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ALBIE SACHS Interviewed by HEIN WILLEMSR, Cape Town 3 April 1992.
Albie, perhaps we could start by you giving a short biography of yourself.

I was born in 1935 in Johannesburg., My mother brought myself and my little
baby brother down to Cape Town, and I grew up at Clifton.” It’s a wonderful
place. In those days it was a place for bohemian people. Uys Krige lived
there, Jack Cope lived there, and one could live there very modestly and enjoy
nature and be a little cut off from the hurly-burly. Clifton has featured in
my imagination, my writings, quite strongly. When I was released from prison
after my first detention, I ran to the sea and jumped into the waves at
Clifton, and that featured in the Jail Diary that I wrote. And when I wrote
The Soft Vengeance, the fantasy at the end, I 1mag1ned that I would be running
on Clifton beach with Nelson Mandela, who was then in prison, at my side.
‘When I came back td South Africa I Just wouldn’t consider living anywhere
else. The fact that I’m surrounded millionaires, coffp =ty
class, doesn’t bother me. &:TTE‘EiEE?%ﬁ"EE‘Iﬁ'{EEFE““*'Tl\dts tﬁe%f

I went to school in Cape Town. I went to univers 2
I went to jail in Cape Town, so my roots are here. I practised at the bar for
nearly ten years. I had a vexy busy practice, because it involved a lot of
civil rights work. This was in the fifties and early sixties. Then I was
twice detained under security laws and eventually left on an exit permit in
1966. It was quite bitter, not only asking for an exit permit, but being
angry with them when they delayed giving me a permit to leave the country, to
leave the struggle, to leave the battle ground, as it were, of my being, my

ideas, my spirituality, of everything.  But gnce I took the exit permjt there
was no looking back. j— ’d/\.n. M\ IMMN\ ‘%3
Were you looking forward to saﬁethyjbpggi tbé&e? !

No. I left because it was just sheem hell. It was impossible to function. I
had been detained twice. I had virtually no legal practice left. I was about
to be disbarred. I was confined to a small area of Cape Town - except it was
like being restricted to paradise because I could climb Table Mountain and
swim in the sea. So if you’ve got to be banned, this is the place to be
banned in. But politically we were smashed, and it was either go underground

f%5£;5£23&2: leave the country, otherwise we would have just faded °Ut,—(JQJLGWAQ
You come from E very st [C ' ly. Did this play any role in your
n directing my ideas, but in
When I was leaving to go into

It was during the Second World War, and he said: "To my dearest son
Albert. [YMay you grow up to be a soldier in the fight for liberation. Your
loving father, Solly". We lived very modestly, and values, ideas were much
more important than possessions. And the vivacity of the people around, and
who was _respected. The people who were respected were people who had been

Mleaders, Moses Kotane, my mother worked for him, my mother was
"_7W5§g§§_§EEFEf§F?TTbﬂvJ= Naidoo was very friendly, and the excitement when they

came round, preparing a special tea, for leaders of the peopl it was a murh

more effective way of overcoming possible rac1sml~¥b“x“ e i\&

That strikes me as a completely different history from the ordinary white
person at that time,

£ g -
Yes, ssjﬂﬁﬁijwas special for me was that I had the ordinary experience and the
extraordinary experience all together. I went to a white school. I lived in
a basically white neighbourhood. Cissie Gool was one of our neighbours, she
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used to baby-sit me at times.\ But by and large I grew up \\\\“~~ Fse in an
anti-racist atmosphere, and there’d be great excitement, there’d be a strike
on and people would come around buzzing and painting posters and preparing

2 [o, 3F JaT g
enun to take out, These were the thtngs that animated that littleworld in

which I was growin@ up. And they left an 1mpact But at school and for my
first ycar al university I didu'\ wani io know about active poiitics. I
didn’t want to feel my parents wele telling me where to go or what to think.
And the minute I met a young crowd at university with the same values, I just
clicked straightawa&. My peers, ndt something that was coming extraneousl .
from belonging to a movement, but pPeople who were also studying. I was also .4 m
(3§2§§§;£§£f the campus, andiif you judge the\ character of a movement by the number O <
yeéars its members spend in jail the ‘seetety was extraordinarily
successful. Dennis Goldberg brought the average up a lot with twenty-three
years, but almost all of us were in and out. And we’re still friends and
we're still actlve,‘and we’re still full of, you can call them illusions if .

