ixty years ago, American Museum of
Natural History anthropologist
Clark Wissler began an important trea-
tise on masks with the phrase quoted in
this title." His goal was to inform the
museum’s general audience about a
enre of artifact that in “our own civi-

ization and time” might be seen as
“something childish, something scarcely

to be considered respectable,” or “a
frivolous object” of entertainment used

by “infantile” and “benighted” “sav- .
ages” (1950:1-15). Wissler noted the
broad spectrum of the world’s peoples n rl C

who have made and used masks over

the ages. He urged his readers to recog-
nize the donning of masks as a religious Of th e
“impersonation” of “mythical human
beings or their animal counterparts,”
and masked performance as a reenact- I I
ment of the acquisition of critical ritual u ' I l an ace
and technological information (1950:22-
23). Wissler’s reference to masks as an
“old trick” is not to a deception from a
cultural insider’s point of view, then, but
to a truly felt if ironic event—that is, one
of “deliberate contrast of apparent and
intended meaning” (Morris 1969.692).
More recently, anthropologists and
art historians have reiterated, improved
upon, and extended the discussion of
masks to include data and theoretical
positions unavailable to Wissler and
other earlier writers. Herbert Cole and
his colleagues organized the exhibition
“African Arts of Transformation,” for
instance, for which they wrote of the
way the person wearing a mask often
“becomes an animated but hidden vehi-
cle for meta-human, spiritual expres-
sion” (Cole et al. 1970:8). They asserted
that “a transforming ‘costume’ is much
more than a mere covering-up or dis-
guise. The masker, like his followers and
his audience, forgets his human person-
ality, ... las] his character and behavior
fuse with those of the spirit he creates,
the spirit he becomes™ (1970:24).
Although Cole makes no reference to
Wissler's work, Wissler’s notion of
impersonation lies at the heart of Cole’s
position concerning masks. The etymol-
ogy of the word makes this clear: the
prefix im- indicates “causative func-
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tion,” with a “basic meaning of to cause
to become™ (Morris 1969:663); and so in
this case, donning a mask canses a per-
son to assume the nature and being of
some other person, spirit, animal, or
even abstract quality. In the jargon of
Western psychology, religion, and phi-
losophy, the masked performer effects
or experiences what might be called a
catharsis, an epiphany, or an ontological
shift. In so doing. the actor can be said
to make tangible what 1s otherwise inef-
fable, and to “express the inexpressible
without betraying it” (Heinz Politzer in
Crossan 1976:250).

David Napier has recently written
that “throughout the anthropological
literature, masks appear in conjunction
with categorical change” (1986:xxiii)
Transformation occurs in a deliberately
and dramatically created liminal period
of ritual, when, as Victor Turner wrote
(1970), performers are “betwixt and
between” more ordinary states or cate-
gories of being. The masked person “is
and is not a human being. So trans-
formed, the new being is saving: ‘I am
not myself” (Cole 1985:16). In this curi-
ous ambiguity, maskers are free to
experiment with the definitions and
constraints of their social life that they
may take for granted in more usual cir-
cumstances (Turner 1970:105). Yet, as
Napier observes (1986:xxiii), “the spe-
cial efficacy of masks in transformation
results, perhaps, not only from their
ability to address the ambiguities of
|particular, personal] point of view, but
also from their capacity to elaborate
what is paradoxical about appearances
and perceptions in the context of a
changing viewpoint” for society as a
whole. It is paradox, “the acceptance of
what empirically is not,” that allows
formulation of hypotheses and recogni-
tion of change: “we are aware that
something is no longer what it was”
(Napier 1986:1,3).

The contributions of Cole, Turner,
Napier, and other writers aid our under-
standing of masks as objects and of
masked performance as social process,
as will be demonstrated in this study of
Tabwa masks. There is a dimension that
1s either missing or given insufficient
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attention in most of this literature, how-
ever: the use of masks as “agents of ide-
ology” (Layton 1981:43) dunng times of
radical social change. The transforma-
tions that masked performances assist
people to undergo are not limited to
those of individual actors” changes of
state and their assumption of spintual
form. Rather, all of society may be expe-
riencing radical transformation, and this
dynamic process may be conceptualized,
dramatized, and made more broadly
accessible through the use of masks, As
Cole has written, “Masquerades are
probably Africa’s most resilient art form,
continually evolving to meet new needs”
(1985:16). | would suggest that this is
because the irony and the recogmition of
paradox in masking, “old tricks of the
human race” that they are, are adaptive
mechanisms of critical importance to
coping with change

The use of masks for both personal
and societal transformation will be illus-
trated by this study of beaded masks of
Tabwa and related peoples of south-cen-
tral Africa. Tabwa masks appear to be
few in number and have yet to be the
direct subject of field study (see the cata-
logue raisonné and entries of Roberts &
Maurer 1986). Tabwa living along the
southwestern shores of Lake Tanganyika,
among whom | conducted four years of
predoctoral anthropological research in

-

the 1970s, knew very little about masks
and nothing about their current use by
other Tabwa well to their own
southwest.? Still, with the archival and
field data that are at hand, a plausible
discussion of mask wconography and use
can be presented, and the argument can
be made that Tabwa masks are evolving
in form and function as people seek to
adapt to a changing political economy.?

When Evan Maurer and | conducted
research in 1984 in preparation for our
1986 exhibition and catalogue, “The
Rising of a New Moon: A Century of
Tabwa Art,” we found examples of three
types of Tabwa mask. All were of wood.
One type, known through only two
examples, is a helmet form that depicts a
human female (Fig. 3). Pierre Dartevelle
was told when he collected one of these
masks that it is the female counterpart
to a “male” buffalo mask. Another type
is an anthropomorphic face mask of
indeterminate gender known through
three examples, one of which is in the
Stanley Collection at the University of
lowa (Fig. 4); another has been seen in
the field (Fig. 5). Last is the buffalo mask
{Fig. 8), of which we published a dozen
examples in 1986. Yet a fourth type of
Tabwa mask has come to our full atten-
tion only in the last two years, but eight
examples are already known. These are
multicolored beaded facial masks. It is
this last category that will be of primary
interest here

In the spring of 1988, Mrs. Elizabeth
Stanley offered a Tabwa beaded mask
(Cover, Fig. 2) to the University of lowa
Museum of Art to commemorate the
Fourth Stanley Conference on African
Art.®* The mask was field-collected in the
mid-1970s by Marc Félix in the area
along the border between Zambia and
Zaire, toward and perhaps slightly
northeast of Lake Mweru. This is an area
of intermingling for Tabwa, castern
Luba, eastern Lunda, Bemba, Shila, and



several other ethnic groups that are
closely related through history, lan-
guage, culture, and the sharing of basic
metaphors (Cunnison 1967; Werner
1971; Heusch 1982a). Félix was told only
that the mask had been used in Mbudye
society activities; we know nothing
specifically about its manufacture or
use, Still, we do know enough about the
Mbudye society and about other Tabwa
objects and contexts employing similar
or related symbols that a tentative
explanation of the beaded masks may be
presented here.

The face of the Stanley mask is com-
posed of seven horizontal registers,
ranging from the brow, where the bead-
ing is surmounted by vertically standing
jungle-fowl feathers and the pelt of a
blue monkey, to the chin, where the
beading tucks under to the throat, fol-
lowing the contour of human physiog-
nomy. Each of these registers is in turn
composed of isosceles triangles. These
triangles surround and define the eyes
in the third register, the nose in the
fourth and fifth, and the mouth between
the fifth and sixth registers.

Visually, the most dominant of the
seven registers is the second one,
extending across the forehead just above
the bridge of the nose. Triangles of red
and white stripes flank a white spiral at
the center of the forehead. Yellow bead-
ing around the spiral and yellow and
white stripes between the triangles pro-
vide a color contrast that seems to pro-
ject the spiral and red triangles outward
or inward.* Alternation of red and white
concentric stripes within the triangles
enhances this effect. Isosceles triangles
and spirals are common in Tabwa
iconography, and allow one to situate
this mask in a broader field of cosmo-
logical representation.

The decorative pattern of isosceles
triangles, sometimes presented as hori-
zontally divided rhombi, is called bal-
amwezi in the Tabwa language, or “the
rising of a new moon.” This motif is so
common in Tabwa art, both before colo-
nial conquest and after it, that Evan
Maurer and | chose it as the title for our
1986 exhibition.” The balamwezi pattern
was painted or incised as scarification
on people’s faces and bodies; plaited
into coiffures; woven into mats, baskets,
and hats; embroidered on barkcloth
apparel; carved into wooden tool and
weapon handles, drums, and musical
instruments, ancestral or magical fig-
ures, and many other wooden artifacts;
and engraved into metal bracelets, hair-
pins, and knife and axe blades
(Weghsteen 1963; Roberts & Maurer
1986; Van Geluwe 1986). More than any
other representative device, balamiwvezi
unifies Tabwa artistic expression.

The rising of a new moon follows
two or three moonless nights of utter
darkness, when Tabwa feel that the

forces of evil hold sway. The appearance
of the new crescent and the possibility
of perceivin& and thus taking action
against evil, then, are cause for celebra-
tion. The contrast between darkness and
light provides a ready metaphor for
obscurity, ignorance, danger, and
destruction versus perteﬁtion, wisdom,
safety, and hope. Yet the moon sub-
sumes both terms in this opposition,
and the resultant ambiguity helps peo-
ple to understand and cope with the
ultimate triumph of misfortune and
death, despite their every attempt to live
righteously. As Father Theuws has writ-
ten with regard to related beliefs among
neighboring Luba, “The moon is as
ambiguous as life itself. . .. To be and
become, to live and to die are but two
faces of the same reality” (1968:11).#
Wyatt MacGaffey recently suggested
with regard to Kongo art that “meta-
phorical elements [such as balamwezi tri-
angles for Tabwa) earn their places in an
assemblage on one or perhaps both of
two principles, verbal and visual”
(1988:192). The reason why an isosceles
triangle should be chosen to represent
the balamuwezi concept is suggested in a
number of narratives. For instance, refer-
ence may be made to a male moon torn
between his loyalties to his first wife, the
Moming Star, or Venus rising in the east,
and his second wife, the Evening Star, or
Venus in the west. Such conjugal politics
place the moon at an apex between the
two cardinal directions (the basal points
of the triangle) associated with begin-
nings and birth (east) and endings and
death (west). The vertical axis defined by
the moon at this equidistanced apex falls
directly upon ego, whoever she or he
may be, as any individual strives to
define and articulate his or her place in

both physical and social universes
(Roberts 1980:103-13).

