was able to become the first amateur artist -

indeed the very first Sudanese artist including the professionals

to specialise in caricature and some years later- to be the first

one to take it up as a full-time job.

His first works began to appear in newspaper's in 1958. He

thought they were "immature" because he had his job to think about

and therefore he could not devote enough tirae to thinking deeply

about them and work them out as skilfully and creatively as he
1

wanted them to be. Artistically he thought they did not show

the sharpness of observation, skill in draughtsmanship, economy

and virtuosity, elements which are characteristics of his work

today.

In content Izz's caricature have seen bitter criticisms of

Government corruption, nepotism, and undemocratic plunder of the

ruling political parties who appointed themselves as 0uardians

of democracy, (Pis. 94, 95* 9S, )

To the ruling hierachy who are anxious to portray themselves

as the uenevolent helpers of the people (in fact they have never

been so), caricature must appear not only provocative but also

dangerous to their image. Accordingly, Izz Alain has >wice been

prosecuted in the past. This helped to secure his popularity as

an artist and a political crusader. Many people -wrote articles

in/

1. Personal Communication with artist.
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in defence of caricature as an art and on Izz's the right as

a citizen to criticize the Government artistically. focially

Izz Aldin has also been active attacking harmful customs,

outmoded traditions and habits. (Pis. 97, 98 , 99, 100, )

Izz Alain's caricatures are much more of the funny popular

type than fine art. They still betray influences of contemporary

popular caricature in Great Britain, This can most clearly be

detected in sweeping mobilities of his figures and the little

cigarette which brings to mind Britain's Andy Capp, Still,

these influences have been substantially modified into something

Sudanese, very funny and educative.

In 1964 Izz resigned his clerical job to become a full-time

member of the staff of Al Ayarn, a highly widely circulated and

a highly respectable daily newspaper. His success as a

caricaturist does not only prove that it is profitable to fill

your leisure time with a worthwhile activity, but has also given

heart to a number of amateurs and professional artists alike.

Today there is hardly a newspaper or magazine without caricatures

supplied by both amateurs and practising artists.

iv. Fourthly and finally the .Press have recently started

to publish articles on the appreciation of painting,

sculpture and architecture. Professional artists have

also found their way to magazines and newspaper • as

full-time graphic designers.

hadio

Kadio was introduced by the British Administration in 1940

mainly /
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mainly to maintain public morale and support for the Allies

against Nasi propaganda broadcasts which were directed towards
Africa in general and the Arab V. orId in particular. It had,

however, outgrown its propaganda function long ago before the
war was even over. Today, it is by far the most active and

probably most effective of the mass media of communication,

firstly, because of the adult education programmes which it offers,

and, secondly, because of its extensive coverage. This should

be appreciated if one takes into account the facts that the Sudan

is a vast country (^,000,000 square miles), with sparse and

scattered population (14,000,000) and has had a chronic problem

of transoortation. Unlike books or newspapers which sometimes
i

take days before they reach some areas in the country, radio is

immediate. It brings inside a home news, information,

enter'tainment and education. Indeed, in some remote areas

radio is the only way means of communication with the rest of

the country. It is also rather cheap and popular. There are
1

about 108,750 radio sets in the six Northern Provinces, In

other words, 43i° of the residents of a province owns radios - or,

49.6 radios per 100 families.

Radio is State owned (The Sudan Broadcasting Service).

Programmes are mainly broadcast in Arabic, for the North and in

colloquial Arabic and knglish and sometimes in vernaculars for

the South. Out of 125 hours put on the air' weekly nearly 26

hours are devoted to art programmes which can be classified as

follows:

1./

1, Depar tment of Statistics. Population and Housing Survey
1964-66. 1968 p.34.
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1. Music: Symphonic ana serious European music.
Light European music.
Light Sudanese music.
Popular European and Sudanese music.
Jazz.

2. Drama: is the responsibility of a special section
which selects, produces and directs all
drama programmes. Drama is classified as
follows:

a. National and international classical
plays specially adapted for radio and
mass audiences.

b. Plays specially written to convey an
educational message to promote social
and economic development, and causes
such as eradication of illiteracy, how
to be a good citizen, a good farmer,
etc. and harms of superstitions and
outmoded traditions and beliefs.

c. Series and serials dealing with comedy,
mystery, crime or adventure.

3. Studies of the novel and short stories in Arab and
other countries. A national or an international
work is presented by one or group of experts who
explain and point out its merits or short-comings.

4. Poetry recitals.

5. Programmes on visual art education and appreciation.1

Television

Television is still in its infancy. Although it was

introduced as pilot project late in December 1362 and now is

only concentrated within the radius of 35 miles from Omdurman, it

has proved extremely popular. Evidence of its success c!

popularity is reflected by the fact that, firstly, the number
2

of sets in private hands has increased from 15,000 in 1966 to

60,000/

1. These have already been discussed in Chapter

2, Sudan almanac. 1963 p.270.
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1

60,000 in the early months of 1969 ; arid, secondly, the

Government's decision "to go ahead with long-term claiming for
2

an elaborate and permanent installation for service."

Out of 40 hours of broadcasting weekly, The Sudan Government

Television Service (T.V.S) devotes 5 hours to education for

secondary schools and 20 hours for art programmes which are

classified as follows:

1. Entertainment: Seven hours weekly of icrabic, American
and British films series such as,
The faint, The Untouchables, Man from
U.k.C.L.K. , fraud Squad, It Takes a Thief,
Br Christian, Hitchcock Terror Hour,
The Avengers in addition to light
American comedies like, The Lucy Show,
or soap operas like Peyton Place.

2. Songs and Music: Six hours weekly of 15 minutes of
Sudanese, American and British light
and pop music and songs, or /and folic
songs and jazz.

5. Cultural Programmes: visual art appreciation, poetry
recitals or discussion of Arabic and
world literature.

4. Plays: One and half hours weekly of plays
v/hich arehot very different in content
or function from those offered in radio.

5. Educational Television; Though ttiis programme is mainly
concerned with English Language for
Secondary Schools, it also deals with
..niglish literature through the dramati¬
zation of plays and novels such as,
Pride and prejudice, Treasure Island,
Oliver Twist, Hamlet ' rid Julius Caeser.

The National Theatre

for reasons mostly social and political the theatre as art,

and/

1. figures obtained from a survey: Istiftan Altilflzoun Al-Awal.
(Public Relations and Search Section. Sudan Television
Service, 1970) p.17.

2. Sudan Almanac. 1963 p.270
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and an instrument deliberately created to educate or entertain

has had a very uneven development. This should not be taken to

mean that the country has had no tradition in drama or the art of
the theatre. If by "theatre" the picture which comes to ones

mind consists only of a raised platform, curtains, lights,

scenery, costumes, music, actors and an auditorium full of silent

spectators neatly dressed and sitting on chairs arranged in rows,

then the Sudan cannot claim to have had theatre or drama before

1353 when the National Theatre was officially inaugurated. If

on the other hand, one is kind enough to ignore raised platforms,

curtains, scenery etc., and thinks of the drama and the theatre

in terms of actors, dramatists and an enthusiastic and wholly

participating audience, then one discovers that the country had

a tradition which is not only old but rich, continuous and popular

as well. A tradition manifest in folk poetry, the oral tradition

and the way in which its tales, epics or stories are dramatized

and performed, .already in Chapter One folk poetry has been

discussed as a major factor in the Arabisation and Islamization

of the Sudanese. It is necessary now to discuss its function

as The Spoken Irama of the Sudan,

Until very recently and before radios became cheap and

popular, it was a familiar sight in rural areas 'in some places

it still is) to see a group of people gathered in front of the

village in the evening around a fire or in the moonlight, to hear
a folk-poet or any other- villager with a beautiful voice reciting

monologues and dialogues which tell about the tribe's liistory,
of wars and heroes, of love, sorrow and of the generous!ty and

courage/
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courage of his people. Sometimes the same village would invite

folh-poets or performers from other' villages or tribes to come

and compete with its own. Brom the early hour's of the evening
and till late at night monologues and dialogues are recited,

epics and tales are told. The spectators or the audience show
their appreciation in a variety of ways. They may interrupt to
ask the performer to repeat a verse or a part which they

particularly liked. This is never considered an interruption

oi" bad manners. Indeed, the performer is pleased because this

shows tliat he can get his message acioss successfully; thus he

is encouraged to do better every time. The audience may join

the performance at suitable points by rhythmic clapping or singing

or reciting with the performer. All through the performance

pel'formers are encouraged by the audience through exclamations

of praise such as "Allah."', "Marvellous'", "Great.'", "God Bless

You.'" and "God Bless Your parents.'". Women show their

appreciation by uttering Zagharrit (piercing cries of joy).
Another' activity which may qualify as a dramatic tradition

is the tea drinking ceremony and mock-trials of the Bramaka Tea

Clubs of Kordofan and Bar fur. In Chapter' One those clubs were

described as a youth movement for community development, and the

ceremonial drinking of tea usually with songs in praise of sugar.

The dramatic aspects of the Bramaka Tea Club, however, me not

evident in the way all its members must dress, sit, move, observe

tea drinkin^ etiquette, in the way office-bearers are appointed

but most important of all in the mock-trials which, though held

to punish those members who misbehave, are in fact, meant as

criticism/
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criticism and satire directed towards the Government and their

elders. Let us explain this further.

Immediately after a Baramka lea Club is formed a governing

body is chosen to run it. This governing body fills posts

which are an exact replica of the ruling hierarchy of the whole

country. It is as follows:

Patron - Governor General.Sir

Nazir

Omda

Sheikh

Kadi

Lffendi

Hulahiz

Askari

President - Head of three or four
Babgara tribes.

Chairman - Mayor,

Head of the village.

Y.'ho settles disputes - Judge in Islamic Law.

Clerk and treasurer - white collar
worker - civil servant.

Inspector of manner's.

Chucker-out - Policeman.

All the club members should wear white and very clean

garments, should decorate their turbans with coloured feathers,

wear coloured diagonial breast beads, clean shoes and should carry

canes. The office-bearers are no exception to this. In this

connection Ian Cunnison who wrote a comprehensive study of

Dag0ara has this to say:

Humur (a Baggara Tribe) are never so neatly and cleanly
dressed as when they attend a Bar arnica party. They seat
themselves in a circle on the best available mats, with the
Jaramka Office-bearer on aagerybs. The officeer s
are the Sir, Nazir, Ornda, heikh, Kadi, Effendi, and
Askari; the young men adopting these offices have a
temporary authority over others present of the kind that
their namesakes have in real life. Offences against the
code/

1. Sahara Women also have their own counterpart clubs and hold
tea parties and mock-trials.

2. Angeryb. A special Sudanese bed.
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code of proper behaviour are heard by the Kadi, who
imposes fines, the pounds of the fines being paid in
piasters, which go to purchase teas and sugar for future
parties. lire Askari can eject any member guilty of
a grave breach of etiquette*A

These mock-trials are not carried out only to obtain money

for future parties as Gunnison has pointed out. Nor are they

performances for the sake of performance. They are before

every tiling else on the one ad ifdid criticism of the British

officials in general ana the Bag0sii immediate native leaders in

particular, and, on the other, a means of a release of spent-up

emotions, a recreation or and an entertainment. This is because

a Baramaki is a nomad first and last. his whole life is based

on his ability to wander' about freely, abiding by no rules but

his own. As a nomad he values his freedom more than anything

else and must have been therefore, very unhappy with forced

settlements, being ordered about by his Nazirs or even The

Idstrict Commissioner himself and most important of all he could

not accept the new ways and means and habits or civilization

imposed upon him. True, civilization meant an easier and a far

loss dangerous life than that of a nomad, but a Baggari likes

his fellow man tou0h, he generally admires "manly behaviour" and

therefore found it hard to see eye to eye with the British rulers

and his own elder's. This conflict is summed up by Gunnison as

follows:

The harsh necessities of life for most of the Humur are
a contrast to the comparative physical ease which is
enjoyed by their' Nazirs and higher Government officials.
Humur respect power and what it can bring them, but they
respect also hard worm and asceticism that can lead to it,
realizing/

1. Cunnison, Ian. Ba.h-.ara Arabs. Power and the Lineage in a
Sudanese lomad Tribe '(O.U.P. , London, 1966) pp.125-124.
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realizing at the same time that few of them can attain
it. At the same time they respect the kind of life led
by the cattleman with many followers, who is content with
his cattle before him but, who, should he lapse from his
austerity, will see his herd dwindle. 1

Therefore, to hit back and as a release from anxiety and

frustration, the Baramka Tea Clubs through mock-trials aped and

made fun of all prestige - bearing offices in the country. The

latter thought tliis was very offensive and subversive: the

Government, therefore:

banned 'it among troops and police as being possibly
subversive of discipline, and many tribal nazirs put
it down, including the nazirs of the Ilumur. The
subversion was supposed to consist in the way the young
men, at their parties, aped supervisors, and in a way
the elders saw a challenge to their constituted authority:
This was the reason for the numerous complaints to the
District Commissioners by Nazirs and the subsequent
breaking up of the club in different areas. 2

To many of the young and impatient Sudanese educated at home

or abroad such activities do not qualify as drama. Years of

study abroad, in America and hurope have conditioned their

orientation and understanding of what a theatre is or should be.

They seem to believe that anything which is not built, equipped

and presents production like the ones they have seen in the Old

Vic, the Coiaedie drancaise, or in and off Broadway is not worthy

of bein0 called dramatic. In other words, they are of the

opinion that the only dramatic tradition is that of Greece from

which the Y.estern Theatre springs. But what they seem to forget

is that different cultures develop different institutions at

different rates. The theatre is no exception. The European

theatre/

1, ibid. , p. 127.

2. ibid. , p.125.
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theatre, like European culture itself, is highly developed.

It has an old, very rich and dynamic tradition. The dramatic

folk tradition in the Sudan, on the other hand, is not as highly

developed, not as sophisticated nor does it deal with themes

and pr oblems as abstract and complicated as those of the

European theatre. But this should not disqualify it from being

called drama. Indeed, as long as the three most essential

elements which constitute a theatre are there, the actor,

dramatist and audience, then the Sudanese folk traditions can

claim to be one. It is as Julius Bab puts it:

Actor, dramatist and public - They alone remained the
crucial elements in the theatrical process. Furthermore
a genuine theatre comes into existence when these
elements are closely integrated; When actor and dramatist
serve to articulate the sympathies and aspirations of the
people as they under-go the hypnotic experience of
identification across the footlights,1

Unlike the modern European drama which has become nowadays

more abstract, more professional, more individualistic and

communicates with lew people. Folk-poetry recitals epics, and

tales told and retold and mock-trials of Baramka performed and

x eperformed in the rural areas, on the other- hand, are composed

by the people, for the people and back to the people. They are

highly appreciated because:

Traditional African societies have always had their
professional poets, of course, but they are not set
apart from the community in the way the modern Eur opean
is. They have not lived in isolation, composing only
for- a handful of people. Their creations become common
property immediately, others take them up, change and
modify them: nobody claims author ship.2*

Or/

in
1. Bab, Julius, "The Theatre",/Encyclopaedia of The Social

Sciences, (Vol. 14, ilacmillan and Son Ltd., London, MCMxuxIV)
p.539.

2, Beier, Ulli. African Poetry (O.U.P. , 1966) p.11.



Or ag Julius Bab puts it:

Jar the theatre, properly understood, is that
ar tistic experieii.ee in which dramatist, actor and
audience are fused into momentary unity which
through the magic of identification - today as at
the beginning - brings release from anxiety and
frustration.!

But while this type of spoken folk-drama flourished in the

rural areas, the educated Sudanese tried unsuccessfully to

introduce and develop in urban ar eas a western type of theatre

(structure, curtains, make-up, methods of direction and

production and type of plays, vhich needed liter ary -Arabic and

drew its themes from Arabic literature and Bur opcan drama.

'thus it is told that the graduates of G.k.C. produced, directed
2

and performed 'their first ever play' Salah A1 Din Al-Ayyubi

(Saladin - inspired by Sir baiter Scott's Talisman) in Omdurman
3

on the 27th of October" 1321. It was followed by Othello and two

or three others. But the graduates interest in the theatre was

not purely aesthetic. They used it firstly, as part of a

national campaign to raise money to contribute to funds for the

establishment of Kitchener School of i-.ledicine; and, secondly,

they useu it politically to mobilize their people against the
4

British occupation of the country. This in audition to the 1924

uprising against the British which was inspired, directed and

carried out by the educated, made the Administrators ban the

theatre and cut down the expenditure on education for- the

following/

1. Bab, Julius, op.cit., p.539.

2. Nagila. lalamih Bin 11 l'ugtaaaa A1 Sudani, p.287.

3. ibid., p.290.

4. The Graduates were by no means alone in the field. Other
clubs like the Coptic Library, for example, had been known to
pel"form Egyptian plays. Egyptian professional troupe also
often visited the country.
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following ten years.

Erom the thirties onwards the picture began to change

radically. Great reforms in British educational policy were

carried out. One of the first results of these reforms was the

recruitment of British teachers who were qualified educationalists.

Unlike their predecessorg these were selected not for their

ability to govern but to educate. Therefore a liberal attitude

towards education emerged and was reflected in the growth of

debating societies, the appearance of literary magazines and the

introduction of dramatic societies in and out of School. A 1933

G.i'-.G. depart, far example, describes the College's Urania Society

activities as follows:

The Dramatic Society presented three performances during
the year, two of which were of a variety nature, the
other being 'Julius Caesar' in the Arabic version of
Voltaire's translation from Shakespeare, The First
Year Boys, under the able tuition of Abd el Rahman Eff,
Ali Taha, acted a short play taken from a West Header
which with its simplicity of language was admirably
suited to the ability of the actors.1

The same Report goes on to describe the content of other features

performed ass

Short Arabic plays, some of a historical nature, depicting
themes from the history of the Sudan, and others of a
light vein including recitations and Arab music. In the
presentation of 'Julius Caesar' the usual high level of
histrionic talent was reached.2

But this new type of school drama was not confined to urban

areas; rural areas had their share as well. V.L. Griffiths,

the first Principal of The Institute of Teacher Training College

of/

1. G.M.C. 'Dramatic Society* Report and Accounts (December
1933), p.34.

2, ibid,,
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of Bakht er Ruaa encouraged the formation of a dramatic society

in schools in rural areas not only because the Sudan with its

clear and warm nights 'makes the production of plays on an open-

air stage the easiest thing in the world1, but also because of

the great potential of the theatre as a medium of education.

Tills is how he describes Iris experience in this fields

Young people act with enthusiasm and lacx of self-
consciousness, Perhaps they are weakest at tragedy
and at stage-managing, but there are great possibilities
in the theatre, not merely to supply much needed
recreation in the country and town, but to act as an
educational and cathartic force comparable to that
exercised uy drama in ancient Greece,1

But while drama in schools flourished and continued to this

day to give public performances, no comparable development took

place in adult dramatic societies. This is paradoxical because

while it is almost impossible to find a social club which has

not a Society of Music and Drama and a modest but not badly

equipped theatre yet when you look up a number' of plays produced
only

oi' performed you fin*.' jbnc in a whole year or- nothing at all.

In short, voluntary amateur dramatic societies were inactive till

the inauguration of the National Theatre in 1959,

The National Theatre is situated on a beautiful spot on the

bank of the Nile, It is elaborately equipped with lighting and

acoustic facilities and an electrically operated curtain. Its

capacity provides room for 36 boxes, 1047 first class seats, 1000
2

second class seats and 1200 third class seats. It has a full

time director assisted by a permanent staff of university graduates,

graphic/

1. Griffiths, An Bxperlment in Education, p.107,

2, Sudan Almanac. 1963 p.
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graphic designers, scenic designers, costume designers, make-up

experts and a great number of technicians. Yet inspite of all

this, the N.T. staff was not able to produce one single play from

1959 to 1967. The theatre was used all this time by visiting-

variety show groups and by Sudanese singers.

In 1967-1968, due to the formation of new amateur drama

groups, the N.T. was able to present its first season of drama.

A number of plays were oerformed and audience's reaction was
1

favour-able and attendance satisfactory. In the 1968—1969

season fine plays were produced with 27 performances and were

attended by 9050 people.

The N.T. is trying its utmost to promote theatre appreciation

all over the country. It has already built three small theatres

in other provinces and is assisting provincial drama groups

financially and by sending foreign visiting experts to give advice

on statecraft.

The National Theatre's leadership in the art of drama is not

limited to the encouragement of the formation of adult amateur

drama groups and technical and financial assistance to provincial

theatres. In addition to this it has star-ted a very keen and

active interest in school drama. Last March, for example, the

N.T. In co-operation with the Sudanese Teachers Union and the

Ministry of Education organized a drama competition in which ten

of the Capitals' (Khartoum, Khartoum North and Omdurman)
Intermediate Schools (age group 11-15) took part. For seven

consecutive/

1. Data obtained from a convex4cation with Sayed Abd el Kahman A1
Eaki, Director of the National Theatre,
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consecutive evenings most of the Three Towns' School population,

teachers, parents and other interested audiences came to the N.T.

to applaud and en^joy plays and operettas performed by the

youngsters. In the last evening awards in the form of shields

and cups were given to the best school performance in addition

to fifty prizes for outstanding individual performances. 3y

organizing regular future competitions of this kind, the N.T.

authorities hope to encourage a continuing school of drama to

create an enlightened theatre audience, and secure patronage.

