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n June 1992, upon learning that I was

interested in studying how rural

Bamana-speaking people! organize

their farming activities, Aminata

Koné, a resident of one of the sub-

urbs of Mali’s capital city of Bamako,
encouraged me to consider conducting
my studies in her natal village, Kulu-
duguni,’ on the Mande Plateau. She
stressed that settlements in this rugged,
hilly region of south-central Mali were
“true farming villages.”*

Aminata referred to the Bamana farm-
ers of the Mande hills as “ciwaraw”
(“farming animals,” or champion farm-
ers; the ending w denotes the plural),
explaining that they farm like wild ani-
mals: they work very hard and never
seem to tire. | was well aware of the ciuvra
cultural complex.* including the famous
antelope headdress sculptures prized by
collectors throughout the world (Figs. 1,
8, 14-16), Ironically, however, while this
form has grown steadily in popularity
outside the region, scholars have docu-
mented its decline on the west African
savanna (Imperato 1970; Zahan 1980).5

Aminata, however, claimed that from
time to time in some villages on the Pla-
teau, performers did, in fact, dance with
ciuvrekunw (“farming animal heads,” or
antelope headdresses) to celebrate and
encourage the success of their agricultur-
al endeavors. She told me that unlike sim-
ilar headdresses in other areas, some of
those in the hills were associated with
special ritual objects (boliw or basiw)—

ings that I knew she and other practic-
ing Muslims in Mali generally frown
upon. Aminata noted that the ople of
the hills also participated in other “old”
things such as jow (initiation societies or
associations; see descriptions in Zahan
1974; McNaughton 1979). 1 believe that it
was in this sense that she referred to the
Bamana of the Mande Plateau as “Bamana
yere yérd” ~true Bamana—people who
continue to work the land as many previ-
ous generations have before them and
who engage in some of the traditional
religious and cultural practices.

Ultimately 1 decided to conduct re-
search for my doctoral study in Kuludu-
guni and several nearby communities.® As
it turned out, T observed three separate
performances involving antelope head-
dresses on the Plateau. The presence of the
ciwara complex in this region at this time
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Clockwise from top left:

2 Owara dancers. Diicumon region (Cercle of Ba-
mako), Mall, 1989, Pheto. Pascal James Imperato,
Once prevalent amcng the Bamana, perfor-
mances of anielope headdresses (Ciwarakunw,
$iNg. chvavakun) in riuals and festivites related
10 lfarming have been thought 1o be in decline
This photograph documents an interesting de-
parture from the usual performance by a male-
female pair. Afler one of thelr ciwarakunw was
stolen in the late 1950s, the village's youth as-
sociation commissionad a replacement from a
sculptor in another area; rather than attempting
to match the other headdress, he made the pair
soon at loft. Dospite the stylistic d#erences, the
association’s members decided 10 use all three
together. This willingness to adapt is exhidited in
chwvara performances seen recently on the
Mande Plateau

3. Bamana farmers. Mande Plateau, June 1992
Photo: Stephen Woolen

The farmers of this rugged. hilly area of the
Mande Plateau still use the traditional short-han-
died hoe.

4. Drummers at a ciwara performance. Village of
Falayorola, Mak, October 1993. Photo: Stephen

§

The drummers are accompanied by women
singers. The performance was part of festivities at
the end of a day of communal labor in the fields.

stands in marked contrast to the general
trend of decline documented by Pascal
James Imperato and Dominique Zahan.
In this essay I provide detailed de-
scriptions and a close analysis of the
three events and the ethnohistorical con-
texts in which they occurred, heedin
recent calls (e.g., Hardin & Amoldi 1996
for more sustained analysis of local
dynamics, analysis that prioritizes cul-
turally specific scenes over removed
theoretical frameworks. Through this
approach I seek to document the chang-
ing contours of the ciwara cultural com-
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plex in the late twentieth century and to
explore how Bamana in this region use it
to negotiate meaning and identity.

Village Life on the Mande Plateau

Kuluduguni is a small settlement of
mud-and-thatch structures (pop. 184 in
1993-94) on the rugged Mande Plateau.
Although the community lies within
bicycle range (30-40 km) of Bamako,
there are important differences in the
character of life in these two areas of the
contemporary Malian state. Socially, eco-

nomically, and culturally, the Plateau
seems to reflect a traditional orientation.

Like most people in the villages to
their immediate north and northwest,
residents of Kuluduguni say that they
consider themselves Bamana people. As
in most Bamana communities, age and
gender are important in the sodial and
political realms of this patrilineal and
patrilocal society; elders dominate jun-
iors, and men typically hold more pub-
lic power than women. Agriculture is
the villagers’ livelihood. Each rainy sea-
son they work diligently to produce
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5. Male ciwara dancer, followed by a young gurl
attendant. Village of Falayorola, October 199G
Photo: Stephen Wooten.

The dances, holding short sticks that touch the
ground, adopts thé characienstic “lour-legged”
postre as he hop-skips around the perfor-
mance space.

enough sorghum, millet, corn, and vari-

ous sauce crops for domestic consump- |

tion throughout the year. They use a
fallow system, and all farming is done
manually with short-handled iron and
wood hoes (Fig. 3).

Although a few young men in the
area gathered to pray on key Islamic
holy days, for the most part the reli-
gious and ritual activity I observed in

1993-94 focused around traditional |

beliefs and practices.” During suw sdn
waati (ancestor offering time) and
Bamana seli tuma (Bamana prayer time),
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men and women made ritual offerings

and communicated with their ancestors. |

Members of the local branch of the
Kdmd society undertook their seasonal
activities. Several times during the year,
[ was cautioned against making trips to
certain villages that were in the midst of
a period of similar c2kdrobaw baara (old
men'’s work).

However, as my research on agrarian
change in the community suggests, vil-
lages such as Kuluduguni are not isolat-
ed from the modemn world. For example,
the people I lived with were actively en-
geged in commercial activities that linked

m with urban markets and life in the
capital (Wooten 1997). The negotiated
character of their encounters in the eco-
nomic realm bears on the way I under-
stand and represent their performances
involving ciwarakumw. These and other
cultural activities are in constant dia-

logue with present-day concerns as well
as past experiences.

Anecdotal Antecedents

During the rainy season in June 1993, [ was
with a group of women who were weed-
ing a peanut field. As they gathered for
their midday meal, two older women
approached in an odd manner: bent over
at the waist, each leaned on a pair of short
sticks and uttered cries which provoked
laughter from the group. One of the
women explained, “They’re malonmaw
(fools).” Later, my designated host in the
village, a young man named Jatigi Jara,
told me, “They were imitating the croara.”

Jatigi went on to say that Kuluduguni
shared a pair of ciwarakunw with its near-
by sister village, Jiribugu. He su ed
that I might see them during the dry sea-
son. Other communities in the area ap-
parently had the headdresses as well.
These were sometimes danced in the vil-
lages or in the fields, for example during
a men’s work event at the opening of a
new farming area. In fact, a few weeks
later Jatigi told me about a work event
that had taken place in a nearby village
while I was away. Ciwaraw had danced in
the field, and young women had clapped
and sung ciwara donkiliw (croara songs).
According to Jatigi, the men enjoyed the
performance and worked harder than
usual throughout the day. I realized that
Aminata’s comments about charaw on
the Plateau were well founded: antelope
headdresses and champion farmers were
both present.

after my encounter with the
women’s “imitation” of the ciwaraw, the
leader of a domestic group in a nearby vil-
lage requested that the Kuluduguni-
Jinbugu headdresses appear at a major
labor event on his main field in order to
encourage a large tumout and improve the
quality of the work. However, lo
Jara, a respected elder, explained that their
ciwaraw did not typically in such
settings. He used the words
(old men's thing) and fulonkifen (play-
thing) to distinguish between types of
crwara. The WMWIe the lat-
ter represented i t was broken
or ruined. Playthings were used by chil-
dren and young people for amusement
and as incentives to labor. The elders
declined their neighbor’s request.