MacGaffey's verbal principle is that
of punning or rebus, “by which an ele-
ment, by its name, is made to evoke a
particular concept” (1988:192-93). The
name balamwezi is composed of an
adverbial root bala-, from the verb mean-
ing “to begin, to open, to appear, or to
rise,” and the noun muwezi, “moon.”
Kutentama is the verb used by Tabwa
more frequently these days to refer to
“the rising of a new moon” and related
phenomena. Kutentama is the action of
something rising and perching on top of
something else, as the moon does as it
ascends to the zenith. A noun derived
from this same verb, for instance, refers
to an epiphytic plant like an orchid or a
fern that takes root high up in the
branches of a tree. The same verb in
both Tabwa and Luba languages is com-
monly used to describe the event of
spirit possession, when a spirit
“mounts” to “take over” the head of a
supplicant, It is this latter usage that is
most pertinent to an understanding of
the Stanley mask’s iconography and
probable use.

My Tabwa informants living along
the southwestern shores of Lake

7. TABWA BEADED HEADORESS OF BuLumMBU

DIVINER SEEN IN 1077 AT MPALA, SCUTHEASTERN ZAIRE
GLASS BEADS, FEATHERS. LEATHER,

COTTON THREAD 18 x 12 cm

6 TABWA BEADED HEACORESS OF BULUMBU DIVINER
SEEN IN 1978 NEAR ZONGWE. SOUTHEASTERN ZAIRE
GLASS AND PORCELAIN BEADS, GOAT HAR. LEATHER
COTTON THREAD. SERVAL PELY 20x Bom

39



Tanganyika knew nothing of beaded
masks, but they were very familiar with
the related art form of beaded head-
dresses called nkaka, worn by adepts of
the Bulumbu possession cult. Those
wearing such headdresses cover their
faces with white chalk (mpemba), an act
completing the mask-like transforma-
tion. It is my hypothesis that Tabwa
beaded masks serve the same purpose
as, or one that is closely related to, that
of nkake headdresses of possession cult
adepts.

The beadwork of the nkaka head-
dresses | have seen shows a great deal of
variation. The configuration of an nkaka
seen near Chief Zongwe's (Fig. 6), for
instance, is strikingly similar to the sec-
ond register of the Stanley mask: a spiral
directly over the middle of the bearer’s
forehead is flanked by divided rhombi.
A more complex headdress seen at Chief
Mpala’s (Fig. 7) has three registers of
balamwvezi triangles, but the central motif
looks something like a pinwheel rather
than a tight spiral. Another nkaka from
Mpala (Fig. 10) substitutes a house form
for the central spiral. A third nkaka from
Mpala (Fig. 11) replaces the abstract cen-
tral motif with what the owner
explained was a human skull, which
seems to have a long headdress. A bead-
ed rooster stands to the left, facing the
skull. A fourth headdress from Mpala,
womn in Figure 12 by a Bulumbu medi-
um, has five spirals across the forehead.

Despite such differences, all these
Bulumbu headdresses show a “con-
strained diversity” or “semantic
equivalence” (Layton 1981:28-29; cf.
Roberts 1988a:72). That is, they are vari-
ations on a basic theme or structure that
follow some semantic or representation-
al rules. Tabwa say that Bulumbu adepts
can “read” and explain nkaka headdress-
es. Use of the word “semantics” implies

something else as well: “the study or sci-
ence of meaning in language forms, par-
ticularly with regard to its historical
change” (Morris 1969:1177). The equiva-
lence of the motifs found on nkaka head-
dresses and, | would assert, on beaded
masks, i1s a basic structure, a “visual
vocabulary” (MacGaffey 1988), and a
message that endures despite individual
artistic interpretation, despite the need
to convey particular messages in the
beadwork of this or that individual’s
headdress or mask, and despite radical
social change.”

The principal message of the head-
dress lies in its central motif, which 1s
most often in the form of a spiral
framed, flanked, or set off by alamwezi
triangles. Before explaining the particu-
lar reference of this central motif on
beaded headdresses and masks, | would
like to present a more general discussion
of the spiral as a “dominant symbol”
(Turner 1970) for Tabwa.

Precolonial Tabwa conceptualized
time as a spiral, an idea they shared
with other central Bantu peoples.
MacGaffey suggests that nineteenth-cen-
tury Kongo, for instance, conceived of
the universe as having “a non-reversible
time dimension and thus . .. a spiral
form” marked by “a sense of the dead as
moving, by a series of transformation|s]
in the after-life, through a hierarchy of
increasingly remote but also more pow-
erful and functionally less specific posi-
tions in the other world” (1983:128-29). In
a somewhat similar manner, Tabwa ori-
gin myths tell of the first sentient beings
emerging from a seemingly endless tun-
nel in the earth, or from a deep pool of
water. People moved outward from this
point in concentric waves to populate
the earth (Roberts 1980:35-68).10

The spiral temporal concept is given
tangible form in Tabwa inheritance rit-

ual when a close kinsperson is elected
to “wear the belt” of a recently
deceased loved one. The Tabwa word
for “belt,” kizingo, is derived from a
Bantu root meaning “circle” or “spiral”
(Van Acker 1907:74, 94; Van Avermaet
& Mbuya 1954:828). These days the
“belt” to be worn is usually the
European-style clothing with which the
dead person was identified. The succes-
sor literally dons this clothing to
assume the intimate details of the
deceased’s social being. The name of
this event, however, remains as a
reminder both of the earlier practice of
wearing a loincloth on a belt (Roberts
1980:96-97), and of the underlying con-
cept of the belt as encircling the waist
at the navel, in turn the connection to
one’s mother and matrilineage.
Furthermore, as a person “wears the
belt” of a deceased kinsperson, she or
he also “wears the belt” of those per-
sons that the kinsperson succeeded. In
this way, kinship can be thought of as a
series of concentric circles or a spiral,
leading from ego back through the gen-
erations to earliest ancestors. Life is
“eternal,” then, in that the “belt” is
always inherited, but periodic in that it
has a beginning and end for any given
individual (Roberts 1980:98).

The conceptualization of spiraling
kinship and time is recognized in sev-
eral types of object and realized in sev-
eral Tabwa art forms, including the
beading of headdresses and masks.
One such object is the disk cut from a
cone shell (perhaps Conus leopardus or
Conus 1mperialis; see Safer & Gill
1982:97-99). Tabwa and other central
Bantu people call these shell disks
mpande. Mpande were brought to Tabwa
along the caravan routes from the east
African coast. Only chiefs and their
immediate kin possessed these disks,
and they wore them on the belt, on the
forehead, or on a thong around the
neck (Jacques & Storms 1886:26;
Roberts 1986a:26). Mpande disks were
rare and important “statement art” for
Tabwa chiefs, representing in their spi-
rals the succession of “belts” of the
chiefs’ lines of descent.!” The mpande
disk, then, like a mandala, represents
“a symbolic pantheon” (Eliade 1969:52)
of past chiefs extending backward to an
apical ancestor or ancestress.'? The
mpande is also an image of time and
space, as its spiral of "belts™ traces the
path backward through the generations
to the first named humans who
emerged from a hole in the earth or a
deep pool of water, represented by the
drilled center point of the shell.
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Analysis of a number of Tabwa
myths permits one to place the mpande
disk in a conceptual set or paradigm
with other significant members. In the
structure of one myth, an mpande shell
and the moon are interchangeable
{(Roberts 1980:417-24). The moon itself
is said to be “the eye of Kibawa”
(Kalunga Mwela-Ubi, pers. com,,
1986), the great chthonic spirit to be
discussed shortly. In another myth, an
mpande may be equated with a clan
culture heroine’s vagina and her “spi-
ral” of descendance (Roberts 1980:377-
79).% In still another, death originates
at the center of a spiral-shaped build-
ing. Such a building is analogous to
both an mpande shell and to the cavern
of Kibawa, the great chthonic spirit
that is the keeper of Tabwa dead
(1980:353-82). In this latter regard,
Aylward Shorter has discussed the

symbolism of cone shell disks among
the Kimbu of central Tanzania, sug-
gesting that “concentric circles and
other circular designs signify the pene-
tration of a labyrinth to its center”
(1972:104). Reference to Kibawa’s cav-
ern brings us back to the particular use
of spiral motifs in the beading of
Tabwa headdresses and masks.