Me, ora homd mev:\g some of the thingsJ wWR WA

Moving away from Cape Town, going outside South Ajizca, what was the impact of
exile on you?

)
I don’t even think of it as(the impact of exile. I was just living in another
context., The contekt I’d lived in here was the context of growing up in a
family of rebels in white society, but with tremendous vivacity,
and lively people and funny people and people full of stories and a lot of
animation in that WOrld and this is one thing T rememher from my childhood,
Then establishing a career, and getting into the Movement and f1nd1ng my own
Rlace as myself, as one of the'people’s lawyers.' I used to do some journalism
Ox the New Age newspaper as well, and public speaking.

Then I was banned, and being a rebel in a racist and an authoritarian
Society, with the police raids and the banning orders and then the detentions
:ettlng progrese1vely worse — that was one kind of identity, one mode of

exile was basically just an escape from a sense of
uselessnesq, incapacity to function in any way. I couldn’t function as an
ordinary member of white society. I couldn’t function as a rebel. So it was a
sense of just removing myself to another sphere. I was very down, especially
after the second detention involva& Jorture by sleep deprivation. I had
written one book. t wrote a second book, Stephanie on Trial. z 8 not very 4/
well known. A vesy Sad book, a poignant book But in a way stands for

that phase when the whole Movement was being cr¥shed. It is the story of
Stephanie Kemp and ﬁyself, the way we tried to hang on to a little bit of

dignity, a little bit of resistance, ewem when everything was collapsing
around us. (:Eg;:f\\)

I was eleven years w:iile living in London. I never really
recovered. I wrote books. 1 got a'PhD. I broadcast. I had an active life,
saw lots of movies, I went to a few concertq, occasional plays. I became
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contribution, if you like, to English intellectual life. The only theme that

reached me with nnvflnncf like the amatian of etruddla in Qouth Africe was +ha

whole issue, the dilemma, the contradictions, of sexism. I discovered in

reading a book by Sylvia Panckhurst, a case that was decided in the ’20°’s in
the Hause of Tords; that finally decided that the waord ‘persgon’ included

woman. She sald thﬁ}\ove%turned sixty years of de01sions in which Engllsh
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book about that, |
But in terms of subjective experiences; I saw the whole Ring cycle at

the English National Opera. Marvellous production. And it’s also wonderful to

see English people passionate, which they were about Wagner, and enthusiastic.

It was sung in English so that you could follow the story and feel the full

richness of the drama. I read Proust’s Remembrance of Things Past. These are

the two huge mountain peaks that I had to scale before I left Europe.

Was that a way of alienating yourself from South Africa, of escaping?

No, no, no. On the contrary, it was a question of enjoying what Europe had to
offer. I am a South African. I’m a member of the ANC, and that tie was never
lost, and the knowledge that I would be back was never lost. It was a total,
absolute conviction, Once one is clear on that,you can absorb external
cultures very comfortably because they are not warring against your identity.
I never lost my South Africanness. So having that certainty and being in the
ANC helped very much in that connection. It meant that I could immerse myself
in the world and the culture and the civilization where I was without a sense
of betrayal, or loss, or abandonment. On the contrary, I was enriching
myself. I was having fun. And also conquering a kind of complex I think we
all have in South Africa, that there is that towering mountain of Buropean
culture. You read The Observer and the people are so damn intelligent and
smart and they use language so beautifully and they make all these references.
And we feel so puny. So now I was climbing these intellectual Matterhorns, but
doing it with joy. I adored the Wagner. If I _had tried earlie don’t think
I would have coped. I couldn’t wait for &k. | Five hours for a performance was
too little. I was sorry after five hours that it was over. I Just plunged
myself into it, it was a total experience. he qu R

And the Proust. There are all sorts of theorigétﬁﬁﬁﬁfjreading, but
there’s a kind of seénsual, physical aspect. The actual booki was a single
volume, a very heavy thing that physically lay on me. I used'a plece of silver
paper to mark my progress. There is a certain element of pride Just working
your way through the damn book, and not reading it slowly and savouring it,
reading it quickly, and stunning myself with the language and the thoughts and
the ideas. Knowing that I am missing an enormous amount, not just because of
translation, but because 1’d rather get the heady, breathless, euphoric verbal
sense, the high oxygen of the words, -rather than savour the detail and nuance
of his ideas.

