
Regents of the University of California

 
The Naming Game: Ideologies of Luba Artistic Identity
Author(s): Mary Nooter Roberts
Source: African Arts, Vol. 31, No. 4, Special Issue: Authorship in African Art, Part 1
(Autumn, 1998), pp. 56-73+90-92
Published by: UCLA James S. Coleman African Studies Center
Stable URL: http://www.jstor.org/stable/3337649
Accessed: 27-10-2016 21:05 UTC

 
JSTOR is a not-for-profit service that helps scholars, researchers, and students discover, use, and build upon a wide range of content in a trusted

digital archive. We use information technology and tools to increase productivity and facilitate new forms of scholarship. For more information about

JSTOR, please contact support@jstor.org.

 

Your use of the JSTOR archive indicates your acceptance of the Terms & Conditions of Use, available at

http://about.jstor.org/terms

Regents of the University of California, UCLA James S. Coleman African Studies
Center are collaborating with JSTOR to digitize, preserve and extend access to African Arts

This content downloaded from 141.213.142.215 on Thu, 27 Oct 2016 21:05:26 UTC
All use subject to http://about.jstor.org/terms



 The Naming Game
 Ideologies of Luba Artistic Identity

 MARY NOOTER ROBERTS

 uba peoples are credited with
 developing one of the most
 complex and brilliant mnemon-
 ic systems in Africa for record-
 ing royal history, king lists,
 migrations, initiation esoterica,

 and family genealogies (Roberts & Rob-
 erts 1996). Their invention of the lukasa
 memory board (Fig. 1), an ingenious visu-
 al device for stimulating recall of innu-
 merable historical facts, shows that they
 are capable of preserving and transmitting
 any kind of historical information they
 choose-when they choose. Lukasa boards
 evoke the heroes and exploits of the great
 Luba epic; the biographies of particular
 kings; the names, titles, and duties of all
 the court dignitaries; sacred loci in the
 landscape where particular named spirits
 reside; countless proverbs, maxims, and
 songs; and even the precise locations and
 contents of the royal treasuries. But inter-
 estingly enough, never in the many recita-
 tions and narratives elicited by memory
 boards and related royal arts during my
 field research did I hear court historians
 or other narrators cite the names or iden-
 tities of artists.1

 Similarly, Luba artworks brought to
 the West since the nineteenth century
 and now held in museums throughout
 Europe and the United States are rarely
 accompanied by documentation on their
 makers' identities. The Africa-Museum,
 Tervuren, Belgium (also known as the
 Royal Museum of Central Africa and the
 Tervuren-Museum), founded by King
 Leopold II in 1897-98 to house the cul-
 tural wealth of the Congo Free State (his
 personal fiefdom), is one of the most
 archivally well-endowed institutions of
 colonial memory. Even so, Luba artists'
 names are primarily absent, in spite of
 the fact that the Luba acquisitions, which
 include works by discernible hands and
 workshops, constitute one of the muse-
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 um's most important artistic legacies (Ver-
 swijver et al. 1995).2

 Explaining the absences of data on
 artists is a matter of reconstructing not
 only Luba senses of naming but also the
 ways that naming games meet at the
 intersection of kingdoms and colonies,
 and constitute a contested terrain of

 negotiation and representation. The pur-
 pose of this paper is first to ascertain
 Luba concepts of artistic identity and
 processes of artistic exchange and then
 to demonstrate how Luba ideologies of
 artistic identity interface with notions of
 naming in Western contexts in which the
 objects have navigated for decades.

 The Cultural Construction of

 Artistic Identity
 What's in a name? Is it the name or is it the

 process of naming that matters? Do all
 peoples ascribe the same importance to
 artists' names, or is authorship a cultural
 construction? Does the absence of record-
 ed artists' names reveal more about the

 values of the culture that produced these
 works or those of the culture that ab-

 sorbed them thereafter? Naming creates
 an arbitrary relationship between a thing
 or person and its name. "An object is not
 tied so much to its name that one could
 not find for it another that would suit it

 better" (Rene Magritte cited in Dopagne
 1977: n.p.). And yet, naming is never neu-
 tral-it is both an appropriation of identi-
 ty and an imposition of it. To withhold a
 person's identity may be a form of protec-
 tion or of subjugation. To impose a name
 may be a form of repression or of eleva-
 tion. Naming is often a mechanism for
 asserting ownership or for binding rela-
 tionships: whether in celebration or in
 contestation, a name connects a child to its
 parent, a person to a profession or reli-
 gion, the colonized to the colonizer.3

 Since naming is always two sided, it
 should therefore be viewed from the per-
 spectives of both the namer and the
 named. This article explores the West's
 historical construction of non-Western

 artistic identity versus ideologies of
 authorship proper to patrons and pro-
 ducers of objects in non-Western cul-
 tures. Does the absence of artists' names

 in the records accompanying collected
 artifacts reflect the colonizers' efface-

 ment of the colonized, or is it that the
 original owners of these works did not
 place a high premium on remembering
 artists' names? Is artistic authorship "a
 taken-for-granted assumption of mod-
 ernism," related to contemporary West-
 ern notions of art and to the valuations

 of art in the marketplace? Do other cul-
 tures hold the same emphasis on "the
 artist's search for originality" (Fyfe &
 Law 1988:92)? If not, what are the moti-
 vating factors behind creativity and
 artistic production?

 African art and indigenous notions of
 authorship deserve to be better under-
 stood on their own terms, which is the
 admirable goal of several recent exhibi-
 tions of Yoruba art and artists, including
 "Master Hand: Individuality and Creativ-
 ity among Yoruba Sculptors," curated by
 Alisa LaGamma for the Metropolitan
 Museum of Art (1997-98), and "Olowe of
 Ise: A Yoruba Sculptor to Kings," curated
 by Roslyn Walker for the Smithsonian
 Institution's National Museum of African

 Art (1998). These exhibitions have suc-
 cessfully dismantled myths of artistic
 anonymity and rightly demonstrate that
 tradition always implies innovation (Yai
 1994:107). The Yoruba case, with its
 very specific mnemonic tradition of oriki
 praise poetry to commemorate renowned
 artists, compellingly disproves earlier
 Western assumptions about the lesser
 importance of the artist in Yoruba society.4
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 Certain other African cultures share the
 affirmation of individual named artists
 (as Z. S. Strother will show in her arti-
 cle in the next issue). But in no two
 African cultures are attitudes toward

 artistic creativity exactly the same, and
 certain other African notions of origi-
 nality and individuality are quite dif-
 ferent from both Yoruba and European
 modernist traditions.

 A modernist Western view would hold

 that the artist's role is to create something
 fresh and unusual, something that is a
 marked departure from previous prac-
 tice. A Luba perspective would have it
 that all royal arts are copies of the first
 insignia belonging to the culture bearers
 of Luba kingship several centuries ago,
 and that all artists are themselves incar-
 nations of the first Luba blacksmith-artist

 who came from the "east" (Fig. 2; Nooter
 1991). Luba attitudes toward creativity
 and individual authorship are reflected
 in children's naming rituals. A Luba child
 comes into the world bearing the name of
 an ancestor whose identity was made
 known to the mother via a dream some-

 time during her pregnancy. In this phi-
 losophy, a child is never an entirely
 original product but always a reappear-
 ance of a previous life. Originality takes
 on new meaning as past and present are
 conflated. Just as the Latin roots and
 the Middle English etymology of the
 word "origin" derive from "ancestry"
 (Soukhanov 1993:1276), so is originality
 for Luba peoples wedded to a cyclical
 rather than a linear sense of time.5

 An analysis of Luba art from the
 Democratic Republic of the Congo will
 demonstrate that Western modernist con-

 cepts of art and authorship cannot simply
 be imposed upon non-Western cultures.
 Creativity and originality are culturally
 constructed practices, linked to complex
 ontological and aesthetic beliefs about
 what objects are and can do, and the
 roles artists play in these processes. Fur-
 thermore, one cannot divorce indigenous
 attitudes about artistic identity from the
 entangled histories through which these
 works have navigated for decades in the
 West, or from processes of Western identi-
 ty formation. Once non-Western objects
 have entered the Western market context,
 their earlier attributions and identities

 become wholly intermingled with those

 1. Memory board (lukasa). Luba, Democratic Re-
 public of the Congo. Wood, beads, metal; 34cm
 (13.4"). Collection of Susanne K. Bennet.
 Memory boards were invented by Luba peoples
 as early as the eighteenth century to serve as
 mnemonic devices for the preservation and trans-
 mission of key names and events associated with
 the kingdom. Through codified patterns of beads
 and shells, they elicit an abundance of informa-
 tion, such as king lists, genealogies, initiation eso-
 terica, and the royal epic. Artists' names and
 identities, however, do not figure in these local
 archives of historical knowledge, nor do they often
 appear in museum documentation.
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 bestowed upon them by their new pro-
 prietors. Gordon Fyfe states,

 Works of art are not things-in-
 themselves. Images gain admis-
 sion to the realm of art through the
 medium of discursive rules that

 are knowledgeably applied by ex-
 perts and art lovers. Such dis-
 course does not float free of power,
 interests and social contexts in
 which art lovers come to know art

 objects although their meanings
 may be constructed around a
 denial of such contexts.

 (Fyfe & Law 1988:93)
 Definitions of "culture" and "art" have

 had their own histories in the West and, as
 James Clifford notes (1988:236), "can no
 longer be simply extended to non-Western

 58

 peoples and things. They can at worst be
 imposed, at best translated-both historical-
 ly and politically contingent operations."

