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Anti-arts policies and practices by the Sudan authoritative governments and censorial policies ravaged the Nation between 1958 and 1964; 1969 to 1985; and 1989 to the present time. Under such repressive systems, Sudanese, in general, suffered serious setbacks in their efforts to advance arts and sciences. 

For the last two decades or so, many artists - singers, musicians, writers, or poets - have been gravely hurt by state repression of the freedom of expression. Rejecting the Authority pressures to force them to support the National Islamic Front (NIF) policies against the People of Sudan, many artists refused to cooperate. Reechoing this noble stand, Mahgoub Sharif wrote: “Eseena!” [We Disobeyed!]. 

This paper focuses closely on the musician, Burrayy Mohamed Daffa-Allah, whose artistic works helped to shape the Sudanese song with musical, poetic, and other aesthetic features that have been unlawfully censored for long years, among other refined arts, by the NIF anti-democratic party and military junta. The cultural heritage of many groups was violently crushed by NIF practices; but the ruling regime failed to curb the love of freedoms and the musical creativity of the Sudanese artist.

Diverse Cultures and Arts 

A visible diversity of Sudanese life from ancient times throughout the medieval ages to the present time was crystallized in an ethno-cultural and spiritual multitude that has been largely recognized by the population. None of the succeeding elites that ruled the land, however, recognized the civil, cultural, and political rights of people based on this multiplicity, in any serious manner. 

The Sudanese diversity, which is a solid structural feature of the country, was never fully considered as a vital social component of governance, law-making processes, or law enforcement practices. “Sudan never enjoyed a constitutional system of rule that efficiently guarantees equitable relations and social justice, prohibits discrimination, and realizes the multi-cultural and multi-religious essence of people”
. 

The striving of Sudanese artists, however, was never abated: they forged ahead with individual creativity, as well as pressing with trade union activity, to ensure a flourishing milieu of refined arts within a healthy climate of the freedom of expression, in collaboration with the broad unionist movement that included the unions of workers, professionals, writers, journalists, academicians, and many other groups concerned for the freedom of expression, the press and publications as a key democracy issue. 

“The extreme cultural heterogeneity of Sudan embraces the musical traditions of ancient Nile societies, of Christianity and Islam. It includes the diversity of Arabo-Islamic, African, ancient, and syncretic traditions and today includes the penetration of Western styles as well as the popularization of modern electronic Sudanese music and tapes. Each ethnic group and region has musical and dance traditions that are unique. They may exist as pure entertainment, festivities, rites of passage, or somber religious and funerary functions. A wedding in any region of Sudan is unthinkable without music of varying forms.”
 

“Sudanese, like people everywhere, mark life’s most important events from birth to death with rituals, ceremonies, and festivals. The similarities among the different ethnic groups are often as striking as the differences. Sudanese from all regions and religions celebrate almost every occasion with food, music, and dance. Musicians beat basic rhythms on ceremonial drums of every imaginable size and shape. Flutes, chordophones, and animal-horn instruments add depth to the music. James Dempsey, a Catholic missionary who lived with the Shilluk in the 1940s, observed, ‘The Shilluk is fonder of dancing, we may suppose, than of anything else in the world.’ He could just as easily have been describing any other Sudanese people.”
 

Within this broad sociological context, “The famed dhikr or Dervish dance serves as a religious invocation and remembrance of founding religious figures.”
 Equally importantly, this ritualistic symbolism allowed many musicians to create melodies and songs that were not necessarily “religious,” but rather “spiritual,” especially in the urban side of the country where the urban life paved the way for the adoption of liberal forms of modern poetry, songs, and music.

It is true that within North Sudan, as well as South Sudan, there have been a variety of indigenous formulations of songs and music that might be quiet different from one another. Notwithstanding, it is important to note that a complex interaction developed in a way that perhaps helped to color the Sudanese music with a unified model of African, Arab, and other inter-continental features influenced by European and Asian educational and religious exchange.
 

Besides visible similarities between the music of West Africa, Ethiopia, Eritrea, the Copts and cultures of South Egypt and the Sudanese music, also noted is the special influence that India music exerted in the urban side of Sudan mainly by cinema movies, in addition to the influence of Western music
 and Christian songs. As a result of this “composition,” a unique blend of Afro-Arab musicology characterized the Sudanese songs and music, which granted them a popular flavor in the Sudanic Belt, the Horn of Africa, and surrounding African nations.