I was told that some ciwaraw were old
men'’s things associated with boliw. Such
powerful craraw were able to undertake
amazing feats., Apparently, certain of
them had done such things as bathing in
boiling water or having women pound
grain on their chest. Some men in the vil-
lage claimed that ciwaraw could even
dodge bullets. Dugukolo and the others
stressed that this kind of ciwara was the
real thing—"ciwara yéré yére,” echoi
the phr:sge Aminata had used in mf:g
ence to the “true Bamana” of the Plateau.
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Over the next few months, I observed
and sometimes participated in many
work events. On one occasion, approxi-
mately ninety men from Kuluduguni and
its environs assembled to expand the
boundaries of a distant field into the
uncultivated bush. During the midday
meal several men began to joke with me.
“Do you see that man over there?” they
asked. “He can change into a wara (a wild
animal).” The man rose and ap

proached
me, putting his hands up in a feline-like |

scratching position and making some

tg’rao;kwugﬁ“and screeching sounds. 1 joked

another meal and be entertained by the
community’s ciwaraw.

Once all the laborers had retumed |

from the fields, subdued and, in many
cases, exhausted, the women of the house-
hold appeared with numerous bowls of
sorghum porridge with
Afterw.

ments: beer for a small group of older men

and, for a larger group of mostly younger |
men, hot water to be mixed with instant |
coffee, sugar, and sweetened condensed |

' milk. While they drank, an elder rose and
began to speak about the day’s events. He

t's great—when will | see you |

do it?" He and the others la and

ied, “Later, during the dry season.” As

I will discuss below, this man did indeed
become a wara —a crwara in fact.

Although no ciweraw came out at any

' his labor throughout the day. The elder |

of the work events | attended, | gained |
insight into one aspect of the ciuara per- |

formance. During one event, numerous
pairs of laborers set a wicked pace
through heavy vegetation, wildly pulling

weeds from the earth and crying “woo, |

woo, woo” with each lunge forward.
After progressing through a 15-20-meter
swath, pairs would call out and raise
their hoes. I realized that were com-
peting with each other. When a team
finished a section, an older man would
respond, using the word “cwara™ The
vocalizations of these hard-working
men were almost identical to the greet-
ings used by performers | would see in
ciwara performances.

As these observations indicate, dis-
courses on and manifestations of the
ciuvra complex are certainly part of con-
temporary life in the area of the Plateau
where | lived and worked. Moreover, they
suggest that people draw important dis-
tinctions within the overall ciiera domain.
Local commentary indicates a complex sit-
uation in which elements of ritual power,
playful entertainment, and the promotion
xgmductive labor are all at hand. The sig-

ificance of these elements becomes clear-
er when we compare the details of the
three performances | observed *

Falayorola:
Celebrating a Day of Field Labor

One afternoon in late October 1993, Jatigi
Jara and | traveled to the nearby com-
munity of Falayorola to attend the public
celebration of a day of heavy labor in a
resident’s bush field. The host had pro-
vided the workers with a midday meal
in the field, followed with kola nuts and
tobacco powder. Moreover, at the end of
the day the workers were to receive

6. Ciwara performers with thew leader and young
gl attendants. Village of Falayorola, October
199G. Photo: Stephen Wooten.

The dancers are identfied as male and female |

ciwaraw by the imagery of their headcrests.
22

singled out one youth who had arrived at
the field very early and had excelled in

ronounced him the ciwara (champion
armer) of the day. Another older man
then presented the worker with a chicken
and a small can of instant Nescafe—luxu-
ry items for most rural Malians. The
young man seemed honored and a bit
embarrassed: he smiled broadly and sat
down quickly. About thirty minutes later,
as the drinks began to run dry, four drum-
mers began to play (Fig. 4), joined by
about five women who accompanied
them with singing and clapping.

Then, from between two mud houses,
two costumed figures eme each
wearing a horizontal-style an head-
dress attached to a wicker cap. They
backed into the public space, then tumed
and crouched at the side of the perfor-
mance circle. The headdresses were dark,
almost black. The antelopes, one male and
the other female, had the tail of a
chameleon and the bill of a hombill. The
male headdress ﬁ tt: an anthro-

morphic male ine with a gun sl
over ts back, while the female incorporat
ed a female figurine. A veil of fiber braids
covered the faces of the performers, who
wore long overshirts made of red-brown

e & ‘,”"q AN
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leaf sauce. |
they served the liquid refresh- |

. two-piece outfits and held fiber

-

strip cloth decorated with feathers of
various birds of prey. They a stick
approximately 38 centimeters (157) long
in each hand at the forked end, the other
end on the ground (Fig. 5). The dancers
made four-point (feet and sticks) contact
with the d throughout the perfor-
mance. sticks, called wara biriw,
showed signs of a recent sacrifice: fresh
chicken feathers were stuck to what
appeared to be fresh blood. Each per-
former was accompanied by a young girl
approximately 10-12 years old (crwara
musoni). The girls wore matching grl:en
plates
with which they would fan the dancers.
A middle-aged man dressed in every-
day dothes led the crouching performers
into the drcle (Fig. 6): first the female
ctwara dancer, then the male, each fol-
lowed by its young attendant. The small
procession made its way to the other side

- of the performance circle, where the older

men were seated on cow hides. The two
crwara dancers began to swing their heads
gently from side to side, uttering the same
vocalizations I had heard in that bush
field some weeks before: “woo, woo,
woo.” Jatigi told me they were “greeting”
the old men. The pair proceeded com-
pletely around the perimeter and then
made two more rapid passes around the
circle, during which time the original
leader was replaced by an older man. The
performers moved in a sort of hop-skip
walk, which has been described in the lit-
erature as mimicking the movements of
an antelope. Retumning to the entry point,
they assumed crou itions, re-
maining motionless while the drummers
continued to play a rhythm and the
women clapped and sang citoara songs.*
After a brief conference between the
host and the and drummers,
the drumming, clapping, and singing

.
w
-

. . ‘-.'. _‘ , -
o e R,
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beganagun—(hsquidwr
mmmmu\em

a rapid drcuit, made a 360-
degree tumn, and exited the arena. The male
followed and made two similar passes
befaedepmﬁgmmud\d\esamefdm
The audience responded with clapping

7. The male and female ciwarakunw on view after

the pericemance. Village of Falayorola, October |

1983, Photo: Stephen Wooten

mmu.rmmaoaormm ae |

composed of ttvee pars: the body, the head,
and the surmounting figurne—a female image
on the female ciwarakun, a male figure carrying
a gun on the male headdress.
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| another

The drummers continued to keep up a
rhythm. Various members of the audience
entered the circle and danced freely, to the
amusement of those on the sidelines. The
mood had shifted from fairly quiet obser-
vation to more upbeat interaction. Soon,
pair of masked entered
the d:de, the namanikun dancers. They

masks and ankle ratties
madcﬁomhwmmdbouleaps.mpm
former held a small gourd, the other an ear

- of com. The audience was animated; their

laughter increased steadily. Jatigi told me

that these dancers were “thieves” and that
they tried to make people laugh. ¥

The namanikun dancers were joined by
anolderwomweanrﬁ&dothapdeoo-
rated with bits of fur, white feathers, what
looked like nuts or seeds, and perhaps
some amulets as well. She a
dazed. She wandered about with a fixed
gaze for a few moments and then began
shuffling after the namanikun performers
as they made their way around the cir-
cle. Eventually the masked ormers
stOPpcd.appamnﬂyynldmg floor to
the woman. The spectators were clearly
amused. From the sidelines another older

woman appeared carrying a cape or gown




dull to this woman’s a
toheteffomtoput!hempeonher.'l'he
woman did succeed, however, and the
dancer, now bedecked, once again re-
sumed her shuffling, Shewaspom«lfo:a

brief period by another older woman, and |

both proceeded around the circle and exit-
edtoaburstoflaughteranddappm&
Jatigi told me these were “nalonmamusow”

(foolish women). I remembered my en-
counter with the nalonmaw in Kuluduguni
who were imitating the ciwera. The
namanikun dancers then reappeared and
passes around the arena

hn%\al; seemed to me that their
performanoe been upstaged.

