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PIET MEYER

Founded only thirty years ago, the Museum Rietberg in
Zurich is unique for its diverse collection of non-European
art of excellent quality, including works from India, China, Ja-
pan, Indonesia, the ancient Amenicas, Oceania, and Africa.
The initial collection was bequeathed to the aty shortly after
the Second World War by Baron Dr. Eduard von der Heydt
(1882-1964), a prominent German collector.! It can be seen
today in the neoclassical Villa Wesendonck, which houses the
Museum Rietberg, together with the gifts and acquisitions
added since 1952.2 Although these later acquisitions were
often of considerable importance, the von der Heydt holdings
have remained dominant to this day, both in quantity and in
quality.?

Eduard von der Heydt was raised in Wuppertal, northern
Germany, in a wealthy and respected banker’s family, which,
although tending to be politically conservative, favoring Ger-
man monarchism, was amazingly open to the artistic avant-
garde. His father, Baron August von der Heydt (1851-1929),
was an avid collector of contemporary art (espedally impres-
sionist and expressionist works, but also those in older
styles); co-founder and patron of the art museum in Wuppertal
(Aust 1977), he spent much time with artists and intellectuals.
Eduard, the younger of his sons, also embraced these two
interests: receiving his doctorate in economics, he became a
successful private banker, first in London and subsequently in
Amsterdam, and then a major collector of art.

In 1908 von der Heydt discovered Indian and Chinese art.
He displayed a rare appredation of sculptural quality in his
collecting, and although he sought the advice of experts (W.
Cohn, A. Salmony, E. von Sydow, Meier Graefe, and others),
surviving acquaintances insist that he chose the pieces him-
self. Soon von der Heydt was admiring forms not yet consid-
ered to be art by the establishment; for example, he purchased
large Chinese sculptures when only their porcelain was being
collected. This combination of a recognition of quality and a
fundamental openness toward the unknown was shown by
von der Heydt shortly afterward when he acquired his African
collection.

From the very beginning, however, a third element was de-
asive in his collecting. As a young student, von der Heydt had
read the Vedas and the Upanishads, and the sermons of
Buddha, Lao-Tse, and Confudus, so he was well prepared for
his encounter with East Asian art. However, the writings of
Arthur Schopenhauer, as various factors suggest, had an even
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3 NIMBA BAGA GUWEAGUINEA BISSAU WOOOD, 108cm

greater effect on him. They deal to a great extent with Eastern
thought but make it more accessible to the Western reader. Ac-
cording to Schopenhauer man is basically a suffering being, a
prisoner of his restrictive and thus painful egocentricity. He
can only be freed by the sight of great art. Referring to Plato,
Schopenhauer said that art embodies ““the pure idea of
things"”; it can open up “the pure essence of human nature” to
the viewer. When man realizes this, he can—if only briefly—
transcend his worldly existence. East Asian sculpture in par-
ticular could fulfill this liberating function (Weischedel
1975:221-29).

Although von der Heydt was extremely reserved and made
no mention of Schopenhauer’s influence in the few written
statements known to us, | believe the philosopher did affect
his taste in art.* As we will see, various remarks he made on
art clearly indicate views close to those of Schopenhauer, and
the nature of his collection seems to tend in this direction.

Von der Heydt evinced a deep respect and preference for
East Asian art, finding in it “a beautiful, lofty, solemn religious
mood.”* From the moment he discovered that same mood in
African art, probably in the 1920s, he began collecting African
art as well;, “1 realized that the sculpture of primitive peoples
involved a similar spirit” (1933).¢ He mainly purchased works
of the Luba, Kuba, Kongo, Fang, peoples of the Cameroon
grasslands, the Baule, Guro, and Dan, and to a lesser extent
the Dogon, Bambara and Senufo; choices were of course influ-
enced by market conditions of the time (Donne 1978:111).7 This
selection was largely similar to that of the collectors of his gen-
eration, collectors whom Goldwater referred to as the second
generation to accept “primitive art” and whose taste he de-
scribes as follows: “During the second and third decades of
this century, notably in Paris, there were those who began to
appredate precisely those characteristics the “discoverers’ of
the first decade had chosen to ignore. In the postwar period
the emphasis was on gentler rhythms and more subtle styliza-
tions, on smooth surfaces and fine patina, on subdued rather
than violent expressions (or at least on expressions that could
be so interpreted), and on a greater naturalism . . . It is no ac-
cident that for some years the styles that were the most
appredated were those of the Baule, of the gentler, polished
type of Dan mask, and of the Fang. They were all accessible as
objects d'art, as antiquities, on these terms” (Goldwater 1969:
35).