The South singers and musicians maintained for the most part the indigenous foundation of their works, for example the works of Yusif Vataki, or showed a greater leaning towards church music and western styles, as in the music of the 60s by Richard McCarthy and Arthur Mohamed Saeed, which were further influenced by East African Kisawahili melodic combinations. Regrettably, the unabated economic destruction and political abuses of South Sudan by the warring regimes of Khartoum annihilated indigenous structures and/or cultures by acts of genocide and hindered the development of South arts.

The relations between South and North arts is a significant area of anthropological and musicology research that is not yet fully explored. It should be encouraged by both state and society to help to unfold the underlying modes of cultural and social similarities, differences, and preferences in the South-North ongoing relations with a view to enhance the democracy, peace, and national-building of Sudan. 

The Impact of Sufi Islam
Since medieval times, “the Arabs and the Arab Muslim jurisprudence and culture have undoubtedly impacted the social and political life of Sudan for long centuries. But the African cultures and indigenous creativity have equally, if not more, adapted the Arab culture and jurisprudence to the Sudanese African society and state.
 It is therefore expedient to refer to Sudan Muslims as a variety of Muslim communities and ideologies of which the African version of the Sufi tradition that has been widely spreading across the Sahara since the Mali and Berber empires is most influential.”
 

“The pioneering Sufi leaders taught the principles of Islam in a simple way by committing their disciples to a special moral and worshipping practice with a specific recitation. The Sufi leaders observed a life of austerity, piety, and spiritual influence.”
 In this regard, the Qur’an most eloquently says: “Invite (all) to the Way of thy Lord with wisdom and beautiful preaching” (S.XVI: 123). 

This vibrant path of peaceful thought and creative work employed the literary and fine arts of song-writing, story-telling, singing, dancing, music, and theatrical works as a significant part of the role Sufi leaders played to fulfill their preaching with the tremendous wisdom of incorporating Islamic teachings unto the indigenous cultures of people.
 

The tolerance of the Sufi, rather than classical jurisprudence, influenced the spiritual and artistic expressions of many parts of the country. In the northern provinces of Sudan, for example, the melody, mode, and style of songs have been well reflective of the Afro-Arab exchanges and adaptability in question. The renowned Awlad al-Mahhi of the Shaygiya people, for example, adopted the Sufi technique in their madih songs. 

Strongly grounded on the indigenous poetry, music, and rhythm of Nubia, the Nubians of Kordofan, the Blue Nile groups, Beja, and the Darfur peoples, the Sufi impact on the folklore and the other artistic activities is hardly missed. Firmly based on Sufi recitations and Nubian rhythms, this impact was further articulated in the post-Mahadism Haqiba songs. 

The lyric is equally expressive of spiritual feelings, as well as free aesthetic descriptions in which, based on Sufi tolerance, “wine,” for instance has been analogously used to praise a particular physical side or certain aspects of one’s sweat-heart among other metaphoric phrases. 

A typical song in the North is usually composed of a unique blend of both African and Arab music. One example pertains to the songs of al-Nu’am Adam that speak Nubian rhythms by tanbour beats with Arabic lyrics. And yet, the “modern liberal” works by contemporary artists are not exceptional. At some point, the urban singers and musicians used the same tradition to influence the life of society, with some adherence to the spiritual commitments of Sufi orders.
 

From the early singing and musical works by the pioneers Karoma, Khalil Farah, Mohamed Ahmed Saror, Ismail Abd al-Moeen, Abd al-Hamid Yuisf, and Ibrahim al-Kashif took advantage of the melodic poem of Al-‘Abadi, Wad al-Radi, Abd al-Rahman al-Rayah, and the others, up to the succeeding stars, Aisha al-Falatiya, Hassan Atiya, Ahmed al-Mustafa, musician Burrayy Mohamed Daffa-Allah, Osman Hessain, al-Taj Mustafa, and Ibrahim Awad. 

The Sufi-indigenous roots of the North Sudan song and music influenced equally new generations of the northern singers, musicians, and poets of whom Shurahbil Ahmed, Mohamed Wardi, Osman Alamo, Mohamed al-Amin, Abu-Araki al-Bakheit, Mustafa Sid Ahmed, Ahmed al-Gabri, Abd al-Latif al-Hawi, Abd al-Gadir Salim, Mahgoub Sharif, Zaidan Ibrahim, and Omer al-Sha’ir, among many others, contributed in varying degrees with new approaches or creative works; still incorporating indigenous rhythms, African dances, and Sufi music. 