 Luba mnemonic traditions and ar-

 chival documents lend partial insight into
 Luba notions of authorship and practices
 of artistic production and exchange in the
 precolonial period. Yet, colonial collecting
 and subsequent exhibition, market valua-
 tion, and scholarship on Luba objects in
 the West have continued to transform

 their authorship. As objects have circulat-
 ed from one context to another, and from
 one owner to the next, they have ac-
 cumulated names and attributions in a

 kind of "imbrication of identity,"6 all the
 while moving further from their original
 producers (Baudrillard 1983), whose
 identities are paradoxically preserved in
 the form of the objects' layered life his-

 This page:

 2. Luba artist at work in the Shankadi region, 1988.
 Photo: Mary Nooter Roberts.
 The Shankadi region was the heartland of the
 Luba kingdom at its height during the 17th-19th
 centuries. Artists attribute their professional
 identity to the culture heroes of Luba kingship,
 who introduced the first and "original" set of
 royal insignia, of which all subsequent examples
 are considered to be mere copies and imita-
 tions. The divination bowl figure that is being
 carved embodies the memory of the original
 diviner, Mijibu'a Kalenga, who played a pivotal
 role of prophecy and clairvoyance in the found-
 ing of the Luba kingdom.

 Opposite page:

 3. Stool (see also Fig. 21). Luba/Hemba regions,
 Democratic Republic of the Congo. Wood, 61cm
 (24"). The Metropolitan Museum of Art, New York,
 Purchase, Buckeye Trust and Charles B. Benen-
 son Gifts, Rogers Fund and funds from various
 donors, 1979 (1979.290).
 This stool is one in the corpus of works by the so-
 called Buli Master, whose repertoire of known
 works now numbers almost twenty. The stool
 represents the innovation of an extraordinary
 artist or artists who went beyond the bound-
 aries of convention and expectation to create a
 corpus of daringly moving sculptures. Frans
 Olbrechts of the Africa-Museum, Tervuren, iden-
 tified this hand in the 1930s; his was the first
 study in the history of African art to focus on a
 single artist.

 tories (Appadurai 1986; Roberts, Vogel &
 Miller 1994:37-55).

 Authorship and Authority

 The non-Western artist's identity is a crit-
 ical element in the politics of representa-
 tion that, oddly, has been overlooked in
 the emerging literature on museums,
 exhibiting, and the culture of collecting,7
 even as issues of curatorial authorship
 move to the forefront of debate and dis-

 cussion (MacDonald 1998:191, 232). For
 those involved in the contested terrain of

 "exhibiting cultures" (Karp & Lavine
 1991), it is now generally accepted that
 collecting and display are culturally
 determined, historically specific practices
 that reflect perpetually changing systems
 of value: "Every appropriation of culture,
 whether by insiders or outsiders, implies
 a specific temporal position and form of
 historical narration....The Western prac-
 tice of culture collecting has its own local
 genealogy, enmeshed in distinct Euro-
 pean notions of temporality and order"
 (Clifford 1988:232). Within this genealogy
 are two separate (though sometimes
 overlapping) modes of classification-
 ethnography and art-in which the art-
 ist's identity has had different and often
 incompatible values and roles.8

 In the former, a work of "sculp-
 ture" is displayed along with other
 objects of similar function or in
 proximity to objects from the same
 cultural group, including utilitari-
 an artifacts....A mask or statue

 may be grouped with formally dis-
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 similar objects and explained as
 part of a ritual or institutional com-
 plex. The names of individual sculp-
 tors are unknown, or suppressed. In
 the art museum a sculpture is identi-
 fied as the creation of an individ-
 ual....Whereas in the ethnographic
 museum the object is culturally or
 humanly "interesting," in the art
 museum it is primarily "beautiful"
 or "original."

 (Clifford 1985:242,
 my emphasis)

 These positions are not fixed but con-
 stantly subject to new deployments as the
 values and categories of the "beautiful,"
 the "cultural," and the "authentic" respond
 to changes in the art market and the world
 of commodities. The point is that the iden-
 tities of non-Western artifacts are continual-

 ly recontextualized to reinforce changing
 historical relations of power and to accom-
 modate transforming definitions of "art"
 and "culture." As Nicholas Thomas states,
 "objects are not what they were made to be,
 but what they have become" (1991:4). One
 cannot, therefore, suppress the objects'
 own historical processes of production, col-
 lection, and recontextualization, and the
 "unsettled, nomadic existence of these non-
 Western artifacts."

 The West's inclusions and exclusions
 of African artists' identities in museums
 and exhibitions are rooted in broader

 political and historical processes of no-
 menclature. Nowhere is the politics of
 naming more blatant than in the context
 of colonialism and related forms of

 imperialist activity that preceded the col-
 lecting of material culture. The hege-
 monic practices of colonialism laid claim
 to territories that belonged to others by
 drawing artificial boundaries around
 geographical features, by arbitrarily re-
 naming villages, towns, and rivers, and
 by assigning ethnic attributions to the
 peoples inhabiting those regions. These
 authoritarian processes are addressed in
 a rich anthropological literature (sum-
 marized in A. Roberts 1985 and Roberts

 & Roberts 1996:211-42), in which certain
 scholars argue that "ethnicity" and "tribe"
 are largely colonial inventions and do
 not reflect the continual shifting and
 reshaping of clan and lineage political
 boundaries that have characterized Afri-

 can identity formation prior to, during,
 and since colonialism.

 Luba peoples comprise a wash of
 myriad clan and lineage groupings that
 were more or less consolidated as a king-
 dom from approximately the seventeenth
 to late nineteenth centuries (Nooter 1991,

 Roberts & Roberts 1996). Yet these
 groups never referred to themselves
 homogeneously as "Luba" until Arab
 traders and later European travelers and
 colonizers began to call them by that
 name in the late nineteenth century.
 During the colonial period, "Luba" came
 to be associated with a host of ideologi-
 cal, historical, racial, and political attrib-
 utes that had both negative and positive
 connotations. People in southeastern
 Congo have adopted and continue to
 adopt the name when it suits their pur-

 Left: 4. Eastern Lunda King Kazembe sits in state
 with his regalia, which include a beautiful Luba-
 style stool, a European chair, and a staff, fly whisk,
 and beaded necklace. From Crawford 1924:182.

 Objects were often used far from their place of
 production, as it was common for eastern Lunda
 and Luba-ized rulers to commission regalia from
 Luba artists or to obtain Luba and other insignia
 through gift exchange.

 Right: 5. Kitwa Biseke, identified here by the mis-
 sionary W. F. P. Burton as the "official carver of the
 Nkulu chiefship" (a Luba chiefdom), 1927-35.
 Photo: W. F. P Burton. University of the Witswaters-
 rand Art Galleries, Johannesburg, BPC 05.15.
 Using only a knife and an adze, the artist is
 sculpting a divination bowl figure whose style is
 like that seen in Figure 6. Missionaries were often
 more scrupulous about recording the names of
 artists than their colonial counterparts were.
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 poses, for identity is never monolithic
 but always contingent; that is, identities
 may be negotiated, blurred, and inverted
 to accommodate changing historical
 circumstances. As Allen Roberts writes,
 "...ethnic identity is always a matter of
 debate, dispute, and negotiation" (Roberts
 & Roberts 1996:236); and according to
 Pierre Petit, " 'Luba' is a most ambigu-
 ous category, one that is situationally de-
 fined" (1993:30).

 In inverse relation to the imposition
 of foreign names upon the land and peo-
 ple was the stark omission of names
 from the fragments of culture that were
 amassed and removed from the colo-

 nized regions during the late nineteenth
 and early twentieth centuries to be taken
 back to Europe as souvenirs, trophies,
 and evidence of conquest.9 Luba objects
 were collected with little regard for the
 identities of the artists who produced
 them or the patrons who commissioned
 them, which led to their becoming time-
 less testimonies to "primitive" "exotic,"
 and "other" peoples.

 The absence of identification is espe-
 cially ironic considering that the first
 study in the history of African art to focus
 on a single artist's hand was about a
 Luba sculptor. In the 1930s Frans 01-
 brechts of the Tervuren-Museum as-

 signed several works (e.g., Fig. 3) to an
 artist whom he identified as the master of

 the "long-faced style," also known as the
 Buli Master, after the town where two
 sculptures were collected (1947:71-74).10
 Yet, Olbrechts's observation did not fore-
 cast the discovery of many Luba artists'
 names. In spite of Susan Vogel's pioneer-
 ing presentation of work by specific
 Luba artists at the Metropolitan Museum
 of Art (1980) and other attempts to deep-
 en our knowledge of individual Luba
 masters (Bassani 1976; Neyt 1994), we
 continue to have little biographical infor-
 mation on the great artists who pro-
 duced these objects.

 Entangled Identityl
 In the Luba case, retrieving the informa-
 tion undocumented by colonial collec-
 tors is not a simple matter. The story of
 Luba artistic identity is far too entan-
 gled. Because a hundred years of collect-
 ing Luba culture have intervened, one
 cannot pretend to recover a "pristine"
 past. One cannot assume that a biogra-
 phy of the Buli Master is still possible,
 untainted by the history of colonialism.
 As Thomas states, "Creative recontextu-

 6. Bowl figure. Luba, Democratic Republic of the
 Congo. Wood. Private collection.
 This bowl figure in the Mwanza substyle is likely
 to have been one of the precursors (made only
 for local consumption) of the group of such fig-
 ures later made under missionary guidance for a
 foreign clientele.

 autumn 1998 . atrican arts

 alization and indeed reauthorship may
 thus follow from taking, from purchase
 or theft; and since museums and exhibi-
 tions of history and culture are no less
 prominent now than in the epoch of
 world's fairs, that is a sort of entangle-
 ment that most of us cannot step out-
 side" (1991:5).12

 Lacking the documentation to know
 most Luba artists' actual names, collec-
 tors, dealers, museum professionals, and
 scholars have invented names, such as the
 Buli Master, the Master of the Cascade

 Headdress, and the Warua Master. And
 each of these names has undergone fur-
 ther modification as the objects have
 moved from one collection to another.