Kibawa is an especially important
ngulu, or earth spirit.'s Earth spirits,
especially during precolonial times,
were the focus of territorial or ecologi-
cal cults organized to provide rationale
and structure for the corporate exploita-
tion of local natural resources
(Binsbergen 1981:97, Roberts 1984).
Tabwa living along Lake Tanganyika
say that they first recognized Kibawa in
the mid-1890s, through prophesy. This
was a period of extreme duress, when
politico-economic turmoil caused by
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slave-raiding and colonial conquest was
exacerbated by natural disasters such as
famine, flooding, epidemics, and
plagues of locusts. Kibawa announced
his desire to help Tabwa through an epi-
zootic of rinderpest: the scores of dead
animals that Tabwa found on the high
moorlands of the Marungu Massif
allowed them to survive the famine,
Kibawa informed Tabwa through a
prophet (kasesema) that he would con-
tinue to assist them on condition that
they desist from speaking Swahili, the
newly introduced language of intrusive
slavers, missionaries, and colonial offi-
cials. Reverence paid to Kibawa, then,
constituted nativistic resistance to
change

The advent of Kibawa was more
than just the discovery of another earth
spirit. It marked an important ontologi-
cal shift for the Tabwa, from a precolo-
nial community focus for religious and
politico-economic activities to a new
individualistic strategy for coping with
social change. With the introduction of
colonial capitalism, the focus of Tabwa
religion shifted from the community to
individual initiative, reward, power, and
success. As an invention of distressed
and concerned Tabwa actors, Kibawa's
role was to facilitate adaptation to the
rigors of a new social universe by intro-
ducing the highly personal, cathartic tri-
umph of spirit possession. Here, as in
other domains of capitalist social life,
the individual, “irrespective of kinship
and local background, . .. can gain a
reputation as a medium far away from
his home” (Binsbergen 1981:97-98). The
spirit medium would become responsi-
ble for his or her own salvation to an
extent that would have been unthink-
able in precolomal times. At the same
time, as a medium, the possessed person
would communicate about and com-
ment upon society itself (Firth 1969:xi).

At first, Kibawa was an oracle.
People from far and wide, including
Tabwa, eastern Luba, Zela, and many
others, visited Kibawa’s cavern hidden
deep in a bamboo thicket in Chief
Penge’s lands, near the eastern bank of
the Luvua River. A kitobo, or guide,
would lead them through the tangle of
bamboo to the cavern in a process that
made metaphoric allusion to the suppli-
cants’ desire to solve perplexing prob-
lems of their own (Roberts 1988¢). Once
at the mouth of the cavern, the kitobo
would lead the supplicants deep into
the dark recesses, where the gurgling of
Kibawa’s huge water pipe, the voices of
recently departed kin, and other domes-
tic sounds could be heard. The suppli-
cants would be so comforted by these
sounds, and especially by the proximity
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to deceased loved ones, that they would
not want to leave the cavern. The kitobo
would present the supplicant’s problem
to Kibawa, and advice or judgment
would be rendered.’s

Authors addressing the history of
religious change among central African
peoples have noted that “in times of
stress when secular authority was being
undermined, or when chiefdoms could
not stand alone against invaders, then
links within and between the spirit-
realms were activated to provide a
framework for political and, sometimes,
military activity on a wide scale”
(Garbett 1969:113; cf. Oger 1972:1). The
best-studied and most celebrated case of
this is the role assumed by Shona spint
mediums in the guerrilla movement of
preindependence Zimbabwe (Lan 1985).
For Tabwa, the 1930s were marked by
intense social stress caused by the col-
lapse of the colonial economy in the
Great Depression and the politico-eco-
nomic upheaval resulting from the
introduction of a Belgian version of
Indirect Rule.'* Tabwa shifted their reli-
gious forms to accommodate such
change by adopting a form of the
Bulumbu possession cult from neigh-
boring eastern Luba (cf. Werner
1971:21). In particular, Kibawa's cavern
began to be seen as the source from
which possessing spirits might emanate,
These are ngulu earth spirits sent forth
by recently deceased kin to afflict and so
gain the attention of those surviving
them, as indicated through divination,
Adepts of the Bulumbu cult then assist
supplicants to become possessed, so that
the spirits may “rise up” and “take” the
person to announce their identity and
desires. Like “the rising of a new
moon,” this “enlightenment” (and
Tabwa use the word metaphorically in
the same way we do in English) allows
supplicants to see things anew, and so to
construct a happier future. Once recog-
nition and reverence are offered to the
spirit, it will continue to offer critical
assistance to the person.

Bulumbu adepts wear nkake beaded
headdresses during their performances
(Fig. 12). The central beaded spiral is

“the eye of Kibawa,” and so represents
the entire paradigm of the moon, contact
with the ancestors, and terulny The
placement of this third “eye” over the
center of the adept's forehead is signifi-
cant. Tabwa practitioners of divination
and magic are said to have “eves,” and
whenever someone states this, she or he
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invariably taps the center of the fore-

head with an index finger. “The face of
the cross,” a common scarification pat-
tern of Tabwa in precolonial as well as
present times, emphasizes this same
central point with a vertical line of
keloids or tattooing following the body
midline intersected by a horizontal line
across the forehead (or, sometimes, as on
the Tabwa face mask in Fig. 4, from the
temples across the eves to meet at the
bridge of the nose; see Roberts 1988b:46-
47). The “eye” at this central point
allows the practitioner to “se¢” beyond
that which can be known to ordinary
people. The center of the forehead is
deemed the seat of wisdom, prophesy,
and dreams,

The metaphors of the central spiral of
beads on the nkaka are made instrumen-
tal by sewing a magic bundle into the
headdress, behind the spiral. The vizim-
ba activating agents of such a bundle
include tiny fragments of the following:

nzima, the melanistic serval cat (Felis ser-
wal) that is “cool” and dark and renders
the adept “invisible” to evil sorcerers;
radii, or a piece of wood from a tree
struck by lightning, which lends the
power of lightning itself to the practi-
tioner seeking to solve problems with-
out evil interference; the head or brain
of a domestic jungle fowl cock and of a
kasebu, or honey guide bird (probably
Indicator indicator), to lend the capacity
to see what ordinary people cannot; the
brain of a spotted hyena and a wild dog
(Crocutta crocutta and Lycaon pictus),
members of a small set of animals felt to
have malosi, or an extraordinary vision
allowing them to “see” and seek out
prey or carrion at a great distance;
mazombwe, the giant walking stick
(Palophus leopoldii), to make the adept
tremble and quake like this insect, as a
sign of impending possession; and kichi-
mankunka, a kind of woody fungus,
which because of its pure white interior



is considered an auspicious sign when it
pops up out of the earth and is discov-
ered while farming.

These magical elements do two
things: they protect the Bulumbu adept
so that she or he can resolve a suppli-
cant’s misfortune without interference
from the very sorcerers or other evil
agents who may be the source of the
problem; and they project the adept’s
vision beyond that of an ordinary mor-
tal, enabling perception of a solution to
an obscure and troubling difficulty and
to provide a plan of action for resolu-
tion, The third eye of the Bulumbu
adept provides an ambivalent yet arrest-
ing vision: it is both inwardly protective
and outwardly aggressive (see Napier
1986 for a discussion of similar symbol-
ism elsewhere in the world). As such, it
is a dramatic reflection of the paradox of
social life as recognized by Tabwa and
their Luba neighbors. The “two faces” of
their social reality, represented by the
natural symbol of the moon, are a recog-
nition that good and evil exist in the
same persons and circumstances, as sit-
uationally interpreted by the different
parties in local-level politics.

A final activating agent that some
Bulumbu adepts place in their head-
dresses is a scale of a pangolin (either
the Cape, Manis temminicki, or the tree,
M. tricuspis). Pangolin scales are
burmed by Tabwa and other people in
central Africa to cause lions and other
dangerous animals to flee. Tabwa say
that “the king of beasts is not the lion”
but the pangolin. Use of the pangolin
as an activating agent for the magical
bundle of a diviner's headdress keeps
sorcerers at bay during a séance. There
is more to the pangolin metaphor than
this, however. The Tabwa word for
“pangolin” is nkaka, the very name of
the possession-cult adept’s headdress.!”
At a superficial level, this is probably
due to the visual analogy between the
balamwezi triangles of the headdress
and a pangolin’s roughly triangular,
trilobed scales (G. Nagant, pers. com.,
1977). Other associations are possible,
drawing upon the taxonomic prepos-
terousness of the pangolin, a generic
equivalence between the scales of a
pangolin and the shell of a tortoise,
and other factors too complex to pre-
sent here in detail (see Roberts 1980).
What is clear is that when Tabwa call a
beaded headdress “pangolin,” they
propose a rebus (“a riddle . . . depicted
by symbols or pictures that suggest .
the words or syllables they represent”
[Morris 1969:1087]) or intellectual
game of the sort from which Tabwa,

like the Kongo people MacGaffey
describes (1988:202), “derive pleasure
and satisfaction.”

On many nkaka headdresses, two spi-
rals, isosceles triangles, or other figures
on either side of the central motif repre-
sent the winds (pepo) from the cardinal
directions. The word pepo refers both to
“wind” and to “possessing spirits,”
which, “like the wind, [are| invisible,
mysterious, [and] free to move from
place to place.” Reference is also made
to “the >uddenne~s of the happening” of
possession; “’it is coming like the wind,’
unseen, from nowhere, [like] a sudden
gust ‘creeping into a human being” .
like the wind penetrating a house”
(Oger 1972:2). The four motifs are the
eves or doors of the most important
spirits, the wives of Kibawa (Roberts
1980:366). The “pinwheel” within the
central motif of the nkaka in Figure 7 was
explained by a Tabwa informant to be
the four triangular doors of these same
spirits from which they emerge to pos-
sess people,

Two spirals appear on either side of
Kibawa’s spiral in the headdress seen in
Figure 12. One on the left is said to rep-
resent Katambalele, the spirit that opens
a path through the bamboo thicket sur-
rounding Kibawa’s cavern so that a sup-
plicant can find spiritual aid. The other
i1s Mulenga, the spirit guide within
Kibawa’'s cavern and a figure that is
Kibawa’s structural equivalent for
southern Tabwa and Bemba. On the
right are Kaliba, the spirit that possesses
the particular adept wearing this head-
dress, and Kisimba, a spirit associated
with the legitimacy of certain Tabwa
chiefs. Each of these four spirits has
three more associated with it, making a
total of thirteen major spirits when
Kibawa himself is included. Thirteen is
the number of lunar months in a year as
well as the number of scutes, or large

scales, on a tortoise’s carapace. These
associations are important to the discus-
sion of beaded masks that may be used
in Mbudye society performances.