The Musicology of Burrayy

Burray Mohamed Daffa-Allah was born in the al-Maorida quarter of Omdurman city on January 27th, 1929. He died in Omdurman on April 27th, 1999. When the first broadcast of Burrayy music, Maokib al-Fan [the art parade] and other exciting melodies were first made via the National Radio of Omdurman sometimes in the early 1950s, the prevalent mode of Sudanese music was largely influenced by the Haqiba songs. 

A gradual move, however, was evident from the Haqiba traditional recitation to the new styles of Ismail Abd al-Moeen, Abd al-Hamid Yusif, and Ibrahim al-Kashif. These latter forms adhered closely to a style of multiple melodies within the same song, instead of the single-rhythm single-melody Haqiba legacy. The Burrayy music, however, manifested a breakthrough within these new approaches since it came to develop the Sudanese sonata with new models of music based on the solo playing of the al-oud instrument - a most influential instrument in the modern orchestra of the country’s national radio in Omdurman.
  

The foundation of Burrayy music is clearly founded on both African and Arab music. Interestingly, Tremaux, a French geographer who visited many parts of Sudan in the 1880s, referred to the musical instruments and rhythms of “Berber lands and the village of Abeidyeh” that might be similar to the Western African tum tum: “For instruments, there are two types of hemispheric tambours, upon each one they beat without stopping in a monotonous cadence that one is able to explain thus: [musical scores] Tada-ta-tou Tada-ta-tou.”
 Was any one of these two tambours similar to the Kora of West Africa?

Burrayy formed most of his early music inspired by the beautiful nature and the diverse cultures of Kordofan.
 His youth at al-Obeid city in Kordofan and his residence in al-Maorida of Omdurman, both being melting pots of the ethno-religious multiplicity of the country, impacted his musical mode and future formulations. Apparently, some vestiges of the West African tum tum and other traditional beats seemed to intermingle in a beautiful style with the Nubian and West Sudan combinations of the Burrayy music.

Sometimes after the broadcast of the Maokib, the gifted musician produced a number of melodies, including Multaqa al-Neelain [the Nile Confluence], which received international recognition at a musical festival in South Africa, and other impassioning works, as well as many tuneful pieces that granted additional fame to all those singing them: Gamal Donyana [the Beauty of Our World] by Ibrahim Awad, al-Wasiya [the Will] by Mohamed Wardi, Zabya [The Deer] by Hasseb, and others by Abd al-Dafi Osman, as well as opening music for Abd al-Karim al-Kabli’s first international tape in the early 80s.

Since his early days as a musician, the melodious competencies of the singer Abd al-Aziz Mohamed Daoud enabled Burrayy to produce a bunch of magnificent works that became masterpieces of the country’s artistic legacy: Vinous [Venus, the Ancient Greeks’ Goddess of Beauty], Hal anta Ma’i [Are you with me?], Ajras al-Ma’bad [the Temple Bells] by Hessain Osman Mansour, and Ambassador al-Tinay’s poetic piece, Temptation. 

The 1960s witnessed a new series of the Burrayy music including a significant contribution by the eloquent poetry of Hessain Bazaraa, Hijran - a famous song that moved Abd al-Aziz Daoud to a higher level of popularity. In the 1970s throughout the 1990s, Burrayy continued to lead the Omdurman National Orchestra. Also in this period, he added several musical works of which some were frequently voiced via the Sudan Radio from Cairo, the Addis Ababa Radio, the BBC, Moscow, and the Voice of America. His musical works were equally made known in Eritrea, Somalia, and other countries.  

It is worthy of mention that the Burrayy/Daoud songs, which up to this day resembled some of the finest performances of Sudanese artists, reflected in a genuine way a classical blend of refined arts in the area of poetry, music, and singing. The liberal poetry of Tinay, Mansour, and Bazarraa embraced rich metaphoric of the Arabic language. The music touched upon the Sufi heritage of the Nile, and the rhythms embraced the indigenous beats of Kordofan as well as the romantic mystics of the Sahara.

The late artist, Ali al-Meck, and the fans of Burrayy/Daoud have persistently claimed that it was only through the creative musicology of Burrayy and the rich performance of Abd al-Aziz Daoud that the depth, meaningfulness, and strong expressiveness of these poets were creatively exposed over the succeeding decades to millions of listeners via the Omdurman Radio, the National Theatre, and a multitude of musical shows in and outside Sudan.  