Albie what if you said this to someone who had a stereotypical image of the
ANC as just a bunch of illiterate terrorists? Did 2 fence :
ey aonas o bimanaer D m 0 .

o
It all came from the same soywfe. At came from South Africa. To enjoy what
you’re doing. I wasn't in eXile, ¥ 1lived in exile. I happened to be living
somewhere else. I often had the tflought: "I’m going to bring this back with
me", But I also feel we Must livgdwhere we are. We live in our bodies, we
live in our communiﬁie-, we live jin our place, and we absorb whatever we can.
So it’s part of alsd ot being afyictim. I get a bit impatient with exilitis.
People play with it. [ They fei gorry f hemselves. In a way we were very
privileged in exile.! ln—=s RV We werePrivileged because we weren’t subject
to further interrogations and being picked up and that ghastly fear. We were
privileged in the sense that we were in touch with other languages and
cultures and climes. Certainly we were mu re privileged exiled in London
than exiles in most parts of Africa wefE}E:%%v1ng conditions were really harsh
where there was not much interchange andJwhere there were all sorts of social J
di i tAve also had to have a certain inner pride and dignity to
unction, not to be lost in this other world, with other points of reference.

After that you went to Mozambique, to an African country where most the
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cultural Matterhorns weren’t present in a
How did Mozawhique influence you?

T -

England didn't influence me at 211, I P
practical stuff about arts councils and
that are very useful. And I had a lot of |fun

hird
marvellous talks, and those BBC voices
about. I saw some great television programmes.
myself: "Gee we’ve got to have this in South Afri
open things.
larger-than-life identifiable figures.

QLNG G\SUA QM‘
Ched up a lot of informatTo here;
Ireedom of speech and things like that
» @ lot of interest, a lot of
otional struggle p—f—pBe—like, with certain ideas.
rogramme when I was writing and I heard some wonderful music and
and all the rest, which I anm very happy
And often I would say to
c
Good soap operas that really have strong, vivid

F.@ans

I used to listen to the

Studio debates, lively,
» slightly

a".

But in ter&s of standing me on my head and really making me see the

world in a different way,

Mozambique was the place. For a number of

reasons.

It had just undergone =a revolutionary transformation, it was a real

revolution. The poor,
racialism was extraordinary.
differently from formal,

In Mozambique I felt like
like a white rebel
explain things,
I would shout at people, I would enjoy things.
wonderful. But more than that,

cu1tural/national/creativity questions in practice.
that is sculpture, painting. ..

"plastic arts" movement,

Malangatana and others. ..

in a way, took over in quite a profound sense.
England is very racist.
institutionalised apartheid, but it’s very

a human being for the first time.
» or an anti-apartheid white South African. I never had to
I Just felt there} I was involved.
Very liberating, very
they’ve solved a lot of

The non-
itself
racist.

I didn’t feel

It manifests

People would shout at me,

There was a wesy powerful

Right, but much more than Just Malangatana and Chissano, who are the famous

ones. Twenty, thirty,

forty artists supporting themselves.

