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ABSTRACT

‘This thesis examines the practice of theatre in Tanzania after the
Arusha Declaration of 1967, The Arusha Declaration as Tanzania's
blueprint for socialist transformation ushered in an era in which
economic and political attempts were made to direct the country towards
Ujamaa and away from capitalist structures and development. The
social reality of the period has been dominated by the articulation
between the attempts for the socialist transformation and the histor-
ical political factors supporting or undermining the transformation.
This thesis discusses contemporary Tanzanian theatre within the frame-
work of the political events and social reality after 1967, There are
six chapters in the thesis, Chapter 1 provides the historical back-
ground of contemporary Tanzanian theatre. It includes an examination
of traditional theatre performances within and outside the colonial
experience as well as the historical role of Kiswahili as a chosen
language of theatre communication, Chapter 2 looks into the Arusha
Declaration, its tenets, objectives, some aspects of its effects on
social practices and the theoretical responses regarding the role of an
art form such as theatre within Ujamaa. A discussion on the works of
Tanzania's leading playwright, Ebrahim Hussein, is the concern of
Chapter 3. Chapter 4 examines plays and performances by the other
theatre practitioners of the period. Official policies and the
practice of theatre in state institutions are described in Chapter 5
and the last Chapter covers the development of theatre for social
development as well as the nature of theatre control and censorship in
the period under investigation. What emerges from these discussions
is theatre practice which has been greatly informed by the political
evénts, attitudes, policies and available aesthetic vocabulary of the
period, o

 The material upon which the discussion in this thesis is based has
been obtained from field research, interviews, questionnaires, archival
sources, information from theatre practitioners and cultural getivists
as well as published plays and theatre material. It is hoped that the
thesis provides an understanding of the development and practice of
theatre within the specific political and social conditions such as
Tanzania's since 1967. -
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INTRODUCTION

The purpose of this study is to analyze and put into focus the
nature and practice of Tanzanian theatre within the framework of the
political events after the Arusha Declaration of 1967. The period
after 1967 has been dominated by attempts to direct Tanzania towards
socialism using the Arusha Declaration as a blueprint and guideline.
The social reality of the period, however, has been informed by not
only the political and economic attempts related directly to the Arusha
Declaration but also by hisforical factors within which the attempts
have had to be practise&. Theatre practice after 1967 is a historical
aesthetic responseﬁand expression of the social reality as well as a
component of that reality. This view underscores the assumption that
there is always a dialectical relationship between politics and theatre
as there is between general culture and the varibus components which
constitute it.

In this study, Culture is understood to contain the dual meaning
of a way of life, complex and total ér what others have termed
'Gestalt'1 as well asvthé arts which are specific cultural products.
General culture is gn‘embédiment of historical, economic and political
factors articulating within a given society. Cébral has defined

culture as:



... the status reached by a given society and each of its
components before itself and before history (expressed
objectively or subjectively) existing between the various.
elements or groups which constitute the society in question;
relations and types of relations between man and nature,
between man and his environment; relations and types of
relations between the individual or collective components of
a society .
" The articulation of the various components which produce culture
creates a dialectical relationship amongst the components as well as
each to general culture. This is the relationship which exists
between politics and theatre. Politics in the present context is
taken to mean that part of general culture which concerns itself with
the organization of society, relations between individuals and groups,
the structures (including the state) and elements which contribute and

: . . . . 3 .
are the result of. the organization and relationships. The theatre is
an aesthetic communication medium whose essence resides in the performer-
audience component, All theatre is political and the most political of
all art forms, Theatre does not only express, represent, signal and
carry aspects of political reality and the values it engenders, but it
is also a political forum - a social event embodying relationships and
organization. As an art form, however, theatre contains also an
aesthetic component - specific language of signification with codes and

. e . . 4 ) .

‘conventions which are also historical. The aesthetic vocabulary as
well as the social reality are, at any given theatre event, selected and
arranged to effect a certain impact. Theatre communication is,

therefore, never total, impartial, nor is it objective. As such,

theatre avails itself to manipulation and is always propagandistic.



Particular types of ptopaganda assume dominance in each period depend-
ing on such variables as the functions ascribed to theatre in relation
to the social 6rganization aﬁd reality, the exercise of power and
hegemony.6 Propaganda can therefore be explicit or implicit,
consciously or/uncqnsciously effected but always present.

The above political and aesthetic considerations provide the
analytical framework through which the practice of theatre after 1967 is
discussed and énalyzed. The Arusha Declaration inaugurated not only
events which have affected the economic and political reality of
Tanzania but also made it possible for certain values and attitudes to
become dominant. These have informed those who practise theatre and
-the official support for the art form. The practice of theatre as
seen through written and improvised plays, dance and poetic drama,
popular theatre, theatre in education, as well as theatre training, is
therefore discussed in reference to form, content and the political and

economic factors which have informed its existence in a historical

perspective.

The study is divided up into six chapters with several sectioms in
each. - Chapter 1 provides the political and aesthetic background to
the Tanzanian contemporary theatre. The focus is on three major areas:
traditional theatre performances within and outside the colonial frame-
work; Western thegtre aesthetics and Kiswahili as a language of theatre
communication. Chapter 2 looks at the Arusha Declaration itself, its
tenets, objectives, implementation and some of its effects and problems

as well as the theoretical response to the declaration from both



artists and politicians. The work of the leading dramatist of the
time - Ebrahim N. Hussein - is the concern of Chapter 3, while the -
other writers aﬁd theatre practitioners are discussed in Chapter 4.
Chapter 5 focusés on theatre practice within official institutions as
well as on poliéies‘which have informed theatre in and outside the
institutions. The last Chapter looks at the practice of theatre for
social development as well as the exercise of theatre control and
censorship., Within each chapter,photographs have been provided
wherever possible.to give visual statements of performances and their
milieux. There are also two maps which provide geographical locations
of places as well as Tanzania's ethnic groupings, some of which are
mentioned in the study.

Taken together, the chaptefs provide a comprehensive study of
contemporary Ianzanian theatre in the major areas where it has been
practised since 1967. Very little has been written about theatre
experience of the period and in an approach taken by this study.
Except for reviews of individual plays in various periodicals, aspects
of modern theatre practised are contained in two studies: Hussein's
'On the Development of Theatre in East Africa', and Mollel's 'The
Drama of Penina Muhando'.7 Although it provides a social framework,
Mollel's study limits itself to the work of one dramatist. The study,
moreover, does not include the dramatist's major works produced after
1979. Hussein's work provides a useful overview of the development
of theatre in Kenya, Tanzania and Uganda. It analyzes the develop-

ment of theatre in the three countries within a somewhat political and



historical context. Because of its regional perspective, however,
Hussein's work is not comprehensive enough for each country. Moreover,
the fact that the historical cut off period of the study is 1970, has
meant that little of the theatre experience after 1967 is covered in the
study. This study does not only bring up to date the development of
theatre in Tanza;ia, but it aims also at widening the understanding of

that development within specific conditions as Tanzania's in the period

under discussion,



5

6

7

Notes to Introduction

The term has been used by amongst others Peter Worsley in The

Three Worlds: Culture and World Development, London,

1984, pp.45-60. On Culture see also Raymond
Williams, Culture, London, 1981; Amilcar Cabral,
‘National Culture' in Unity and Struggle, London,
1980; Ngugi wa Thiong'o, 'National Culture' in
Homecoming, London, 1972.

Amilcar Cabral, op.cit., p.l42.

This definition is closer to Lenin's who defined politics as 'the

relations between classes' and amongst its concerns
are distribution of resources, selection of values

and objectives, See V.I. Lenin, Collected Works,

Vol.V,

For further discussion on politics and theatre, see amongst others

Janet Wolff, The Social Production of Art, London,
1981; A.S. Vasquez, Art and Society: Essays in
Marxist Aesthetics, London, 1973; John McGrath,

A Good Night Out, London, 1981. See also
Catherine Itzin, Stages in the Revolution: Political
Theatre in Britain since 1968, London, 1980;

Robert M. McClaren, 'The Theatre and Cultural
Struggle in South Africa: Aspects of Theatre in the
Witwatersrand between 1958 and 1976', Ph.D, thesis,
Leeds University, 1980; Ronald Taylor, ed.,
Aestheties and Politics, London, 1977.

Szanto has identified three types of theatre propaganda:

agitational, integrational and dialectical. See
George H. Sazanto, Theatre and Propaganda, Austin,
1978, pp.9 & 72.

On hegemony and culture see detailed discussions in A. Gramsci,

See Ebrahim N.

Selections from the Prison Notebooks, Hoare and
Nowell Smith, eds., London, 1971, and Raymond
Williams, Marxism and Literature, Oxford, 1977,
pp.108-114.,

Hussein, 'On the Development of Theatre in East

- Africa', Ph.,D. thesis, Humbolt University, 1975;

Jesse Mollel, 'The Drama of Penina Muhando', M.A.
thesis, University of Alberta, 1979.



CHAPTER 1

1

AESTHETICS AND POLITICS IN TRADITIONAL

AND COLONTAL SOCIAL ORGANIZATION

This chapter looks at theatre performances in traditional society
as well as aesthetic and political factors affecting performances
during the colonial era. While providing a historical background to
theatre events in the post Arusha theatre events, the chapter highlights
" elements which would inform theatre practice after 1967. The argu@ent
here is that while there was some continuity to be seen in traditional
performances during the pre and post colonial era, colonial economic
and political organization brought changes in the aesthetics and
organization of traditional performances. Moreover, the introduction
of Western aesthetics provided not only an alternative to theatre
expression but also undermined the development and existence of
traditional performances. Theatre practice in the post independence
period and especially after 1967 can be seen as part of the political
and aeskhetic struggles to incorporate, reject or embrace elements from
both traditional and colonial theatre experiences. Kiswahili as a
chosen national language becomes part of these struggles and 'is closely

linked to the types of theatre expressions produced in the post Arusha



Declaration period.

1. The Traditional Forms of Theatre

'

Keir Elam provides the most useful definition of theatre which
embraces such activities as c#n be found in Africa:

Theatre is taken to refer to the complex phenémena associated

with the performer - audience transaction: that is with the

production a?d communication of mea?ing.inlthe performance

itself and with the systems underlying it. -
Theatre performance in traditional African societies is a manifestation
of social organization and practice, on one hand, and the specific
aesthetic systems which give the performancés their forms on the other.
This fulfils both material and non-material needs. The performances,
then, do not aim at mere imitation of the social reality but desire to
atune society to the universe. The approach to performance is
éosmolbgical combining both épiritual essence and material ﬁatter.
Man, the gods, the spirits, the‘ancestors and nature are seen and made
to form a link effected in ritualistic events. The cultural
expressionsof African traditional societies contain also within them
elements of pre-capitalist characteristics of communal organization, a
presence of low level technology and the intertwining of social
practice one into the other. Agricultural or pastoral modes of
existence, for example, co-exist with community interdependence,
religious,philosophical and aesthetic practice.2 In fanzania, the

'bugobogobo' dance drama of the Wasukuma is directly related to the

~way of life and activities of an agricultural people. Heroic



recitations reflect the traditional political organization of the
Baghayas or the pas£0r31 way of life of the Masai. These performances
reflect also the important role played by manual labour in both.
economic and aesthetic production. In manual labour, the important
power is hum;n labour which enables man to 6btéin the product of his
labOUt.immediately since there is no gap between the producer and the
object of his labour. His aesthetic expressions are also dominated by
manual labour centred around his own body - his'movements, gestures,
speech., His body becomes the instrument of transmission in an audio-
visual cultural media. Just as he uses the hand tool to obtain his
physical material needs, he uses his voice and body to create and
fulfil his non-physical needs. Orality and performance become very
important features of aesthetic expression in traditional societies with
the latter predominating:

There is no mystery about the first most basic characteristic

of oral literature ... This is the significance of the actual

performance. Oral literature is by definition dependent on

a performer who formulates it in words on a specific occasion

- there is no other way in which it can be realized as a

literary product.3

Finnegan does not provide us with the reasons why oral literature
and pérformance are important features of African societies. We can
nevertheless assume that it depends on the material and instruments of
expression which is man himself.

The communication structure of traditional societies with man at

its centre is also exposed through the intertwining of not only

different forms of aesthetic practices but also these with other social



processes, Art being a form of labour which is creative, is
indistinguishable from other forms of labour and becomes a
manifestation of the practical activity of man by virtue of which he
expresses and confirms himself in the objective world as a social and
creative being.4 The gaps between his religious and other forms of
ideological expression and aesthetic practice are very narrow or non-
existent. One has to look at ritual performances in both East and
West Africa to observe this phenomenon.

Take the Odwira festival of the Akwamu of Ghana, for example.

The festival is a manifestation of religious, political and economic
organizations of the society:

The people/celebrate this festival on the fall of the ninth

Adae. The festival has a three fold significance.  First,

it is a period of remembrance: a time when people are

reminded of the warrior kings who helped to found their state.

It is also a time when the chiefs and their people bring

sacrifices to their gods to thank them for the mercies of the

past and to ask for the protection in the future. Above all,

it is a time when people come together to renew their family

ties. In other words, it is a political religious and

social festival. ’

The ritual then becomes the people's attestation to their
fundamental religious and ideological beliefs. It also affirms their
tie to their mode of existence, the yam.  The yam brings together the
past and the future, the old and the new, the living and the dead.

The concern is the total welfare of the people and the reproduction of
values, systems, disciplines, taboos and political institutions.

- Amongst various tribal societies in East Africa similar rituals can be

observed. Okot pBitek has described one of them:

10



During the feast of Jok men and women and children from all
parts of the chiefdom gathered together, offered sacrifices

to Jok and prayed that certain dangers that threatened the
chiefdom as a whole should be averted. They feasted
together, sharing the sacrificial beasts and beer and dancing
at the chief's enclosure. With its rites, symbols and sacred
places the chiefdom Jok and its annual feast united members of
the chiefdom hence its political significance.6

In these societies, cultural content and institutions acquire a

11

significant importance because they carry the knowledge of the means of

production while affirming man's creative being and powers. The social

goal is pursued through music, dance, mime, drama, and poetry which are

- all united in performance.

The argument that African traditional theatre performances are
communal, participatory and have a use-value finds its validity in the
very social and political organization of its societies which they
share with similarly organized societies outside the continent. The

performances are communal because the society itself is communal,

Collectivity becomes a forceful element in both art and physical labour

as man is absorbed in the pre-occupation with survival. Work is the
responsibility of all and art being creative work is produced and
consumed communally. Moreover, the low division of labour makes it
difficult to separate the different types of material production as
well as distinguish cultural producers from consumers. This kind of
communality is especially strong amongst people who lack centralized
political structures. For those with centralized authority and a
display of divisions of wealth, privileges and status corresponding to

the distribution of power and authority, specialization in cultural



12

production results in @ifferent forms of participation. These
societies support professional priests and artists whose political
office means also economic privileges. But even here, the society
draws from the same historical and cosmological perspective. Goals
and intention are socially defined and the performances unite the
various elements in society'for a communal expression.

In performance, communal pafticipation ranges from an 'all are
performers' situation to a delineation of audience Qnd performers at
different levels of participation. The audience, however, no matter
its nature and composition is never a disinterested observer but an
active participant in the process of performance. In the story-
telling performances, the teller and the audience complement each other
from the beginning to the end. A dance could start a story in which
everyone present participates. Somebody, other than the story-teller
might inskigate the telling of a particular story, the teller is urged
on, challenged, stopped or guided. Songs are sung, music played and
dances performed within the participating nature of the form and
occasion.

Oyin Ogunba has warned against the notion that traditional African
audiences are 'participating' audiences:

If what is meant by this is that all the people like one man

join in the performance, then it would be simplistic appraisal

of the phenomenon; what takes place rather is that the drama

relies heavily on the creation of the right atmosphere, that it

is more conceptually based than the general run of drama in,

say the western tradition.7

Ogunba is right when he tries to dispel the romanticized notion of
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participation in traditional performances but the creation of the right
atmosphere is too ambiguous for the type of involvement of traditional
audiences not only at the conceptual base but also during the process
of performance itself. ' Not only aré& they attuned to the social and
aesthetic symbols and signs presented but the physical participation
itself becomes important.

Another feature which has often been linked with traditional
theatre performances is the‘use-value inherent in its practice. It
has been argued that the pedagogical nature of theatre performances
like story-telling, some rituals, dance, drama recitations etc. are
shown in their acting as institutions for the reproduction and
translation of social values from one generation to another. Ia this
they fulfil what Dobrowolski has called 'two needs of human existence’,
the-improvement of human existence and the regulation of human
relation;hips.8 While, on one hand, man tries to gain mastery over
his environment, on the other, he tries to order his relationships.to
other men through the set of values, capabilities and skills which bind
them together. The performance arts participate in both of these
human struggles And needs.

The ideological element of the performance arts is seen here in
its capacity to influence and shape consciousness. Examples are many
" in which various performance forms are shown to be vehicles of
instruction. Most girls in various communities in Tanzania go through
an initiation ceremony called 'Unyago' generally or 'digubi' in

particular areas.? Some of these use theatre performances extensively
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in the ceremonies. 'Dufing ‘unyago' a girl is initiated into womanhood
by elder women who use‘dance, mime, dramatic scenarios and songs to put
her through the process of symbolic death from one status to a rebirth
into another. Her responsibilities in the new status are imparted to
her through the performances.10 The pedagogical function of theatre
can also be seen in ther'Mﬁole' ceremonies of the Wazaramo, the Ngasi
of the Wachaéa as well as in the rituals for the dead amongst the
Wahehe and the Wanyakyusa. The pedagogy through the performance content,
however, 1is in the main static, making the value systems imparted quite
rigid. The aim is to retain the status quo. Such characters as
rebels, for example, are not tolerable charac;ers in the traditional
context where the drive is for confofmity. This rigidity in its
content contrasts greatly to the openness of the performances where
there is ample roém for improvisation. - The forms and structures used
are in é ;tate of flux so that thebperformances display flexibility.
This flexibility can be seen in the individual performance elements
used as well as in the relationship which exists between the different
_elements.

Another characteristic which is widespread in traditional
performances is the use of symbolic content and conventionality or
'stylized forms' as Soyinka calls them. Examples of symbolic content
in theatre performances are many and in this the African traditional
theatre shares with the pefformances, for example, of the Chinese where
action and objects conjure up images of realities which transcend

.everyday realiﬁy.ll During these performances the performer leads the

‘s



audience to a perceptfon of a wider implication of reality. Victor
Turner recounts the ritual performances of Ndembu of Central Africa
this way:

In Ndembu ritual context, almost every article used, every

gesture employed, every song or prayer, every unit of space

and time, by convention stands for something other than

itself. It is more than it seems and, often a good deal

more. The Ndembu are aware of the expressive or symbolic

function of ritual elements.l2

During the initiation ceremonies of the Wapogoro of Mahenge,
a girl is put through symbolic events. The day oh which she is
presented to the public, she goes through a symbolic death while her
mother goes through a symbolic childbirth. There are also objects
and enactments for symbolic c%?tion to introduce the initiafe into
sexuality. The initiate is then given back her power of speech, to
walk and perform all the other daily activities. The whole
performance which takes the whole last day of the one week event is
infused with dance, songs, enactments and physical representations
endowed with various symbolic meaningsl3 - meanings which encompass
the particular cosmological world view. The purpose is not a
‘realistic portrayal of an object or experience but an extraction of
these through knowledge to create a wider reality. This is true of
not only the African performance arts but the other arts as well like
painting and sculpture. Reality is penetrated and the essence
exposed. Animal characters in folk-tales represent human behaviour

and types; varying word and musical tones are representations of

actions, space, and attitudes; formalized gestures are mimetic

15
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representations of character and action. The symbolism, however, is
. translated back to reality for the representations affect and have real
presences in everyday reality - be they metaphysical or material
presences. John Iliffe 1s correct when he points out that to many
Africans 'ritual is not merely symbolic': it was most often real.
He is, ﬁowever, not quite Eorrect when he observes that in spite of
their powerful symbolism and rituals, the 'Africans were not
necessarily religious'.14 It is not clear what measures of religiosity
Iliffe has used to make this evaluation. The traditional societies in
Tanzania, it is true, most often lack the complicated pantheonic
structure found‘amongst such people as the Yorubas of Nigeria.
However simple their spiritgal world in structures, most adhere to the
beliefs and the metaphysics of their cosmology. Earlier on Iliffe
observes that practices in certain cults show an 'immediacy to
religi;us life'.15> This immediacy is not peculiar to certain cults
aléne but to all communities with their own separate beliefs and
organizations. Whatever the particular world view, its perceived
. reality was expressed through symbolism in a variety of ways for
’objectiQes which were quite specific. Dan Ben-Amos has called this
kind of communication 'the symbolic meanings of a category of
expressions':
Texts, framed into genres and performed in socially defined
communicative situations, acquire significance beyond literal
meanings of their constituent words ...Genealogies and
legends function towards the promotion of social stability

because they are symbolic expressions of political power and
historical truth.l6
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The symbolism in African performances works a lot through conventions.
Convenﬁionality here means the adherence to an elaborate system of
recognized customs, symbols and accepted rules which act as signals
between performer and the audience. Conventions can be traditional
(inherited) or occasional, set for the purposes of a particular
performance and audience. lThe audience recognizes the conventioné
because either they know them alfeady or because they have been clearly
set and defined for the particular purpose at hand. On the general
level, each theatre style has its own conventions born out of the
particularity of the cultural experience. ConQentionality in the
Chinese traditional theatre manifests itself in the employment of
specific movements, props, costumes, music, instruments and language.
Though differing in practice and degree, the African traditional theatre
displays conventionality, for example, in the strict adherence to
particula}.forms, participants and space in some performances. A good
example are the ritual masked dances of the Makonde of Eastern Africa,
called 'Midimu'. The 'Midimu' ceremonies are usually performed during
the dry season (June-October) when the moon is between a quarter and a
half phase. Even though the ceremony might be performed after some
felicitous event such as a bountiful harvest or a large haul of fish,

it is principally done at the termination of the initiation of boys and

girls., The most distinctive feature of the Midimu' dances is the usage
of masks. These masks are specific in character, costume, dance and
music:

Some of these masks represent spirits of the dead or spirits
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of mythical animalé such as the great monkey, Linawere ...