 The Buli Master, who began as the
 Master of the Long-Faced Style, has since
 been identified as Ngongo ya Chintu
 and now as the Master of Kateba. The
 Master of the Cascade Headdress, first
 named by William Fagg because of the
 fan-shaped hairstyle depicted on all the
 sculptures in the corpus, has been re-
 named the the Master of the Kinkondja

 COURTESY OF LOUIS DE STRYCKER
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 Workshop; while the Warua Master has
 been called the Frobenius Master and,
 most recently, the Prince of Sopola.

 While inventing the name of a master
 may seem a perfectly practical solution
 to the omissions in the literature, such
 inventions also reinforce and bring into
 high relief the ideological web of naming
 itself. Just as we can never fully recon-
 struct the original context of an African
 object,13 so is its artist's name in a state of
 perpetual metamorphosis as the work
 transits from its place of origin through
 subsequent lives and careers; often the
 object becomes ensnared in a tangle of
 commercial transactions, where a long
 list of provenance adds considerable
 value and cachet to its pedigree. One can
 lear a great deal about the provenance
 of certain Luba works by the genealogy

 62

 of the names assigned by others to their
 authors. These names reflect not only the
 "collecting history" of the object but also
 the way an object collects histories as it
 passes from one owner to the next.14

 In both Luba and Western contexts,
 and especially at the borderlines where
 they meet, a useful way to understand the
 permutations of Luba artistic identity is
 through a concept of "processual identi-
 ty." I adapt this term from Arjun Appa-
 durai, whose application of the term
 "process geography" is a progressive way
 of thinking about geographical areas not
 as definable spaces surrounded and per-
 manently fixed by mountains or water,
 but rather in terms of relationships of
 human interaction and entanglement.15
 Processual identity may be viewed in a
 similar fashion, as "a matter of situation-

 Left: 7. Headrest. Luba, Democratic Republic of the
 Congo. Wood, beads; 17.5cm (6.9"). Collection of
 Mr. and Mrs. Udo Horstmann.

 The Master of the Cascade Headdress is the
 invented name of the Shankadi sculptor of this
 elegant headrest. Headrests were among the
 most intimate of Luba objects, carried by their
 owners on trips and even buried with the de-
 ceased in the grave. Approximately twenty fig-
 ures in the highly personal and innovative style
 that characterizes this hand or workshop have
 been identified.

 Above: 8. Luba woman wearing a coiffure called
 the "step" style, 1927-35. Photo: W. F. P. Burton.
 Africa-Museum, Tervuren.

 Fashionable in the heartland of the kingdom in
 the late nineteenth and early twentieth centuries,
 this coiffure is depicted on the female figures on
 headrests in the "cascade style."

 al reckoning" (A. Roberts 1989:193), and
 can be a useful way to comprehend the
 fluid, porous, and generative ways that
 artistic creativity is conceived and con-
 veyed in Luba culture.

 Precolonial Processual Identity
 Most of the archival records that date

 from the late nineteenth and early twen-
 tieth centuries, as well as the field re-
 search of those of us who have worked

 among Luba peoples up to the present,
 are characterized by a relative dearth of
 knowledge about individual artists. The
 abundant documentation accompanying
 the hundreds of Luba objects in Tervuren
 rarely if ever mentions artists. Occa-
 sionally the data include the name of the
 person represented by the sculpture; for
 example, a photograph of a Luba bow
 stand (by the so-called Warua Master) in
 Tervuren's archives is accompanied by
 notes stating that the female figure sup-
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 SCHECTER LEE, COURTESY OF THE METROPOLITAN

 9. Headrest. Luba, Democratic Republic of the
 Congo, 19th century. Wood, beads; 16.3cm (6.4").
 The Metropolitan Museum of Art, Gift of Margaret
 Barton Plass in honor of William Fagg, C.M.C.,
 1981 (1981.399).
 The Master of the Cascade Headdress sculpted
 as though he were composing a score, incorpo-
 rating improvised flourishes and variations on a
 theme. In this headrest, the deliberate asymmetry
 of the arms and legs creates a dynamic tension,
 and a crisp sculpting technique accentuates the
 voids and silhouettes as much as the volumes
 and surfaces.

 porting the emblem represents the moth-
 er (whose name is provided) of the chief
 who owned the staff and who was said to

 have led a migration across the Luvua
 River. Sometimes the name of the chief or

 dignitary who owned an object is given,
 but even then, the information is scant.

 autumn 1998 ? african arts

 In the late 1980s I interviewed Luba

 people in the area that was once the heart-
 land of the Luba kingdom. Their absence
 of recollection about specific artists, and
 the small number of sculptors active in the
 area at the time of my stay, in part reflects
 the complex web of patronage and pro-
 duction of insignia associated with the for-
 mer kingdom from the seventeenth to the
 late nineteenth century. Thomas Reefe has
 effectively demonstrated (1981), and my
 own field research confirmed (Nooter
 1991), that Luba insignia were offered reg-
 ularly as gifts by kings to clients, and used
 as a form of exchange throughout the
 Luba region. The material data show that
 certain artists produced multiples of sin-
 gle object types-presumably for patron-
 kings in different regions, or else for a
 particular king who used the multiples for

 gifts as a form of investiture, a way to bind
 outlying kingdoms to the center (Nooter
 1991:42, 43). Also, because of the king-
 dom's tremendous prestige, chieftaincies
 on the frontiers of the heartland emulat-

 ed and adopted the trappings of Luba
 royalty (Fig. 4), resulting in numerous
 copies of Luba insignia throughout cen-
 tral Shaba and even into Zambia among
 Bembe and Lunda peoples (A. Roberts
 1985:94; Roberts & Roberts 1996:235-38).

 To further complicate this artistic web,
 Luba artists executed commissions for for-

 eign patrons. Some of these sculptors were
 itinerant and not necessarily from the
 areas where the objects ultimately were
 used; patrons are also known to have trav-
 eled great distances to commission works
 from highly regarded artists.16 Albert
 Maesen, the late curator of ethnography at

 63
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 the Tervuren-Museum, suggested that
 many of the great Luba master sculptors
 may have been Kunda, an aristocratic clan
 that inhabited numerous eastern enclaves

 of the Luba kingdom during the eigh-
 teenth and nineteenth centuries (person-
 al communication, 1988). The majority of
 objects considered to be the greatest ex-
 amples of Luba art are in a style that orig-
 inated from the eastern zones, not from
 the area that was the kingdom's center.
 Even Mbidi Kiluwe-the culture hero of

 Luba kingship-was Kunda by some
 accounts (Roberts & Roberts 1996:228). If
 artists were in fact connected with this lin-

 eage, and thus hailed from distant re-
 gions, that would partly explain why their
 names may be unknown in the heartland.

 There are, nevertheless, objects associ-
 ated with artists from the Luba heartland,
 where the well-known Luba-Shankadi

 style (also called Luba-Samba) is localized
 in and around the towns of Kamina,
 Bukama, Kinkondja, and Mwanza (de
 Maret et al. 1976). An article by Con-
 stantine Petridis and Pierre Petit (forth-
 coming) documents a corpus of Shankadi
 works collected by the Franciscan mis-
 sionary Servaas Peeraer in the mid-1930s
 and donated to the University of Ghent in
 1939.17 Although Peeraer's otherwise
 ample annotations are spare concerning

 64

 artists, he does record that two female fig-
 ures called bankishi, used for divination,
 were made by a handicapped male sculp-
 tor named Kyabala of the village of
 Kininga of the Bene Kabondo clan.18

 European missionaries were often
 more fastidious recorders of information

 about the objects they collected than their
 counterpart colonial officers and territor-
 ial administrators were. Many of the mis-
 sionaries who inhabited the Luba region
 stayed for extensive periods of time and
 took a sincere and passionate interest in
 the local culture, as evidenced by the
 invaluable monographs they wrote on
 many aspects of Luba culture, history,
 and art (e.g., Theuws 1962, Burton 1961,
 Colle 1913). In Figure 5, an artist is shown
 sculpting an object in the Shankadi style.
 The photograph, taken by the missionary
 W. F. P. Burton in the first two decades of

 this century, was accompanied by notes
 identifying the artist as Kitwa Biseke,
 "official carver of the Nkulu chiefship."
 A second photograph by Burton shows a
 stool and a staff in a nearly identical
 style, probably by the same hand; they
 are noted as a "stool and a staff of office
 of sub-chief Kafuiza."

 Interestingly enough, the bowl figure
 in Figure 5 is in a style identified by
 Pierre de Maret as the Mwanza substyle

 Left: 10. Luba chief displaying a staff and a lukasa
 memory board. Shaba region, 1989. Photo: Mary
 Nooter Roberts.

 The objects are not merely aesthetic emblems
 of office but also are testimonies to inherited

 rights and privileges, and embodiments of spiri-
 tual benediction. The identity of the sculptor who
 made them is not generally discussed, and is
 not considered to be nearly as important as the
 processes of consecration that occur over the
 course of the objects' lifetimes.

 Right: 11. Female kashekesheke diviner with her
 divining instrument. Shaba region, 1989. Photo:
 Mary Nooter Roberts.
 The diviner conceived her divining instrument in
 a dream, which she then conveyed to an artist
 who made the sculpture according to her speci-
 fications. The owner openly pronounced and ex-
 plained the name of the spirit that the figure is
 said to embody, but she did not reveal the artist's
 name or speak of his identity. The creation of a
 work of art through a dream demonstrates trans-
 personal creativity at work.

 of the Shankadi complex (de Maret et al.
 1976). We can attribute at least seven
 other bowl figures to this substyle. Two
 are in Tervuren, three are recorded in
 Tervuren's archives as being in private
 collections, and one is in Johannesburg.
 One colonial report claims the bowl
 figures were made under missionary
 guidance at the Protestant mission at
 Mwanza, although Joseph Maes stated
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 Left: 12. Mwadi female spirit medium. Shaba re-
 gion, 1970s. Photo: Thomas Q. Reefe.
 Some Luba persons attribute the form of lukasa
 memory boards, used for safeguarding royal his-
 tory, to Mwadi spirit mediums. Gender lines be-
 come blurred in Luba creative processes, for
 while the actual carving is done by a male
 member of the Mbudye association, the form is
 inspired by a dream of a Mwadi, who is the phys-
 ical and spiritual embodiment of a deceased
 king and a symbol of continuity between the an-
 cient past and the lived present, and between
 men's and women's powers.

