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any readers are familiar
with horizontal ciwara
head crests from the area
around Bélédougou, north
of the Niger River in the
Republic of Mali. We
know that several animals are usually

represented in the iconography of these
headdresses, namely roan antelopes,

aardvarks, pangolins, and perhaps oth-
ers still—all animals ting “very
curious” ph anomalies.® For exam-
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Kl:, the curve of the roan antelope’s |
ms on horizontal ciwaras points up-
ward (Fig. 2) rather than along the plane

of the animal’s back, as found in nature
and as reflected in how the horns of the

same antelopes are represented in verti- |
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.‘ T ' Loz, ' e the first Stanley Fellow of the Project for Advanced Study of Art and Life in Africa
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present paper, Bamana artists, ciwara performers, scholars of all stripes, and other
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altways made in two pieces joined together by iron staple-like bands. Such
contemporary information should be compared with earlier data and differences
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cal ciwaras (Fig. 3) and other Bamana art.
We now know that horizontal ciuwaras
also make esoteric reference to “Bambara
groundnuts” (Voandzeia subterranea), and
more recently to peanuts.* But perhaps
the most interesting “curiosity” of these
head crests is their technical and artistic
realization. All horizontal cwaras are
made in two pieces, usually joined at the
neck of the antelope on the right and left
by iron staples or U-nails (Fig. 4). This
technique is undoubtedly ancient and
can be considered “original,” for it is
found on almost all objects of the sort,
even the oldest ones we know.

The question arises: Is the two-piece
construction of the object necessary for
technical reasons, or does it reflect a dif-
ferent, ideological imperative? To my
knowledge, no one has asked this ques-
tion before. It is certain that from a techni-
cal viewpoint, making an average-sized
horizontal ciware from a single piece of
wood poses no particular difficulty for
these sculptors. Most Bamana objects are
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monoxylic—that is, made from one piece
of wood; and even vertical ciwaras that
are far larger than the horizontal ones
that interest us here are monoxylic. So,
why is it that horizontal ciwaeras are so
unusual among Bamana sculptures in
this regard?

In order to understand this oddity,
one must know that horizontal ciwaras
are constructed as a reflection of the
nourishing plant with which they are
associated, that is, Voandzeia groundnuts.
The particularity of this plant—as is true
of peanuts which, after their introduc-
tion from the Americas, have mostly
replaced Voandzeia as an important food
crop throughout Africa—is that it in-
troduces its inflorescence, or flower clus-
ter, into the ground where it bears its
fruit. Voandzeia and peanuts are fruit
from flowers that develop in the soil,
rather than tubers like potatoes or yams.
To Bamana thinking, these plants are
an inversion of all other flowering
plants known to them. In other words,

Oppasite page:

3. Vertical ciwava cresl Bamana pecples, Mak
Wood, hesght 91.4cm (36°). UCLA Fowler Museum
of Cutturad History. Gt of Dr. and Mrs. Jool Breman,
X70-951,

Vertical cwara crests are ofien far more comph-
cated sculptures than honzomal ones; yet they
are always carved from a single piece of wood,
whereas horizontal ones are cwiged at the neck

This page

4, Detail of horizontal ciwara head crest. Bamana
peoples, Mali. Wood, brass, leather, iron; length
56.3cm (22.2). UCLA Fowler Museum of Cutural
History, Beques! of Jerome L Joss, 87.1417

The iron staples of this horizontal ciwara crest
hold the head and body t . but may bear
their own symbolism. The curved back dwided
into theeo poctions may allude to animals such
as aardvarks and pangolins, sometimes depict-
ed more expicdly in the lower registers of hork
zontal crests




5. Horizontal owara head crest. Bamana peo-
ples, Mali. Wood, iron nall, cloth; length 61cm
(24°). UCLA Fowler Museumn of Cultural History.
Gift of Dr. and Mrs. Jool Breman, X70.952

The head of this horizontal crest may portray a
hormed “bird-man® related to Baga a-Tshol
sculptures (see Fig. 6).

Voandzeia and peanuts represent an
“upside-down” vegetal world.

Horizontal ciwaras refer to just such
reversal. This is their essential charac-
teristic, and this is also what makes for
their beauty, for it is not easy to aesthet-
ically realize or otherwise take advan-
tage of a model of inversion through
plastic arts. I know of only one other
example of this in African art, and that
is a mortar for pounding tobacco in
which a figure is shown with its feet in
the air® In passing I might add that it
would be extremely interesting to as-
semble all photo documentation con-
cerning physical “anomalies” of this sort
represented in African art.

The junction of the two parts of a hor-
izontal ciwara represents the limit or bor-
der between two worlds to which the
food crop refers: the one above is the
world of vegetation, light and luminosi-
ty, and the day. But this is a sterile world
in the case before us, for the leaves of
Voandzeia and peanuts have no utility for
Bamana.* The earthen world below
ground is that of fruit, food, and wealth,

but it also possesses the obscurity of
night. It is precisely to demarcate both
the junction and the separation of these
two worlds that horizontal ciwaras are
carved from two distinct pieces of wood
nailed together.