Film

iilms as a means of mass communication in the Sudan can be

oivided into two uistinct types: there is firstly the locally

made educational, documentary and short newsreel films which are

produced by the Sudan Film Centre, and secondly, there is the

feature film which is imported from Egypt, Europe, America and

Asia,

The Sudan Film Centre produces annually 10 to 15 short

documentary and educational films in addition to a fortnightly

newsreel which contains information about and views of the

Government. The documentaries and educational films are produced

mainly for Government Ministries to use as aids in Community

Development.

The Sudan Film Centre operates 33 Mobile cinema Units (M.C.U.)
which operate throughout the country's nine provinces. They

bring information, education, and entertainment in the ways and

means to protect health and safety of human beings, animals, and

crops to comedies with social massages. The Sudan Film Centre

productions are of great importance in community development,

firstly/
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firstly because they reach ar eas which would other wise be by—

passed, and secondly, by using sounds and images comprehensible

in rural areas they thus communicate with a very vast majority

of illiterates.

The Feature Film as an industry, on the other hand, does not

exist in the Sudan. Most of the feature films shown everyday in

the country's 47 cinemas whose total seating capacity is 73,000,

are imported mainly from America, Asia, Egypt ana Europe. Until

recently and before these cinema houses were nationalized they

were all privately owned by Greeks, Americans, and a few wealthy

Sudanese. In other words, cinema houses belonged to a ^roup of

people whose only objective has been to make a profit ana very

much of it. Accordingly from the early thirties and to this day

cinema audiences in the Sudan have been subjected to a series of

Westerns (the worst ever produced by America and recently Italy),

adventure films like Tarzan, horror films, crime and detection,

war films, sex films, science fiction films, and nowadays a crop

of American, British, Italian and even Egyptian and Indian James

Bonds ox' secret agents adventures which are nothing but a series

of murders, rapes, love-making and violence. The effects of

such films shall be dealt with in the next chapter.

The Publication Bureau - Graphic Materials

The Publication Bureau is a part of the Adult Education

Department of the Ministry of Education. Since its opening in

1946 it has been responsible for writing and publishing follow-up

materials for ex-school and drop-outs children, for the newly

literate adults and the publishing but writing of most of the

text-books used in schools in the Sudan.

The /
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The Publication Bureau also produces or rather mass produces

educational films, film strips, slides, charters and posters.

All these are used as audio visual aids by school teachers,

literacy, health and community development officers in rural areas.

Of all the audio visual or graphic materials used, the poster is

by far the most important, (Pis 101,102,103,104 ) It is most important

because, firstly, it is usually the only audio visual aid left

behind to remind the people in rural areas of what the literacy

teacher, health officer, social worker or the community development

had said. Secondly, aesthetically, a left behind poster- if well

designed, brightly coloured and well finished, may help teach

people to look; thus eradicating visual illiteracy as well.

Similar aesthetic and utilitarian function is also hoped to

be achieved by the illustrations which decorate almost all the

books written for the newly literate adults (Pis. 10^ 10^107, )

Voluntary Organizations - Apeaemak.

Elsewhere in this study a brief mention had already been

made of voluntary organizations as being part of the institutions

and agencies engaged in the provision of adult education in the

Sudan. They have not been discussed so far because inspite of

their long tradition and great contribution to the development of

the different types of adult education in the country, their

record in adult art education, on the other hand, have been

significantly poor. However, in January 1969 there came into

beinn a voluntary organization which through constant use of the

different mass media of communication and audio visual and graphic

materials has succeeded to contribute significantly to the adult

art education movement in the country and therefore qualifies to

be/
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be included in this chapter.

This voluntary organization is called Apedemak after the

Lion-God of ancient Nubia and was officially inaugurated in

Khartoum on the 1st of January 1969. 11 is a 'Gathering of
1

Progressive Artists and 7>r iters' as different from and opposed
to Sudanese artists whom they consider reactionary, conservative

and politically pro-West.

Accordingly, Apedemaks membership is open to all progressive

professional artists and to others who feel "that they have artistic

abilities. Aims and objectives of Apedemak are summarized as

follows:

The creation of literature and art which are slanted
towards social awareness in our country. Art and
literature that express the aspirations of our peoples
and which are totally committed to innovation and
perfection, ^

In other words Apedemak is a voluntary association, or organization

of artists and writers who feel that art should be socially

committed; ar tists should Identify themselves with masses, work

for them and 'bring art down to them'. To achieve these

objectives Apedemak has taken two major' steps. Members were,

firstly, uivided into groups with each group consisting only of

those of similar especialization or interest. Thus six groups

were formed with a group responsible for one branch of art as

follows:

i. Pine and Applied Arts
ii. The Novel - Short Story - Literature
iii. /

1. twxl Cjf^Ovn^cdlcW (Tuyscyvpt ,, p. 1

2. 11 id ■, p • 3 ,
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iii. Poetry
iv. iirama
v. Singing and Music

vi. Publications (a small committee or a nucleus for a
future publishing house)

The second step towards the achievement of objectives was

the formation of a cultural squad from all the above mentioned

art groups. Equipped with paintings, sculpture, posters,

theatrical equipment, and a mobile cinema unit, Apedemaks Cultural

Squad toured last year rural areas in the Blue Nil., "revince

showing a coherent programme of plays, recitals, exhibitions and

provoking lively discussion in which the audiences took an active

part telling the organizers most simply and truthfully what

programme or a painting or sculpture they liked or disliked most

and why. This year Apedemaks Cultural Squad intends to tour

areas which have had no access to museums or an opportunity to

see a live theatre of any sort.

The greatest achievements of Apedemaks Cultural Squad,

inspite of its very recent origin, are not limited the facts that

it had disseminated information about the arts or simply

entertained. The Squads activities have been successfully

educative because they provoked a positive chain of actions and

reaction long before it had finished its tour of the Blue Nile

il evince. This became clearly evident when some of the villages

visited by Apedemaks Cultural squad started to take keen Interest

in cultural activities, and in some the revival of the long

forgotten folk drama. Bortobeil, which is only a small village

in/
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in the Blue Nile Province, for example, had not only formed a

drama group which performed and still performs locally, hut gave

a number of performances which were warmly received and highly

appreciated not only in wad Medani (the Capital of the Blue Nile

Province) but also by institutions and audiences who xrropagate

"high culture" such as the University of Khartoum, The Higher

Teachers Training College and The National Theatre.

Nor has Bartobeil been the only feather in Apeuemale's cap;

Han tub Secondary School (also in the Blue Nile province) soon

followed suit. Making use of the Schools' different societies

and forming from the latter a cultural squad similar to that of

Apedemak. Kan tub Cultural Squad or Talai Hudhud as they called

themselves, with a programme of plays, exhibitions, singing and

music, and recitals toured most of the Blue Nile Province carrying

on and following-up the goo.; . .. ... r Apedemak. O ther secondary

schools in most of the country's other provinces in co-operation

with local drama, music and singing groups have also started to

organize themselves - as branches of Apedemak - into cultural

squads with each squad res|>onsible for the acceleration and

promotion of cultural activities in its province. Apedemaks

leader ship in Khar toum, on the other hand, sends representatives

to help rural branches with organization, co-ordination,

development and drawing up programmes. Apedemak also uses

television ana radio and offer plays, recitals etc. and its

Publication Committee, using I.oneo, has already x>i"oauced for sale

short stories, plays and poetry written by its professional and

amateur artist members.
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Clh.-Vi, TEH

•ci; 0:' ha o? co..:.u:^ica'jiok

: g.qugh alt

Having set out in the previous chapter in a rather detailed

manner the idstory, development arid programme .do to types in the

tu ts offered by the mass media of communication in the Sudan, it

should be possible no* to try and examine the impact of the

content of those art programmes upon Sudanese audiences. One,

however, should hasten to ado from the very be^innitq, that the

impact or* effects wldch the media may have had upon the acceleration

of cultural activities in the country on the one hand, unu the

positive or negative influences on values, attitudes and public

taste or behaviour towards the ai ts on the other, cannot be

exactly measured or assessed for two main reasons. To be^in with,

the means of evaluation or measurement available in this field

at e any tidily but adequate. There are no reports, no controlled

ox' uncontrolled experiments, no reliable statistics, not enough

expexdenced research workers and, in shor t, no surveys or audience

research aped t from two very short questionnaires recently

undertaken by f'udan Television Service in 1368 and radio

0 menr man in 1370. Secondly, evea if perfect tools of measurement

and qualified and experienced research worker s were available,
still it would have been extremely aifi'icult to measure exactly

changes in public behaviour' towards the arts or to say definitely

how audiences are affected by what they see, hear or read. Some

sociologists even think it impossible to cdscover - usinc the

que s tionnair e /



que© tionnalre procedure - how people are affected tg the mass

media be cease firstly:

Discovering by direct inquiry the exact effects of
mass—uedia on the attitudes arid behaviour of the
public difficult, and some would say impossible.
Attitude testing is one of the least satisfactory
areas of social inquiry. This is so because the
situation in which tests are undertaken is so
structured in the attempt to eliminate the influence
of extraneous factor's, and the questionnaire procedure
is so artificial, that the information obtained must
always be of doubtful value and v&liaity.1

ana secondly, because of the nature and short duration of the

effect itself, or as lit Bryan Wilson puts it:

The effects of exposing people to a particular
programme or news-storey must necessarily be slight
and of shor t duration. The really significant
influence of the mass-media is necessarily more
subtle and of gradual development over time,^

It is therefore only fair to declare here ana now, that most

of the assumptions made and the conclusion© reached later in this

chapter are not based on controlled experiments or conclusive

evidence but ate based on personal observation and personal

communications and discussions with Government officials,

educationalists and people actually working in the field of mass

communications as heads of departments, programme organisers,

officers of newly established research and public relations units,

directors, artists and critics. All these people believe

strongly that there is an increasing awareness of the ar ts in the

country and this awareness can and must be attributed either

partly or wholly to the media of mass communication, and they ^ive

the /

1, wilsoa, Aryan. "Bass-;'edia and the Public Attitude to Crime",
in Criminal law review (June, 13Gl) p.377.

j&k£*»
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the following statistical evidence.

In music the number of music bands increased from 2 (one
1

belonging to the Sudan Defence force and the other to the Police)
in the early fifties to 20 in 1968. Three of the latter are

complete orchestras which play regularly traditional and modern
2

Sudanese music and 15 are Jazz and pop music bands. Needless

to add that there are music bands in almost all of the country's

secondary schools and most of the cultural and social clubs.

Concei ts of European classical and folk music in the past

were held once or twice a year and were attended mainly by

Europeans and by very few Sudanese. Today hardly a month passes

without a concert in European classical, modern, con temporary

folk or Jazz* being sponsored by The British Council, The Breach

Cultural Centre, The American Cultural Centre, The Ceo the

Institute, The Cultural Centre of the German Democratic Republic,

The Soviet Cultural Centre or The E.I.I.S. in co-operation with

one of the former. It is also no exaggeration to say that out

of an audience of 500 at tending a concer t in the examination Hall

of The University of Khar toum, only one hundred people or less
3

will be Europeans.

Music programmes offered by radio, television, film and

live/

1. Later Sudan Armed forces.

2. Orchestras of Radio Omdurman, S.T.V.S. ana A1 Basateen play
traditional and modern Sudanese music. Jazz Bands are:
Sharhabeel Jazz Band, Osman Alimo Band, Houboule A1 Jazz,
Jazz A1 Buum, Jazz A1 Nisr, Adwa Bahry, The Scorpions,
Eavicube Africa, Jazz Omdurman, Jazz Atabara, Jazz bad Medani,
and a few other provincial groups.

3. Personal observation of attendance of concats organized by
The School of nxtra-Mural Studies.
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live Jazz ana European music have no doubt tremendously influenced

Sudanese music both in content and form. Until the late forties

Sudanese musicians and singers usually made use of orchestra or

band composed of lutes, violins and tambourines. For the last

twenty years, however, they have been using musical instruments

such as pianos, clarinets, saxiphones, cellos, trumpets, percussion

and drums. This, in addition to borrowing and adapting from

music of other cultures, have given Sudanese music a much richer

content and a pleasant form.

The visual arts exhibitions in the past were also mainly

attended by artists, a few European but a few or no Sudanese at

all. Today exhibitions attendance is steadily increasing among

the Sudanese. Children, men and women come to see and discuss
1

paintings, pottery, sculpture and graphics; some even buy.

Until the early forties there were only four cinema theatres

for the whole country. Two in Khartoum and two in Omdurman.

Films were mainly attended by the British troops, their families,

Greeks, Americans, Egyptians and a few "sophisticated" Sudanese,

The majority of the population was of the opinion that the cinema

was evil ana immoral. A few still strongly hold to this belief

and accordingly have never set foot in a cinema theatre. Today,

however, there are 47 cinemas scattered all over the country.

Annual attendance for both feature films and locally made
2

documentaries and. newsreels amounted to 15.6 million in 1959.

A/

1. A senior member of the Sudan Fine Art Association told the
author that art appreciation programmes in radio, television,
the press and films portraying the life and works of artists
have encouraged and increased attendance at exhibitions.

2. UNESCO. "Sudan", in V.arid Communications, p.122.
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A seminar on "Film in the Sudan" organised by the Sudan Film

Society under the auspices of the i.K.S. in 1970 discovered that

feature film attendances have increased to an astonishing degree.

According to a paper presented in that seminar 86,000 people go

daily to the cinema in the Sudan. In other words, 5,500,000

people per week or 22,000,000 per month.

In the field of folk-dancing and singing the Sudan until the

early fifties could not even claim one troupe. Today there are

nine folk dancing and singing troupes, one in each province.

Theatres are not usually as full as they are when one troupe

performs or introduces the art and folklore of one part of the

country to another part.

Theatre attendance and g rowth of dramatic societies has

already been discussed in the previous chapter.

The aforementioned examples and statistics may reflect certain

awareness of the ar ts but they by no means show exactly how the

mass media affected or created an awareness of the arts in the

Sudan, Therefore, to find out whether there is a correlation

between the art programmes offered by the mass media and the

acceleration of cultural activities, one should ask a general but

a very fundamental question: how does the content of mass media

affect audiences? Professor Harold Lasswell, one of the pioneers

in the study of mass communications through the social sciences,

answers this question by classifying audience response to the

content of a programme as follows "(1) attention; (2) comprehension;

(3)/

1. Al Nusiery. "Sharikat Tawizii A1 A flam," in Seminar Nadi
i-l Cinema (P.M.S., University of Khartoum, 1970) p.l.
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1
(3) enjoyment; (4) evaluation; (5) action." Br I thiel de

Sola Pool 'who is a professor of Political Science at the

Massachusetts Institute of Technology, on the other hand,

elaborately classifies the effects of the mass media as follows:

These effects arebf two main kinds: effects upon the
individuals exposed to them, and institutional effects
arising from the very existence of a mass media system.
Among the direct and immediate effects which exposure
to the media may have upon individuals are changes in;

1. Attention 2. Saliency 3. Information 4. Skills
5. Tastes 6. Images 7. Attitudes 8. Actions

Changes in each of these may in turn change each of the
others: changes in one's actions may change one's
attitudes just as changes in one's attitudes may change
one's actions; changes in information one has may change
one's distribution of attention or changes in what one
attends to may change one's information.

Accordingly, one assumes that in the Sudan, the mass media

of communications in general and radio and television in

particular, by bringing music, drama and other art forms in

hundreds of thousands homes must have created attention, enjoyment

and appreciation of some or all the arts. The growing number

of orchestras, music bands, dramatic societies, cinema clubs,

troupes of folk singing and dancing, cinema and theatre attendance

and the growing number of those attending practical evening classes

in painting, sculpture, "pottery, graphic arts and music on the

other" hand, may prove that the media's effects are not limited to

attention/

1. Smith, Lasswell and Casey. "Describing the Content of
Communication" in Propaganda, Communication and public
Opinion (Princeton University press, Princeton 194£>)» p.80.

2. Pool, I. de Sola. "The Mass Media and their Interpersonal
Social Functions in the Process of Modernization" in People,
Society, and Mass Communications, eds. Dexter and "hi te,
(The Free Press of Clencoe, Collier-Macmillan Ltd., London,
1964), P.440.
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attention and enjoyment of the ea ts, but attention, comprehension,

enjoyment evaluation and action. Positive action - which

involves spending money to buy musical instruments, costumes or

paint and devoting effort, time and energy in long hours of

practising, x ehear sing, painting, etc.

But to the keen observer, the most positive effect of art

programmes offered by the media in general, and in particular

those programmes which portray the life of artists or discuss

the meaning, function, necessity and place of art and ar tis'ts

in society, is perhaps, the fact that the public's attitude

and behaviour towards the arts has improved significantly.

This positive change in attitudes is reflected by the following

example s:

1, Until very recently ar tistic activities and the mere

fact of being an artist were equated with frivolity

and unmanliness by the majority of the population.

Parents would prefer to see their sons become engineers,

doctors, oi' civil servants. If the son or daughter

was not clever enough to join the University or a

college to become one of the former, then parents
)

would be satisfied with a career in the army, the

police, or a clerical job. But parents would never

agree nor encourage their children to become artists.

Today, however, the picture has changed radically.

Hundreds of youn^, men and women - with the blessings

and encouragement of their parents or guardians -

compete every year to join the College of fine and

Applied Arts or /and the newly established Institute

of/
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of Drama, Music and folklore and very few get

accepted. Most of these youu0 men and women do not

want to become doctors, engineers or civil servants.

They want to become painters, actors, director's or

playwrights because they had realized in art a new

and a better' means of expressing tho-jiself and also

because they discovered that art was as important

and as worthwhile as any other profession,

2, In a conservative Muslim society where the sexes do

not mix, women are not allowed to appear' on stage

as actresses nor as spectator's. Those women who

broke this tradition by merely attending a play or' a

film were usually looked down upon and condemned as

prostitutes. from the early thirties and till the

late fifties boys usually performed female par ts in

plays. Today, women attend both the cinema end the

theatre regular-ly without so much as an eye-brow being

raised; and the National Theatre and Broadcasting are

very proud of the fact that they have actresses and

other' female staff who are not only decent and highly

respected but are very talented and promising.

3. Dancing was considered as an activity only worthy

of women and in which men should never take part.

Tliis attitude is not accepted nor practised in the

three Southern Provinces, in the Nuba Mountains or

by the Nubians of the Northern Province because all

the former' have had a long and rich tradition of folk

dancing in which men and women took equal par ts. I t

was/
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was in the central areas of the country where militant

pressure groups like the Muslim Brothers who considered

themselves guardians of morals and Islam that dancing
1

was objected to.

Television, the cinema and live performances from

visiting foreign troupes have not only promoted

audiences for this art but have had the reinforcing

effect of encouraging and reviving amateur dancing

troupes and the formation of new ones in areas which

had none before. xhe public positive attitude towards

this art is not only reflected by the warm and

enthusiastic reception of bi^, audiences to foreign and

national troupes but also by the fact that each

province takes great pride in its folk dancing and

singing troupe and contributes generously to its

development and maintenance.

4. The mass media of communication have created a striking

change in the way women in urban areas dress and do

their hair nowadays.

5. Finally we may sum up the arguments presented so far

as follows. Through the provision of plays, visual

arts appreciation, music, film and literature

appreciation, the mass media of communication have not

only created an awareness of these arts but have also

made /

1. The Muslim Brothers (now banned) as a religious and political
pressure group not only objected to most of the arts, but had
also tried by violent actions to dictate matters of taste and
censor ship. On Wednesday 6 th November 1968, a group of
militant and violent Muslim Brother's Students disrupted a folk
dancing and singing performance by other students in the
Examinations Halls of the Univer sity of Khartoum. One student
was killed and many of the auuience were injured.
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made them available to huge numbers of the population,

especially those who have access to museums, live

concer ts or theatre performances and who are neither

literate enough to understand the language in which

books are written nor rich enough to acquire books,

which are rather expensive.

Secondly, while it is impossible to prove by

conclusive evidence that the content of the arts

programmes the mass media have directly affected and

positively changed t/.. public attitude towards art and

ar tists, one assumes that there must be a correlation

between evolution of the mass media of communication and

the acceleration of cultural activities in the country.

In other words, the media, directly ox- indirectly, have

created attention and enjoyment of some or all the arts.