The Mbudye society exists among
Luba, Luba-related, and Luba-influ-
enced peoples. Mbudye has among its
principal purposes the recounting of the
mythical charter for sacred kingship and
the glorification of the political status
quo (Reefe 1981).' While some say that
Mbidi Kiluwe, the culture hero who
established sacred royalty among the
Luba (Heusch 1982a), also introduced
the Mbudye society, others assert that it
was “a certain Ngoi ya Nkongolo”
(Ferber 1932). The same man, according
to the Luba informants of W. F. P,
Burton, originated the Butwa society
found among Tabwa and other groups
east and southeast of the Luba (Burton
1961:157).'* From a structuralist perspec-
tive, this indicates that the two societies
share basic metaphors, It appears, how-
ever, that Mbudye and Butwa were “in
competition” (Ferber 1934a) and did not
exist in the same territories: Mbudye
served and continues to serve the needs
of people with a centralized, state politi-
cal economy (or at least its remnants),
while Butwa flourished among decen-
tralized, stateless peoples like most
Tabwa, but has been defunct since early
this century because of the imposition of
colonial capitalism (see Roberts 1980).
Many Tabwa ancestral figures bear the
V-shaped scarification emblem of Butwa
initiation (Roberts 1988b), indicating the
society’s importance as a source of “help
in sickness and need, with the prospects
of a respectable funeral and worship
after death” (Ferber 1934b:62-63), for
precolonial people engaged in a com-
munity-oriented political economy. That
some northern and southwestern Tabwa
have adopted the Mbudye society indi-
cates their borrowing from a Luba idiom
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as they accommodated a change in
political economy toward the sort of
centralization of power for which the
Luba are locally famous (see Roberts
1986a for other examples of this same
process),

According to W.EP. Burton, at least
for turn-of-the-century Luba, the “pre-
siding spirit” of Mbudye was Lolo
Inang’ombe, who oversaw initiation
into the society and punished any who
might subvert its principles. “For the
practical purposes of the society,” Lolo
Inang‘ombe was represented as a land
tortoise.® Mbudyve members were said
to “show an extreme respect for” the
tortoise, and “to know whether a person
is well inclined to the ‘Bumbudye,’” a tor-
toise is put into his hut.” How the per-
son reacted to the animal was taken as a
sign of willingness and suitability for
Mbudye membership (Burton 1961:159-
60, 164). The form of a tortoise was
given to the lukasa mnemonic device
recording the charter for Luba royalty
and other lore. The back of the lukasa
“bears a stylized tortoise shell design”
of “striated triangles or squares,” each
of which “symbolizes an esoteric piece
of information” (Reefe 1977:49). The
lukasa, then, was “the Bible of the
Bambudve, the dictionary of signs” that
could be “read” by Mbudye members
(Henroteaux 1945:104).

Lolo Inang’ombe herself is said to
have been the offspring of a woman and
a buffalo, a woman married to a buffalo,
or, as in an Mbudye wall painting
Burton once saw, a dichotomous being
that had the body of an animal (a buffa-

13 AN MBUDYE SOQETY MEMBERTY) DANCING

IN A VILLAGE IN THE ZAREIZANEIA BONDEN AREA
N THE MDAST08 ME WEARS A LARGE BEADED
HEADORESS ON HIS FOREHEAD

AND A BLUE MONKEY PELT DOWN HS BACK

lo?) and the torso and head of a woman
(Burton 1961:159-60). Tabwa masks may
portray this couple or at least refer to
the same play of metaphors, for the
wooden helmet mask field collected by
Pierre Dartevelle (Fig. 3) was said to be
female and paired with the male buffalo
mask in the Stanley Collection (Fig. 8),
which he also collected. The inset
cowry-shell eyes that Tabwa anthropo-
morphic masks possess or reflect in their
carving are like those of Tabwa buffalo
masks (Roberts & Maurer 1986:252-53).
The figure represented is said to be a
clan ancestress named Musangwe
(Dartevelle, pers. com., 1984). The root
of this name is the verb kusanguw, “to be
found, to desire,” with a nuance of sex-
ual promiscuity.?! Perhaps the mask
was danced to dramatize the bestial
excess of the earliest humans, who, like
Lolo Inang’ombe, coupled with buf-
faloes. As Burton suggested, “within
the sect [of Mbudye| promiscuity is
practiced” and there are “sensual dis-
plays of dancing, where every sexual
action and gesture is exploited to the
full” (1961:163, 167), probably for the
same symbolic purposes.

Buffaloes (Syncerus caffer) are still
found in Tabwa lands, although they are
far less common than they were prior to
the introduction of gun-hunting (IAAPB
1892:11). The strength and violent nature
of the buffalo are played upon in Tabwa
metaphor, ritual, and magic. Magical
whisks made from buffalo tails are used
to keep at bay smallpox, lion-men
(visanguka), sorcerers, or other agents of
destruction. The name of such a whisk,
mpunga, derives from a verb meaning
“lo stay awake and vigilant all night”
(Roberts & Maurer 1986:176-77). These
whisks are often made with sculpted

wooden handles, some of which are
inset with copper wire filigree; they are
still used as signs of political status, as
they were by earlier Tabwa chiefs
(Giraud 1890:522).

Eastern Luba found the same
metaphors apposite. A boy leaving the
initiation camp was greeted with the
cry, “Here is the buffalo, here is the buf-
falo!™ (Colle 1913:275), while Mbidi
Kiluwe, the Luba culture hero, was
praised as being “shiningly black like
the buffalo” (Womersley 1984:7).
Dartevelle was told that a name for a
Tabwa buffalo mask is Kiyunde;
although the etymology of this term
remains obscure, it may derive from a
root that means “to heal” or that is asso-
ciated with the smelting of iron, > activi-
ties associated with Mbidi Kiluwe and
other culture heroes. It is quite possible,
then, that buffalo masks used by Tabwa
living close to and among eastern Luba
were either associated with Mbudye
practices glorifying Mbidi Kiluwe or
were made to celebrate the same idiom
that Mbidi personifies for Luba.

This brings us back to beaded masks
like that in the Stanley Collection, said
to be associated with Mbudye. In the
past, Mbudye spirit mediums and
those known as Bulumbu were said to
be one and the same. Mbudye members
in the higher orders of their society
were possessed by spirits and “allowed
to wear the ‘nkaka’ or diamond-decorat-
ed bead crown” (Burton 1961:50-52, 55,
154-67) (Fig. 9).2 These possessing spir-
its are associated with Luba heroes
whose “spirits are believed to have
taken up their abode in springs, foun-
tains, waterfalls, and damp caves,
where the water oozes from the roof.”
Among the most important possessing
spirits for Luba (like Tabwa) is Kibawa,
and the person so possessed “may
scratch wildly at the ground with his
finger- and toe-nails” to dig a “cave”
like Kibawa’'s (Burton 1961:50-52, 55,
154-67).2¢ A praise name for Mbidi
Kiluwe is “Chief of Kibawa” (Colle
1913:357; Verhulpen 1936:95), and the
“fetish” or magical investiture bundle
as well as the principal mukish: (wood-
en figure) of the Luba “king of the
sacred blood (mulopwe)” was called
“Kibawa” (Verbeke 1937:55-58).

Mbudye and Bulumbu adepts among
Luba show “reverence for the new
moon” (Verbeke 1937:167) and in other
ways share the basic metaphors made
manifest in Tabwa beaded headdresses
and the possession cult séances in which
they are used. The beaded headresses of
Luba and Tabwa possession cult medi-
ums are often strikingly similar (Figs.
9,12), and are called nkaka in both lan-
guages, a word they both use to refer to
the pangolin as well (Burton 1961:166;
Van Avermaet & Mbuya 1954:216). It is
likely that a conceptual association
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exists among a pangolin’s scales, a tor-
toise’s scutes (the emblem of Lolo
Inang’ombe, “presiding spirit” of
Mbudye), the triangular tortoise shell
motif found on the back of lukasa
mnemonic devices of Mbudye members,
and the triangular beading of both Luba
and Tabwa headdresses and masks. The
signs of Mbudye initiation, painted on
the walls of the society lodge and
sculpted or represented as clusters of
beads tacked to the top surface of the
lukasa device, were “so rigorously exact
throughout the whole of Lubaland [that
they| were originally intended to per-
petuate some symbolic teaching, or his-
tory” (Burton 1961:163; cf. Reefe 1977)
The messages encoded in the motifs of a
spirit medium’s headdress or mask can
be read in a similar manner.

Tabwa beaded masks show “con-
strained diversity” of the same sort as
do nkaka headdresses. All masks and
most nkaka seen to date are surmounted
by feathers, usually of domestic jungle
fowl whose spectacular plumage makes
the usual gloss, “chicken,” seem wholly
inadequate (cf. Davis-Roberts 1980:5).
The metaphorical reference is the
uncanny ability of the jungle fowl cock
to discern and crow at dawn, even
before people are aware that daybreak
has come; occasionally the feathers of
other birds or the stiff mane of a goat
are used in a similar fashion, to make
different but complementary metaphor-
ical references.