One can now consider the two regis-
ters so defined with regard to the ani-
mals represented in them, and then
the iron staple or U-nail joining them
together” The animal central to the
upper register is without doubt the roan
antelope (Hippotragus equinus). But in
this case, the beast has nothing to do
with what we know of him from vertical
cioaras [see Zahan 1980). In horizontal
ciwaras, the roan antelope is usually re
resented only by its horns for which
curve is inversely oriented from what it
ought to be: rather than “reposing” over
the back of the animal, the homs are
directed upward. Often the head of the
animal bearing the homns on the horizon-
tal citara has nothing to do with the roan
antelope itself. Instead, it often presents
the long beak of a bird, deformed to such
an extent that it changes into an elongat-
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ed human face—a sort of bird-man (Fig.
5). And on some of these headdresses,
one may distinguish the head of a goat
bearing the roan antelope horns or rest-
ing between them. It is worth mention-
ing that in those cases in which the head
of a “bird-man” appears, if such a head
were presented without roan antelope
homs, it would resemble the heads of
Baga figures associated with rice culture
{Fig. 6).3 Such an association is not fortu-
itous, for we now know that the original
homeland of the Baga is the Inland Delta
of the Niger River in what is now Mali,
where they cultivated a particular vari-
ety of rice that they took with them in
their migrations to their current habitat
in the Republic of Guinea.

So as to grasp this association, it is use-
ful to recognize that what happens in
African arts also happens in other my-
thologies of the continent. Thanks to the
work of Claude Lévi-Strauss, we know
that ir‘:,&:sslng from one culture to anoth-
er, myths are transformed in ways well
known among Native Americans. Art
submits to analogous transformations
when the drcumstance that “brought the
ob":n to birth” becomes something else.
What happens between Baga and Bamana
art, between the ritual object assocated
with rice culture and the horizontal ciwara
associated with Voandzeia cultivation is, in
this way, altogether typical.

Formal similarities belween certain
Baga figures and some horizontal ciwaras
leap to the eyes. But whereas the Baga

j rsses only one register (al-
though this is debatable because we are
not well informed about the base to
which the object is fixed), the horizon-
tal ciwara possesses two. The figura-
tion of the Baga object is also often
very “worked”—that is, meticulously
crafted—usually much more so than the
upper register of the horizontal ciwara. It
is easy to understand the transformations
to which an artistic creation has been
subjected when one recalls that the point
of departure for the Baga object is a grain
of rice, while that of the horizontal cruvra
is the Voandzeia fruit. Even though these
are very different to our eyes, the two
plants have something in common for
their African farmers: rice is an aquatic
plant but it gives forth seeds, as do ter-
restrial grasses, while the Voundzeia is a
terrestrial plant that bears fruit under
the ground. In other words, rice is a
plant “of the below™ [the water’s surface)
that bears its fruit “above,” whereas the
Voandzeza is “of the above” but bears fruit
“below” the ground. The invemsion of
flowering and the fruit-bearing of one
plant vis-a-vis another is reflected in
objects representing these processes:
Baga take great care with the “above” of
their objects but pay little attention to the
lower part, while Bamana do the
site by carefully carving the lower part of

rupture at the neck) to such a degree that
they seem to “symbolize the symbolism.”
This can be seen when the aardvark’s tail
i5 rolled up in the opposite way from
nature [see Zahan 1980: figs. [11-16-24], to
symbolize the “easy” detachment of the
ripe husks of the Voandzeia.®

One can see that in either Baga or
Bamana populations, the art object is
subjected to transformations which im-
pose upon it a most profound infrastruc-
ture, that is, the reality that “gives birth”
to it. Bamana art, like that of Baga, is so
close to the realities of nature that it is
not possible to understand it if one does
not first grasp what it attempts to sym-
bolize through very sophisticated artis-

' tic devices.

Horizontal ciuvras refer to several
animals thmuih parts of their bodies.
Moreover, such parts are often them-
selves subjected to distortions, as if the
distortions were to be expected by spec-
tators through their sense of symbolic
particularities. This allows us to define
the presence of different animals as
“allusive figuration,” and the art of
which they are the objects can also be
called “allusive art.""" Bamana are not
the only Africans to practice such arts.
Indeed, one can say that allusive arts are
produced by almost all African peoples,
or at least everywhere that art objects are
“composed” as “architectural edifices.”
West Alfrica, in particular, is very rich in
just this sort of art that one might also
call “burgeoning art” (art-brindilles)
exactly because it consists of taking “a
little of everything”—but not just any-
thing—to make a meaningful whole in
both its assembly and its parts.!!