Von der Heydt's taste, however, diverged from that of his
contemporaries in several respects. One might say that what is
common to all the works of art he collected is their transcen-
dental quality, which enabled him to experience the transcen-
dental aspect himself. Seen in this light, he found Benin art to
be too preoccupied with external appearances in its depiction
of royal power at its most impressive; generally, von der Heydt
considered it to be overestimated and un-African. In the same
way, handicrafts or ethnographic objects were too directly
rooted in the everyday material world to afford him a glimpse
of the spiritual purity he sought in dassical works of art. Fi-
nally, von der Heydt rejected objects that were merely exotic,
bizarre, or grotesque as being “disagreeable.”®

I would like to present here ten representative sculptures
from von der Heydt's African collection (Figs. 2, 4-6, 8-10, 12,
14, 15), the majority of which are shown in Leuzinger’s Af-
rikanische Sculpturen (1963).% Von der Heydt espedially valued
the calm, contemplative head on a Luba ceremonial axe (Fig.
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10).9 Its facal expression may help to illustrate my comments
about the transcendental quality of his choices: intense con-
centration seems to emanate from it; it is not concentration on
a private inner self in a psychological sense, but concentration
of an impersonal kind, allowing “pure human nature” to be-
come visible. Von der Heydt may also have been thinking of
this small face when he said, “The facial expressions of most of
these sculptures express a feeling of suffering and resignation”
(1958:52).

Another characteristic of much African sculpture was, in the
view of von der Heydt and his friend, the art historian von
Sydow, its “monumentality.” One of the two Songye kifwebe
(Fig. 9) possessed by von der Heydt and the so-called Batcham
mask of the Bamileke (Fig. 2) dearly express human greatness
and majesty. To von der Heydt, “typically African” did not
mean “primitive.” As he put it, “The artistic creations of the
so-called savages are not primitive—they represent religious
forces and the severity of a truly monumental style” (1933).

Von der Heydt also apprecated the severe style of the
wooden burial figures of the Sundi (Fig. 8). He owned three of
these objects, which were considered to be relatively un-
African by other observers because of their asymmetry and
colored paint (Olbrechts 1959:45). Very little precise informa-
tion is available on their function. Maes maintains that they are
funeral monuments of tribal founders or heroes (1938). Photo-
graphs published by Maes (1938: pls. XXIX, XXX, figs. 42, 43)
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and von Sydow (1930:348; 1954:62¢), in which similar figures
are seen next to graves, seem to corroborate this statement.
More recently, Lehuard made a comparable statement concern-
ing the example shown here. According to him, the figure,
with the typical dignitary’s hairstyle, represents a prominent
deceased person who had distinguished himself, for example,
as a warrior, hunter, or healer. Such figures stood, as Lehuard
saw it, under a nganga, a “gardien du culte des ancétres”
(1974:77, 120). R. F. Thompson recently explained that the two
diagonal strokes under the eyes and the head supported by
the hands are signs of mourning. ' It should also be noted that
a vertical hole has been drilled through the figure and that the
two openings are filled with a substance resembling plant
pulp.h?

Von der Heydt's large collection of Fang sculptures corre-
sponded to the dassical tastes noted by Goldwater. It includes
seven reliquary figures (eyima bieri, according to Fernandez
1973:205) and three reliquary heads (nlo bian, according to Fer-
nandez 1974:77), all purchased before 1932. Von Sydow con-
sidered them to be definitely part of “the classical works of Af-
rican art.” Of his most beautiful nlo bian (Fig. 14), von der
Heydt wrote to Elsy Leuzinger, “This head has always been
considered to be my best piece of black African art and has
even appealed to people who otherwise had no interest in
black art.”** Carved in the simplest form, reminiscent of Mo-
digliani, the object has a stunning presence. It must have been
even more overwhelming in its original context on a bark box,
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an even more basic form (e.g., Chaffin 1973: 16, fig. 2). The
boxes contained the skulls of ancestors and were apparently
meant to represent the figure’s belly (Fernandez 1971:361).

If Fernandez is correct, the reliquary figure shown in Figure
6 was considered a masterpiece by the traditional Fang. To
them “there should be balance in the figure, and the propor-
tions of opposite members whether legs or arms or eyes or
breasts should display that. Without this balance of opposite
members, it was said—and this is the important comment—
the figure would not be a real one . . . it would have no life or
vitality within it . . . This is so because vitality arises out of
complementary opposition and for them what is aesthetically
satisfying is the same as what is vitally alive” (Fernandez
1971:362, 370). Indeed, the breasts, hands, and legs are bal-
anced with amazing precision to create tension-filled sym-
metry. In profile, opposition of the folded arms and legs, ex-
pressed in rectangular block-like forms, create an almost ex-
plosive density '* The figure, with its incredible sculptural in-
tensity, fits into different stylistic dassifications (one of which
may be indicated by the forehead tattoos), which gives the im-
pression of alert, observant calm so typical of Fang sculpture.
According to Perrois’s stylistic classification (1972:286), it be-
longs to the southern Fang region. (For a critique of Perrois’s
stylistic classification of Fang sculpture, see Fernandez 1974,

1975.)
The Bamileke statuette of a royal retainer approaching his

master in a humble posture is constructed quite differently
(Fig. 4) (Leuzinger 1963:146; Fagg 1968:no. 181). It is asymmetri-
cal, which may be one of the reasons why von der Heydt had
to pay all of 15,000 FF for it in Paris at the auction of the Breton
and Eluard collection in 1931.'* This image of a devoted re-
tainer appealed to the monarchistically inclined von der
Heydt. Von Sydow called it “one of the most expressive works
of African art” (1932:VI).