The Stanley mask has the pelt of a
blue monkey attached in such a way
that it h.mb\ down over the back of the
head and shoulders. Nkaka headdresses
often have blue monkey pelts attached
to them in this same manner (Figs. 10,
12; see also Roberts 1988¢:fig. 6), and
other beaded masks now in museum
and private collections may have had
such pelts removed. The blue monkey
(Circopithecus mitis) is arboreal and
rarely touches the ground. Tabwa see
the animal’s high acrobatics as analo-
gous to the way that a pmso«mg spirit
will ° pcrd1 upon” and “take over” a
person’s head and very being, as
expressed in the verb for “to become
possessed,” kutentama, explained above.
As shown in Figure 13, agile dancers can
make the monkey pelt seem to leap onto
or about the head, in imitation of the
animal. The nkaka headdress in Figure 6
has the spotted pelt of a serval attached
to it, whereas a beaded face mask in a
field photograph by Marc Félix (Fig. 15)
has the spotted skin of a genet (Genetla
genetta). Spotted skins are (or were)
womn in this way by certain high-rank-
ing Mbudye members to ‘represent the
heavens: the black spots stand for the

stars” (Ferber 1932:17); or it may be that
the “mottled coat (light and dark) readi-
ly connotes the alternation of day and
night” as subsumed in the powers and
being of chiefs (Heusch 1982a:139-41)
These same spotted skins are associated
with chiefship by peoples throughout
central Africa, and usually it is the pre-
rogative of chiefs to own or wear them
The association here, especially for
Luba, is between possessing spirits and
the culture heroes who established
sacred chiefship.

The Stanley beaded mask has a spiral
at the center of the forehead, just as

most nkaka headdresses do. Other masks
such as those in Figures 1 and 14 do not
have this motif, but do have a similar
register of isosceles triangles across the
brow. On still others (Figs. 16,17) that
are flat panels rather than contoured
surfaces that fit the curves of the face,
this register of triangles is missing and
the spiral is placed over the mouth
Unfortunately, nothing whatsoever is
known of these masks’ provenance,
other than that they are said and appear
to be “Tabwa.” Still, several reasons for
placing a spiral motif over the mouth
come to mind, based on Tabwa ethnog-
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raphy. An mpande disk was placed over
the mouth of a precolonial Tabwa chief
during funeral and succession proceed-
ings. The death of a chief was hidden
from ordinary people through a charade
orchestrated by his grandchildren A
granddaughter would seclude herself
with the moribund chief and, after he
had died, cradle his cadaver, moaning as
though she were the chief still alive and
suffering. After four days, the corpse
was placed in a great jar or bark recepta-
cle, its knees tucked to its chest. It
would be dressed in a “feathered head-
dress” and an mpande disk would be
placed over the mouth “to prevent rapid
putrefaction.” Decomposition was
allowed to continue until the skull fell
from the spine. Then the skull would be
kept as a revered relic, while the skull of
the preceding chief that had been kept
in the same way would be placed in a
deep pool of water or beneath a
streambed with the body of the chief
just deceased (Roberts 1980:494-98).
Some time thereafter, the grandchil-
dren would choose a successor from
among the chief’s sisters’ sons. The suc-
cessor was closed up in a house while
the grandchildren circled it in dance.
The new chief was then released from
the house, given regalia, and an mpande
disk was bound over his mouth. With
the spiral disk sealing his lips, the chief
was instructed to no longer commit
“foolish acts,” often a reference to adul-
tery, but sometimes to other disruptive
behavior as well (Roberts 1980:499-500)
In both of these cases, the mpande
disk sealed the mouth. The spiraled
shell disk is of a cognitive set with the
moon, the cavern of Kibawa, fertility,
and the chief’s genealogy. At death, a
person’s words and wisdom are said to

g0 to the east, to appear as light; again

the metaphor of “enlightenment” is the
same as we would have it in English.
Jungle fowl first perceive this light, and
crow. Possessing spirits may emerge
from Kibawa's cavern to the west of
where most Tabwa live, but, somewhat
paradoxically, they are said to come
from the “place of beginnings™ in the
cast when they possess people. In this
they are like the new moon that is first
noticed in the west but subsequently is
seen to rise in the east. The enlighten-
ment these spirits bring their suppli-
cants is informed by the wisdom of
chiefs, the “fathers of their people” who
are of an idiom with Mbidi Kiluwe, the
Luba hero and “Chief of Kibawa” who
“came from the east” to conquer what
would become the Luba heartland
(Roberts, forthcoming A). The spiral of
beads over the mouths of some masks is
a reference to this richly complex cultur-
al field: speech is to be controlled, care-
fully uttered, and consistent with the
teachings of the ancestors kept by
Kibawa >

A final use of beaded headdresses
may be mentioned as an indication of
how vitally important their messages
and structure are, even in the context of
the most stressful sorts of social change
in contemporary central Africa. Mrs,
Margret Carey, a guest curator at the
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Museum of Mankind in London, has
been kind enough to send me pho-
tographs she recently took at the Moto
Moto Museum in northeastern Zambia
of objects seized in the early 1960s from
one or more followers of Alice
Lenshina’s nativistic Lumpa Church.
These include beaded headdresses that
are strikingly similar to the nkaka of
Tabwa and Luba possession cult adepts:
one has five tight spirals to be worn
across the forehead; another, four spirals
and a diamond of dizzying color combi-
nations; and a third consists of triangles
around a large central spiral (Fig. 18).2

In 1953, Alice Lenshina became very
ill and “died” four times, but was called
back to life each time by Jesus, who
taught her instructive songs and gave
her a book “in a strange language that
only she could read” (Oger 1962:129).27
She began teaching these songs and
writings and exhorting people to give
up the sorcery that seemed to be con-
doned by the colonial government, since
the administration had condemned use
of the poison oracle to identify and elim-
inate evildoers. Lenshina baptized peo-
ple and became alienated from local
missionaries for doing so. She founded
her own church, which by the late 1950s
had a following of well over 100,000
among Bemba and Bemba-speaking
people, including many southern
Tabwa.

Lenshina was thought to be pos-
sessed by an ngulu earth spirit and “had
her analogues among those to whom
spirits revealed themselves through
dreams and possession” (A.D. Roberts
1970:527).% Father Louis Oger states that
Lenshina was “ "possessed” by the spirit
of Christ” in a manner similar to, and
explained using the vocabulary of,
ngulu spirit possession (1962:132;
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1972:6). While “there does not seem to
have been any ecstatic behavior or
symptoms of spirit possession” during
her church services (A.D. Roberts
1970:537), “Lenshina did nothing to dis-
pel reports” of her connection with the
ngulu spirit system (Werner 1971:23).
Indeed, converts to the Lumpa Church
said they were inspired to join through
dreams and prophesy, during a time
when ngulu spirit possession was dra-
matically on the rise among people in
northeastern Zambia (Oger 1972:1).
Through the ngulu idiom, Lenshina
offered redemption to sorcerers and pro-
vided her own magical charms to pro-
tect church members and assure them of
successful harvests (A.D. Roberts
1970:531, 542). It is probable that the
beaded headdresses seized by the colo-
nial government and now in the Moto
Moto Museum were used by Lenshina’s
converts, perhaps outside of her direct
supervision but within the idiom of
spirit possession that was her implicit
vehicle.

Lenshina made promises of the
Millennium, saying Jesus would visit
her followers when the Lumpa cathe-
dral was completed. She herself
“claimed to provide an answer to the
troubles, not just of individuals, but of
society at large” (A.D.Roberts 1970:543).
“Lumpa,” the name of her church, is
derived from a Bemba verb meaning “to
be the most important,” this in reference
to missionary churches in the same part
of Zambia that Lenshina felt were led by
“her enemies” (Oger 1962:133). The
Lumpa church attracted many who
were hostile to the colonial government
(including the brother and mother of
soon-to-be-president Kenneth Kaunda),
and became a locus of nationalism dur-
ing the tense years of the late 1950s and
early 1960s, prior to Zambian indepen-

dence. Lumpa became “more and more
specifically a peasant movement,” how-
ever, which soon proved “quite incom-
patible with the nationalist emphasis on
wider incorporation and on the state”
(Binsbergen 1981:290-91). Shortly before
and for some time after Independence, a
violent split between conservative,
nativistic church members and many
nationalists resulted in the deaths of as
many as 1,500 Lenshina followers, as
President Kaunda banned the move-
ment and arrested Lenshina (Binsbergen
1981:266; A.D. Roberts 1970:553-62).
Still, the symbols of Lenshina’s move-
ment, including reference to the ngulu
earth-spirit idiom and use of beaded
headbands such as those now in the
Moto Moto Museum, served a critical
function in allowing people to redefine
their social outlook as dissatisfaction
with colonial living conditions rose.

For the last fifty or more years, beaded
headdresses and masks have been used
by possession cult adepts among Tabwa,
eastern Luba, Bemba, and other closely
related peoples of southeastern Zaire
and northeastern Zambia. While the
contexts for such use have varied, cer-
tain key metaphors remain vitally appo-
site across time and ethnic difference.
The two most significant of these are
prominently represented in the beading:
balamueezi triangles, a motif called “the
rising of a new moon,” refer to enlight-
enment, courage, and hope through
spirit possession; and spirals of beading
or cone-shell disks refer to the paradoxi-
cal nature of time and the advance of
human generations, fertility, promise,
and contact with divinity.

These and other motifs make beaded
headdresses and masks “agents of ideol-
ogy” for both performers and their audi-
ences, as they reflect, make accessible,
and inculcate values, social needs, and
aspirations, Importantly though, while
donning these masks “causes” the bear-
er to become a spirit or to assume an
otherwise ineffable state, such transfor-

mation allows an audience to contem-
plate change of other sorts. As Raymond
Firth has written: “In many societies
spirit possession and spirit medium
cults offer a field for some degree of
individual self-expression, maybe of a
fantasy order, going well beyond the
conventions of tradition. Spirit medi-
umship may thus allow of flexibility in
the conceptualization of the spirit uni-
verse, and presumably thereby offer
some possibilities of change in belief”
(1969:xi-xii). As is evident in the case of
beaded headdress use by Alice
Lenshina’s followers, coping with and
taking full advantage of turbulent, even
revolutionary, social conditions can be
facilitated by use of masks.

