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ALEX TETTEH-LARTEY 

Hello, this is Alex Tetteh-Lartey welcom.ing you to Arts and 
Africa. We've heard a lot in recent years about the pillage of 
Africa's artistic heritage by the West, and the continued erosion of 
traditional culture in modern day Africa. Well in today's programme 
we hear of exciting attempts from Botswana to check this trend. If 
you think ~useums are places which mainly collect dust, you'll be 
surprised by the National Museum and Art Gallery in Gaborone, Botswana. 
This museum prides itself on being one of the best in Africa and a 
leader in cultt.U"al policy in its own country. The enthusiastic 
driving force behind it is its director Doreen Nteta. 

DOREEN NTETA 

We pride ourselves on being one of the most active museums in 
the world. Not a traditional kind of museum - traditional museums 
are where you just go in and look at rows and rows of curious objects. 
But here, although we have very good exhibits, we run a vital lively 
institution for culture. We have lectures, we have dances, we have 
concerts, we have symposia, we have tours and we publish booklets and 
we have lecture series for students and teachers, and we run art 
clasees, the lot. 

ALEX TETTEH-LARTEY 

Since 1976 the museum has been part of the government department 
of Home Affairs and this has ensured a -steady budget. Perhaps it's 
this measure of financial security which has contributed to the museum's 
farsighted role. Tari Madondo, who is· in charge of the educational 
side of the museum, insists that a museum shouldn't begin and end 
with a row of glass cases. He believes that a museum should play an 
active role in preserving traditional culture as well as promoting 
mutal understanding amongst the peoples of a nation. 

TARI MADONDO 

In a country like Botswana you find that what we could call 
Botswana culture is fast disappearing or it's changing in a way that 
will make it impossible for some of us or even our own children to 
know exactly what Botswana culture 1s or was. So really what you do 
in a museum is try and encourage people to preserve their cultures, 
their way .of life which they understand best. So to be able to do this, 
we collect cultural materials from all over the country and we put 
them in the museum. We store them there, some of them we are able to 
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TARI MADONDO 

display for other people to come and see. You see Botswana is such 
a big country with people with different ethnic origins. So to enable 
people to understand each other, the museum displays their material. 
In that way people begin to understand each other and in that way we 
are hoping that we are contributing towards building a nation out of 
small tribes. 

ALEX TETTEH-LARTEY ' 
Of course to preserve traditional culture, one must first 

find out what exactly is disappearing. This responsibility lies with 
Tjako Mpulubusi, the assistant curator of Ethnography who has already 
visited forty five villages in his effort to photograph, record and 
note aspects of Setswana life now threatened with extinction. On a 
recent trip to a rural area he heard in the distance this sound and 
immediately decided that he should record it for the museum. 
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MUSIC ·EXTRACT. 

TJAKO MPULUBUSI 

This is,what we call a healing song, where a group of people 
have had somebody who has been sick for quite a long time and the 
traditional doctor has had no success. He must be possessed by the 
evil spirits, the ancestorial spirits and the only way to get the things 
away from the man is maybe to perform a dance. They dance the whole 
night, lots of meat is eaten. They are super dancers, They are 
accompanied by lots of hand clapping and there is no instruments 
played except for rattles or leg rattles they have round their legs. 

!Am 
MUSIC EXTRACT. 

TJAKO MPULUBUSI 

All the things I bring back to the museum are mostly for 
permanent storage. Any researcher who wants to do some work on 
them can use this material as a guide to get more detail than I had. 
At the end we may be able to invite students or other people to listen 
to what the music sounds like or they can imitate it if they want to, 
to revive the dying traditions. Or lots of kids can look at the 
materials as I collected them from the field and see exactly what 
things were like ten, twenty or mostly fifty years ago. 

ALEX TETTEH-LARTEY 

Well you may be thinking what's the point of collecting all 
this material when the only people who will have access to it are 
the already Westernized city people of Gaborone? Well the National 
Museum with typical ingenuity has found a solution to this problem -
a mobile museum painted like a zebra which tours remote parts of the 
country. Jean Rowton talked to Tari Madondo about his "zebra on wheels". 
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TARI lW..Xl~'OO 

What we found was that a country like Botswana is so 
sparsely populated with people living far away from Gaborone that 
very few Botswana people will benefit from the museum. So we decided 
that we should start a mobile section, we should go out to the villages 
to make it possible for as many Botswana people as possible to benefit 
from the activities of the museum. So we started this mobile museum. 
At the moment we•ve only one truck and one person running it. And 
that person is me, in fact, Hopefully we will be able to expand it. 
What I do is when I go out - like I ' ve been to about forty schools 
now - we visit primary schools and when we visit a school we spend 
two days there. I've got a set of lectures that I give, one lecture 
is on the people of Botswana, another one is on the plants and 
animals of Botswana, another lecture is on water and the rainfall of 
Botswana. When we teach these things we go into as much detail as 
we can to try by all means to teach about things which a normal school 
curriculum doesn't teach at all. The whole school manages to see our 
museum exhibits because I t$ke all the displays with me to various 
schools. So I prepare the classroom and display them there. 