In some cases attention and enjoyment led to comprehension,

evaluation and action. If this is not the case then

how can one account fox- the growing number of amateur

jazz bands, actresses, dance troupes, drama troupes,

cinema and theatre attendance and the sudden appearance

of shops in most towns which sell records, record-

players, recorders, musical instruments and other art

materials ?

i.lany observers and critics, however, axe of the opinion that

the media have done much harm and very little good, causing more

negative effects than positive ones. hhat is offered in art

programmes is described by some as being crude, silly, commonplace,

x'epetitous and generally cheap and meaningless entertainment and

is/
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is therefore directly responsible for the prevailing debased

and vulgar taste of the public. In other words, they believe

that the mass media in general and the American feature film in

particular aim to satisfy the needs and aspirations of the

intellectually immature, and successfully created a mass culture

which has had the most disastrous effect upon tne Sudanese folk

arts and culture. Some other critics even go as far as to say

that the mass media have been directly responsible for the

unprecedented increase in delinquency, crime ana violence in the

country in the last 15 or 20 years* These are of course very

strong accusations levelled against the mass media of communication

but moot of which are unfortunately true and do describe most of

which the media offer as art. Let us first start with the

feature film to see how far justified are its critics.

From the previous chapter it became evident that the Sudan

had no feature film industry of its own. Accordingly, all the

feature films which are shown in cinema theatres today are imported

from the United States of America, Europe, India and Egypt.
1

Film distributors are Greeks who, together with a few Sudanese

own all cinema theatres in the country. With the lowest taste

of box-office appeal in mind, the latter show every day, films

which have sex, crime, violence, horror, thrillers, and espionage

as their major' theme or plo t. Take, for- example, the offerings
of 13 cinema theatres of the capital in the period between the 4th

of January 1368 and 4th February of the same yeax:

1. Licensed to Kill.

2. Why Go On Killing,

3./

1. All cinema theatres in the country were taken over by the
Government in 1970,



3. Ballad of a Gun Fighter.

4. Left Hand Gun.

5. Taste of Killing.

6. 4 Dollars to Kill.

7. Desire to Kill.

8. Killers are Challenged.

9. The Guns of August.

10. Texas Kid,

11. Invitation to Kill.

12. Gun for Hire.

13. The Man who Came to Kill.

14. The Heroes.

15. The Killers.

16. To Kill a Man.

17. Murder Men.

18. Colt 45.

19. The Great Train Robbery.

20. The Great fioux Massacre.

21. 7 Hours of Gun Fighting.

22. Apaches Last Stand.

23. Battle of the Bloody River,

24. Maciste Against the Czar.

25. Ulysses Against Hercules.

26. Two Gladiators.

27. Spartacus ana the Ten Gladiator

23. Hercules.

29. Secret Mission of Danger.

30. Agent a77 Order to Kill Baraka.

31. /
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31. Secret Agent 353.

32. Gold Pinger.

33. Br No.

34. Secret Agent 006§.

35. Operation Kid Hi*other.

36. The Collector.

37. A Hage to Live.

38. Seven Gladiator's Against Home

Altogether 66 films were shown of which 42 were American,

15 Egyptian, 7 Indian and 2 ih ..!•In August the same year

59 films were shown of which 41 were American, 8 Egyptian, 8
2

Indian, 1 Lebanese and 1 Italian. The following is a sample of

their- titles:

1. Django.

2. A Fistful of Dollars.

3. For a Pew Dollars More.

4. The Bad, the Good and the Ugly.

5. Johnny Cool.

6. Lingo and his Golden Pistol.

7. For a Dollar in the Teeth.

8. The Great Conspiracy.

9. Return of the Magnificent Seven.

HO • Cosa Nostra An Arch Enemy of P.B.I

11. Challenge at Feather River.

12. The Significant Seven.

13./

1. Al Kusiery, op. ci b. , p.

2. Al Nusiery. op.ci t. . p.4.
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15. The Led Snake.

14. Return of Kingo.

15. Bullets Don't Argue.

16. A Threat to Kill.

17. I Deal in Danger'.

18. To Hell and Back.

19. Last of the Renegades.

20. Sons of Thunder.

21. Savage Gringo.

22. Money Trap.

23. One Spy too Many.

24. Top Secret.

25. Two Stooges Against Gold Finger.

26. Operation Double Cross.

27. Nevada Joe.

28. You Are Taking a Risk.

29. 52 Miles of Terror.
1

30. Triple Cross.

Judging merely by the titles of most of these films one has

no alternative but to agree that the feature films as medium of

instruction and entertainment, have been perverted by profit-

seeking cinema owners and film distributors in the Sudan to

satisfy basic instincts and purposes. The plot, if there is

ever one, is never more than a pretext for a sequence of hair-

raising fist-fights, brutal sex, senseless violence and killing

and/

1. Even today and many months after the film distribution
companies and all the cinema theatres were nationalized, one
finds no change at all in the quality of the films shown, all
over the country. By talcing a random saaple of 210 films
shown in the Capital's cinemas, the author discovered that
90?<> of these films depict violence, crime and sex.
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and crimes well thought out and well executed, This has in

turn led some of tlx critics of the mass media in general and

the American feature film in particular to believe that the latter

are instruments of cultural diffusion and foreign domination.

They - American feature films - have no aim other than to

cretinise Sudanese taste and brutalize the senses of cinema-goers,

"The American feature film", as one critic puts it, "is nothing

other than a cultural invasion; a systematic brain-washing"•

In these films crime is romanticised and criminals are glorified.

There the America;! films are dangerous "not because they may turn

their audiences into criminals" but because "it may induce audiences

to accept violence as a trivial and normal mode of human behaviour

Br Saied Mohammed Ahmeu, Bean of the Acuity of Criminal Lav/

at the University of Khartoum, on the other hand, is of the

opinion that there is a correlation between the content of the
mass meoia of communication and the increase in crime and violence

2
in Khartoum in the last ten years. He also believes that the

metJ.a have helped criminals in the Sudan to acquire new methods

and sophisticateu techniques. In a paper entitled "Evolution Of

Grime In Khartoum In The Last Ten Years" published by a local

newspaper some year's ago he wrote:

"Recent statistics have shown that criminal mentality
-had highly developed. Some "mysterious" crimes had
been committed in which criminals were able to dispose
of evidenceby means of modern scientific methods
ana with unprecedented skill and innovation".5

In/

1. 1956-1367,

2. Al Nusiery. op. cl t. , p. 4.

3. Mahdi, Sa id Muhammad Ahmed al-, Tatawwur aj-Jarima pj
Mudiriyyat al- KHARTOUM Ij i-Ashara Sanay/at al- ladiyah
(Typscript, Br1 V.ahdi to so^hayroon, ilovemuer, 1970), p. 12.
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In the same vein he says elsewhere:

"For the first time Police statistics confessed that
hooks (detective and mystery), magazines (crime and
sex) and foreign films had strongly taken hold of
the minds of the weak and criminals. The latter
having carefully studied and assimilated the content,
methods and techniques of the former, successfully
applied them. Par this reason, recent crimes were
of a very complicated nature. The criminals left
no clue, evidence or lead to help the police in their
current investigation.1,1

Dr Baled1 s views as well as other critics' on the negative

effects of some or most of the content of the mass media can be

supported uy a number' of points made by Br Bryan Vilson. The

following two, however, should suffice:

(i) Prom various studies we know that mass media have
pr ovi de d tho se wi th an ti- soci al di sp o si tions wi th
vivid fantasies; there is some evidence that
they have also provided the criminally disposed
with ideas and technical knowledge for criminal
ac tivi ty.

(ii) They have served as agencies of cultural diffusion,
transmitting criminal ideas from one society to
another, and thus providing new forms of expression
for social deviance: this is par ticularly the
case with the film, television and comics which
really pass over national frontiers,2

J.D. Halloran an adult educator' and a sociologist whose

special interest is in mass communication and criminology, however,

challenges Wilson's conclusions as:

Formidable indictment concerning matters which cannot
easily be measur ed and assessed and i t is impor tan t
to note in this respect that although Wilson is a
sociologist, he produces little sociological evidence
in support of this indictment. 3

In/

l.ibid., p.10.

2, Wilson. Mass Media and the Public Attitude to Crime, p.378.

3. Halloran, J.P. r"he Iffects of Mass Communication with Special
K efer ence to Tel evision. (Leicester University Br ess, 19 68) .

TJT.
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In other words, the effects of mass media of communication

should not be considered ox- analysed in isolation but in relation

to many other social factors, and, as HaLloran puts it:

It is necessary to stress the importance 0f viewing
the mass media as functioning wi thin the larger
sociological perspective of culture, social structure
and organisation, and social groups. As a sociologist,
Wilson obviously recognizee this and appreciates that
any thorough-going analysis of crime must take into
account the many relevant sociological variables such
as changes in social structure, social mobility and
social control.1

These other variables or factors which Halloran rightly

brought up do exist in the buaan. for the last 10 or 15 years

great numbers of youth and aaul ts have abandoned the rural areas

for the cities, hoping to earn a better living. Industries in

cities absorb only a very small number'. The majority however

do not go back to the rural areas but live on the fringes of

cities in huts or shacks made of cardboard and corrugated iron.

Uprooted, disillusioned, unemployed and frustrated they have no
2

alternative but prostitution and /or crime. Such economic and

social factors in addition to the perpetual depiction of crime

and violence in the mass media may lead most or some of the

former to adopt unhealthy arid anti-social behaviour. Still,one,

on the other hand, totally agrees with 'nilsonfs thesis of

cultural diffusion or the transmission of criminal ideas from

one society to another. This can be illustrated by the

fo11owing example s:

1./

1. ibid, t

2. itr Saied attributes the increase of crime in urban areas to
influx of rural elements, op. ci t. , p. 6.
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1. There have been three bank hold-ups, one in Wad

Medani in 1956 and two in Khar toum in 1967 and 1968.

2. Armed attacks on trains and the disappearance of large

sums of money are frequent.

5. Hrequent stealing of safes and safe-cracking or

explosions by the use of dynamite, and gelignite,

4. Sex crimes in general ana rape in particular- have very
1

much increased. In a country where there is no co¬

education, and until very recently most women were kept

behind doors and where houses are divided into quarters

for males and quarters for females, sexual arousal

caused by sex films and dir ty sex magazines could be

extremely painful, even dangerous. Unlike other

cultures where "The majority of those who grow up

surrounded by such stimuli no doubt build barriers
2

against them", a youth who lacks the steadying

influence of experience may learn the wrong tilings about

sex from what Hollywood offers him as art, and Ids

relationship with women wor sens.

The antagonist, on the other hand, may dismiss the afore¬

mentioned examples and arguments as flimsy and unsubstantiated

by conclusive evidence. But even if one agrees that the daily

par trayal/

1. "Rape crimes have increased from 16 in 1957/58 to 54 in
1966/67 - this is an increase of 350$". ibid.. p.23,

2. stenhouse. Culture And Education, p.45.
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portrayal of violence and crime may affect only a minority or
1

only those who are criminally disposed, one however, in the end

is left with no alternative but to point out that the over¬

whelming majority of the American feature films shown in the
- ; udan in addition to most of the American and .iritish television

series, are neither* educative nor1 can be described as healthy

or clean entertainment. In other words they seem to have been

produced not to instruct, develop, inspire or stimulate their

audiences but to mis-inform and debase and vulgarize public taste

by providing cheap and senseless entertainment which mer ely serves

as an escape route or as a sedative.

To begin with the American feature film generally misinforms

and continues to misinform its public by a systematic inaccurate

portrayal of other'' races in general and American minorities in

par ticular. Hence the bed American Indian is usually por trayed

as a blood-thirsty savage who kills and tortures white pioneers,

burns their' farms and towns and rape their women and carry away

their cattle. The American Army soldiers and pioneers were

therefore justified to wipe out the red Indians and keep what

was left of them in reservations.

Italians/

1. Even Halloran who insists on providing a conclusive and all
embracing evidence before condemning the mass media of
communication as causing crimes or delinquency admits that
"for some people violence in the media can be unhealthy
and detrimental" and he adds:

There is no doubt that the dipiction of crime
and violence in the media does reinforce the
existing behavioural tendencies of certain
members of our' society ana these tendencies are
not always socially desirable....

Halloran, J.D. Control Or Consent? (Oheed And hard, London,
1363), p.155.



I taliaas are depicted as villianous and murderous gangsters

and as Lewis Jacobs, the distinguished film maker, teacher and

critic wrote describing the treatment of minorities by the

American cinema industry:

The Mexican was caricatured as a treacherous "greaser"j
the Jew as a briber; the Negro as a cake walker, buck
dancer, razor' thrower; the Spaniard as a romantic,
foppish lover; the Irishman as a quarrelsome beer
drinker. 1

Treatment of all the former have been much liberalized in

recent films with the exception of the American Negro who is still

often depicted as a faithful servant, a cheap comedian or a

spiritual singer; the African as a savage and the Russian,

Chinese and other1 socialist regimes as counterparts of Nazism,

spreading oppression, and a permanent threat to "the free world".

In other words, in a country where very few can read or travel

to find out for themselves and where for the majority, the mass

media are the only means of information about the outside world,

lack of objective information could easily prevent the latter

from making true judgements of the nature of other societies or

races.

Science as a branch of human knowledge is also much abused

by horror anu science fiction films. 11 is more often than not

presented not as a means to give man mastery over Ms environment

but as a highly unexplainable and distructive power to enslave

mail and destroy the world. As Dwight MacDonald puts it:

Taken this way, as the supreme mystery, science becomes
the stock in trade of the "horror" pulp magazines and
comics anu movies. It has got to the point, indeed,
that /

1, Jacobs, Lewis, Me Rise Of The American film: A Critical
Survey (Teacliers College press, Columbia Universi ty, New
Yor k, 1968), p.75.
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that If one sees a laboratory in a movie, one
shudders, and the white coat of the scientist is
as blood-chilling as Count Granulans black cloak,1

Secondly, the American feature film and other rnhss media
in the country by providing what can be described as escapist

(sca, wealth, adventure, passionate love, power, sensationalism

etc.) material are not only believed to be detrimental to mental

ana moral health of their huge audiences but are also constituting

a direct and a very dangerous threat to the aesthetic taste in

general and to the indigenous arts in particular. Let us take

each of these points in turn&nd the content of escapist material

or the world of luxury and easy living presented by film is both

condemned and condoned by social scientists and critics of the

mass media. "Such material," as J.T. Klapper pointed out:

has been alleged by social observers to transform
its devotees into addicts, to handicap or prevent
their maturation, to render them unable to face
life, and to produce social apathy. The same
material, on the other hand, has been alleged to
provide healthful relaxation, to promote maturity,
and to channel off aggressive impulses.2

Judging by the undoubtedly inferior, cheap and senseless

quality of most of the material offered day in and day out by

the mass media in general and the feature film in particular, one

has no alternative but to conclude that the media in the Sudan

is creating among audiences none other than the immature, the

unintelligent and the entertainment seeker. Tliis is believed to

be so because most of what is offered by the mass media In the
3

Sudan is nothing other than mass art or Kitsch, and the main

aes the tic/

1. MacDonald, bwi0ht. "A Theory of Mass Culture," in Mass
Gul ture, eds. koseriberg and hi te, (The Eree press oT
Glencoe, Illinois, 1962), pp.68—69.

2. Klapper, J.T. The -fleets Of Mass Communication (The Eree
Press of Glencoe, Illinois, I960), p.203.

3. Kitsch: Popular, commercial art and literature with their
chromeotypes, magazine covers, illustrations, ads,
slick and pulp fiction, comics, Tin pan Alley music,
tap dancing, Hollywood movies etc., etc....

Greenberg, £J|ment. "Avant-Garde and Kitsch," in Mass Culture.
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aesthetic equality of Kitsch as has admirably been defined by
Clement Greenber^ in that it "predigests art fox- the spectator

and spares him effort, provides him with a shortcut to the

pleasures of art that detours what is necessarily difficult in

genuine art". It demands nothing from the spectator except his

money and passive acceptance because "it includes the spectator's

reactions in the work of art itself instead of forcing him to
2

make his own responses". In other words, instead of satisfying

public needs, it exploits them. Because as MaeDonald puts it,

"it is manufactured for mass consumption by technicians employed

by the ruling class and is not an expression of either the
3

individual ax-tis t or the common people themselves". Therefore

"it exploits rather than satisfies the cultural needs of the
4

masses".

At its worst, the mass media and mass products of Western

civilization are not only vulgarizing, debasing and exploiting

to the public taste, but are also constituting a real danger to

the country's indigenous handicrafts which throughout the history

of Sudanese arts have brought forth the finest products of

Sudanese folk artistic genius. Today, more and more, mats,

bedcovers, food-covers, hand-fans, coffee pot stands, and drinking

and eating pottery utensils, to mention a few, are losing their

character of spontaniety and other ar tis tic equalities, because

they are mass produced and because the local material from which

they/

1. Quoted by tlacbonald. op.cit.. p.61.

2. ibid. ,

3. ibid., p.60.

4. ibid. ,



they are usually made axe being replaced by nylon and other

synthetic materials.

Br in to portraying wholly Buslim and Christian men and

religious themes and events are also being replaced by pin-ups,
1

portraits of ciaeiaa stars and football players, calendars,

coloured photographs of the British coun tryside, skyscrapers,

•European or American shopping centres and busy streets, ocean

liners and air travel agencies posters and calendars. fliere is,

therefore, a genuine fear that unless handicrafts and other
2

native industries are drastically and quickly protected, they

will be wiped out. This is because Kitsch is capable of causing

disastrous effects which are described by Greeaberg as follows:

Kitsch lias not been confined to the cities in which
it viae born, but has flowed out over the countryside,
wiping out folk culture. or has it shown any
regard for geographical and national-cultural
boundaries. Another na-,. proeuct of . estern
industrialism, it has gone on a triumphal tour of
the world, crowding out una us txve cultures
in one colonial country after another, so that it is
now by way of becoming a universal culture, the first
universal culture ever beheld. Today the Chinaman,
no less than the i outh American Indian, the Hindu, no
less than the Polynesian, key- one to prefer the
products of their' native art, magasiae covers,
rotogravure sections, and calendar girls. >

Thirdly, profit seeking cixiena-owncrs and film distributors

in the fudan, under the classic pretext of "giving-the-public-

what-it-wants" have deliberately encouraged and developed a debased

and/

1. framing and selling of pinups, cinema stars portraits, ocean
liners and British coun trysine, etc. is a spreading trade in
the country. In Khartoum alone the author encountered more
than 20 people who have permanent coiners in main streets
where they sell their glossy merchandise.

2, J.P. Greenlaw v, ';,he very first to express fear of the impact
B ©stern civilisation products up native industries (see p. )

2. Greenberg, Clement. vaut - Garde and Kitsch," in Bass
Cul tore. p.102.
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and downright ugly taste among cinema-goers by systematically

not exposing them to the best that world cinema can offer.

Judging by the overwhelming attendance at westerns, horror, and

crime films, one is tempted to agree that the public does want

and enjoys such films. But does the public really know what it

wants? Has the public ever been given a fair chance of being

exposed to a wider range of films so that it can make a choice?

Indeed, "although people generally like what they see, the

question remains whether' they will not like something else better
1

if they are exposed to it."

In other words, does the public really know that the same

cinema companies from which it receives the rubbish offered to it

everyday as ar t or entertainment also produce and distribute films

that are educative, entertaining and have great artistic merits,

films such as Birth of A Nation, The Gold hush, Modern Times,

All My Sons, All About Bve, On The baterfront, Iiigh Noon, Sunset

Boulevard, Bast of Eden, Marty, Kebel Without a Cause, Streetcar

Named Desire, The Trial, Citizen Kane and hundreds more from

America. La Marseillaise, Le Dejeuner sur 1'her be, Jules et

Jim, Les Belles de nuit, Hiroshima mon Amour, A Man and a Woman

from Prance in addition to great works by European and Asian

directors like swedens Igmar Bergman, Polands Andrzej Yiajda,

Russia's Eisenstien, Bondarcliuk, Kalatozor and Cliukrai, Great

Britain's Tony Richardson, Carol heed and Lindsay Anderson, Japan's

Kurosawa, India's Satyajit hay and Luis Bunuel of Mexico.

The/

1, Berelson, Bernard. "The Mass Media," Panel Discussion, in
Culture for The Billions ea, Morman Jacobs, (Beacon press,
Boston, 19^5), p. 1£>6.
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The antagonist| will no aoubt, point out that Sudanese

cinema audiences are not cultivated enough to appreciate works

of most of the former artists. This is very true. One does

not believe for a single moment "the masses" or audiences in the

Sudan or any other country for that matter, .-.ill readily appreciate
or respond to "the best that has been said and painted and built

and sung." But responsive and cultivated audiences are made

and not born. The mass media, by vir tue of what they offer can

be helpful or detrimental to the public taste. "There is little

doubt," as Kaileron puts it "that television industry creates

tastes ana that demand is very much a function of supply.

Television could, of course, be used to improve taste and to
1

broaden horizons." The film or any other medium, for* that

matter1, is no exception. iert programmes lime drama, literature,

music, ana films have great recreational and educational signific¬

ance. Through mass media they can virtually zeach everyone in

the community, and, as such, care should be taken to ensure that

they are of good quality in order to improve the public taste

and protect the indigenous culture against cheapness and vulgarity.

four thly ana finally, the situation of the feature film,

depressing as it may look, is not completely hopeless thanks to

the efforts of The udan film Society (S. f.; This society is

composed of dedicated young men and women who, as mentioned in an

earlier chapter, are primarily interested in film as an art and

as a medium of social instruction and healthy recreation and

entertainment. Inaugurated in If68 by a few people in Khartoum,

the /

1. Halloran, Control or Consent?, p. 145.



the S.P.8. membership has considerably gF own ever since and,

today, its services have been extended to some major towns in the

provinces. By showing only films of great educational and
1

artistic merits, the S.F.S, has succeeded in creating a nucleus
2

of a more descriminating audience. These are, of course, a

small minority when compared with audiences of the commercial

cinema; but minority audiences of today trill be majority

audiences of tomorrow.