The drumming continued. Various
audience members took the floor: a pair
of young men performed hand-stand
dances, several older men danced in the

namanikun style, and other individuals |

simply ran about in the limelight. After
the tempo wound down, a middle-aged
man rose to make a few announcements,
thank the workers and performers, and
acknowledge my donation to the cost of
the wara son (wara offering)."
Afterward several men invited me to a
nearby hangar where the headdresses and
costumes were laid out on the ground

24

" height. They

(Fig. 7). The men who had danced the
ciwarakump were present, as were the two
young attendants. The sculptures a

freshly oiled or blackened. stood
about 25-30 centimeters (10°-117) tall and

was mg::d of three basic pieces: the
(approx. 50 am/20" long,
mcludmgd\ehoms) the body (approx. 38
am/15” long, including the tail), and the
human . The head and homs were
attached to the body at the neck with metal
mglea“ Each headdress was a flowing
curvaceous rendition of an antelope,
though with a backward-curling tail remi-
niscent of a chameleon’s. The bodies were
marked by several etched lines. The bent
legs made the animal appear to be crouch-
ing. Both heads had relatively large lips
and a visible as well as ears
which blended into the head and the long,
horizontal homs. Each hom, the tip up-
turned, was carved to give a spiral effect.
The male antelope had a visible penis.
The figurines on the headdresses,
mounted on the homs right behind the
head with heavy black rubber bands, were
particularly intriguing. Each measured
approximately 10-12 centimeters (4"-57) in
were rendered with arms at
their sides and hands slightly uptumed.
The female had firm breasts, a crested

8. Cwara headdress. Bamana, Mali, early 20th
century. Wood, metal, Bvead; length 81cm (24°),
The Baamore Museum of Art Gift of Alan
Wurtzburger. BMA 19541451,

had a bald head, a visible penis, and a

slung over his back. mmamband ongunhis
left arm is, in my experience, characteristic
of hunters in the region. Each figurine also
displayed scarification: on the female, sets
of short parallel lines located just below
the eyes and underarms, as well as a series
of dots on her stomach; on the male, short
parallel lines at the underarms and on the
chest. In each instance there were four sets

of paired lines.13
When I began to ask detailed
about the scu and the

itself, those who had gathered nearby
becaxmqmet.lswmhedmwhalld\mnght
was a less charged g\mon
they obtained the ptum?‘l‘heumplm
were rather impredise: “From a blacksmith
in the big city.” In response to my query
about ownership, I was told only:
are ours.” I gathered that my lines of
were unwelcome—at that point, in
that context, or perhaps they always would
be. Respectfully, I moved away from this
line of con instead my

hairstyle, and bracelets. The male figurine | appreciation of the beautiful sculptures.
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On the bicycle ride home, | felt fortunate
to have observed the performance, and
when 1 amived back in Kuluduguni I wrote
in my field notes: “The dance of the ciunra
is alive and well on the Mande Plateau.”

Jiribugu:
A “Powerful” Performance

On a hot and dusty morning in early April
1994, Jatigi suggested that | prepare early
for our trip to the neighboring village of
liribugu. For months, people in the com-
munity had been telling me that every
year, just before the rains returned, villages
in the area would observe what was usu-
ally referred to as suie son wanti (ancestor
offering time) or Bamana seli tuma (Bamana
prayer time). During these several days,
village leaders asked important forces
associated with the community for assis-
tance in the upcoming farming cycle.
According to a » predetermined
by village elders, each village offered
sacrifices to the ancestors and to twin
shrines or altars (sinsin dn). The women
indicated that they would undertake spe-
aal women’s work, which they contrasted
with old men’s work, and noted that offer-
ings would be made to specific spirits or
forces associated with women (musokajiri
son or mambwyasa sm). Residents also told
me that masked performances occurred in
some communities, sometimes including
appearances of crusrakurne and cébilenken: '
According to the old men, these events
were always accompanied with much
beer and laughter. Siav son wnati activities
would not begin in Kuluduguni for
another two weeks, but everyone was
excited that this period had already be-
gun in the neighboring village. “Today,”
Jatigi told me, “we will help them cele-
brate and we will watch their perfor-
mances,” what he referred to as nyénaje
activities (entertainment).

People across the region had often
remarked that the Kuluduguni-Jiribugu
cliwarakunw were among the best in the
area. Echoing Aminata’s early comments
and Dugukolo's characterizations, they
sometimes said these cawvarekunw were
kokdrofente or cékordbaferw (old things or
old men’s things) and definitely not
tuionké®nw (playthings). Nevertheless, |
was unprepared for what I encountered
that afternoon,

When Jatigi and 1 arrived at Jiribugu,
the male elders had already made sacrifices
to help insure a successful year for the vil-
lage: good harvests and health, and many
new babies!® Jatigi later explained that
they had made offerings to their ancestors
and had done some other “old men's

work,” which included sacrifices involving |

various bolfi: Now they were ready to cel-
ebrate and watch their ciumraw perform.
At around 400 PM, as the sun was
descending, people began to assemble in
the community’s central open area, the old
men taking a prime location under a large
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shade tree. The old women stood next to
them. A small group of young women
moved in behind the drummers and began
singing and clapping. At about this time a
man dressed in a muddoth (bogalarfing suit
approached the dance drde. Called the
creara tig) (cieara leader), he was leading a
pair of performers, cach wearing a horizon-
tal-style ciuvrakun. The dancers, in resplen-
dent costumes decorated with many bird
feathers and flowing fiber strands, twirled
360 degrees as they entened the arena.

As in the Falayorola performance, one
headdress was male and one was female
(Figs. 9, 10). The male sported a large gun
atop the antelope, and the female bore a
small antelope on her homs. Throughout
this performance, too, the dancers walked
bent over so that the sticks they held
touched the ground. As at Falayorola, each
dancer was accompanied by a girl who
waved a fan at her cuara and generally
shadowed its movements.

After pausing briefly at the entrance,
the man in the mudcloth suit led the
crvaraw (the female first) and the girls into
the circle. He carried a leather sack over
one shoulder and had an iron bell in his
hand, which he rang throughout the per-
formance. The cusnzw moved toward the
musicians and then toward the male
elders, all of whom they acknowledged
with loud shrieks. The pair repeated the
greeting to the old women before making
a pass around the circle and then crouch-
ing together on the sidelines.

Eventually the pace of the drumming
picked up and the female crara entered
the circle alone. She moved quickly
around it three times in a hop-skip fashion,
ending up in front of the drummers; then
she stopped dancing and retumed to the
opposite side. The male Guvrs entered the
;sr;’):::and danced much as the female had.

ir performances were energetic, and
the crowd registered their approval with
shouts and clapping. After a brief pause,
the music picked up again and the female
ciwara took another set of turns around the
circle. The pace of the music was a bit
faster this time, and [ noticed that interest-
ing things were occurring.

An older man was wandering about the
performance area with a needle and thread,
which an attendant on the sidelines had just
been using to attach loose feathers to the
ciwana costumes, The man placed the point
of the needle against his face, scemingly in
an attempt to pass it through his cheek. He
also had a knite, and a few minutes later he
began to cut at his tongue. As this was

ing on the female ciwara finished her per-
» and the male entered the scene.

Things became even more intense.
male croara moved to the center of
the area and motioned for something. An
attendant then walked briskly around the
circle showing everyone what looked like
a small ticket. He delivered the item to the
male ciwara, now joined by the female.
The leader had taken off his leather sack

and removed several items from it, plac-
ing them on the ground in the plain view:
I realized that I was in the presence of
three power objects. Two of the boliw
looked like sections of hollow wood, each
about 30 centimeters (12") long and 4 cen-
timeters (1.57) in diameter. The other item
looked like a animal homn, perhaps that of
a bull. All three objects were a dark red-
dish color and were encrusted with what
appeared to be sacrificial matenial. For the
next several minutes the holiwe remained
on the ground.’