“Burgeoning art” is manifested in
horizontal crwaras. The upper portion of
the object presents parts of animals that
are representative of a world above the
surface of the earth. The roan antelope,
through its horns, is the animal one en-
counters in all objects of this type. Its
presence is explained by the fact that the
roan antelope is, for Bamana, the solar
animal par excellence. Its zigzag escape
when pursued recalls the sun’s course
around the Earth.?? The roan antelope
“is” the sun as it runs this way and that.
Moreover, for similar reasons one en-
counters the same animal in the iconog-
raphy of masks of other west African
peoples such as the Dogon, Bwa, and
Kurumba. That the roan antelope horns
are portrayed in horizontal cruares as
curving in the opposite direction from
what they do in nature suggests both the
reversal that one finds in the Voandzena
plant and the constraint that one hopes
to im upon the sun so that it will
not shine too brightly. We know that
Voandzeia thrives in arid conditions, but
the plant needs a minimum of humidity
nonetheless, lest it be “fried” by the sun.
The reverse curve of the antelope's

their ciuara headdress (under the line of | horns, then, reinforces the symbolic mes-
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Top: 6. A-Tshol (alak) sthring cbiect Baga pecpkes,
Guinea, Wood, metal; kength 79 2cm (31.2). The
University of lowa Musaum of Art. The Staniey Col
lection, 1986 541

Both Dominsque Zahan and Frederick Larmp have
noted histoncal. symbolic, and stylstic refabon.
ships between Bamana honzontal owara crests
and Baga a-Tshol ghrine cbjects (which can atso
be worn as crests)

Bontom: 7. *Les Modeéles. " illustration from a lec-
tuee given by Dominique Zahan in 1991 at the
University of lowa Museum of Art, after an dlus-
trabon n Anticpes du solew (Zahan 1980)

This ink drawing shows the relatonship between
references 10 a roan antelope n the upDer por-
bon of a honzomal crwara crest and an aardvark
in the lower register

alrican arts - summer 2000



THE UG Ry OF )OWA WURsLw OF ast

sage of the open beak of the thirsty bird-
man, which calls to the rain.
The goat is also portrayed on some
horizontal ciwaras, although not so fre-
tly as the roan antelope. The goat is
considered a solar animal because of its
adaptation to the heat of the day
see Zahan 1980:82). One knows (and
Bamana may have known this empirical-
ly before Europeans did) that goats pos-
sess a thermo-regulatory system that
follows ambient temperature. The goat is
not only a solar animal but one of the
oldest domestic animals known to hu-
mankind. But the goat is not assodated
with agriculture, and indeed, Bamana
considered it to be opposed to agricul-
ture: goats are pitiless in their destruc-
tion, not only of what people plant and
hope to harvest, but of any vegetation
they find in their path. The presence of a
s::onacﬂmm might seem surprising,
. In reality there is no contradiction,
for even if people do not use the upper
part of Voandzew, the leaves are an excel-
lent food for goats and sheep.
The opposition between goats and
agriculture is specifically demonstrated
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by the horizontal ciwara during the ritual
of fabricating a new head crest. The
human person, or at least his rough sha
represented by a forehead and nose (
mouth is transformed into a long bird’s
beak), is present on the crest because this

is the farmer himself seeking “invisible”
fruit. In the manner of a thirsty bird open-
ing its beak, he is looking for what he can
find under his feet, hidden under the

The artist chooses the forehead
and nose to signify the for the first
refers to thought and judgment, and the

second to his sense of smell (flair) or per- |

spicacity. Thanks to these two, the farmer
is able to evaluate his future harvest of
Voandzeia through the foliage: the

green- |
er it is, indicating healthy plants, the

more one is promised good and abun-
dant fruit. 'I{eae aspects of the “bird-
man” speak to the existence of and the
quest for such knowledge.

Judging from these assertions, one
can see the fashion in which the Bamana
artist substitutes what one can call a
“sculptural | e” for oral and writ-
note that the language he uses with such

8. Honzontal ciwara crest. Bamana , Mah.

Wood, iron, cloth. height 54 6cm (21.57). Collec-
tion of the Stanley Family, Muscatine, lowa.

lower portion of this crest depicts an aard-

i | curled contrary 1O natuwre. The

head may refer 1o several animals at once, with

:
)
i
i
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skill and discernment is not destined for
communication alone. The art in which
the language is invested also carries effi-
cacy. object fabricated by the artist
and sanctified by those responsible for
the religious life of the social group will
be animated by the person wearing it for
dances during agricultural work, so that
such performances will be successful.
Such an idea of “efficacious art” should
be stressed here, for without it the obpect
loses all value.

As for this efficacy, one can add that
very often, if not always, African art
objects are created for the goals of ritual.
They are destined, therefore, to be sub-
jected to a “motion” by those bearing or
wearing them that is well defined by a
“protocol” no less sophisticated than
those known in Christian churches, The
maotion of objects constitutes, in reality, a
sort of dance possessing its own symbol-
ic language and animating and giving
life to objects, as if without a certain hai-
son with space—that is, its choreogra-
phy—an object would be divested of all
efficacy. The idea that an object is ani-
mated through movement given to it by
the person bearing or wearing it corre-
sponds to the idea of creation itself. We
know, for example, that among Dogon,
kanaga masks represent the creation of
the world when they are danced.
Extrapolating from this, one can say that
in being “danced,” an object creates its
own identity and is creator, in tum, of
what it symbolizes. The "dance” of an
object is not destined simply to be seen as
a sort of demonstration before a witness;
instead, it is a motion that creates the
object and realizes what it signifies. If one
wishes a comparative image, one might
refer to the threading of a spindle (fusean
de la fileuse} in weaving, which creates
itself during the movement it affects.
Such an image belongs to Bamana them-
selves, for they have a saying: “The spin-
dle grows fatter by its own endeavor.”

