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Hello, thi s is Alex Tetteh-Lartey with Arts and Africa. A few 
weeks ago I talked to the South African poet Sipho Sepamla who was 
visiting London to study the work of various art centres. Sipho hoped 
to be able to use what he learned to improve conditions in the centre 
that he runs in Johannesburg for FUBA, the Federated Union .of Bl~ck 
Arts. FUBA exj_sts to provide a centre and school for all sorts of 
arti.:itic aqti vi ty but in pe.rticular for those wishing to practise the 
visual arts: painting and sculpture . Their proolem is that they have 
almost no resourcas and it has been a great struggle to provide even the 
most elementary facilities . One person trying to do something about this 
is the British sculptor Anthony Caro ,,,,ho explained to Pierrette Posmowski 
how he got involved with F'UBA's activities. 

ANTHONY CARO 
! . 

I went to South Africa last year to judge a sculpture competition 
which I was assured was multi-racial and, in fact, it so happened that 
the second prize W'dS won by a ~1il.ack African who had made a very fine 
carving. It was when I went to Johannesburg and I talked in an arts 
school at Witwatersrand University where people had the same .ideas about 
art as they might have had in a university in America. They were doing 
conseptual work and all sorts of very theoretical ideas about art and .., 
after I'd talked there somebody came up to me and said would I like to 
talk in a black art school. I said; "Certainly I would very much like to 
do that 11

• \\'hen I got there, to the black arts schoo],., I saw exactly what 
you're saying that the whole organisation of the place was pitiful. The 
materials they haa were non-existant, I was amazed to see people making 
sculptures with the inability to cast them, they made them out of clay. 
They had no plaster with w:b..ich to cast them 9 they had no paints with which 
to paint pictures, they had to use chalks and crayons. I don't think t hey 
even had a camera . This was the main so-called arts school that served 
about five. million people in Soweto. That was a terrible shock to me . 
They do have the use of theatre and they put on some productions and they 
are supported or encouraged by some white writers such as Nadine Gordimer 
and some people frcm the white community. But, of course, the main thing= 
is that it is a black endeavour and one of the few black endeavours or one 
of the only black endeavours that's actually programmed to give encouragement 
to art and the arts in South Africa . Wnen I 1-vent there and talked to the 
visual arts people, there were very faw of them. They were in their twenties. 
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They would be like arts students on a sort of foundation course in England, 
very much qeginners. They dicln1t know what they were trying to do. 
Nobody was giving them any lead, any attention and they were glad to 
know a little bit about what was going on in the outside world. Of 
course one could talk to them until you were blue in the face about moeern 
movements but they only had a little interest when it came to talking 
perhaps about negro art or something that could appeal to them. They 
were people that were caught in the middle of more than one culture and 
they didn1 t know how to resp·,:,.nd. 

PIER,.t:IBTTE POSMOWSKI -
And also they had absolutely nothing, no paper, no paints. 

j.NTHONY CARO 

Nothing. I was horrified. I have never seen an art school so 
empty. 

PIERRETTE POSMOWSKI 

The people you saw were real artists who had the potential to be 
real artists? 

ANTHONY CARO 

Exactly they had the same potential to be real artists as students 
that I've seen in the ]?.a.stern States of America, in Australia, in Canada 
or in London. They're just the same sort of people but in their faces 
was some sort of hopelessness, a lack of belonging that was quite touchipg. 

PIERRETTE POSMOWSKI 

Whep you got back to Engalnd you were obviously horr1fied by th~s 
state of affairs and you decided to do something. So what did you do? 

Ai'\JTHONY C.ARO 

1\l'el;I. before I got back to England really, it was simply that you 
saw more people with so little material equipment and so little intellect
ual stimulation ancl I said "What can I do? 11 and .of course, the first thing 
they said, and it is their very first need is "Can you get money for us? 11 

But it isn't my line. of country to be able to get money though, in fact, 
by writing. to art schools in England and in America I have managed to 
raise, or we have, because I have a wonderful band of workers here who 
have· put themselves out and done a lot of writing of letters, ·we have 
managed to raise a certain amount of money for them. 

PIERRETTE FOSMOWSKI 

About ho·w much? 

ANTHO:t--iTY CARO 

About £8,000 and I would love to get more money for themo That's 
what they need for a start. 
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PIERRETTE POpMQWSKI 

So you wrote · to artists personally and you wrote to art gallerie$ 
and you wrote to publishers of art books? 

I 

ANTHONY CARoi 

Well yes. I wrote to art students at some small art school out at 
Farnham or Bishop Stort'ford or somewhere and they would have a disco 
and they'd s?nd the proceeds which were maybe £20 to FUBA which was a 
great thing. That ·was the first thing, then I was probably more fortunate 
in that I appealed also to manufacturers of paints and canvas and so on 
and they gav~ us some materials and they were very generous actually. W~ 
got an enormous number of books, about 600 books, some catalogues and 
that would give a student a good background knowledge of what· had been 
happening in the world. 

PIERRETTE POSMOWSKI 

And slides? 

ANTHONY CARO 

And slides too. I don't hope that they will ape the west· at all, 
I hope they will make something that's absolutely their own, something 
perhaps that has the same relationship as jazz in New Orleans has to what's 
going on in music. I mean I want it to be their o,vn thing, nobody wants 
them to be s~mething exactly like the West. 