Von der Heydt also owned four more masks from the Came-
roon grasslands and one Babanki elephant tusk with relief
carving. Among these sculptures, the so-called Batcham mask,
referred to as the finest example of its kind (Harter 1972:20), is
especially impressive (Fig. 2). Today the mask is attributed not
to the Batcham kingdom but to the Bamendjo, ten kilometers
to the north (Harter 1969:410-413, 1972:20; Bascom 1973:119); the
stylistically similar piece in the Wellcome collection at the Uni-
versity of California, Los Angeles, certainly comes from this
area (Harter 1969: pl. 2, 4b; 1972:22-24).%¢

Little is known about the mask’s function: “The masks were
royal symbols, of which there was only one example in each
kingdom and which were very seldom shown, explaining their
lack of patina. They were personally worn by the king or one
of his assistants on the head” (Harter 1978:145-46, no. 79;
1969:19). Von der Heydt purchased the object before 1932 from
Nierendorff; around 1920 it was still part of the Falk collection.

Of Yoruba art, von der Heydt owned only one oshe shango,
one oshun, a sacred sacrificial staff with a mounted figure, one
Gelede mask, one ere ibeji, and one Ifa divining bowl.
Apparently he did not see many Yoruba pieces at the art deal-
ers he visited as late as 1958, who were probably mostly in
Hamburg, Paris, and Amsterdam. Indeed, he remarked to Elsy
Leuzinger that Yoruba art was “quite rare.”"”

From the Basel Mission he purchased the oshe shango, said to
have become part of the museum’s collection before 1820 (Fig.
12). According to R. FE. Thompson this style has apparently
died out, but the headdress and the concave base clearly point
to the region of the ancient Igbomina.'® The crown-like
hairstyle (inu gegebi ade) indicates that the figure is a royal wife
seen as a Shango worshipper. She holds in her left hand ake
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17 TSHBANGA-BANGA BINJ

shango, a simple axe Shango cultists carried in dances in addi-
tion to the more common double axe, oshe shango.

In addition, draped over her left shoulder is a laba shango,
the flat red leather bag priests also used in the annual rites to
carry prehistoric stone hatchets referred to as Shango’s thun-
der celts. In this example, the bag, like the other sculptures,
shows no traces of color. The bag also lacks both the usual di-
vision into four parts with the pictures of the thunder cult’s
founding fathers, and the notched amila (tassel) pattern affixed
to the lower edge, which is also supposed to indicate Shango.
In places, espedally the hair, the figure shows signs of use and
is heavily worn.

Around her breasts is tied a cloth (ofa) that a woman ordinar-
ily would wear in her hair, indicating that she is ready for the
dance.'” Obviously, however, she is already possessed by
Shango: her oju inun (inner eyes) bulge forward and push the
oju ode (outer eyes) to the side. Carved on both sides of the
double axe’s shaft is a tortoise, which also refers to Shango. Its
eggs, like those of other reptiles, release thunder and lightning
when they hatch, symbolizing the procreative power of the de-
ity. Moreover, the regular pattern of the tortoise’s shell is sup-
posed to symbolize the order and continuity associated with
Shango (Thompson in Guggenheim 1973:48). The tortoise may
thus express the fact that the procreative power of Shango is
always necessary to maintain cosmic continuity and order.
The axes pointing upward and downward might refer to the
earth and the heavens, but this again is only conjecture
(Guggenheim 1973:48). It is not certain whether this oshe
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shango was actually used during dances or was always retained
atop a shrine. Thompson did not exclude the second possibil-
ity, in light of this work’s great artistic quality.

A very fine Baule mask may serve as an example of the ex-
tremely numerous Baule, Guro, and Dan masks in the von der
Heydt collection (Fig. 15). It is stained black, shows individual
accents in white clay, and has scarification on the temples,
along the forehead, and at the bridge of the nose. One should
not jump to the conclusion, based on the serrated band fram-
ing the face and the lack of eyebrows, that the mask was
carved by the Yaure (as a subgroup of the Baule). The Yaure,
according to Himmelheber?! and Roy (1979:79), speak Mande
and therefore cannot be Baule. It is difficult to determine the
exact original function of this mask: “We can’t say whether the
female mask is the face of a portrait mask of the ghagha cycle or
the rarely seen kpan mask of the boli cycle” (Fisher 1978: 126).
Von der Heydt probably acquired the piece after 1932 from
Carré in Paris.