Probably more

artists support themselves Just from selling their work in Mozambique than in

South Africa. They established a style.
Afro-centred hardly arose there.
speaking African languages,
painting, sculpting, exhibiting at gal@ries,
being sound recorders - they just wanted to
in their minds, to develop new forms, to sell,

living in what we would cal
maybe beginning to make films,
express what was in their hearts,
to be successful, to be good

The whole debate about Euro—-centred,
They were people of African origin,

1 the townships h=re,

professionals. And the idea was to use al
to make en-artificial distinctiong ,

We produced, I remember, a
Maputo. What is a mural? It’s pu

pigments - brushes and so on t)fat maybe weren’t
Bondabu, . Ae MoYoooteba il
the whites e, said as

d glass sticks
hat there was paint,
it, and the big argument was

make pretty pictures and patterns.
In any Jevent, we made the slide-
out the sound-track.

ic art, it’s painted on a wall, using

there in traditional

/e had a concept of aesthetic beauty before
kid he used to play with pieces of orange peel

He didn’t even know
show and then we showed
And some people said:

"How can you have a saxophone playing jazz music in the background”, and we

‘used some Abdullah Ibrahim\as well, "and you must

said: "%&Zs;his is African music. Who said Africans can’t play saxophones?"
People getting tired of just hearing tﬁmbila xylophones and drums.

have African music". So we

It

wonderful to hear that, but fwromg]

—\occasions because you’re African, when people wanted to move ahead and creabe
<:EE;:?G way African peoplé]always createdeAS se.thiﬁiigpec.-e very n turql andy
asy for me. '@ My L e V‘*b\:tG 9 W S
an

“to be restricted only to that on all

Somc Ling else that became gdsier, an
here, was we would criticise eag
to open an art exhibition here| Peter Clark and

artist. Peter’s worl

other quite vigorously.

oved because I'd known hi

So when I was asked

Bester and g third
from before.l_ﬂe could




recognise
technique an
artist, I jus¥ didn’t like his works : : sts,
one of which I\knew, the other one I discovered and liked. The third one, I g
could see great\ potential there, but it was thished work. He needed to -m
pushed, pushed Now in Mozambique there would have been no problems. I
you hadn't sati >, even if you were opening the exhibition, people would
have said: "Gee, you’re patronising. You’re holding back. Why? Because
you'’re white and hé's black?”
I said to the artist: "I feel you’ve got to work much harder". And I
mentioned some of the things the sculptors were doing in Mozambique about
polish and finish and using the movement in the wood to tell the story and
developing themes éut of that. The audience were furious with me. How could
1?7 I was robbing him of his moment of triumph. I was using my power as a
privileged white to put down an underprivileged black artist. Now, eleven
years in Mozambique, that kind of thing just did not arise. I was somebody
Just speaking to somebody else in the same field, and I would praise liberally
and freely and I would criticise liberally and freely.

ard.

Isn’t there a sense in South Africa that white people ought not to s
anything negative about black people because they haven’t suffered,

know the struggle?

2y
they don’t

It was whites who were angry with me. It wasn’t blacks who were angry with me.

Going back to "Preparing Ourselves for Freedom”, where you said that South
African art, literature and culture generally have this feeling of being
dismal, being always in e black cloth. Do you still have that feeling after
two years?

No. But I like to feel that the paper contributed, not directly but
indirectly, to legitimising fun, freedom, openness. Somebody came to me, in
Cape Town, she put her arms around me and she said: "Comrade Albie, I was so
happy when I read your paper. I love doing tap dancing, and I used to feel so
guilty that I have this horrible bourgeois bias. And I read your paper and I
had the dream that I would go to an ANC conference and jump out of a cake and
do a tap dance". And I thought that’s marvellous. Instead of those solemn
things we have at QNC functions where you’re made to feel that belonging to a
Movement is a penance and you prove your revolutionary virtue by being as
gloomy as anything.

But let me say one thing right from the beginning. I never said art
and politics don’t mix. People said that about my paper. I never said art
should not be an instrument of struggle, and it doesn’t rest with me to say
that. I just said: "Let’s stop saying, let’s stop mouthing the statement over
and over againjthat art is a weapon of struggle".

If you look at working-class life, struggle is an exuberant expression of
vitality, whereas the middle-class notion of what it is to struggle is to have
a straight face. And I think, especially in activist circles, that was the
norm one took as the image of the serious activist.