ALEX TETTEH- LARTEY 

British sculptor Anthony Caro talking about his efforts to raise 
money .for Ftn;A. And I'm pleased to be able to say that many British and 
American artists such as sculptor Henry Moore and painter David Hockney 
have . anated works to make up a collection so that the students at FUBA 
can have a better view of what is happening in the world of modern art. 
Anthony Caro hopes that African artists will also donate works and, of 
course, it is to be hoped that interested individuals in Africa will, 
where possible, donate money. If anyone would . like to malrn any sort of 
contribution, we here on Arts and Africa will be delighted to put them in 
contact with Anthony Caro and his committee • 

. And now to news of our Poetry Award. I'm happy to say that enquiries 
are pouring in from those of you who are writers of verse. You have 
until October 31st to send in your five poems in English in order · tc be 
eligible for the awards of £200, £100 and £50 . One of our judges will be 
poet and li te ...... ary critic Angus Calder who lectures in African literature -
at the Open University here in Britain. David Sweetman spoke to him arid 
asked rLi.m what he looks for when he first reads a poem; 
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ANGUS CALDER 

What I initially want is something striking and new; . somathlng 
which makes~ fresh impression on me . - The next thing I look for, 
invariably, is a sense of rhythm. Now it's very difficult to talk about 
a sense of rhythm in relation to African poetry. I have talked about it 
with numerous African writers, mostly young ones. The difficulty is 
obvious. The rhythms of my spe.ech as you' re hearing now are different from 
those of say Jared Angira, the Kenyan poet yet I remember when I first 
saw Jared Angira 1s poems and my God, he sent an encrmous quantity to a 
magazine called 1Bisaro 1 (phon) at the University of Nairobi when he was 
a student and we sat a looked at this huge heap and immediately something 
grabbed me. One of the things that grabbed me immediately was the sense 
of rhythm. So what do I mean by the sense of rhythm? I mean that the 
poem has a sort of shape for the ear and the eye simultaneously. It looks 
organised on the page, it has drive, it moves, words aren't being wasted. 
When you start to read the poem even if you don't understand it, you're 
caught up into something \~1ich has its· own sort of unifying, driving 
force. If you think of the poetry of Okot P 1 Bitek at one extreme and the 
poetry of Ch~istopher Okigbo at the other, in both cases I remember being 
grabbed at once. In Okot's case what he was saying immediately came 
through~ In Okig;o 1 s case what he "'°as saying, in a sense, never does come 
through but what grabbed me was this sense of rhythmic control, of drive, 
of authority. and a freshness. 

DAVID SWEETMAN 

You'r~ a political animal, if you don't mind me putting it that 
way. You write about politics as well as being a poet. If someone was 
to send in a poem which was nothing to do with politics at all, which was 
about flower s, love, happiness, would that matter to you? 

' 
ANGUS CALD~ 

Not at all. One· of my pet aversions is a certain kj_nd o:: political 
poetry which might just as well been written as a pamphlet. If all the 
poem is doing is stating political truths and it doesn't have freshness, 
it doesn't have originality of language, it doesn 1t. have rhythm in the 
sense I 1ve just given to rhythm, then rny reaction is why hasn't the bloke 
written a good prose pamphlet and distr•ibut~d it widely, ·why hasn't he 
written an article for a newspaper. I mean ~f you're writing poetry, yoµ 1re 
using the medium because you want to use that medium and whaT. you say in 
that medium has to be said as it were, poetically. There's no point in 
just stating things that· a_re true 1 which might just as well ·pave been said 
in prose. 

DAVID SWEETMAN 

How would you react if someone sent in something in what we might 
thin.'k of es a rather old fashioned verse form, if somebody sent in a poem 
in rhyming couplets or a sonnet, would you thiPJ< that this is just 
ridiculous and out cf date or would you think this is interesting, somebody 
has tried to use a very hard method of expression? 
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ANGUS CALDER 

Well ~'m just thinking of some early poems by Dennis firutus, the 
ones in 11Soti.nds, Knuckles and Boots" which if tLey're not in sonnet form 
are in about that length and written in traditional metre of verse in 
English and which are extremely powerful. I like th~m as much as his 
later free verse. What one doesn't want is poems which have rhyme but 
no rhythm. There's actually a techni cal word for this which is 'doegeral' 
and when people try to rhyme without adjusting their rhythms properly, 
they write ~oggeral. 

DAVID SWEETMAN 

How important is it do you think, when you're looking at a lot of 
poems you've be":ln faced with this situation before, is it that people 
should present the poem in a neat and tidy way, type it up nicely if they 
have the chance or if they have to write it out in handwriting do so in 
a presentable way. A:re strategies of presentation important? 

ANGUS CALDER 

I think they are for an obvious reason. If you're wri~ing an 
important letter to someone, you want the letter to get across to that 
person as easily a s possible. This doesn't mean that everything has to 
be as beautiful as if it was done by a top class secretary. No, not at 
all. Just as with everything to do with presentation, it's clarity which 
matters most. So long as the thing is really clear to the eye, that's 
all one wants. If it's an old typewriter it can make just as clear an 
impression as a new one. 

ALEX TETTEH-1.tiRTEY 

Angus Calder, one of the judges for our 1981 Poetry Awcird, with 
some good advice for all those who are thinking of entering. If you'd 
like more details of the Award then the address to write to is: BBC 
Arts and Africa Poetry Award, Bush House, London. And that's it for 
Arts and Africa for this week and until next week this is Alex Tetteh-Lartey 
saying goodbye. 