Also after 1932, von der Heydt bought a dark brown Dogon
statue, with an enamel-like patina in places, from Ratton in
Paris (Fig. 5). At that time Marcel Griaule had just brought
back a piece of the same type for the Musée de 'Homme
(Dakar-Djibouti expedition 1931-33), but only “with great diffi-
culty” (Ratton 1935). At least five more of these statues are
known today, which, as Jean Laude suggests, may have been
carved by the same person, a “Master of Ogol” (1973).3? Laude
remarks, “The Dogon call these figures dege dal nda, ‘statuettes
on the terrace.” Kept in the dwelling of the hogon, they were
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dressed and placed on the terrace of a dead man’s house dur-
ing his funeral. They were a privilege of rich families. They dif-
fer from one another only in the number of bracelets on the
arms and of iron rings attached to the ears. They probably re-
present the master blacksmith, here depicted with the female
aspect dominant. The headdress, shaped like a crest, recalls
that of the Peuls. The cylindrical motif under the chin is prob-
ably a displacement of the labret” (Laude 1973).

These ten works from von der Heydt's African collection
seem to point out certain characteristics of his collecting. First,
they typify the high artistic quality of all the works the baron
brought together; this was by no means always the case from
the 1920s to the 1940s.7? Second, they illustrate to what extent
von der Heydt’s taste corresponded to that of the collectors of
his time and in what respects he went his own way. Third,
they tend to corroborate the thesis that his choices were influ-
enced by the philosophy and artistic theory of Schopenhauer.

Besides von der Heydt's initial bequest, other African works
were acquired by the museum. Its first director was Johannes
Itten, a friend of Baron von der Heydt for many years, and an
artist and well-known educator. Gathering together, at times
with great difficulty, most of von der Heydt's collection, which
had been lent out to more than thirty museums, he set up the
first permanent exhibition of it in the Villa Wesendonck. Itten
was able to make only a very small number of purchases. He
was replaced in 1956 by Dr. Elsy Leuzinger. During the sixteen
years she held the post she concentrated, with much success,
on two tasks. First, she organized and catalogued the holdings
from a wide variety of areas outside Europe and made them
accessible to the general public through publications and lec-
tures. Second, she complemented von der Heydt’s African col-
lection, which focused on the central and western coastal



areas, by purchasing works from the west African interior. Ata
favorable moment she acquired important Dogon (Fig. 7),
Bambara, Mossi, Bwa, Gurunsi, and Senufo pieces (Fig. 1).

Figure 7 is covered with a red crust that is similar to that on
an almost identical statue from the J. Miiller collection (Collec-
tion Barbier-Miiller 197765, cat. 1) and on a mother and child
figure in the M. Nicaud collection, Paris (Meauzé 1967:31,
Leuzinger 1978, no. 2b).

According to E. Storrer,** the female deble figure of the
Senufo (Fig. 1) and the male deble figure in the Metropolitan
Museum of Art (Sculpture from Africa in the Museum of Primitive
Art 1963: no. 10; Goldwater 1964: fig. 95) form one of the ex-
tremely rare, intact deble pairs—and a debie from the ]. Miiller
collection in Solothurn (Kunst der Neger 1953) and two degele
masks of the Museum Rietberg (Leuzinger 1963: 69) come from
the village of Lataha (Korhogo district, northern Ivory Coast).
The Fonobele (Senari-speaking smiths) carved the deble pair
for the Fodombele, the original inhabitants of Lataha, accord-
ing to Glaze.?* Of the Senufo statuary, the museum’s female
deble is a masterpiece. Its contours seem to be imbued with a
continuous rhythm, as though the initiates’ pounding of this
deble on the ground to accompany drums and singing has been
forever preserved in its form.

In those years, Leuzinger also acquired various Baga and
Nalu works. Espedally interesting is the Nimba (Fig. 3), which
diverges from the classical standard to a great degree (see van
Geertruyen 1979): the head is unusually small in relation to the
torso, and its profile suggests a semicircle, the nose and
forehead forming one continuous line. The eyes do not pro-
trude outward but are indicated by simple hollows on either
side of the nose. The fact that the breasts are rounded rather
than carved as flaps of skin, as is usually the case, may be a
significant iconographic element (van Geertruyen 1979:33). As
a whole, this example is more severely styled and less baroque
than is the typical Nimba mask.?* It is difficult to determine the
mask’s exact ongin. Storrer cdlaims to have bought it in Boké
(Guinea), where he was told it came “from the Portuguese
side,” that is, what is today Guinea-Bissau.?” Unfortunately,
very few dates have been published on traditional art in
Guinea-Bissau. There are Baga who still live in the extreme
southern coast of the country.?® Because so little is known
about them, itis possible that the Nimba shown here is of Nalu
origin (cf. van Geertruyen 1979:28, no. 4).

An additional characteristic of this Nimba should be noted:
both the incised patterns on the mask and its structure can be
reduced to triangles. Triangles are often found in Baga and
Nalu art, but what is remarkable here is the consistency with
which the entire sculpture is based on them. All of the pat-
terns are composed of triangles, with the exception of the
semidrcle on the chest of the mask. Seen from the front, the
mask as a whole can be placed in a triangle, which is also true
of the mask danced with its raffia dress (see drawing in Nor-
deck 1886:282). The exact meaning of this triangular shape in
Baga and Nalu culture does not seem to have been darified in
the literature.