Let us now return to the second regis-
ter of the horizontal cruwra crest, under
the line of rupture at the neck of the
sculpture. This lower register denotes
the subterranean realm where Voandzeia
groundnuts grow, and so it is altogether
to be expected that the animals referred
to by this part of the crest live beneath
the ground. Among these the most rep-
resentative is the aardvark (Oryeteropus
afer) (Fig. 7). Aardvarks are nocturnal
animals par excellence, and in the day-
light one cannot find them outside their
tunnels except by rare chance. As great
diggers, they can plunge into the carth in
seconds. T two particularities of
their behavior contribute to aardvarks’
being chosen by Bamana as the model of
and for the digging abilities of their best
farmers, and also as the image of
Voandzeia itself. It is in this second
instance that the aardvark i1s sometimes
carved with its tail rolled backward to

form a complete circle (Fig. 8). This
sculptural motif, which we might call the
“inverted tail,” is extremely interesting.
One finds it quite frequently in west
African art, in images of aardvarks as
well as chameleons on Baule and Asante
goldweights, for example. The motif is
not, as one might imagine, the fantasy of
artists but a symbolic allusion, signifying
a prohibition against attachment. The
circular inversion of the aardvark’s tail
on a horizontal ciwara indicates that one
hopes and expects to be able to harvest
Voandzeia easily, pulling them from the
ground when they are ripe.!*

The second animal of the lower reg-
ister of the crest is the pangolin, anoth-
er nocturnal beast that spends its life
sheltered from daylight and defends
itselt by rolling into a ball. Both of these
attributes make the pangolin, like the
aardvark, the sculptural “model” for
Voandzeia ¢

These observations should not be
considered to describe all horizontal
ciuviras, Some crests exist in which the
artists have demonstrated a real sense of
beauty from both Bamana and Western
points of view. These prove, if there is
still any need to say so, that Bamana
artists and, more generally, African
artists enjoy a significant degree of
inventive freedom for their senses of
aesthetics, within a “perimeter of securi-
ty” in which they must conform to cer-
tain canons.

The ron staple or U-nail through
which Bamana blacksmiths join the two
parts of a horizontal ciwera remains to be
discussed (Figs. 9, 12). [t may be that this
has not always been the way that the two
pieces of wood have been bound togeth-
er, for occasionally one sees studs or pins
(goujon) serving the same purpose (Figs.
10, 11). Technically speaking, it is certain
that such a joint is not as strong as when
the parts are secured by U-nails, especial-
ly when several nails are used and the
head is further fastened by vegetal cords,
as one sees on numerous examples. Use
of such devices reflects an extremely
important local iron industry; it is
known, for example, that prior to the
Empire of Mali, there was a Sosso Empire
along the Middle Niger known as the
“Empire of Blacksmiths.” Blacksmiths
have always been the most celebrated
caste among Bamana, and they guard
the secrets of the Komo society [see
McNaughton 1988]. It remains to be seen
if the production of iron nails used to join
the two parts of a horizontal ciuvira lends
additional symbolism to the crest, and if
so, of what sort.

Horizontal ciwwras are produced by
peoile in the region of Bélédougou,
north of the Niger River, who are called
Kagoro, or sometimes “the ones covered
with buttons” (ies boutenneux) because
of the scarification pattern on their
chests of small raised bumps resembling
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Voandzeia fruit [see Zahan 1980:85]. Two
social traits lead their neighbors to con-
sider Kagoro to be peculiar. Living

among patrilineal peoples, Kagoro main-
tain bilateral descent, lending equal
importance to patrilineal and matrilineal
affiliations.!* Because of this, people con-
sider them mediators upon whom one
can call when conflict erupts between
those giving and those receiving women
in marriage.

The second oddity of Kagoro con-
cerns the place of a child with regard to
the two lineages. During its first year, a
child lives with paternal relatives, but as
soon as she or he can walk, is welcomed
into the family of the mother and spends
the rest of childhood there. The Kagoro
resemble the fruit of that remarkable

ant, the Voandzeia, in these attributes,
or it too is born in the air but grows up
under ground: a Kagoro child is bom
into the sunshine of the father’s family,
but grows up in the shadow of the moth-
er’s. The child is the linchpin of relations
between paternal and maternal kin,
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then, assuring sentiments of solidarity

. among those who contributed to bring-

ing her or him to life. The child is, in

r words, the staple or clamp that
joins the “upper” or paternal kin, with
the “lower” maternal ones. If the iron

| bond stands for the child, it is at the

same time a figurative representation of
the sentiments of solidarity that exist
between the families. Can one find a bet-
ter symbol for this vital feeling than this
little piece of hooked iron?16

Finally, let us return to the question
posed at the beginning of this discus-
sion. The two-piece construction of
horizontal ciuwras owes nothing to tech-
nological necessity. It is due instead to
symbolism attached to an ensemble in
which each of the two possesses its
own signification and the whole refers to

- harmony and equilibrium. The departure

point for this symbolism is the Voandzeia
legume, whose two parts, above and
below the ground, should remain
attached until harvest, for they are both
necessary to the health of the plant and

9. MHorizontal cwara crest. Bamana peoples,
Mali. Wood, iron;. length 64.5cm (25.4°). UCLA
Fowler Museum of Cultural Histoey. Gift of Mrs.
Shirley Black, X92-151

The two parts of this crest are attached with iron
staples.