The male cruvira then unwrapped the
mysterious item, revealing a double-edged
razor blade. He held it up and moved
around the drcle so that everyone could
see it (Fig. 11). The ciwara then the
blade into his mouth and chewed it. He
requested another blade. After consuming
it he became very animated and began an
energized version of his previous dance.
The ciiwara made his way first to the
drummers and then to the male elders,
and spat what appeared to be blood on
them. Retuming to the center of the arena,
he went into a very low form of his dance,
cradling the sticks, his body so close to the
ground that it caused dust to rise. His per-
formance came to an end in front of the
drummers, and the female ciuera prepared
to take the stage.

An attendant presented the female
ciwara, who was crouching on the perime-
ter, with a piece of buming wood from a
cooking fire. She examined it and returned
it to the attendant. The ciuara then entered
the circle and made a spirited pass around
it before coming to a halt near the center.
During her circuit, several men, including
the auwara tigi, carefully put the power
objects back into the leather sack, which
the leader slung onto his shoulder. The
female ciwara assumed a crouched posi-
tion in the center of the circle, joined by
the male. She was given the buming
ember; she chewed it up. Her subsequent
tumn around the arena was, like the male’s
last performance, quite energetic, and cul-
minated in front of the drummers in a low,
cradled dance. The civanae reunited on
the sidelines,

An older man who had been assisting
with the performance took up the male
crwand's sticks and proceeded to dance in
the style of the cruvrai, ending with the
low dance in front of the drummers, One of
the young girls accompanied him, waving
her fan energetically. The man retumed the
sticks to the costumed performer, and the
ctwara pair rose to depart the performance

, twirling around upon their exit as
they had upon their entry.

Like the headdresses at Falayorola, the
antelope sculptures were of the horizontal
type. Rather than the flowing lines of the
first pair, these ciuwerakumio were rendered
in a block-like style. The body (from chest
to tail) measured approximately 25 cen-
timeters (10"), iderably smaller than
in the Falayorola pair, especially in rela-
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tion to the tail. The tails were more remi-
niscent of an antelope’s: short and point-

ing up rather than long and circular |

like a chameleon’s. The female’s head
(only about 5 em /2" long, but approx. S0

am/20" long with the horns) was particu- |

larly intriguing. It was human-like, with
clearly identifiable fadal features. It wore
earrings and a nose ring, and its mouth
was decorated with nail polish. Metal
tacks represented the eyes. The homs had
a spiral pattern and curved upward and
back. The female carried a smaller ante-
lope on her back. The smaller figure was
very similar to the male sculpture, dis-
playing an antelope-style head. Several
colorful plastic bead necklaces were
entwined on both pieces.)”

The body of the male headdress was |

similar to the female’s, except that the tail

was slightly longer and it was rendered
with a clearly visible penis, which itself
was approximately an inch long. The
head proper measured approximately 30
centimeters (12°) and the homs were
approximately 50 centimeters long. More
t{gical of the horizontal-style ciwarakun,
the head of the male headdress had long,
narrow ears, and a mouth with defined
lips and tongue. Its mouth area, too, was
decorated with nail polish, and its eyes
represented by metal tacks. Mounted
atop the head of the cuwrakun was a
large gun, which paralleled the lines of
th::8 homns.

As with the Falayorola pair, both
sculptures were attached to a wicker bas-
ket draped with a fiber veil that covered

the wearer’s head and neck; a cloth tie |

fastened the basket to the head. The cloth

| mounted the long

eveni
- of the

Jara made offerings of a
| en to their ancestors. With members of all

costume was similar as well: a long red-
dish gown ornamented with numerous
bird feathers. The sticks were a bit longer
(approximately 16™=17") than the ones
used in Falayorola. They forked on the
hand end, but did not show evidence
of sacrifice.

Jiribugu’s ciuwara dance was also fol-
lowed by a performance of namanikunw.

| The two tricksters danced well and met

with resounding audience approval. Next
came the cébilenkéw: three performers
dcc:cd out in mudcloth jumﬁ‘suits and
with quills protruding from the top of
their ed heads (Fig. 12). The
ceébilenkéw danced to the balaphone, while
the namanikunw danced to the drums.
Soon after the cébilenkdw exited, a
mpofwomenmw\edd;edlde.m
taking center stage; Jatigi sai
were the women’s cﬁm;‘;v.o'\&ueirheads
each sported a metal clothes hanger,
way from front to back
and secured with cloth ties (Fig. 13).
Holding sticks approximately twice as
long as the men’s, the women danced
around in a small circle, using much the
same choreography as their male counter-
parts’. Each dancer was followed by a fan-
waver, though these were adult women.
In their midst was a woman wearing a
namantkun-type mask. Like the namanikun
performers | had seen, this character
seemed to be a thief of sorts—she was
grabbing at things in onlookers’ hands
and held a package of cigarettes. The
drummers kept up a beat and the women
made several passes before dispersing
into a knot of audience members who—
young and old, male and female—

laughed heartily at this spectacle.

Kuludu i
Ciwarakunw across the
Generations

Ten days after the Jiribugu ance,
the villagers of Kuluduguni began their
own sww sdn” waati activities. On the
of April 22, 1994, all the members

main Jara domestic groups ate
a rather festive meal together. Dugukolo
tand a chick-

the community’s domestic groups watch-
ing, he cut animal’s throat and placed
the open wound against either side of the
doorway of his meeting hut. He uttered
hrases, sometimes laughing to himself
een them,® and offered porridge and

um beer libations and threw kola

" nuts at the base of the doorway. Dugukolo

9. Female ciwvara dancer. Village of Kuluduguni,
Maii, Apeil 1934, Photo: Stephen Wooten

The neighboring villages of Jinbugu and Kuly-
duguni share owara headdresses. The face of

| this female headdress is notable for its human-

like features.
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10. Male ciwara dancer. Village of Jribugu, Mali,
Aprl)1994 Photo: Stephon Wooten (from video-
lape

With its female counterpart (Fig. 9), this male
ciwara dancer performed dwing the annual ritu-
al period called “ancestor offerng time,” when
the villagers of Jinbugu ofered sacrifices to an-
ceslors and other sprits. The antelope carved
on the female ciwarakun supports a smalor
antelope figure. The carved gun alop this crosl
reflects the dynamism of the chwara Yradition, It
might have been intended 10 signify male power
and to underscore gender roles

told me later that this process was un-
dertaken to honor Doseke, the village
founder, andmod\et deceased re::ﬁvei and
to see how responded to his request
foraidinthemmingyw.lhea:lqhim
mention rainfall and grain harvests, ask-
ing for plentiful amounts of both. The next
moming Bafin Jara, head of another Jara
domestic group, sacrificed a chicken at
the doorway of the community’s eldest
woman, Dusu Kulibali, the widow of one
of the Jara elders. The formula was the
same, Dugukolo told me that this sacrifice
was for the group’s mothers.

On the second day, similar sacrifices of
chickens were made, first by the other
Jara domestic groups, then by a Kulibali
group. Around 4:00 PM,, as at Falayorola
and Jiribugu, Jatigi arrived at my house to
tell me that it was “nyénajé waati” (enter-
tainment time). This time four drummers
led a procession of performers and their
attendants into the public space. The
drummers were followed by a man ring-
ing a bell and carrying the same leather
sack I had observed in Jiribugu (Fig. 17).
The leader (ciwara tigi) was none
than Cefolo, the man who had
the male headdress at the Jiribugu event;
he was a full-time resident of Kuludu-
guni, however. The male ciuwra entered
first, the female second, each followed
by its attendant (Figs. 18, 19). A group of
women came next, singing and clapping.
The leader monitored and even directed
the performers’ movements very closely,
as if they were novices.

After the drummers and women took
up positions across the circle, the cruwara
tigi guided the dancers on their first pass,
making sure that they made a 360-degree
twirl upon their formal entry into the cir-
cle. They greeted the drummers with the
characteristic “woo, woo, woo” vocaliza-
tion and then were shepherded further
around to the community’s oldest
woman and, next, the elder men.