Other masks represent characters or animals and each of them

has a different costume ...17
Besides a different, distinct costume, each mask has its own dance
movement, souﬁds, music, songs and mime.18 The audience acknowledge
and recognize the masks on three levels; as representations of
animals, ﬁeople or spirits;, as symbolic representations of particular
traits and values; and as maniféstations of forces which have links
to their social being. The area for performance for Midimu' is usually
quite specific in each community, a characteristic that can be found in
other performances like.those associated with Mkole'. A few days before
a girl is married, a 'mkole'is held, The event takes its name from the
tree under which the performances are held. If there is no '‘mkole’
néarby, another tree is chosen such as a mango on top of which a'mkole’
branch is hung.l9 Symbolism legitimizes the reality of the mango tree
as hkole;and it is the representation rather than the actual tree which
gains importance.

Language tends to display conventional patterns as well. Usage
Cof particular verbal forms in particular occasions as well as
deviations from these are recognized as patternms. Sex, age and
status are features which can become variables in determining the usage
of verbal forms:

The thematic domain of folklore in each society is culturally

defined. The formulation of narrative plots out of

this substance is also subject to principles of creativity

and existing conceptions of narrative and poetic forms ...

The social circumstances in story telling situation and the
narrative abilities of the speaker affect the content and
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the structure of narrative, but even these changes follow
rules for social verbal behaviour.Z20

Tﬂis is not to say, however, that in all traditional performances,
everything which is heard or seen is symbolic and conventional but
the argument stands that these characteristics are so important and
dominant that even improvisation occurs within recognized symbols and
conventions.

Traditional performances display also a complexity of attitudes.
The perfo;manceé often combine the serious and the comic, the reverent
and the irreverent, the sacred and the profane. The positive nature
of reality is oftentimes portrayed alongside false pretensions.
Ridicule, irony, sarcasm, satire, are all used to create comic moments
even within non-comedic occasions. Finnegan singles out the Mande
comedies as exceptions rather than the rule in African performances
with satiric elements. This is not quite true as various other
examples exist which show this‘characteristic: the dance-drama of the
Yorubas and Hausa, the Isinyago and other Mask dances of the Makonde,
the heroic recitations of the Bahima and the Bahaya, just to name a few.
Moét often the satiric out-look is not confined only to performances but
to the overall social cosmological out-look. Adedeji points out the
Yorubas as a good example.21 The Pogoros of south-eastern Tanzania
perform satirical scenarios which accompany burial ceremonies. These
incorporate features of the serious and the comic. While the dead is
mourned, ancestors are invoked to receive the deceased. At the same

time enactments are done whose material comes from the dead person's’

-
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life, his relationshiplgo the spirit and the living world. Satire is
a major part of the performances done at these funerals.22
One form of traditional theatre performance which drew a lot of
attention in the post Arusha period was 'Majigambd or heroic recitations.
In their traditional form heroic recitations display some of the
features &iscussed abové as well as specific elements peculiar to them
because of specific political and‘aesthetic factors which inform it.
Heroié recitation is a genre both literary and-the;trical which
has been called simultaneously heroic poetry or poems, praise poems or
poetry. ~ This form has been practised by amongst others the Wanyakyusa,
Wazanaki, Wakunga, Wangoni, Wamasai and Wahaya of Tanzania. Outside
Tanzania, such groups as the Zulu, Bahima and Banyankole amongst others,
have used this form. A.C. Jordan has pbinted out:
To the Bantu-speaking ... the praise poem is their proudest
artistic possession. It is in this genre that the greatest
possibilities of a Bantu language as a medium of literary
expression are to be found.2§ '
But praise poems or heroic‘recitations are not enclosed literary
expressions. Their meanings and functions can only be realized in
their dramatization or perfo;mance. The linguistic and poetic
features are harnessed to effect a theatre event which is highly visual
and aural. Such items aé verse and stanza organization, sounds and
their combinations, pitch, tones, voice quality as well as meaning of
- words provide wﬁat Mazisi Kunene has termed 'the symphonic strucfure'.24

Dance, movement, costuming, music and acting are to varying degrees

used to realize the full meaning of heroic poems in performance. .

-
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As poetry, heroic~reéitation relies on imagery, metaphor and
figurative language where there is little stress on personal emotions
but rather 'a series of pictures is conveyed to the listeners through a
number of laconic and often rather staccato sentences, a grouping of

25

ideas which may on different occasions come in a different order'.
Some outsidérs have considered the expression in the poetry obscure but
this can only mean that the imagery and cultural signals are denied

such observers.

The origins of heroic recitations remain obscure but it has been
argued that the form was well nurtured and developed amongst hunting
and militaristic peoples. Kunene points out that because of the ever
present challenge to manhood by frequent wars, encounters with wild
beasts in hunting and various other dangeré, the society was forced to
look upon courage and heroic deeds as necessary for its survival.2
The invocaéion béfore and recounting of the events after a hunt or a
war provide good opportunities to narrate and display the strength, the
courage and action of the individuals involved. Praise names are used
which link one's immediate action to those of his ancestors. The forms
of praise poetry are also used during various occasions such as
weddings, installation ceremonies, festivals, receptionfor important
visitors etc. The occasion usually determines what type of poetry is
appropriate. Socially, heroic poetry has the function of transmitting
accepted values, history and for forging kinship relations. Although
this genre can be found amongst 'stateless' peoples, it has flourished

more in hierarchical structured societies where institutions of kingship
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or chiefships are emphasized. Here, heroic recitations become means
for the rulers to consolidate their powers, justify their positions and
are generally used as a means of obtaining favour and power. The
Bahaya of Tanzania are a‘good example. This society passed from a
syétem of clan leaderéhip, through political segmenéation to an
amalgamation of the clans and a feudal kingdom under the Bahinda. The
Bahinda, a pastoral people, are said to have come from Bunyoro (Uganda)
and through coercion and persuasion consolidated po&er. The political
system was feudal and hierarchical which stratified the society. This
political system encouraged the development of heroic poetry and the
rise of heroic poets as specialists. The class nature of the society
eventually dictated the occasion, the type of audience and the content
of heroic recitations. Hunting exploité and military heroics became
prominent..z.9

Even in class society, however, heroic recitations are public
performances addressed to an individual or group. Audience
participation means joining in the rejoinders to encourage the reciter,
singing and dancing or challenging the actions of the performer.
Aesthetic appreciation is achieved by a combination of the reciter's
ability to create and evoke images, the arrangement of words and sounds
to attain particular effect, flexibility and restraint in dance and
movement as well as the mimetic ability of the performer. Rugyendo
has described a traditional heroic recitation this way:

The performer recites at a terrific pace and at the same time

~ jumps about, dances with his feet, arms, jabs his spear
: backwards and forwards, as if to strike, while working
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dexterously with his shield to defend himself. As the shows
are held ©n a competitive basis with, say, two men weighing
their acts of bravery against each other, one's jabbing of
the spear and defence with the shield will be at and against,
respectively, like the actions of the other man. It depends
upon creativity and acting ability of the actors to keep the
spectators with them. The actors have got a way of dividing
up the lines they say evenly and then pausing for breath at a
point that makes sense and when the spectators have reached a
point of high change of ‘emotion which they want to let out.
At each time the performer pauses the part1c1pat1ng audlence
register enthusiastically with 'Yeeeeeee'

Morris has observed the same performance characteristics of the
heroic recitations of the Banyankole (whichare the same as the Bahaya's)
where the manner of recitation is as important as the content itself:

Each verse must be recited at an abnormal speed without pause

either between words or lines and the reciter must not falter

in so doing. The speed of the recitation is such that only

those accustomed to this art can attain it. ... In his

right hand he may hold a spear horizontal above his shoulder;

with which he from time to time gives small forward jabs for

emphasis.29

By using metaphor and simile a reciter praises himself, his clan
and ancestors. He compares himself to natural phenomenon, to animals
and to legendary or mythical beings to show his moral, physical and
emotional courage and bravery. The following is a praise poem from

the Bahaya in which military exploits are evident as well as the

reciter's recounting of his deeds with allusions to places, events and

people:
I am the gates of Mukabya's royal palace that rattle as they
open
I speared the Baganda foes! Mbindi Bitegelelaine, Kaisailiwo

and Ijumbi's brother
Lastly the Ganda who fell dead at Ryamahoro
I am a stick of wood that escaped the chopper's axe
~ And fiercely hit Kamunyu's eye
{ I am a brave warrior who wiped out the Baganda foes
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I was then named 'womb protector' the invincible warrior who
fought bravely at Kabwela a whole day and cattle were
compelled to remain indoors

LS

I am the lightning that shines in dark w11derness
I could see fish very deep in the sea

I was given a praise name!

Byaishwa.

- The heroic recitations, the different forms of story theatre,
dances, dance musical forms as well as performances which are part of
the many ritual and ceremonial events show traditional theatre perfor-
mances as events imbued witﬁ complex realities. The integration of a
complexity of realities as well as aesthetic forms in theée
performances has led some to consider them as examples of 'total
theatre'. Adedeji has called them 'the gestalt of all the art forms
in oﬁe performance'31 and meanings are derived from the essence of the
total performance rather than in any individual component. While
these forms of 'total theatre' have continued to exist in Tanzania,
their aesthetics and organization have responded to and been affected by
historical factors; The contemporary theatre practitioner who draws
his sources from the traditionai forms is doing so at a time when both
colonialism and independence have been social realities. The
economic and political re-organization brought about by colonialism,
for example, introduced new organizationél structures as well as new
functions for the traditional performancés. These were to play a
part in the use of traditional performances in the post Arusha
Declaration period as well as provide the political rationale for the

rejection or incorporation of changes brought by colonialism.

S
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2. Traditional Performances in Colonial Times

While not being enthusiastic about the existedce‘or development
of African traditional performances, the coloniél government found it,
at times, convenient to exploit them for its own benefit. Traditional
performances were recognized.as crowd pullers especially during
exhibitions which had economic motives. The many people who could be
drawn to the performances could in turn be potential buyers and
consumers of goods displayed at the exhibitions. In one of its
reports of 1948, the colonial administration directed:

We attach particular importance t© the exhibition or show as

a technique. ... Plays, dance, concert parties and the like

can be intimately connected with the exhibition technique

especially if traditional festival and celebrations are
utilized as a setting for the exhibitions...32

The report went on to recommend the use of folk tales and drama in
these performances because, as one official put it, the native was such
a 'natural performer':

To a large extent the instinct of the people for the music

and drama finds spontaneous expression, whether in musical

and dramatic societies or in tribal ceremonies.
Tﬁe encouragement for these performances had another underlying
rationalization for the colonial government. The activities demanded
neither investment nor financial expenditure. The performances were
to be done by already existing groups. A All that was needed was an
official order to be given and the groups would be forced to make an’
appearance. When a suggestion was put forward to invest more in the

shows, the Colonial Office wrote to the Secretariat in Dar-es-Salaam

cﬁtegorically rejecting the suggestion:
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We know only too well that this is no moment for suggesting

anything that calls for further expenditure by Colonial

Government.  But there is clearly a great deal to be said

for anything new which might help popularize government

provided that it can be done cheaply and without undue

demands on manpoweq.34
It seems that the colonial government was not only reluctant to invest
more in what it clearly saw'as a profitable venture, but even the
minimal funds which were allocated were not always available. One
official involved with the shows complained:

There are three main snags to staging anything - lack of

time, the difficulty in some cases of obtaining certain

materials and the ever present shortage of money.3
Prior to 1948, however, the colonial administration's attitude towards
traditional performances had been almost a reversal to the post 1948
period. Up to that time traditional performances were discouraged and
in some cases prohibited. 1In the latter case they even became
punishable offences to the practitioners. Evidence shows that the
government's attitude towards traditional performances as well as the
arts in general generated some concern from certain individuals. In
a correspondence between the General Secretary of the African
Association and the Chief Secretary to the Government, accusations and
denials on official policy featured heavily. While the General
Secretary complained about the government's prohibition of traditional
arts and the consequences, the Chief Sebretary denied that it was
official policy. He attributed the General Secretary's view as due

. . . . . 36 .
to misunderstanding and misinformation. The fact remains, however,

neither in the correspondences nor in its practices did the government

-
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encourage traditional arts or performances. The change in 1948 came,
as we have already seen, as part of economic interests. There was
also a political factor in this change. Prior to 1948, traditional

performances were seen as encouraging divisiveness and tribal

i

identifications. The administration feared that these might lead to
chaos. But with the advent of nationalistic tendencies amongst the
ruled populations, there was a change in the official attitude. The

colonialists moved to contain the nationalism which was threatening its
colonies and the endorsement of traditional performances became one way
to realize this containment. So the change can be viewed as neither
charitable nor unconscious. Having stubbornly surined official
negligence and rejection, traditional forms became useful for economic
and political ends.

The‘organization of both the German and British colonial economy
caused gfe;t migrations. of people from villages to urban or plantation
centres.37 In these centres, people who came from the same villages
or tribal areas formed social and cultural groups. This was made easy
by the fact that people from similar origins tended to settle around
each other. In a survey on Dar-es-Salaam, for example, J.A.K. Leslie
has reported that most Waﬁyamwezi éettled in Magomeni, enclaves of
Wasukuma could be found in Kigogo, Vingunguti and Kigamboni areas while
Wazaramo congregated in Buguruni.38 - It has been reported that by 1954,
there was about 58 cultural troupes in Dar-es-Salaam which were
performing ;egularly. Amongst them were such organizations as the

Ukami Union which brought together the Wakwere, Wakwami, Wazigua and



Figure 1: Traditional dancing under watchful eye of missionaries,
Kwiro Mahenge, c.1958.

Figure 2: Traditional performance in a village-like setting, Zinj
The Village Museum, DSM, 1984.
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Waluguru; the Ulanga Association of the Wapogoro; and the Southern
‘Tanganyikan People's Union of the Wanyasa and Wamatengo.39 The
activities of these groﬁps included the performing of traditional
dances, rituals, ceremonies and more.often than not, taking care of the
general social welfare of its members. It was, at times, to some of
these groups that the colonial administration turned, especially in the
cities during exhibitions and festivals. One member of such a group
has reported:

We were organized to help each other in many ways - during

difficulties like an occasion of death. Or happy events

like marriage. We had a dance group and we performed

everywhere but especially for the tribal members. Rituals

and ceremonies were very important to everyone being away

from home. We participated in these too. Sometimes we

were called by the government to perform. We didn't like

that always. Sometimes we had to spend long hours,
sometimes a long time without food. Unless we brought it.

40
The groups obviously selected carefully what they performed for
outsiderg, for example the exhibition shows, Empire Day ceremonies and
other colonial celebrations. Celebratory dances and dance dramas
became the most popular. Performances connected with rituals of
burial, possessions or rainmaking were usually reserved for the
particular occasioﬁs which necessitated the performance. 'Ngoma! then,
or the dances, were widely performed when toleration for such
activities became the official attitude,.

In the urban areas, performances were not only through tribal
affiliations. There were also organizations which brought together

people of different ethnic origins but with similar interests. The

Beni organizations were such a group. The Beni clubs were, in a way,

ha
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the first social organiéation which transcended tribalism. It has
been pointed out by Ranger that in Tanganyika, 'Beni was the expression
of competition between two 1evelslof those young men who had moved out
of or away from "'tribalﬁcontext"'.41 The colonial situation itself,
then became the reason for the birth of Beni. Encouraged by both
missionafy and government elements, Beni spread quickly from the coast
to areas in the hinterland. The members of these clubs were usually,
the Africah civil servant, teachers, soldiers and tﬁe like. Beni took
its expressive elements from colonial social and political organization.
The movements, costuming and music, for example, borrowed from the
colonial military bands, music and character.42 In the beginning, the
Europeans hailed Beni. They saw in the imitation of European dress,
drills and organization a good move away from the traditional barbaric'
dances. . In times of war Beni provided a chance to support war efforts
as well és celebrate the victories which followed. It provided good
opportunities for integrating a colonized people within the culture of
their masters. Beni, however, proved too successful in its organization,
é fact which alarmed those who initially supported it. Beni
associations became pre-occupied not only with the dance but provided
a wider social forum for its members. Both the government and the
missionaries changed their tune and were quick to react:

This ngoma ya Beni is a political secret society of communist

origins, It is strictly forbidden for our Christians to

join this society.
This comment reversed the missionaries' attitude towards Beni who only

years before provided the then freed slaves with props and costumes for



Figure 3: A T“beni® variant, DSM, 1984.

Figure 4: Traditional

dance (Selo) on stage,

DSM,

TP

1984.
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a Beni-like show.44 ‘The government also thought the Beni movement
needed to be watched closely because they might evolve into more formal
social clubs 'with political implications'-.45 These colonial fears
were not wholly unfoundeé. Some prominent members of Beni
organizations later became iqstrumental in establishing associations
with more clear nationalistic cha;acteristics. These became fore-
runners of TANU and the Independence Movement.46

The migration from the villages initiated by colonial adminstra-
tion brought one of the major changes in performance aesthetics -
participation. Those away from their home areas, were performing
amongst an audience which was not always homogeneous. In this
situation aesthetic and social links were not always present to allow
either for physical participation or mental atunement. Performances
were becoming more and more an event where the performers were
separated from their audience. Except in rural areas where
‘homogeneity is still possible, the traditional model of participation
continues to be absent in many places in Taﬁzania. The
heferogeneous nature of the urban population in both colonial and the
post-independence period has meant that some symbols in performance
have become obsolete or replaced by different symbols. Performers
cannot rely on the specificity of traditional symbolic language,
gesture, costume, dance etc. to convey meanings. They have had to
adapt new ways to speak to this larger audience. Even though there
were close links between some of those who had moved away and their

original rural areas, some of the performances have lost their sense



31

of immediacy and social purpose. Harvést celebrations, for example,
are still part of a reality that embraces the seasons and the economic
way of the peasants. These celebrations do not, at the immediate
level, mean the same thiﬁgs to the urban worker. While certain
rituals continue td be observed amongst groups in the towns, both the-
colonial ;nd independence experience inaugurated other rituals in which
the performances took new meaning and functions. One organizational
characteristic which the colonial migrations of peoéles did not affect,
was the fact that performers in the new areas did not develop into
professional groups - those who made their living only through
performances. Even though the urban groups did not become self-
supportive, however, there was during the colonial times, the
inauguration of charged fees for perform;nce, a trend which grew after
independech and especially after the Arusha Declaration. The
performance fees during the colonial era were mostly in terms of either
a 1imited amount of cash to the performer and/or the.provision of food
and drinks by the host.47 Except in the villages gate fees have become
pért of theatre, sometimes rising to ridiculous dominance.

It should not be assumed, however, that traditional performances
were only affected in areas where people were forced to live away from
rural areas. Even in rural areas, the colonial economic And
administrative policies and practice broke down traditional cultural
entities when communities were dismantled and fragmented. Indigenous

political authority was undermined through the replacement or co-optation

of  chiefs and traditional organizations by foreign colonial administrators.



Thus performances-apa ceremonies that were part of the political
institutions of society eventually lost meaning and reasons for their
existence. Christianity which had adopted a 'radical' rather than
'adaptive' approach to its proselytization campaign did much to
accelerate the deterioration of traditional performances.48 Converts
were forbidden to participate in rituals which featured so man}
performances. P.0. Mlama cites the example of the Masai heroic
recitations which were prohibited by officials after infi1trating them.
During the recitations, officials tried to gather information on
cattle raiding as the reciters boasted of their exploits. The
officials then moved in to arrest the boasting raiders thus discouraging
anyone from practising the art form.49 With a few exceptions, those
introduced to colonial education were parély or completely cut off from
models of t;aditional performances. With such a background the call to
revive, reétore and develop traditional performances after independence
and especially after the Arusha Declaration is understandable. But the
task to use traditional forms for a contemporary society demands analysis
and selection. Traditional performances like other traditiomal
practices are not frozen entities to be transplanted from era to era.
The organization of contemporary society cannot accommodate some
traditional elements which are oppressive and contradictory - elemepts
which need demystification. Traditibnal performing arts, for example,
contain within them elements which propagate and perpetuate the
oppression of women. The importance of sexual differences and the

dependent position of women are elements which feature in some story-
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telling performances. - The situation is made more complex and
aggravated by the participation of women as performers who popularize
‘these elements of their own oppression.