Yet there is irony and paradox in the
wearing of a mask, for one is deliberate-
ly contrasting apparent with intended
meaning, what empirically is with what
might be. That is, the masker and the
audience know that this is only a perfor-
mance, but they willingly suspend their
disbelief in order to participate in the
intended drama. They wan! to witness,
think about, and participate in transfor-
mation. They want to consider alterna-
tives. They want to engage in “what-if”
hypothesis. While this may sometimes
be an entertaining process, maskers’
impersonation of spirits, allowing the
ineffable to become more accessible, can
be a deadly serious business. Bulumbu
and Mbudye adepts are possessed by
spirits in a catharsis that brings insight,
perception, and solutions to nagging
dilemmas, sudden crises, and life-threat-
ening circumstances. Lenshina’s follow-
ers used headdresses similar to those of
possession cult adepts as a means of
political empowerment, when they
reacted to colonial oppression through
references to the vitality of indigenous
culture and its potential for adaptation
and transformation. The ambiguities
and paradoxes of wearing masks, then,
continue to be “useful, if old, “tricks of
the human race.” ” e
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Hosking), Timor (David Hicks), and Tanim-
bar (Susan McKinnon).

A collection of this sort should have a
wherence other than that provided by geog-
raphy. Certain themes recur and are devel-
oped, mone or less successfully, in the articles.
Artistic form, as represented here, s consis.
tently related to cosmic order and to a com-
plementary balance and harmony: In several
traditions this has produced the image of a
mythical being that supports this harmony
and guards the community’s well-being and
fertility. This being appears as a serpent-like
dragon on Nias, among the Batak, and on
Borneo. Among the Toraja, the protective
image, described in careful detail by Nooy-
Palm, takes the form of the butfalo, the moest
important sacrificial animal. All these soci-
cties also concentrate on the representation of
ancestors, either in personal images (as
amaong the Toraf), in a house dedicated to
the founder of a lincage (on Nias), or in ritual
buildings, as described by Erb for Flores. This
link to the past is seen as essential to future

well-being: it may also be expressed in an
image that encompasses the entire communi-
ty, as is the case with Tanimbar stone boats.
By contrast, an arlistic representation of
social conflict is apparently not present in
Tanimbar, although it may be enacted in the
society in other forms, even those related
the stone boats. In her discussion of carved
Tanimbar prows, McKinnon describes the
hostile confrontation that is part of a confir-
mation of interisland alliances.

Several of the contributions emphasize
social stratification. This subject is especially
relevant to the discussions of Nias, Sumba,
the Batak, and the Toraja. Nobility implies
merit, It may be inherited, as in East Sumba
or Nias. It may in addition need to be reia-
forced by acquired status, through headhunt-
ing and ceremonial feasting. Feldman and
Barbicr both concentrate on the theme of
community leaders as mediators between the
village and divinity, a role that i1s emphasized
by their close iconographic link to a cosmic
image. Hoskins interprets the presence of

spiritual power in certain objects that com-
bine female and male images: surprisingly,
she is the only contributor to discuss the
issue of gender in any detail.

Although some individual articles are dis-
appointing, the velume as a whole provides
new information and interpretations,
However, one point of criticism has to be
raised. Although “Indigenous Styles of
Southeast Asia” is the book’s subtitle, there is
virtually no stylistic definition or analysis in
the papers contributed. The exceptions are
Newton’s introduction and McKinnon's per-
ceptive and concise discussion of Tanimbar
boat carvings. The social context of artistic
production is, of course, essential, and all of
the contributions try to tackle that issuc. But
in addition art is made by individuals in a
specific way that is determined by their tradi-
tion and by their personal creativity. Neither
the question of the particularity of style nor
that of individual creativity is addressed
here. These issues ane central to the subject of
¢thnographic art history.

notes

ROBERTS: Notos, fromi page 47

1. Wissler s origanal article on mascks was pudlished In
Naturs! Historw CI2828 4] 339321 an "The Lore of the
Dermon Mash. How Sevages and Barburans Make Use of
False Faces in Their Weird Religious Cenemiamien. Ancient
and Modern Uses of These Strange Masks Asong the
Natives of Amurwa and Ovir Pants of the Woeld.” The title
was changed (and Bappily »o!) to "Maska,” moce pho-
tographs wene addad, ard the artxche was ther, pratishal
the musowm’s Seance Guidr sonies o0 %) This Gaale wad in
s thind 1and appareatly finall peinting & 1950, when the
e | dound an 3 Chacagoe used took stove was pablnbed
The werios s mo kmgor patlindad, although s may
be obtained foom the Amevican Museum of Natural History.
My copv s wigned by George Mills, whose own work in the
908 on Navaho art and “guaitasove antheopedogy ™ is will
well Spoown, It would be instroctive 1o know how many peo-
Pe's enduring interest in masks and ethnographic arts was
Hest prguad by the st of maneum poblication that Wiselr

sdoced.

Fomar yonrs of paedoctoral antheopobogy Icldwork based ot
AMpals, Zoieo awe 1973 Lo Iate 1977), wore finaecand by the
US. Nanceal Insotute toe Mental Health [gramt in axd #1-HA-
MHSR25LOLCUANY, the Committoe on Affcan Studies
aral the Edson Keith Fund of the Univesity of Chacaga, and
S Ni, the Soenhinee Reseasch Soviety. Dunng my vears ia
Zawre, | was 3 rosearch amocote st the Center for Ceetral
Africun Politionl Studies (CEPAL) ot the Natioess] Univensity
of Zalee, Lubumduchi. Sincete thaaks are extonded to Mis.
Ehrabeth Stankey for bor contimued sepport of African art
vesearch at the University of [owa, and for ber geowrous
donahions b 1988 and 1AW of o Dbwa bruded mask aad »
Talmea bifalo mask o the University of lowa Museom of
Art; bo Mumba Manelina and other Yabwa friends wha
Loght me about Bulumde; to Mangret Carey, Marce Bolix,
Jacques Hawtelet, and Willlam Dewey for shaning pho-
tographs and inscemution about beadad masis and huead-
Jrvssis 30 Robert Canceld. Kabunpga Mwela LN, Conevidie
Nagant. and Louis Oger tor shaning diffcult-to-find bot
invaluaMe Nterature on Tabwa and Bemba and 1o Jan
Vandna, Mary Kuprwsii, and Chetsiopher Roy for edatonial
aad mteliectual guidance. Despite he generosity of these
agendios ard colleagues, Al tesponsedility for the prresest

o veseains my own. Foe Sedh, Avery, and Mame.

X follomang coenments, then, may be considerad specuie
froe. This last wond s often mostakenly leet 2 sense of tha
which i sputiews, spociows, of haphazasd. [n Coennt usage ot
oefors b “comemglabon of o prodeend * and Vgl
an onderly process of svesoming based spon iscencheuve evi-
denoe” (Moarls 19691241, soe usage aode pp 28182 (L ks
Boped that fickd sescanch can be underfaken in the aeat seve
wral years. to stady Tabwa masks and related obpwcts and
Frocticen v xlu,

& Moare Felis (19992047, 215190 hos recontly exhabited and
publishe! photographs of thivw more woodes masks from

noethorn Tatnea (whinm he calls “Hclobolo™ and “Tumbmwe':
sow Robwrts 198 sor 2 discussson of these ethnic bbels), one
of which ws of a dilferent sort from others known ko date,
Belin and M agaends appvar to Buve lcbd collxead all theee
ks, One was wsed By “eovirg, musacions and dancers at
the funcral of 3 HOLOMOLO eMer” another was “in o
Bambualyetypw convmony slong with beadad dudems worn
by ot Saewoers " and e thind was “Yhe pooperty of an ini-
tatie make sooety” While thar sketchy indormativn allovs
few conchumions b be Sravwn, we of the fird (Rha's hg 52
and more certainly 1he second mask {fig. 53, pp. 204-7),
which is devowated with inoscoden thangles ncivad across the
b, the middie of the Tace, and e Chin, sovems oonsisient
with e following discussion of beaded mushks. The thind
mark, portraying » roomorphec bang with horns, has no
other Tabovs coupterpuart; ome = hed o wonder if 8 wis made
by L o0 relitd pooglo sorth of ihe Tabwa sod uwed ke
the svlistrcally relabed Loga Asoraed masie Rl oy irates
(pp. )

A The theewe of the Fourth Sunley Coalotence on Afrxan
An, beld Apnl 22-23, 1968, M the Univeraty of lowa, wis
“Art st Inirlstion in Zaire © Condenenie papers aill Be pud
Bbwnd T doses SO e Atram Ar? thorthoomiang 1990,

& Bwropean ghyss beads have Jong boen available to people
10 st heastern Zaire in many codors twsades the geamary
whvite/ red /back triad of central symbolic significance to
Tabvws and other Basto peoples When | asked why sch sece
codaey (olors an orevn Yol of Toe were wed in maling
e ikl beadducsses to be presested in this artiche. | was
olferad & pragmans response either beads of Bhse colors
were avaable and s wose uned, e they were &40 o make
e oboct more pledsing, CLnwe rvavndan ") Whake cokr
conteasts are wiad 1o achieve visusl elfects, the 1denbity of
porticular colors oot inagrificant, hen, slibough this «
wsually ot ruw wlen adite, sed, o Back b wed 1o other
contests,

7. Weghstern (19630 identifios e patterts o "l riting of »
mew ke’ and provides line drawings of maay eumples
of It use. My informonts at Chaef Mpala's confirmad the
rome of thes motif It & cunoms, then, thet Bermia lning jus
S B nonpth of the Tavwa and 00 whom Tabwa aee o chaely
related linguistically, culturathe and hissorsally should coe-
ader 2 amilar rigrag motid as solar rather than luonar
Oanwed] 1955 331 Endond, thasr namw Sor te metil, Ayongeio
1Rchands 1956), sefers to a serpent and is a cograte of the
name of the Lubw solar hero ond “drorken king.” Nioogolo
(v Housch 198220, This may exemplify the sructusalist
principle of the inversion of symbols from one reference
Sroup 0 aecther e Mevach 19K 1900, and Lo S
T2 Manwnll s avwttion (1953820 that she Bemba “sodar”
ngzag «hematically repeesents the movement of the sun
slong the echpta: o baved on Zalas's dncussion of Bamacs
boew (19790 and remalns congctune 10 be proven through tebd
resesech among the Bemba