Top: 10. Horzoental cwara crest (ncompleto)
Bamana peoples, Mak Wood, length 71.1cm
(28"). UCLA Fowler Museum of Cutural History.
Gt of De. and Mrs. Joel Breman, X70.953.

This ciwara IS missing 1S upper head, once se-
cured by the iron spée seen in the photograph.
The lower head Incorporates human and animal
characterisics

Bottom: 11. Horizontal ciwara crest. Bamana peo-
ples, Mak, Woced, iron; 75.4cm (29.7°). The Uni- |
vorsity of lowa Museum of Art. Gt of Me. and Mrs, |
Gaston de Havenon, 1969 490, j.
The head of this chara 18 anached 1o the body
with & vertical kon pin withn the neck.

ST Tt
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the eventuality of meeting the alimentary
needs of people. From this is derived the
object that has two “stories” (étages), each
composed of animals representative of
the above-ground and below-ground
parts of the Voandzeia plant, respectively.
The two registers of the ciuwvra are held
together by iron staples which them-
selves provide two degrees of symbolic
sense to the object. The first is the refer-
ence to agriculture, while the second
speaks of the Bamana family, composed
as it is of two parts, the patemal and
maternal kin that, like the upper and
lower portions of the Voandzews plant,
should be maintained in harmony and
equilibrium. The element assuring family
cohesion is the child. One might note that
the Voandzeia plant possesses a link anal-
ogous to the child in its double-flowered
stalk between the foliage and subter-
ranean portions.

This analysis, of which the content is
strictly from Bamana thought and only
the form that of the ethnologist, poses a
problem that is not specific to itself but
which it shares with all other fields of
investigation in which the symbolism of

SCOTY MeOLE
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efficacy plays a role. Why do Bamana and
many other African peoples resort to such
subtleties (astuces) on both technological
and ideological planes, to seat their dis-
courses and their knowledge of things?
In fact, the answer to this question is not
simple, but we can reduce it to its essen-
tials. In general, Africans believe that
they can act on things by calling upon
other things similar to them, through the
ancient principles of homeopathy and
sympathetic magic. It is useful nonethe-
less to add nuance to this old saw (dicton)
by recognizing that in African thought,
not just any similarity allows one thing to
work upon another, and when one places
similar things in symbolic proximity,
their juncture is effected by Su: formal
arrangement (ordonnancement) we call
“ritual,” without which the desired effi-
cacy is inoperative. One can conclude by
saying that our discussion began with an
object of Bamana art, whereas Bamana
people have begun with an essential food
crop to construct a symbolic object,
through which they then associate their
family structure. O

Notes, page 90

12. Heonzontal cwara crest, Bamana peoples,
Maki, Wood, iron, cloth; length 76.2cm (307). Col-
lection of Morton and Geraldine Dimondstein,
Los Angeles.