Much of what has been said about the effects of the feature

film applies with equal force to the national media of

coramunication. Some critics aie6f the opinion that radio,

television, the theatre, the poster and voluntary art organizations

which use some or most of these media offer the public nothing

but the inartistic, uneaucative and cheap en ter tainmen t with no

purpose in mind other than to amuse and divert. In order to

give a comprehensive picture of the effects of the mass media it

will be necessary to discuss very briefly the most important

problems and shor tcomings of each of the national media in turn.

The Irama and Ar t Section of the ; udan Broadcasting (Kadio

Omdurman/

1. A sample of films shown by t . '. . is the following; Igmar
Bergman's So Close to Life and The Seventh Seal; Juan Bar den's
heath of a Cyclist; Tony nichardson's The Loneliness of the
Long Distance . unner ; Yves Sober ts' The Y.ar of the ;uttons;
Jacques Becker's Bdouard et Caroline; P. Rossif's To hie in
Kedrid; Kurosawa's even Samurai; Alain fenais's Hiroshima
mon Amour; Jean I enoir »s La Marseillaise; Sergei Bisenstien's
Battleship Potemkin, October and Ivan the Terrible; James
Ivory's Shakespeare Y allah; Satyajit Ray's The World of Apu;
hon Owens'Nobody Waved Goodbye; i.oger Vaclim's And God Created
Woman; Roman Polanskis' Knife in the later; Orson Welles'
Citizen Kane, The Trial and The Magnificent Amber sons,
Shor t visual ar t films are also shown from time to time; The
Pre Raphael! te : evolt, Piero della Prancesea's Nativity, R.B.
Ki taj and Giaco t ti.

2. The . P. S. also has a regular special film show for children.
Last year 76 films were shown which were attended by more than
5,000 children.
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Omdur man) is very small and suffers from lack of qualified ox'

well trained staff in ar tistic matter's. In a recent conversation

witli the head of this section the author asue a why radio series

in drama, day serials, literature and visual art appreciation

lack high standards of entertainment as well as a high standard

of intellectual content and the following answers were given:

1. The Drama Section is hut a small part of a public
medium, and, as such, cannot afford to experiment
with new ideas for fear of being accused of
squandering the taxpayer's money on art programmes
of "high culture" which satisfy only the need of
a handful of the elite and which cannot be understood
by the unsophisticated radio audience.

2. Attempts had been made and are made from time to
time to offer works of a high standard. Most of
these attempts were unsuccessful firstly, because
there are very few playwrights and artists in the
country who know how to write, produce or adapt
art works for radio and, secondly, a few able
playwrights and ar tis ts either' refuse totally to
have their work presented by radio or- demand great
sums ox' money which tue Drama Section's modest
budget cannot afford. The Drama Section,
therefore, is left with no alternative but to
co-operate with the 11011-skilled, non-creative and
mediocre but inexpensive playwrights and artists.-'-

Not long ago, however, it became evident that lack of funds

had never been the direct cause6f the appalling quality of most
of tire ar t programmes which Radio Omdurman offers. On the

contrary, it turned out that Kadlo Omaurmaa spends 90°S of its

annual budge t on ar t programmes. Sayed Abu A1 V. aliid A. Yousif,
The Deputy Director ox" the School of Uxtra-Mural Studies turd a

former Director of Sudan Broadcasting has this to say:

The budget for broadcasting (Radio Omdurman) for' this
year is Ls. 100,000. This is a little less than the
budgeb3 of the previous two year's. In an attempt to
regulate/

1. Discussion between Sayed . ohammed Tahir and the author,
Omdurman, February 1970.
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regulate the different facets of spending, I
discovered that Radio Omdurman spends Ls.90,000
annually to remunerate playwrights, actors and
artists in return for works which are not even
worth the price of the paper upon which they are
written. 1

What both the former Director and present Head of the Drama

Section of Radio Omdurman failed to point out is the simple

fact that radio broadcasts 18 hours a day. This is too much

ana unnecessary and there is not enough good material to fill

these hours. Hence, almost half the time in the air (48?£) is
i

filled with cheap enter tainment, songs, mediocre plays and

escapist serials.

Television, for many reasons, suffers from many disadvantages.

To begin with it is a new medium. It has only two studios, one

channel and no film processing laboratory. Secondly, a television

set is a luxury only the wealthy can afford. Thirdly, while it

is a highly expensive mass medium, it has to do only with an
2

annual budget of Ls.130,000. Until recently and before video¬

tapes were introduced all its programmes were transmitted live.

Even today and with the availability of videotapes 60of its
3

programmes are transmitted live. fourthly, like Radio Omdurman
no

it has a small understaffed drama and arts section but /specialists

to select, inspire, supervise or guide the work of artists.

Lack of funds for good drama ox- worthwhile other art programmes

is a great problem for television*s Drama and Art Section, Unlike

radio where one or two people can easily produce an art series

or any other programme, a television play needs many actors,

technicians, cameras, costumes and time and a lo t of money to make.

This is the reason why television programmes are dominated by the

cheap/

1. Yousif, A.A. "Nahwa 12,2atin Wataniatin Mu<itadlra," in A1
Sahafa (Dai' A1 Sahafa, Khar toum, 2nd November, 1970), p. 3.

3# ibid, f p.XI.
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cheap mass-produced and technically superior American and British

crime serials, thrillers, comedies, adventures and documentaries.

Sudan Government Television Service (S.TV.S.) is not run on

a commercial "basis. Very little of its time is devoted to

commercials. This, on the one hand, is a blessing because

advertising agencies would not be able to force upon viewers

much worse and senseless enter tainment programmes sponsored by

them. It is, on the other hand, a great disadvantage because

revenue from advertising would have easily covered most of tele¬

vision costs and realized a reasonable surplus to finance better

programmes in the arts.

Last year (1970) the government introduced an annual

television licence fee of Ls,6. This will no doubt provide S.T.S,

Administration with much needed funds to extend services in the

coming months to the Gezira Area, to purchase and maintain better

equipment, to send staff and technicians abroad for education

and training and most important of all, to produce better

programmes in general and art programmes in particular.

In contrast to the features and television, the theatre is

an intensely "national" medium of communication. Top priority

is given to Sudanese playwrights and themes which deal with

Sudanese history and social and political problems. Works by

Arab, African, and European dramatists are also often performed

by "serious"amateur troupes.

Critics of the theatre believe that most of what is offered
1

to the public is uneven in (quality, "trite and repetitious".

In/

1. A1 Kusiery, Osmau, "Laisa Bil Gamhouri W ahadahu," in A1
Izaa wa A1 Telfizione wa ill Massrah, (Ministry of Social
Guidance), p.50. ———



In other words, instead of the National Theatre moulding the

public taste, it adapts its standards to theirs. The most

popular drama troupes among theatre audiences axe those troupes

which offer them nothing but mediocre social dramas and silly

comedies. Serious or "highbrow" drama troupes lime Apedemak,

Society of Progressive Thought of the University of Khartoum and

The Drama Society of the High Teachers Training College: accuse

popular theatre troupes of tantalizing the theatre audience and

of debasing and vulgarizing their tastes. popular drama troupes,

for' their part, say that they are giving the public what they

want. They also say that the mass of the theatre-goers in the

country have little use fox- serious plays or "high culture"

which they do not under stand and which do not appeal to them.

Most of the accusations and charges and counter charges

made by one drama troupe against the other are true. An

objective observer, however, should add that both serious and

popular drama troupes desperately need training or proper and

intensive courses in acting, directing, make-up, costume design,

technical stage problems and to undertake audience research in

order to find out what audiences or "the public" really need and

want.

In a discussion between the Director of the National Theatre

and the author-, the former summarized problems facing dramatic

ar t in the country as follows:

The Administration of the N.T. is fully aware of the
various and difficult problems facing the theatre in
the Sudan, To improve and develop better* tastes we
have to offer- the public more and more plays with
educational and artistic merits. D'e also have to
encourage school drama and see to it that it
flourishes in order- to create enlightened future
patrons.

Some/
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Some oT the staff of the IT.T. will be sent
abroad to further their education and to acquire
relevant training. In the very near future the
N.T. hopes to acquire a mobile theatre to tour
the rural areas and especially those which have
no access to live performances.

The N.I. also hopes to organise courses in
acting, staging a play and in theatre crafts for
the pr e s en t dr arna tr oupe s....

But our striving in this direction has not
as yet met with success, partly owing to the
difficulty of allocating funds, and partly on
account of complete indifference and lack of
understanding of the role of the theatre in a
developing country among our policy and decision
makers. for- example, in order to realize some
of our highly important aims and objectives we
presented the Government in 1967/68 with a
detailed but modest budget of Ls.75,000.
Those responsible in the Ministry of finance
did not bother to discuss even one item of that
budget. Instead of the Ls.73,000 the N.T.
Administration was asked to take or leave the sum
of Ls. 5,000.-2

Allocation of funds for the arts makes it necessary to

ask the crucial question of "What is the role of the Government?"

Governments in the past did not do much to develop cultural

ins ti tu tions. The pr esen t 1. evolu tionary G over amen t, however ,

seems to have adopted a much more positive attitude towards the

mass media in general and cul tural institutions in particular.

V hile the previous Government's five Year Plan (1365/66 -
2

1963/70) had allocated the amount of Ls.758,000 of Public Capital

investment for the development of cultural institutions, the

present Government has allocated:

The amount of Ls.2,180,000 of Public Capital investments
was allocated to the Ministry of National Guidance to
develop and promote material facilities of cultural
ins ti tu tions /

1. Director of the National Theatre to foghayroon, February 1970.

2. The democratic hepublic of the Sudan, five Year Plan.
(Vol. I, Mini... u. „ of Planning, Khartoum, 1370), p. 85.
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institutions, i.e. by 2.9 times more as against
the amount actually utilized, for 1965/66 - 1969/70,

This plan envisages the construction of high powered radio

stations in different provinces and re-equipment of Omdurman

Radio; completion of a, T.V. Sub-Station in Wad Medani,

construction of new cinemas, theatres and to start operating

18 new mobile cinema units; expansion and re-equipment of the

Government Press; and the construction of three new museums and
2

a building for the Insti tute of Music, hrama and Folklore.

The Government is promoting cultural institutions because,

as the five Year1 Plan has pointed out:

The implementation of further development of Radio
broadcast, T.Y. Service and cinema network within
the planned period is very important to the
country, for 4/5 of the population is illiterate. 5

The strengthening of S.TY.S, and Oadurman Radio and the

construction of new cultural institutions will, no doubt, provide

permanent facilities where the ai ts can be g —fox med and learned

but will not necessarily improve their quality, eradicate

illiteracy (visual and literary ) or improve the public taste.

In other words, instead of spending huge sums of money on

constructing beautiful buildings for culture, the Government,

using the already existing material and physical facilities, can

do many other and better things. To begin with, since the mass

media deals with large groups of people, funds should be located

to improve audience research in order to find out how all or most

groups/

ibid. , p.66.

2. ibid. ,

3. D.It.; . live Year- Plan, p.87.



groups can "be effectively reached and ensure that programmes

are fully assimilated. Secondly, the Government can and should

consult and invite experts in drama, music and folklore to come

and teach in the newly established Institute of Music, uraaa

and folklorej and organize crash-courses in radio and television

script v.ri ting, directing, acting, teclinical stage problems,

stagecraft, etc. etc. for amateur drama troupes. Thirdly,

nationalizing cinemas and film distribution has brought films

under the direct control of the Government but in no way has it

improved its quality. The Government would do much good by

encouraging local film production, forming a qualified board of
1

film censors and to encourage and assist the Sudan Film Society

in its endeavours to create the enlightened cinema audience.

Finally, the -Five Year 'lan while it intends to eradicate

illiteracy makes no mention whatever of the construction of the

much and urgently needed public libraries, nor the re-equipment

of old ones nor the further training and education of the staff,

improvement or increase of production of the Publication Bureau.

The poster was described in the previous chapter as a visual

aid used by social workers to reinforce literacy, health, civics

and agricultural education in rural areas. 'ention has also

been made of its significance in teaching not just to look, but

to see. Thus helping to eradicate visual illiteracy as well.

But/

1. Those responsible for film censorship in past were mostly
chosen from among people who had little or no knowledge of
film as art. They used to ban Kussian films on political
grounds and Western films or religious or moral ones.
They never certified or classified films as U (for universal
exliibi tion), A (adult and children accompanied by adults),
or (adults only. :,o person under sixteen is allowed to see)
.wen today children freely attend films which in other
countries are only exhibited for adult audiences.
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But for a poster to convey its message successfully it

needs to be simple, skilfully worded and eye catching enough to

make the passer-by stop and look at it. "It ou<_ht," as S.E.

Jones pointed out:

To convey the "atmosphere" of the subject it
proclaims, and the eye should be so attracted
by beauty, humour, colour, grace of line, or
other equalities, that the attention of the onlooker
is not only arrested, but is retained long enough
to grasp fully the intention of the advertiser.1

Most of these qualities and requirements are hopelessly

lacking in the posters (reproduced in the previous chapter) made

by the staff of the Publications Bureau. This is because most

of the artists working for P.P. are neither qualified graphic

designers nor do they know much about colour psychology»

perception or adult education. They are mainly composed of

drop-outs from the School of Pine and Applied arts, amateur

artists who studied painting only for a very short period in

evening classes and a few qualified artists who graduated a long

time ago and, anyhow, are no?/ occupying administrative jobs.

Poster design and poster making is a very exacting profession

which demands special and intensive technical and academic

training, and, as such, cannot and should not be left to amateurs

or artists whose knowledge of art is outdated.

One fails to find an excuse for no t employing qualified

artists in the Publications Bureau when for the last ten or fifteen

years excellent graphic designers have been graduating in groups

of sevens and tens only to be employed by the same ministry

responsible/

1. Jones, S.R. Fosters And Their Designers (The Studio, Ltd.,
London, 1924), p.p.



responsible for the Publications . ureau a© ar t teachers in

ecoadury schools. Schools, on the other haau, ace a source

of frustration for graphic designers simply because school©

provide ao facilities for then to teach and practice their field
of specialisation. Cue only needs to co-pare the four posters

reproduced in this cliap ter which were made bo four graphic

designers (fls. 108,109,no, 11^1 for their final Diploma bchibi tionf

(After graduation three became art teachers in secondary schools

and the fourth was fortunate enough to join . .fV»: .) with those

nude by P.B, artists to discover that • these axe not only

technically excellent, communicate their message simply, directly

and unequivocally, but are also aesthetically influencing and

amusing,

To sun up then, the courier cial or educational poster should

neither be purely utilitarian, nor purely ox tistic but a

combination of both# And, in a eon.. try ... • . .. ~iy people have

no access to museums nor have the oppor tu.d ty to see an .exhibi ULon

and where the poster is only <- visual, nr t form available care

should be taken to ensure that posters are designed and made by

skilful, imaginative and professional poster designer8, lids

is very important becauses

•oster artists c&- Jive everyday life a brighter
colour , a touch of gaiety and hope. Brightly
coloured posters on the walls and hoardings give
an illusion of a better life, revealing to the
passers-by the advantages of a higher form of
existence#!

Hnally, no discussion on the effects of the mass media on

adultf

1, hadenacher, Hcllm t« gas texs Of German foster- jit (Luition
Leipzig, Leipzig, lj60), p.12,



adult ar t education, in the Sudan can be couple te without

inference to the voluntary organization which uses most of these

media to offer ai t ana entertainment to the public. Appedemak -

The Gathering of Progressive Artists and riters, for one inspite

of its recent origin, has none more to disseminate cultural

activities and to encourage theoretical and practical art

appreciation amonb the masses, than any of the old and well

established Government and semi-Government cultural institutions.

Critics of Apedeaak, however, say that by identifying

themselves with peasants and worker s and by devoting their art

to the service of the latter, The Gathering is not only

popularizing and stanaardining genuine ai t but also vulgarizing,

deteriorating and corrupting it. home other critics Oo as far

as to accuse Apedemak of using the ar ts as weapons of propaganda

to serve the needs of The Sudanese Communist Party. for- many

reasons these accusations are untrue.

To begin with, one agrees that most of the ar tists and

writers who belong to Apedemah arc either members of the Sudanese

Communist Par ty (S.C.f.) or, at least, actively support and

sympathize with it. It is also a fact that the . .C.P. has

always been the under'dog in Sudanese Politics. Governments often

in the past banned it, imprisoned its leaders and harassed its

members. The S.C.P. has, therefore, always needed suppor ters

and sympathizer's for its own survival if not for a hoped socialist

revolution in the country. How much political agitation,

indoctrination and conversion to the Marxist Ideology have been

achieves, by Apedemaks Cultural Squads is neither known to the

author nor is it possible to have taken place among Hie

consci va live /
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conservative and religious inhabitance of the rural areas.

But one important achievement is certain. 'pedemak has

successfully carried the fine ar ts to factories, farms and the

remotest villages. Apedemaks Progressive Artists and Writers

are, no doubt, well aware ox the emotional and educative

significance of all Urn fine and applied arts - drama, literature,

painting, sculpture, graphic arts, pottery, other handicrafts,

music and dance - and may or may not have used them to inspire

the masses with the socialist or communist ideal. But even if

they had used the arts as a means to reach a political end, they

still would have been much better and morally righteous than

other political par ties which usually used bribes, false promises,

threats, intimidation, religious allegiance and playing upon

tribal sentiments. In other- words, Apedemak helps to encourage

and elevate the artistic taste of the people; the other par-ties

serve disunity, political, social ; nt eco. .o do strife.

Secondly, by bringing the artist and the public together,

Apedemak has, on the one hand, mace the artist fully aware of his

function, educational significance and obligations towards his

society, and, on the other, has positively informed the public

about the proper function of ar t and ar tists, xroving to them that

they could not be frightened away from it because i t is neither

frivolous nor unmanly but a noble activity compatible with manliness

and is a privilege of all men: rich and poor, educated and

illi terate.

Thirdly, Apedemak does from time to time tend to simplify

plots of certain drama xierformances, but this is only because at

times they need to meet the people halfway and generally in order

to/



to be able to build a bridge of understanding and communication

with their audience. As one of them puts it: if we do not

meet the people halfway or if we have no literature, drama,

music and visual arts, even of the most general kind, we should

not be able to carry on or start a cultural revolution going,

host of the artists and writers who belong to Apedemak, however,

are culturally very tough and non compromizing. They genuinely

believe that there is no hope for an art movement unless the

masses catch up and are able to appreciate the abstract subtleties

of art. To meet them halfway from time to time, therefore, is

a necessi ty.

Fourthly and finally, adult education in general and adult

art education in particular are never top priorities in

government economic and social development plans either because

the decision makers are ignorant of the role which adult education

can play, or because they fear it and deliber, tely ignore it or

simply because while they accept the need fox it they will point

out that they cannot allocate funds for it and therefore it will

have to w&it. But since the need for adult education is great

and the publicafinancial resources are limited, the only
alternative is to call upon voluntary organisations to devote

their resources, facilities and know how to organize adult

education promotion and development. Apedemak is a good

alternative to Government institutions because being a voluntary

organization gives it the capacity to recruit artists, writers,

poets and educationalists to serve, can (and usually does) raise

funds by tapping public and private financial resources, and unlike

government institutions Apedemak enjoys greater freedom to

experiment/
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experiment, is flexible and administratively progressive and

most important of all it is growing into a popular movement.

Apedemak has all or most of the necessary qualities and

characteristics which make it more adequate to provide adult

education than most government institutions and which are

summarized by adult educators as follows:

1. Adult education is voluntary and its organizations

should reflect this characteristic.

2. It should deal with controversial issues and no

government institution can deal with contentious subjects

with the frankness possible in voluntary organizations.

3. Public institutions suffer from the danger of bureaucracy

but voluntary bodies can retain flexibility which permits

them to be both venturesome and experimental in approach.

4. In the fields of creative art government influence and

control nay prove sterile.

5. Voluntary organizations can do much to create public

opinion favourable to adult education.

6. In a democratic society participation in voluntary
1

organisations represents an educational experience.

The main disadvantages which faces Ape, emak are the
2

inadequacy of its own financial resources, fear of a change of

government/ >

1. Hely, A.S.M. Hew Trends In Adult Education. (UNESCO, PeT is,
1962), p. 104.

2. There is no information on how much Apedemak spends on adult
art education. The organization, however, depends mainly
foi' i ts finances on the following:

a. Members monthly subscriptions: 50 piastres (10 shillings)
for working members and 10 piastres (2 shillings) for
studen ts.

b. Donations from the private sector.
c. Fund raising projects.
d. Cer tain percentage from the price of works sold by

writers and artists members.
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government; an unsympathefcic government; will definitely interfere
with npedemak's cultural activities and harrass its members,
and finally unlike other voluntary and government adult education
institutions which have had cone tradition in the field,

Apedemak is a newcomer and its artist members have had little
or no training in organization, administration and provision

of adult education.