Somebody was telling me, she was in NUSAS some years ago, that they used to
have a horrible thing called a“one-to-one.® A one-to-one was when you were
or a failure to live up to the high standards expected of a
revolutionary. Once she wore lipstick, and a man, in fact, said: "This is a
very serious matter. If you claim to be a feminist how can you wear
lipstick?"” So her reaction, of course, was to wear brighter lipstick. The
interesting thing is that she’'s =still there. I suspect the persons who were
lecturing to her are not there, because for them it was all in the head. It

was like a concept that you had to live up to) N&, W M TgMQ
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Thlﬂ nDanar (AQ
wasn’t there), said Thg bes\answer to it was: "Comrady Albie contradicts
himself because his papenlis instrument of struggle It makes the
struggle more effective, wider and more ebullient.V? I dok’t have any problems
with that. We shouldn’t say: "Art\{s a weapon of struggld". We shouldn’t
say: "Art is not a weapon of struggld'. But what I was worried about was a
tendency in our ranks not only to be very narrow and puritanical, bt to
reduce culture simply to being an instrument, and not to realise that in fact
culture is & much more profound thing. It is actually more deeply political
because it touches every facet of our lives, from our body language to the way
we relate to each other.

contoad ta an AND Aanfar snaa
TR 1O 2R BN, LRl TrentY.

like Uys Krige and Jack Cope have any influence on you?

“\\‘«
W‘ Tluence on me. In two ways. One was the sheer

ebullience of his personallty, the way he would talk. He was totally
unsolemn. But also he broke out of the Anglo-Saxon mould of what culture is
and who the points of reference were. He introduced me to Pablo Neruda. He
introduced me to Lorca, to Latin America. Before that what was Latin America?
It was a continent that had one of the longest rivers ln the world, that had
the tango, that ha? some very hig mountains, and that had banana republics
and coups. Neruda was very important for me. I discovered him in Cape Town.
Afterwards I went to CSlle, I went to Neruda’s house, it was like a pilgrimage
for me. I enjoyed th i of his house. It’s a mad, crazy house. He
built the house for his things, not put things into his house.
> It was a totally different style from
English literary critioisd& and approach to poetry. You lived it, you felt

To me the big questioifi was the connection between the public and the
in%imate. I was vesy thrilled to discover Shelley and Byron and more recently
Auden, but I felt somehow unsatisfied. And poets like Lorca, and certainly
Neruda, had a much greater dynamism and spoke to me far more powerfully than
did any of the English poets. I took Neruda with me into the ANC. It played a

crucial part in opening my imagination at a stage when I was searching
or something, I didn’t quite know what it was. I found some of it in poetry,
gnd then I found the living side in the struggle.

JIt’s the same with people like Nicolds Guillen.

Guillen was the third one. But Uys’s personality was important. He was a
fun figure. Then he became older. People only knew the rather querulous,
hypochondriac guy living on his past. I read an obituary written by somebody
who only knew him then, and I was so distressed and angry because Uys really
was a huge pioneer in South Africa in all sorts of ways, and a kind of natural
non-racist and a liberated, progressive person. Jack was different. He wasn’t
liberated in terms bf the flowing, easy, relaxed, spontaneous way Uys was.
Jack was a thinker, his head was very strong. He was on a long, tall body,
and he spoke with what we considered a rather Englishy, slightly posh voice.
He was thoughtful. He shook me once. I heard swearing from him like I've
never heard from anybody in my life. That was the Jjournalist side of his
background. He was 'quite an important influence,pb so than Uys.

Q Q‘lfdg} ONR
Coming back to Sbutb Africa. Some artists are aski d € required,
Iin the future, to toe the Party line?” What Is your vision of artistic
freedom in the future? How can one protect that? Is it necessary to protect
Jt?

I think it’s necessary to have specified ground rules, to establish
constitutional space for arts, for people to function and to feel free. This
has been a very repressive society, in all sorts of ways. And I suspect we
might get beyond racism before we get rid of authoritarianism. The habits of



subordingtion, of f , of obedience, of a kind of over-réspect are very
powerfulNyFPart of dis ering our South Africanness is dependent upon being
much more comfortabl epting a kind of openness, a pluralism and an
interaction, and enjoying the variety of life experiences. We would be an
impoverished society if we restricted ourselves to one kind of cuisine.