The drumbeat picked up, and the
female cruara completed two spirited tums

11. Male cwara preparing to eat a razor blade
Village of Jribugu, Apal 1984, Photo. Stephen
Wooten (from vdectape).

The activities at Jiribugu were marked by sever-
al cramatic exhibitions of power, inCluding this
Cwvara's consumption of the razor blade held in
his hand. Part of the female ciwara's crest ap-
pears at right.
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around the circle as the audience shouted,
“Wara run, wara run.” The choreography
was identical to that of the other perfor-
mances: a hopskip dance. Her dance
ended, as in the other cases, with a fast-
paced segment in front of the drummers.
The two-pass dance was then repeated by
the male ciuwara.

The older men who had assisted with
the performance in Jiribugu were in-
volved in this event as well. In fact, the
man who had danced the female head-
dress in Jiribugu entered the circle,
though dressed in everyday clothes. At
that point, one of the guides from

Jiribugu relieved Cefolo of the sack and
bell. Cefolo took a pair of crwara sticks
and performed the dance—without a
headdress or any of the other accouter-
ments: he seemed to be instructing the
day’s performers. The older man now
guiding Cefolo was the one who had
danced after the croaraw in Jiribugu. I real-
ized that this cross-generational pattern
had occurred on all three occasions. As he
danced around the arena, Cefolo greeted
the appropriate people in the process: the
drummers, the old women, and the
men—some of whom he seemed to sin-
gle out for special attention. Perhaps
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these were distinguished past t};‘):rfoxm-
ers. After two dircuits around arena,
which met with much applause, Cefolo
retrieved the bell and sack from the older
man, who now took control of the sticks
himself and made several tums around
the circle to an approving audience. I had
just witnessed a sequence involving three
generations of ciwara dancers.

As this
the dancer of the female ciuarakun from
the Jiribugu event, Zan Jara, began to walk
around in the center of the circle, mutter-

ing and pounding his chest with his fist. |
Eventually he motioned for Jatigi to join |

him and handed him a block of wood and
an awl. The next thing I knew, Jatigi was

using the block to hammer the awl into |

Zan's upper chest. Zan then removed

another leather sack from a cloth bag. As |
Cefolo danced, Zan wandered about the |
| each ending with a low, cradling-style
| sequence in front of the drummers. They
. were coached throughout by Cefolo, who
1,000 FCFA note (about $3). He gave itto |
| to their fullest potential. The ciuwara per-

circle with the leather sack hanging by a
strap from the awl.
After a few moments, Jatigi revealed a

Zan, who held it up for all to see and then
crouched in the center of the circle and

began to chop the bill and a few tree |
| ture. After they exited, an older man rose
| to make a speech.’®

leaves into bits. Meanwhile, several other
older men took over the ciwara sticks and
made passes through the arena. Zan
began to mutter while folding the bill and
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leaf fragments into a piece of paper, seem-
ing to speak to the package, but some-
times looking up to the sky while uttering
thrases. He slapped the packet between

is hands and waved it over his right
shoulder several times. The costumed

| ciwara performers joined him, crouching

by his side. Zan handed the packet to

| Jatigi, who opened it to reveal about five
performance was taking place, |

or six bills! Jatigi moved around the circle
to show the audience, who responded
with laughter, cheers, and clapping. Zan
then placed the bills back into the sheet of
paper and commenced the same proce-
dure: slapping, speaking, and waving the
packet about. Jatigi opened it, he
revealed the leaves and the single bill,
The audience erupted again.

With that feat of transformation ac-
complished, the ciuaraw took center stage
and made separate energetic passes,

seemed determined to make them dance

formance ended when the male and
female danced together in the low pos-

The dance floor was then opened to

| the audience: men, women, and even

Left: 12. Cébllenké masquerade. Vilage of Jiri-
bugu, Apeil 1994, Photo: Stephen Woolen,

Jribugu's crwara dance was followed by several
others, inchuding that of the cebilenkéw.

Right: 13. Woman wearing a coat-hanger
clwarakun Village of Jribugu. Apel 1994, Photo:
Stephen Wooten

Two women weanng this version of a cwara
crost performed to the amusement of the crowd,
Their postures and movements wera very similar
10 those of the male performers.

some children. Some men danced a ver-
sion of the namanikun choreography, and
others executed dance steps from
kotéba (see Brink 1980). Shortly thereafter,
the namantkun performers danced, much
as they had at Jiribugu and Falayorola.
Next came Kuluduguni’s own ntomonikun
dancers, their headdresses typically as-
sociated with the Ntomo society (see
Zahan 1960; Imperato 1980). The ntomoni-
kun dancers made a very good showing,
performing with energy and determina-
tion. Afterward people entered and
exited at will, and a mood of festive con-
fusion set in.

The ciwarakunw and namanikurmo were
the same as those used in Jiribugu. As
Jatigi and Dugukolo had suggested, the
two villages apparently share these re-
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14. Ciwara hwaddress (sxde and from views)
Bamana, Mak, 20th century. Wood, beads, string,
melal; length €0.1cm (23.7°), depth 83cm
(3.3%). North Caroiina Museum of Art, Ralegh, GL
72.19.37. Gift of the Hanes Corporation

sources. Although different individuals
danced the forms, residents in both loca-
tions were able to use them to help cele-
brate their suw son waati,

Negotiating Meaning

While previous studies have described the
steady decline of the crwara complex in
many areas of Mali (Imperato 1970; Zahan
1980), my experience indicates that this
process is not uniform or entirely com-
plete. My observations reveal a situation
in which contemporary Bamana people
mobilize ciwarakume to create meaning in
their world and to forge various aspects of
their identity.

All the quara performances I observed
occurred in association with a sacrifical
offering, a key aspect of Bamana religious
dynamics (Dieterlen 1951; Henry 1910;
McNaughton 1988; Zahan 1960). The per-
formances in Jiribugu and Kuluduguni
were clearly linked with myama, or power,®
occurring within the context of a highly

charged set of sacrifices to the ancestors
and other forces in the community during
suw sdn waati or Bamana seli tuma. Even in
a context of post-labor entertainment, the
leaders of Falayorola event insured
that an appropriate sacrifice was offered

Furthermore, on two of the occasions,
powerful acts occurred. In Jiribugu, the

blic consumibon of razor blades and

t coals heightened the performance,
and the startling use of a needle and a
knife underscored the “special” nature of
the event. In Kuluduguni, one of the per-
formers from Jiribugu transformed leaves
into money and then back again. In the
1960s, Imperato’s informants attributed
such feats to the ritual power of citara jow,
or associations (1970). They can be likened
to the snake-handling exhibitions de-
scribed by Zahan (1980), said to reflect
the tremendous efficacy of ciwara power.
In our discussions about glorious ciwaraw
of the past, Dugukolo Jara referred to
amazing feats. undertaken by the
crwaraw | saw point to the manipulation or
hamessing of nyama. They demonstrate
the power of the individuals who under-
took these acts and perhaps, by extension,
the power of their community as a whole.
Indeed, comments of this nature circulat-
ed widely in the Plateau communities.
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Moreover, the association with boliw at
the performances in Jiribugu and Kulu-
duguni signal a link to traditional power
dynamics. In Jiribugu, the leader of the
masquerade carried powerful objects in a
bag during most of the performance and
removed them for public display at a par-
ticularly dramatic point. They were ap-
parently also present at Kuluduguni,
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although they were not revealed. These
boliw are physical evidence of the reli-
gious orientation of the individuals and
communities in question. Indeed, Zahan
(1980) provides a detailed description of
similar objects in his discussion of the
altars of the ciunra jo. 1 suggest that the
association of the boliw with these
crwaraw, explicit at Jiribugu and implicit

at Kuluduguni, points to the strength of at
least some aspects of what Imperato and
Zahan have described for the cruara jo.2
Even if the performances | have de-
scribed are not connected to specific
ciwara jow, elements of ritual power were
clearly at hand. However, it is impossible
to categorize them as either sacred or sec-
ular, powerful or playful. The perfor-
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Top: 15 Ciwara headaress. Bamana, Mal Wooc,
metal. fbee; lenglh 82.3cm (32.4°). Seattle At
Museum, 81,17 22 Gift of Kathering Whee ard

the Boeing Company

Bottorn: 16. Olwara heagdreéss. Bamana, Mah.
\Wooo, length 56.5cm (22 3°) The African Collec.
tion, 1Ingis State University, Normal,

mances included elements of play, enter-
tainment, and reward. The identification
of the “ciunra of the day” at Falayorola
most clearly demonstrates the reward
aspect. People often referred to the events
as nyénap—entertainment or amusement.
Indeed, al! the dances took place in public
village settings during daylight hours,
with men, women, and children in at-
tendance. At times people joked and
laughed. Afterward they frequently com-
mented that the events made them happy.