Theatre during colonialism, however, was not only characterized by
the disruptions in traditional performances or new organizational
structures as well as audience in urban centres. Theatre actitivies
were also affected by the introduction of western dramatic forms, forms

which have made a great impact on theatre practice up to the present

day.

3. Western Drama

Western drama as introduced in the then Tanganyika brought with
it aesthetic  features which stood, for the most part, in opposition to
the aesthetics of traditional performances. The most important of
these features was an element inherent within western drama as that
mode of fiction designed for theatre performance with particular
conventions which emphasize the character to character communication
within the established fictional world of the drama. This feature
brought with it conventions which made it possible to enclose the
theatre event and establish different relationships between performer
and audience. The proscenium framed the performed events of the
drama which progressed through their own justifiable internal logic.
The presented reality, therefore, did not necessarily need to be

transcended nor could the performance necessarily fulfil needs outside
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the performance. The,fdcus on the character to character in the drama
established the primacy of the individual and his psychology. This
meant that the psychology of the society took second place to that of
the individual and this informed the internal and external conflicts
which the drama deﬁanded. These were some of the aesthetic features
which have.plaYed a consider;ble part in the development of theatre
practice since the colonial times,

In his 'On the Development of Theatre in East Africa', Hussein has
presented a detailed account of the introduction of Western drama forms
in Tanzania.so There were two major channels that were used
especially by the British to inculcate the aesthetics of Western drama.
The first was through the schools where Victorian drawing room drama

and Shakespeare were introduced in European, Asian and later in African

schools in the early 1920s. By 1922 plays like Gow's The Sherrif's

Kitchen, Milne's The Ugly Duckling and Francis' The Birds of a Feather
fitchen g

. . . 1

were being performed in schools in Dar-es-Salaam.5 The reason why
the schools were found to be a good outlet to popularize this drama was
given by one Provincial Officer:

In general Africans lack initiative and application, as also

experience in matters of this kind and I consider that our

best line of approach is to encourage those educational agencies,

both Government and Mission, which are under direct European52

guidance, to give a lead in the provisions of entertainment.
This encouragement came at a time when the introduced drama was
developing very slowly. Between 1922 and the end of the 40s, drama as

envisioned by the colonialists had not picked up the desired momentum.

After 1949, however, there were fast developments and by 1952 almost
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all schools were active in dramatics.53 The works of not only
Shakespeare, but Shaw and later Gilbert and Sullivan could be seen on
many school stages. Besides encouraging teachers to use drama as an
extra curricular activity;‘it was also made part of the English language
or English literature syllabuses which were compulsory in any
curriculum;

In 1957, the British Council inaugurated the Schools Drama
Competition (later renamed the Youth Drama Festival); Schools were
encouraged to enter plays which were judged according to the literary
merits and the performaﬁce skills of the groups and individuals. The
chosen plays also had to adhere to stipulated guidelines which
included: they had to be in English; consist of at least three
characters; must be a one act or extract of full length play; and
not last more than 45 minutes. ﬁlocution and proper speech, however,
became dominant elements. Commenting on a typical Drama Competition
event in East Africa, Peter Nazareth has said:

The adjudicators, like the teachers, would talk about dictionm,

delivery, timing, pauses, clumsiness, etc., so that most of

the indigenous actors and actresses who braved the stage were

forced into a prepared mould of 'correct English' on the

stage. ’

In most cases, how one spoke counted more than how one acted. The

plays in the competition included such entries as The Birthday of the

Infanta, White Queen Red Queen, and A Little Nut Tree. The

competition as a method of popularizing drama became an important
feature even after independence. In 1963, the British Council

withdrew its support for the competitions and it was not until 1966



Western drama and aesthetics:

Figure 5: White Queen Red Queen, Marian College, (Kilakala Secondary
School), Morogoro, 1962.

Figure 6: The Mikado, Marian College, Morogoro, 1961.
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that they were revived»by'the Youth Drama Association based in
Dar-es-Salaam. Besides schools, clubs were invited to participate.
The competitions opened up to entries in Kiswahili as well as in
English. Original plays; all in Kiswahili started to appear either

in performance or playwriting competitions. Contributors included
E.N. Hussein, C. Uhinga and é, Kutalambulla. The English entries,
however, continued to be plays impérted from Europe and their numbers
exceeded those in Kiswahili by a small majority. Not only the schoéls
continued to dominate the competitions but the choice of Dar-es-Salaam
as venue favoured those groups near the capital. Out of the 10 groups
which participated in the 1966 and 1967 competitions, for example, only

one group came from outside Dar-es-Salaam and two were not educational

institutions, English entries included J. Henshaw's Medicine for Love,

G.B. Shaw's_Pzggélion; William Barrow's End of Term and Yves Chabrol's

The Fish. Soyinka's The Trials of Brother Jero and Henshaw's Medicine
for Love became the first plays in English by Africans to be performed

when they were both entered in 1967.55

In spite of the enfhusiasm and interest the competitions generated
amongst their participants, some observers saw in them inhibiting factors
which could affect theatré development in Tanzania. Acting as
adjudicators‘to the 1969‘Drama Competitions, John Carthew and Farouk
Topan complained about the lack of rapport between performers and
audience in most play entries of that'year. They attributed part of
the.cause for this situation to the dependence 'of proscenium arch.

coﬂventions' which created a poor actor-audience relationship. They
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gave three recommendations in their report for future productions:
emphasis on audience participation, abandonment of imported dramatic
structures and an emphasis, on the part of the playwrights, on

56 While these

performance rather than literary objectives.
recommendations wére noble, they seem not to have taken into account
two factors which produced the type of plays they criticised. First
of all, the schools were being exposed to no other alternative theatre
forms except those within western dramatic conventions. The results
of the Arusha Declaration's encouragement for traditional cultural
expression were still in their infant stages of manifestation. Most
participants, therefore, were relying oﬁ the familiar traditions of
Western Drama. The second factor was the nature of the understanding
of the Western dramatic convention in the schools. The expatriate
teachers who taught drama in the schools were not themselves
intimateiy-conversant with the aesthetics and structures of the drama
as a form. The native teachers were in an even worse position having
_ received their knowledge from the expatriate teachers. The students
and teachers who aspired to write plays using the Western dramatic
model were faced with a serious lack of knowledge and skills in creating
the dramas. And since little experimentation was attempted on drama
in the schools, the writing aspirants had no alternative models.

Both the schools and the competitions provided Tanzanians'
exposure to Western drama which Has had a great impact on contemporary

theatre practice. The competitions ceased by 1973 but its model was

adopted later by the Ministry responsible for culture and continues to
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be a familiar feature.  Schools and the competitions, however, were
not the only channels used to encourage drama in the colonial days.
There was encouragement and support for theatre associations like the
Dar-es-Salaam Players (1947) and the Arusha Little Theatre (1953).
These were expatriate theatre groups which drew their membership from
colonial administrators, officers, educators and their spouses. The
groups could be found not only in Tanzania, but in such other places as
Kenya, Uganda, Malawi and Zambia. The educated 'elites' were
encouraged to attend the groups' performance and occasionally were
given a chance to perform.

The aims of the Dar-es-Salaam Players (later renamed the Little
Theatre) have been described thus:

The Little Theatre set out 'to promote and foster knowledge

and appreciation of the arts' ... and in particular the

dramatic and musical arts' and 'in furtherance of this to

provide facilities for instruction and education in the

above arts'.?’
While providing outlets for the propagation of Western drama, however,
the expatriate theatre groups fulfilled another colonial need - that
of providing entertainment for its white employees. Commenting on
this in reference to Zambia, Chifunise has said:

While the colonial government and mining companies were not

enthusiastic in providing the Africans with cultural and

recreational facilities it was their main responsibility to

make sure that their white recruits lived in the most
comfortable and superior conditions to their home conditions.

58
Thus the theatre groups ensured a further separation between the

expatriates and most of the native population and in a way reinforced

raéial segregation. The Little Theatres continue to exist in Tanzania
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but they represent not-oniy an anomaly in cultural activities, they are also
regarded as being at the periphery of national cultural expression.

They still continue to perform to their expatriate audience, whatever

last season's performanceé at the West End and Broadway but they no

longer play as important a role in shaping the country's theatre
development;

Besides the expatriate drama clubs, there were also 'mative groups'
performing short plays and skits during the colonial éra. Official
records mention the existence of two groups, for example, one in
Bagamoyo and one in Dar-es-Salaam. This latter group was so success-
ful that officials labelled it 'professional'. It was said that these
drama. groups started 'with a minimum of encouragement while they are
always a caricature of life manners. They are exceedingly popular
sometimes ;hqy even make money for their organizations'.59 The
development of the activities of the native groups as well as theatre
as a whole, however, was affec;ed by another cultural expression - the
film. The film can be said to have affected theatre in the colonial
er# on two counts: the film was officially more preferred than the
drama and the film's influence on especially the short plays and skits
popularly known as Vichekesho.¥

To achieve a faster pace in education and culture, the film was a

more preferred medium than the drama - a factor which diverted official

* Vichekesho comes from the Kiswahili verb Kuchekesha meaning to
 amuse or cause laughter. Kichekesho is the noun - that which
: amuses or causes laughter; the prefix vi denotes plural.
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financial and moral support from the theatre to the films. The
Government then pointed out:
... the cinema is perhaps the most potent and promising line
of approach for the recreation and amusement of the people
(to say nothing of its immense capacity for educational use)

since modern film provides a valuable visual aid which is
readily comprehensible by the literate and illiterate alike.

60
Besides the general educational and cultural objectives, the cinema was
seen as a means to support and increase economic production. Moreover,
‘the increase of wage earnérs and moneyed peasants meant the government
could benefit from film revenues as more peasants paid to go to the
cinema. There was also the question of control and personnel.

Unlike the theatre, films could technically be more controlled and the
final product was thus more predictable. Film was also seen as a
cheaper venture as it needed a small initial investment and a few people
to run the projects. So, film more than theatre received Government
suéport.

The influence of film on Vichekesho is difficult to document
because of two reasons. First of all forms of Vichekesho have been
seen to exist prior to the introduction of film. Secondly, the
unavailability of Vichekesho prior to film has made a comparative study
impossible. .  That there was cross fertilization between the comedy
plays and film is evidenced by two factors: the accessibility of films
to those who were also active in performing Vichekesho and similarities
between the forms and content of films and Vichekesho especially in the
40s and 50s.

Hussein has tried to establish that Vichekesho followed two

¢
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different developments. The first type was that which developed in
Zanzibar at the turn of the century and was popularized by such
performers as Siti binti Saad and Bakari Abedi. This type of
Vichekesho later spread to other places such as Tanga, Dodoma and
later Dar-es-Salaam. The comedy skits were used as interludes during
Taarab¥* performantes.62 The second and more familiar trend in the
development of Vichekesho is that which can be seen as the result of
school drama popularized by clubs of local players. _These two trends,
however, were both urban based in spite of the fact that they were
practised by different social groups. The eclectic nature of the
urban society no doubt made interaction between groups possible. It
was also possible that elements from films especially comedies
strengthened or introduced new items in Vichekesho practised by the
groups.

Film was introduced in the then Tanganyika in 1922 and by 1937 it
was clear what typés of films were being shown in the country:

The question as how far entertainment films for the natives

should include thrills and knock about farce has raised a

certain amount of controversy and some pronouncement on this

subject from those responsible for policy will be required.

It is essential that comedy and farce should be kept clean,

but the native who knows them loves his Charlie Chaplin and

his Harold Lloyd and there seems to be no reason why thesg3

and their possible African equivalent should be withheld. ~

In spite of the fear of the moral implications on such films, comedy

was officially seen as good for theAfricans as evidenced by the

*  Taarab is a musical form with Arabic and Asian music elements
. popular especially in East Africa. Forms of it can be found in
Egypt, Saudi Arabia, amongst others.
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following statement in 1938:
It is increasingly evident that the greater part of
programmes must consist of wisely selected European 64
pictures of the comedy (slapstick) and newsreel type.
Besides the imported films there were also after 1953 films produced
within the country. Not only did 'natives' participate as actors in
these films but comedy was seen as an essential element in them. One
producer of such films reported:
The missing element in the film, so far, was comedy but a
clever native comedian was engaged and by putting him as the
hero's friend, we saw plenty of chances for humour as the story
developed.65 :
One such player known as the 'funny man' was one Shabani bin Yusif who
is said to have played 'mainly for the part of the fool or ignoramus

66 Such films as 'The Post Office', ‘'The Tax' and

who learns wisdom'.
'"The Chief', 'Muhogo Mchungu' and 'Chalo Amerudi' featured such fools
who later léarn wisdom.®’

The films were mostly shown in the urban areas where groups, as
early as 1919, wefe observed to 'love to give parodies of incidents or
phases of European life in its contact with the native ... depic¢ted in.
th; form of light comedy with the laugh against the ignorant or
inexperienced blackman'.68 What the films did was to re-emphasize
these values and provide an exposure to a wider audience who then
adopted them in their performances. It was in the schools and the
clubs that Vichekesho found its greatest exponents. Taking themes

from either social reality or traditional stories, participants

improvised a sketch. In the schools, the material was chosen to
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accommodate the abilitieé of the students without much supervision
from their teachers. Rehearsals were minimal and dialogues were
almost always in Kiswahili. It was colonialism,
however, that gave Vichekesho its distinctive characteristic, It was
a form that upheld the position and superior culture of the West
against the native population. A common Vichekesho skit went like
this:

A man is informed that his child needs school fees and unless

he sends it before a certain day, the child will be expelled

from school. The man desperately tries to get the money

together which he is told he can send by telegram. He goes

and buries the money under a telegraph pole and is surprised

when he is told it has not reached its destination. So he

goes, digs up the money and decides to take it to school

himself. He learns that he can get to where he is going

quickly if he travels by a 'longblack thing which emits smoke'.

When a tall black man appears smoking a cigarette, the

traveller jumps on his back amidst protestations and abuse.
Besides using objects of a European nature to expose the ignorance of
the Africén, there were many Vichekesho based on language misunderstan-
ding. In these, a European or an African who could speak English had
to deal with an African who couldn't and laughter was directed towards
the ignorant. Not only the colonists but the educated Tanzanians
patronized Vichekesho. The form on the whole reflected the type of
contempt held against 'the uncivilized, uneducated' population whose
plight was the centre of abuse and laughter. It was partly an
attempt by the educated to show how divorced they themselves were
from the kinds of 'stupidities' and 'heathen' practices of their

immediate past while wondering how. anybody could allow such situations

to- exist. The Europeans loved this kind of 'fun' which justified



their work at'civilizing'the African as worthwhile. There is a
difference here between:comic drama in traditional performances where
the ludicrous nature of events and attitudes, the incongruities arising
between the ideal and the actual, between character behaviour and
community expectatioﬁ, were for the most part situated within the
internalpfhythms of a society's life. The performer laughed for the
benefit of the whole society whose development of consciousness and
social cohesiveness was everybody'é concern. Vichekesho provided a
finger pointing entertainment for the privileged few. They sneered
at the underprivileged majority and were eager to show the tools and
products of their privileged position to the masters who had made it
possible for them. Through laughter, they created a thicker wail
between 'them' and 'us'. Fanon has pointed out that self hate is a
product of colonialism in the colonised man.70 There was a
destructi&e-element in the laughter of some of the Vichekesho which
was a self-rejection process arising from self contempt.

Vichekesho had another negative effect on theatre performances -
entertainment for laughter only. Being the only visible and accessible
theatre form especially in urban areas and educational institutions,
there was a tendency to adopt Vichekesho, aftgr English drama, as the
ideal type. The concept of entertainment in the theatre came to be
associated with Vichekesho and the colonists were quick to equate the
absence of this form as the absence of theatre as evidenced in the
following statement:

There is no doubt a need for more organized entertainment in



the outlying areas for Africans, while in towns the

entertainment is there, though it may require co-ordinating

and direction. For instance, on any day of the week in

Dar-es-Salaam the African can find some kind of entertainment

ready at hand but in a_place like Songea, any kind of

entertainment is ral.:e.7Y

Not all Vichekesho dealt with abuse. Sometimes folk-tales were
adapted to teach specificvmorals and attitudes. For example, the
adventures of the hare or that of the hyena were presented in a
Vichekesho style to show the evils of laziness or the advantages of a
quick wit, From Vichekesho, students learned the technicalities of
realistic dramatic presentation using costumes, dialogues, props and
whenever‘possible lighting. The loose and improvisational style of
Vichekesho was also applied to themes dealt with in a serious manner.
The outcome was melodramatic skits in which emotions and characteriza-
tion were exaggerated to draw out tears and create empathy. These
melodramas ‘took their material from reality or traditonal tales and
legends. Even here, there was always an attempt at including cqmedic
elements in the manner of other Vichekesho.

Vichekesho continue to exist in Tanzania but after independence
aﬁd éSpecially after 1967, Vichekesho gained new functions. While
retaining some characteristics of the former Vichekesho, the didactic
nature of Vichekesho after the ArushaDeclaration has provided new
aesthetic considerations. As early as 1969, it was evident that
Vichekesho was incorporating new objectives. 1In that year, Bakari

Abedi described the purpose of Vichekesho as to 'make people laugh at

the corrupt side of life and in that way then adopt a correct attitude
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to both work and 1ei5ure,72 How Vichekesho has been able to live up
to its new functions and the aesthetic considerations of Vichekesho as

a form are elements discussed in a section in Chapter 4.

4. Kiswahili Language and Poetry

KisQahili is the national language of Tanzania and some observers
see it as having attained the status of a people's language. It has
permeated eQery aspect of the day to day existence of all citizens,
Even those for whom Kiswahili is a second language, to use or not to
use it for communicatién is a matter of choice rather than ignorance.
As national rather than ethnic aspiration becomes demanding, the use
of Kiswahili has become a matter of practicality and necessity.

Rising from the coastal strip of Kenya and Tanzania as well as the
islands of'Lamu, Pemba and Zanzibar, Kiswahili spread inland through
Kenya, Uganda, Tanzania, across lake Tanganyika to Zaire. It
penetrated Mozambique, parts of Malawi, Zambia, Ruanda and Burundi.73
The spread of Kiswahili during the colonial era was facilitated by ;raders,
the government and the missionaries, each for its own purpose. Both

the German and English colonists used Kiswahili to carry out their
colonial policies. =~ The missionaries saw it as a convenient tool to
spread Christianity. Writing in 1870, Bishop Steere urged:

‘There is no other way ... of spreading the Gospel faster and
better than in the use of the language of Zanzibar

(Kiswahili). %

Although at present Kiswahili is the national language of only
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Tanzania, it is being Féught in schools in Kenya and Uganda and
according to Ali Mazrui, it is on its way to conquer not only the
cities of East Africa but also the leadership, business and scholarship
elements there.7?‘ What is shown at the moment is an emergence of a
new alternative to the metropolitan languages offering possibilities for
a wider iocal and internatignal audience. As Adrian Roscoe has put it:
... i1f a writer sees that tﬁere is a growing audience for
works in his own language and finds publishers prepared to
produce books for this market, he is likely to find the
attractions of English as his chosen medium suddenly weaker.
For the literature but most important for theatre the choice of
language becomés crucial. The fact that most Tanzanian writers and
theatre practitioners have opted to use Kiswahili has made the
accessibility of the works to both literate and non-literate sections
of the Tanzanian populace easier. The utilization of Kiswahili as a
medium which tries to reduce the dualistic cleavage between itself and
the metropolitan languages is not its only important achievement.
Those who write and work in Kis&ahili provide the link between the old
traditional artistic structures and the new national theatre and social
aspirations. The dynamism of the language arises from both the
necessity to incorporate new social awareness and the practices which
in their turn express the new social and political consciousness.
The Arusha Declaration provided writers and performers not only with
subject matter for their themes but also opened up new areas for the

Kiswahili to develop as a language. Kiswahili is a malleable language

and this asset made it possible for it to quickly become part of the

.
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political climate both mbrphologically and 1exically.78 As a result,
new terminologies spruné up to accommodate the new political and
economic ideas. Words like imperialism, neo-éolonialsim, exploitation,
oppression etc. soon found their Kiswahili equivalent, The dissemina-
tion of these words was carried out by poets, playwrights and
performeré. Theg not only used the nmew words but at times endowed old
words with new meaning. As a result, the Kiswghili language has seen
a rapid growth after the Arusha Declaration.

The adoption of Kiswahili as a national language in 1967 can also
be seen as a political symbolic gesture with two cultural components.
First of all, Kiswahili played an important part during the struggle
for independence and its adoption was a recognition and ackndwledgement
of this historic fact. Kiswahili's adoption also fitted in with the
Arusha Declaration's objective in the discouragement of class divisions
within séciety. Kiswahili would discourage the development of a
national elite who communicated through a foreign language - English.
The impact of Kiswahili is evidenced in the fact that most of the
theatre performances or writing discussed in this study are in that
language. It was not a matter of selection but lies within the fact
that anything which is not in Kiswahili is hard to come by. For the
theatre practitioners, however, the choice of Kiswahili has not only a
political angle to it but an aesthetic one as well. Asked why she
chooses to write in Kiswahili, Penino O. Mlama answered:

I write in Swahili for two main reasons. First of all

because the audience I am addressing is a Swahili-speaking
audience, ... and the second reason is that I can express
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myself better in_Swéhili.79

The same can be said abéut E.N. Hussein who is fluent in German, English
and French but has opted for Kiswahili.  The other writers might not
have as much a choice as ‘Hussein's but they all show a political and
aesthetic commitméﬁt to use the language. This commitment is
influenced by both their target for their work and Kiswahili providing
the best tool to effect the communication they want.