Imagine if we all had to eat just boiled beef and carrots, and no curries, and
no papy and no boerewors and no imported Mediterranean food, or whatever
people like. The same applies to choice, experimentation and the comfort you
get from sticking to things you know and like in terms of cultural output.

I think the wrong questions are actually being asked. Maybe I’m
naive, but I don’t envisage thought~control being a major problem. I don’
envisage any kind of retribution or punishment or attacks on criticism or'gn)
satire. I don’t see that really being on the agenda. I don’t know what
happened when I wasn’t here. I understand that certain people involved with
the cultural desk behaved, to put it lightly, in a very brusque way, maybe
thinking that they were being good revolutionaries, I don’t know. But the

whole Movement’s directign has bern away fyom that towyardg much more openness
a kind of eclecticism. < G(- Tz and Ailogames ur«%;,’

To me the real problems are not related to that at all The real
problems are that we have an enormous cultural resource in this cQuntry.— We
have a musicality and a capacity for dance, thought and 1mag1natfqh\§hat
doesn’t find real expression. I'm not saying that we have to suppress the
received culture or the developed culture. On the contrary. I love
Beethoven. I remember, one of the touching things in exile, meeting a very
fine Chinese pianist Fou Ts’ong, who left China when pianos were burnt. He
wanted to play Beethoven. That was the @ultural Wevolution. It destroyed

real cultural development there, just for the sake of an idea. I never
supported that. I’ve had to change on a lot of things, but that I never
supported.

One doesn’t have to choose between Beethoven and forms of traditional
African music or whatever. Our world, our culture, our interaction must be
big enough for all of them. The problem is that we are smothering a vast
cultural potential. 1It’s in poetry, it’s in dance, it’s in song, and we are
not giving it the vehicles tor expression and performance an ing recorded
and transmitted and for growing.

What are your thoughts in terms of developing that? Are you thinking in terms

of Councils, of State funding? 9
\:r—g-a—rﬁ-r’?&tffé"’
It’s a whole number of points of intervention and promotio itation

Certainly the occasional community arts projects funded by a few commercial
donors and international NGOs are not nearly enough. They’ve gained valuable
experience, they’ve done a wonderful job, and one can see extraordinary
fruits. But one wants something on a much bigger scale, that’s much more
promotive. One wants basic principles of good government that take everybody
nto account, means everything from building cinemas to concert halls,
to the whole place that culture will have in schools as an ordinary part of
the curriculum, just something normal that is kind of there, to competitions -
I'm not against compet1t1ons, they can be fun, when one doesn t have to do

...... dhlom it e - LS e a o mena-

cvc;yu;uus auuuymuusxy, one doesn’'t have to Suppilress any form of str ij.us (vl

individuality. Thefe are also fmdmes alternatives - to NGO-supported community
arts prOJects, to érazy artists doing ;helr own thlng, to people just mak;ng

range of things. \C SR

But I do sce a central role for regional arts cou =
funded by the State but independent of the State. At the moment we have almost
the worst of all worlds, because they are part of the state machinery. They
are appointed by the State, they are accountable to state departments, they
are wesix top-heavy, and there are far too many administrators involved as
compared to creative artists. They are restricted to four areas;and they are
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locked into big lings, agxq;o;\k\_Ghe towns are there. I

live in the town son. I also have my cultural rights. These
performing arts y're there. They were wery expensive. Now the
thing is not to town but to open them up. So we must take advantage
of what’s been djn: But we have to find, if I can adapt a phrase of George
Bush's, "a thousliod poinis of 1ig0l" — wany, mauny puisis of cultural input. It
might mean fewer|expensive opera productions. It doesn’t mean banning opera.
If ever there wad a country where opera has an enormous future, and dance,
it’s South Africy.

In South Africa here is the sense that South Africanism, South African
culture never came to the fore. It was repressed In a number of ways. People
feel that this hds played a divisive role in our society. One Important part
of a future polidy is actually bringing in people to bring what they have as
South Africans. ut how does one cultivate that sense of confidence?