1. 'The present Government's attitude towards voluntary
organizations is a positive one. It provides them with
differ-en t forms of assistance and encouragement. In the
case of Apedemak the Government provides the Cultural
b quads with transportation, mobile cinema units, films and
other equipment.
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CliAPThU ELmVhh

A PATTLuN K)R THE flJTUKE

At various stages throughout this study many problems became

apparent. These problems are of three kinds. The first is that

for his tori 1, cultural, social and economic reasons the majority

of the Sudanese adult population has been much more ward-conscious

than ima0e-conscious, more verbal-minded than visual-minded. The

second is the seeming inability of the different educational

institutions to promote the study of Pine Art and visual art

education. The third is the lack of well trained teachers of art

in schools, What can be done to solve these problems? It is

extremely difficult to put forward conclusive answers or solutions

for these problems. One can suggest, however, some possible

solutions in the form of a) general proposals, and b) specific ones.

Let us start with the general proposals which can be summarized

as follows:

1. The function of art as an educative experience and as a

fundamental factor in the educational process must be stressed

in primary, secondary and high schools. Art .just be conceived

a-s an essential element that aids in childrens' growth and

development. It must, therefore, be accorded equal status

with other school subjects. Its objectives must be defined,

the syllabus revised end methods of teaching examined from

time to time so that methods which'reinforce creative abilities

in children are adopted end those which impede it discarded.

Art teachers in junior schools must be trained and retrained

to improve their artistic skills and to acquire a good

standard of general eaucation,

2./
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2. Adult education institutions should be urged to provide more

funds for the furtherance of adult art education.

Administrators of adult art education programmes need to be

creative planners; the art programme should be flexible and

dynamic enough to meet the students' needs and sustain their

interest. Material, equipment and physical facilities must

be adequate and conducive to learning. Administrators should

recruit the best available artist-teachers and ensure that the

latter are briefed in the Philosophy, Aims and methods of

Adult education and the ways in which adults learn. Most

important, the administrator should never neglect research and

the continuous evaluation of the art course. finally, the

administrator should know or learn how to use the mass media of

communication and personal contacts to "sell" adult art

education to potential students.

3. Adult education institutions should avoid duplication of

courses. Co-ordination is of vital importance if wastage of

energy, efforts and meagre resources is to be avoided. This

can be very easily achieved. All that adult education

institutions have to do is to get together end agree that

certain art courses or subjects should be provided only by

institutions wiiich can provide them efficiently and meaningful!

4. The role of the mass media of communication should be assessed.

The theatre, film and the poster are not only in themselves art

forms but can make their own contribution to the indigenous

culture and act as powerful Instruments in the education of

public taste. As such, their programme content cannot and

should not be allowed to offer no tiling for the most part but

trite, repetitious and escapist programmes which generally

satisfy/
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satisfy and reinforce the needs of only those who are

intellectually immature. Appreciation may be developed by

improved programme content, lectures, discussions and

information backed by stills and excerpts from outstanding

films and plays. Talks by film-makers, actors, writers and

film critics may help a great deal. The encouragement,

support and development of more non-commercial cinema clubs

is also important.

Professional as well as amateur drama troupes are

desperately in need of training in play-writing, acting, stage

movement, stage and television craft, scenery design and

execution.

The educational poster needs special attention since it is

sometimes the only form of visual art available in places

which have no access to museums or exhibitions. As such,

poster design must be entrusted to academically trained

graphic designers. Better still, the Publication Bureau

would do itself and the country a very great service if it

pre-tested the colours, figures and wordings of posters with a

sample representative audience. This should help to make

the poster a more effective means of communication and

appreciation.

5. The contribution of voluntary organizations to adult art

education must oe encouraged and developed by an adequate

allocation of funds, direct course provision in methods and

Philosophy of Adult Education for their programme organizers

and teachers and by helping them to plan their programmes

effectively.

6. The role of the Government in the arts leaves much to be

desired/

i
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desired. Government patronage has been apparent almost

exclusively in preserving the art of the past. The Govern¬

ment whenever and wherever possible must also encourage and

develop contemporary cultural life. More permanent
facilities within which art can be housed and performed must

be established, especially in the provinces.

Public and Municipal buildings, parks, streets and squares

are bare. Ar tists should oe commissioned to decorate them

with paintings, murals and sculpture. ihis can be achieved

with the minimum cost. The Government can follow the example

of nweden by putting aside 1<f0 of the total cost of new public

buildings for decoration.

Professional ar tists should oe sent abroad fox further

training so that they might be in touch with latest develop¬

ments in art. Most impor tant, the Government should buy

outstanding works by Sudanese ar tists for' a national collection

7. The patronage of private industry and commerce in the ar'ts

has been almost nil. Private enterprise is in a position to

extend great help to the ar ts in the country tLrough

commissioning ar't works and creating more jobs for qualified

designers and other commercial ar tists.

Next we turn to specific pr oposals. These are the followingi

i. To include visual art appreciation in conjunction with

ar t practice in curricula of schools, teacher training

colleges anu the University dnd/or
ii. To teach ar t appreciation by correspondence.

nut before starting to discuss either of these proposals, it

will be necessary to asm why, at all, teach ar t appreciation ?

There /
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There are many good reasons for this# To begin with, art

appreciation is not only an important factor in helping people to

understand a work of art but it also helps a great deal in the

formation of a public with discriminating taste. This does not

mean it should replace art-practice in schools or adult education

institutions, but simply support and complement it. Secondly, to

study art produced by other people is not only to know what is

different and similar about our own but also to understand our

culture better. Thirdly, knowledge of the traditional and contem¬

porary background of art not only broadens the aesthetic range of

student*s experience but also improves the standard of his general

education. As Maria Petrie has pointed out:

The acquaintance with works of ar t of the past and the
comparison of styles is a constant training and refining
of the sensual and critical facilities and serves at the
san® time to give a richer background and more actuality
to history, geography and language lessons.

iburthly, while many educationalists are of the opinion that

artists are born, people with discriminating taste can be made,

This is so because as professor Rice has rightly pointed out,

"for appreciation, unlike creation, is something that can be'

2
taught,'1 Fifthly and finally, the introduction of visual art

appreciation in adult education would be a pioneering venture. It

would neither coupe te with nor duplicate other courses.

Visual art appreciation, therefore, should be introduced in

elementary school, taught as a special subject for the G.C.E, in

secondary schools and added to the list of subjects studied at

teacher-training colleges and the University, 11 is of great

xnip or fc cui ce that it should be includes in the University curriculum

no t/

1. Petrie, Maria, Art And Regeneration (Paul Elek. London. 114-6}.
p. 67.

2. Rice, 1),T, The Background Of Art, p. 162,
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not only because it would, help produce leaders and specialists who
are discriminating consumers, but also make art appreciation a

subject worthy of study in the University which will definitely
have a positive effect on its study right down to the elementary
school. This is so simply because, "What the universities value

the high schools learn to value. What the high school values the

elementary schools learn to value. What the high schools value
1

the elementary school prepares for."

The main aeficiencies which mane the teac'uing of visual art

in schools ana higher educational institutions very difficult, if

not impossible, ate that there are no teachers with the vide

knowledge of art which visual art teaching demands, nor are all

schools equipped wi th the necessary slines, reproductions, film

strips, text-books and projectors. A Larch more difficult obstacle

would be to convince the euucational authorities of the necessity

of ar t appreciation in euucaption, to induce them to add it to the

school curriculum, to allocate funds for- purchasing the essential

materials and equipment and to send some teachers abroad for

academic stuuies and pr ofessional training in ar t history. Even iJ

the educational authorities were convinced in the end of the

importance of visual art teaching auu took all the steps referred tc

it would still take many years before it coulu be introduced in

schools. One, however, noes not believe that the educational

authorities coalu and would oe convinced of the necessity of visual

at t education for many years to come. What, then, is the

alternative ? ihe second pr oposal which suggests the establishment

of a correspondence project for teaching visual art appreciation

may/

1. Eisner, Elliot. "Knowledge, Knowing, and the Visual Arts", i
Hsu vat a .-.uuca bional nevjew (Vol. 33» No. 2, Harvard University,
Spring 1963), p.212.
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may be the answer.

But before starting to discuss the objectives, functions and

Iirobleias of this proposed correspondence project it will be

necessary to point out some of the advantages of correspondence

instruction.

1. Carres iondence instruction is a cheap and practical means of

educating a wide range of adults. Unlike traditional class

room education, correspondence instruction can function within

a few or no classrooms and dormitories with fewer teachers

(one teacher can teach many students) anc less expenditure on

books and equipment.

2. A student takin0 a correspondence course can learn while

working to support himself or his family.

3. There are hundreds of other people who for many reasons

entirely beyond their own control who have no access to

educational institutions. Correspondence instruction provides

the former with opportunities to start or continue or improve

their education.

4. Instruction by correspondence can begin amy time of the year.

The student is no t tied down to a specific time of enrolment.

He can start when he pleases.

5. Corx espoadeace ins true tion allows free pacing. Students
differ in their abilities and capabilities. Hree pacing

allows each student to master trie lesson in his own time.

Ra • .ec rtios has pointed out:

By the very flexibility with which correspondence
teaching can adapt itself to the needs of the
individual, it can serve a variety of individual
needs. The quick learner can work ahead of the
avera.e rate. The slow learner can move at a rate
at/
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at which he can absorb the instruction without
delaying the progress of fellow students and without
the embarrassment of feeling that he is slow.1

6, A correspondence lesson is divided into small units. The
student moves from one unit to the next after he has mastered

the previous one or ones.

7. In a developing country where there are insufficient education¬
al institutions and not a large number of well trained

teacher's, the services of the few best and most experienced

teachers can bedsed in correspondence instruction in con¬

junction with radio and television; thus bringing education

within reach of hundreds of thousands of people.

The short—comings of correspondence instruction! on the other

hand, are many. It should suffice to mention only the foliowing:

1. Correspondence instruction is a very exacting discipline.

The student must be systematic and highly motivated to

complete a course.

2. It lacks the personal (human) aspect of teacher-student

and social intercourse between students.

3. Correspondence instruction requires an efficient postal

service, adequate communications system and a dynamic

academic and administrative organization to shorten the

waiting time fo. the student and sustain his interest.

But most of these disadvantages are either avoidable or

surmountable. Precisely because this is a pilot project, it will

have the privilege of choosing consciously and benefiting from the

experiments, the achievements and mistakes of advanced European

nations and particularly from correspondence education development

in neighbouring African countries such as Uganda, Kenya, Tanzania,

Zambia/

1. mrdos, P. itenee, TeacidUi, By Corresppnaence (Longman /UNESCO,
1967), p.5.
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Zambia and Malawi,

This should not be taken to mean that establishing a

correspondence unit in the Sudan is going to be an easy matter;

nor should it be taken to mean that one could borrow or adopt

any successful pattern of correspondence education in a highly

developed or developing country. Halve adoption or borrowing

of approaches that have proved successful in this field in one

country will not and cannot prove successful in another. The

"best" pattern of any form of adult education for the Sudan has

yet to be developed.

One, therefore, will have to study and choose carefully from

other countries only those methods and practices which can be

easily adapted to psychological, sociological and cultural

characteristics and requirements of one's own country.

The Ooir espondence Unit will have long-term and short-term

objectives. In the lon^ run the Unit vsill aim to introduce,

implement, devebp, improve, and consolidate the position of art

appreciation education in the country and par ticularly in areas

such as:

a. Teacher training.

b. Use in Schools.

c. Use in the University,

d. Private Students other' than a, b and c,

e. In art study' circle.

The short-term objective, on the other hand, will be to

devote the Unit's pilot activities exclusively to instruct teachers

of art i- art appreciation. Teachers have been singled out for

the foliowing reasons:

1. Correspondence instruction demands a reasonable standard

of literacy on the par t of the students. All teachers

are /
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are literate.

2. There is a great need for training teachers of art in

art appreelation. This has heea made abundantly clear

in this and in previous chap ters.

3. Teachers want to practice and study art appreciation.

In Khartoum only, 45 primary and intermediate school

teachers were attending adult visual art education

courses. Hundreds of others posted far from Khartoum
1

will, no doubt, 'welcome the opportunity of training.

4. Teachers as "potential clients" will provide the

Correspondence Unit with invaluable information in terms

of atve, educational level, economic status and

occupational ranking. The Correspondence Unit, therefore

will know exactly what prolamine in visual ar t

appreciation to offer and what methods to use with a

prospective student who is an elementary school teacher,

an intermediate school teacher or a secondary school

teacher.

5. Correspondence instruction will provide those teachers

who had studied art appreciation in the past (secon.. ,..v

school art teachers) with an in-service refresher course.

It will provide those who never- had a chance to study it

with the opportunity to do so. This will be on-the-job

training. It will be meaningful and should have jleator

impact/

1. In the beginning of the 1363/70 academic year there were
4630 general education schools with 23,300 teachers. The
five Year >lan (1970/71 / 1374/75) envisages buildings of
more schools and employment of more teachers. Art is taught
in all these schools and will be taught in future ones,
hince each school has at least two teachers of art one should
expect the number of potential stuueats for the art appreciation
course to be quite big.
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impact on their behaviour- and efficiency during the art

lesson. fore lapor taut, in-service training should

appeal to the iinistry of Lducation since teachers*

education will be improved without being required to

leave their work or' duty stations.

6. Designing the pilot project's short-term objectives

mainly to serve a single organization will, no uoubt,

cive the Correspondence Unit the essential acaaenic,

adminis tarative, technical ana promotional experiences

and techniques for- launctiing future educational

programmes tint are community-wide orienteu, The success

of the £;>llot project will demonstrate the effectiveness

of this means of education to those not yet convinced and

will give the Correspondence Unit confidence. Thus,

vviiile the pilot project will m star ted on a small

scale, it should have in it the seeds of downward growth

as well as the ability to develop in other directions.

A successful pilot project of the kind envisaged, in other

words, would provide the country with a platform for

rapidly expanding its mass education facilities,

me termination of top priorities ana immediate needs is only

the first step in establlshing a correspondence unit. lor- the

unit to function effectively the next step will be to have an

adequate infra—structure. This includes a postal system,

conmrnications and availability of staff.

An efficient pos tal ser vice and an effective system of

communication are vital elements in correspondence instruction.

In/
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In the past the coimaunications systems and the postal services

in the Sudan were far from adequate. In the last few years,

however, they have been immensely extended and greatly improved

ana it is no exaggeration to say that they are improving everyday.

All provinces and most of the big towns are linked with rail,

road, air and river. s tudents who have no private post office

box can be reached through schools, main post offices, local

post offices, the Adult education c fficer or the Community

Devoiopnknit Centre. All students, however, can be reached by

radio and the press anu quite a large number by television.

As an educational institution the correspondence unit must

have educators who are capable of 0ivin0 the greatest possible

service to the students. A few of the fox mer are not difficult to

find in the Sudan. for the purpose of staffi..i( the correspondence

unit the size of the academic and administrative staff will

depend upon the size of the student bou^. ilis, in the initial

sta0e of the unit's development might include the following:

a. supervisor

1. academically trained professional adult educators

with a reasonable knowledge of ax-1 and experience in

art teaching; responsible for drawing the units

policy and development plans.

ii. fust be an exper t in educational programme design,

curriculum, materials development, teaching methods,

and presentation.

iii. recruits and trains and supervises the training of

per t-time 11ctar ers, cour se v.r i ters and study circles

ins tr uctors.

iv. /
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iv. Co-ordinates the academic and administrative

function of the unit.

b. Assistant Supervisors

Professional adult educators with adequate knowledge

of administrative and financial procedures. Helps

the Supervisor with implementation and development

of the units general policy and development plans.

Supervises the work of part-time lecturers, course

writers and instructors.

c. Educational Officer

A university graduate with a reasonable experience

in adult education and administrative procedures.

Supervises course production, students selection and

registratlon, course edi ting, publici ty, clerical

staff and acts as student counsellor.

d. A reasonable number of efficient and well trained typists,

filing clerks, etc.

Next to staffing comes the defining of the Unit*s Academic

and Au i ir trative functions. The Administrative .function will

include: promotion and publicity of courses, collection of fees,

registration of students; sending lessons to students, receiving

completed lessons and forwarding them to course writers, lecturers

oi' instructors for correction, receiving corrected lessons and

despatching them with new assignments to the student.

Academic functions of the Unit will include * '1) course

writing, (2) marking, (3) production and distribution of text-books,

slides, reproductions, prints, film strips and (4) arrangement of

residential courses and the integration of radio, television and

residen tial/
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J

residential courses with correspondence instruction, and (5)

carrying out research and maintaining statistics and information

on students' progress.

The fourth s tep in setting up the Unit is finance. How is
the Correspondence Unit going to raise enough funds to pay for

typing and printing of all lecture materials? Who will pay for

the text-hooks, slides, reproductions, film strips and projectors?

How can the unit "be equipped with typewriters, photocopying

machines, book-keeping machines, filing cabinets and students'

record filing tables with student record cards? Who will pay

for office furniture, stationery, etc.? Most important, who will

pay salaries of the academic and administrative staff, the course

writers, lecturers, instructors and the cost of residential courses

and the rent of premises and postal charges? Is the unit to be

subsidized by the Government or privately owned? Is it to be fee

paying or non-fee paying? The unit could, of course, be run with

a very little budget if it could recruit volunteer course writers,

lecturers and instructors. But can one depend on or demand

efficient from an individual whose services are rendered freely?

financial reward has always been and will be an impor tant motive

in smooth and efficient services.

Even if the Government, a semi Government department or a

private agency agreed to finance the project it would not be

difficult far the antagonist to point out that it would be

uneconomical in terms of both manpower anu tablish a

correspondence unit for a limited amount of students only. The

antagonist may even go fur ther to auu that there are needs and

priorities more immediate than art appreciation and accordingly

investment/
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investment in course production, equipment, salaries, etc.

should not be geared only towards meeti the needs of the few
but should mainly be geared to the everyday needs of a country
in transition. But the case for art education in general and

visual art appreciation in particular is also very strong.
There is no need and should be need for one to exclude or develop °n

at the expense of the other. As Bdstrom puts it:

Correspondence instruction, is, for reasons of economy,
a means of mass education, although there is nothing
from the theoretical Tjoint of view, to prevent the
establishment of correspondence instruction for only
a handful of students.l

Prom the afarementioned it is possible to conclude that the

Unit should be financed by the Government and all semi Government

departments ox to be self—supporting with some financial

supdot t from one or two government departments. Let us take
each of these alternatives in turn.

Government ministries, semi—government depar tments and

institutions may be interested in correspondence instruction as
a practical method that will contribute actively towards
implex, ting the current Five Year- Plan of Economic and Social
Development by aligning its courses to the country's manpower

development priori ties. The correspondence unit will supplement
the work already being done by the existing institutions and help
them to reach their goals. These goals or priorities might
include:

a. Teacher training.

b. Use in schools.

c. Private students.

a./

i. Ldsfcrom, Lars-Olof, "Vhat is Correspondence ..ducation 9", inlass mau cation. p.U9. ' '
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d. Literacy follow-up.

e. In-service training (i) Industry and Commerce
(ii)Governmenfc Minis tries

f. Fundamental adult education.

g. Liberal adult education.

h. fine and applied adult art education.

i. Civics, citzenship.

k. University courses.

Accordingly, the unit will be a service organization for

all ministries and organizations wishing to run correspondence

programmes. Grants and financial support from the former will

cover- the costs of a) buildings, b) the salaries of academic,

administrative and clerical staff, c) cost of course writing,

lecturers and instructors fees, costs of text-books and printing of

lessons, and d) maintenance costs. Thus, the correspondence unit

will serve hundreds of thousands of students and since courses

will be massed produced, students will obtain them cheaply. But

the establishment of such a unit while feasible, is, for' many

reasons impractical. To begin with, a big correspondence unit

offering a variety of courses would require a big staff of foreign

experts to train course writers, lecturers, instructors and

administrators in methods, problems and forms of correspondence

education. It will take years and cost much hard currency before

the unit starts to function. The placing of the unit is another

great obstacle. Each ministry would want to control the unit

and supervise all its activities. Accordingly,no agreement may¬

be reached because adult education institutions in the Sudan in

general and government ministries in particular have always worked

in complete oblivion of each other, co-ordination completely lacking

Thirdly/
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Thirdly, even, if the correspondence unit btcaae a semi-independent

body, the fact that it should serve all ministries would mean

each ministry wielding or trying to wield its authority which

in turn would jeopardize discipline order and authority.

Fourthly and finally, it has already been indicated elsewhere that

errors in this field are not only expensive out can be fatal to

the development of correspondence instruction. It is, therefore,

better to establish a small correspondence unit because it is a

fact that most good correspondence units or schools s tat-ted on a

small scale.