In 1972, after having organized, with René Wehrli, the noted
exhibition “The Art of Black Africa” and written its catalogue,
Elsy Leuzinger resigned as director of the Museum Rietberg.
Dr. Eberhard Fischer, a young ethnologist educated in Basel
who had done extensive field research in West Africa (chiefly
concerning the Dan) and India was called upon to take over
the position. While preserving the original character of von der
Heydt's collection, he has made an impressive series of pur-
chases and, like Leuzinger, has had the privilege of accepting
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important donations to the museum. Most of these new ac-
quisitions have never been published.

The Baga/Nalu collection was complemented by an excep-
tionally beautiful and balanced Banda mask (Fig. 16), which
was photographed by Michel Huet during a dance presenta-
tion in the Nalu village of Kukuba (Huet 1954:132-34; Paulme
1956:20-21; Huet 1978:28, 30). At that time the jagged metal
crocodile teeth were wider and the colors fresher. For the
Nalu, Banda had many different meanings.?* It was the name
of a spirit that watched over the village to which it belonged
and punished violations of tribal rules, and it was the leader of
the village secret society, controlling initiations. Moreover,
Banda also meant the mask with which the spirit could appear
during the most important village festivals. The mask illus-
trates the composite nature of this spirit: it has the teeth of a
crocodile, the face of a man, the horns and ears of a buffalo,
behind them the horns of an antelope, and between those
horns the rolled-up tail of a chameleon. The masked spirit
would move like these various creatures, demonstrating that
Banda can operate in water (crocodile), in the village (man),
and in the bush (buffalo), and therefore possesses super-
natural powers.

Two Bidyogo statues were also acquired: a seated male fig-
ure (Fig. 20) and a seated female half-figure (Gordts 1976:14;
Leuzinger 1978: figs. 16a, b). Both were brought back in 1931
from Karash Island (West Bissagos Islands) by the Bernatziks
(Bernatzik 1933, vol. 2: fig. 365), along with a statue closely re-
sembling Figure 20 now in the Museum fiir Vélkerkunde, Vi-

enna (Schweger-Hefel 1960: ill. 9; Gordts 1976:15, fig. 8).
According to Bernatzik, these two statues, as arabu (ancestor

figures), are supposed to have taken on the souls (abata) of
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those who have recently died; in sacrifices involving these
statues, palm wine, blood, and salted rice were supposedly
used (1933, vol. 1:197-98). According to Gallois-Duquette, who
spent time in the Bissagos Islands in the early 19705, the seated
figures, also called unika, along with more abstract an-
thropomorphic sculptures and other objects (both called ira),
were kept on village shrines or in homes (Gallois-Duquette
1976: 28, 37, 38; Bernatzik 1944: figs. 175-77, 186), to be used by
the village community, by separate groups of men or women,
and by individuals (Gallois-Duquette 1976).

The figure shown here is seated on a stool like that used by
the village council of elders (Gordts 1976:15) and has the pro-
portions typical of figures of this type (Gallois-Duquette
1976:40-41). The band carved around the figure’s face and run-
ning down the back of its neck and the five holes bored into
the underside of either ear are difficult to interpret on the basis
of the literature.*®

The oshe shango (Fig. 11) comes from the same atelier (Ig-
bomina; Oro District, [jomu, Agbebi compound) as an ere ibeji
from the Arnett collection (Drewal 1980:65, no. 108) and van-
ous other works referred to by Drewal.*! However, the female
figure of this Shango staff seems to be finer and more balanced
in its proportions than the ere ibefi; in its radiation of youthful
freshness, it corresponds more closely to the important aesthe-
tic criterion of the Yoruba, translated by Thompson as
ephebism (odo) (Thompson 1971:ch. 3/3).

In 1977, Dr. Lucy Rudolph of Zurich donated a very beautiful
male Mambila statue to the museum (Fig. 13). Schwartz calls
such figures “ancestral statues” (tadep dua) (1976: 19-24, fig. 10,
12-13, 40; Gebauer 1979:39-40, 185 ff., 317 ff.). According to
him, they hung in nets on the walls of “ancestral huts,” and



embodied the ancestors in general rather than a spedfic one,
The statues were traditionally painted red, white, and black. If
they happened to fall out of their nets, they were left to the
termites, and replacements were simply ordered from a carver
as seems to have been the fate of the statues shown here. In
spite of this, an incredible vivadty has remained preserved in
its expression.

The Yaka mask shown in Figure 18 seems to be extremely
rare. | know of no other Yaka mask surmounted by an animal
and itself depicting an animal’s head.?? One can thus speculate
that this is a mbala, the mask appeanng in dances at the end of
initiation celebrations as the last, most beautiful, and most un-
usual (Himmelheber 1939:25-38; Adelman 1975:41 ff.). Behind
it is the typical wooden handle with which the dancer could
hold the mask in front of his face during a performance.

The blackened Binji mask is of a type called tshibanga-banga
according to Himmelheber (1960:384), who spent a short
period of time among the Binji, and it belonged to a secret so-
dety (Fig. 17). Cornet sees this type as the last transformation
of the Kuba bwoom mask (1978:n0. 141). The tattoos on the tem-
ples and below the cheeks are also reminiscent of the Kuba,
with whom the Binji are supposed to have lived long ago.