The Demise of Arts under NIF Repression
Despite wide popularity and deep embodiment in the social structures, life experiences, and social activities of the Sudanese diverse societies, the realization and the promotion of refined arts have been frequently inhibited by authoritative regimes that either aimed to politicize arts in the service of their narrow-minded ideologies, or to cripple the free growth and development of the arts and sciences that appreciate secular thought and the inter-faith freedoms of expression, association, and assembly.
 

The NIF single-party single-candidate presidential system pertains to the NIF manipulation of Islamic rules and sentiments for political power. In the course of applying its own version of Shari’a law, the NIF dictatorial rule became a serious violator of Islamic teachings, as well as a gross violator of international norms.
 

In November 1992, a SHRO workshop
 concluded in this fact: “the egregious human rights’ violations committed by the current regime in the name of Islam threaten to destroy the ethos of Islam. The distinction must be made… between the religious teachings of Islam and the distortion of Islam for political purposes.  The use of Islam as a political tool, participants observed, undermines the credibility of the faith in the eyes of many Muslims and non-Muslims alike. The enemy is not religion but the NIF’s particular brand of politics.”

Repeatedly documented by human rights groups,
 continuous assaults were severely launched on many Sudanese artists, trades unionists, and academicians by the Muslim Brotherhood alliance with dictator Nimeiri. This occurred through the enactment and enforcement of the September Laws 1983. 

Revealed in the text of the Qur’an and the Hadith, Islamic teachings allow, in essence, the full exercise of public freedoms, including the freedoms of expression, thought and belief, as well as the right to live, work, and move freely. The September laws, however, enforced a misinterpreted version of Islamic teachings that has been further extended to all spheres of the social life, and then wickedly implemented by the National Islamic Front military rule since 1989 to subdue the population.
 

Violating academic freedoms of the Faculty of Refined Arts at the Khartoum Polytechnic (Sudan University) and the High Institute of Music, Theater, and Drama; destroying invaluable materials at the Sudan Museum; threatening to inundate Nubia archaeological sites in the Manasir and other areas by the Hamadab Dam; subjecting the Supreme Council of Arts and Literary Works to unprofessional party controls; harassing the trade unions of singers, musicians, academicians, women and student activists; and arbitrarily arresting protesting artists, among an endless list of atrocities, marked the NIF mischievous attitude towards the country for almost two consecutive decades.

Beginning with the Nimeiri-Turabi coalition government in the late 70s and mid 80s and the succeeding NIF governance, many restrictions were imposed upon the Sudanese songs, dance, or music, whether classic or modern, rural or urban. Any lyric, phrase or word, that referred to a woman’s body, or wine, or any metaphors “violating” religious symbols or worshipping, as might be proscribed by the criminal law or any local order, would lead to prosecution and censor as well as final removal from the public life and the State archives.
 

In addition to the reckless destruction of historical materials, including valuable cultural and political legacies, a wealth of contemporary folklore and indigenous works were equally wasted. Following the overthrow of Nimeiri in April 1985, still forbidden by official decrees, the broadcast of songs with such lyrics was actively resumed by broadcasting editors. 

In the early days of the June 30th military coup, the Omdurman Radio general-manager prohibited the broadcast of all songs, except those specifically addressed to patriotic issues or glorifying the NIF military junta, the so-called National Salvation Revolution. In 1992, the Juba Radio administrators removed the taped songs of Yusif Vataki, a well-celebrated Southerner singer of peace and national-unity, from the archives only to use them for al-Bashir offensive speeches on the holy wars of Jihad. 

In June 1992, Alfred Yoron Modi, announcer on the government-controlled radio station and president of the Justice and Peace Committee of the Catholic Church in Juba, was arrested by government troops after an SPLA attack on Juba. Accused of broadcasting “offensive and subversive announcements,” Modi had been previously arrested and interrogated by the military intelligence for announcing the impending beautification of the nineteenth century Sudanese nurse, Josephine Bakheita (Saint Bakheita).

Announced by Mohamed Wardi, the elected president of the Sudanese Union for Singing and Music (1994, Cairo, in exile), the government encouraged NIF loyalists to attack singing publicly and further restricted the freedom of musicians Abu Araki al-Bakheit, Mohamed al-Amin, Saif al-Jami’a, Yusif al-Mosli, and Igd al-Jalad musical band from performing in musical parties or in the state radio or T.V. On the other side, the government escalated armed conflicts in the country by unrelenting Jihad wars versus South Sudan, the Nuba people, and the other political opponents of the regime. 