The mixed character of these perfor-

A common Bamana proverb declares,
“The world began and so it will end with
farming.” Indeed, oral tradition (present-
ed first in de Ganay 1949) suggests that
the original cruvrakuene were constructed
and performed many generations ago to
honor the mythic being, Chi Wara, who
taught the people how to cultivate,
Imperato’s informants portrayed the
development of a jo from this origin myth
{(1970), and he discussed the idea that a
strong ciumra tradition and successful
farming tended to overlap. Zahan noted
that the cuxvra society was not open to
those whose main occupation lies outside
the realm of agriculture (e.g., smiths).

Elsewhere I have shown that agricul-
ture is the mainstay of life in Kuluduguni
and nearby hill communities: people

- depend on it for both food and income

mances might be viewed as evidence of |

secularization—a process explored in
detail by Imperato and alluded to in con-
versation by various community mem-
bers. However, this complexity probably
has a significantly long heritage. The ear-
liest descriptions, written at the begin-
ning of the twentieth century, indicate
that the ciwere complex, in contrast to
societies like the Kdmd and the Nama, for
example, simultaneously involved sacred
and secular, private and public aspects
(e.g.. Henry 1910; Delafosse 1912). | sug-
gest, then, that the dichotomies may have
been overstated: by outsiders seeing the
collapse of indigenous systems, by insid-
ers seeking to highlight intervillage
power differentials. Commentators of
either type may have accented one
dimension or another according to the
case or context at hand.

1 would like to propose an alternative
term for understanding the ciwara com-
plex: powerful play.22 This mixed charac-
ter could be unique to ciwara, but it may
lead to insights into other aspects of
Bamana life. We would do well to pay
less attention to rigid analytical cate-
gories and more to multidimensional do-
mains of practice.

Negotiating Identity

“Cultivatenrs, le travail des champs est
une chose divine,”

(from a cruware song,

quoted in Zahan 1980:42)

It is abundantly clear that all three per-
formances of the cwarakunwe playef‘:n
important role in building and maintain-
1n§ an agrarian identity. For ations,
scholars have described the ana as a
farming people par excellence. The
Bamana themselves project this image.
Recall Aminata’s reference to her hard-
working relatives on the Plateau as

Bamana yéré yiré; according to her, these |

farmers are true Bamana people.
summer 2000 - african arls

(Wooten 1997). These villages have strong
reputations for excellence and diligence
in farming. Their identity is apparently
linked to their successful way of life,
which in turn may very well be linked to
their adherence to a powerful agrarian
rite and its connection to Bamana do-
mains of power.

The people of the Plateau continue to
farm using traditional implements, hand-
held hoes (dabaw). This s an important
point. In his account of the deterioration of
the ciuare jo, Zahan identifies the shift
from the hoe to the plow as a determining
factor (1980:20), suggesting that in moving
away from traditional agricultural meth-
ods, people move away from traditional
religious and ritual worlds as well. The
landscape in my study area, however, is
not well suited to this mechanized activity.
The slopes are typically too steep and the
soil morockylnx.issetm.thedemﬁonto
farming and the ciuwm complex is practi-
cal as well as religious or ideological.

In Falayorola, the practice of naming a
“ctuvira of the day” encourages hard work
and salutes the community’s agricultural
heritage. The appearance of the ciwara
during seasonal rites of affirmation aimed
at insuring the livelihood and well-being
of people in Jiribugu and Kuluduguni
supports the notion that the cwera com-
plex contributes to the ongoing construc-
tion of an agrarian identity.

Whether or not the actors or ob-
servers involved in the cases | have pre-
sented know the agricultural ongin
myth, make explicit connections to the
mythic inventor of this way of life when
they perform, or participate in a ciwara
jo, their links to an agricultural way of
life are affirmed and strengthened in the
activities involving ciwarakunw. Farming
is at the core of their identity.

Zahan (198(:144) discusses the role
that annual crara sacrifices and perfor-
mances play in celebrating the emergence
of S‘mup life, which is said to have arisen
with the invention of ironworking and
the cultivation of grain. In his narrative,
rites performed in 5&- village setting com-

memorate the transition from the more
solitary life of food collection to the sodial
life of food production. The performances
I observed were unifying community
events, bringing the men, women, and
children of the villages together.

There was an element of rivalry that
promoted intravillage cohesion as well.
When people from one village heard
about a performance in another, they
always asked how theirs compared. They
were interested in “their” cuanr's image
and reputation. My observations echo in-
formation presented by Imperato on inter-
village rivalry involved in past civara
performances (1970). This community
pride is probably linked to farming identi-
ty and prowess. Villages want to be
known for their dances, but perhaps even
more for the success of their farming activ-
ities. Today, when people on the Mande
Plateau gather to watch their ciioaraw per-
form, they are celebrating and affirming
their collective village identity and the
social nature of their mode of subsistence.

Thus, for people in the communities
described here, it seems that occupational
and village identities are most important,
How far does the ciiars complex go
toward the construction of group identi-
ties? Do the performances represent an
attempt to solidify an explicitly Bamana
identity? I think not. Rather, [ suggest that
the performers and observers at the ciuwm
events | described have a decidedly local
orientation; identity politics seem to
unfold at the village rather than the ethnic
level. In their festivities, the villagers were
not necessarily communicating their eth-
nicity to members of other ethnic groups:
rather, they were communicating with
each other, with their ancestors, and with
powerful forces in their community.

However, as Mary Jo Amoldi has
shown (1995, 1996), elements of the civra
complex can play important roles in the
articulation of Bamana ethnic identity in
contemporary multiethnic contexts, She
describes how Bamana residents of Segou
use the cruwre form to assert their
“Bamanaya,” or Bamana-ness, in a com-
plex urban arena where other ethnic iden-
tities and symbols are in circulation. For
these urban Bamana the ciuare complex
provides a rallying point, an expression of
their cultural heritage. For the performers
and audience members on the Plateau,
however, the croars complex is not simply
a symbol of the past-—a “spirit” of occu-
pational heritage—but rather a reflection
of their contemporary reality.

Generation and Gender:
Realms of Continuity and
Contestation

The performances [ have documented
offer important insights into issues of
meaning and negotiation in the realms
of generation and gender. [n all three in-
stances, members of at least two genera-
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17. Cinara loader (cowara ngi). Vikage of Kuku-
duguni, April 1994, Photo: Stephen Wooten

In the performance at Jinbugu saveral days ear-
lier, this man danced the male ciwara head-
ceoss. Here he seemed 10 treat the cowara pair
as novices, closely monitoring and directing
their movements. Later he would perform the
dance hmsall, with the ciwvara sticks but without
tho hoaddross

tions played important roles. In Fala-
yorola,
was an older married man. After guid-

ing the Erfom\ers through their se- |

quences, he performed himself. Likewise,

male elders in Jiribugu assisted the per- |

formers with their costumes and with
the preparation and display of the
power objects. Several took turns danc-

ing, and at least one elder executed acts |
of power. The fact that novices danced
the headdresses in Kuluduguni shows |

an interest in passing on this tradition.

Former ciwara dancers seemed to serve |

as guides, their performances a remind-
er of their prowess in the past. The
deliberate and public actions of different
generations insure temporal and cross-
generational continuity.