Two very beautiful Hemba thrones, so-called kihona or kiona,
were added to the considerable Luba, Luba-Hemba, and
Hemba collection. Neyt attributes the fragment of a throne
stool (Fig. 19) to the banks of the Luika, that is, to central
Hembaland (1977:494, no. 92;18). Individual stylistic
similarities are apparent between the face of this bearded,
highly classical caryatid and certain works brought together by
Neyt as the “style niembo de la Luika” (stylistic group V, in
Neyt 1977:183, 224). The deeply glossy patina, a brownish bor-
deaux red, makes this sculpture seem even more dassical.

A final example of objects acquired by the Museum Rietberg
is a statue from the eastern forestlands of Zaire (Fig. 21). Ac-
cording to modern literature on the subject—excepting de Kun
(1979)—the style is Kasingo, an ethnically diverse group living
between the Bembe and the Boyo (or Buyu) (Biebuyck 1972:17).
According to Gossiaux, Bembe figures display a very wide
chin: “It (the chin) is often engulfed by a double chin which
seems to smother the neck and even the upper chest”
(1974:29). This is dearly not the case in the figure shown here.
Gossiaux believes, however, that the Boyo must also be
excluded as the area of origin because their figures have con-
siderably sharper chins and more rectangular shoulders than
that in the Museum Rietberg (1974: fig. 548). Stylistically, Fig-
ure 21 comes closest to the statues published by Biebuyck
(19769, fig. 3; 1972:12, 78, figs. 2, 26) and Fagg (1965:107-108)
under the designation Kasingo. In contrast, de Kun, who
brought this work to Europe, refers to it as Boyo (1979 fig. 18).

In addition to being an art museum, in which the visitor is
given space to concentrate on objects’ formal properties, the
Museum Rietberg strives to organize, with a very small staff,
several special exhibitions a year at its three locations. These
are often planned by spedalists who have done many years of
fieldwork or other extensive scientific research and who have
provided an accompanying catalogue. An example of this in
the field of African art is the 1976 exhibition “Die Kunst der
Dan,” organized by Fischer and Himmelheber.** In this way,
the Museum Rietberyg fulfills some of the tasks of a museum of
ethnology. In so doing, it remains true to its greatest patron,
Eduard von der Heydt, who in his public lectures strove to
bring the cultural meaning of non-European art to a broader
public. (W)

Translation by Matthew McGaughey
Notes, page 86
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can give. The intensive transporting of
metal-covered reliquary guardian figures to
Europe went on for about forty years almost
without any useful records being made of
their sources. This gulf between accumulation
and understanding provides an ample field in
which a devil’s advocate can attempt to fore-
stall the closure of essential questions.

A number of minor flaws in L'arf kota take
us out of the field of academic controversy
into that of editorial crotchets. For instance,
we are surprised to read that piece 101 on page
200 came into the Museum fir Volkerkunde,
Berlin, from the Epstein collection. The mu-
seum’s catalogue attributes it to a source
named Einstein (probably Carl Einstein, the
art critic and early writer on African
art)(Krieger 1965: 85, pl. 173).

The term “Bwété” is used throughout the
book as a general designation for all metal-
covered figures from the Kota- and Mbété-
speakers. This convention is regrettable on
two counts: it is not precise in the case of the
Hongwe images that are supposed to have
been so called; and it is very impredse in re-
ferring to the images of the southern Kota-
speakers and the Mbamba. Our need for a
short generic term should not force us intoan
inappropriate choice.

This is a bilingual book, and the French and
English texts sometimes differ in matters of
content. In an example mentioned earbier in
another connection, the English reader is told
that a certain style may be localized southwest
of Franceville, while his French counterpart
learns that the same style is to be found
somewhere in the region of Franceville (p.
226). The French reader, however, is compen-
sated later when he learns that Shamaye fig-
ures were discovered in swamps in the canton
of Bouéni, while the English one learns only
that they were discovered in swamps, further
information on locality being withheld (p.
276). The reason for these disparities is
obscure. They occur often enough but seem
not to follow any strategy. On page 242 the
English reader comes out far ahead in ver-
biage but breaks even in useful information.

I would like to question, parenthetically, the
relevance and discretion of inserting photo-
graphs of recent African village scenes and vil-
lagers into studies of vanished arts. We are
usually hard put to find a connection between
these illustrations and the subject of the
study. The local color that they provide is
often glaringly anachronistic, as in the case of
the Mbamba village of mud houses running
into a motor road (p. 13). The house-walls are
made of dried earth, a building material that,
despite the authors’ according it traditional
status, was forced upon peoples of the Ogowe
basin by French colonial policy.

Flaws are to be expected in any undertaking
of this scope. One must be grateful for the de-
dication and self-control with which the Chaf-
fins have brought together materials that con-
solidate the study of these intriguing forms
and provide a new perspective that will cer-
tainly lead to deeper insights.