& Tabwa dualistic philosophy, Tabwa peecepisa of the
oo ok fundammbally aebaguows, and the ways and oo
foxts in which thas ambaguety generates key metaphoes are
themes discussed = mach of my writing, Sew, for instance,
Ruoberts 19560 and Rodwrts forthcoming A

9. "Sesmaomc equivalence” 51 exvempltied 18 Roberhs 1985
and ir best do abed by Doentiomgue Zalan (19805 in his
cataloga melsoand dad analysis of over 300 ol wers head-
doesses. My own imapeeaticons in Bas regand » drawn in porl
from Clavde Levi-Strages’s The Wowof U Ak, i whch he
maserts IDGE “as In the ase of tnwthe, susks, 100, Caanot be
Inserprctad 10 2z by themeelves as sepaeate oty Teoked
ugor feom the sermanitse post of view, 4 myth Joquine waw
only alter it bs returned Lo its Lasabor sation st Senilaly,
one type of mask . echons other types. while ot assmmwes its
o Indivedualiny’ (195215190 The structuralist wntags ol
L e Mo b (19624, 1902b) allow oae to sitwate Tabwa
masks in the “tramséormative wt” of Bantuaspeaking peo-
phes. who share a comanom logie, Werser (I71:00) finds 2
‘T lavguage correspundence” among Tabwa and thetr
senadiate Luda and Bembo peaghbors of between A0 and %)
porent, lor imtance. which undersoons the commonality of
Lenguage. logic. and a “rambormative set” implacd through-
Ol the present paper.
T A spiral v a mone active soprescetation of the samw con-
crpt of comeenteic Cirddes, making @w amplication of evolu-
B aver Hiae more obvious. Thanks 1o Ohns Roy for
direuwon of this pornt (pere. com , 1949
11 Madcoden MLt (1976 99) bus peoposed 2 wetul disting-
ton betworn “sasceent” asd “process” art that closely fol
ks Victor Touner's (1970950 betworn cvrvemony and ritual,
respedtively. Stibement ast is conlinmalony Oof soene status
e, v piified 10 the regaba of rovalty winle process
ot = goal oneated ao0d trameformative, and often enbils the
vse of magic. On Tabwa statemoat and process are, see
Rebuorts 1906 1016, for & survey of statement art objocts
among Zaman peoglesalthongh not referred b as saxh), v
Lot Gwete 194,
12 Chiets closcly related 1o the Tabiwa whbe live on the sooth-
exstern shores of Lake Tanganyika cut these preooms dinks
180 Ademranaidiior trienges Callad Sviagne Bt wore ghan
1o “direct desoendaabs” (Hatchedl 190820 A porcelain izade
copy of & vahzow v attived to the i harddnes e in
Fgures
13 A trn-of tharcentary photegraph of 3 Tabwa woman,
reprodoced i Roberts 198K AL ahows 4 spiral motl!
“inscribod” in the scanfuation of the waman™s shouker
Badis This, @ & suggeiod, JBade o the same symbolam
of & gperal denstang o peren s Seroendance: bul ecforemor o
oo mrwmbnr of 3 poradigmatic st miessatily allows and
b ractoanised allusion o Al ber eembers as
well S abho Roberts 1986
14 Details of the advient and dppatcanie of Kibuwa in the
contont of adial change 18 Latesanetoontlicentory pobiaol
coopomy are presented an Roberts 1987 1984, 19880, On
wpdn and melated curth spinits aesoag aontial ety poophe.,
wow Wernaew 1977 and the esaays in SKhofieleon 195V
15 Kewvin Marwell discusaes similar use of & cave near
Kanama wm northeastonn Zambea v Bomba land peobadly
Bembaspeaking southern Tabwad He suggests that “these
phaces are sacred 1o the Bemba becawse their imgnlfing
Bs croate & pandy center, which can lategrase snd
metivate e rest of thawr fagmented expenence The whole-
sy ke them whole again™ (1Ush R
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16 Simubariy. Louls Oger wiites of the ree of Sparit pors-
sion "amoag the oppressed and downtrodden™ Bemba (o
1905, w o the Bevtisdy implememad Dienching serooitural
and villsge corsolidatin refoens, s dacugting sodal ik,
and agam an about 190 when “preandependetie yoars
beought a cortaim snwmnt of insecwrily, undertainly and
changes 1o tradinoosl society” 1197210
17, Nirdt i o peoeoeBasty weed that fisds wadorpread we
AONE westera Bastu-speaking pooples. My thaaks 1o Jan
Vaneing G Sisousson of thas pont igers com., 1990 As he
sy, “The mask i+ e pungolin® Mary Dougla (1975)
has descrined bow simguler and “good we think® the pan-
golin i foe the Lele of Zaire, and | ol diwus wamewiut
simpilar Taboea bebiefs about thes siogular Beost in » fosthoom-
le Book. The saagical savbinces used in vieln heoddnesses
are discusied mose fully 1o Robeste 1980 307.6X and in
Dawis-Roberts 1980
LRIt gows withaout soyimg that Mbudye has chonged with the
Gmws, pust as the Luba podtial sooromy hos, Theser days,
folslore troupes of Mbodye dancers perform natwoally aed
even imerrotimally. and odensibily, it scems that eaterizio.
went has soplaced seany of Dhe carhier sacmd purposes of the
sodkety Soll a< s impliad by Luba Bwasa Vidye mediams
(who may mo longer be directly Beled 10 Mbudye s their
predecessors appear (0 have bevn) wearing “beaded
disdems” anddy the use of beaded muashs by Luba iy
enied Mbudye meebees axong Tobwa and ‘athers Irving
notth of Lake Mweru, Mbudye seems a vital nevus of
metapdors ot sl Belps people b copo with thr dunging
ancuretances. Thanks to Bl Dewey for discussion of this
Poenl igurs com, 190
19, Accending to another account, Nhopgolo originsted
Mbudye skorthy before his death at the hands of Mbidi
Kiluwe's son, Kalala thanga. telling My peopie that the
Mbsadye dancos would by 2 w10 sememiner lam and thal
Phey should oblgge Kalaks Ihergza to sevognize this with gifis
oy Whe dancers (Kircherbofer 19110 Furthermore, the dived
peaitak of Nheogudo "Twcame the embiven of rogel Jesomi
and roval authonty,” aad Nhcooggods, as 2 posseaing sgirit,
“oomeecrated e il ment of the royal court by ity spentual
support” (Theuws 196470 It may seem curious that
Niongoks shoshd be considered 1he onginator of Mrodye
and Comsecrabow of Lubs rovolty. since Niorgolo was overs
thrown by Mbidi Kiluwe and hic soe Kalala Bung, and ot s
they whom Reele (1981 contends 10 be the hetoes of
Mbudye and the Sounders of Luba acred ongship. This s
AN andication that teo literal an interpevlation of thase mythi-
<al figuees may mnpose & “ratonal” daalhli structure s
definad in Western tsermel, when indetermamacy and mul-
tireforentiality are Bulng siprisented, Cullere heroes may
prewesfy oppeoned qualtios o ogen hapothisis it Thic s
the cmse for central Bantu ongan mythe, in whech beross such
as MBLL Kiluwe srv explicitly dishotomous, beang hall-
human. half-wan, 20d w0 presenting opposition s ther very
arwsommy: aed in which the genre of aosi-herves that includes
NAongolo Mwannin porsorsfies iminality itself. Soe Robwets
forthooming A and Robwrts forthooming 8.
20 The association between Lolo rang oowe and the we-
touse redlects & move Basic linguasic sodd corceptoal 1t
shared by Luba with other ceatral Bante peoples.
Ryssgombe is an smportant culture bero for Rwandan peos
ples, for inslance (e Hvuseh 19820), For Tabwa, o
fwarg vmhe 5 2 tortolse shell (Bed with ponweriul =agical
ingredierts 1hat allows wercerens to By throegh the right as
ey svarch fn victime, they arv seen by oedinmry poople as
“ehovteng stars” Jan Yansiea (my thanks foe ths porsosal
communication, 1989) suggents mnsiead Dhat dyeog'omie may
be "a borrowed Chic” name for an older cluster of
values/convicions,” dabing o the wid plovtonthont:
ry when Tobwa came in comtact with Yoke invaders trom
wast of Lake Tangamiba, Throegh them, Tabwa may have
B Indinect Indormmnation Abost wgnificant strlnousirsne
Peroes sch s Ryasgombe These matters will be dhicassad
Furthiw in batuse wiibing,
21 The dictionarios of Van Acker (1907581, the White
Fathers (195006565 and Yan Avermaet & Mbuya (1934505}
oller explamations of s sy sers im the chosely relsts
of Tobwa, Bermba, and b inguages, respectively. Other
meamirgs and associations mdicate that the verb points to
ﬂw Mdul quality of “finding” or achicving what ose
desires,” aned the masaer in which anoesbeal spirits play a
1ol in this process.
32 Sew Van Acker IWITTL, Wikae Fathery 195652122, and
Van Avermact & Mbuya 1958 780-81. lronamelting and
other cultues) ranstormations Msocated with culture botoes
2w lisc s i Rodwrts 1990
25, Wadle some of these Loba uiaks beaddmosses v stniling-
Ty siemallar 3o thenr Tabwa countorparts (s 15 the oo shown in
Fig, 93, othwrs have 2 differcet flay of moscvles tisngles. One
O Dve b Luta inhake headdrosses o the Sunley Callwtion
M the University of lowa tno 195,115 has four sguares
across the Beow, wach of whach » divided into four tromgles
whione apewes St a1 the aenter of Ow squaav; U other (no,
1986 15 has 2 large central tnongle whose bate extends
adtums B entise Brow, with an intermel. conoentr: nengle of
n different coloe an ity oeneral “eye” Sov the plutos of ceder
Lasba shrien in Burton 196]
28 The samo manifostation among Lakesde Tabwa would

be e 1o be ponseision by Miumdi, lmmhnp‘.?k
werdvark who &y the hero of an impartant versson of the
Tabwa caigin myih In importass ways, Mivends is the coer
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ceptual wquivakeal of the Luba hero Miids Kiluwe: aaed-
varks are also cally Nnied to panpeluns in Tabwa
thomghe See Roberts 1980 dup. |, and Foborts forthooming
A

25 Keven Manwell (1980) ofters some lareresting invights

into the phemomenology of sound, spenkang, and oeal trads-

Loas among Bestha that ase redivast 1o 1w study of data

such as these from aightoning Tabwa s sections oo “oral

e’ and “orality ardd power” ane especuliv eseful; but s

Al o o Basviba g lon and his willenowss 50 dbmisn

Bemba spint posrosaion and other recont cAdanges i refe

grus forms as “supershitious” (p 132 are absund My

hanks 8 Robert Canorl tor bringeng Mavwell s work o oy

Atendien.