It's confidence. suffocate when I go to things that I love. It can be the
City Hall Symphony| Concert, and I see it’s virtually a hundred percent white
audience. It'’s wrohig. I go to see the ballet. Who are the people who can
dance in this counlry, who don’t need professional training? 1It’s not the
people who are in the audience. The people in the audience just sit on their
pap, profdssionals dancing for them. We’re cutting out
The idea is not tolsuppress the ballet, but to open up dance.
The crucial] thing is not bussing in spectatorslan
performers come frojgoll ove ith aunties and uncles and daddxes and
neighbours and lov: ThIe LS,
respect and enjoy opera. S ced performers. But I don’t like this word
"role-models". The sense of | icipation, the South Africanness, should be a
natural one. I have made st g ix)po%als to the Cape Town City Orchestra and
to the Nico [Malan Cprla {? "Why not put on Beethoven’s ninth
symphonywith choirs who %{SP- f‘ th Af

ricafq?" What more wonderful thin
the Ode to Joy to express your South Afrlcanneqjv{zra ihey did it i&Qﬂtxqﬂ}Qm

ing people forget is the church choir. A lot of the experience thP!c Is
of classical music. That’s part uf'}our development. Cape Town townships have

thes maSj;zivghOJrs and (u/ rches singing Ode to Joy, or, The Messiah.

And the earJWe h a me(tlng, and the soprano starts, the basses come in,
the tenors, people Who have never heard the song before. This is one of the
things I learnt in exil@<=<Jhere is no country like South Africa for
musicality. It’'s in people’s heads and ears. You grow up in a world where
from childhood you’re learning to sing. So if we can get that onto the stage,
ither through singing Verdi, that lends itself to it, or creating South
Africai¥things, I think Xing Kong was a beg1nn1ng It was crushed

Aa1ibavnd o1 B bha Wbl o T Wn hara +a .-f,-. harl A rmathindg
s detal il it bt bia e

ML R LU AUy u_y VAN Ave Iia anru /Y YL s

that was emerging there.
In that sense exile is valuable, in the sense of points of reference.

I can’t wait for South Africans to discover Latin America, not just for tangos
and sambas. Jorge Amado, a wonderful writer that just speaks so directly to
South Africans Ok, Marquez has got a certain vogue now. But not just to say

Marquez w:s a genius who stymbled this wonderful form. He emerged from
a continental tradition. Th re struggling for thirty, forty, fifty years
to establ sh a Latin America erary voice. We’re not doing that enough in
Africa,

: §\cq\
That kind of veice is Jjust tcksm realism, but there are so many other
volces Iin Latin America as well, which we also can take as Images of what is

possible.
( r‘imle
tL“l ;
But it’s not even copying them, it’s the search tg;%giist :;ifé%Tswhere you
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might be using 1itially, but you're touching into the
culture, the my yN\and the deep and the hidden thoughts and
feelings and emc ity We’ve barely started that.

We'’re talking al f ere, ye s~about the cultural
boycott?

I supported the | [ suppo it with a ves®y heavy heart. Of
all the aspects 11t programme, that was the one that cost me the
most. But I saw part rcel of a total project against apartheid.
It couldn’t be seen as som ng\on its own. It’s almost ine le that
artists will see ¢ cult thiNg as a_sphere on its own in the live:
of people it Just wasn’t like thats; s Jt hurt, whereas olher aspects of t!

e e I felt enthusiastic about. —F ': as one 2 O | One
reason I'm pleac d the cultural boycott’s coming to an end is that we’&
away from talking wlm'f ) ¢ t has so dominated debate that we havep’t got on
to more profound and serious questions. ¢

The other point worth making is the self-imposed boycott Ahd dbﬂ2£2:£5kwu$f>
continues. We boycott Africa what do we know about the scylptors, 2
painters, the film makers, the clothes-makers, the musician€® Very little.

There are wonderful clothes in West Africa that are comfortable, convenient,
beautiful, and washable, and good for the African sun. We don’t use them, we
look to London. I’m being an Africanist about it, I’m just speaking about
sheer pleasure, var: fun, | ity. And that’s through a disdain for our
own continent,

We boycott eaking to people who love music, who love
films. They hadn’ Kurosawa, they hadn't even heard of Satyajit
Ray, who to me, if two great film-makers of all time, I would

probably select t?\g peak of great art and literature.