Leom Siroto

New York City
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1. Von e Hevdt also collected European art, especnlly
Impressionests. Expressionists, Picasso, and Chagall. He
beguesthed this important collecmon, aleng with dus estate,
10 the Wuppertaler Kusstmuseusn, now called the Von-
der Heydt Museum (Aust 1377)
2 Unnl 30T the Villa Wesendeawk (Dullt (s IKSS.57) was
the residence of the Wesendonck Lamily, who made 1he
howse the cultural center of Zumch Vagnex Liszt, Sanms,
Kedler, Meyer and other artads frequented the vila, In 1948
it became the by of the oty
3. The Maseom 'S collecrion B Sor e mont purt
been publinhed The most important publications 1¢:
Lohuizen, Tudische Stulprarenodien Scalptares, 1981;
Bobler, Kumst der Sddsec)Art of Ocorvia, 199; Haberland,
Kunsr des Iwdiensiken Awerim/Amvricen Induen Arr, 197
Leuzinger, Afridaeische SkafptarenAfrican Sculpreres, 18);
Siren. Chimesracke Skwlpturen Chinese Scuiprares, 1959,
Brasch, fpumiche Holcselimvize, 1965; Peter Acgaptasche Trx-
felaw, 1976,
4 Schopenhauer was \;? mPeentul among the Cecman
bourgecisie at the turn of the Centuey; von der Hepdt ac-
knowledged that his writings, at 1hat sme, were reud by
“gverv young man” (192N, Me was probably the only
European philosapher intensively studied by von der
Moy dt (von dor Heydt 620 Before von der Heydt Num
has first stone Indian Beddha head in 1908,
had oo on his wnting table {von dee Heydt 1962).
5. Letter to By Loszingen Zurkh, February 10, 1959,
6. 1t is &ificult 1o determine enactly when von der Heydt
began collecting African art. He himsolf samply sald, “On
onr of my freguent visits o Pans, on the Qual Yoltaire, |
quite acoidentally saw a wooden statwe, which bad been
carved by Africans, among the books, and 5t fasanasted me
30 much that | bought it™ (1938 500, His trwnd | Mien states
that von der Heydt puschased African works pnec to 194,
W MOnsterberger 2 relative wha seems 10 have kaown
him early (m his life, confirms this and adds that von der
Heydt purchased has first African piece in 191] from Uss.
laulf in Hamburg [oes] communication, 19801, bat he
apparemly did not colect this art on & linge scale until the
19205, Adrcan works from hus coliecton were publicised foe
the fizst ime in 1926 by von Sydow (I926:pk. 1, 7, 8§ Won
Sydow bad not recevved any from von der Heydt's
collsction (1923 Wikide the baron had sy Chinese and o
dlan collecmons catalogoed a5 varly as the 19204, he does
not seem 10 bave gven von Sydow the Lsk of cataloguing
his Afrcan, Ocvanec, and Indonesian collections until
somenhat Lter (vom Sydow 1990),
7. Thewe ditficeines are reflectod In son der Heydt's states
enent, sade in 1958, an the most stybes in Afncan
art. “Today (the ace of) the Pangwe sn Cabon, the Cold
‘C"::aodmc Belgan Congo ase comudered to be the best™
5> /]
8. Letter to Elsy Lowinger, Zurich, Febroary 11, 1999,
5. Sev also von Sydow 1926, 1902 Leuzinger 1920 1972, An
abundance of addtional indormation on the be 2nd collect-
Ing of von der Heydt i contained in Roteler (157%), Facher
(198500, and Urner (1980}
10. Von der Hey dt inctuded this axe [shown in fell in
Leutinger 1961218}, 1n 3 sebection of 16 Afcan workethe
majrity of which came from his collection—which he
suggested in 3 lottes 1o Lewzinger as an “intreduction”
{Zunch, Feb. 13, 196400, Me was 10 the in-
troducton 10 the Museam Rietberg, 962 guidebock. whidh
i £a¢t containg 34 of the 36 pieces suggested by von der
Heydt (Leuzinger 1962 W2 X0,
11, Oval communicanon. 19%)
12 A Yombe mother and cipld figare (phemiu figured in the
Stanley collection seems to have similar holes deilled
theough it (Roy 1979 156
1. Letter to Elsy Leuaingee Zurkh, Apal 29, 1960
M. Fermandez (1997 has aralyzed rectangular structures in
diverse arcas of Fang lite
15 At the same auction be acquired, for exactly half that
price. & besuniul 1dh-century Berim plague with fgeres in
rekef, ween in Leuringer 1963039, sand Collecton A, Breten
end P Llaard 1992 7o 9
16. For a summary of the classfications of the caming.
whech have vaned snce Binvan (19001, and the respective
arguments concernang these classidications, sew Harter

%9, 1972). Marter. alter analysing the various styles of
this mask, too hastily called "Batcham. ™ advances the
hypothess ihat this type of mask as sach could come feom
Bandjoun, a kingdom 40 Kilonweters southopst of Batcham
(Harter 197245

17, Letior o Eloy Lewsinger. Zursch,

. Oral commvenication. 1980, Most of the following 3-
plomrtions were tokd us i 1990 by R F. Thompeon, whom
wo wish 10 heartilly thank ke his enthasistic and generous
kelp.