20 My discussaon of the Lenshing movement s based upon

Arddrew Roberis's Jomg sehicle (1970) anmd Wim van

Birskergen’s s Innovaton aod Political Condlict in

ZambeaThe Luompe Risng” (1951:206- 3161 Both suthors

evwew The consaderable Bitorstiane oo the Lumpa srovesent,

N auther coneultad to date Jsowssss the boaded headdros

es or other material culture assecized with the Lemihisg

mremement. Mrs Crrey's informatiom om the obioct is Bmited

20 Avwrwing that e ware among obpcts seised from a

wuenan assooatad with the Leradica snvement, probully in

Kasama District. As she suggests, Father Corbeil, the

fownder of the Moto Moto Moseum, “is & Heeo of 1he

Zambia Republic for his woek for Zamban indepentence,

ard was thus in 3 good pesition to apply 2 acguire such

Potitically sensitive things as these, I 1970, he Rept them

in a bon under his bed, but by 1960 they were on siew” (my

tham’ss for thes persoonl commranication, 199

37 Bemba belseve that componers of songs are diviewly

inspired and are called myulfe, i wan Aldv Lendina (Oger

197200 The "book™ of Lensding & a reference 1o the magiod

powers Tabwe and others in this port of Contenl Afesa

Alribute to lwracy. Lenshing’s Dook could st be road by

loxal srssooans of adeistitralons, 3o even the Pope was

unable o read 11 when the Book yeas sent 1o him, some

Bomrbu said (Opper 19620290 Sach o belict folkows & mythiclt

structute common to Bombe and Tadwa accounts of confht

beiween Africen and Europesn religioos and expressive

Mo sge Bobvrts 1994 tor 2 Tabwa exanople

25 Duoeglas Werner dicuses the cultural area in which

Boering, Tatrwen, amvd other people in thas puet of amsiral Afncs

dluae 2 beticd in rgely casth spliite, and suggosts Bt “bodit

I possession by ageda spint developad in respocee b the

ritwal peeds of ¥ Bermba people after the extablshoment of

e Bomba soval U™ sevving as “am ANomative 1o 1he ritued

sysbem of the hvas sgemdu chichs” 25 state formation pro-

pressed (1971200 1t weuld be interestag o follow up on

VRrner s work by saking the ethoonechaerbgist's cpestion,

"When Jo ethiis units Mestity themselves @ maseral cul-

Pare?” Uroddes 19821). In other wonds, would it be frusdal

8 consider se of Deaded soashs and headdressos as an

invden of membership in o panticalar social or ethass refer

enoe group?
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LAMP: Notes, fom puge §9

For guiding me 10 several imgortant detais of this arsicle,
specal appreciation goes to Willam Hart (University of
Ulster) 1 also wish 30 thasi severa] people. ot acknowl:
odged In the text or sobes, who read the maduscript and
offered valuadle was john Atherton {Portlaad Staie
Usevensaty), PEH. Haie (Usiversity of Liverpoel), 2ad MD,
MeLood (Musewmn of Manking, London).

IDaszranon capoons are glven with the Sollowing dats, s
hrown, listed in the order indicated here Description,
Attritution, country. Mediem, dimemnsion (height, unless
Indicated otherwiie). Cusrent collection, registeation mum.
ber, acquinition date and immediate provenance; prior

PROVENAnIE.
1. The teem “pechiatory” i used bosely here 10 define the
of written docurmentation of any kind by lirst-hand observa-
e, 10, befoce the ond of the fifsevnth century =
the aces of the Sierra Leone Estuary, before the stvicenth cen-
tury along the Sterrs Leome c0ast in geeeral, before the end
of the raneteenth I Eassorn Provinoe, eac.
1 Some of the ceramic have been dated by thermolu-
merwscere aral v, but he suits are of bitle scsontifsc e,
TL is extremely wardiable, expecially in olation from an
archacclogical contest.
3 HEl hy expeenaed coecern particularly about the vanabis-
1y of dating from diverse partions of the cross-sextion of a
tree trunk or kb, and the time elapsod from Cuiting to carv-
amq::m.m.mwmﬁmuwnm
ra Loone carvers soday are canefial 10 oot a phece of
weod no larger thae the sise seedod for the figuee; thus liitde
wood is washed, and the figure would include the racge
feom oldest 80 newwst e Sovll figunes would
tree fiegs panning
second issue, it is unhikely that significant time passes
Between cutlag snd carveg in the rain-dorested regons of
Africa, where decay and eroslon raplaly consume dead
ssterl, both animal and vegetal,
AL indebaed 80 Wikl Hart for porntieg sme to this passegre
5 The emphasis 15 mine. Simon writes that the
ferm Mavng s known 80 one of has Limbe indormants s "2
Bg trow with very haud woudd, 2 (a1 tree that grows very old
It 15 not the cottonwood tree,” and it is withoul fruiss of auls
(pers. com,, 19959 Onteniberg belseves thae, sence “1* and “n"
ane interchangvadie from one disdect of Lisnba 1o another.
this may be the basale k0 wood listed in Clagke 192229,
"hard, red woed tree, fine for Balding lusiber, alvo used fon
mortars.” Joseph Opala concurs that du-wild may be rele-
vant, as the source of 3 nait-colored plgment uied 1o dyw ka-
senths shitts, anxd sgys it ¢ called the “King of Troes™ (pers
com, 15985
6. The emphasis s mine. The taplication heve Is oaly that the
Fgures wery in place before the rineteenth centary, but how
eruch eaelier ks anyone's guss.

7. Soene figures ate said 1o have boen acquined in » particular
locale, But we canaot be certain that they anigisated there. 1
they were, In fact, discovered there, were they made theee?
Can we myuare that the style did #of onginate in areas
where it iy not discoverad? With caly regative evidenoe at
haad, the snswer, of coarse, s “no*

8 Twisted hencdbands or turbams oocur i the inkend style of
sone Hguoes (Figs. 14.15), Madiag Dicomwer (1962 1o suspect
an influence from the hlamic rorth, and the presence of the
Mande. This 1s congecture, ing that the turben was »
mmmmnkmmm\m«uumm
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SILVERMAN: Netes. from page 8O

1. Sources for these include Timothy Garraed, the
Rarbler- Muellons, art uNanMR:
and Dendse Danid, Life photograptver Fliot Elscdon, and
Base] Massion Archeve.

2. The decaion mod to include foll cations apparemly wis
ot Carrand’s, far In his earker publications he has been fas-
tidious about anng sources.

A Supgpoet for Gaeraed's dating of 1hn piece is found in the
recent publication by Martha Ehrlach (1989) of several gold
beads, stylistically slmost sdentical 10 the Barbier-Muclier
exaenple, that can ponstively be dated 10 the exghtecrth century.

4 It was formerly in 1the collection of Sie Cecdl Amum
who pasticigatad = 3 Beitlsh millitary campoaggn Jgainat the
Amacvic in 1896, Armstage may have acquired the bracelet at
that time #s part of the dooty takin fom Asastelwne (ling of
Awtel Prempeh, wha was sendt 080 exibe by the Betish,

5 Garrard writes: “The gold resources of the south-cast lie n
the berriacmmes of & complen <luster of etdmic groups who, for
want of a betler name, may be termed Akan relatod. These
are peoples who share a common (though sometimes
remote) linguistic ancestry with the Akan of Chana. Some
have hat they hould be termed Akan, ctieg 3 mam-
ber of cultural trasts. But while they had some histon-
oal contact with the Akan, the Tvainan Bever Used
s pamw 30 descrbe themeelves, and such oul samilany-
ties 35 exist are outweighed by other masked divergences of
larguange, material cultuse and socisl onganization™ (p 861,

& Theougheut the chupter Currand usis the e “Bbrie,” the
name coenmonly found in the bterature for anc of the peor
phes Tiving in the regon “EBec” is in fact & pooea-
Hw term used by thedt neighbors, the Abuee, that
“people of the mud.” This term should be permanently
astundored n favor of “Kyamae™ or “Tshaman.” which is
what the Kywman preder 1o call themselves; it smply mwans
“the people” (Monica Visond, pers. com., fune 16, 194%),

7. Garrard’s discussion of this event and other uses of gokl
in the mpm-mummmnm-
ence 30 Msl\nm(lmﬁﬂw
which deals, in with the use of

B Thave o o o sotehle vcepiions 10 e guwrs Lk o
aoguisition data for Instance, notes that the above-
mentioned pair of earrings that were commissioned by
Madame Baebier Muelicr werw made by the Peul goldsmath
Aradou Diallo, In Mops, in 1986 (Fig. 20,

9. Examples of the pubbcanons the Barteer-Muclks Muscum
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