Another element to be considered in the output of theatre material
is the presence of Kiswahili poetry. There are two traditions of
Kiswahili poetry recognized by scholars. The fi;st is the Islamic
poetry of long religious works initially introduced Sy foreigners and
later pi;ked up by the inhabitants of fhe coast of Tanzania. The
seéond is of a secular and local origin dealing with contemporafy issues
and allusions. Harries compares the two thus:

. Ehére can be no doubt that the less ambitious verse of

the Africans represented a more lively tradition than the

verse introduced by the Arabs, even though long poems after

the model of the verses were written on such subjects as the

Majimaji Rebellion of 1905 and the African opposition to the

German administration in the last decade of the last century.
Traditional Kiswahili poetry was highly conventionalized. The rhythms
were heavy and syllabic measure fixed. The poems were written to be
sung by orator poets who were regarded custodians of wisdom and
religious or secular interests. There have been, however, attempts to
break the conventions of traditional poetry and this is more evidenced

in not only some of the contemporary poems but the poetry used in the

plays. Writers like Hussein and Mlama have written free verse poems

-
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in their plays which reflect this new direction in spite of the
opposition from traditionalists. Several characteristics however, are
shared by both traditional and non-traditional poetry. One is the
influence of oral African ‘tradition in Kiswahili versification:

i

The word play of tongue twisters; the comparisons,
oppositional and non oppositional, underlying riddles;
epigrams and proverbs; the elaboration and direct use of
aphorisms; the lexical variants of individual words; the
various stylistic devices found in epigrams; and the more
serious nature of proverbs and epigrams, all are features of

. African oral tradition, and all are to be found in Swahili
poetry.

Kiswahili‘speakers judge a poem by the content but more especially by
the handling of the language in the poem. A dramatist like Hussein or
a poet like Abdilatif Abdallah are popular with Kiswahili speakers not
only because of the themes they handle but because of the facility and
mastery of the language they display. There are two other characteris-
tics of Kiswahili poems. The first is what Harries calls 'literary
riddling' where several stanzas are used to pose a riddle and then an
82

equal number of stanzas answer the riddle. A good example is the

extended riddle technique which Hussein adopts in both Jogoo Kijijini

and Ngao va Jadi which pose riddles but do not answer them. Part of

the answers have been built within the riddles themselves.

Theatre practitioners and writers who mostly use Kiswahili in
Tanzania are aware of these linguistic and poetic features of the
language. Some have consciously used these features to perform and
stimulate alongside the other elements of theat;e to create an aural

experience. The growing popularity in Kiswahili poetry, for example,

Y
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can be seen in the develoﬁment of the poetic drama form, Ngonjera, as
well as in the use of poetry as a major feature in many plays since
1967. But besides the aesthetic considerations, the choice to use
Kiswahili for the theatre'is also both a social and political choice
especially in a continent where metropolitan languages present
alternatives. |

Most of the theatre works diséussed in this thesis are available
only in Kiswahili. Except for Ebrahim Hussein's Eiﬁiﬁkﬂﬁilﬁ

(Chapter 3), Mukotani Rugyendo's The Contest and Farouk Topan's A

Taste of Heaven (Chapter 4), the translations of the plays, Ngonjera

etc. have been done by this writer.
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CHAPTER 2

1

1

THE ARUSHA DECLARATION AND CULTURAL CHANGE

t

We have been oppressed a great deal, we have been exploited

a great deal and we have been disregarded a great deal. It

is our weakness that has led to our being oppressed,

exploited and disregarded. Now we want a revolution - a

revolution which brings to an end our weakness, so that we

are never again exploited, oppressed or humiliated.

(The Arusha Declaration)

For the purpose of this study, the Arusha Declaration is taken to be a
set of policy proclamations given from February to September 1967 which
initiated and then expanded the ideas contained in the original
declaration at Arusha. The polieies include The Arusha Declaration:
Socialism and Self-Reliance (5th February 1967), Education for Self-
Reliance (March 1967) and Socialism and Rural Development (September -
1967). These collectively laid the foundation for the socialist
revolution mentioned in the passage above. This chapter looks at the
Arusha Declaration, its aims and objectives as well as the subsequent
policies and events after 1967 which tried to translate the Declaration
into a practical transformation towards Tanzania's socialism - Ujamaa.

There have been, however, factors which have been both favourable and

unfavourable in implementing the Arusha Declaration. The Tanzanian

Y
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reality after 1967, then.cgﬁ be seen on two levels: the reality
engendered by the struggle to make Ujamaa a dominant factor in social
practice and the reality which is the result of a conflict between this
struggle and inhibitipg factors in social practice which have worked
against the att#inment of Arusha's objectives. Within these two
levels of reaiity lies both the'séurce material of theatre practice
after 1967 as well as the explanatioﬁ behind the nature of theatre
response after the Arusha Declaration. But the nature of theatre

has been informed also by ideologicalland theoretical approaches of
those who have practised theatre in the period under discussion. The
second part of this chapter analyses these approaches and how they link

to the ideas of the. Arusha Declaration and influenced the type of plays

and performances produced.

1. The Arusha Declaration: Policy and Implementation

On January 29th 1967, the ruling party Tanganyika African‘National
Union (TANU) met in the northern Tanzanian town of Arusha and declared,
'The bolicy of TANU is to build a socialist state'. TANU's objectives
as spelt out in the Arusha Deciaration can be summarized as follows:

1. To consolidate the country's independence and freedom by
ensuring that there is a democratic government which will
give equal opportunity to all and assist in the formation and
maintenance of co-operative organizations.

2. To eradicate all type of exploitation, discrimination,
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corruption, pover;&, ignorance and disease,

3. To safeguard human rights and work towards world peace, the

liberation of and unity of the whole of Africa.

Allithese, TANU hoped to achieve through the socialist state which
was based on the traditional concept of Ujamaa.2 This socialist
state would haQe many distinct cﬁaracteristics amongst which will be
equality. This society 'does not haQe two classes of people, a lower
class composed of people who work for their living, and an upper class
of people who live on the work of othersf.3 To reach this goal
exploitation of one man by another will be eliminated. = All men must
work to earn their living so that there will be only two categories of
people, peasants and workers.  This equality_in work was seen in not
only the participation of all able-bodied men and women in work but also
through just payment for the work done:

We say tﬁen, that in a really socialist country, all people

work, all receive just payment for their work and payment for

~different work, what different workers receive does not differ
because their needs do not differ very much.

Democracy was another characteristic of a socialist state which
recei;ed much attention in the declarations of 1967:

For a country to be socialist it is essential that its

government is chosen and led by the peasants and workers

themselves.5
Democracy also éntails parties ahd public institutions to be in the
hands of the people. It also means that people's participation in

their work, in decisions that affect them and overall development.

But the people cannot exercise this democracy if the instruments of

-

'
{

s
i
i
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produétion and exchange are not in their hands. Therefore it was
declared that to build and maidtainlsocialism, it is essential that all
the major means of production and exchange in the nation should be
controlled and owned by the péople through the 'machinery of their
government and their co-operatives'.6 These means of production

included land and its products, major industries and commercial

enterprises. o
!

-

What separated the Arusha Proclamations from previoﬁs policy
statements after independence was the emphasis on self-reliance. This
was meant to inculcate in the people's minds that the development of
the country was their resﬁonsibility; no amount of aid from the K J
outside was going to help if the people themselves did not accept the |
task for development. Moreover, gifts and loans were dangerous to
independence ar'xd.freedom.7 Development will depend less on money and
more on people, the land, good policies and leadership. Both
Education for Self-Reliance and Socialism and Rural Development were the
elaboration of the concept of self-reliance which put an emphasis on
land aﬂd agriculture while ensuring that ideological channels were used

for the formation and propagation of the concept.

The manifesto, Education for Self-Reliaqce was issued on March 9th
1967, almost a month after the original Arusha Declaration. In it the
basis was laid to integrate education and life, and education and
production. The guiding principle would be socialism and self-reliance.

Ngugi has defined education and its purpose in the same way that

Education for Self-Reliance was envisioned:
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Education is the process of integrating the youth into the
entire system of production, exchange and distribution of
what we eat, wear and shelter under, the whole system of
organizing the wealth of a given country. It does so (i) by
imparting knowledge about the two basic relations on which
the entire society including its culture is erected ... and
(ii) by imparting a certain outlook or attitude ...8
The purpose of Education for Self-Reliance was to foster social
goals of living together, working together and preparing the youth of
the nation to play a constructive and dynamic role in the development
of the country. The schools would inculcate the young with Ujamaa and
self-reliance to produce skilled hardworking, active thinkers and
innovators. Elitism, class privileges, scorn for rural life and the
alienation that comes as a result of these were to be fought in and out
of the classroom. The strategy will be to change both the content and
organization of the school system to make education relevant to
Tanzania's present and future goals:
The education provided by Tanzania for the students of
Tanzania must serve the purposes of Tanzania. It must
encourage the growth of the socialist values we aspire to.
Amongst the major changes suggested for the education system were:
1 Syllabuses were to cater to the needs of Tanzania which
would mean a focus on agriculture on primary and secondary
levels because Tanzania is an agricultural country.
2. Evaluation of students would combine work done in the
classroom and work done outside the classroom for the school

and community.

3. African traditional cultural values and expression were to be

. emphasized.
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These were reiterated in Socialism and Rural Development when

Nyerere said:

For the foreseeable futufe the vast majority of our people

will continue to spend their lives in the rural areas and

continue to work on the land. The land is the only basis

for Tanzania's development; ... Tanzanian socialism must be

firmly based on the land and its workers, 10 ’

It was then proposed to move Tanzania 'from being a nation of
individual peasant producers who are gradually adopting capitalist
incentives and ethics' to a nation of 'ujamaa villages where the people
co-operate directly in small groups and where these small groups
co-operate together for joint enterprises'.

One of the most important features in all three policy statements
was the call to base the proposed socialism on traditional African
values. Many times before and after Arusha,‘Nyerere pointed out over
and over again:why Ujamaa was 'the rational choice' for Tanzania not
only because socialism was the only answer to development in the Third
World but also because the major features of Ujamaa are not new to
Tanzania:

We in Africa have no more need of being 'converted' to
socialism than we have of being 'taught' democracy. Both
are rooted in our past - in the traditional society which

produced us,l

From traditional society Nyerere was advocating the adoption of
its organizational values; democracy, social security, human dignity
and communalism. He saw the non-exploitative nature of traditional
societies as a valuable feature to be followed so that a man was
evaluated only according to his capacity to work and the contribution

-

he makes to the social good.  Nyerere was very categorical in
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rejecting 'other forms' of socialism because he claimed they were not

appropriate for Tanzania. On Marxism or scientific socialism, Nyerere

had this to say:

1

Africa's conditions are very different from those of the

Europe in which Marx and Lenin wrote and worked. To talk as

if these thinkers provided all the answers to our problems,

or as if Marx invented socialism, is to reject both the

humanity of Africa and the universality of socialism.l3

Besides recognizing that the traditional past had lessons to offer
Nyerere was also trying to redeem this past from obscurity and rejection.
Earlier during his presidential inaugural address in 1962 he had pointed

out:

Of all the crimes of colonialism there is none worse than the

attempt to make us believe we had no indigenous culture of

our own; ' or that what we did have was worthless.!

The past would be redeemed not ohiy to serve the economic and
political structures of the new society but it would be the very basis
of the relations between individuals and groups and these to the whole
society.

Many have pointed out that Tanzania's decision to go towards
socialism was a historic occasion at least in Africa and the Third

World.15 One of these was Bienen who has pointed out:

Taken as a whole, however, Arusha does mark a new departure

in African politics. It is important, but not because of a
peculiar originality or because Nyerere has put together
ideas and policies in a systematic form. He has not. Its

significance is that a national leader has examined the
critical issues of development in Africa and has announced

steps to meet them. 16

What Bienen leaves out in his observation is the fact that the

Arusha Declaration was necessary at that point in Tanzania. A look at
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Tanzania's history up to 1967 will show why Tanzania had to opt for
socialism and change the course of its development.

At the time of independence on December 9th 1961, the Tanzanian
society was comprised of abou£ 120 tribes (and still is), mostly living
in the rural areas and some in towns where there were also some Asians,
Arabs and Europeans. After an easy independence which was led by TANU
and supported by the great majority of the people, time had arrived to
take stock of the colonial inheritance. The revelationé were grim and
pessimistic. The masses were living at the edge of poverty, exploited
by a few who dominated either the government or commerce. 'While the

economy contained a small commercial sector based on the export of cash

crops, productive forces remained heavily engaged in near-subsistence

agriculture'.17

Everywhere, there were social cleavages which divided the country
between the haves and have nots. Advantages were enjoyed by European
and Asian minorities at the expense of the African majority; the

educated exploited the non-educated, the urban dwellers had advantages

over the rural population. Education, political and even international

aid tended to reinforce the existing gaps. The colonial government
did not favour Tanzania the same way it did Kenya or Zambia and
therefore by 1961 the c;untrf was left without lucrative, exploitable
resources., There was disease and widespread illiteracy. The mass
euphoria which had greeted independence understandably dissipated in

the face of these hard facts. Moreover, external pressures were

contribﬁting to the already existing problems. Tanzania's commitment
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was called for the Pan-Africanist movement and liberation struggles in
Africa and Asia. United Kingdom, West Germany and the United States
curtailed aid because of dispﬁtes over foreign policy18 limiting
Tanzania's resources for deveiopment and its ability to secure

personnel for implementation of objectives. In the meantime people
became impatient for develbpment. They wanted better prices for crops,
more medical facilities, more and better schools; better communication
systems and generally better access to the fruits of indépendence.

The gerrnment and Party tried to tackle some of these problems
even before the Arusha Declaration. The institutionalization of the
one party system in 1965, for example was meant to ensure more democracy.
Nyerere argued:

... where there is one party, provided it is identified with
the nation as a whole, the foundations of democracy can be
firmer, and the people can have more opportunity to exercise
a real choice, than where you have two or more parties, each
representing only a section of the community.l9

On the economic front, the implementation of the Five Year Plan for
1964 to 1969 was meant to raise the per capita income as well as

direct resources to tackle problemé of health care, education and

agriculture.20 But by 1966, however, it was evident that the economic

and cultural gap was widening and something else needed to be done.
Nyerere's ideas also which crystalized in 1967 were part of ideas

and events given much attention prior to the Arusha Declaration. As

early as 1962 Nyerere wrote:

Socialism like democracy, is an attitude of mind. In a
socialist society it is the socialist attitude of mind, and

Y
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not the rigid adherence to a standard political pattern,

which is needed to ensure that the people care for each

other's welfare.2l
But by 1966, he must have éh;pged his mind and realized that socialist
development needed more than an attitude of mind and the Arusha
Declaration has to be seen aska new emphasis towards structural change
in the economic, social and political processes.

On January 12th, 1964, the Zanzibari revolution overthrew the
government of‘the Sultan and embarked on policies that were more
sogialist than those pursued on the mainland.22 Three months later a
union was declared between‘the_island and the mainland to form the
United Republic of Tanzania. This political m;ve must have influenced
Tanzania to evaluate both its internal and foreign poliéiés and come
out in favour of a socialist mode of development.

Events ouéside Tanzania as well encouraged Nyerere to move towards
socialism and a cultural revolution. In 1966‘the Chinese Great
Proletarian Cultural Revolution had begqn. In February 1965 Nyerere
had visited China and was highly impressed by not only the determination
of the.Chinese peoéle to solve their own problems but also by the
frugality they had adopted‘in the process. He admired the 'discipline
and the intelligent application of policies to the needs and |
circumstances of the country and the time'.24 Nyerere thought that
Tanzania could 1earn’from China's agricultural communes. 'Their
experience could promote thought and ideas about our own rural

organization'. But unlike China, Nyerere shied away from a 'violent'

cultural transformation arguing that a violent revolution might bring
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about socialist institutions but it makes it difficult to develop
socialist attitudes because of the bitterness, suspicion and
hostilities which are inevitable legacies of a revolution.

Another example which might have influenced Nyerere was Cuba's

revolution especially in education. 'Do the Cuban experiments in
adult education have nothing to keach us?' he had asked in 1965. He
also saw things to learn from the Co-operative Settlements in Israel,
an& co-operative organization of Denmark and Sweden.26 " Encouraged by
the fact that if socialist cultural change was possible elsewhere it
should also be possible for Tanzania, Nyerere moved to inaugurate the
experiment. But more important than this, burdened with economic,
political and cultural problems magnified by internal and external
pressures, the stage was set for the Arusha Declaration and the
subsequent moves towards Ujamaa. The Tanzanian population received
the Arusha Deélération with enthusiasm and showed their support by
holding mass rallies,rlong distance marches and public performances.27
Within a week of the Arusha Declaration the government nationalized
banks, insurance, trade, import-export companies and moved to acquire
controlling shares in several manufacturing fitms and plantations,

This was followed up by the creation of institutions which would

manage the economy correctly.zsv The result was 'much greater public
control over salary and wage structures, an assurance that profits
(when they are made) will be available for reinvestment in Tanzania'.29

The announcement of Education for Self-Reliance and Socialism and

Rural Development laid the foundations for the formation and
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maintenance of a socialist.idéology as well as rural development. A
new agriculturally based syllabus was introduced in the primary schools
and agricultural secondary schools were increased, political education
replaced civics, examiqations’were formulated in accordance with
Education for Self-Reliance, adult education was accelerated to
;eradicate illiteracy and the whoie system opened up so that educators,
tutors and pupils could participate.30 In 1968 the government
announced its intention to achieve Universal Primary Education by 1989
but in 1974, however, because of the need for quicker results, the date

was changed to 1974-6.31 Schools embarked on self-reliance schemes

and funds were budgeted for the projects.

To encourage more participation of workers and eradicate
authoritarianism at all places of work the Mwoﬂgozo guidelines were
introduced in 1971.33 The pace to bring aﬁout rural development
picked up afte; September 1967. The strategy was centred around the
establishment of Ujamaa villages all over the country. The Second

Five Year Plan (1969-74) reflected enormous emphasis of Ujamaa living

in rural areas where traditional values of respect, communality and

obligation to work would be exploited.34 But by 1973 the decision to

‘move in Ujamaa villages was no longer voluntary as the party TANU
decreed>that’all rural Tanzanians must live in clustered villages by
1976.35 Before the villagization operations of 1973, the government
had introduced decentralization to get administration and planning,
especially of the rural areas, closer to the people. The years after

the‘Aru§ha Declaration saw also the crystallization of the supremacy of
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the party. The Interim Coqgtitution of Tanzania (Amendment) Act of .
1975 'reaffirmed the country's status as a one party state and
established the full legal supremacy of the party (TANU)'.3® 1 1977,
TANU and ASP joined to form Chama Cha Mapinduzi and continued the aims

of TANU to establish itself at all levels of society and push Tgnzania's

l

socialist revolution to a higher degree.

Much has been written about Tanzaﬁia since 1967. Political
scientists, econdmists, educationalists and social scienéists have been
very busy evaluating Tanzania's socialism in categories or as a whole.
Generally they can be put into two groups, the pessimists and the
optimists.37 The pessimists view the Tanzanian direction towards
socialism as a failure in both its conceptual and strategic areas.

They argue that Nyerere's type of socialism is the wrong type with a
weak ideological conception. They focus their attention at the class
that is in dominant position in the state, arguing that 'the state is
in transition to socialism only if that class is the pfoletariat and if
that proletariat has come to see that its interésts and the interests
of the whole society require a continuing pursuit of the class
struggle'.38 They argue that the state in Tanzania is dominated by
the 'bureaucratic bourgeoisie’ and The Arusha Declaration and
subsequent policies are seen in "the context of practical politics, as
the work of politicians trying to stay in power as they harness

social forces for their goals'.39 They point out facts which show
that contradictions between leaders and the masses have sharpened

because of the bureaucratic, elitist, coercive and undemocratic nature
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of the new ruling class, the:gureaucratic bourgeoisie. They point out
further that The Arusha Declaration politically progressive though it
was, brought power and property to the ruling class, Education for Self-
Reliance brought frustratién ;nd policies on Rural Development brought
chaos and stagnation. Iss# Shivji sums up on what he sees lacking in

Tanzania's socialism:

A planned political strategy aimed at transforming the whole
foundation of the society ... would involve political (class)
struggle guided by the correct ideology and implemented by a
party of politically committed, ideologically sound and

‘trained .., cadres. None of these pre-conditions is

satisfied.

The second group, the optimists, agree that Tanzania has had many
problems since 1967 but they see these problems as drawbacks rather
than a failure in the whole system. They focus on the policies of the
state rather than the class nature of the state and argue that 'the
state would have a society in transition to socialism if that society
were deliberately reshaping itself along more egalitarian and
participatory lines'. They point - . to the various achievements
since Arusha in the areas of education, health, standard of living and
to the initiatives taken by the party and the state towards more
equality, democracy and participation.