 Right: 13. An artist displays a sculpted wooden
 staff made at the site of a forge for blacksmithing,
 1970s. Photo: Thomas Q. Reefe.

 The arts of smithing and sculpting are often done
 by the same person, whose identity is linked to
 the founding culture heroes of Luba kingship who
 brought the technologies of smelting and smith-
 ing to Luba peoples.

 that the corpus made for export was nev-
 ertheless based on earlier prototypes
 made for local consumption (1939:85),
 such as the bowl figure in Figure 6. It is
 conceivable, then, that Kitwa Biseke-
 and other Luba artists of that period-
 was sculpting both for local and foreign
 clients (Nettleton 1992:52-54).

 The Shankadi artist most well known
 in the West is the so-called Master of the

 Cascade Headdress (Figs. 7, 9). Although

 autumn 1998 ? african arts

 we do not know his actual name, we do
 know of approximately twenty works
 produced by him and his workshop dur-
 ing the nineteenth century in a distinctive
 and extremely creative style characterized
 by miniature human figures in asym-
 metrical poses, wearing dramatically cas-
 cading hairstyles. The hairstyles imitate
 actual coiffures worn by Luba women,
 documented in turn-of-the-century pho-
 tographs and paintings (Fig. 8). In fact, the
 Master's headrests served to support the
 very hairstyles that are seen in the cary-
 atids of these sculptures. The play on the
 idea of support and the inventive varia-
 tions on a theme suggest that the artist
 was a self-confident and innovative pro-
 ducer of new forms, who departed from
 convention to assert a recognizable and
 appealing signature style (Vogel 1980:137).

 Two headrests, one in the National
 Museum of Copenhagen and the other in
 a private collection (illustrated in Neyt
 1994:185, 187), are closely related to the
 Cascade corpus but, as Ezio Bassani sug-
 gests (1976), they may be the work of a
 separate artist. Almost identical, each de-
 picts two figures facing each other in a
 loose embrace. Their legs are dynamically
 opposed, with one stretching forward
 and the other tucked behind. One wears a

 cascade hairstyle, the other wears an

 openwork cross-shaped coiffure; accord-
 ing to Luba spokespersons these were the
 two most popular fashions of the late
 nineteenth century. Documents suggest
 that the artists of this workshop may have
 lived near the kingdom of Kinkondja,
 although Luba people of Kinkondja to
 whom I showed photographs of these
 headrests in the 1980s were not able to

 assign a name to their maker.
 That we have not yet been able to

 record the actual names of these artists

 and many other celebrated Luba masters
 may stem from two factors in addition to
 the mobility of art. The first is practical:
 the objects were mostly produced in the
 nineteenth century and removed from the
 Congo by the early twentieth, and the
 kingdom and its artistic patronage pro-
 gressively declined by the turn of the
 century. How, then, can descendants be
 expected to remember these sculptures
 or to identify photographs of them as
 the products of a specific ancestor whom
 they did not know and whose works they
 never saw? Second, and more concep-
 tually, field research suggests that re-
 membrance of a particular artist is a
 component of memory transmission that
 is inseparable from the memory of the
 patron, the spirit medium that conse-
 crated it, the spirit or person whom it
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 portrays, and the originary artist of the
 Luba epic that every subsequent artist is
 thought to incarnate and embody.

 Objects That Articulate Knowledge
 Given the sophisticated mnemonic tradi-
 tions that Luba peoples have invented and
 used for several centuries to safeguard and
 generate other kinds of historical knowl-
 edge, it is clear that they could have found
 ways to remember artists, but chose not to
 make that a priority. Why? The answer has
 to do with their attitudes toward objects: as
 scholars have observed for many other
 African peoples (MacGaffey 1993; Blier
 1995; Roberts & Roberts 1997; Vogel 1997),
 Luba attribute less importance to what
 objects are than to what they do, and espe-
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 Left: 14. Figure. Luba, Democratic Republic of the
 Congo. Wood, cloth, iron; 13.7cm (5.4'). The Metro-
 politan Museum of Art, The Michael C. Rockefeller
 Memorial Collection, Nelson A. Rockefeller Gift,
 and Anonymous Gifts in Memory of Vera de Vries,
 1967 (1978.412.561).
 This diminutive sculpted figure is laden with super-
 natural charges in the form of medicinal bundles
 around the base and on the head, which are
 "closed" by an iron pin. The pin represents a
 blacksmith's anvil, referred to by Luba peoples as
 "the secret of power and progress," and is said to
 "hold the spirit within."

 Above: 15. Chief in the rich iron-producing dis-
 trict of Kilulwe near Ankoro, 1927-35. Photo: W.F.P.
 Burton. University of the Witswatersrand Art Gal-
 leries, BPC 13.9.
 The chief, documented by Burton as a black-
 smith/sculptor, is shown here in his regalia and
 holding a carved staff of office and a figural
 headrest laden with beads and tacks. Con-
 sidering the important role of blacksmithing in
 the founding of the Luba kingdom and the origi-
 nal culture hero's identity as a master black-
 smith, it is not surprising that a chief would also
 be an artist.

 cially how they allow their owners and
 users to articulate knowledge. Luba con-
 sider the aesthetic qualities of sculptures to
 be vehicles of spiritual efficacy, mnemonic
 recall, and ideological validation. Objects
 are made to express relationships and to
 make statements of political legitimacy. It
 is this active sense of the object that allows
 their works of art to function as mnemon-

 ic devices-visual images that stimulate,
 generate, and activate memory in the form
 of oral recitation and other performative
 media such as dance, song, and trance
 (Roberts & Roberts 1996).

 Luba peoples describe memory as a
 string of beads, a metaphor that conveys
 the active, contingent, negotiable nature of
 memory (Roberts & Roberts 1996:29-33).
 Just as the elements of a beaded necklace

 can be arranged in myriad ways, so is
 memory constantly subject to new config-
 urations, in reaction to changing circum-
 stances and alternative points of view.
 Luba works of art are visual devices that
 articulate connections, associations, and
 relationships among persons, places, and
 things in the past and in the ever evolving
 present. They provide a support for such
 articulations. In other words, the memory
 boards, stools, staffs, spears, axes, and
 bowls that Luba artists make are not ends
 in themselves but rather are frameworks,
 structures upon which their owners and
 users may fill in the historical details and
 map the signposts of memory. A staff of
 office, for example, is no mere emblem of
 prestige (Fig. 10). It is an actual testimo-
 nial, a legal record, and an embodiment
 of spiritual benediction. Staffs are used
 by chiefs in moments of political chal-
 lenge or litigation to validate their posi-
 tion and to "prove" their rightful heritage
 (Nooter 1990; M. Roberts 1994; Roberts &
 Roberts 1996:162-74).

 Most important, mnemonic devices
 that double as royal insignia are recepta-
 cles of spiritual power and invocation.
 Within these containers, fashioned as
 female figures according to the highest
 norms of cosmetic beautification and per-
 fection, dwell the tutelary spirits of Luba
 kingship (M. Roberts forthcoming; Roberts
 & Roberts 1996: chap. 3). While the sculp-
 tor was responsible for making a container
 that would attract the spirits, it is often a
 separate specialist-a spirit medium, di-
 viner, or chief-who consecrates it after
 production, and it is, likewise, often anoth-
 er person who envisions or conceives the
 object prior to bringing the commission to
 an artist. In other words, essential aspects
 of the objects' conception and creation
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 16. Luba diviner. Shaba region, 1988. Photo: Mary
 Nooter Roberts.

 Just as all artists are incarnations of the original
 culture heroes Mbidi Kiluwe, Kalala Ilunga, and
 Kahasa Kansengo, the first blacksmith-artist, so
 are all diviners considered to be personifications
 of the first Luba diviner, Mijibu'a Kalenga, who
 helped the first Luba king come to power.
 Identity for Luba professionals associated with
 chieftaincy and divination is often linked to a dis-
 tant, originary past, which each successive gen-
 eration is believed to reenact.

 occur both before and after the sculptor's
 interventions, although without his mas-
 tery and his elevated aesthetic sensibility,
 the other stages of production and bene-
 diction would be unsuccessful.

 From Conception to Consecration:
 Transpersonal Identity

 Those whom I interviewed on the subject
 of artistic process and creativity invari-
 ably talked more about the consecration
 of the work by a spirit medium or the
 conception of the work through a dream
 on the part of the owner-to-be than about
 the sculptor himself. These transforma-
 tions of identity, or porous and fluid rela-
 tionships of identity, may go against a
 modernist sense of a prominent individ-
 ual artistic identity, but they do not
 diminish the importance of the artist and
 the nuanced way that artistic creativity is
 perceived and performed by Luba peo-
 ples. Luba artists partake of a "transper-
 sonal identity," a term also used in Hindu
 art history to describe the phenomenon
 whereby artists become subsumed by the
 larger network of relationships-both
 social and spiritual-of which they are a
 part (Shearer 1993:16, 17).

 In one case, the owner of a staff of
 office, who used his staff to recount the
 entire genealogy of his lineage and to con-
 tain the most potent of spiritual and ances-
 tral powers, explained that if the staff were
 ever lost or stolen, a new one would be
 commissioned from an artist. The replace-
 ment would be worth nothing, however,
 until taken to a sacred forest where the

 twin tutelary spirits of Luba kingship,
 named Mpanga and Banze, would conse-
 crate and empower the staff to life. The
 named spirits are even depicted on the
 staff (Roberts 1994:24-32). In another case,
 a female diviner who was the owner of a

 kashekesheke, a figural divining instrument
 used for problem-solving, explained that
 she had dreamed of her figure, named
 Mpombo, in all of its physical detail (Fig.
 11); then she conveyed her dream to an
 artist, who fashioned the image according
 to these oneirically ordained specifica-
 tions.19 The name of the sculpture, not the
 name of the artist, was key to the owner.