19 Thompaon expressly Indicated that this was a 20th,
entery interpretahon of the Yoeube and thus aol necessar-
y sccumte foe this peece. which anginated in the Lite Sk
or eeely I5th certury (eral communication, 19800, The warn.
ing 350 applers 10 all other iderpeetations gueted coevern-
108 s enlie showgo.

20. These and the following suppositions are not
Thomsgraon's but mine

1. E. Facher, oral communicahon, TR0,

22, As exly #3 1915, Ratton indicated two other figures of
this type: 2 fygure in the Plerre Guerre collechon m Marse-
die (i Cunard 1980 63, Guerre 1970 00, 230, and ancther
in the | | Sweeny collechon in New York. Today there are
similic faguses in, for vxampie, the Wanderman collechon
i New York (Lasde 1973 no 52, the E Locan collechion
(Lozan et, al 197425) and in the Schindler collection
(Lunsford 197%). Accceding 10 Laude (1973, the “Mayter of
Ogol” could have carved the statue in the Musee de
THommw, which has been proven 1o be of Ogel orggin. and
those in the Guerre, Wanderman, and Muteum Rictberg
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Ih A glance Buough the standand weoeks on Afrcen aet of
that e shousd make thes dhear.

M4 £ Seerrer. onal communscation to E. Leuzinger (19587,
3 A Cluee, totrer 10 E Fascher Zundh, 1978

26 \an Ceertrayen. who did reseacch on ihe Nimba (1976,
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temples an which traditional feathers were placed
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be cdassfied as kingdoms or highly centralized enhses.
3 The correct designation for this monif would be “toad
motil.™ 1 here follow the common usage in Ihe Bierature
about Crassfields arts.
4 The dating of the reigns of Bamum kings follows Tar
dits's chromology (1980:916). His monograph about the
Bamum kingdom & the major source on the political and
social stroctuce of Bamum 48 it was ot the turs of the oen-

tury

S. The date of this exhidition has been given Incoerectly by
Dubi as 1930 (1957:357) but was rectified by Tardits
(180:685).
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pn and occaponally even raffia weave (1975108).
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speaaiized in pottery to this dax Blackemiths and carvers
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Geary, In press: chapter “Craftamen and Artisty: Theie

and Media®).
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about Bamum history. social strecture, and secret societies
that was compiled by Niova and numercus ceursers in the
wecond Bal of his reign. It i written in a script Njova ine
vented personally and it was later tranalated br 4 smissio-
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male statue holds a Jrinking horn, the female 3 recoptacie
13. Njoys mever sent a throne to England because the
British left Foamban Miee a few months and turned the
town over to the French.

H. A checherbourd design as a beaded neck ormament aho
appears on two old throne figures from Kom [Northern
97318

15, 1 do not fully agree with Cebawer’s statement about the
supeniorty of the theome in Foumban, when tiking its pre-
sent condition into consideration (Cebauer 1999:89, and
fostnote 18 of chapter V) Although its canving shows more
balance. as opposed to the piece i Berlin, the bradwork in
its present style Is Inferior. Cebawer’s “wonographic rch-
ness” seems 10 be 4 tendency toward overdecoration in
both theones after the Foumban throne was ressored

16. In & 1952 Jetter concerning ths theone, anothet. though
bess likely, possibibty of acquisition i mentioned, Franz
Thorbecke, as a subject of the Grand Duke. could have
presented him with the throne. In this case it would have
been collected in 1912, | thack Dr. Klaus Wolpencht, curstor
at the Rautenstrsuch-Joest-Museum, for this refevence.

17. This theone Mcnwmnm;muwng
that Willett mensons as a typical feature of Afncan z
ture. The head s v lange i relation to
torvo (Willest 1971160,

18, Witsmer comes 20 a sieilar conclusion about the devel-
opment of the court style In hee examination of head crevts
in the Palaoe Museum (1576175

19. Line dancing of men or women 5 commen throughout
the Crasafields. Therefore the assonation of this conligura-
tioes and dance comes 10 mind immediately

20 The “coanciliors of the country™ fhom igw) were the de-
soendants of the seven tetainers who accompaned the firse
HQWM\-MMH\&M-»!NMM&M

Zl Ma d the in Paris and in an earber
colomial exhibition In Napm must have gone back 1o
Cameroon. It is doubeful whether all of them are still in
existence. On the other hand, there have alwavs been
rumors in Foumban that the palice actaully containg more
important objects than are shown in the Palace Museum.
Thus, there may be some interesting discoveries (o be
made, | thank the Frobenjuslnstitor in Frankiurt for peo-
viding the of this

22.The m)ifonfon ranks highest the three tramfon
(lite »father: mfon wking), They are the king's closest re-
tainer advisors and help him with the execution of his
many niual duthes.

23.The annual sjo festival in December. discontineed in
1924, was probably a celebration after tridute had been
given 1 the its main emphass by on the daplay of
wealth and Elaborate masguerades and a roval
dance were the center of atteniion. [t resembles simalar an-
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