These evaluations point to the fact that the Ujam _aa process in
Tanzania has met with and created problems while achieving some relative
successes. But in recognition of the predominance of social

contradictions and economic stagnation, there has been a change in

certain policies and directives. From late 1977, there has been a

s
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relaxation, on the part of-thé government, on some previously comsidered
'capitalistic activities' - activities which the Arusha Declaration was
to discourage. Informal encouragement towards private investment in
industry and agriculture was officially endorsed during the
Parliamentary Budget session of 1981/82 and again in 1984/85. Foreign
exchange controis have been relaxéd, private capital has been
enthusiastically encouraged to invest especially in agricultural
activities.42 Whereas it can be argued that these new directions
contradict some of the fundamental elements in the Arusha Declaration,
they can also be seen as emergency measures to tackle immediate
economic problems. In the light of food and commodity shortages
aggravated by the growing embarrassment of an independent nation
begging from overseas donors year after year, the government has been
forced to take,sFeps to ensure economic recovery. There has also been,
at the officiai'level, a growing acceptance of the possibility and at
times, the necessity of a mixed economy within an aspired socialist
structure.43 Tanzania's economic problems, howe%er, cannot be blamed

" on socialism alone as a social structure. In retrospect, the present

situation can be seen as almost inevitable in view of the type of
planning and investment which have been carried out since 1967. Lack
of scientific planning and utilization of resources available can be
cited as an example. In spite of the officially claimed centralized
planning, each sector of the economy has beén operating almost
autonomously. Industrial projects which would have lifted agriculture

from its backward condition have either not been thought up or given
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little priority. For a cougtry that depends on agriculture for both
subsistence and development, neglecting agriculture and the peasants is
tantamount to suicide.

The political and economic statistical gains and losses, however,
are not enough for a cultural evaluation of a people in the process of
their developmént. The attitudes and values of the people which
reflect, respond to and resist socialrpractice are just as importént.
The success or failure on the part of the people to undefstand,
internalize and assimilate a dominant ideology or maintain and formulate
residual and emergent valués and attitudes speak for contradictions at
all levels of the sociallprocess - ecoﬁomic, political, ideélogical,
aesthetic, etc.

One of the major complaints from in and but of government circles
is that Tanzaqigns have not changed their values and attitudes since
the Arusha Declaration. Reviewing the 10 years after Arusha, Nyerere
himself.pointed out that Tanzania has not yet achieved socialism nor
self reliance. . 'The method of exploitation has ;hanged but exploita-
tion pérsists'.45 But the most critical review was given by thebParty
Central Committee when it met in Dar-es-Salaam at the end of 1981:

In spite of the efforts to provide education and create

public organizations, our society still has attitudes,

characteristics and ‘'values which are contrary to the basic

values of the policy of Ujamaa which we intend to build.46 -

The party's views which were later published, pointed out the increase

in corruption, individuality, laziness, exploitation and capitalism.

It put the emphasis on the slow process of cultural change to

.
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inhibiting factors within-gq;ernment and party agencies, the general
leadership and bad implementation of policies. Others, outside
government and party leadership, have been quick to point out that
values and attitudes will be hard to change in present Tanzania because
those given the task to oversee these changes are themselves incapable
of changing. >Education is giveA as a good example, where teachers,
being adults are incapable of socialiiing the young into socialist
values because they still cling to the old values:

One could argue that unless a means is found to socialize

the adult to comprehend the Ujamaa word in its reflection

and then translate it into concrete action all over the

country, Ujamaa will lose its ability to bring about the

desired transformation in the culture.
To counter the rampant 'unsocialistic' behaviour within Tanzanian
society, the government in 1983 passed the Economic Sabotage (Special
Provisions) Act. The act was accompanied by the establishment of a
special tribuﬁal to prosecute acts committed against 'the economic
safety or interest of the United Republic'.48 Those considered
offenders under the act ranged from hoarders of esgential commodities,
small énd big racketeers as well as those involved in corruption. To
stem laziness and mobilize people to work more, the government passed
the Human Resources Deployment Act of 1983. The legislation aimed not
only at regulating the 'deployment of available human resources' but
also tried to strengthen the Arusha Declaration resolve that no man
(except the infirm, the old and children) should live on the sweat of

others.49 Loiterers and those suspected of being unemployed were

given a choice of either voluntarily returning to the rural areas or
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being forcefully removed there. Besides the moralistic overtones in
both these acts, there were economic pressures underlying their
implementation. They, like:the Structural Adjustment Programme of
198250, were part of a stratégy which aimed at more economic production
to arrest the downward economic Frend - a trend which was the result of
national problems as well as the result of the global economic
situation which has affected most of the developing nations.

What all these developments since the Arusha Declarétion point to
are two factors which have not always been complementary - the idealism
of the Arusha Declaration inherent in its objectives and the practical
reality which has at times resisted the attainment of the objectives.
The Arusha Declaration and subsequent policies display a social
philosophy which is man centred. Nyerere hiﬁself has said:

Human Deyelopment,bis in fact the purpose of society itself

... nothing is more central to ... society than an

acceptance that Man is its justification for existence,??2
This anthropocentric philosophy then sees man as the\beginning and aim
of human activity. Incorporated within this philosophy is a-tendency
for optimism which sees man as capable of changing his reality. At
the same time this optimism minimizés or negates the negative
dimensions of human existence.‘ Idealism in this case always seems to
have an upper hand to realism, | The Arusha Declaration was full of
idealism - an idealism which did not allow the énticipation of problems
and obscured contradictions or conflicts in the process of

implementation. The optimism in Arusha, for example, did not antici-:

pate résistance during the period of cultural transformation, In 1967,
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the task was envisioned as g;sy (it seems that way anyway), and one
that could be accomplished with minimum preparation - an attitude which
was to influence the policieé and practices which followed. The
already rooted class stratifications and interests did not receive the
desired critical analysis. Implementation of the policy was not
preceded By cfitical research and at times practical objectives.
Viilagization, for example, was initiated without prior investigation
of the social.and economic effects. As a result, theré was resistance
and disruption of social practices which affected both the peasants and
the economy. Resistance brought in official coercion. What was
missing was a sense of compromise which the leadership needed to
persuade the people to accept and share in the beliefs of the ruling
class. Thinkers like Gramsci have seen comﬁromise as a necessary
component in the development of hegemonic rule of one class over
another. He‘has noted:

The fact of hegemony undoubtedly presupposes that the

interests and tendencies of the groups over which hegemony

is to be exercised are taken into account, that there is a

certain equilibrium of compromise, that, that is, the

ruling group makes sacrifices of an economic-corporate kind,

but it is also indubitable that such sacrifices and such

compromises cannot affect what is essential.
The zeal and the uncompromising nature of certain official practices in
Tanzania reduced the chances ofbestablishing bonds between the ruled
and the ruler other than in purely bureaucratic terms. The resistance
which has cropped up against certain 'socialistic' practices, however,

has not been necessarily a rejection of Ujamaa. Most often, it is a

reaction against practices which are seen as opposing.the interests of
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those concerned. The peasants, for example, are usually conservative
and suspicious of change until convinced of the benefits of change.

The leadership at times, has not helped to dispel peasant suspicion and
encourage resistance. In ayvillage in Morogoro, peasants were
exhorted by the government and party leadership to cultivate cotton -
one of the com@odities which generates substantial foreign exchange.
The response was good and the peasants tried to meet the set targets.
At harvest time, however, the peasants found themselves étuck with the
cotton and could not sell it, The peasants were separated from their
buyers by a bridge over a river which had broken down but could not be
repaired in time to save the cotton. While investigating the problen,
the peasants found out that,officially, money had been allocated to
repair the bridge in time for the cotton harvest. The leadership,
however, diverted the funds to the building of a party headquarters.
After this, the peasants resisted growing cotton and concentrated on

items profitable for.them.54

In spite of its aims for democracy and participation, the
impleméntation of Arusha demonstrated a policy which worked from fhe
top down, from the leaders to the masses.  After Arusha, the party
and government bureaucratic machineries expanded and entrenched them-
selves in all areas of social acfivities. When workers and peasants
tried to experiment with democracy, these were interpreted as threats
and the initiatives killed. What happened to workers' response to
Mwongozo of 1971 is a case in point. Workers in various factories

downed:fools, locked out managers and took over the management of their
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institutions in order to gain power and democratic control in their
places of work. These were discouraged and silenced almost
immediately.55 The Deceatralization policy of 1972 aimed at giving
people effective control over their lives. Studies have shown,
however, that in some places, at the grassroot level, the polifical
climate. was inﬁospitable to participation and effective democracy.
This was aggravated by the confusion bfought about'by the duplication
of bureaucratic structures at party and government levelé.56

Two more factors which are central to Arusha's ideals are the
concepts of Sélf-Relianceeand Ujamaa. The whole question of Self-
Reliance has been problematic and at times partially misinterpreted.
This is nowhere more evidenced than in the educational system. If
education for self-reliance as stipulated in the Arusha Declaration
means educatioq which is geared to direct people towards self-
sufficiency for themselves, then self-reliance as practised in
schools is way off the mark. Schools have taken self-reliance as
meaning engagement in activities which can make the institutions
economically self-reliant. Very seldom are the concepts of critical
thinking, applicability and relevance incorporated in the implementa-
tion of Education for Self-Reliance. While self-help schemes for
economic production are part of the'policy, these, however, tend to over-
shadow areas in education which affect thought processes, value judge-
ments and cultural perspectives. Self-reliance is an important

component of Tanzania's Ujamaa. Ujamaa was an economic and social

concept:rationalized through traditional organization of society.
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There is little indication'th;t the authors of Arusha had critically
looked at traditional structures. Traditional life was presented as
homogeneous and idyllic which it was not always, Exploitation,
hierarchical social systems, ;exual and age differentials were part of

a system which on the surface looked harmonious and democratic.
Traditionally,Vthe focus for economic production was on the familyAand
clan but with allowances for competition and individual acquisition of
property regulated by commonly understood codes and prinéiples. The
Wasukuma, for example, have traditionally lived in scattered villages.
Each family had its own pieces of land to cultivate and collective

work among people of the same village was quite uncommon.57 It is no
wonder then that the policy for Villagization was found to stand in
harsh contrast to this type of traditionalism. Traditional economic
and political ppganizafion moreover, was supported and contained within
them value systems, beliefs and cultural expression. This does not,
however, deny the presence of 'humanistic' values in traditional society
or the existence of elements in opposition to dominant ideologies and
practiée. It points to the fact that traditional society was a éomplex

entity and the adoption of any of its elements demanded critical

assessment.

In spite of the problems, conflicts and contradictions which have
sprung up or been exacerbated by the implementation of the Arusha
objectives, the Declaration has put a historical and cultural imprint
on Tanzania., It inaugurated an era in which not only a better world

could hé_dreamed about but also attempts made to make it a reality. That
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Tanzania has been slow and at times failed to bring about the envisioned
socialist transformation, this has not invalidated the original vision.
More than anything, the political consciousness of Tanzanians has been
raised so that the task to bring about the transformation is understopd

1

to be complex and a long struggle. The point reached has been the
result of a prbcess of political awakening. It is this process which
underlies the history of contemporary theatre in Tanzania as well as

the ideological and theoretical factors informing theatre practice.

2. Theatre response and the Arusha Declaration: ideological and

theoretical considerations

The complexity of cultural transformation is éhéwn not only in the
uneven development of its structural elements but also in the cultural
expression which results from this development. The Arusha
Declaration had a great impact on theatre, The developments, problems
and contradictions in the general culture provided immediate thematic
content for the theatre. Moreover, the focus given to economic and
polit{cal areas was echoed in the focus and attention given art in
general and theatre specifically. As Hussein has pointed out:

It was in this light and because of these political, economic

and cultural events, that drama, theatre and their very

structure took a turn in Tanzania.

Even though theatre and the other arts were not specifically mentioned
in the Arusha Declaration, it soon became quite apparent what

theatre's role and task were expected to be during a transition to

s
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socialism, In 1968, during'a meeting with Tanzanian poets, President
Nyerere directed:

Go and propagate the Arusha Declaration and praise our

national culture.
Theatre in socialist Tanzani; became the focus of discussion inside and
outside official circles. Acadgmicians, theoreticians, as weil as
theatre practitioners, echoed Mwalimu's call. This was a call to put
poetry,’theatre and the other arts at the service of the tasks set
forth by the Arusha Declaration. The need to harness éultural
expression in the period after the Arusha Declaration was found to be
so important that the ruling party TANU appointed a special committee
in 1970 to forward its recommendations to the Central Committee in view
of what culture is and its function within national perspectives.
Later the following year, the 15th General Conference of the party
endorsed amongst other functions of culture: to ensure that values are
in line with Tanzania's socialism; to educate and conscientize the
masses; to propagate party ideology; to preserve what is valuable in
traditional culture. Great emphasis was put on the need to revive and
develop traditional arts in the development of a national cultural
identity.60 Besides making a general call to all artists, the party
and government planned and tried to develop its own organs to
participate in this cultural deveiopment. As early as 1968,
discussions and plans were underway to build an Institute of National

Culture. Amongst its several objectives, the Institute was primarily

to coordinate and encourage the development of national culture by



'coordinating, planning and executing research into the creative arts

of Tanzania, notably written and oral literature, performing arts

including theatre and dance; music; visual arts, including painting,

. . . 61
sculpture and design; and all allied subjects'.
i
Besides this institute, theatre courses which had begun at the
University of Dar-es-Salaam in 1965 were formalized into a department
by 1967. All these were to be guided by national political
aspirations, The role of the theatre in institutions and by
individuals was summarized by the Party newspaper when it said:
With the achievement of political independence in the
majority of African countries, the problem of theatre appears
in a new light. It must become a part of the struggle for
economic and social development.
Two years later, the paper elaborated further on what it saw as the
relevant function of theatre as vehicle and tool of cultural
transformation:
It is clearly possible, therefore, to use the theatre as a
tool in the transformation of ideas. It should be possible
to use theatre to portray the things at stake in our
revolution - the goals of the revolution and the way to
those goals, There is a great potential for conveying
‘ideas and motivating change through productions ... If
‘cultural performances are to instruct as well as entertain,
this is one of its tools which needs rehabilitation.®3
One of the most important official organs which was to translate the
party's and government's objectives for theatre was the Ministry of
National Culture,established in 1962. The rehabilitation of

traditional culture and search for cultural identity which were the

reasons behind the Ministry's establishment were made more immediate

82

and a necessity by the Arusha Declaration. It has been pointed out by

-
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A.G. White that what interesfs 'such governments as those of Tanzania
... is the use of theatre to draw the ordinary man into participation
in or an understanding of the modern way of life ...'.64 But it is
not any modern way of life that governments of Tanzania were
interested in. Structures like the Ministry of Culture were seen as
organs to oversee and develop a barticular way of life which was in
line with the aspirations of Ujamaa as stipulated in the Arusha
Declaration.

Such activities as theatre in the state organs, however, show not
only the official efforts at cultural engineering but also the gaps
between objectives and practice, policy and its implementation as well
as ideology and social reality. Taken together, these elements
contribute to the nature of theatre response within official organs
after the Arusha Declaration. The official response, however, has
always been cém%lemented by those who have practised theatre and their
response has been quite evident in the devised and written plays of the
period.

Theatre writing and production in Tanzania since 1967 display
activities which can be divided into two groups: those activities
which show a response to specific political issues prevalent at the
time and those which are general in nature but contribute to the aspired
ideal society. While the second group contains theatre activities
whose content is not 'political’, the social and aesthetic aims of these

activities are, nevertheless, not antagonistic to those aimed at by

activities in the first group. The period after Arusha, however, has
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been dominated by activitieé found in the first group where content
and/or objectives are direetly political. The political nature of the
written, devised or improvised plays, for example, manifests itself
through two complementary factors: a) the portrayal of political and
social issues within érescribed political structures. This is done by
using a consciously chosen ideoiogical perspective. b) the conscious
use of theatre as a political forum by the writers and practitioners.
As such, the plays show an alignment to the struggle to effect social
change as envisioned by the Arusha Declaration as well as reflect the
reality resulting from the struggles. Events drawn from past and
recent experiences highiight general and specific struggles which
support ideological objectives. The plays also show, however, that the
nature of alignment and support for ideoiogical objectives has not been
uniform throughout the period, 1967 to 1984, The period displays two
different tyﬁeé of political and aesghetic commitments which inform some
of the plays produced between 1967 and mid 1970s and those produced
after 1976. While there are plays concerned with similar issues or
using the same theatre approaches in both periods, the latter period
contains plays which show a redefinition of the political commitment of
theatre. There is a discernible gradual radicalization of output from
a theatre which translates its political commitment into supportive,
integrationist propaganda. for the official and aspired dominant
nationalistic culture to a commitment to challenge and oppose the
ruling hegemonic values and practices which retard or negate socialist

objectives. The later part of the 70s and the early 80s produced

S
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plays which show a break in the alliance between politicians and some
theatre practitioners. This break is not so much the manifestation of
a total opposition to the dominant ideological hegemony but an attempt
to expose contradictions in values and practices in the exercising of

1

this hegemony. The resistance displayed in some of the plays is a
resistance towards some practice; in the exercise of hegemony and an
exposition of why and how the practices contradict the ideological
objectives of the Arusha process.

The advocated changes are only revolutionary in the sense that new
revolutions are put forward as the only solutions to bring about a more
desirable socialist orgénization of society. The developments in the
content of plays after the mid 70s were accompanied by changes of styles
and forms in theatre practice. New elements of emphasis in theatre
performance developed in such areas as participation, traditional forms,
fantasy, perfgrmance space and theatrical vigour. In some cases these
changes have been quite radical.  This radicalization, however, has
not been confined to theatre alone. It has simultaneously taken place
in such literary outputs as poetry, short stories and novels. It is a
development which the Tanzaqian writer and critic, F.E.M.K. Senkoro has
tried to analyzeiand has called the development a process of
'negation’.

While agreeing with his observation that creative output which
came out in the late 70s and early 80s negated that which had preceeded
it, one questions his analysis on the source of that negation. Senkoro

argues that the later poets, novelists and dramatists were reacting to
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the creative output of their predecessors which was 'bankrupt',
‘parochial', and 'narrow minded parroting'.66 This argument is
fallacious. The sense of negation did not arise from creative
competiﬁion amongst the individual writers. Rather, it was a
different perception of reality which has become complex plus the
failure of economic and ideologiéal structures to attain the wished for
transformation within the general culture which brought about these
developments. The negation then is of a reality created by social and
political elements which have retarded the envisioned cultural change.
This explains why, for example, the same writers and composers who were
earlier 'parrots' became critics, radicals and callers for a new
revolﬁtion. Earlier on, there was close alignment between politicians
and poets and dramatists. There was a shared vision for what the
country needed and their means of achievement, This phenomenon is not
peculiar to T;nzania but as J. Fieback has pointed out, a common
characteristic in socialist oriented countries:

As regards the socialist orientated states there are some

fundamental common interests between the leadership and the

vast masses of the peasantry and the emerging working class.

A socialist orientated theatre would necessarily function in

support of this general policy ...

For Tanzania, the policy was Ujamaa with all the values and
elements of a socialist vision. This vision was seen by some
supporters of the Arusha Declaration as needing endorsement and

support. Also, the process through which the vision could become a

reality was seen as synonymous to the function of art itself; and

theatre is art:
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Art is an indispensable means for the merging of the individual
with the whole. It reflects man's infinite capacity for
_association, or sharing experience and ideas, and it does so

even when its content actually tries to deny the capacity for

sharing. This function of art is kin to the motivations and

the aims of the Arusha Declaration, to the very tenets of a

nation building in Tanzania, the building of a cooperative,

communal society in which the individual is merged with the

whole, and in which self-reliance does not mean individualism.
Such statements by those practising theatre in Tanzania right after the
Arusha Declaration give insight and a perspective of the underlying
motivations and ideas for theatre produced then in and out of academic

circles,

‘Theatre, like the other arts, was directed towards the attainment
of the socialist visipn. What the politicians preached was seen as
what thé people wanted. The following statement exemplifies a common
attitude of theatre practitioners at the time:

The future of Tanzanian theatre is very bright because the
theatre. finds inspiration and direction from well-thought out

and clearly directed policies of the country. The ship of
state has a clearly mapped out course, and the chances of it
floundering are slim, and so the artists also are bound to 9

have a clear vision of the role they must play in the society.
‘What the arfists aimed at then can be summarized in Mulokozi's
words:

Any writer who is really concerned about their (people's)
welfare should give them hope and encouragement not

discouragement, He should also give prescriptions whenever
possible.7 .