I also observed potential lines of
change and conflict within the cruara com-
plex, especially with regard to gender con-
structs. According to received wisdom,
the male-female pairing of the headdress-
es suggests the theme of sexual interde-
pendence and complementarity (Brink
1981; Zahan 1980). Human and agricul-
tural reproduction depends on active
participation from men and women.
The sculptures described here support
this interpretation. Each was a male-
female pair, and the theme of success-
ful reproduction was supported by the
small figures incorporated into the female
headdresses. In this way, the sculptures
carry forward key aspects of Bamana gen-
der ideology.

However, there is also an interesting
sculptural twist: in these cases the quin-
tessential farming icon incorporated
images of hunting. The male figure on the
Falayorola headdress appeared to be a
hunter. He carried a gun and wore a
hunter’s magical armband. Where was his
hoe? In Jiribugu and Kuluduguni, the
male headdress was topped with a large
gun. These elaborations on the basic sym-
bolic structure reveal the dynamism of
this complex.

Evidence of change and the active
negotiation of gender identity go bcyond
sculptural symbolism. While the cruwara
complex has typically been identified as
male dominated, my observations reveal
that women are active in its maintenance
and ongoing reconfiguration. Recall that
two girls always followed the ciwaraw.
Moreover, women and girls were always
present at the performances, as members
of the audience and as singers of songs
that encouraged the performers and glo-
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leader of the masquerade

- .
TE Y Syesn

rified the hard work of farming.2® Yet,
though women were definitely invested
in the performance complex, they also
seemed to contest it.

ing the women'’s field labor event,
“foolish” old women “imitated” the ciwara
dance. More significantly, in the Jiribugu
case, women danced their own version of
ciwarckunw! Such scenes have never been
reported in the literature on the crwara
complex. Are signs of women’s long-
standing but largely invisible role in the
tradition, or do they indicate a more con-
temporary negotiation of power between
the sexes" Are they meant to signify
women’s own heritage as “champion
farmers™? After all, agricultural labor has
never been strictly a male activity among

the Bamana. Or do they reflet women's
desire to gain a foothold in important
ncw farming activities such as market

a realm largely limited to men,
but whng women actively contest (see
Wooten 1997)? One also wonders if male
performers and sculptors are using the tra-
dition to underscore what they see as more
appropriate gender roles. Does the addi-
tion of the gun and the hunting imagery
reinforce male power?

Rather than providing enlightening
answers to such questions, my observa-
tions of women’s roles in these settings
compel us to pay doser attention to gender
dynamics in this and other performance
arenas. If we explore women’s agency in
such contexts more closely, we stand to
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Left: 18. Male ciwara dancer. Vilage of Kuludu-
guni, April 1994, Photo: Stephen Wooten

Now performed by a different dancer, thes ciwara-
kun is the same as that performed at Jribugu
(see Figs. 10, 11).

Right- 19. Ciwara pair in performance. Vikage of
Kuluduguni, April 1994, Photo: Stephen Wooten.

The dancers' Costumes aré cecoraed with long
bird feathers. Al the upper left one sees the hand
of the attendant, who is fanning the ciwara with a
fiber plate.

leamn a great deal—about their role in the
crwara complex and about the wider field
of Bamana gender relations. At this stage it
seems that there is at least an element of
gender contestation in this largely male-
centered, intergenerational tradition.

By focusing on the ways in which people
located in a particular sodial, cultural, and

historical setting make use of one of |
recognized forms of |

Africa’s most widely
material culture, I have tried to shed light
on the complex relationships between
objects and spheres of meaning and iden-
tity—spedifically, to gain a sense of how
people on the Mande Plateau shape the
meaning of ciwara headdresses and how

ciwara headdresses shape the identities of |
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the region’s residents. More in-depth
study can add much to this preliminary
analysis of a contemporary manifestation
of the ciwara complex, and | intend to ex-

pand my studies of antelope headdresses
and champion farmers in the days ahead.
However, important insights have been
gained thus far.

Are the people of Falayorola, Jiribuguy,
Kuluduguni, and neighboring villages of
the Plateau Bamana yérd yérd—farming
champions with a strong orientation to tra-
ditional Bamana ways—as Aminata and
her urban neighbors assert? By some crite-
ria, the answer is yes. Residents of these
areas do farm as if their lives depended on
it (as they do), and some do indeed cele-
brate their agrarian heritage with perfor-
mances involving cwarckume, Many
residents engage in traditional power-ori-
ented activities which bring meaning to
their worlds. However, the farming people
of the Plateau are by no means conserva-
tive traditionalists. The champion farmers
of the Mande Plateau live very much in the
present. Their present certainly includes
elements which some urban dwellers in
oontemporaszali (and some people liv-
ing outside the region) view as aspects of
the past. However, the cultivation of the

soil, the negotiation of cycles of abundance
and scarcity, and the maintenance of
healthy relations with traditional sources
of power are still processes of immediate
concern to the people whose worlds I have
come to know.

The Bamana farmers whose actions |
have described here use ciwarakunw to
bring meaning to their lives and to forge
identities in a rapidly changing world. In
this sense the ciwara complex is alive and
well in at least one area of contemporary
rural Mali. This is good news for distant
aficonados of African art—and, more
important, for the hard-working people
of the Mande Plateau. Additional ethno-
E;aphic research in the region and per-

ps even further afield will go a long
way toward clarifying other configura-
tions of content, context, and creativity
in this exceptional expression of Mande
culture. Like the present work, such
studies will contribute to the develop-
ment of a more Africa-centered approach
to the continent’s material culture, as
well as to the advancement of a theoreti-
cal framework in which human agency
and dynamic change receive the atten-
tion they so clearly deserve. 0
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ca; and the trade in African raw materials. In
the next, he discusses the discovery of Kerma
and the history of its study, indluding the exca-
vations and other fieldwork; theories and
interpretations of Kerma; and its identification
as the capital of the empire of Kush. Chapter 3
concerns the development of Kerma clviliza-
tion from its late prehistoric origins to its col-
lapse owing to military raids and occupation
by Egypt. It also examines the contacts with
Egypt through time.

In the fourth and fifth chapters, Kendall
looks at the urban environment and organiza-
tion of Kerma, as revealed by social and his-
torical information derived from excavations
of the settlement arca; the houses, palaces,
and temples discovered in the excavations;
and burial customs, the development of the
cemetery, and funcrary temples.

The last chapter concemns the collapse of
the Kerma-Kush polity and the renaissance of
the Nubian state after the end of the Egyptian
empire. Here Kendall looks at the organiza-
tion of the Egyptian province, Egyptian-
Nubian cultural fusion, possible similarities
between the Kerma and Napatan religions,
and the rise of the Napatan kingdom and its
presence at the site of Kerma, A catalogue of
the exhibited materials, with short introduc-
tions to cach class of object, and a bibliogra-
phy complete the book.

The author’s approach—to start with the
relationship between Kerma and Egypt—is
effective: it links the discussion of the Kerma
site and culture o a culture more familiar to
nonspecialists. Nevertheless, considering the
intention stressed in the foreword and in the
introduction, to use Kerma to deepen our his-
torical understanding of the African continent,
it is strange that any reference to other African
cultures contemporary with and linked to
Kerma is almost completely absent. Only a
few words are dedicated to Lower Nubian cul-
tures (pp. 11-15), and the Sudanese Eastern
Desert and the Butana and the Kassala area are
for the most part ignored. The general public
might erroncously conclude that the region
south of Kerma, from which many raw mate-
rials were exported via Kerma to Egypt (see
pPp. 7-8. 10, 12), was a cultural void.

The omission is evident in the map of the
Nile Valley “illustrating the expansion of the
Kerma culture and the early Kingdom of
Kush” (p. xvi): the Kassala region and most of
the Eastern Desert, the Butana, and the
Atbara area are cut off. In addition, the “his-
torical imeline showing the mercantile, po-
litical, and military interaction between Egypt
and Nubia” (p. xv) omils any reference to
these regions.