This unusual hodzenial Cwara has two upper
registers with roan antelope horns, attached 1o
sections of neck with iron staples. Following Dr.
Zahan's hypothesis, this might connote a heras-
chy of social relations
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st tion irs swhiches for thin cultural substanoe aod oy the
mythic Brmng beat’ who the qealitens of the
idvad farmer and who gane agrioutere 10 the Bamana: the cult
group that peeserves the knomledge of agrcultural secuadiny
e the peneee of the ull's saceed ebjects (it the chyen,
songs, danors, costumes. and headdresses wend to mosivatle
the young men’s communy heeing, planting, and celbvatng:
the yousg; thamgmee farmers whese physacal strergeh, sup-
plivwss, send farming virtues imit st the exanple of the myth-
W ey Boast and quality thie 10 weds costumos and
headdresses in dance performances known as o v ©
5. Thaty years ago. in the pages of Afncn Arts, Oc P L
lmperats peovidad what | coorader the fit soclally, caleral
Iv, and betorically informed descripton of the porformance
ot of the ousre comples. A ducade lmee. Dominague
Zdunm\iwmvw“dlhhw”o-
dition with an isspressive vodume in which be exploned its
symbolisen and decumentod a8 mpeedive range of stylstc
vacation in the forma. | dedicate ths euay to thewe ploovens
and hope that it accents their work: in seme small way.
& Betwoen 1992 anvd 199 [ dixumserted the developenent of
market gaedening in the ama acd cxamiond the influesos of
this process oo domestic organization and production pes-
femne (NDOlon IR Amveata's comments compediod s 10
watch chosely dor evidinoe of the chuses purformancy wadi-
tion during my feldwark, theugh the awune phascmanon
was not ghe focun of mvy farkd sudies at the time: sy expanure
%0 these pedormances was foctuiows While 1 fooused my
rescarch encrgios oa Kueludugun, | tavded rogularty 1o
neighboeng villages, attending labor evests, marnuge cele-
bratiorn, bambers” ocdebrations, m well & vanoas perfor-
ey eventy involveg muasks and momgecrades, Ovenall, 1
A0 comioriable dating that there was a considerabiv
of everlag within the ropoa with sepaad o bas seclal, wo-
moenic, a0d relipous ritual
7. During my stax. the community had no mosque. Infact. [ do
ot nemember seetng mongques o ey of the Plassau villages |
vitnd mont Broguertly —shey oertainly weee ot hughlighted
on the villape toars | wes wenally oiven upea my first armval
K The fotomang sccounts dervve from oy dareet cbeervation
of the cvvrds and froe subsogaent 1om of the vadon
rapes and quhslmdodunqihwd«m*
Jathgi fara provided varous points of <larificalcn snd inter
presation | indicate M inpal whese edevane. For short vidoo
seguenies from two of thew purloemances, sov Wooken 1996,
9, Unfoctanately. | wan snable 8 recond i or the other
eSS oventioned heee. | intend 10 retneve whatever |
can from the 2udo cenpeoest of the videotapes
10 This sasguerade coerespoads to the “Namakoroet™ phe-
nomenon [mperato (1900 descnbes in assanation with many
Chean perloomances. Sev bis tum«e&mh
11 g bad eortsomad that 3t would be
a5 3 o, 10 oy & small sum (L0 FOFA, obﬂw!\\
USH e 2 et 1oy s he pat it Yhelp with the were @™ He
explined tha each time the asrsbon: were danoed, 2
chidhen socnice was offensd (evidence of which | had neeed
o6 the croars stxks)
12 Soe Zahan's esnay m thes vaue for 3 structural asakyss of
this feature
13 Thow Ymes may by linked 10 thise docridd in de
Gty s acoount of diatrization amoeg the Bamana (1999),
14 har 2o introdection i this masquerade, we Chivea 1931,
15 Jatg Bad mentovud that oo sudh oocasons people typically
wistand cach other ludk with thilr upooming Ly activitis,
1o upon heanng, S obd mim decusing, plans for the plansag 1
snd. "My you haevess many granares of soeghuon” and “May
you harnvet much com” The old men bosod fhis! They laughed
Nﬂdhl-uuﬂyh«mmamm
16 ) had cbeerved vanous sscnfioss. dvinatory kel toses,
and protectsve amulets, Bt had never scen this ty pe of cbyect.
Taeas vory sueprisen] 80 sov such items set cut o rblic vew
and in conjunction with the hoaddnvses.
17, Thow nechlaces v camw fom the soueg cavna
s | cbserved them woarsg the same ewldry before and
afver the evert
15 mplmwmwouwmmwh
ancestors and that his laaghter was sssocisted with bvaning
their peplies.
19, Me Barked the danters, drumirees, and sinpees, ard
espocially e and my visiting Sanoe. He neoed that the com-
munity was glad o have us present for their aghes? and
eatorated o us
20 See M 1988 {esp. pp 15-18) dor an engaging
discunnion of this imgornt et of the Bamana/ Mande
eeligonss order.
21 Wik [mgerato was tedd in the 19604 that suxch items had
Sevn used 0 grexistion with cinenns in the pust, Be sever
saw exampies of them dusimg Ms many enceusters with the
complex [personal communication, 1997),
2. This conceprwalization ks iospined by Amald's msightful
anlyses of puppet masdquerades in the Segou region LA meldi
W9, 1994,
23, ndend, o shoulc be potated oot that the presence of
e sl Childmen &2 v anous stages of Clanns performances
m»mﬁmmwﬂddhmﬁ«dﬁm&mdfnmm
plers. See Floney 1910 and Delafosse 1912
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[ This articie was acospted foe poblicstion i Jsouary 200 All
notes aee by Aln F Rodwrts as editoe and tramelstor |

1. As cofounder and cod of PASALA. 1 asked
Profiessor Zahao to write a paper marking his stay a1 lowa.
Hie boft “Two Werlds™ in reugh dralt, fell of comments o
hameadl {defennd berel, writhen as he Marmnd b use 4 comprat-
o As & ough dralt. we must forgive Zahan o his prose s 4
Bt chatty, swome of Ms ideas eeman moomplow, and a few of
b dettions are ureadvtantiated [n tramdatiog b pugwr for
pedlication, 1 have vlecsad 10 dekete edundascies and other
superfiuities, 2 a copy odtor might have seguestod had
Professar Zahan been able to do 0 Mmself, # may be worth
neea that soere vears Bedose hes dosth, | eranslaned snother
of hus artiches in the same way, and Zahao was pleaned weh
the resules 1 have peeserved the professee’s rather idiosyn-
Cratic e of guotation marks Ky the mont part. Because of
confusion rosuiting, from Zaban's illness amd dewthy, the papyr