The second alternative is to aevo te the unit's first year:

solely for training teachers in art appreciation and making self-

supporting by seeking financial aid from the following resources:

1. Fees collected from students. Teachers are reasonably

paid; therefore most courses can be self-supporting.

2. brants from the Government, the Ministry of Education

and the ministry of Social Guidance. The Ministry of

Education should be only too happy to have all art

: adders trained and their educational standard raised

while on-the-job. The Ministry of Social Guidance is

responsible for the development and promotion of cultural

activities. It should, therefore, contribute financial

suppor t for the uni t,

3. The Private sector' can also contribute grants.

4. hid and suppor1 t can also be sought ri urn in national

organizations such as UNESCO which is committed towards

the promotion of national and international visual art

education. This was made quite clear in Bristol Seminar

of/
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of 1951 on Education and Art, It has been repa" ted

that UNESCO operated on two wa^s r "on the one hand

stimulating and encouraging governments and organizations

to take action and carry out projects, and on the other,
1

sponsoring direct action itself." UNESCO, therefore,

should be approached not only for expert opinion and

expert assistance, out most importantly, to supply the

unit with equipment, tex t-books, slides, reproductions,

prints aid film strips on world art. This would, no

doubt, reduce the overall costs of financing the unit

considerably.

The fifth step in setting up the project would be the placing

of the unit. There are relevant policy questions to be asked,

e.g. is the unit to be privately owned or1 controlled by the

Government? V.oulu it be beneficial for it to be attached to an

educational institution or agency? The University? The finis try

of Education? Ministry of Social Guidance?

If the unit is to cater for instruction in art appreciation

up to bove university level, this mares it quite beneficial

to associate with an institution of higher learning. The

University of Khar toum would be ideal for the following important

reasons:

i. Though the Government Jive Year flan envisaged

developmental adult education in general (mainly

eradication of illiteracy, communi ,.j few....:g • iont and

setting up of vocational and technical training centres),

no mention lias been made of es tablisliing a correspondence

ins truction/

1.
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instruction project. Accordingly, it would be

extremely difficult fox the Government to divert enough

funds to finance such a unit. Universities, on the

other hand, are very expensive institutions in developing

countries. To attach the correspondence unit to the

University is to put part of the latter fs resources to

a better use,

ii. An advantage of associating the correspondence unit with

the University and not a private organization is to

give correspondence education respect and to avoid the

suspicion with which i t is generally viewed in countries

where it was initiated by profit seeking institutions

and concerns.

iii. Availability of staff who will be required to undertake

course writing,

iv. The University can carry out this project tirough the

School of ^xtra-LIural S tudies which is in charge of the

provision, training and research in adult education in

cneral and liberal adult education in particular. The

School of fxfcra-Mural Studies has among its staff,

professionally qualified adult educators anc tutors.

It also has a lecturer responsible for- planning,

organization, administration, supervision and teaching

of adult art courses. Most of its lecturers and tutors

have taken active parts in interu. 'mars and

conferences on The Use of Correspondence Instruction in

Adult Education Means, Methods and Possibilities, The

School/
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School of Extra-Mural Studies also has a good number of

experienced non-academic administrative and clerical

staff, part-time lecturers, programme organizers and

supervisors.

v. To attach the correspondence unit to The School of

Extra-Kural Studies is not only to provide it with a

much needed, highly qualified and experienced staff (both
academic and administrative) who will develop, organize,

administer, teach and carry out research but also to

reauce i tsbudge t drama tically since the University p&ya

the salaries of all the academic, acade mi c/admini s tra tive

and non-academic staff in the School. Needless to add

that fees of course writers, speakers, instructors, office

equipment ana rent and maintenance of the premises.

vi. The School of Extra-Mur&l Studies is in the process of

extending its educational activities by establishing

regional centres in every province. These centres will

be of great importance to adult students in general and

those studying art appreciation by correspondence in

particular. To the latter the centres will serve as

hea.dquar ters from where they can obtain their correspond¬

ence lessons. And since each centre will Liave a

resident tutor", the correspondence students may have

their lessons corrected and commented upon without having

to send them to Khartoum. The resident tutor will also

act as student counsellor' ana the centre will be used

for study groups meetings, for some face-to-face

instruction or lor week-end or summer- vacation residential

refresher /
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vii. The University has a newly established, modern,

adequately equipped and well staffed printing press.

This means the correspondence unit will secure inexpen¬

sive but fir'st class printing, typography, photography,

prints, reproductions, text-books and other study

materials.

Having outlined in general terms the educational needs and

the practicability and feasibility of setting up a correspondence

instruction unit to meet these needs, it should be possible now

to draw up a list of the visual art appreciation courses to be

offered to the students and also to choose an adequate form of

correspondence education which will enable the student to draw

maximum benefits from these courses. An example of an appreciation

lesson will be given at the end of the chapter.

The art appreciation courses might include:

A, Foundation Course.

This course is for all students. It comprises the

f ,11owing:

1. Meaning of the word Art. Art covers a very leu. .

area. There is a need for a definition.

2. The different kinds of art

fine art and applied arts, useful arts,

industrial arts, decorative arts, minor arts,

handicrafts.

3. The Function of Ar t

a) Aesthetic function - Art for the arts sake.

b) Art and Nature

c)'
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c) Ar t and Religion

d) Ar t and Play or Enter tainment

e) Art and Beauty

f) Art and craft

4. Function of the Artist

5. Elements of a Work of Art

a) Rhythia of Line

o) Form

c) Massing of Forms

d) Light and Shade

e) x'ictorial Space

£) Colour

g) Uni ty or Compusi tion

h) Medium

i) Texture

13. Art Appreciation through the Study of Art History.

The Foundation and the referred to below courses generally

aim:

a) To acquaint the student wi th representative

examples of the painting, sculpture, architecture

handicrafts, etc. of his own as well as of

other countries.

b) To provide by means of analysis and critical

evaluation of great works of art, a basis for

continuous art appreciation.
A complete course will include the study of only one of the

following epochs:

1. Prehistoric Art.

Sculpture, relief, rock engraving and painting in

Laseaux/



Lascaux and A1 taoira in Europe, Pezzan, sassili

and the rock, of Lake Victoria in North and East Africa,

Ancient Egypt.

a) Ar t in the Old Kingdom

b) Art in the Kiddle Kingdom

c) Art in the New Kingdom

d) The Greek Period

Ar t of Mesopotamia,

Comparative study "between the art of Ancient Egypt

and that of Mesopotamia,

European Art.

a) Classical Art of Greece and home

b) Early Christian Period

c) Byzan tine Ar t

a) Gothic Art

e) Ar t of the Renaissance

f) Modern European Art since 1000

Islamic Ar t.

Study of Islamic Architecture, Kail Painting, I'initure

Painting, Ceramics, Rugs, Glass and Caligraphy with a

special reference to the following periods-;

a) Early Islamic

b) The Abbasid Period

c) Islamic ac t in Egypt, Syria, Iraq., Turkey,

Spain and North Africa.

Sudanese Ar t.

a) The Art of Ancient Egypt and Ancient Nubia

b) The Meroe Period

o)/
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c) The Christian Nubia

d)

e) Contemporary Ar t in the Sudan

f) Polk art and Handicrafts.

7# African Art.

Study of classical African sculpture, its educational

significance, vitality and contribution to development

of Cubist ideas which opened the way to modern art

movement all over the world. Special attention will

be given to the following civilisation.

a) v.est African civilisation: Ife, Benin, Yoruba,

Senufo and Achanti.

b) The Cameroonr Civilisation.

c) The Congolese Civilisation.

Next we turn to the "orma and types of correspondence

instruction courses. There are three main forms of correspondence

instruction. These are "individual correspondence study, group
3

study by correspondence and supervised correspondence instruction."

Individual correspondence study implies that a student works

on his own, using lessons which are prepared in such a way that

he does not often require the assistance of a teacher.

Group study by correspondence implies a group of seven or ten

students who meet regularly once or twice a week for the study of

a subject or subjects under the guidance of a leader, who may be

a/

1. Edstrom, Lars-Qlof. "The fain forms of Correspondence Education!
in fass education, pp.132-33.



a member of the group or an outsider. As Bdstrom puts it;

At group meetings the members discuss the content of
the correspondence lessons, and the corrected answers
to assignments are gone through. Bach group member
is assumed to have prepared himself for the meeting by
studying the correspondence lesson in advance. 1

supervised correspondence study means a study of correspondence
courses under the guidance of a teacher or a supervisor. The

main function of the teacher is not impar t knowledge or skills

but to advise, to motivate, to explain texts and to suggest further

reauing _or the student.

There are two main types of correspondence instruction

courses: the self-contained course, and the study-guide. The

following is how Bdstrom explains each type:

The self-contained course is, as its name indicates,
a correspondence course that can be studied without
for instance a text-book. It lias been specially
written for correspondence use and I corporates all
the relevant information generally givw. in text-books.

The study-guiue, on the other hand, supplements and
is based on a text-book or' handbook written for use
in a classroom. The study-guide augments the book,
supplies self-check exercises, and provides questions
and problems, the answers to which are to be sent in
to a correspondence organisation for* mar'king by a tutor.2

for our1 purpose the most appropriate forms of correspondence

instruction should be inuividuai self-study and group study by

correspondence. Lack ox trained correspondence teachers or

supervisor's makes the former form a must. Group study on the other

hand, will also be chosen for' its many advantages. first, the

"Hala0a" or the Study Circle is a characteristic of the Sudan,

where it has seen extensively used in religious, literary and

poll tical/

1. Edstrom, lars-Olof. "edit." Correspondence Instruction in
-t-j oii.npj-*"" $ g ij, i ^**i—L... C.
.! xperiences , eeas arid In ceres t. ( ; ag Hammarskjold Bounda tion,
Stockholm,July 19ou), p.11.
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political adult education since the Arabs entered the country in

the four teenth century. Second, the Study Circle mi^ht have as

a leader a graduate of the College of Sine and Applied Art who
would help students by explaining tenets and by suggesting further

reading. Third, a Study circle under the 0uidunce of an artist

teachv- ..dwUt suppleuent the ea t .vrcci .lion course with a

practical course in painUUg» sculpture, potter;, graphic design

•n teac tile design•

.. th, tudy circlet would it feasible and economical

fox the coi'- c; sondeac© unit to se-nd leotui ers ox teachers from

I.' r to .1 to h; 1 t.;,~f.torial type meetings.

As fir w- types of correspondence courses are concerned, the

s tudy-guide .aight be i ...ore .. of leal olvoict • This is so because

the correspondence unit A, hi ,m, . ave enough tent-books for the

students. .e t" ,.c ox , th ; tv. dy-guii . 1 " ' ly hxoken into

small stops called "units", "hee. ons" :r "assignments" immediately

folio ..©•. h, .icu tioue . o. *.cU er hoped - as the example

given '.t-low cy..hl' p vc - to opc . h he tc' eyes to features

which the ten. . vu.ntr: to trrf . then to see and ..pLve immediate

opportunity .fox students to e..;r e,< •. their i...dlvisual reactions to

a pictui v . t guide then to look at per ticular aspects.

:..tannic of nn Ax-1 Ao i eolation lesson by Correspondence

Art ;.i re elation bp Correspondence

his course i: de-'ij..„.;h dor • t.. . circles as well as indiv¬

idual students who may or may not be practicing art,

-•j rposin . ; h. ■ . t: to one of the no: t outstanding works

of art and by careful exs-dnr.tion end analysis cad discussion of

main elements of a work of art the course aims:

1./
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1. To improve the student's power of observation

2. To build up his standards of judgement

3. To enrich his life by broadening the aesthetic range

of iiis exjjerience.

Step I

Main Elements of a Work of Art

What are the main elements of a work of art?

aj hhy turn of Line

"A form must be defined by an outline, and this outline,
1

unless it is to be lifeless, must have a rhythm of its own."

In the hands of master' line "can express both movement and
2

mass." This means that a line should Oo far beyond mere

building up of an object or the making o. a con tour • A line

should be dynamic enough to suggest move... t to express

emotion and to uive individual! ty to a work of art (see The

Creation of Adam by Michelangelo)•

b) The massing of forms, Light and Siia.de and Space

The massing of forms, space, and light and shade must be
considered in close relation. They are all aspects of
the artist's feeling for space. Mass is solid space;
light and shade are the effects of mass in relation to
space. Space is merely the inverse of mass.5

c) Colour

Colour' was many functions, to mention only a few. Colour

serves to emphasise elements of mass and in some cases it

is/

1. head, II. The feanin. of Ar t (Penguin Books, 1966), p. 37.

ibid.. p. 39.

3. ibid. , p. 37.
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is used as a substitute for light and ahade, Colour is

used sometimes to express or is associated with emotions.

Thus blue expresses sadness, or coolness. Red expresses

heat, warmth or violence or destruction. Colour also

expresses movement.

d) Composi tion - Design

Composition is defined as:

The art of combining elements of a picture or other
work of art into a satisfactory whole: in art the
whole is very much more than the sum of the parts.
A picture is well composed if its constituents -
whether figures or apples or just shapes - form a
harmony which pleases the eye when regarded as two
dimensional shapes on a flat ground. This is the
sole aim of most abstract paintin0 'out in more
tradi tional forms the task is made much more
difficult by the need to project the forms in an
ordered sequence into an imaginary depth or picture
space without losing tneir effectiveness as a pattern.1

e) Design

"Roughly the seme, in normal usages, as composition.
2

It may mean a pax* t of a composition considered in isolation."

f) Uni ty

Roughly the same as Composition ana Design. A work of

a. t must have unity in the sense of integration of parts.

g) Form

form has many meanings. In a work of art, however, it "is

nothing more than its shape, the arrangements of its parts,
3

its visible aspects."

Step/

1. Murray, Peter and Linda, A Dictionary of Ar t and Artists
(Penguin Hooks, 1967), p.83.

2. hurray, .. ..jetio-ar., of ^ t niu .a lists, p. £14.

3. Head, II. ike : leaning, of Hr t. p.28.
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ten II

You are supplied with a reproduction of Ghir landaio *s The

Last Supper (1480), It portrays the moment when Christ said to,

the Disciples "One of you shall betray me." Examine the repro¬

duction carefully and then briefly answer the following questions:

1. How many figures do you see in this picture?

2. How are these figures arranged?

3* IX) the Disciples seem aware oj. the tragic words uttered by

Christ? V.hat reaction or reactions do you see?

4. Y'hat in the picture could by todays standards be bad table

manner's ?

5. The garden in the background and room architecture are

elaborately depicted.

a) Can we say that the background is integrated with the

Tiiinole and foreground?

b) Is this good design or bad design?

6. Does the artist seem to capture the tragic quality of the

theme ?

stes III

You are supplied with a reproduction of Leonardo da Vinci

par trayin0 the same subject. Examine its main elements carefully

and then answer the following questions:

1. '..hat is the immediate effect of Christ's words on the

Disciples ?

2. 'what differ once in arrangements of figures is there between

Ghirlandaio's and Leonardo's pictures?

3. 'which one or the two pictures do you find well designed?

4. Co .ent briefly on the usa^e of light and shade in Leonardo's

picture.

5./
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5. Movement in Leonardo's picture is rhythmic. How do you

think this was achieved?

6. Christ occupies the middle space alone, yet, he is not

isolated from the group. How is this achieved?

■step IV

The following are comments on both pictures. Please do not

read them unless you have answered all or most of the questions

in Step II and Step III.

Ghirlandaio

1. Arrangement of picture traditionals long table with Christ

and Twelve Disciples on one side, and Judas isolated on the

other side. St John asleep on Christ's breast.

2. The Disciples sit at the ta )le as if unaware of the tragic

words uttered by Christ. As if they were guests at a boring

dinner party. Little reaction is evident,

3. More attention is iven to the garden and room architecture,

hvery detail is depicted carefully. This would definitely

distract a viewer from the main subject of the picture.

Hot a very good design or composition.

Leonardo

1. ..iomru, Juda '...eluded with the other Disciples

ana . t John awake. (Unity of the , cene),

2. Disciples react to Cirist';. words. As if electrified -

horroi', ue spair , pr o te s t, anger.

3. TLt 13 figures me divided into 5 groups of three each, with

Christ occupying the middle, (Massing of Dorms).

4. Major emphasis is given to Claris t. His' head silhouetted

a^aius t the sLg in natural lignt conin0 from the window.

(Light said Shade).
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5. The lines of the rooms architecture, the tapestry, the beams

in the ceiling and pavement, all converge at Christ's head,

making Ilim the focal point of optical concentration.

(Composition, Perspective and Design),

6. The grouping of the Disciples and movement of their hands,
create a horizontal movement towards Christ.

1
7. Leonardo is brief and dramatic.

.iixercise to be forwarded to the Comesporidence Unit for

Co *xn u«

You axe supplied with a reproduction of The Pall of

Michelangelo. Please study tliis picture carefully ana then

comment on the following:

1. Rhythm of Line

2. Massing of form

3. Space

4. Ligut and Shade

5. Composi tion

6. Uni ty

Your- co: t its may range widely over the above referred to

elements or any others which you think of. Your comment may be

brief or lengthy as you wish.

Suggested Purther Reading.

To supplement your study you may wish to consult some book

o:c books on art appreciation. The following books should help:

1./

1. Professor Heimlich olfflin the great art historian, brings
out the differences, similarities and fine qualities of
Leoiurdo's and hirlandaio's The Last . upper with great clarity
in his discussion of Leonardo; see e.g. Chapter Two on
Leonardo ( „ --...do . - t. Petei' and Linda hurray, trans. , The
Phai don Pr ess, London, MCtCLII).
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1. Herbert Head. The Meaning of Art. Pelican Books. 1966.
35 Pias ters.

2. D.T. Kice. Teach Your Self To Study Art. OUP. 1962.
55 Piasters.

If you cannot obtain the above referred to books from your

local bookshop or library, please send a cheque with the correct

amount o£ money plus to the Correspondence Unit.

Examples of Advanced Courses

These courses are intended for iiigh secondary school teachers;

practicing artists and generally all those who have a positive

interest in the pursuit of learning for its own sake. The courses

might deal with the following problems and questions:

1. Creativity in the arts: its meaning, nature and processes.

2. Ar t Criticism as a form of literature and philosophy, early,

modern contemporary and modern art critics and philosophers.

3. Comparative 8 tudy between national style, regional style and

personal style.

4. lorks of ^sxt

a) Vihab difference does it make if a work of ar t is copied?

bhy is the copy considered to be Inferior ?

b) itiy has ar t in some epoch been best exemplified in one

medium (ancient ar t in sculpture, meaievai in architecture,

and modern in painting) ?

c) Bo you think the subject matter is important in a work

of ar t ?

u) Is it possible to produce "a work of art" without content,

recognizable subject, or- iconography?

5. Comparative Study of the Art of Christian Nubia with Early

Byzantine Art.

Comparative /



Comparative Study Between the Meroetic Art and Ancient

Egyptian Ar t.

6. Comparative Study of contemporary Sudanese art with:

a) Con temporary Art in North Africa

b) Con temporary Art in Central, fast and '..est Africa.

In summing up, we miuht say that the correspondence unit in

its above referred to form is incomplete i~i -any areas. To

hi..., no figures of an overall estimation of the total cost

of its running has seen put forward. But this is expected simply

because o-. needs to carry out practical, on the spot investigation,

to findbut how much the University can allocate for it, what

subsidy can be obtained fro . f finis try of Education, the

approximate number of students '..no will want to study and the

exact fees which they have to pay and the po Hity of getting

ipran ts from na tional and in t .rnational agencies for research

projects.

In the last few years the school of fxtra-Kural studies of

the University yf Khartoum has been investigating the possibilities

of establishing a correspondence unit. while no final decision

has been reached yet, there . are, on the other lurid, indications

that the project .ray materialize Vi the very near future. The

University, therefore, will cover all the expenses of the Unit.

But it would be dangerous to star t such a project without

financial suppar t from sources other than tuition fees and funds

allocated by the University. To ensure the success of the

project, full co-operation and financial supper t must be obtained

from the Ministry of Education.

Secondly, the study of world art,ps ristinguishe^brom Sudanese

ar t/
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art, will have its limitations. Unlike courses on Sudanese art

where students will be able to supplement their study by visits

to museums, exhibitions, and by meeting notable Sudanese artists

and seeing them at work and discussing their methods with them, the

study of world art, on the other hand, will depend on slides,

reproductions and films. Innovations in printing have made it

possible to produce faithful reproductions of a work of art.
.

But, however faithful a reproduction may be, it can never replace

the experience resulting from direct confrontation between a

spectator and the actual work of art "so that the ar tist can speak
1

directly to the spectator." Further more reliance on reproduct¬

ions and information, analysis and comments provided by teachers

and art critics may hamper individual appreciation in other ways.