Yet Egyptian texts and archacological evi-
dence suggest not only that the regions south
and southeast of the Kingdom of Kush-Kerma
were densely populated in the third through
second millennia B.C,, but also that complex
societies arose there (e.g., see (Y Connor 1987,
1991; Fattovich 1990) and intensively interact-
ed with Kerma and Egypt in a trade network
extending from the Ethiopian plateau to
Arabia and. via the Red Sea and the Nile, to
Egypt and the Mediterranean {e.g., Fattovich
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1996a). In those regions one can confidently
locate other place names mentioned in Egyp-
tian texts, such as the widely known Punt (see
Kitchen 1982, 1993; Fattovich 1996b) and Irem
(e.g., see O'Connor 1987),

Of course, this omission may be attributed
to the stated popularizing purpose of the
book and to the still partial archacological
exploration of the regions south and southeast
of Kerma. Nevertheless, it should be noted
that most of these areas are outside the Nile
Valley and therefore traditionally considered
marginal to Nubiology. despite the important
implications of the archacological activitics
conducted there over the past twenty years, A
book that 2ims to introduce the general public
to the earliest phases of African civilization
would do well to discuss not only Kerma's
contacts with Egypt but also those with its
southern partners.

Although the book is armed at nonspecial-
ist readers, it contains many noteworthy obser-
vations. Kendall argues that the two buildings
at Kerma named Deffufa could have been a
kind of flat-topped artificial mountain similar
to the Jebel Barkal hill, where the Egyptians
built an Amun temple. It may have taken over
an earlier cult site, where the main ceremonial
and religious center of the Napatan state arose
in the eighth contury B.C. (pp. 46-48, 78-79).
Although it is difficult to prove any kind of ide-
ological and religious continuity between
Kerma-Kush and Napatan, the possibility
should be noted. In any case, despite what s
suggested by the “historical timeline,” which
lists Kerma and Napatan rulers in the same col-
umn under the general label of “Kings of
Kush,” any kind of direct relationship between
the states and dynasties of Kerma and Napatan
is very unlikely and in any case still unproved,
as the author states in the text (p. 81).

Kendall is to be credited for attempting to
provide a systematic outline of aspects of the
religion of Kerma-Kush that we can infer from
architectural monuments and other manufacts.
Though he cautiously stresses that “the out-
lined concepts are only speculations™ (p. 78),
be angues convincingly that the religion may
have had cosmic, most likely solar, aspects: nt-
uals took place on the terraces of the temples
{where at least in one case, a kind of obelisk-—
a typical solar symbol—was erccted), the dead

were always placed in their tombs with heads

oriented toward the east, or the dawn, and the
winged sun-disk appears on royal tombs and
temples as architectural decoration (pp. 4648,
65, 77-78). The solar deity may have been rep-
resented as @ ram crowned with a spherical
obyect (p. 76-78), This deity was identified with
Amun by the Egyptians, and it was dearly con-
nected with royal power, perhaps the legitima-
tion of Kerma kings (pp. 77-78).

The possible Nubian origins of several as-
pects of the Egyptian Amun cult have already
been stressed (e.g., Bonnet 1990:77), as has the
basis of references in Egyptian texts (e.g, see
Koenig 1987), but Kendall rightly places
everything in a complex system in which tech-
nologies, tdeologies, and ways of life were ex-
changed between the Nubian and the Egyptian
Bronze Age elites (pp. 41-42, 63-65).

Kendall mentions another noteworthy
point about the control of trade in ancient
Kerma-Kush. Basing his argument on the
position of the royal residence and the pres-
ence of storerooms near it, Kendall believes
that ali important trade was a royal monop-
oly (pp. 48-49). This hypothesis is probably
accurate, but more data need to be collected
to prove it and to allow us to leam more
about the organization of trade in Kerma-
Kush socicty.

The catalogue of the exhibited materials
gives an effective overview of some Kerma
crafts, like ceramics, carpentry, jewelry, and
metalwork. Kendall offers interesting remarks
on the technologies and on the sources of
craftsmen’s raw materials,

In Kerma and the Kingdom of Kush, Timothy
Kendall summarizes in a very effective way,
and for the first time in English, our present
knowledge of Kerma culture for a nonspecial-
ist readership. Despite some omissions, his
original observations and fresh perspective
lead me to recommend this book as well to
readers more directly concerned with Nubian
and Egyptian history and archaeology. O
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by rwembers of the Kare sonety. whase “inlenbonal bur.
Besque” is meant bo mashe neality a evooe ready subpet of o
fecoon by playfully subvertieg the enpectascen ol hiv.
“Homarm o mock deoth in coder o Detter subemat 1o 1t
(Zahun 1980
10 The word “allusive™ 10 both Feench and Engliah rofers
sdinect sefenencn, “without raming rames ™ In a lectare o
the University of lowa Zahaa and | decusied whether the
Berm | appropelane to descnbing crninas, 108 4 s nol so s
that the pames of aremals and other | clemnts
are noe namod 3 ot s that o sesall paet 1 cheson to stand S
# hagw whale—horne foe antedope. Sor example. Sculpoural
yrcadoche of this 5ot is quite commaon in Alrcs, o Zehan

copy of on a dink dasieg from 199). Readers imderewsed i
Zakar's life and work may wish to corsult theee volumes cob-
Secned s memory: Eroey 192 Erevy & Witt 1995 and Ermy
Staen & Witk 19%

L Although in the presint paper the cthnegraghic grounding
of Zahae's avsentions I8 oot documentad in Aseiges Ja solod
(10K he <tates that “all eur indormants aoe ananimous in
soying that the [horwoatal cwers] ceests feom B8&doupee
seder 1 Vowndins, the wpper ved ol the edavt 1o the sboves
grouns pan of the plast, w lowet 10 its duched portion,
ancfuding the sects” In othet woeds, his argument is based
upee the Bamsa evepenes be gatheeed n the [950n, an b
himncad asserts in the fowl paragraph of this paper

1A Lo more ditallod dscusaion ¢ hmgw«.
crests is in Zaharvs compendiows vobume. Astiopes
e ol (V5800 Thas work centams line deavangs of nenety-
o horizonad diavas (g, 1040 stheough ME92) prosiding
an wnparalicled cpgortunity 0 soe the play of Ideas acnss 2
pener. His cotdlogue ranonee sl includes moee than foee
brardrod other arvnas @ several “model”

As Soephen Wooeen notes in tes came tssaae of Afiors Ares,
R periormens awv calied Cavnn Tlaming armels" 0
hn-mlaqum.mdhhndmﬂuynmnm-
faman o vt 08 lameng ariml hoads ® For beevr
v nMvam»-hummmw
thiir Beud crests by the same term, “cmvee ™ [t may 2o be

wwmxmmm..wwwuh”m
Mhmm 5" the sun, & suggewd in a
Wmmmmdl&uwﬁmmnmw
nrwed A phirase from Autilipes du solad (195081 ) cop-
briduntly compler mo of ramed and unnamed ref-
rMm\ wm Bamans st he called such werks “planic
wow,” with all the contradictions so i ]
L. The heeral trarsilanon of Mitdfie, “twig " makas lod a0
awiowurd phease in English whon coopind with the weed
“art” Later o his deaft, Zahun ramieuhs dxrat the
phease & an sppendod node. He rovogaires that art Seindils
may be tramlated baerally as “twig acL” but acds thae 7|
whirk that the best expression for this art would be art o
mnaena Fhamp s’ on AR 2] Pursonalty, Lihink that in
Enghech it would be tesier 0 say Jamp art’ even though the
word emp’ wsadly refers 10 somethang withowt foem, One
Con eole. for instaee. thae ey sugae’ sefers 10 st in
pioes given dtingt form” In my opinion, “lump at” dovs
not convvey Zahan's vense very well eather. Assde I being
3 rather comical phrase in English, what Zabue meime s wig-
gest 15 that while parts of animals or sdher seferents may be
“harped togethee” they “twag” —that w, they extend ol
Ko into 3 oomplen whode that 15 mase than the sean of its
parts “Berpeoonng” stems to Captumne this sense
2 The aigasg of the eoan antviope’s Right may avall the
sppacent movement of the sum aling the echipt, as viewed
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