noted thut i sbstantial Berstuse, suthoos e decussed
whether or not 2 is legical anmri@vM\s
“ancenalous, ™ i Zahue does bere, foe prepos-
tercens vusts oy defy oulturally comstructad amimal Gate-
Rorws, hoy are nonetheliss ttuand 0 snd esplaned by
systemaac knowledge: sov Roberts 199517-22 foe 2 revinw ol
such wrting,
4 Zaban offered Bhe Frondh rome for Voamdane sadternaince
2 pstarkes & lo terre. 07 “ground petachion ™ | extend sne
cere thasks to Raymond Sdverman for contacting Professers
Richard Bermyton, Jases MMMN
Joho Staatz of Michigen Seate Urpversaty, wio »
with information atout the plant and it fref 1 m
samething e Kdney boare, callod e guvivs by Bamana *
The Enghish term for Vosadoen may be “Bambara ground.-
nute” a nasse that would clesrly indicato the plant’s kcal
ongn and e, bet coe that appears not 10 have wide cur
ey among asglophonic Africarest sgncultural econo:
mists. Givens saach uncerisinties, 4 wems Setter o fnave the
naene o Latin, 3¢ “Vigadan ™ Zakhin duoussos Bueanic lit-
crature conierning Vs n Antlapvs du sl whch
Bambara “consider 2 hermagheodic plant™ because the
“made” peduncle ks atiracted o the Semicunity of thy varth
by the wnw Impulee dharscirizing the sttracton of the
sewes” (1980:55-57).
5. Here Zahan had insended 10 supply a shide Jed 3 caption
Heatifymy e whaco mortae by had in mund, e
nately. this mformation 15 now lok, but he may have bva
referning 20 Lutas montans from Congo (Kehas). which are
ofien Bgueasve. Zahao was inteeovted in African arts Juecs
atnd wish tobwooy, and we disorssed the possibuity of work-
g topether towand an exhibivon of these Sadly, this
nithative wis among Swoee lost wiih the prodessee’s Jeath
6. Pearest leaves are caton 35 3 wepetable ehirwhary in Alrica,
MMMCWLNanwahMNOOy
cannot be eaten, ooly that they are rot by Bamana.
7. M shoald be noted that in Zahen's ¢ ranonnd of
enmty-two bozental e (198 fige 113 thosugh 111921,
Frany Pousess meoe complen lower negicters than these dhus
erated 1o this artice,
8. Zahao did oot Moty the partiosdar type of Bage figuse i
s eough deall. ru&mtla\;:nmh&um«n
seforeing 3o Ty foe A ) Sigumos thit are somenims danoed o
meoi}fmlmhﬁhhmw
al commanicition of flanary 2000 Laesp (1996 MN-1) sug-
poves that the birnd lke head of Tidol figures may avfloct the
shape of women's hoes, and that "the figum is an antheopo-
spenesal cultivacoe. In this capacity, a-Tabol [the
Sorm of the serm ] bears coepanson with the devbod
Mandmg figure known as Chi Wara, o¢ The Fasming
Buast’, who Nkewise represests » tual bong crodaed
with the setroduction of agerouiture. Cha Waes's formal mani-
Bt atnom & alo siemilae 10 3-Tshot' < & componate of an antchope
::m_lrmhhubn‘m&numbw
hoe."
9 This uneaplaieed anslogy s difficult to undenaand.
Zahan's point moer penerally, e elabocated i Awadopes du
sled 198034, passim), s thot » detasks of hare
ookdd covuras such as e sevore sparals of sandvark tails are
“counterventies” aad A Tinversen of natune” Beant 4o
reflect an asserthon of huewan sgency i daticult weeld. He
compares vadh sculptural ploss 20 the clowning unietien
by rwmbers of the Kore sonety. whase “inlenbonal bur.
fesque™ s meunt bo mashe neality 3 evooe ready’ subgect of o
fSecmon by playfully subversiog e enpectascen ol hiv,

“Homam to mock desth in coder to Detier submut toit™
(Zahon 1980
10 The word “allusive” 10 both Feench and Engliah sofers b0

sodineet sefenence, “without raming rsmes ™ In a lectare o
the University of lowa Zahaa and | decusied whether the
serm I= appropelane to descnding cninas, For i s not so s
that the samwes of aremals and other koeographcal cenmnts
are noe namod o o s that 3 sesall paet i cheson to siand S

wis kot for 3 numder of years, but in 199 | discovennd 3
mdnmadhﬁds&ghml“l‘w«nmr.
Zakan’s life and work may wish to corsult theee volumes col-
Secned m hus memory: By 192 Erey & Wite 1995 and Ermy
Staen & Wilt 199%

i the prsint paper the cthnegraphic grounding
of Zahan's adsenthons s oot documensad. i Aseiopes S sodnd
(190 K he states that “all aur indormants aoe unanimous in
soying that the [hocwoatal cnvers] ceests feeen B8&dougee
sfer 1 Vowndin@, the wpper Weved of the adaxt to the sboves
grouns pant of the plast, @ lowet 10 it duched portion,
wcluding the socts” In othee woeds, his 1 based
upee the Bamsa evepenes be gatheeed i the [950n, an be
Mdm-léuﬁulwvrdﬁs
A fae more ditailod discusaion of the lconagtaplv ¢ (s
crests is in Zaharv's compendiows vobume. Astilopys
e sl (55800 Thas woek centams bine deavangs of nenety-
o horizonad danas thgs. 100 shrough [192) prosidieg
an unparalieled cpgortunity 20 s the play of Idess acnss 2
pener. M cotdlogue ranonee sl includes moec than fose
bvardrod other annas @ several “modeh”