 In another case, the owners of a lukasa
 memory board used for the remembrance
 of royal histories recounted that a Mwadi
 spirit medium dreamed the form of the
 board and then dictated it to the artist (Fig.
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 12). Mwadi was the title of a woman who
 became possessed by a deceased king's
 spirit and went to reside in his former
 palace, where she perpetuated the memo-
 ry of the king. She was in effect the king
 himself, and the new king paid homage to
 her in the form of gifts which he sent forth
 to her domain, called a "spirit capital"
 (Nooter 1991:271-76; M. Roberts forth-
 coming). That the Mwadi was responsible
 for the form of a lukasa, and that she could
 conceive its image through a dream, is
 indicative of the ways that Luba artistic
 identity may be permeable and porous,
 able to flow between individuals who col-

 lectively create a single work.
 The examples of the Mwadi and the

 kashekesheke diviner demonstrate that even

 gender is permeable in Luba creative

 processes. Although women do not partic-
 ipate directly in the professions of sculpt-
 ing or blacksmithing, they nevertheless
 often serve as agents behind the concep-
 tion of a work's form and iconography.20
 Through processes of transpersonal cre-
 ativity, both the Mwadi and the diviner
 received the inspiration for the objects'
 forms through a dream, in much the same
 way that pregnant Luba women are visit-
 ed in a dream by an ancestor whose name
 and identity the child will bear. The notion
 of a covert female dimension of artistic

 creativity is consistent with other aspects
 of Luba royal experience, in which men
 are the overt power holders but women
 are believed to be behind the scenes as

 advisors, ambassadors, and especially as
 spirit mediums (Nooter 1991: chap. 5;
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 Nooter 1992). Power is perceived to be
 ambiguously gendered, and creativity is
 the mechanism whereby women conceive
 kings through birth and incarnate them
 after death.

 Forging Creativity

 Just as Luba artistic creativity navigates
 across gender and professional divides,
 so does it cross temporal ones. Kingship
 and artistry become more enmeshed
 when we learn from the research of

 William Dewey and S. Terry Childs that
 most Luba wood sculptors were also
 blacksmiths, and blacksmiths played a
 critical role in the founding of the Luba
 kingdom (Fig. 13). Both Mbidi Kiluwe
 and Kalala Ilunga, the culture bearers of
 Luba kingship, were described in the
 royal epic as master blacksmiths who
 brought this technology to Luba peoples.
 In other accounts, upon his investiture as
 the first Luba king in Munza, a rich iron-
 producing district, Kalala was said to
 have summoned a man named Kahasa

 Kansengo to teach his people the art of
 smelting. Subordinate lineages were sub-
 sequently sent a bellows with instruc-
 tions on its use, and many still claim that
 this event signaled the origin of their
 subchieftaincies. Indeed, the investiture
 process of kings is itself considered to be

 a dramatization of forging: in a ceremony
 called "the beating of the anvils," the can-
 didate-king sits upon a stool holding an
 axe and a double-headed spear while two
 dignitaries symbolically beat his knees to
 symbolize the act of creation, of forging a
 king (Dewey & Childs 1996). Luba peo-
 ples state that just as a blacksmith trans-
 forms raw metal into useful weapons and
 tools, so is a king transformed during his
 investiture from an ordinary person into a
 superhuman being.

 The importance of blacksmithing as an
 art of transformative power is reinforced
 by every king's possession of weapons
 and tools that incorporate metal, and are
 considered to be copies of the original
 insignia and weapons carried by Mbidi
 Kiluwe himself. They include elegantly
 sculpted spears and axes, scepters and
 knives. Most significant, many of those
 iron insignia are adorned with tiny cone-
 shaped objects that are miniature repre-
 sentations of the blacksmith's anvil (Fig.
 14). A Luba proverb states, "The anvil is
 the secret of power and progress," a refer-
 ence both to the wealth implied by met-
 alworking technologies and the more
 symbolic dimensions of ironworking as
 an art of transformation. Chiefs even wore

 these anvil-shaped hairpins in their coif-
 fures, for Luba emphatically state that
 such pins serve to hold the spirit within.

 The close association between kings
 and artists is reflected in some early ar-
 chival photographs. Burton, for example,
 documented a high-ranking dignitary or
 chief who was also a renowned sculptor
 living in the rich iron-producing district of
 Kilulwe near Ankoro (Fig. 15). But when
 we lack documentation on names of par-
 ticular artists, it is not because they were
 unrecognized but rather because their
 identities were interwoven with the larger
 identities of Mbidi Kiluwe, Kalala Ilunga,
 and Kahasa Kansengo, the first Luba
 blacksmith-artist, who is thought to be
 personified by every subsequent Luba
 artist. Just as all Luba diviners are in-
 carnations of the first diviner, Mijibu'a
 Kalenga (Fig. 16), and all kings are per-
 sonifications of Mbidi Kiluwe and Kalala

 17. Investiture of a Luba chief. Shaba region,
 1988. Photo: Mary Nooter Roberts.
 All chiefs are considered to be manifestations
 of the first Luba king, Kalala Ilunga, and every
 investiture ceremony is a reenactment of the
 original series of events that led to Kalala's
 enthronement as recounted in the royal epic.
 Investiture rites include a ritual called "the beat-
 ing of the anvils," in which a dignitary symboli-
 cally beats the knees of the chief to signify the
 "forging" of a ruler. Ironworking is a metaphor
 for the almost mystical abilities of rulers to
 incarnate the past and to perpetuate the past in
 the present.
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 Ilunga (Fig. 17), so too are all artists incar-
 nations of these two culture heroes assist-

 ed by their blacksmith. Dewey and Childs
 found that when they posed questions
 about the lineages of particular smiths,
 people were able to recite extended his-
 torical genealogies.21 But unless prompted
 by specific questions, the local people
 showed less interest in the individuality of
 the smith than the ideological connections
 between kings and blacksmiths, rulership
 and artistic creativity. Luba concepts of
 originality are firmly rooted in antiquity,
 and insignia are tangible links to a distant
 originary past (William Dewey, personal
 communication, 1998).

 Luba artists are valued less for their

 own individuality than for their ability
 to achieve efficacy and to articulate rela-

 tionships that transcend in every way
 the boundaries of a modernist view of
 art. A Luba sense of art and the artist in-

 cludes an approach to originality that
 comes from a social history of use, an
 accumulated genealogy of meaning, and
 especially from the secret powers that
 Luba confer upon art objects to harness
 and to hold the most powerful and an-
 cient spiritual and ancestral forces. Every
 work of art is therefore a reworking and
 a rebirth of ancient ideas.

 The dynamism of these processes of
 artistic exchange and circulating notions
 of identity may then in part explain the
 omissions of artists' names from the
 exhaustive mnemonic records that Luba

 continue to use to preserve and transmit
 their history. Like forging iron, creating
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 artistic identity is a process of transforma-
 tion and change, permutation and alche-
 my. One person can dream an image that
 is created by another to be consecrated by
 a third before use by a fourth, and then
 appropriated by a fifth for exchange with
 a sixth, and on and on. This processual
 nature of the creation and use of Luba art

 in the precolonial period is not unlike the
 second part of the Luba story: the ex-
 changes and negotiations that brought
 works of art to the West.

 Symmetries of Appropriation

 Most Luba art was taken from the Congo
 between the late nineteenth and early
 twentieth centuries, when travelers, mem-
 bers of antislavery campaigns and scientif-
 ic expeditions, missionaries, and colonials
 began to penetrate the region. Objects
 were collected in a variety of ways-some
 purchased, some given as gifts, some
 seized, some traded in diplomacy. The im-
 portant point is that the use of objects for
 the reification of political negotiations
 prior to colonialism also characterized the
 appropriation of those same works by for-
 eigners; and frequently the naming of
 artists by foreigners reflects the permuta-
 tions of ownership, authority, and intrigue
 in these objects' lives. Just as Thomas
 (1991) found a symmetry between indige-
 nous appropriations of European artifacts
 and the colonial collecting of indigenous
 goods in the Pacific, which serves to break
 up the "us/them" oppositions, so one
 finds a process of naming at work in pre-
 colonial Luba contexts that is virtually mir-
 rored when Luba objects enter Western
 circuits of object exchange.

 An example of how complex and con-
 voluted the picture became with colonial
 intervention is recounted by Allen Roberts
 (1985:108-13). The two Luba-style works
 shown in Figure 18, along with several
 others by the same hands, were commis-
 sioned by two related Tabwa chiefs, Chief
 Kansabala and Chief Lusinga, who resided
 on the periphery of the Luba kingdom and
 emulated central Luba kingship practices
 to reinforce their power during the middle
 of the nineteenth century. Although these
 eastern lineages had been relatively un-
 stratified compared with the Luba heart-

 18. Chiefly insignia (male-female pair). Luba/Tabwa,
 Democratic Republic of the Congo. Wood, bark,
 cloth, iron, fiber cord, bushbuck horns, rock crys-
 tals, various natural substances; male 70cm (27.5"),
 female 56cm (22"). Africa-Museum, Tervuren, nos.
 31663 and 31664.