Salma al-Sheikh, a broadcasting editor, was subjected to harassment because she broadcasted creative songs by Mohamed Wardi, Mohamed al-Amin, Mustafa Sid Ahmed, and Yusif al-Mosli in her daily program “Good Morning My Country.” Subsequently, two members of the NIF National Salvation Revolution Council, Colonel al-Tayeb Ibrahim (Sikha) and Colonel Salah Karar (Dollar), silenced the radio program by a “revolutionary order.”

The NIF anti-arts ruling party and its military and civilian preachers paralyzed the daily life activities with Emergency Law, the Public Order Act, and other local orders in many parts of the country. Early on April 10th, 1994, for example, the town of Abri and the village of Imara witnessed a tragic assault by the military governor of the region and his police forces on a regular wedding festival to prohibit male-female dancing! 

The NIF ruler, Brigadier Ahmed Mohamed al-Hassan, and his security force ignored the fact that the daily life of Nubians since ancient times was deeply rooted in village festivities in which collective music and family dancing play a significant role.
 The celebrating families of Abri and Imara, however, were detained in prison with their children because they refused to end their wedding party in accordance with a local order issued by the governor to end wedding parties without collective dancing by the sunset of the same day!
 

The majority of the National Salvation Revolution Council was composed of the military wing of the National Islamic Front (NIF) political party. Most members of the Council and other NIF leaders committed gross human rights violations, added to their direct involvements in the warring policies and practices that killed, dispossessed or displaced millions of the innocent citizens in South and North Sudan, including a massive number of crimes against humanity and acts of genocide in Darfur and Eastern Sudan. 

Major al-Tayeb Ibrahim (Sikha), who became a minister of cabinet affairs, a minister of information and culture, a governor of Darfur, and a presidential adviser at the Republican Palace was accused by the Doctors’ Union of murdering the humanitarian unionist Dr. Ali Fadl by tortures to death in a Ghost House.
 Colonel Salah Karar (Dollar) legitimized in a radio interview the extra-judicial killing of two other innocent citizens, Magdi Mahgoub and Girgis Daniel, by “revolutionary decisions” antagonizing the legitimate possession of foreign currency, which Karar enforced harshly on behalf of the Salvation Council.
 

The other Salvation leaders, Omer Hassan al-Bashir, al-Zubair Salih, Ibrahim Shams al-Deen, and Abd al-Rahim Hessain were accused by the Ramadan Martyrs Family League of murdering 27 army officers and more than 200 non-commissioned officers in cold blood in April 1990. The list of murders and other gross human rights violations accommodated many members of the NIF military wing and its mentoring body, the Shura [Advisory] Council which had been directly led by Hassan al-Turabi and Ali Osman Taha. 

The NIF performance in the areas of culture, arts and academic activities was an extension of the regime’s murderous acts in the political, social, and economic spheres. Based on the dogmatic ideology of the ruling party that correlated any mention of wine with the most punishable violation of “religion,” even in songs or poetry, the Ministry of Information and Culture banned for long periods of time Burray’s most influential works: Vinous, Hal anta Ma’i, Ajras al-Ma’bad, Hijran, and Temptation. The authorities ban of these artistic works, however, was directly related to the NIF retaliation of the musician’s insistence not to compose music for the warring regime – a pledge he solemnly observed until his death. 

The NIF practices spread hatred amongst their supporters against peace and the respect of human rights and civil freedoms. The authorities harassed Abu Araki al-Bakheit, whose songs called for peace, democracy, and public freedoms, because he refused to sing for the warring policies of the government. In protest, Araki announced that he would abandon singing for good.  This stand caused a wave of public protest in and outside the country until Abu Araki was allowed to perform musical parties once again, as he wished. 

It was in these terrorizing climates that an NIF supporter stabbed to death the famous singer Khugali Osman and injured seriously his colleagues, musician Abd al-Gadir Salim, the violin player Salah, and other members of the Omdurman orchestra, at the Singers Club in Omdurman. And yet, all Abd al-Basit Sabdarat, the minister of culture and information, had to say at that time was that, “it is regrettable the incident took place in that way! But we know that everyone shall die!”
 

The minister refrained from admitting a bare fact, that the government’s systematic violence, more than any individual’s transgression, was fully responsible for this heinous crime, which came about in the context of the escalated violence against the innocent people of Sudan in the South and in the North, alike. Moreover, the irrelevant statement of Sabdarat indicated the irresponsible anti-peace policies that his ruling party has been feverishly pursuing to accomplish military and security agenda at the expense of human rights, peace, and development of the whole Nation.