As Sweeny pointed out:

It is easier to approach painting or sculpture through
the ear s than through the'eyes: our temptation today
is to lean on the accepted authority rather than look
for ourselves and respond directly to the sensory
stimuli of the work of art. Yet when we speak of
accepted authority with regard to a work of art, this
can only refer to a work of the past. The viewer
who leans on accep tee authority can never depend on
such a crutch in the case of a truely fresh work, nor
can he ever experience a direct communication between
a work of art and himself: it must always be at
second hand.2

But since one does not think it will be possible in the near

future oi', indeed, ever at all, to see Leonardo's Mona Lisa,

Michelangelo's Pieta or Picasso's Guernica or any other original

masterpieces exhibited in the Sudan, slices and reproductions

will remain the second seat for' a very long time. At best, one

can /

1. Sweeny, J.J. "The Artist and the I'useum", in Culture For The
Millions? p.95.

2. Sweeny, op. ci t. , p.94.
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can hope that slides and reproductions nap stimulate and encourage some

ox the students when they are abroad to go and acquire for themselves

and by themselves first hand knowledge of these ant other works of art.

Thirdly, though it has boon pointed out that appreciation, as opposed

to art practice, can be taught, one howover, fears that unless

supplemented by some art practice, appreciation ma;, become passive

learning. One . ,;r as that a student may learn hei to look t and

appreciate a •/or): of art through active discussion and . .naly~is of its

main elomenta ith others. But 5-ore one is face., with a situation where

the majority of students cither have has no previous training in the

practice of art or students whose experience in this fiold ; oes not

excei-; what they hod le rat in pri ary school .11: the Tcaci or Training

College w; er art hat been a volunt r activity It :. ould, therefore,

be vor, ifficult for such a no y ©f studontx to comprohend fully t »

ouch as perspective, bono, ton values, hues and n a.in, of form ithout

trying to paint or draw. As the late Sir Herbert Re d pointed out:

he have to live art if we would be affected by art We
have to paint rather than look at paintings, to play
instruments rather than go to concerts, to ,ance and sing
and act ours Ives, engaging all our senses in ritual and
discipline, of the art... Then aoracth.:' i\: may begin to happen
to us: to ork upon our bosie; and our souls.*

One solution for this roblen has already boon put forward in ih.o

form of supplementing the theor tical work o. the Study Circle with a

s. ort practical course-. Another solution woul bo to bring the ctu onts

together durin the summer vacation at a central place for a ractical

and theoretical course in art appreciation under the guidance of an rt

historian and prefo, .ional artist to-chore acting as "consultant, guh e,

2
and co-discoverer in the solution of aesthetic problems." The ideal

place/

1. Ic , ir Herbert, T2:o hedemption Cf The Robot (?aber and Fabor,
London, 1970), p.65.

2, French, John E. "Art J uoation With Or Without Art?", in Co Hope
Art Journal (College Art Association of America, Hew York, Vol XVI
4, Summer 1951), P^319.



place for such summer courses would "be the School of Pino and Applied

Art^ not only because student—teachers will rub shoulders with creative

artists but also because the atmosphere and physical facilities in the

College will prove meaningful in aoquiring both a theorotical and practical

skill in art. As J.R. Kiad has pointed out:

It has been well established that learning a skill happens
with the greatest effect if the practice of that skill is
carried out under actual conditions and in the actual
setting. The place to practice the use of the micrometer
is in a machine shopj the place to practice the forehand
drive is on a tennis court.2

Needless to add that during the summer courses students will be

lectured in Children*s Art concepts, analysis of recent art education

theories and philosophy, and the study of better methods, techniques and

processes which can be applied during art lessons in elementary schools.

Fourthly, the proposal to establish a correspondence unit for art

appreciation or any other art courses for that matter, aoes not profess

to bo a blueprint that will solve art eduoation problems in the Sudan.

In its present form it is only a theoretical plan. It will need further

serious study and discussion and it is offered for sorious study and

discussion.

Finally, since this study was begun sweeping- political and social

changes have taken place in the Sudan which present a challenging task

for adult education. In May 1969t a group of army officers seised power

in/

1. The role of the College of Fine and Applied Art in the training of
Elementary School teachers has been insignificant. From time to
time the T.T.C. sends two or three teachers from Elementary Schools
for a special two year training course in the Art School. During
this two years course Elementary School teachers do one of three
things. Some will sit the G.C.E. examination and if they pass it
go to join the University to study a different subject. Others
will pass and continue their art study and after obtaining a
diploma become Secondary School teachers. Those who fail the
G.C.E, will be satisfied with the two years course and usually go
back to teach in the T.T.C. In the last ten years about 20
teachers have attended this special course but only four wont back
to teach in T.T.C.

2. Kidd, J.R. How Adults Learn (Association Press, New York, 19^9)»P.255-



313

in the country and set up a National Revolutionary Council. The N.R.C.

abolished the multi-politioal party system with the intention of

introducing in its place a one party system and promised to set the Sudan

on the road to freedom and Arab Socialism. The leaders of the May

Revolution were ousted by another coup in July 1971» only to be reinstated

after three days by a counters-coup. Now they wield absolute power.

In many ways the tasks and problems which faced and are still facing

the present government are very difficult ones. To begin with, into the

Sudan1s traditionally religious politics the 1T.R.C, has introduced Arab

Socialism, a secular ideology which antagonized many local power groups,

especially the Ansar and the Khatmia, the two most powerful religious

sects, which have dominated much of the political and social history of

modern Sudan. The Ansar, the more militant of the two sects, came out

in open rebellion against the Government, but the rebellion was crushed

and their spiritual leader (imam) died while attempting to escape.

Secondly, the Government inherited a corrupt and highly mismanaged economic

system. Thirdly, it had to deal with the continuing problem of the

southern Sudan. Fourthly, there was the unduly academic, static a,nd

obsolete system of education, which could in no way meet the new demands,

needs, conditions and aspirations of a developing socialist country.

In a very short tine the Government has been able to offer practical

solutions for most of the problems referred to above. The Ansar as well

as other religious groups are being persuaded little by little to have

faith in and to support and work with, the present regime. The South is to

bo granted autonomy within a united Sudan. The old system of education

has been abandoned for a new and a more dynamic one. And to achieve

rapid economic development a Five-Year Plan has been introduced which

declared its general aims as followst

The/
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The Five—Year Plan of Economic and Social Development
of the Democratic Republic of the Sudan for 1970/71 -

1974/75 is a comprehensive programme which aims at
achieving major goals put forward by the May Revolution
that has announced the Socialist way of development of
the Sudan, in the spheres of creation of independent
national economy, steady growth of prosperity of the
Sudanese people, further development of culture, education
and health service.1

The IT.R.C., in short, hopes to do away with all the evils that are

holding the Sudan back. By introducing Socialism the Government has not

only introduced the country to a new system of production, a new social

structure and now ways of thinking, but most importantly it is also

requiring the rank and file to acquire new motives, habits and values

relevant to full participation in a new social order. The Government is

demanding from the Sudanese people the abandonment of their conservative

values and habits, their unquestioning loyality to the heads of religious

sects, confraternities and banned political parties, in order to co-operate

with the present leadership in its drive towards economic end social

development and towards modernisation. The Government, in other words,

want the rank and file to change — and to change radically. Planned

change is vital simply because it is a major factor in development. It

is hardly necessary to say that until the Sudanese discard most of their

customary habits and traditions and outdated beliefs, there can be little

progress.

But conservative people are usually afraid of change. Before

accepting it they must know its causes, necessity and direction. A most

essential factor which can help people accept change and bring about

development is none other than education. And since development rests

mainly upon the shoulders of adults, the type of education needed cannot be

child or youth education, but education in its broadest sense, that is

community/

1. The Five-Year Plan, p.l.
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community education. This type of education must be seen as:

A weapon for changing ingrained traditionul social
attitudes, for promoting understanding of the growth
process and recognition of the need for change, if growth
is to take place or to be accelerated, and these points
are equally applicable whether the society is developed
and mature, or under-developed and backward. More
specifically, attitudes and responses to change, with
greater understanding of the growth process, can be
altered in a manner favourable to growth, whether it is
a mattor of broadening entroproneucial horizons or
persuading Labour to work regular hours instead of
celebrating the feasts of Saint Monday and Saint
Tuesday and repenting on hangover Wednesday.^

Adult education, therefore, must be made a top priority if the

Sudan is to achieve in a matter of years a level of advancement which

has taken developed nations centuries to attain. As ])r John Lowe has

pointed outs

A well-endowed, nationwide adult education service is a
vital pre—requisite of national development. Economic
progress can be achieved only through the creation of an
agricultural surplus and some measure of industrialization,
and this entails applying scientific and technological
skills to the methods of agricultural and industrial pro¬
ductions at all levels. Since most of the problems facing
developing countries must be solved before the next
generation grows up, such skills have to be taught to the
existing adult population. The human factor is of unique
importance and requires to be stressed precisely because
too much weight is often attached to an investment in mere
physical resources.2

The present government seem to be aware of the vital role which

adult education plays in bringing about social change. The Ministry

of Education, for instance, has established between every two stages

in the now educational ladder vocational and trade centres to absorb

drop-outs. T he same ministry has also passed a decree whereby the

national Council for Functional Literacy and Mass Education has been

established/

1. Ford, A.G. "Economic Growth: A Theoretical Outline", in Planning
and Growth in Rich and Poor Countries ¥. Birmingham & A.G. Ford,
(ods.), (Frederick A. Praoger, New York, 19&7)t P.21,

2. Lowe, J. "The Role of Adult Education", in Education and Nation
Building in the Third Norld J. Lowe, N. Grant & T. Ivilliams, (ods.),
(Scottish Academic Press, Edinburgh, 1971)» p.146.
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established. According to the Minister of Education, the N.C.F.L.M.E.

is to have regional centres all over the country in order to make it

possiblo for illiterate xjorkers to become literate and cultivate their

minds. Newly established Ministries of Youth, Sports and Social Affairs

and the Ministry of Rural Development are giving direction and assistance

to self-help community projects.

Some of the above measures taken by the government in the field of

adult education are no doubt inportant. Making functional literacy a top

priority is a right decision simply because the government has started

new industries and is in the process of applying scientific and

technological methods in agriculture and will accordingly need skilled

and well informed nan power. Furthermore, previous mass literacy

campaigns have not only proved very expensive but also ineffective.

The advantage of functional literacy is that it entails on-the-job training.

Dr J. Lowe has pointed out that in educational planning;:

Today the stress is fairly and squarely laid upon
functional literacy, that is, upon ensuring that the
newly literate should be able to consolidate what ho
learns by having abundant opportunities to apply his
knowledge through regular reading and writing about
topics and problems directly connected with his daily
life.l

The establishment of 39 new vocational and technical schools, in

addition to vocational and trade contres to absorb drop-outs and direction

and assistance given to solf-help projects in urban and rural areas, are

all steps in the right direction. But while those measures may bring

about a certain measure o technological change, they are by no means

adequate to bring about the sweeping changes necessary to modernise the

country culturally, politically and economically. Nor . ould these

measures alone solve the chronic problems from which the country suffers.

Making/

1. Lowe, J. fed.), "Introduction", in Adult Education and Nation
Building (Edinburgh University Press, 197C), pp.9-10.
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Making functional literacy and technical and vocational education top

priorities without attacking; at tho s mo time backward social and

political conditions will not eliminate the root of the evils? which arc

really holding back the Sudan - evils ouch as tribalism, disunity,

conservative values and habits, under-development and most important,

the pathetic alienation and indifference of the educated from , mon,' whom

the rank mid file gets most of its leadership.

These problems can. never be solved with the more transplant .tion of

ideologies from other countries and empty promises. They cannot bo

solved by industrialization alone. The„. cannot find will net be solved

by passing decrees which make one or two typ u of adult education a top

priority. But they can bo solved, partly or wholly, b„. an adult

oduoation philosophy iek can be grafted on to the country's cultural

heritage and an adult education programme which cater,; for people at all

levels - illiterates, semi—lit rat , lit rate;, ana -v n the highly

literate. For all Sudanese need to bo educated and re-educated, to

unlearn bad habits, values and thoughts required fron an old end

traditional society. An adequate national philosophy of adult education

and practical programmes arc therefore urgently required.

The Government has also taken important measures to foster tho arts

in the Sudan, In May 1971 a decree was passed whereby the National

Council for Literature and Fine Arte was established. According to an

announcement in the newspapers tho F.C.L.F.A. set out objectives to eevelop

all the arts in the Sudan by a variety of mothode and programme;, ranging

from the preservation of antiquities to the encouragement and patronage

of artists and the building of cultural centres all over tho country for
l

everyone•u benefit.

It/

1. Announcement in As Sahafa 8.7.1971.
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It is, of courso, too early to pass judgement for or against the

objectives and programmes of the IT.C.L.F.A. Still, one must welcome its

establishment as an important landmark in tha art movement in the Sudan

and must praise the present government for realising the necessity of

encouraging the arts as a humanising influence in the country's life,

especially in an era of sweeping political and social changes. Because

if the country is to have a technological civilisation, and all indications

are that it is going to have one, art must claim a central place especially

in its earliest stages. The late Sir Herbert Read observed!

The artistic activity belongs essentially to the formative
stages of a civilisation, but a civilization is renewed
and revitalized by the continuance of the process - by the
recurrent injection of new visual images and new expressive
shapes into the language and imagination of a race of men.
Such is the basic biological and social function of art,
and it is a function that is vitally necessary at the
fornative stages of a new civilisation.*

Art is of vital importance to a new civilisation simply because "that is

when a civilization without art perishes, and why a technological

civilisation will perish unless it can provide an outlet, or rather an

2
inlet, for the shaping spirit of the imagination".

Hoi/ever, to recognize the necessity for art in the national life,

especially in an era of uncertainty, is one thing} to establish reasonable

objectives in order to carry out meaningful programmes is another.

Judging by the astonishingly largo number of aims and the great variety of

methods through which the IT.C.L.F.A. intends to patronise and develop

all the arts in the Sudan, one suspects that the Council is not only

erecting a grand facade to conceal shabby backyards but is also making

promises which it will not and cannot keep. This is so, simply because

for lack of funds even in most of the highly developed countries where the

necessity/

1. Read, Sir Herbert. The Redemption of the Robot p.154.

2. ibid.,
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necessity of the arts is recognized not all the arts are accorded the

encouragement and development they deserve. Heedless to add that the

Sudan is an under-developed country where poverty, disease, ignorance and

thirst are the order of the day. People must live before they can

appreciate Michelangelo's "Pieta" or Salahi'a "Victory of the Truth".

Since it would be extremely difficult, even impossible, for the Art

Council effectively to develop all the arts at one and at the same time,

it would do better to start work only in areas which call for immediate

attention. T hese are the indigenous arts and crafts, the macs media of

communication, and adult art education. Lot us take each in turn.

There is among the public a general decline of interest in indigenous

arts and crafts. The thousands of skilled potters, carpet—makers and

weavers, foodcover makers, bedcover makers, and wood carvers are today,

more than ever before, feeling the impact and competition of the mass

products of wcstern civilization. To earn a living some craftsmen have

no alternative but to imitate western products at the expense of

originality and artistic creation. Many have completely given up

handcrafts and sought employment in other fields. Very few continue to

produoe genuine Sudanese work. This study has already shown the plight

of the indigenous arts and crafts in the Sudan, It has also been pointed

out that unless drastic measures are taken to protect them against cheap

factory-made produots, they will bo wiped out.

The second area which needs attention is the content of tho mass

media of communication. It has become evident in this study that most of

what is shown on television, in the theatre and in feature-films is not

meant tc inform and educate hut to divert, deceive, or simply entertain.

One is aware of the fact that the main function of the mass media is that

of entertainment. The value of a 'good laugh* should not be underestimated,

since/
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since it relaxes and relieves tension and anxiety. But to create a

modern Sudan and to help raise mature and responsible citizens the media

should be mobilised to relax, entertain, inform, educate and inspire.

In the words of Br Fash:

Social organization and organized leisure should aim at the
highest common denominator, and in varying degrees and ways
bring the average human nature up toward highest human nature.
Commercialised amusement too often seeks out, exploits,
socialises and makes dominant a loxf common denominator, and
the masses, rendered passive, seem to be momentarily helpless.1

Hie third area where the Art Council can do much good is that of adult

education in the arts. It can evaluate and assess present activities,

identify needs, establish priorities and co-ordinate efforts. Most

important, it can plan, organize and supervise all adult art education in

the country. Of all tho types of adult education the Council should pay

most attention to Liberal Adult Education, which may be singled out for

its obvious advantages. It is an umbrella—term, taking in many

eduoational activities. It is also the only type of adult education

which satisfies the intellectual, emotional, practical and aesthetic needs

of the individual. As one adult educator has pointed out:

Liberal education on its intellectual side provides the
values of understanding which makes us at home in our
world. Liberal eduoation on its apjjreciative side makes
us response to the beat that has been said, painted, built
and sung. Liberal education on its practical side puts
tho winds of emulation in our sails and gives direction to
our voyage.2

These three areas of concern have been specified not only because they

need immediate attention but also because other areas such as literature,

music, the visual arts and the antiquities service are comparatively well

developed.

In conclusion, one would suggest that the N.C.L.P.A, should bear in

mind that the cultural life of a nation should be deliberately stimulated.

Its/

1. Nash, Jay B. Philosophy of Recreation and Leisure (W.M.C, Brown
Company Publishers).

2. Bordia, S.L. "Liberal Education for Adults", in Indian Journal for
Adult Education (Vol. XXVII No, 2, February 1966), p.3.



321.

Its programmes, therefore, must "be based upon the real needs of the

people and not what the Council considers people ought to want.

Ilnjoynont and appreciation of the arts can be encouraged and sustained

through teaching. They cannot be induced by decree.
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AFFTHIX I

BOARD OF STUDIES CF THE SCIIOCL CF DBSI GIT

CORDON IdLCRIAI COLLAGE

FIRST I' TGTINO* AGENDA

The first meeting of the newly constituted "board of studies for
the school of design will be held at 1C 0,0 in school of design library
on January, 1948.

The board arc invited to work over the school before tho meeting,
the agenda of which is as followss—

Item 1.

2.

3.

4.

5.

6.

7.

8.

Chairman*s Opening Remarks.
Election of Secretary.
General discussion on the aims of the school

(see agenda note to item 3)
Careers open to students (see agenda note)
Recruitment of students and conditions of admission.

(See agenda note)
Length and contents of courses (See agenda noto)
Form of award or diploma.

Any other business.

Copy to«-

Members of the board.

L,C. Wilchcr Gordon, Principal Memorial College
J.P. Greenlaw Il/School of design
J.S. Cottrell c/o School of design G.M. College
I. Abamed, c/o Gordon Memorial College
Mrs Nallis c/o Civil Secretary
J. Collimann A/Director Public Work Department
director of education department
I. Davies, Art Inspector wadi Seidns
Miss Corlass, Publication Burreau.
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AGENDA ITOTE TO ITU? 3.

GilTICRA-L NOTE ON THE SCHCCI 0? DESIGN

1. OtJTUUE 0? .WEFTS IISAPING UP TO THE SCHOOL'3 PCUITMTION I!T 1947.

1943 She first formal training of art in Post Secondary Education
in this country "began vith the preparing of two ox-secondary
school boys for training as Art Teachers in 1943. These
were selected from the Secondary School at Omclurman which
was then known as Gordon Memorial College. They wore given
a three months* course with the Inspector of art and handcraft
at the Institute of Education, El Dueim. After this they
went to the Art Teachers* Section of the Institute of Education

in Cairo to complete their training w:ich was to take four

years. Ultimately one of these students went to England for
two years instead of completing his studies in Egypt.

1944/5 Further pairs of students were solected in both 1944 and 1945 but,
owing to lack of accommodation and, above all, of cultural
facilities such as museums, craftsmen, workshops or buildings
of architectural pretentions in Dueim, the students and the
Inspeotor of Art moved up to Khartoum whero they occupied three
rooms in the then newly formed Gordon Memorial College. After
a four month*s course here they also went to England to

complete their training,

1946 In 1946 this art Teacher-training Section moved into temporary

quarters in Omaurnan with the impressive total of nine students

moot of whom wont abroad to complete their studies. Three of

them remained however and are now with us in the present

School of Design.

SCHOOL OF DESIGN.

Meanwhile the formation of a School of Design for the Sudan under

the aegis of the Gordon College was boing discussed by the Council and was

finally approved with a slender majority at the meeting of May 1946, The
School finally opened in September 1947 with five students and two British

Staff.

APIS OF THE SCHOOL.

Thus/

»#>
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Thus the School was originally conceived to train art-teachers yet
in presenting the case for a school of this kind to the Council, it was

stated that its ultimate aim was to develop the taste for beauty of the
educated Sudanese and especially in buildings and the objects of daily use

in house and hone. The School's activities were thus grouped around
Architecture as the integrating factor in the visual arts, all crafts,
paintings and sculpture being ultimately related to the interior or

exterior of buildings, .."hile Architecture ,ab thus to be a main item in
the curriculum, it was not the aim of the School, as at present constituted,
to produce Architects in the modern sense of the word but it might teach

enough about the elements of simple brick and stone construction,
Architectural composition and its historical and social background to

produce young men able to appreciate and influence the character f the

buildings around them. The students both in the Sudan and abroad have all

shown a keen interest in this subject and frequently ask to be trained ub

architects. It was felt that even teachers of drawing ana painting in
schools would benefit from a familiarity with this conception of Architecture
as Mohtar of the Arts.