As Stvphen Wooeen notes an tes same sz of Afias A,
aEra performens e calied cavnn Tlaming el 0
the Bamana language, and the bwead crests they wear in pes-
famano vt yon, oo "l avsmal hioads* For beevr-
ty | hove chosen 30 refer to the sockty, s porfoemen, aod
thiir beud crests by the same term, “cmvee ™ [t may abeo be

# laegw whale—borne foe antcope. kumrk Sc.al;wul
symoadoche of this soet is quite commaon in Alrics,
saggests e Robwrns 194 Wiat uallmvhwv»m
wh.-«h the roan aosdope "6 the son, & suggend 0 a
mmmmdhuwhmmm
'z-nud A phrase from Autifipes du salod (195051 ) cop-
briduntly comples mo of ramed and wnnamed nef-
ﬂ\m w Bamans st he calied such weeks “plastic
Imbecglios,” with all the contradictions so i
1L Yhe Meeral trarsilanon of iddds, “twig” makes f0¢ 20
Mmdphﬂ mm-mwuhhm
T Laer o his deaf, Zahun ramimahs dbxral the
ﬁum-nwu& )&m&ctm«m&h
may be tramlated baerally as “twig acL” but acds that |
thirik that the best expression for this art would be art on
monaena Flamp st oo “HEE 2] Pursonalty, L ihink that in
Engdech it would de tesier %0 say Jamp art’ even though the
word tump wsadly refers 10 somethung without feem. One
Con eole. for instaece. thae Temg sugae’ sefers 0 st in
piwes given Entingt form” In my opinion, “lump at” dovs
not coevvey Zahan's vense very well eather. Assde fnm being
am)n«wdphmhtﬁahl\-hﬂdun«mmug
gest s that while parts of animals or sdher ecferents may be
“harrped together” they “tuag —that w, they extend and
Krom into 3 oomplen w hode that 15 mose than the sean of s
parts “Berpeoning” steme Lo Gtune this sense
12 The sigasy of the eoan antvioge’s Right may avall the
sppaeent movement of the sum aling the echptc. as viewed



from » flat-world perspective {see Zaban 1981). Amoag his
many scholaely acoomplishements. Zahan was a piceces b e
study of African ethaomaonomy

13 Zahoan desondes dardvanh. physiogoceny and Svevior m
Andiopey S soied (I9T0TY) For fuither masing of
Zahanlae, ksl o0t odditas of sandvaciks and the “iavest-
od mil” of chomelouns 16 west Aficaa mit we Rodves
1995:B1-87 and 51-52 respectively

4. Zalan peovidis many mon: Bamana cherrvations aboet
pangalite (saly anteatons) in Antlopes du solnd (19080, e
sired In the present papes. be does net Identify the species of
parsgolin at saue, The glant pangetin (Mot gogecies) may be
the only one lound n Ml and amorg its humanlibe oddi-
ties that Bamana must cotice & the face that it sometines
walis om ats hind logs, wslag i1 thics tail fee bolaace. It digs
Buarnonws in which ot soips theough the day eaking e iaver-
Lo0d Of eXPECLItON Somw il similir o those for thye aard-
vork (voe Doest & Dandeion 10683530, 3y

15 Rather than “muateilineal” (descent traoed theough » mod®-

ef 20 Mt mothet, and o Sty o e onclusion of fathery'

limwenl, Zahoa prebably means o sefer bo 3 Blladeral patalineal
denand, through cew's father to bes father and one’s mother
0 Berr fathwe, vather Lk Arwsican kinship

16 Here Zakan seviews the fact that not 2l horzontal cienes
are wined with inon staples, and conchedes that those that ane
et were poohaldy sever dasoed, RBave 59 rtual powes and
may have boun produced roaently foe <ale o sourts eather
than for Bamans use
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IThay artiche was accepiod for publication in Ockober 199 )
I, See mewspager meviews i van Sosch 1997 and Mursix
1995,

2. Jeonducted ndorvicnn with the Jetiet in 199 i Jasaney,
March 27, 230d July 26

3. Benpgu wias sarnied 10 the antist Zwelethva Mithetwa, She
bl rve “These ic Always constant comparnon Aptusally,
becaure he is very well established. People alicays want by
o how much infuence be had on my work, but rarely do
they look vice versa, Whin bao artists cowsist they v v
bound to infloeace one another” (intetview, lanusry 1991

4. These comenents were ghured in coovenations with the
artst and meenbvrs of the at commgnity who had viewed
the exhivtioen.

5. To loreground hivorical allhanoes aganat racisn is not %o
igran those which have abo eviaed againet class privilege.
a3 demovntnatod o the Aanoe of Alncan Nations
Coogros, the South Afncan Communist Party, and the Coa-
fosvraton of Sowth Afrcen Trade Unions. However, 2= Indi
cated by Zine Magubonw, the spuoe now exmis & “engage
those tensiors and e ghat have existed all along™
(Magutune 1997221 For 3 hatory of women's cegasieaniee
W South Aflrica in the Socades peioe 1o the demwsratic cles
t0rs of 194 see Walker 1991 | 1482, For gerader prersroctives
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