On April 27th, 1999, the great musician Burray Mohamed Daffa-Allah passed away in peace. Journalist Salma al-Sheikh wrote a touching eulogy in the al-Ittihadi al-Dawliya opposition paper in Cairo (in exile). A most saddening part of her words, however, criticized the NIF mischief towards the genius musician Burrayy, the innovator of Sudanese musicology, the leader of the Omdurman Radio Orchestra, and the winner of international recognition in continental festivals.

“The authorities harassed Burrayy after his retirement,” wrote Salma. “Then in his 70s, after a lifetime dedication to the country’s music and refined arts, the NIF Authority denied him the right to sit in his favorite place under a Neem tree at the yard of the Omdurman Radio Station.”

That tree was where Burray for long years used to sit, surrounded with fans and students from all walks of arts: playing music peacefully with his famous oud, composing magnificent songs, and filling the hollowness of life under the NIF primitive times with the civilized lyrics and spirit-lifting melodies that millions of people cherished and will continue to love, generation after generation. 

Conclusions and Recommendations

Earlier in Sudan Laws and International Human Rights Norms, this writer emphasized, “The objectives of the controversy [on Sudan democracy] should aim to increase awareness of human rights, consideration of ways to strengthen the realization of rights and establishment of a broad foundation to develop scholarly work. This should be based on the sources of both human and religious knowledge in a healthy democratic environment for the interest of mankind.”
 

Of prominent importance, the exchange of arts and the other cultural bondages, which might tie up the different regions of South and North Sudan with one another, constitutes a viable area of trade union activities, scientific studies, and scholarly research independently from government censor or partisan patronage. 

The Government of Sudan, the South Sudan Government, and the democratic opposition should encourage the endeavors by both Sudanese and non-Sudanese scholars in close collaboration with the UNESCO and the other concerned agencies and universities to explore the issues and to disseminate the findings to the widest audiences possible to strengthen the permanent peace and the optional unity of the whole country.  Necessarily, the High Institute of Music, Theater, and Drama must be fully utilized to accomplish this goal together with civil society, human rights, and democracy groups.

“Sudan is a country composed of a pluralist culture that defies all forms of Authority to enforce the will power of people in national decision-making. The maintenance and advancement of the people of Sudan depends on the observance of human rights and civil freedoms, without any restrictions or hesitation on the part of the Authority.”

“All political parties, military groups, and trades unions must appreciate the freedoms of thought and expression to ensure civil and political rights, as a prerequisite of social stability and progression. This is a deep contention of the Sudanese masses, which has always guided their struggles for civil rights and democratic freedoms. It will continue to prevail in the next transition rule of Sudan.”

Condemned, as it was, the Muslim Brotherhood political system acted as a destructive tool of the Sudanese political and economic life, as well as the Nation’s cultural fabric and artistic life. The uncivilized curtailment of songs, poetry, and music by the primitive ideology and governance style of the NIF rule must give way to a real life based on the full enjoyment of the freedoms of expression, association, and assembly by all individuals and groups.

On the commemoration of Burrayy Mohamed Daffa-Allah and the other artists mentioned in this paper, this author calls strongly for the full protection and the non-curtailment of all artistic works, including those by Burray: 

· The State must provide full compensation to the concerned parties and their families for all injuries and/or losses of works or property made allowable by state military or party decisions.   

· The State obligation to enhance the worth of arts and sciences should never lie in a ruling party’s orientation or its decision-making. Educational curriculums, teaching practicum, and administrative offices must firmly manifest this obligation.

· The State of Sudan must indiscriminately respect the free will of artists, which should be independently exercised by their individual persons and/or trade union movement. 

· The State must promote the arts of Sudan by ensuring the well being of all artists, scientists, academicians, journalists, and the other professionals and practitioners of the Sudanese intelligentsia all over the country on a stable and regular basis, by Constitution. 

· All civil freedoms and human rights must be socially recognizable and legally enforceable. Sudan law must protect the works of artists against all forms of executive intrusion or legislative curtailment. 

· The uncensored activities of unions, as well as the integrity of public defenders, the Bar Association, the Independent Judiciary, and all human rights and democracy NGOs should be firmly maintained vis-à-vis the Authority repression, in accordance with international human rights norms.   
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