 This pair of Luba-style works, commissioned by
 two related Tabwa chiefs to augment their status,
 was collected in 1884 by Emile Storms, a Bel-
 gian administrator who went to the region as
 part of an antislavery campaign. Storms later
 gave the sculptures to the Africa-Museum. The
 story of these objects' ownership demonstrates
 the ways that works of art were used to legit-
 imize political authority both in Luba precolonial
 contexts and later in colonial contexts of appro-
 priation by Europeans.
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 land, the mid- to late nineteenth century
 saw a time of new political consolidation,
 in which chieftaincies suddenly sought
 ways to organize and strengthen their
 authority through participation in the east
 African slave trade during the 1870s and
 1880s. In fact, these two chiefs moved their

 chieftaincies from the eastern Luba periph-
 ery to the shores of Lake Tanganyika so
 they would be closer to Ujiji, the endpoint
 of the caravan trade to Zanzibar. Emile

 Storms, a Belgian administrator who went
 to the region in 1883 with an antislavery
 campaign, was confronted by Chief Lu-
 singa. Storms awaited the arrival of a Ger-
 man expedition, and with that army he
 overtook Lusinga's chiefdom and killed
 Lusinga. He and the German officer then
 seized the insignia belonging to both
 chiefs, which they ultimately deposited
 in the colonial museums of Tervuren and

 Berlin, respectively. In other words, the
 objects were seized from the treasuries of
 African monarchs to be deposited in the
 treasuries of European ones.

 Accretions of Identity

 The naming game often goes hand in hand
 with such struggles for appropriation and
 ownership, as demonstrated by the gene-
 alogy of names assigned to the artist of an
 outstanding corpus of works in an eastern
 Luba style (Cover, Figs. 19, 20). In the re-
 cent exhibition "Memory: Luba Art and
 the Making of History," co-curator Alien F.
 Roberts and I dedicated the entire last

 room of the exhibition to this sculptor to
 demonstrate the ways that objects and
 artists' identities may accumulate histories
 and names as they pass from one owner to
 another, and from one political domain to
 the next (Roberts & Roberts 1996:228).

 This corpus of masterworks, consisting
 of three stools, several bow stands, two
 janus figures, one male figure, and a large
 half-figure, is most probably the work of a
 master and at least one apprentice. Susan
 Vogel describes a stool in the University
 Museum of Philadelphia (Cover) and a
 bow stand in the Monzino collection (Fig.
 19) as "sharing a crystalline purity, a geo-
 metric regularity, and sharply-carved,
 almost diamond-hard scarification on the

 stomach" (Vogel 1986:125-26). The em-
 phasis on stools and bow stands would
 suggest that this artist excelled in these
 specific object types and would not have
 made all of the items in a given treasury.
 The existence of so many works of the
 same type suggests that the sculptor was
 celebrated in his own time, highly valued
 by patrons of different chieftaincies for his
 elegant evocations of royal demeanor.

 Two of the works, the Philadelphia
 stool and a janus figure in Berlin's Muse-
 um fur Volkerkunde, were collected by
 the German ethnographer Leo Frobenius
 in 1904. He labeled both simply as
 "Warua" when they entered their muse-
 ums, but he provided no particular detail
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 as to their geographic or ethnic origins.
 "Warua," a Swahili pronunciation of
 "Baluba," is the name Swahili traders
 gave to the Luba-related, mostly Hemba
 and Tabwa, peoples residing in the east-
 ern zones of the kingdom during the late
 nineteenth century. Sculptures by this
 hand have since been described as cre-
 ations of the "Frobenius Master" or "Fro-

 benius's Warua Master," as published by
 Susan Vogel (1986:125-26) and Ezio
 Bassani (1989:265; 1992:274), both of whom
 have studied the stylistic attributes of
 works in this corpus. Recently Francois
 Neyt proposed a new name for this artist,
 the "Master of the Court of Sopola," men-
 tioning Prince Sopola as a leader who
 pushed the limits of the Luba kingdom to
 the Luvua River. Yet there is limited doc-

 umentation to support this attribution.
 Neyt himself states, "Hardly any of the
 works attributed to this anonymous mas-
 ter have been located" (1994:84).

 Never in this genealogy of the name
 does one learn who the actual artist was
 or where he was from. What is learned

 is the history of the objects' ownership
 by foreigners. Because of a Western pre-
 occupation with provenance, works are
 named and renamed in a game of nomen-
 clature that reveals more about the West's

 history of commodifying objects than the
 history of the objects in question. Yet the
 masterworks by this hand are among the
 most compelling testimonies to one Luba
 artist's sculptural genius, as they reveal
 nuances of repetition and innovation
 from one work to another.

 Silent Authorship and Luba
 Notions of Authenticity

 It must be remembered that the sculptures
 by this master and others discussed here
 are considered to be the most potent
 emblems of Luba royal power and author-
 ity. They are not mere articles of status-
 they are repositories and wellsprings of
 sacred authority. The secrecy associated
 with many works of art in Africa is con-
 sidered to be protective, discretionary, and
 power enhancing (Nooter 1993). Luba
 stools and bow stands are rarely intended
 for human eyes; the knowledge that
 inheres within them and the forces they
 contain are considered too dangerous.
 They must be kept hidden away in other
 villages, often swathed in white cloth.
 Stools are usually hereditary objects,
 passed from one generation to the next, as
 tangible links to a prestigious legacy of
 sacred rulership. They are literally "seats
 of power," microcosmic symbols of a Luba
 kitenta, or spirit capital-that is, a place
 joining a chief and his people to the ances-
 tors and other spirits seeking to guide
 everyday affairs (Fig. 20). Such a seat situ-
 ates power and memory in the past and
 present, and its subtle iconography can be
 read as a sculptural narrative (Roberts &
 Roberts 1996:154-62).

 It would be both out of place and inap-
 propriate in a Luba context to openly and
 publicly discuss the authorship of works
 possessing such covert and discreet pow-
 ers.22 Stools are displayed only on the
 most exceptional occasions, such as the
 day of a king's investiture, whereas bow
 stands are never seen by anyone but
 the owner and the female titleholder,
 Kyabuta, who guards the emblem in a
 sacred shrine house. Furthermore, such
 objects are considered to be a direct inher-
 itance from the culture heroes of Luba

 kingship, Mbidi Kiluwe and Kalala Ilun-
 ga. For Luba, the "authenticity" of these
 objects and other royal emblems such as
 staffs, spears, and axes resides in their
 derivation and descendence from the

 ancient past. One titleholder explained:

 In the beginning, Mbidi Kiluwe
 brought for his son Kalala Ilunga
 only one kibango royal staff. It is
 only there where the royal staff was
 left that power was localized. The
 many staffs that one sees these days
 scattered everywhere are imita-
 tions, copied from the first staff
 belonging to Kalala Ilunga. His chil-
 dren have tried to adapt their own
 histories and have adopted this
 insignia. In reality, the staffs owned
 by different titleholders are used to
 render themselves more prestigious
 and powerful and so give them-
 selves more "weight," in memory of
 the first original staff.

 (in M. Roberts 1994:24)

 Luba officials validate authority by
 reference to a set of original emblems
 more valuable than the many "copies,"
 "imitations," and re-creations that have
 followed. Value is determined by the rar-
 ity and antiquity of the truly authentic
 originals. Luba secrecy reflects a respect
 for the sacred and the old, and the effac-
 ing of authorship preserves the sanctity
 of the work and enhances its sacred aura.

 Although an artist is a mortal, represent-
 ing a temporal reality, his work has a
 timeless significance and can outlive
 generations of mortals to effect spiritual
 transcendence itself.

 Authorizing Authenticity:
 The Buli Master

 The mechanisms for the construction of

 value and authenticity in Luba culture are
 not dissimilar from those in the West,
 though the ultimate goals differ greatly.
 For Luba peoples, the "authenticity" of
 insignia serves to validate and legitimize
 political authority; in the West, authentic-
 ity is linked to the market-itself a vehicle
 of power and authority, but not always
 with explicitly political motivations. In
 the art market, determining authenticity
 reflects a well-developed strategy to
 define value by scarcity and age. A small
 number of works by an early master will
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 19. Bow stand. Luba, Democratic Republic of the
 Congo. Wood, metal; 64.5cm (25.4"). Collection

 0 of Carlo Monzino.
 < The artist known in the West as "Frobenius's Warua

 Master" sculpted bow stands for kings and chiefs
 throughout the Luba region. He had a genius for
 combining an organic rendering of the human
 form with the symmetry and geometry of patterned
 branches. While each bow stand is unique, the
 known examples have features in common. The
 gesture of hands to breasts refers to the Luba
 belief that certain women guard the secrets of roy-
 alty within their breasts.

 always be worth more than a larger, later
 corpus. And the ability to assign a name
 and a location to an artist is worth more

 than anonymity. The history of research
 on the Buli Master, later identified by
 Louis de Strycker and Francois Neyt as
 Ngongo ya Chintu (Neyt 1994:216-17),
 reflects the ways that naming plays a role
 in strategies of authentication.

 Ever since Olbrechts's identification of

 several works in the "long-faced style"
 and his assignation of the name "the Buli
 Master" to the anonymous producer of
 the corpus (Olbrechts 1947:71-74), schol-
 ars such as William Fagg, Vogel, de
 Strycker, and Neyt have grappled with
 different aspects of the artist's elusive
 identity. Over the course of the last fifty
 years, the sculptures by this hand (or
 hands) have attained an almost mytholog-
 ical importance. The style represents an
 alternative vision that goes beyond the
 conventions and norms of Luba and

 Hemba arts, while nevertheless deriving
 from them (Figs. 3, 21). Vogel described
 this alternative style as reflecting a pathos
 associated with the decline of the Luba

 kingdom at the end of the nineteenth cen-
 tury, and argued for the existence of a sin-
 gle master (Vogel 1980:142). Some owners
 of Buli works reject such a late date, for
 that would imply a "decadence" connect-
 ed with the beginnings of foreign con-
 tact and the decline of the precolonial
 Luba kingdom.23 As the corpus has grown
 over the years, now totaling nineteen
 documented objects, and as these have
 changed hands, been sold and acquired,
 scholars have debated, first, whether there
 was a single Buli Master or an early mas-
 ter followed by one or more later disci-
 ples, and second, when the works were
 made. The most recent assertion is that

 there were two masters, the first a far
 superior sculptor working in the mid-
 1800s, and a second producing later in the
 century (Pirat 1996).