In theatre, as elsewhere, this translated itself into a truthful,
historical concrete portrayal of reality, a celebration of events and
persons who side with the aspirations of peasants and workers and a

provision of visions for a desired social organization. This was a
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period of enthusiasm for the Arusha Declaration and what it stood for.
By the 1ate‘703, a parting of the ways between artists and politicians
was taking place. The earlier trust waned and 'contestation' replaced
‘fidelity'. = Events earlier hailed as political and social
achievements became clearly ‘inaugurations for new struggles. Protests
ensued as ideblogical and political structures of the ruling class were
perceived to be responsible for perpetuation of new and old oppressive
and exploitative elements. Contradictions between ideological
expectations and practice became major factors in the failure to
improve the lot of peasants and workers. Theatre practitioners
realized that what thg leédership preached was not necessarily what

it practiégd. Sometimes what it wanted was not always to the
people's benefit. National self-appraisal, protest and prescriptions
for further revolutionary changes became more visible. These
developments; however, did not negate the original social vision but
only those elements that hindered its attainment. Theatre output
shows that for the most part, socialism is seen as the answer for
viable development and organization of society. In this, the writers
aﬁd practitioners seem to have worked within Sartre's idea of
commitment and freedmm;

He /_ﬁriter;7 is someone who is faithful to a political and

social body but never stops contesting it. 0f course, a
contradiction may arise between his fidelity and his contest-
ation, but that is a fruitful contradiction. If there is

fidelity without contestation, that's no good.7l
The commitment to socialist ideals continues in the latter period after

Arushg. No play, for example, prescribes opting out of socialism.
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On the contrary, more often than not there is more revolutionary
socialism which is suggested.

In spite of the differences of emphasis and the attitudes towards
the reality which informs it, thematically, the theatre has concerned
itself with three major areas® a) a concern with struggles against
colonialism, élavery, oppression and exploitation; b) a concern for a
search for identity, ethnicity and nationalism; c¢) a concern to
institutionalize socialist values and practice. Sometimes these
concerns overlap and support each other within single works. Sources
of material are drawn from both historical and contemporary issues and
practice but always with the aim of acting upon the present, an aim not
always attained. All these concerns and struggles were given focus by
the Arusha Declaration and theatre practitioners turned to supporting,
interpreting, protesting and exposing elements for and against them.
The response towards the Arusha Declaration and the social reality which
followed has been summarized in a poem, 'Picking up Rice' by E.
Kez1ilahabi:

News came from Arusha

We began sorting out the rice of Ujamaa

With eyes ahead, eyes sideways, we removed sand

We made a small burial place for the sand

We began to remove broken rice one by one

The fingers worked like a sewing machine

Night and day until the eyes hurt

We made a small white pile

There was too much broken rice and sand

We cooked after labouring a long time

We began to eat
We found out there was still sand and broken rice
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When shall we eat witbéut sand, without broken rice?72
(my translation)
The theatre reflects the struggles to try and remove the social and
political sand through the Arusha Declaration itself and to demystify
the social practice existing because or in spite of the Declaration.
The thematic.concerns in theatr; have been summed up by one of the most
active theatre writers in Tanzania, Penina Muhando:

‘I think when I do my writing I want to pick any pfoblem'which

is troubling the people in Tanzania at the present time.

Because I see myself as having a duty to try to help the

society either in showing where the problems are or trying

to suggest solutions to problems or at least to make the

people aware that the sources of this and that problem are

in this and that thing .

It is a belief shared by many theatre practitioners in Tanzania as the
output of the work in the period under study shows.

Developments can also be seen in the style and forms of theatre
expression. | The plays devised and written in the early years after the
Arusha Declaration up to the @id 70s show a great reaction against the
function of theatre as entertainment. Pedagogy and didacticism,
therefore, became paramount. Issues were presented in unambiguous
ways so that they led to clear identification of positive and negative
factors. Rhetoric and’wérd gained primacy in theatre and overshadowed
other elements of performance. Sensuousness of the theatre event was
not the primary concern of most of the plays or performances, but the
political or social message. While some plays produced after the mid

seventies display these characteristics, others show a move away from

rejecting the entertainment function of theatre. What to say in



91

theatre appears to be as.important as how to say it. Many more
writers and practitioners joined such earlier writers as E.N. Hussein
and P.0. Mlama in the experimentation of vehicles for theatre expression.
Senkoro is partly right when he observes that from the late 70s
stylistic changes occ;rred in literature and drama because 'there was
need to have a more lively form to make the social and political
messages in the works of literature more interesting'.74 While this
cbnscious attention of the practitioners cannot be overlooked, the
changes in stylistics can be attributed to two important factors which
Senkoro overlooks. The first one was a search for ways to express a
reality which was seen by the mid 70s to be complex and imbued with
contradictions, The former ways of expression became less and less
adequate. A more important reason was the turn towards traditional
performances and oration as integral ﬁarts of contemporary expression.
All these haGe-made recent theatre output appear more complex than
previously; In some cases, riddling, dance, story-telling, recita-
tions, mime and music replaced rhetoric. Fantasy and symbolism
beca@e potent theatre elements. Ambiguity was no longer shunned.
While not losing its seriousness to political commitment, the theatre
lost its sombre and pedantic approach and effect. This theatre has
been seen by some as an effective political forum which exploits the
entertainment value of theatre expression. After witnessing such
theatre, Nicholas Owen reported:

In theatrical terms the results are electric. Powerful and
dramatic images communicate their purpose simply and
effectively through a skillful combination of traditional
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forms with gesture and the spoken word. Improvisation and
other theatre techniques draw together the cultural threads
_of Tanzanian society and bind them into a new form of
dramatic expression.?’3
Owen séw the new dramatic exéression as flexible being 'equally
successful in presenting a’straightforward political story, an
educational or didactié piece, or an exposition of social mores'.76
He saw in the performances a rejection of the old colonial theatre
production.  The rejection, however, has not been total bﬂt selective.
The tendency has been to incorporate alien forms whicﬁ contribute in a
relevant way to expressing Tanzania's reality. Conventional d:ama has
continued to play a major role in Tanzanian theatre.

Theatre asbcommunication is effected by individuéls who are not
only part of the reality they portray but,hgve different skills and
available supportiﬁe social elements which inform their work. The
strength andiweakﬁesses of any theatre work therefore depends not only
on its failure or success to meet its own objectives but also in the
degree to:whiéh the aesthetie component of theatre is achieved.
Theatre output. after the Arusha Declarétion displays a diversity of
skilié which héve‘been at times a major factor in achieﬁing both the
political and aesthetic goals.

Theatre practice in Tanzania has been informed by another general
attitude shared amongst its practitioners. It is a moral and social
attitude which seeks for stability and harmony:

... theatre has a more important function than mere enter-

tainment, it is an educational and correctional medium to

chastise and correct society, a tool to ensure social harmony,
‘the harmony that we find in traditional societies.’5
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This search for harmony can'be seen in the various struggles, political
and social, depicted in thé plays as well as topics of a general nature
which somehow affect harmonious living. Ujamaa, total political and
economic liberation are the contemporary models sought. The search
to establish harmonyﬁcan also be seen in plays which deal with everyday
relationships in marriage, therupbringing of children, and individual
idiosyncratic behaviour. In all of them the aim is to eliminate
destabilising elements and attain harmony of one kind or another.

The plays reviewed in this study come from published and unpublished
sources. Most of the plays in book form were published after 1967.
Many more plays, however, have been written or performed but have not
been put into print.‘ Included, therefore, are plays whose performapces
have been observed. Sometimes these have been supplemented by scripts
provided by the producers or which were available in library archives.
Not all pubiiéhed plays have seen a performance. This is due to the
fact that, as in the rest of East Africa, prior performance has not
been a criteria for publication. Moreover, in Tanzania, those who
have written plays, have come from all walks of life - teachers,
lawyers, academicians, administrators, workers and students as well as
theatre practitioners. The importance of performance which can inform
a play has not been a primary concern to most of these but publication
has. Who is published and why, however, is determined by factors
outside the qualitative elements of the plays., These factors also
determine the quantity of plays available in print. One of the most

important factors is the publishing industry itself. Within East
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Africa, there are about 54 bgblishing agencies open to writers in the
region including Tanzania.78 Out of these, only 10 have concerned
themselves with publishing plays and less than that have actually
published Tanzanian plays available. Such companies as Oxford
University Press, Heinemann, Longman Tanzania Ltd., Foundation Books,
East African Publishing House, East African Literature Bureau have been
qdite selective in publishing Tanzanian plays. The plays which have
been mostly written in Kiswahili have been seen to have a limited
market, Only a few established authors such as E.N. Hussein and P.O.
Mlama have managed to have their works published by these agencies,
most of which are part of multinational corporations. Most of the
plays published espeéially after 1975 have come out of national agencies.
The Dar-es-Salaam University Press began publishing plays in 1981.

The new efforts by the Tanzania Publishihg House and the
Dar-es-Salaém.University Press have definitely increased the availab-
ility of published plays. In the meantime, however, writers have lost
other outlets for publication. Periodicals and magazines such as

Darlite, Umma, Zinduko and Kioo cha Lugha published some plays in the

late 60s and early 70s. By the mid seventies, most of these
publications had ceased to éiist or were appearing quite irregularly.
The regional hostilities amongst the East African countries during the
708 made it difficult to use publishing agencies outside national
boundaries. The break up of the East African Community which
culminated in the closing of the border between Tanzania and Kenya in

1977 meant publishing facilities in Kenya were closed to Tanzanian
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writers. It meant also that Tanzanian books already published in
Kenya could not be available in Tanzania. The writers have therefore
been forced to rely on the'national publishing houses. The most
active and the one which remains the most available publishing agent
for playwrights in the country is the Tanzania Publishing House. Even
here, however, publicafion of a play is governed by economic and
ideological consideratiqns. Walter Bgoya, the General Manager of the
Tanzania Publishing House has put forward three reasons why a script
including a play script may be rejected for publication:

He Lfthe publishe:;T can decide because the book will not

sell; he can decide because he does not like the

ideological position of the writer; and he can decide

because he thinks the book lacks substance...’9
A play can then be published if it has on one hand a political and
social relevance and on the other, if it hés a market. Relevance is
measured within the dominant ideological objectives while the market
means the demand in schools. The demand for plays in schools,
hoﬁever, is limited. There is no demand in primary schools (the
largest market) where the curriculum is closed to them. They are only
nee&ed in some secondary schools, a few colleges and the University.
Moreover, the Tanzania Publisping House has limited resources which
force it to.establish priorities in publishing and this has not always
favoured plays. All these factors have contributed to the quantity
and quality of published plays in the country. Many plays remain
unpublished because of these factors. But being unpublished has not

been, for the most part, a drawback to the plays affected or their

Y
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producers. Performance rather than publication has claimed a primary
position. Organized grodps, individuals and educational institutions
have been active producing plays which aim at the stage first and
publication is incidental. , Pre-publication stage readings or
performances of playé by established writers has become common
especially since the latter part of the 70s. These writers have tried
to reverse the trend, common elsewhere in Africa where creative works
have been market goods first and social practice second.

The published plays in Tanzania, therefore, don't tell the whole
story of theatre performance in Tanzania. The direction that theatre
has taken since 1967 can be found in the improvised plays of cultural
troupesandinstitutibns, in the radio theatre, in the popular
performanceé of theatre for development, the many Ngonjera as’well as
the published plays. Amongst the contemporary Tanzanian theatre
practitioners who have developed their craft in the period after the
Arusha Declaration is Ebrahim Hussein. Chapter 3 looks into Hussein's

work and his contribution to the theatre experience of the period.
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CHAPTER 3

THE THEATRE OF EBRAHIM N. HUSSEIN

1

1. The Writer

E.N. Hussein is probably the leading playwright in East Africa
today, but except for Kinjeketile, his works are practically unknown
outside Tanzania. Two reasons emerge as to the causes of this obscurity.
Hussein writes in Kiswahili and as such only those who speak or read
that language have access to his work. Kiﬂjeketile is the only play
to appear in‘Epglish translation so far and two of his earlier plays

. 1 .
have been translated in Japanese.” _ Critics, moreover, have

concentrated on Kinjeketile for a couple of other reasons. It is the
only obviously historical play and easy to understand. Even amongst

Kiswahili speakers, several of Hussein's works are very complex in
linguistic and sometimes theatrical structures.2 Hussein is sometimes
said to be artistically inaccessible and has often been compared to
Wole Soyinka of Nigeria.3 Both are seen as poets who are too pre-
occupied with their artistic creations for their own sake. The result
is said to be a self-conscious art which spéaks but to a few. Hussein
has been conscious of such criticisms which have arisen from his strong

=4

-
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philosophical approach to his works and the language he uses. He does
not defend himself but apoiogetically points out that writing in a
simple straightforward manner is more difficult than the styles he uses.
''Maybe', he adds, 'it is time to get out of riddles and complexity and
write simply'.4 Whéther Hussein will be able to follow up on this
intention remains to be seen. 'What the critics usually forget is that
part of Hussein's complexity stems from what can be seen as a constant
awareness of the theatre medium in which he is working. This is
exemplified in his own statement that drama 'is not written but
structured and organized and as such it is the stage and the conflicts
which are the guiding principles'.5 His plays are good examples of
these principles whefe the language and structure display a flair for
consciously arranged theatre aesthetics and poetic idioms. Like
Soyinka, Hussein gives his critics more work than they are willing to
invest their énergies for. The question is whether Mohammed should go
to the mountain or the mountain to him,

Comparisons between Soyinka and Hussein can also be made in
reference to their intended audience. Here their works display a
difference in approach. Whereas Soyinka has been accused of cétering
to a non-Nigerian, non-African literate. international audience, Hussein
seems to focus on the literate population of Tanzania.6 Hussein's
works have usually been produced by and for students and staff in
secondary schools, institutions of higher learning and teacher training
colleges. Most of his works are included in the literature courses in

both English and Kiswahili. But the choice to write in Kiswahili makes
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Hussein's intentions for an audience clear, Once the hurdles of
discovering meanings and stfuctures are overcome, the potential
audience for these works is wider than is generally believed in both
geographical and population terms.

Besides the choiee of language Hussein and Soyinka show a
fundamental difference in their source of inspiration for both the
material and in;ention of their theatre work. Eldred Jones has
pointed out that Soyinka's plays are concerned with the fate of man in
his environment, the struggle for survival; 'the cost of survival; ...
the role of death - even the necessity of death in a man's life'.7 He
is pre-occupied with individual and collective social renovation. His
kinship to Yoruba traditional aesthetics is underscored by the use of
the same 'theatrical categories'.

On the one hand is the 'popular tradition' whose ultimate

purpose is to impart physical and psychological therapy, the

release and satiation of long, stifled emotions, through the
mechanics of satire, comedy and masquerade; and on the

other hand, is the 'ritual tradition' which reaches towards

. the same kind of restoration but on a far more profound,
more solemn level, through the mechanics of rite and cultic

>Symbolism.8
Osofisan goes on to categorize Soyinka's plays as those, on one hand
'which seek the exorcism of collective pain' on the purely sociological
level utilizing resources of the popular stage; on the other hand are
those plays which are 'metaphysical in content and mood' and assume
ritualistic structures concluding on tragic tones.

Unlike Soyinka, Hussein's pre-occupation is not with the discovery

or link of contemporary man to the universal cosmological metaphysics

»
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through which either exorcism or participation in the ritual process
can take place. He is coﬁéerned with the relationship of man to the
particular economic and political practices and how these constrain or
aid man individually énd collectively to attain liberation. There is
no call for the past which might provide a purgation for today's evils.
Only, the present responsibility'to understand the social processes in
a historical context and find answ%}s‘in the possibilities of social
and economic change. The metaphysical content he uses points away
from itself and illumines the physical struggles of man to find an
equitable society. The ritualistic structures present in some of his
plays are devices which attempt at demystifying the process of social
renovation. He seems to accept the fact that the cultural disruptions
of the immediate past are a major component of contemporary reality in
both the economic and social spheres.

The contradictions in economic and political practices are seen as
processes to be understood now in relation to the cultural disruptions
of the immediate past and their role in shaping the future, The plays
come out immediate and pdlitical responding to the events which show
either the necessity for cultural change or the contradictions within
society in the process of its development. The plays are serious but
never fatalistic. The failure in society is not the failure to achieve
communal catharsis of the spirit but rather it is the failure to re-
arrange the social and economic structures to liberate man physically
and spiritually.

Hussein draws from the traditional forms of the past but uses them

-
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as ingredients in the regipe of his plays. There is a deliberate focus
in his latest plays to expiore more of the celebratory and narrative
aspects of traditional performances as well as the relationship of these
to its immediate audience. |, Even.here one is always directed towards
the future through tﬁe present, His use of history follows the same
pattern where the past events are only important because of what they
illuminate of the present - its aspirations, its contradictions and the
social behaviour of its participants. Like most East African theatre
writers, Hussein uses the stage and the performance metaphorically
rather than metaphysically. His view of history and social development
is a dialectical one - 'as a progression and people are constantly
transcending the limitations of their societies by means of oppositions,
which are resolved into new oppositions'.lo. His characters are people
who are caught up in this historical process and their salvation is
social change %hich begins at the awakening of consciousness. To a
greater extent, his works are closer to the South African contemporary
drama and such West Africans as Aidoo, Osofisan and Omotoso.11 All
thesé have attempted to foéus on contemporary issues and where myths,
old tales or other traditional materials have been used, the concern
has been to teil the tales and the myths anew, by recognizing the change
in society and using them metaphorically in theme, character, and
structural formations. Hussein, however, pays more attention to the
forms and aesthetic values of theatre as an art form than the others.
Hussein was born and raised on the coast of Tanzania and most of

his works carry the cultural values and attitudes of the Swahili. The



109

coastal Swahilis have evolved a culture which is a mixture of African
elegents, Arabic and Islamic features including some characteristics
from other Asiatic and European cultures which interacted with the
coastal peoples over several hundred years.12 John Iliffe has
described coastal culture the following way:

The coast was distinguished from inland societies by its
religion and culture. The religion contained two elements.
One was the vigorous monotheism of orthodox Islam, which
taught that the proper response to misfortune was patient
expectation of recompense in an after-life on which great
emphasis was laid. Alongside this, however existed a
popular cult centring on subordinate spirits, good or evil,
Islam or purely African, who intervened in men's earthly
lives, often causing misfortune, and populated a highly-
coloured universe of miracles, angels and devils,l3

The coastal culture, however, has been eclectic. Those from the
hinterland easily adopted coastal ways while the coastal peoples

internalized tribal ways so that by 1974, A.M. Khamisi could

confidently say that the whole nation is in an era of 'Swahili culture'.

There afe, however, some distinct characteristics which remain as
coastal elements and are part bf the same sub-culture, e.g. a coastal
Kiswahili dialect, forms of dress, some dance forms and music which
refiect the coast's political and social history. Hussein uses the

coastal Swahili for most of his plays but his interest is not in the

cultural identity of these people but rather to use them as a microcosm

of the Tanzanian society in a specific historical period struggling
within the process of development and change. The political
commitment which comes through most of the plays has enabled Hussein

to a large extent to overcome the contradictions between the

-

14
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conservatism of Islam (he is a Muslim himself), and the process of

historical development for which he has focused his artistic creation.

He is aware though, that within him as within others in his

society, there exist contradictory elements which inform individual

lives. He sees in himself, for example, an individual caught between

two cultural walls which sandwich him. In an early poem, he
clearly the sense of inspiration and frustration caused by the
of Islam and tfaditional culture on one hand and the feelings
because he has.embraced a Western education and values on the

1, There, there goes the pulsating call of the drum
It boils my blood and sensuous desires

2. Blood cooled and spoilt by smooth violins
Violins which call me
Through sorrowful joy

3. Now I boil and pulsate
Now I rejoice and am refreshed
At the beat of life
The joy of freedom
Where shall I go?

4, I must pray
I must worship
Worship Allah.
But will He hear a voice which likes -

A voice coming from one who wears a 'Kanzu'¥* and the

Cross?

showed

demands

aroused

other:

(my translation)

* Kanzu is a long gown-like garment popularly worn by Muslim

men.

The dilemma is shared by many and has been dealt with in several plays.

Hussein's own Wakati Ukuta is one of these and to some extent so is his

Sokomoko. The religious part of Hussein, however, is a peripheral

’
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elemeﬁt in his plays as he is more concerned with social practice and
its problems rather than-réligious practices and metaphysical solutioms.
His main concern has been the Tanzanian society with its struggles and
contradictions in the process of safeguarding total liberation. A
review of his plays, however, shows that there has been an aesthetic
and political development within the writer which has translated the
struggles variously over the years. - Even though his commitment to

social problems appears in the early plays such as Alikiona and Wakati

Ukuta (both written before 1969 but published after Kinjeketile) it is
with Kinjeketile (1969) Mashetani (1971) and the later plays that an
awareness of the complex social, political and economic processes emerges
more strongly. He ekposes the dilemmas, frustrations and conflicts of
individuals and groups acted upon by these processes. More often than
not, the writer shows his choice of alignment and sympathies with
particular gfdﬁps or individuals affected. The events after Arusha
and values contained witﬁin the Declaration itself provide both the
thematic material and a catalyst for his aesthetic response. While

the plays show a move towards more questioning of the events, they at
the ;ame time move towards ogting for traditional elements of
performance. These seem to take place alongside another development

in his works., There is a move from a corporal and emotional evocation
to a more philosophical and intellectual contemplation within the plays.
In this progression, the individual within the social conception gains
prominence and is rendered more complex. Self reflection becomes an

important feature as evidenced by the times that characters question
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themselves or the length of time they spend with themselves. These

features are quite absent in Alikiona-and Wakati Ukuta but become

progressively visible from Kinjeketile onwards. There is also a
development in Hussein's works which move away from realistic portrayal
" of events to more deéendence on non-realistic elements. Fantasy,
symbols and images become more ‘and more prominent in his later works.
In a rare interview with Abdilatif Abdalla in 1984, Hussein
provided some clues as to how he approaches the content and forms of
his play. He pointed out that his starting point forveach play is
not necessarily an issue or content but most often images which in the
process of putting them together dictate the form and provide a fable.
The different styles‘of his plays have been, therefore, not conscious
efforts to try new ways of expression but have been dictated by the
initial inspirations and images.16 These revelations by the writer
explain theiﬁredominence of images, symbols, metaphors and certain
dramatic structures of his plays used. for each thematic content,
They do not wholly explain why in spite of the differences in style and
images which inspire each work, there has been consistency in the
manner the structures and the images have produced the type of thematic
content portrayed in the plays. This can be explained by how Hussein
perceives his sociefy, his commitment as an artist of the theatre and
his skills at consciously translating both in his works. It is also
partly due to the reality around him which acts as a catalyst to the
images which inspire him. |

Hussein started writing his plays when he was a’student at the
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University of Dar-es-Salaam in the late sixties and early seventies.
This was the time when tﬁe'socialist ideology of Tanzania as well as
the question of self-reliance dominated the discussion and writings of
both student and staff on cgmpus.17 The question of liberation was
contexted within colonialism - neocolonialism, capitalism and
imperialism, exploitation and class alliances. The struggles within
Tanzania were positioned alongside struggles in the rest of Africa and
the world. Tﬁe academic staff boasted a number of socialist and
Marxist members who were active in ideological forums.18 There was no
doubt here the laying of the foundation or an expansion of the political
and economic social awareness for Hussein. In the arts, East European
scholars joined the departments to provide alternatives from the
American and West European traditions of thought and practice, Hussein
later went to East Germany to pursue post-graduate studies. He was
active as an actor during this time, a practice which he has unfortunate-
ly abandoned lately.