There are thus two aims which the School has set itself: an

immediate aim of training Art-teachers and the ultimate aim of relating
the design of every-day things in the Sudan together under the heading of
Architecture.

There is also a group of subjects lying between these two aims which
the school should cater for:—

i) Book-illustration and production
ii) Publicity, Poster work ana Commercial Art

These will receive separate consideration under hem.

As regards attaining the ultimate aims, the School, situated as it is
in Khartoum, in an Academic Atmosphere, will only be able at most to arouse

a rather tepid interest in the visual arts and, unless the Sudan produces

builciings and objects of real artistic merit, it is doubtful whether this

activity by itself is very vital. The works of Art themselves are the
best educators of taste and art-appreciation courses and chairs of Pine Art

in the Academies of Europe only exist because the works of art oxi. t.

It should be one of the urgent functions of the Board and School of Design
*

to see whether in the commercial and industrialised economy to which the
Sudan seems at present wedded there is any chance of producing any local

architecture, craft or industry which could ultimately merit the attention
of men who claim to be cultured.



325.

AGENDA WOTS TO ITS? 4.

cabers op~it to students

There is a very real difficulty in attracting students and this is

mainly due to uncertainty about their future.

1. AHT T.flCilERS:

Art teaching is at present almost-the only career open for a young

nan with artistic ability. Kany boys with talent for drawing have no

particular vocation as teachers and take up medicine or engineering ar the
next best thing. The needs of the Eaucaticn Department and non¬

government schools are between 6C and 80 teachers and we reckon on an

annual intake of 8 students in the School of Design. If wc were to cater
for art—teachers alone we should be occupied for seven to ten years or more.

At present, the lack of pplicants for the School of Design from
Secondary Schools is being supplemented by recruiting gifted Elementary
Sohool Teachers for special training as intermediate school Art Teachers. -

See note to item 5.

2. BOOK III.U..TRATICk ADD PRODUCTION;

Thero is a future for a limited nunber of students in this line.

The publication bureau of the Education Department employ from six to eight
artists x/ho may come to us for training and if printing in this country is
to improve (and I venture to suggest that thero is plenty ox" room for

improvement) - this might develop into an important branch of the School's

work. Tho College might be interested in doing its own printing and

founding a Gordon Komorial University Press.

3. PUBLICITY. POSTER lJCI3C AND COMMERCIAL APT:

There is obviously much need for this kin., of work in the Sudan both

from the point of view of public ho-1th and educational propaganda and such
commercial enterprises as the railways and private firms. If these

departments were unable always to employ full-time artists the School of

Design might itself open a commercial studio and produce posters, 1; afists,
paper-wrappers, cartons and the numerous paraphernalia of modern publicity,

4. TOh'AUDS THE ATTAINT' TNT CP OUT UIVIT-IATS AITS:

These/
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Those careers, all excellent in themselves, will nevertheless still
leave the ultimate aim of raisin# the taste of domestic, daily life
comparatively unchanged. There is no career comparable in efficiency
and power in moulding the visual taste of a joun^. country like the Sudan than
that of an architect and it is significant and indicative of the values
with which we have to contend, that after fifty years in this country we

have not produced a single Sudanese Architect,

The argument usually brought against employing or training Architects

is that they are too expensive but this need only apply to a man trained in
the European manner in the complicated engineering and ever-changing
modern materials which confront the architect in Europe. By far the

majority of buildings in the Sudan will for ever remain mud—buiIcings and
there is an immense scope for training' local masons and builders to make
the most of their very considerable skill in manipulating their own local
earth and stone.

An Architect with a wide experience of the arts and crafts anxiliany
to his own can be a great employer of local talent and in many cases

himself a designer or part-designer of tho materials he employs in his
interiors. He can even employ painters or find opportunities for

independent painters to exorcise their talents. He can bo an interior

designer in faot and such work, with a sound background of traditional
culture should form part of every builders training.

It would seem, that if such a training were to be provided, it would
best bo done from a centre in Omdurman and by working in conjunction with
the local craftsmen and builders.

The sons of builders and contractors might bo interested to attend a

course of architectural design as private students, paying if necessary,

but this would be easier if'the school were not too bound up with academic
standards and qualifications
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AG-JirDA NOTE TO ITI11 5.

RECHUITI^-PT CF STUDxtHTS AUD COKLITIOUS OP AHIISSIOH

Recruitment of atudonts has always been difficult in the past and

promises to be so in the future.

The figures in past years have been as follows:

TOTAL APPLIED . TOTAL SELECTED . SECONDARY . OTHER
SCHOOLS SOURCES

1943 5 or 6 2 2 .

1944 . 4 or 5 2 1 1

1945 . 4 2 2 .

1946 . 10 8 2 6

1947 . 4 2 1 1

1948 . ? 1 2 ?
(estimated)

We have room for 8 or more students in 1948 but only three or four
candidates seem to be applying from the Secondary Schools. Thus it will
be seen that if we rely mainly on Secondary School for our students ve

shall be considerably below strength.

1. SECONDARY SCHOOL STUDENTS.

In order to facilitate the entry from Secondary Schools the passing
of the School Certificate Exam though desirable was not thought essential
in the case of students with outstanding artistic talent. In 1945 and 6
students were promised a course in England - but even this bait produced
a poor field to recruit from.

2. ELEKEHTARY SCHOOL TEACHERS AS STUDENTS.

In order to supplement our teachers and because the Inspector of Art
has remarked some outstanding talent amongst his pupils at Bakht or Ruda -

some graduates of the Institute were trained as temporary Intermediate
School Art Teachers with the promise of a rise in status and grade if, after
a period of probation, they proved satisfactory. In practice these
students have been better than those from the Secondary Schools being older,

more/
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more reliable and harder- f orking. Their only handicap i; their inability
to road and write English as fluently as their Secondary School colleagues.
Their intelligence and knowledge is quite satisfactory.

3. STUDBITTS FROK CURES SOURCES.

Anothor source of students in the past has been from other Government

Departments and while these too, fall below the Secondary School boys in
academic qualifications they have all turned cut more satisfactory being,
like the Elementary School teachers, older, harder-working and knowing
thoir own mind better. Tftien these apply it is usually from a real sense

of vocation,

4. STANDARD OF EUTRAHCE.

All these sources of recruitment depend on a lower standard of
academic learning being required. In the case of four of our students

abroad however, 4 good certificates have been acquired.

In the case of the Elementary School Teachers only two years of
post—intermediate education have been received but the students have usually
had one or two years experience of teaching out in the schools.

It was once suggested that an entrance exam to the school should be

set. This would be difficult as the students vary so much in age and

experience - so much in some cases that extra courses in English may be

necessary.
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AOREHA !rr,-r"' TC ITl; 6.

LUTCTE Aim COITTEFT CF COURSES

1. The length of the course anticipated in the previouG stages of tho
School's history was 4 years the final one of which was to be more

particularly technical.

It was felt that - the students previous art training was very small
in comparison with other subjects ana that four years was therefore an

absolute minimum. Corresponding courses in Pgypt and Pngland are even

longer and offer much greater facilities than we can ever hope to in the

Sudan. The art student in this country is at a groat disadvantage

compares to, say, a medical or agricultural student for in these ranches
of life the country is relatively well-provided with both equipment, staff
and examples of practice. In Art however the country has but one museum,

one School of Art, only throe or four Art Teachers and hardly any craftsmen

except "dying" native ones. The examples of a living art are few since
most constructive activity has been confined to engineers and has had

making or saving money as its primary aims.

These aims are seldom compatible with the care and attention to

individual requirements and entail which a work of art usually requires
to raise it above the purely utilitarian ana ordinary.

2. To offset these grave handicaps it is desirable to bring the students

in contact with a few examples of really great art at least for a short
time and a 4 months visit to Sgypt in their final year was considered the

cheapest and most reasonable way of doing this. There, in the 3 great
museums of Cairo and numerous temples and old palaces, works of first class
aesthetic value of all kinds are available for study. Visual art and
architecture has that disadvantage over literature that the mountain cannot

so easily be brought to Moharaed. Mohamad must therefore be brought to the

mountain. Reproductions are a very inadequate substitute for the real

things.

3. Contact with the few surviving examples of traditional arts in the

Sudan is also vital and 3 short tours of different parts of the country
are thought essential in this respect. The cultures to study are (i)
Ancient/



330.

Ancient Egyptian and Islamic in the Forth and (ii) Islamic in the West

(Suakin) (iii) Negro in the South or Ielanio-negro in the West. These
tours would he necessary for ulnost any of the activities envisaged by
the School and for Architecture and Art teaching in particular.

CATEGORIES OF STUDENTS CATERED

1. TEACHERS Divided into (a) Pottery and (b) Textile as main craft
activity

2. ARCHITECTS (Private students)

3. BOOK-ILLCSTRATORS.

4. COMMERCIAL ARTISTS.
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1. DRAWING
PAINTING
DESIGN <5b
COMPOSITION

2. HISTOPY OP
art and
ARCHITECTURE

3. STUDY OP
SUDANESE
TRADITIONS
POLK LORE

&

4. LETTERING IN
ARABIC AND IATIN
CHARACTERS

ALL STUDENTS

5. ARCHITECTURAL 6. POTTERY 7. ELEMENTS OP 8. POSTER WORK
DRAWING AND AID IAYOUT

1. ALL TEACHERS 1. (a) POTTERY
2. ARCHITECTS „ at^itt^S?3

/ 2. ARCHITECTS
(for longer period)

1. (a) SHAVING 1. TEACHERS &
if any 3. BOOK ILIU3-
TEACHERS TRATCRS

2. ARCHITECTS 4. COLL 1RCIAL
ARTISTS

9. printing 1c. 3g0k BINDING
3. BOOK ILLUSTRATORS paper modelling
4. aid commercial artists

1. TEACHERS
2. architects (Paper Modelling

for houses)
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FCBT OF A AMU) CR DIPLOMA

1. Dx-socondary School .tudents completing their training will

presumably be eligible for the College Diploma,

2. It remains to decide what award should be given to students with
lower academic standard of entry. Should their compensating gift for
the work they are taking on be considered sufficient for them to qualify
for this diploma too?

3. Should the School of Design have a diploma of its own? Or should

they be on the s rae footing as the graduates of the Institute of

3ducution, which, I think has no diploma?
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APPEHDIX II

SCHOOL OF PIF':: AND APPLIED ART

KHARTOUM POLYTECHNIC

SUDAN

The Department of Education in the early forties realised the

importance of art education in the Sudan, and its introduction in the
system of education at the different levels.

The training of art teachers started in 1943 in the Institute of

Education, Bakht el Ruda, accompanied by courses abroad to Egypt nd
Britain for selected talented candidates.

In 1947 a three year course of art started in the Gordon Memorial

College (which later became University College of Khartoum) and a proper

school of Design was established, with the sole aim of producing an

Institute and Secondary School art teachers.

In 1950 tho School of Design was transferred to its present premises
in the Khartoum Polytechnic. Later, it was known as the School of Pine
and Applied Art.

In 1963 tho diploma courses were extended to four years. The first
one is a foundational year followed — for the successful candidates — by a

three year specialization diploma course.

The school includes the following sections:

(l) Graphic Design and Printing.
12^ Calligraphy (both Arabic & European).
(3J Ceramics.
(4^ Sculpture.(5) Paintings.
(6) Textile Design.
(7j History of Art and General Studies.(8; Drawing,

How sections are proposed in the future expansion of the College to

meet the growing need of industry and the economic development plans in the
Sudan. Studies and preparations are taking place for the following sections:

1) Industrial Design
2) Heaving.
3) Interior Design.

STATISTICS/
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STATISTICS

Graduates of School of Design till 1950. 20
Graduates of School of Pine & Applied

Art from 1956-1968 234
Press enrolment 160
Evening & Further Education enrolment 200
Annual intake 40

" " (Future) ICC
Number of staff (13 with professional

qualificatione) 24
Percentage of employment of Graduates in

teaching now 90'/
In the market, Publicity agencies, Printing

and Industry etc... ior

AIMS fc CRGANI ZATI CIT

The aim of the College, beside the development of artistic t. etc in
general and the provision of art teachers, is to train designers in the
first place to cope with the growing need of industry, and share in the
development schemes of the country. Moreover, the College acts as a

passage through which talented students can push their way to becoming
freelance artists.

Folk Art, in its various branches, should be encouraged and appreciated
in the general studies at the College. It should be the base for the
industrial subjects as it represents the ancient culture of the Sudan.

Studies in the history of art should, emphasise the fusion of cultures,
the Nubian in the north, the Arabic in the e-.st and the Negroid in the south.

Book production auu. _rinting as a means of communication, am major
factor of progress should play its proper role in the College syllabus.

An International Commission was invitod by the Sudan Government in

1963 to evaluate the school and recommend the ways and moans for its

development. Members of the commission were as follows:

(1) SIR BOBBIN -Ad. IB CBE, Principal Royal College of Art, Lonaon.
(2) MICHAEL PATTRICK FRTRA, Principal, Central School of Art &

Design, London.
(3) PATRICK GSCRGS Sladc School, London University,

Hie Commission reported highly on the young team of qualified Sudanese

staff, acceptability of syllabuses and standard of work achieved - they
stressed she following points:

1./



1. That the College cannot expand and develop in its present
premises with the Polytechnic.

2. A new builuing for an autonomous College is essential.
3. Special attention should he given to the Graphics and the

Industrial subjects connected with the development of the
country in general.

A ministerial committee was formed to advise on the administrative

status of the College in the light of the International Commission's report
and the National interest of the country.

(1) The Committee has recommended and approved the succession of the

College from the Khartoum Polytechnic ana its independence from it, with
its oim council, and its own separate independent entity that would attract
the interest of the general public to its aims and message. This would

also strengthen its academic and technical connections with other Colleges
and Institutions, ana would increase assistance to its sister African
countries.

(2) It also stressed the importance of new buildings halls, and
studios etc. that would furnish the opportunity for expansion and would
increase the equipment necessary for progress and development.

A semi Government conference organised by the University of Khartoum
and the ministries of Economics and Industry at Erkwit recommended the

following:

(1) ^ 1966. That an industrial design section should be
established in the College of Pine & Applied Art,

(2) In 1968. That, for the interest of the country, they strongly
support the independence of the College as an autonomous
institution.

(3) Art education should bo included in Primary Schools as well as
Secondary Schools.

A piece of land, about 15 acres has been reserved for the building
of the College of Art, and a team of architects and engineers has been

engaged in the preliminary preparations for that propict.

The following are the estimated cost for building proposed for the

College:

1. Total area for Pottery Dept. 423 sq. mt.
2. " " " Sculpture " 703 " "
3. " " " Textile " 371 " "
4./
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4.
5.
6.
7.
8.
9.

10.
11.

for Calligraphy Dept. 386 sq mt.
" History and general s tudies 221 If If

" Painting Dept. 310 ft ft

" Graphic " 476 »f If

" Printing " 920 ft ft

" Photography" 302 ft ft

" Drawing " 415 ft ft

" General for all Depts 3475 It ft

Estimated 8000 sq rat.
(approx.)

Cost per square meter of Buildings as estimated in the year

1967 tinder the A-l—D project for building schools (D,D,A.)
in American Dollars = ^ 80-00.

Therefore Total Estimated Cost of Building in Dollars «=

8000 x 80-00 = / 640«000,00

NOTE

(1) The cost of land which estimated at approx, ^3,000,000
will be paid by Sudan Government.

(2) Estimated cost of equipment that is thought needed for
the College in Dollars

(3) Cost of building
(4) Estimated cost of site work, essential

services, etc... and contingencies.

Total estimated cost for the College

- $ 100,000
- " 640,000

« " 100,000

$ 840,000

1
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The object of this questionnaire is to find
out the views of the teachers of art appreciation

on some of the problems related to position, aim
and methods of art education in general and adult
art education in particular. The results of
the questionnaire will remain entirely confidential
and will mention no names.

Pull personal opinion, therefore, will be
greatly appreciated.

A.Z. SOGEAYROCN
SCHOOL OP EXTRA—LITJRAL STUDIES
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Part One.

1. Please write your name and
year of birth in the box
opposite

Name:

Date of
Birth

2. Ic -our teaching in this School (College, Institution, etc.)
full time or part time?

3. Please tick ( ) the appropriate
box showing the grade of the
post you hold.

Principal

Principal lecturer

Head of Section

Snnior Lecturer

Lecturer

Asst. Lecturer

Demonstrator

4. Diplomas and Degrees

1.

2.

3.

4.

5. Please write the approximate number of exhibitions you held
jointly with follow artists in the Suuan

6. Please write tho approximate number of one man shows held in the Sudan.

7. Please write in the box opposite the approximate
number of shows held abroad.

Part/
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./art Two.

Please answer the following Questions (l - 4)
Please write "Yes" or "No" in the space provided,

1. Do jou think the teaching of Art should he a
necessary part of education in the Sudan?

2. Do you think that Art Education should he compulsory in
the Schools?

3. Do you helieve in the potentiality for growth in Adult
people? In other words, can A.dults learn?

4. Are you in favour of teaching Adults Art Courses?

Here is a list of possible objectives for the education of adults
through Art in the Sudan. Each of these objectives can either he Very
Important, Moderately Important, Of Little Importance or No Importance
at all. Please indicate your answer (assessment) of each by putting a
tick (/) in the Appropriate Column.

Very
Important

Modera¬

tely
Important

Of
Littlo

Import¬
ance

Of Ifo

Import¬
ance

1, The majority of the popula¬
tion do not know how to

appreciate a work of Art.
They need help and guidance.

2. To familiarize the Adult
with techniques, forms
and media of the various
Art.

3. To acquaint the Adult with
representative example- of
the painting, sculpture,
music, etc. of his culture.

4. To improve his critical
values.

5./
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Vary
Important

Moderately
Important

Of
Little
Import¬
ance

Of Ho

Import¬
ance

5. To help him achieve self
criticism

6. To provide, by means' of
analysis and critical
evaluation of groat works
of art, a basis for the
development of continuing
appreciation of the arts.

7. To aid the Adult to spend
his leisure time to good
purpose in a constructive
or creative manner

6. To develop the total
personality of the incivi-
dual by giving him a new
means of communication.

9. To stimulate and enrich the
indigenous culture.

Part Throe.

Hore is a list of the possible reasons (motivations) why professional
artists are engaged in teaching adults various art courses. Each of
these reasons can be Very Important, Moderately Important, Of little
Importance, or Of Ho Importance. Please indicate your answer (assessment)
of each by putting a tick (•/) in the appropriate Column.

1. An increase in amateur
artists would change the
attitude of the masses in
favour of the Arts and
Artists.

2, To create an auuience for the
arts.

3. To create a positive
orientation towards the
Artist and reduce hi
Alienation from Society.

4. "Hot to produce more and
better works of Art but
better people and better
communities". *

5. To create Patronage for
the Arts.

6. Because of the financial
reward.

* Education through Art, Herbert Read, 1943.
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Part Pour.

To answer the following questions (a to o)
Please write "Yob" or "No ; in the space provided.

a. Do you think that an increase in amateur artists would enrich
the quality of art in the Suuan?

b. Do you think an increase in amateur Artists would lower the
standard and quality of art in the Sudan?

c. Do you find auult teaching stimulating?

d. Does adult teaching interfere with your regular day teaching?

c. Do you find adult teaching sapping to your energy and creative ideas?

Part Five,

In the following questions, draw a circle round the letter
(a, b, c &, d) of your answer.

a. The Status of Art teachers in the Sudan is entirely satisfactory
b. The Status of Art teachers in the Sudan is barely satisfactory
c. The Status of Art teachers in the Sudan is unsatisfactory
d. Hone of these

o. Art teachers are well aware of the students problems and the
purpose of Art education.

f. Art teachers often fail to understand the students problems
and the purpose of Art education.

Part Six.

In the following questions, please draw a circle round the letters
(a, b, c} of your answer.

1. Would you say that the contemporary Sudanese Artists receive:

a./



a. Great Patronage fron the Government
h. Little Patronage from the Government,
o. NO Patronage from the Government.

2. Would you say that the Contemporary Sudanese Artist receives:

a. Groat Patronage from business and private enterprise?

b. Little Patronage from business and private enterprise,

o. !To Patronage from business and private enterprise.

3. Would you say that Contemporary Sudanese Artists receive:

a. Groat Patronage from individuals.

b. Little Patronage from individuals.
o. ITo Patronage from individuals.

Part Seven.

By what Criteria will judge the success of the course you are
teaohing?



Part 2it;ht.

Kindly add any additional information you deem of value

concerning art education in the Sudan in general and the aims,

position, methods and problems of adult art education in

particular, or any other specific or general points which you

might foel have been left out by the questionnaire. The few
blank sheets at the end of the questionnaire have been

specially left for this purpose.

Thank you very much.
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BIBLIOGRAPHY
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on the Sudan are* Aba al Rahman al Hasri (ed.), A Bibliography of the
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