 Mirroring the debates about the num-
 ber of Buli Masters is an equally ambigu-
 ous understanding of the ethnic melange
 of which these works were a part. Are
 Luba and Hemba two ethnicities or one?

 Although the region where the artist is
 thought to have lived is in the so-called
 Hemba region, Hemba in fact simply
 means "the people to the east," and was
 probably a Luba sobriquet for their east-
 ern cousins (A. Roberts 1985:6). According
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 to Maesen, the Hemba were Luba peoples
 residing on the opposite side of the
 Lualaba River who appropriated the
 name during the colonial period to con-
 solidate power and to distinguish them-
 selves from their stronger and more
 populous Luba neighbors (personal com-
 munication, 1988; M. Roberts forthcom-
 ing). De Strycker and Bernard de Grunne
 (1996:50-52) provide detailed historical
 data gleaned from colonial documents,
 diaries, and conversations with the de-
 scendants of collectors of some of these

 Buli-style works to show how the sculp-
 tures reflect complex interactions between
 the artist's own lineage and those of his

 72

 patrons. The area where the sculptor is
 thought to have worked was a crossroads
 between the Luba and Hemba regions,
 and his probable patronage by chiefs on
 both sides of the Lualaba River would

 explain why he created standing male
 portrait figures with Hemba characteris-
 tics, kneeling caryatids and bowl bearers
 that are more typical of Luba artistic pro-
 duction, and still other sculptures that
 combine aspects of both styles in an idio-
 syncratic blend (Fig. 21).

 In spite of these new data, we still do
 not know the artist's actual name, for
 Ngongo ya Chintu turns out to be a
 generic nickname for artists, and Buli was

 This page:

 20. Stool. Luba, Democratic Republic of the Con-
 go. Wood, 48.9cm (19.25"). Private collection.
 It remains unclear whether the so-called Warua
 Master made stools and bow stands for different
 clients or multiples for a single ruler to be used
 for gift-giving. But the fact that examples of his
 work were collected over a widespread area
 suggests that he was highly valued by patrons in
 his own time. Of three stools known by this hand,
 this one was collected most recently, in the
 1970s, and its surface shows many years of use.
 Stools are both literally and metaphorically
 "seats" of power and receptacles of the most
 potent spiritual energies, and they are kept hid-
 den away from public view most of the time.

 Opposite page:

 21. Back and side views of the stool in Figure 3.
 The kneeling woman supporting a stool is a typi-
 cally Luba genre, while the standing male portrait
 figure is characteristic of Hemba art. This sculp-
 tor, known as the Buli Master, combined Luba
 and Hemba elements by carving a stool whose
 caryatid in the form of a standing female figure
 bears a closer stylistic resemblance to Hemba
 than to Luba art. While the artist himself resided
 in a village called Kateba, located in the Hemba
 region, he sculpted for both Luba and Hemba
 patrons. The names Luba and Hemba are them-
 selves invented attributions, however, for Luba
 and Hemba clans constitute a single amorphous
 ethnic mix of peoples formerly affiliated with the
 "Luba" kingdom. Equally ambiguous is whether
 there was a single Buli Master or an early master
 working in the mid-1800s who was succeeded by
 others working toward the latter half of the centu-
 ry. These are the puzzles of an art history that
 seeks to challenge monolithic assumptions of
 artistic identity in order to understand alternative
 cultural constructions of authorship.

 the place where only two of the nineteen
 objects in the corpus were collected. De
 Strycker and de Grunne therefore pro-
 pose a new name, "the Master of Kateba,"
 which they assert more correctly desig-
 nates the town where the artist spent the
 greater portion of his life (1996:51). The
 historiography of the Buli Master epito-
 mizes the imbrication of identity that
 characterizes the accumulations of ethnic

 and kin relations prior to colonialism,
 superimposed by further attributions
 during and since colonialism. The Buli
 Master has become a metaphor for the
 layering of names and interpretations
 upon an absent referent. As David
 Morgan puts it, "Communities of viewers
 appropriate the image and remake it after
 themselves....even transforming the artist
 himself..." (1998:134).

 These accounts demonstrate "proces-
 sual identity" at work, the accumulation
 of histories and names that some objects
 acquire in their trajectory from Africa to
 the West. Like a pawn in a chess game, an
 artwork may become a device of nego-
 tiable transaction in much the same way
 that objects were manipulated by Luba
 rulers in their own precolonial political
 dramas. The artist's name in Luba art his-

 tory has been as arbitrary as all signs are.
 One could modify the words of Rene
 Magritte just slightly: "An artist is not
 tied so much to his name that one could
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 not find for him another that would suit

 him better." Magritte goes on to say that
 "a name often serves only to designate
 itself" (in Dopagne 1977: n.p.). Artists'
 names may be invented to accommodate
 changes in scholarship, to increase an
 object's value, or simply to assist with
 identification; but the name may say
 more about the person who gives it than
 the person it is meant to represent.

 In the end, beyond and outside of these
 naming games, these unnamed artists
 are nevertheless knowable. Though their
 original names have not come down to us,
 their originality-in the Luba sense of the
 word-certainly has, and the works they

 autumn 1998 ? alrican arts

 made continue to invoke histories for

 Luba peoples today as well as for foreign
 owners and users. Though these artists
 may serve to reify the products of other
 peoples' dreams or provide the apparatus
 of other peoples' power, though they may
 be superseded by spirit mediums who
 activate their forms or be omitted from the

 annals of colonial reportage, though they
 may forge iron in the name and memory
 of the originary Luba culture bearers, they
 are never anonymous. But to determine
 who and what "art" and "artists" mean

 for different peoples and periods of histo-
 ry is what makes art history a critical field.
 That a modernist notion of art might be

 shaken, expanded, or transformed by a
 Luba sense of transpersonal, processual
 identity; that one's own cultural assump-
 tions might be suspended for just a
 moment to consider the possibility of
 alternative value systems and different
 notions of self and society, originality, and
 artistic identity-this is what the study of
 African art can offer, and these are the
 ways Luba artists continue to activate
 thought and to articulate relationships
 and values. Their works fulfill ongoing
 roles as vehicles of memory and knowl-
 edge, and as supports for the vicissitudes
 of changing historical circumstances. D

 Notes, page 90
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 Much of the material in this article is taken from my 1994
 monograph on Fre Seyon. I wish to thank Diana Spencer and
 Francis Anfray for permission to publish their photographs,
 and Jeff Allison for his resolution of a computing disaster. I
 am grateful for Professor Getatchew's translations of the
 major inscriptions in this article.
 1. Written communication, May 5,1995.
 2. In highland Christian Ethiopia there was little interest in
 painting beyond the religious sphere. Portraits of nobles and
 royal patrons grace devotional images and adorn manuscripts
 of religious texts, church walls, and processional crosses. The
 decoration of reception halls of palaces and perhaps other sec-
 ular structures was apparently limited to imported luxury fab-
 rics, such as patterned silks (Perruchon 1893:118).
 3. The art of the Byzantine empire and the Greek Orthodox
 Church frequently provided models for the arts of the other
 Eastern Churches.

 4. The Ge'ez term for all painted or engraved images is se'el,
 meaning "image" or "picture."
 5. Compare with Isaiah 6:3: "Holy, Holy, Holy is Lord of
 Sabaoth, the heavens and earth are full of Thy glory." This pas-
 sage from Isaiah is used as a hymn in the Christian liturgies.
 For a more complete discussion see Heldman 1994:29, n. 9.
 6. Literacy was the privilege of the nobility and the priestly
 class; furthermore, Ge'ez, the literary language of the Ethiopian
 Church, ceased to be spoken by the twelfth or thirteenth centu-
 ry and was incomprehensible to the unlettered peasantry.
 7. Takla Maryam is the name he assumed when he took his
 vows. See Budge 1898:31-34.
 8. Qasis Asteraye T. Nigatu, written communication, May 5,1995.
 9. The inscription in the upper margin reads, "Picture of Our
 Lady Mary with her Beloved Son." Below the figure of Emperor
 Dawit an inscription reads, "Picture of King Dawit whose faith
 is pure." Note of this manuscript was first published by Diana
 Spencer (1967). This portrait of Mary probably follows the
 iconography of Dawit's palace icon, no longer extant, which he
 used for his daily private devotions; see Getatchew 1983a. This
 collection of Marian tales of diverse origins had been translat-
 ed from Arabic (the language of Egyptian Christians) to Ge'ez,
 the literary language of the Ethiopian Church, during the reign
 of Emperor Dawit (Cerulli 1943).
 10. Constantinople was also conceived as a "New Jerusalem"
 (Sherrard (1965:79 passim).
 11. This elegant gesture has a long history in European paint-
 ing; see Wohl 1980:81.
 12. I do not mean to suggest that the use of devotional images
 was unknown in Ethiopia until this time. Iconic portraits of the
 saints in manuscripts of the fourteenth century are inscribed
 with prayers to the saints, and iconic portraits inscribed with
 prayers appear in pre-fifteenth-century murals. A portrait of St.
 Mercurius slaying Julian the Apostate in the late-thirteenth-cen-
 tury church of Gannata Maryam is inscribed: "Saint Mercurius,
 martyr of Christ, pray and supplicate for Yekunno Amlak and
 Nehyo Bakrestos. Amen." Other iconic portraits in the same
 church are inscribed more generally, as in "St. Cyriacus, martyr
 of Christ, pray and supplicate for us" (Heldman & Getatchew
 1987:5). There are, to my knowledge, no extant Ethiopian devo-
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 tional images in the form of wooden panel painting from a time
 earlier than the reign of Zar'a Ya'eqob.
 13. For a summary of the great contribution made by Zar'a
 Ya'eqob to the literature of the Ethiopian church, see the essay
 "Ethiopic Literature" by Getatchew Haile in Heldman et al.
 1993:49-51; see also Getatchew 1992 and 1981:99-100. John
 Meyendorff (1986:672) has observed that in the Byzantine
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 East, not only monks and clerics but also laymen, including
 emperors and civil officials, could compose and publish theo-
 logical treatises. This was the case in Ethiopia as well.
 14. In addition to Michael and Gabriel, who stand beside Mary,
 there are Rufa'el, 'Ura'el, Fanu'el, Saqu'el and Ramu'el.
 Getatchew Haile (letter, April 1984) noted that this list follows
 EMML no. 204, ff. 10r-v, a manuscript dated A.D. 1966-67,
 which is a direct copy of the original Horologion of Abba
 Giyorgis still preserved at his monastery at Gasecca (Macomber
 1975:215; Getatchew & Macomber 1981:339-40).
 15. This composition combines several incidents from the pro-
 lix reading for the commemoration of the feast of the Covenant
 of Mercy that was added to the Ethiopian Synaxary when it
 was revised circa 1563 (Colin 1992:450, 550-57). The reading
 tells how the angels would take Mary to heaven where she
 would see her Son enthroned and King David, and it also says
 that when Mary prayed to her Son on 16 Yakkatit at Golgotha,
 asking him to reward those who pray and do good works in
 her name, he came to her saying he would grant her wish.
 16. The term "Frank" means not just the French, but all Europeans.
 17. See the discussion of the account of the stolen painting by
 Brancaleon that was owned by Prince Sem'on (Heldman
 1998:139-40).
 18. The act of signing one's name upon a finished work did
 not imply being in possession of artistic genius. The concept
 of an artist or musician having divine force or genius and
 thus claiming higher social status did not begin to develop in
 western Europe until the fifteenth century and may be attrib-
 uted to the revival of Neoplatonic philosophy (Martindale
 1972:97-104; Pelles 1963:20-22).
 19. Brief inscriptions of supplication which include the
 mural painter's name are frequently found in provincial
 churches of Crete during the fourteenth century (Kalopissi-
 Verti 1994:144, 150-51).
 20. Because virtually no work has been done on collecting
 scribal signatures and colophons in Ethiopic manuscript, the
 frequency with which they occur is undocumented.
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 ROBERTS: Notes,from page 73