It is probably no accident that one notices a kind of Brechtian
conception and presentation of the theatre forms in Hussein's work.,
It is not so much the parallel usage of certain theatre devices which
links Hussein and Brecht but the overall effect even when totally
separate devices have been used in which realism in the Brechtian sense
is achieved. Brecht defined realism in the following sense which is
also relevant to Hussein:

Realism means: discovering the causal complexes of society/

unmasking the prevailing view of things as the view of those
who are in power/writing from the stand point of the class
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‘which offers the broadest solutions for the pressing
difficulties in which human society is caught up/emphasizing
the element of development/making possible the concrete, and

"making possible abstraction from it.

Hussein rarely talks about his work nor has he presented a dramatic
theory to be studied but his works show a writer who has definitely
thrown his lot with the exploited, the oppressed, the disadvantaged.

1

This is partly reflected in the choice of material and also through the
utilization of his theatre skill to expose the mechanisms of social and

political interaction.

Hussein has said that there is a basic principle or law in our
times which the writer must recognize: 'the root of all evil is
material production and how it is governed and especially the relations
which result from the manner they are governed!. The writer, like the
sociologist must master what he calls 'the science of history':

It means that for. the writer who wants to speak the truth,
before he can talk about evil and goodness, good and bad,
before he can use his talent to create a novel, drama;
before he can paint or write poetry, he must know the
science of history.

Hussein has praiﬁed‘Ngugi because the principle 'law of the
century' seems to reveal itself in specific terms in Ngugi's work:

For example when writers count the blessings brought by
independence, that's when Ngugi counts the ribs exposed by
hunger. And when poets praise the price and everlasting
value of love, that's when Ngugi asks, 'how come it has
become a commodity, a thing of ten minutes?’

While paying tribute to Ngugi, Hussein reveals his own approach in
handling issues within a historical context and ideological

perspective. The issues and the questions may be different from

’

-
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Ngugi's but the process is the same as evidenced in Hussein's plays.
gug P play

2. The Plays

Hussein's Kiswahili version of Kinjeketile was published in 1969

and Wakati Ukuta amd Alikiona in 1970. But the latter two plays,

however, appéar to have been written earlier when Hussein was a student
at the Department of Theatre, University of Dar-es-Salaam. By studying
these two plays, Hussein's theatrical and social‘development can be seen
more clearly as he moves from play to play.

Wakati Ukuta tries to ekpose the problems of either embracing

cultural change uncritically or resisting it. The central theme of

Wakati Ukuta (Time is a Wall) can be summarized in the words of one of

the characters in the play: 'Time is a wall, if you fight it you will

22 The man is making a plea about time and change and

hurt yourself'.
the attitud; of mind which is needed to accept the course of historical
change and development. He observes in the same speech that just as

he and his wife were different from their parents and predecessors
becéuse of political and social change; so will their children be
different because of their education and the intrusion of alien cultures
to which they are exposed. The play calls for flexibility in accepting
and adjusting to change. The play can be characterized as a domestic |
drama exposing the conflicts between 'the 01& and the new', between the

individual and the process of social change. Both the young and the

old, Hussein seems to say, can lose out because the one resists the

’
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historical process while the other embraces it too blindly. The
result can be individuai anguish and personal disillusionment. Tatu,
a young woman, defies her parents by adopting what they call 'European
ways'.in her dress, her spgech, her relations with men with whom she
goes out to films and dancing. The parents are shocked more when she
marries without their comsent or traditionél sanction. But Tatu soon
finds out that her chosen road does not lead to fulfilment nor a
realization of her dreams>and has to return to her parents with great
humiliation, The man she has married is both hollow and fickle,

Underlying the conflict between the old and the young is the
conflict between the conservatism of the Muslim coast and the
'progressiveness"one finds in the inland peoples. Tatu's parents
like a large number of coastal 'Waswahili"were much slower in
embracing European ways than some hinterland peoples who were dubbed
'Wazungu Weusi' (black Europeans), by their quick adoption of
European education and values. Swali, the man Tatu marries, is one of
these, He is an urban man with a secondary school education. He
embraces‘the urban Europeanized culture blindly. Tatu's father who
has no education possesses gréat wisdom. He has great compassion for
all those wﬁo want to fight time either by wanting it to come too fast
or not to come at all., He knows that the behaviour of his daughter is
part of the process of change but her mistake is in not understanding it
and being impatient with it., He tells his wife:

It is only time. The time is not right. the shows to be

in deep thought / Tatu has read European books, she has
seen a boy and girl going to a dance or the cinema. They
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fall in love then they marry. It is not only Tatu but her

whole generation, .They also want to imitate those things.

The time to do these things will come but not now. In

- trying to be the first to do this, she is fighting time.

She wants iF to come quickly and we are also fighting timg 3

by wanting it not to come. There's where our conflict lies.
Tatu comes to this rgalization at the end and tells Swai, 'We didn't
know that éven marriage has its time', This awareness arms her and
in spite of fhe cost she decidés to return to her parents even if life
will not be the same again. Asha, Tatu's mother énd Swai, however,
afe oblivious to the demands of time and change. Asha can think only
of her position in the community and the continuation of values she
knows ., Swali is on the other extreme and embraces the values of the
alien culture greedily. Time for him means now and change means the
freedom to pursue modern pleasures. The lack of consciousness in
Swai and Asha is a drawback to themselves and those around them.

Hussein.develops his plot in five tightly knit scenes designed to
be played oﬁ a proscenium stage or a séace that can be converted to such
a stage. The first three scenes are set in Tatu's parents home with
its meagre furnishings, including a couch which when seated upon 'makes
onevwary that it has been stuffed with stones'. This is a house full
of social and economic worries represented by the changing morals and
values, the taxes of different kinds and of the community where one's
business is everybody's business. But this is a social world where
the inhabitants receive moral support from each other in spite of the
gossiping and rumourmongering.

Events move fast in the first scene where Tatu provokes her mother

’
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by wanting to go to the movies with Swai. In anger the mother kicks
both Tatu and Swai out. This act érecipitates the events of the rest
of the play. Scenes two and three provide the social and political
framework of the characters as well as a time reference, There 1is the
immediate communitylfepresented by the women in scene three who turn
personal troubles into social events through their innuendos but also
through their sympathy. In the international arena, the struggle for
liberation continues in South Vietnam and Zimbabwe as the radio
announces in scene two. Hussein will come back again and again in his
later works to explore the nature and contradictions of liberation
struggles whiéh he mentions in passing in this early play. These
struggles are still fresh in the readers' minds when news about Tatu's
marriage is announced by a friend. The last two scenes take place in
Swai and Tatu's room. ' There is no sense of community here and the
inhabitants in it are as lonely and alienated as the occasional

visitor who comes to give a hand or disrupt the lives of the occupants,
When Tatu leaves and says that she will take nothing because she came
with nothing, her meaning goes beyond a reference to material objects.
The relationship was built on very little and nothing can be reaped
from it since nothing was put into it except individual expectations

and false dreams. Hussein like Ama Ata Aidoo in Dilemma of a Ghost

trusts the old, the traditional, to give the moral and social support
to enable one to go ahead with the struggles of 1iving.24 In the

Dilemma of a Ghost, Ato's mother leads Eulalie into the old section of

the house. Likewise in Wakati Ukuta Tatu goes back home where we have

s
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been prepared to expect the parents will take her back. Tatu's
return, however, is a cémpromise for both the young and the old who
musf accommodate each other.

Alikiona25 (She was C?astened) is a minor play of Hussein's but
it holds interest because besides being one of his early efforts, it
is the only one where he has tried to employ farce and slapstick comedy
devices at a sustained rate. The play can be characterized as a
morality follbwing the traditional methods of folk-tales and narratives

where the evil doers, the cheaters, the thieves somehow get their right

deserts at the end. One reaps what one sows, is the central idea of
the play. The story follows the antics of a woman who goes to visit
her lover but tells her husband she'll be at her mother's. When she

returns with all the pretence of having qut seen her mother, she is
told that the old woman is dead and was buriéd while she was 'visiting
her'. The blay opens with Saida and her lover, Abdallah, flirting and
playing with each other through their words and actioms. Wﬁen the
husband comes in, Abdallah has just enough time to dive under the bed
and leave it to Saida to handle the situation. There follows both
coﬁedy and farce as Saida tries to draw the husband's attention away
from under the bed and provides her lover with a way to escape. The
effect is both 'Vichekesho' in the best tradition and a Moliére type

of comedy found in Tartuffe and The Would be Gentleman. Saida is

contradictory in her actions as well as accompanying them with
conflicting statements. Her actions we are led to believe do not

come from an inexperienced person forced to be 'creative under pressure'
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but the ingenuity of practice once again called upon to improvise and
get away with things, In scene three Hussein shows his capacity to
play with words to elicit a comedic effect while two men are discussing

the death of Saida's mother:

Abudu: In shbrt, I want to say that Saida's mother is not
with us.

Omari: She has travelled.

Abudu:  Precisely - she has ffavelled - a long journey.

Omari: A long journey? To do what?

Abudu: Her master* has called her.

Omari: Hm, I didn't know that Saida's mother has a master.

Abudu: Everybody has a Master - every man, old and young
have a Master (Silence)

Omari: When is she coming back?26

(* In Kiswahili the word 'bwana' can be used to mean master
or husband, thus Omari's confusion.)

In the last scene the whole tone of the play changes to melodrama.
While Omari calmly watches her, Saida goes through a monologue which is
at first happy as she discusses home and the gifts she has brought;
then to susbicion and nervousness as Omari's silence nags her. Finaif;
she begs to be beaten as punishment when she learns about her mother.
‘Omari who had prepared the whip at the beginning of the scene does not
use it on her. Her torment is enough punishment as he calmly tells
her:

I will not beat you

(Silence)
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- If you try, you'll ﬁake the wake

... Everyone will be glad to see you.

Your father.

(Saida puts her hands on her ears while murmuring: be quiet.)

Your grandmother. All your relatives.
Hussein makes Saida a very frivolous person. Except in the last scene,
she is shown to be a greedy, material hungry person who uses other
people to get what she wants. From the husband she expects the
security of a home and new 'khangas' every so often. .The lover is
just another material source since the husband cannot give her every-
thing. But Saida's whole world is frivolous and materialistic. At
the end of scene one Saida and her friend, Mama Pili, are discussing
the impending wedding of the latter's youngest sister. Not only will
this wedding be the biggest ever to be held in Dar-es-Salaam's biggest
hall, but the furniture has been ordered from Nairobi, Kenya and the
bride's veil from Europe. It is a world of competition for material
goods and doing better than the next man. In the end people like
Saida are caught in their own greedy ends. Their frustration is not

based on realization of their wrong doing but rather they have been

stupid enough to be caught. The characters in Alikiona are too
superficial to gain the audience's sympathies. At the end when Saida

displays such soul-rending emotions we are somehow detached, knowing
that it could be another act on her part to con the husband and us.

We remain unmoved. Hussein seems to direct his readers and audience
towards rejecting the characters and activities portrayed. As such,

the work is a morality play which draws attention and condemns

-
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behavioural and social patterns of individuals and the groups they
represent. |

Hussein's reputation as a playwright of note was established with
his Kinjeketile which was published and saw its first performance in
1969. (The English version was published in 1970.)%8

Kinjeketile is a play about the struggles for liberation, its
actors and the forces which are unleashed in the process of freedom,
The actions of the participants in liberation as well as their response
to the forces which hinder or uphold its attainment are the central
theme of the play. Kinjeketile brought Hussein national and
international recognition and established him as a playwright to watch

in East Africa. Like Rotimi's Ovonramuwen Nogbaisizg, and Micere and

Ngugi's The Trial of Dedan Kimathi30, Kinjeketile comes from history.

This is both the specific historical moment of the past but it also has
a relevancé to the present and future of Tanzania. So we turn briefly
to the Maji Maji uprising of 1905 for which Kinjeketile was the
spiritual mentor and where Hussein found his inspiration.

In his article, 'Tanzania under German and British Rule', John
Iliffe has outlined the political and economic causes of Maji Maji as
well as the social and political ramifications of this uprising.

After consolidating their administration structure in 1889, the Germans
turned to economic development of the then Tanganyika:

They tried three methods: .they started pléntations of

tropical crops, employing many African labourers; they

assisted Europeans to farm in the highlands, and they

encouraged or forced Africans to grow cash crops in order
to pay taxes. ‘
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One of the cash crops introduced was cotton which was forced to be

grown in the South inclﬁding the coastal areas, Morogoro and Kilosa.

The cotton schemes brought great suffering, hardship and brutal
exploitation. One undgrs;ands, for example, why theWazaramo refused

to accept the 35 cents they were each offered for a whole year's work.
The workers -saw fighting as the only solution to their plight. So in
1905, they uprooted a few cotton plants as a sign of their defiance and
the Maji Maji uprising was on. Maji Maji was not the only resistance
against colonialism but it was one of the most important because it
united many tribes to fight together and paved the way for‘fhe
nationalist movement later which adopted its methods. At the centre

of the rebellion was Kinjeketile who claimed to have been given water
(maji) with magical powers which would protect all the initiated against
German bullets. The uprising failed but the political and ideological
triumph 1i§ed on to inspire future liberation struggles as well as
‘artistic creations.

Kinjeketile, Hussein's play based on the Maji Maji uprising has
taken these events and created a work of art. As he himself says in
the introduction to the play, 'Kinjeketile is not a historical evocation
of the real man. Kinjeketile here is a creature of the imagination,
and although the "two men'" closely resemble one another in their actions,
they are not ideﬁtical'.32 Hussein calls for his audience to evaluate
his play through his artistic intentions and thus 'its failure or
33

successes should be gauged against rules determining a work of art'.

Etherton says that Hussein announces ‘'a deliberate artistic distortion

-
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in his recreation of the character of Kinjeketile the leader of the Maji
Maji'.34 But when one lﬁoks at the central subject matter of Hussein's
play, the nature and development of a liberation struggle, the distortion
is in actual fact a clarification of the political role of the historical
Kinjeketile, Kinjéketile, the artistic creation, is only one of the
actors in the events of the play which once begun have to follow their
course because of Kinjeketile's strength and in spite of his weaknesses.
So one would have to conclude that the major focus of the play is not
Kinjeketile's inner conflict, as Mbughuni seems to think35, but the
necessity of liberation and the conflicts and contradictions which
arise as it progresses towards its inevitable end. Hussein is con-
cerned with 'the stfucture of resistance' not only to colonialism but
to all other aggressive 'isms' from which the oppressed must strugglé
to free themselves. What makes Kinjeketile great as a man is not
because he:h;rbours conflicting elemenfs, which pull him apart but
because he grows in his understanding of the political processes.
Through Kinjekétile, Hussein draws his audience to achieve a higher
level of hisforical and political consciousness. Etherton has des-
cribed this‘way of awakening the audience thus:

They (the audience) are brought to an understanding of a

specific contradiction, and become aware of living through

contradiction in general - contradiction being when things

start happening, apparently inexplicably, in the opposite

way to what is intended; or when things start happening

negétiveég as the direct result of a series of positive

actions.

Hussein achieves this in Kinjeketile as will be shown later.

The scenes which unfold the action of the play are short and
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either draﬁatized or narrated. Hussein exercises an economy of words
and actions which give§ no room to anything that does not contribute to
central meaning. In the first act, Kinjeketile is introduced as a man
full of mysteries and spe?ial powers but only through what other people
say of him. Hussein concentrates in this act in showing the cruelties
and hardships underlying the people's rebellion. There is famine,
injustice, forced labour, beatings and rape. When the men meet
secretly, the question is 'How long are we going to ;emain meek and
silent? Are we going to allow ourselves to be persecuted in our own
country?'  The rape of Kitunda's daughter is not to provide character
mptivation for Kitunda and justify his subsequent involvement in the
struggle but is a symbolic representation of the rape of the whole land
by foreigners. Kitunda's wife's words are both a lament and a rebuke
to the whole society. , She indicts not only the German oppressors but
also all those who helped or did nothing while the colonialists
entrenched theﬁselves. At their secret meeting the men can't decide on
an immediate course of action. While some are advocating 'war now'
because 'death is better than this life', Kitunda calls for unify of

the tribes first, organization and then war. 'It's better to live

like this than go to war ;nd lose thousands of our men. And the few
who will survive will get the same treatment, or worse, as before'.37
Thé scene is full of grey and red colours, fog and fire; dust and
impending blood. The people's’position of doubts and uncleaf direction

is summed up by Kitunda who says that his 'head is full of fog' but sees

at the same time the fire that will come out of the smoke - the
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inevitability of war as a result of presenf conditions.

Act two 1is the loﬁgést in the play which begins with Kinjeketile's
answer to the people's problem of unity and ends with the beginning of
the war. Kinjeketile is’pdgsessed by the river spirit Hongo and after
staying in the river for 24 hours, emerges carrying water in a small

pot and a fly-whisk. Still in a trance he talks to the people:

Behold,

the sun has risen,

and it shines forth

through clouds of smoke and fog.
Behold,

the rays of the sun

banish from your eyes

clouds of smoke and fog,

that hid a brother from a brother

We will unite and we will be one body.38
Through unity, the people will gain freedom. The water and the whisk

he brought will be the instruments to use in destroying the Red Earth:

He who partakes of this water no harm will befall him.
No bullet will penetrate his body.39

Kitunda is ordained military commander to train the fighters for in
spite of the protection of the water he wants his people to learn how

té fight and how to use guns. The water (Maji) cry is picked up and
Maji Maji becomes both a slogan and a propelling force to action. Now
that they've got the 'water' the people are impatient to start the war.
But as the days pass Kinjeketile is troubled especially after he learns '
that during his trance he had said that after victory, the people would

become under the rule of another alien power. He feels cheated by the

spirit Hongo who possessed him:



Figure 7: Kinjeketile in a trance, Act 2 scene 2.

Figure 8: Preparing to fight oppression, Acts 2 &

Figures 7 & 8: Kinjeketile, UDSM, 1974.
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‘If this is Hongo, then why does he say we will be the

children of Seyyid Said after winning the war? Why does he

help us? Why get rid of the white man, only to usher in an

Arab?40
Kinjeketile is confronted by the contradictions in his faith and wants
time to find answers aroused by doubt. But the men are impatient and
Kitunda accuses Kinjeketile of cheating the people by inventing the
water. Kiéjeketile remains ;teadfast in his conviction of the
necessity of unity and struggle fof liberation but now it is he.rather
than Kitunda who pleads for the necessity to be militarily prepared.
While Kinjeketile hesitates, events overtake him. He understands this
and summarizes his dilemma:

A man gives birth to a ... word. And that word ... grows

... it grows bigger and bigger. Finally, it becomes bigger

than the man who gave it birth ...
What he has instigated cannot be stopped and the people start the war
in the ﬁidst_of his pleading for patience, In the end, he resigns to
the wishes of the people because what he has given birth to has not
only enslaved him but will eventually destroy him. It will also,
however, build the momentum towards the people's liberation.

. The events of the war are paftly narrated and partly dramatized in
the third and fourth act. The Maji Maji warriors lose & lot of men,
the war and part of their traditional faith. Kinjeketile is taken
prisoner but refuses to recant the 'magical powers' of the water.

Kinjeketile understands the implication of the colonists' demand:

Kinjeketile: They want me to say that the water was a lie.
Where was the lie?