In that sense South ‘ Jony. It has been bred to rely on the
metropolis, that was [l < Part of our struggle is breaking out of that
particular mould.

Yes. Breaking out does: < idiating. It means you maintain those
links, but you develop of ks as well. Sure North America and Sout!
Africa, in some ways, hav: lot in common. There is a lot of interacti

there are a lot of vibes, good ones and bad ones, that are going between

two sectors. And Europe. We are discovering Europe is more than st the
United Kingdom. That’s also very positive, And the Netherlands ot a big
role to play, and France. I’ve found a lot in Portugal. I feel at hom
and comfortable there. And Italy, and the countries of Eastern E [ and the
German culture. But especially areas we’ve boycotted completely tin
America, Asia, and of course, our own people. The majority of South Africans,
we boycott their culture

The cultural boycott was b t very clearly into relief at the time of the
vigit of Salman ﬂbshd:p Fe first time. here was a majior figure coming
to South Africa, and.ﬁbshn/ banned from the country as a result of
Satanic Verses. hﬁat are j elings about the relationship between
literature and religion, abou! censorship?

In general I'm against censorship. I think the starting-off point is that
everything is permissible, a you mustn’t protect readers, and you mustn’t

bar people from expressing w! they want. I think it’s a profound principle,rkﬁxx
it’s not a total onk. The question of religious sensibilities is important and
maybe especially important in South Africa, where there’s been so much denial

and where there’s been a hegemonic religion. The question is what are the

best ways of dealing with it? I think there are areas where one can call upon
artists to impose voluntary bounds on themselves as a question
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because of the jucnces &f their actions and the
kno ige that use a Kind of destruction that is
aga t the very 1. Thalt’s not a direct answer to
whether Rushdie ! or ndt, I feel in the light of the
whole subsequent n anticlipation of what became a ghastly
situation. If | have beeh wy tragic. And so there were
vory, powerful | t insisting on going ahead.
What you’re say nes to religNon, areas of communal
Iintercourse, 1l 't for the government to legislate, or

ihe governmeni i

The biggest prob ligious sensibjlities. The biggest «
pornography. Not 11y explicit rharacter. I would far
more OpeNnNess wi - live with their fantasies. But th
often a lot of « tion involved, and_that is a degree
offensiveness th . entitled to Jrlejectd®, because that i
actually injuring poog not sure about tlhe answer to that,

What I w 't want prior cenkorship. We don’t want
administrative b s d propriety. But there could be a role for

restraints, and f in according flo certain criteria that

o

are laid down in L om—es N dignity oo
It’s very importa v 1like that is established, there is maxi
participation and | that people don’t adopt maximilist, to
positions, but tr: f ind rule that will at least
minimise the dang n consensus.

South Africa? #hat
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Khat is your int:
your feelings abo

We are in a rathe

the direct repress : , and iWg a!most paraly,11 I
They don’t know wh ject really is now. A certain
energy, a lot of re; paring for life, as it were
actually quite posif ionalising themselves a litt]
thinking in terms oi ibilities that didn’t exi
That’s all very good : of apprehension. It’s 1 '
truly in my heart I don’f t there's any serious cha
government coming to pow ng to order people to toe
I don’t take that issue & y as I should. But there is
concern about that. It respond to the people h
Movement, and the ki: about and what we
don’t find th&, sort n N*dﬂz_ unﬁﬂa&

There’s a lot of ou he whole questlon of 1
vewyg difficult one. W eed to do a lot of ta]k’-
that. The question of c But to have languag
the possibilities of exp and the material base f
also vhuf‘idemoralisiné} 11 question is the cer
sense of culture dealxng ity, freedom, tolerar
sensitivity to poverty, | to humiliation
culture.

It’s a wonderqu? 1 th immense |
what we haye are_three tl g 1 the one ha
resource ‘L hav subterranear

@mmunity culture that’s ses L has freeuse
inding expressionsy Secon apacity fo
W 3 .

reproduction, std§§ znd p el, proj
highly developed in terms y, the st

and international contact ve have
open, rather pluralistic ¢ ind]
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