JEAN ROWTON 

What sort of reaction do you get from the children and from 
the teachers? 

TARI MADONDO 

Well so :tar I think the reaction has been very, very enthusiastic. 
So much so that i:t I visit a school one the children see my truck they 
all shout "Pitze ya Nage, Pitse ya Naga" - the zebra which is the 
name they give to me now together with the truck. The demand by most 
o:t the schools now, teachers and school children is "I wish we could 
have many more ot these mobile museums". 

ALEX TETTEH-LARTEY 

Tari Madondo talking about the enterprizing National Museum 
ot Botswana. We are staying in Southern Atrica for the rest of the 
programme as _my next guest is a poet .from Zimbabwe. He's Colin 
Style and he's recently had a collection of his poems published by the 
Zimbabwe Poetry Society. Colin welcome to the studio. Is there any 
poem in particular from this collection that you'd like to read for 
us? 

COLIN STYLE 

Yes, could I read, Alex "Hoeing in Gweshi" to you. It's quite 
an interesting poem and I'll tell you a bit about it when I've read 
the poem if I may. 

TAPE 

EXTRACT - "HOEING IN GWESHI". 

ALEX TETTEH-LARTEY 

Well when I saw this poem myself I was amused by the contrast 
between the way the whites pl'ough their .fields and the way the 
blacks do theirs. I think looking at the poem as it is physically 



ALEX TETTEH-LAR'li:EY 

you can see order in the lines where you talk about the white agricul
tural style. · I don't know whether this was intentional. Then the 
second half which deals with the black one is all jumbled. 

COLIN STYLE 

Yes, yes sure. I think that's quite a good acurate 
description. The thing about it, of course, is that when one writes 
a poem, you don't really just order the stuff on the page. You know 
people talk about a sense of form - you know regular lines, regular 
stanzas and that sort of thing. Well there• s no point to it if you 
just want to make it look neat on the page. If you want to make and 
follow up a particular point that you're .making which as you have 
surmised here is the contrast between Gweshi and Britain, then you 
can arrange your lines to suit and re-enforce your idea. Actually I 
find it an interesting poem this "Hoeing in Gweshi", well interesting 
to me because you know in Zimbabwe which was under a proto apartheid 
system, there wasn't a formally developed apartheid or anything like 
that but all the races were hedged round barriers. There was a big 
problem of the writers writing in the eyes of another race. Even 
an esteemed writer like Doris Lessing, tor example, and "The Grass 
is Singing" finds it very difficult to identify with the African how
ever sympathetic she is with them. She knew the formal structures 
of white society. Now I've seen black writers also have a problem 
in seeing through the eyes of a white. So I tried,in this case, to 
adopt the persona of a peasant, not necessarily of a black peasant, 
but a peasant in terms of seeing how they would see it. I got a very 
good opportunity to do this when I first caIQe over to Britain in 
1971 where I had this impact of the English society, you know, a 
congested population, an older population. Until I got to know the 
country I was uneasy and alien and I felt genuinely homesick. I 
was a white but I felt genuinely homesick and the immediate images I 
called up were the images that a black peasant would use to describe 
his own country, you know~ as he ploughed his land he got a sense of 
the healing atmosphere ot the land and the way he identifies with it. 

ALEX TETTEH-LARTEY 

Well the outstanding thing I notice in your poems is this vivid, 
very powerful description of the landscape be it in the countryside 
or in the town. How come that people from that part of the world, 
especially whites, seemed to be attracted by the landscape of southern 
Africa'! 

COLIN STYLE 

Yes I think they are attracted by the landscape. I found that 
the way I looked at the landscape was again greatly influenced by the 
black poets there who started to come up in the 19601s and I noticed 
the way they handled the landscape was to put a lot of what I might 
call "a mulch" of naturalistic details. The black writers, for 
example, are very attracted to public transport because they have to 
travel on buses and there's always a hassel and so I tried to see it 
i n the same naturalistic prosaic way as they did and also try to 
express my love of the land but not in an affect way, because this 
has been a problem with white writers in Africa in the past. They 
come to Africa and they start immediately to rhapsodize, to posture 
to think "I must say this is beautiful, I must say I'm affected by 
it to show that I• m a good chap" , you know (Laughs) • I'm trying to 
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COLIN STYLE 

get away from that by making an amalgam of genuine love but seeing 
it in an unaffected way - in terms of people like the black population 
who have, after all, to work and live on the land. 

ALEX TETTEH-LARTEY 

Colin Style, thank- you very much. I'm afraid that's all we 
have time for this week so until this time next week this is Alex 
Tetteh-Lartey saying goodbye. 
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CLOSING SIG• "LIMPOPO". 