Kitunda: Was the water true? Did you believe in it?
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(Kinjeketile laughs long and bitterly, a pause)

Kinjeketile: Do you know what they will say tomorrow? The
officer will say that we were wrong. He will
tell our children that we were wrong in
fighting him. He will tell that to our
children Kitunda. That to fight for one's

,country is wrong. And he wants to say that
the water was a lie ... I will not say that.
A word has been born. Our children will tell
their children about this word. Our great
grandchildren will hear of it. One day the
word will cease to be a dream, it will be a

reality.42
Kinjeketile understands the contradiction. To renounce the water is
to renounce freedom. The water was not magical and did not protect

the people but it brought the people together for a common goal.
Kinjeketilefs last statement which underlines his acceptance of his
dilemma has been building up earlier in the play in which Hussein makes
Kinjeketile contradict himself. In scene V of Act II, Kitunda comes
to urge Kinjeketile to give the word to start the war but Kinjeketile
hesitates. He is full of doubt about Hongo and pleads. for time. He
wants a further sign and a revelation from God which will clarify what
‘Hongo has said through him. This doubt in Hongo is challenged
immediately afterwards when the representative of the Wazaramo tribe
comes to confirm whether Hongo and their spirit Kolelo are one and the
same. Kinieketile replies timidlyf 'Hongo is merely another name for
Kolelo'. He knows that to deny Hongo at this moment is to lose the
participation of the Wazaramo in the fight and so he consciously
contradicts his own feelings for the sake of unity.

The use of spiritual elements within Kinjeketile is of prime
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importance in understanding the hero's attitudes and Hussein's
inténtions. They also possess the element of contradiction. The
spiritual elements are portrayed with a duality of opposing or
contradictory elements. The religious belief, of the participants of
Maji Maji centres around a hierarchy of spirits. First of all there
was Bokero, the spirit responsible for life and death. Hongo was
under Bokero and acted as an intermediary between the higher spirit and
'man using me&iumsyand acts of possession as his communication
channels.43 Kinjeketile is possessed by Hongo but the spirit unleashes
two opposing elements which are contradictory in his character and

thus presents Kinjeketile with his dilemma. = The people do not share
in Kinjeketile's realization of the contradictions in both Hongo and
the water. They are mystified by it. The presehce of the contra-
dictions. and the people's mystification in their own beliefs are
Hussein's :vehicles to establish the necessity of demystification in the
process of liberation. Blind acceptance of any social structure can
work against desired objectives. At the same time, a clear identifi-
cation of progressive elements within such a structure can provide
s&rength and direction.

While contradiction is the strongest feature in Kinjeketile,
Hussein uses other dramatic elements in the structure of the play. The
most important are repetition of situations, reversal of character
positions and contrast in character development. This is especially

shown in the characters of Kitunda and Kinjeketile. Kitunda is the

pragmatist whose leadership role grows in the play and is in the line

-



of fire. Kinjeketile meanwhile withdraws and becomes more and more
isolated through the play. Their relationship towards each other is
not only reversed at points in the play but is also repeated and

mirrored in their relgtioﬁéhips to other people. In Act I scene Il
the people accuse Kitunda’of being a coward, a stooge of the Germans

and not having enough courage to start the war. The situation is
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repeated in Act II scene V but this time it is Kitunda who is accusing

Kinjeketile of being a coward, a liar and a non-believer:

Act I scene II:

Kitunda: Let us wait a while longer. Let us plan ...
An old man: No, we must fight! ... And Hongo will help us.

Kitunda: - Hongo is a powerful spirit, true, but he has
no power over matters of life and death,

01d Man: (standing up) You blaspheme! ...

In Act II stene V Kinjeketile asks for more time before giving the word

to start Ehé war:

Kinjeketile: ... I must wait for a revelation - from God.

(Kitunda starts)

Kitunda: You blaspheme! ... Don't you believe in Hongo?
In the two scenes the two men's situation has been reversed. In the
beginning Kitunda was the cautious one amongst his eager people. As
his confidence grows, Kinjeketile's weakens. Kitunda is caught in a
dilemma and the process of understanding the contradictions starts for
him. In answer to Kitunda's threat to expose him to the people,

Kinjeketile replies:
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Go tell them. And by tomorrow there won't be a single soul
out there. And you will be under the white man's rule for
ever. :

Although he mistrusts Kinjeketile, Kitunda cannot expose him because
that would mean ending the éause of freedom. - So in Act III scene II,
Kitunda is again the pragmatic military leader who has accepted that
neither the water nor Hongo will win the battle for his people. This
attitude earns him a challenge from those under him, the same challenge
he himself had given Kinjeketile earlier is repeated in Act III scene
III when Ngulumbalyo confronts Kitunda.44
The strong sense of contradiction which is part of the structure
as well as the character and thematic development exposes the process
of liberation andvrevolution as complex. In Kinjeketile one is led to
observe,.in the words of Professor Fiebach who directed the first
production of the play that 'political wishful thinking, mobilizing
masses in éhe name of ideological clich&s, and blind fervour are no
substitute for a revolutionary strategy that has to include and con-

43 Both Kitunda and Kinjeketile in

sider real potential rationally’.
their various ways come to this realization but in a way are unable to
extricate themselves from their dilemmas. In their defeat, however,
Hussein projects optimism for future struggles and the play ends with
these two opposing elements.

The language of the Kiswahili version of the play is much richer
with differentiations in dialects, colloquialisms and imagery which have

not translated themselves into English, Whereas characters can be more

easily identified in Kiswahili, in the English version, they tend to



132

blend together as a faceless entity. A strong cohesive unity is gained
bqt the individuals who make up the entity are lost. The question of
language in Africa is not»only a political one but as a theatre feature,
an aesthetic one. Not only the accessibility of the work to particular
audiences is imporfant but also the texture of the work is a
contributing input in the form and content of any work. The
contrasting texture of Kinjeketile in two languages proves the point.
Hussein must have realized that there was imbalance between the
dramatic and the narrative scenes of Kinjeketile. In 1976, he wrote
several new scenes which were to be included in the play's 1977 Festac
production in ngos,'Nigeria. The most important of the new scenes
were a prologue and an epilogue spoken by Kitunda.46 This balanced
the style‘of the play giving it a ﬁore epic structure than previously.
But even without ‘these new scenes, Hussein manages té clarify
Kinkeketile's historical role. In retrospect, Kinjeketile's questions
and visions which tormented him stand as prophesies in the neo-colonial
era. Kinjeketile had asked, 'if this Seyyid Said, could with our
consent enslave us body and mind, he would be a far worse enemy than
the German. He could rule us without ever setting foot in this
country'.47 Neo-colonialism and imperialism has forced many African
countries to be in a dependency situation to the metropolitan economic
and political control, for the most part with the cooperation of the
countries in question. Oppression.and exploitation continues with new
faces and new colours of the people who have stepped into the shoes of

the colonial masters. In his following play, Hussein picks up this

S
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thread of the neo-colonial situation in Tanzania and makes it the focus
of his content and structure in Mashetani, a play published in 1971 and
first performed in 1977.

Mashetani (The Devilé)AB exposes the contradictions and conflicts
of the post-independence era in Africa generally and in Tanzania
specificalin Its central idea is that the eruption of neo-colonial
exploitation, greed and oppressioﬁ reside in the perpetuation of colonial
structures which independence was unable to break,  De1usion and
selfish motives have mystified the independence reality to the extent
that social evils have permeated all social practices. Besides
condemniing neo-colpnial values, the play advocates the importance of a
critical consciousness which understands neo-colonial reality and aims
for cultural change. The ArushaDeclaration is seen as an example of
a positive.step towards the destruction of the economic and social
'devils';

Mashetani perplexed many people because of its complexity in
structure, metaphor and philosophical overtones. Unlike Kinjeketile
thch is straightforward, Mashetani is developed through role playing,
emotional and psychological relationships, through contradictions while
exploring socio-political processes of capitalism and socialism.

The setting of the play is Tanzania between 1964 and 1967, before
the Arusha Declaration. In 1961, Tanzania mainland (then Tanganyika) |
received independence from Britain. Many educated Africans were called
upon to fill the jobs in government and institutions left open by the

’

departing colonial masters. These people soon became 'black Europeans'
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in their way of life with' their big houses, cars, attitudes and

ostentatious living. Okot pBitek has described this post-independence

situation thus:

Independence falls like a buffalo and the hunters
Rush to it with drawn knives

Sharp, shining knives
for carving the carcass
And if your chest

is small, bony and weak
They push you off

and if your knife is blunt 9
You get the dung on your elbow.

H

Independence opened the doors of economic and political opportunity for
a few who found it convenient to shut out the others who were the
majority. About the same time in 1964, the Sultan of Zanzibar was
overthrown and the new government nationalize& land and the big farms.
Some of tﬁose who lost their land bitterly left the island to settle on
the coast of the mainland.so The two main characters‘of the play come
from thesé.backgrounds. Kitaru's family belongs to the 'nouveaux
riches' of the post independence era while Juma's comes from the
impoverished elites of Zanzibar now living on the mainland. The two
are friends and fellow students at the University of Dar-es-Salaam.
They harbour a love-hate relationship which they manage to hide from
each other except when they are playing 'their game'. Their friend-
ship, however, is undermined by pqlitical and economic tensions steeped
in their history. The conflict then becomes not personal but between
social processes which affect individuals. The pull of the feudal
past is very strong for Juma while Kitaru is tempted by the capitalism

of his parents. 1In his search to understand himself and his



135

relationship to Juma, Kitaru discovers the workings of the world around
him. Hussein's concern is like Ngugi's in the Homecoming where he
points out that the real problem faced by African countries is not
tribalism, as he thought earlier, but imperialism.51 What bothers
both Hussein and Ngugi is the fact that few leaders have taken any
steps to rectify the situation in which the Kioi's and the Baba Kitaru's
have entrenched themselves in political and economic power. Mashetani
~is set on the eve of the Arusha Declaration and Hussein seems to applaud
Nyerere's decision to tackle neo-colonial exploitation in which the
expectations of independence have been betrayed and the majority are
crying:

We are without clothes

We are without shelter

The power of our hands goes to feed three people:

Imperialists from Europe

Imperialists from America

Imperialists from Japan 5

And of course their local watchmen.
Hussein begins Mashetani with a play within a play - a device which has

been used by other writers of political plays like Osofisan in The

Chattering and the Song.53 Juma and Kitaru invite the audience to

watch them enact the play or game of 'the devil and the human' using a

baobab tree as their setting. Juma is the devil and Kitaru is the

human:

Devil: Do you know who I am?
I am the devil
I am not a jin or a priest
I am the devil
My power cannot be contained
My goodness cannot be measured
My evilness cannot be spoken ,
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I build

I destroy

I elevate sS4
I do as I please,.

The‘devil has many faces énd claims to be a friend of the human but he
demands humility, adorati;n, fear and the recognition of his powers.
The human %s humiliated and tormented but he obeys the other's commands
until the devil is satisfied. As a reward the devil gives the human a
secret 'word' which he is forced to assimilate within his being. He

is then received by the devil as a friend:

My dear friend, my intimate friend. A friend for ever and

always. I receive you. I rejoice in this day, the day of
your birth. From. the darkest womb into the world of white
1ight.55 .

The new man created by the devil, then seeks out his térmentor/
benefactof. He has been given new power and energy to confront him.
He wants to kill the devil because as the human says the 'word' given
him in seérét was not a gift. 'It was poison. That was your soul
and spirit which you wanted to infuse into my being'.56 After playing
hide and seek with the human the devil agrees to be killed but on
condition that the human agrees to celebrate with the devil before the
former kills him, choose the type of the celebration and not aﬁswer the
question, 'Have you heard of anybody who slaughtered himself?'. After
dancing a waltz and saying farewell to each other, the human kills the
devil. The human is egstatic at what he has done and celebrates while
scorning 'those who were high and boastful, where are they now?' But
soon doubts assail him. Is the devil really dead? What did he mean

by 'have you heard of anybody who slaughtered himself?' Why is he
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losing his faculty of movement? At first he blames the devil who he
is not sure if he has killed but then resolves that the fault lies
within himself because he does not know the truth himself, nor of his
actions.

In this first part, Hussein has exposed his version of the
attainment of national independence with the devil representing the
colonial masters and the human the nationalist leaders. This scene
exposes the farcical nature of the independence process, The
independence leaders are shown to be creations of their colonial
predecessors. The leaders are victims and the victory of independence
is a hollow one. The victim - the devil has called the tune and
provided the instruments of his death with the assurance that this
death isvonly a symbol, He leaves himself behind. The devil allows
himself to be killed and provides the knife which kills him but not
before he and his executioner have exchanged a hand-shake and a smile
like 'two dear relatives'. At the end, when the human vows to take
himself on a journey to discover the truth, one feels that the truth is
.behind him as exposed through the play-game Hussein uses. The future
will only bring the awareness of whether one accepts to continue to be
manipulated by an outside force or not.

The second section of the play is set in Kitaru's head. It is
Kitaru's journey into understanding the forces of history. His
relationship with Juma becomes ﬁore strained as the understanding of
that histo?y widens. While Kitaru reads 'An Outline of African

‘History', studies law but is interested in history, and views the

-
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University as a place for acguiring education and skills, Juma reads
'The Essence of Colonial Heritage', studies history and looks at the
Univeisity as a place to enable one to accumulate money and luxury
items in the future. Their discussion, however, instead of bringing
them together, forces to thelsurface their animosity and opposing
ambitions. Kitaru becomes aware of the preoccupation of his parents
in the accumulation of material wealth, in being called 'masters' and
their lack of sensitivity. He is confused and tries to find answers
to why things are the way they are. The parents in théir turn do not
understand Kitaru with his obsession with 'Mashetani'. They call in
doctors who diagnose that Kitaru is not mad but has 'brain fatigue' or .
neurosis. '"He is worried that he is sick and prefers the sickness to
anxiety. He is afraid of being in a state of anxiety'.57 But the
doctors think the sickness is not real, a product of Kitaru's
imagination.

The driving force behind Juma's thinking is his grandmother who
scorns the 'nouveaux riches' and longs for the past glorious age of the
Zanzibar elite. She scorns the Kitarus of the world with their newly
acquired wealth and airs. Her people who were feudal lords were
better. They had wealth, they had slaves and were civilized.
Suddenly all was taken away to be given to people who didn't know what
ruling meant., She defends Juma and moulds his thinking. Juma knows

what the old woman is up to but cannot extricate himself from her grip:

Grandmother exhales poison
Poison or love.’8
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He cannot share his understanding of his grandmother's intentions with
Kitaru because Kitaru will not understand. Moreover, 'a tree wound is
heard through the smell only, not shown' because of the shame accompany-

ing it. He decides that there is nothing he can do.

In part four, Kitaru wakes up from a disturbing dream in which he
has seen himself and all those around him as birds of prey:

Kitaru: ... I don't know how long I slept. But of a sudden
I found myself with feathers. I grew feathers, my
father grew feathers, everybody and everything grew
feathers. Many, many feathers. Suddenly the
feathers turned into wings, and we were flying in
the sky. At first it was pleasurable, great
pleasure. But then we became worried. We
couldn't do anything. The wings flew us where
they wanted. Things flew in the sky - houses,
cars and us - they carried us., I remember that I
began to worry. I started to pluck out my
feathers. But every time I plucked, others grew.
They blocked my breathing. Others grew, bigger
and stronger than those. I started becoming
anxious. True anxiety. Am I a man or a bird?

I asked and thought. My parents called a doctor.
"The doctor also had feathers like us; so many more.
So he told me I was pampering my brain. And if I

continued to be anxious like this, I will become
impotent.  When I heard the word impotent, my
strength left me. I saw myself falling down,
falling through the sky. I was falling but could
not help it. My arms were not working. The
brain only. Then I resolved that I must rid

myself of this anxiety.59
Kitaru believes that the solution to his ‘'problem' lies within the game-
play which he and Juma enact. But Juma refuses to play the game when
Kitaru suggests they switch roles so that he Kitaru will play Shetani
and Juma Binadamu. They get into a serious fight over this and are
forced to part. 'He who climbs up a ladder and he who climbs down a

ladder cannot hold hands', says Juma. Juma lives in,the past while
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Kitaru lives in the present. They are torn apart by their respective
social classes,

Hussein is not the only one who has used the idea of Mashetani to
represent the metaphorical presence of evil in African society. In

Ngugi's Devil on the Cross devils are everywhere in Kenya society,
gug

exploiting, dppressing and colluging with metropolitan capitalism to
continue and find new ways of becoming better robbers and thieves.
But Ngugi's devils take their model from the Christian Bible and
mythology whereas Hussein's are a Swahili phenomenon wh6 belong to
various 'tribes' each having different characteristics:

Each spirit has a name and also a distinctive personality.
Most are capricious or mischievous and some are downright

malignant. A spirit is capable of possessing a person in
such a wag as to cause mental disturbance and physical
sickness.bl

Both Kitaru and Juma are possessed by Shetani who can only be expelled
by exorcism. .Juma chooses to live with his Shetani while Kitaru is
too confused to take the first step towards exorcism which is the
acceptance of the presence of Shetani.

Kitaru, like the other characters in Mashetaﬁi, is ‘a social and
polifical typical representation. They are representatives and
guardians of their social position but, unlike some of the others,
Kitaru goes through a process of self-awareness. Kitaru's journey
into self understanding is a small ripple but an important one in the
big waves of social greed conservatism and exploitation. 1In order to

exorcise the Shetani, it has first to be identified and then put

through a dance ritual. Writing on the eve of the Arusha Declaration,
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Hussein must have seen the ngcessity for the political and economic
exorcism which followed. The feathers had to be plucked out to avoid
more‘feathers growing. As in Kitaru's case, the individuals who

attain awareness for the need of exorcism must accept an inner and

outer journey to find ‘themselves in their historical environment.
Hussein sees theatre as playing a role in this journmey. Kitaru under-
stands more about the social and economic situation through the repetit-
ion of the game-play. The technique is dialectic as both the protagonist
and the audience gain their social consciousness through the play. In
this Hussein is again very close to Brecht who saw in the theatre a
social and artistic institution not only in the subject matter but also
in the sense of 'co-responsibility for the fate of one's society'.

This sense of responsibility to one's awareness towards social forces
differs from individual to individual. Take the case of Mfaume in the
play. The .oppressed, the workers, know that they are‘oppressed but
they are too busy surviving. Meanwhile their social reality is
mystified by the presence of traditional beliefs and attitudes.

But Mfaume's statement that 'there are devils around ... their
preéence is real but our eyes have been only shut, so we don't see
them' is also a comment on the mystification of neo-colonial
exploitation and oppression. These elements are present but the
peoplé's eyes have been carefully turned away from understanding them.
The few like the Kitarus of the world are the only ones who have the

time and the tools to come to some kind of social awareness. Hussein

makes the point that critical awareness of the political and economic
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reality is a necessary step towards a cultural transformation.

Hussein builds his play on images of communication - the process
in which one individual relates to another - and the success or failure
depending on social and economic factors which inform it. He uses one
of the most basic human rela;ionships, that of friendship, to illus-
trate his point. At the centre are Kitaru and Juma who want to be
friends but they can't. They are not able to talk to each other
honestly as true friends should. They cannot look each other in the
eye and so their friendship turns to aversion. 'What ﬁhey said was
not what they meant and what they meant they did not speak.'62 So
instead they hide behind their laughter and games to avoid some basic
truths. The failure of this friendship lies outside the individuals.
It lies with economic and social factors which make friendship and
communication impossible. They are both pulled apart by their
historical circumstances. Hussein makes their search to understand
these circumstances an act of love, a kind of searching to find a
meaningful relationship in their friendship. Just as the source of
their aversion is external so is the final true friendship to be
reached by the resolution of the external forces. Kitaru realizes the
need to press on in the struggle to come to grips with the source of
their conflicts. Juma is not sure and at the end of the play he
leaves while Kitaru shouts after him that they must try again to get
together the following day. Even though Hussein leaves the play thus

open, the outcome is in a way obvious because if Kitaru's search for

meaning in their lives is an act of love, then one anticipates that
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Juma will return the next day because communication for them has just
begun.

Tﬁe‘other characters can all be ér0uped in terms of their
relations in communication. :The petty bourgeoisie are close to each
other because of claSS'considérations while these are separated from
the lower classes because of labour relations. In both cases, no true
communication takes place because opprgssion and exploitation negates
it. Family relations are also determined by external factors. Mama
and Baba Kitaru are joined together by the materials the& possess while
thé loss of possessions is undermining Juma's family. As Kitaru and
Juma become conscientized, the gap between them and their families
widens, One gets the picture of two large circles vying with each
other for space in a square. From each of the circles an individual
is trying to get out while their families are‘trying to pull them back
by standing on the heads of others. Kitaru's and Juma's families are
the two antagonistic forces working against true liberation. On one
hand is the feudal and on the other, the consumption and greedy values
of the new economic elite which Kitaru's parents represent. Hussein
makes his protagonists struggle against both.

The idea of communication is also represented in the laughter
which is a major element in the play. The pervad:sive laughter is a
metaphor and a representation of mashetami - the devils and the
corruptive forces within society. This is not joyful laughter but

forced, unnatural and disconcerting laughter, It inhibits, comments

and imposes itself on communication. The laughter, however, appears

-



144

on two levels in the play: the individual and the general. While the
individual laughter makes the people involved appear superficial, the
general laughter makes communication almost impossible in spite of the
shoutings. Again, here, Hussein underscores the external forces which
retard meaningful communicatién. Hussein makes much use of silences
throughout the play. These punctuate the breakdown of communication
and points of withdrawal into the self for the characters. For the
audience, these‘silences force reflection on 