 This article has been modified and expanded from a paper orig-
 inally prepared for "Individuality and Creativity in African Art:
 A Cross-Cultural Comparison," a symposium organized by
 Alisa LaGamma for the Metropolitan Museum of Art in con-
 junction with its exhibition "Master Hand: Individuality and
 Creativity among Yoruba Sculptors" held in 1997-98. I wish to
 thank Alisa for the invitation to participate in the symposium
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 Yoruba case may relate in part to the fact that well before the
 arrival of colonials, Yoruba culture had one of the earliest cap-
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 ters and market systems. In the West the moderist notion of
 gathered artifacts and the importance of the individual artist
 has developed hand in hand with an emerging capitalist "sys-
 tem of objects" since the nineteenth century (Baudrillard in
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 Clifford 1985:239; A. Roberts, personal communication, 1998).
 5. Wyatt MacGaffey has discussed how time for many Bantu-
 speaking peoples was a spiral until it was "flattened" by colo-
 nialism and the introduction of Western paradigms such as
 capitalism (MacGaffey 1983:128-29).
 6. This phrase is adapted from Biebuyck (cited in A. Roberts
 1985:5), who discusses the ways that African ethnic denomi-
 nations recognized or conceived in the colonial period fail to
 reflect the "complex imbrication of human populations."
 7. For more about the historical development of the concepts of
 culture and art, see Clifford 1988:232-36. Also see Roberts, Vogel
 & Miiller 1994 for a discussion of different cultural approaches
 to object collection, preservation, and value.
 8. The role of display in the construction of these categories was
 the focus of an exhibition and book titled ART/artifact, held at
 New York's Center (now Museum) for African Art (Vogel 1989).
 9. For more on processes of Luba cultural appropriation, see
 Nooter 1992.

 10. It is not surprising that Luba art should be the first style in
 African art for which an artist was located. Luba art has always
 been valued in the West as one of the most "naturalistic,"
 "sophisticated," and "refined" of African art styles, the type that
 would be featured in an exhibition whose goal was to prove that
 African art is "art" and not mere "artifact" (Vogel 1989).
 11. Use of the term "entangled" comes from Nicholas Thomas's
 insightful analysis of Pacific Islands artistic exchange and colo-
 nialism (1991).
 12. A compelling example of the degree to which indigenous
 African arts and artists are affected and transformed by foreign
 contact can be found in Schildkrout & Keim 1990.

 13. For more on objects' irretrievable origins, see "Does an
 Object Have a Life?" in Roberts, Vogel & Muller 1994.
 14. "Collecting histories" was the name of the last gallery in
 "Memory: Luba Art and the Making of History." The exhibition
 examined the layerings of identity and interpretation that
 objects acquire like a thick patina of history and experience (see
 Roberts & Roberts 1996).
 15. This term was used by Arjun Appadurai during a lecture
 series he conducted for the University of Iowa in 1996.
 16. One Luba spokesperson, the son of a renowned artist from
 the Kinkondja area, recounted how, in the early twentieth
 century, prominent chiefs and kings traveled to Kinkondja
 from the royal capitals of Kabongo and Kasongo Niembo just
 to commission stools from his father (Nooter 1991:41 citing
 interview with Ngoi Wafingwa Kabuke, 1987).
 17. Another group of Luba objects was given to the Africa-
 Museum, Tervuren, by Peeraer, and are discussed by Pierre
 Petit (1995). Peeraer's writings were greatly valued by his
 Belgian contemporaries, including Frans Olbrechts, who main-
 ly based himself on Peeraer's fieldnotes when discussing Luba
 art (Petridis, personal communication, 1998).
 18. Maesen also reported that many of the eastern Luba artists
 he encountered in the 1950s were handicapped (personal com-
 munication, 1988), and Allen Roberts made the same observa-
 tion among neighboring Tabwa peoples in the 1970s (personal
 communication, 1997).
 19. For more on kashekesheke divination techniques, see
 Nooter 1991:191-98 and Roberts & Roberts 1996:182-85.

 20. For more on the ambiguous gendering of power in Luba
 culture, and the role of women in Luba art and politics, see
 Roberts 1992 and M. Roberts forthcoming.
 21. Virtually all Luba people of a certain age and erudition
 can recite genealogies when asked to do so about different
 forebears, lineages, or chiefships. The question is whether the
 blacksmith genealogies are of a particular nature that would
 distinguish artists from other categories of ancestors. Judging
 from the data at present, they are generic family genealogies.
 22. Susan Vogel has made this point with regard to Baule art-
 works that are spirit containers. One would never point to a
 person in a village to identify him as the artist of a mask that
 is the embodiment of a spirit.
 23. The idea that African contacts with colonials and other
 foreigners polluted a "pristine" precolonial past is one of the
 misassumptions on the part of outsiders that many recent
 studies have tried to correct. Contact with foreigners, and the
 creative ramifications of these encounters, is central to under-
 standing the resilience of African artistic creativity-prior to,
 during, and since colonialism.
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 $1.20 per word, minimum $30. African Arts box number $15.
 Classified ads must be prepaid.

 BOOKS

 African, ethnographic, and ancient art. Important,
 rare, and out-of-print titles bought and sold.
 Catalogues available upon request. Further de-
 tails from: Michael Graves-Johnston, 54, Stock-
 well Park Road, P.O. Box 532, London SW9 ODR.
 Tel. 0171-274-2069, fax 0171-738-3747.

 AFRICAN ART & BOOKS

 New in London: quality African tribal art and rare
 books on Africa (art, travel, ethnology, etc.)
 offered by JR GALLERY at the London Anti-
 quarian Book Arcade, 37 Great Russell Street,
 London WC1B 3PP (opposite the British Muse-
 um). Tel. (44) 171-436-2054, fax (44) 171-436-
 2057, e-mail antiqarc@easynet.co.uk.

 ART HISTORIAN/ASSISTANT CURATOR,
 AFRICAN/OCEANIC ART
 University of Colorado at Denver/Denver Art
 Museum

 CU Denver and the Denver Art Museum seek an
 art historian for a position to be shared by these
 two institutions. The Art Historian/Assistant Curator
 will be a tenure-line faculty member employed at
 UCD, teaching three courses per year in the Visual
 Arts Department. Additional responsibilities will
 include department and university committee
 assignments. The Art Historian/Assistant Curator
 will also spend two days a week, year round, at the
 Denver Art Museum, researching and refining the
 museum's collection of approximately 2,000
 objects of African and Oceanic art, organizing
 permanent and temporary exhibitions, and devel-
 oping active community outreach and relation-
 ships with potential donors. Candidates must have
 a Ph.D. in art history, full-time teaching experience
 in the arts of Africa or Oceania, and a minimum of
 two years' museum curatorial experience with
 these collections. Salary competitive; starting date
 August 1999.

 Candidates should send a detailed letter of
 application, CV, and three letters of recom-
 mendation to Dr. Karen Mathews, Chair, Art
 History/Assistant Curator Search Committee, De-
 partment of Visual Arts, University of Colorado
 at Denver, Campus Box 177, PO Box 173364,
 Denver, CO 80217-3364. Review of applications
 will begin on January 1, 1999, and will continue
 until the position is filled. The funding of the posi-
 tion is dependent upon University approval. The
 University of Colorado at Denver and the Denver
 Art Museum are affirmative-action, equal-oppor-
 tunity employers, and educators with a strong
 commitment to diversity and to program access
 for persons with disabilities. The Colorado Open
 Records Act (C.R.S. 24-72-204) requires that a
 candidate who wishes his or her application to be
 kept confidential must submit a written request at
 the time of application. Applications are other-
 wise open records and must be disclosed upon
 request. AC-INT, AA/EOE.
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