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the best performers—the top artists in Akan society—are those who can
bring their own individual artistic contribution into what thev are
doing. Ability in handling thesc uncodified structural procedures en-
ables the creative performer to create and recreate pieces in appropriate
contexts.

Summary and Conclusions

In this paper, we have examined the role and functions of the musician
in Akan society, the structural relations in which he is involved, the
sources of his artistic experience and modes of expression. We have
looked briefly at the musical usages which guide his creative per-
formances and have suggested that since music occurs as an event, its
study must also be considered from the point of view of the musiciag
and that it should include the structural procedures whicl provide the
basis for creative-performances, and which form part of the “dvnamics”
of a musical situation.

As an artist his function is not onlv to reproduce the traditional
pieces that Le knows. It is part of his role to recreate them or to make
creative additions to them. It is his privilege to express himself in song,
to sing about his own life or about the lives of those with whom he js
in active contact by virtue of his art. It is his privilege to use music as a
means of social action as well as ap avenue for expressing his own
cmotions,

The society in which the musician lives makes the arts an important
focus of social life. Together with dancers and other artists, therefore,
he is able to make g contribution to the artistic content of ceremonies
and rites and so enhance the meaning of such occasions for those who
participate in the activities. Hence he will alwavs find an appreciative
audience who would identifv themselves with his sentiments or com-
ment even on the quality of his performance. If he is able to satisfy
them, they will say to him: wWagora yiye d, literally, vour play is sweet,
or wWagors yi ye fe, literally, vour plav is beautiful, depending on
whether the source of appeal is largely auditory or visual (taking into
account the total spectacle mcluding movement ). But above all, the
audience will endeavor to understand the meaning or message of his
art, for artistic statements are, m Akan society, manifestations of the
Impulse to express, represent, or symbolize thoughts, beliefs, and feel-
ings in culturally defined forms through a plastic medium, musical
sounds, bodily movemen t, or by verbal means.

John C. ;‘I'Icsscn‘gcr

THE CARVER IN ANANG SOCIETY

In 1951 and 1952, myv wife and T spent over a vear i southeastern

Nigeria studving Anang religious acculturation. The data reported in
this paper were collected in the course of ascertaining the religious
mmplications of wood carving.” Our personal interests and curlosity led
us to record as much about the traditional craft as time permitted, to
visit a “carving village” of past fame, to observe the mass production
techniques of a modern urban guild, to photograph the several stages
of manufacture of a human figurime and g mask, and to collect
numerous carved pieces from artisans of exceptional talent.

The Anang arc located mostly in Ikot Ekpene and Abak Counties
of Calabar Province and make up the second largest of the six Ihibio-
speaking groups, with a population of 375,000. They occupy an 8so-
square-mile territory, hounded on the cast and south by the Fastern
Ibibio, on the north by the Isuorgu Ibo, and on the west by the Ngwa
and Ndokki Ibo. A “middle range society,” the Anang lack centralized
government but are formed into -§ village clusters (iman), cach of
which is delineated by a food taboo and other distimet cultural traits,
as well as a consciousness of unity shared by its members and the terri-
tory its contiguous communitics occupy. Tkot Iikpenc County sub-
sumes 16 such groups, among which cight are Anang, five Fastern
Ibibio, two Envong [bibio, and one of Aro Iho derivation; the Anang
iman are the Abiakpo, Adiasim, Afaha, Ibon, Fkpu, Nvama, Ukana,
and Utu. Although my wife and 1 worked in over 50 conumunitics
among cight of the northern and central Anang village groups, all of
our wood carving information was procured from six craftsmen living
in four Afaha scttlements. The Afaha group of 3o villages is situated in
the southwestern portion of Ikot Ekpene County, bordering the Nawa
Ibo, and its inhabitants are known as “tle people who live between
the Acaca and Kwa Ibo Rivers who do not cat squirrel.”

Each Anang iman is ruled to 2 limited degree by a hereditary chief
(okuku ) who resides in its paramount village. While the village group
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is the broadest political unit, the individual community (obio) is the
most important one, and a hereditary leader (oD isay) and council
of elders direct its political as well as many of its religious and social
affairs. We lived for nine months in the Afaha paramount settlement,
Tkot Tbak, and two carvers from neighboring Tkot Ese—the village
head, also a famous oath giver, and one of his sons—were our prin-
cipal informants. The patrilineage (ekpuk), four to 19 generations in
depth, is the largest kinship unit, It is composed of both nuclear and
extended familics whose members reside in compounds surrounded by
forest, bush, palm tree groves, and farm land. Every patrilineage com-
mands a scgment of land within the community, and cach family a
tract within this scgment. Central to the village is a clearing, or square,
containing the court building, shrines, funeral monuments, and an
area sct aside for local marketing and performances of drama associa-
tions during the div scason. The ekpuk also possess squares on a smaller
scale, while the paramount settlement has a subsidiary one in which
OUCC & vear oian marriage ceremonics are conducted.?

Carving and raffia v caving are the major Anang crafts, and the ob-
jects produced by local artisans are widely renowned in West Africa
and have found their wav mto museun ane private collections the
world over. Among other indigenous crafts (usa) practiced by the
Anang are dnim making, carpentry, pottery making, iron working, rope
making, and the appliquéing of funeral cloths. The last mentioned
skill is almost lost, and the pamting of funcral murals to serve the
same purpose (which preceded, and for a time was practiced con-
currently with, appliquéing ) has disappcared altogether. Tron working
is also verv nearlv a lost art, but at onc Lime craftsmen, working with
scrap obtamed from Aro 1ho traders, manufactured carving tools,
machctes, knives, nails, “cap guns,” and agricultural implements. Most
of the carving and weaving prior to the age of the tourist and the export
market was done for members of the 19 Anang vol untary associations.
I'our of the groups utilize wooden masks, four, raffia masks and cos-
tumes, and two, wooden puppcts; all emplov an assortment of minor
carved and woven articles produced by professional artisans. One of
the mam reasons u hv the individual carver no longer thrives as he once
did is that associations which required s services are dving out for
lack of recruits.

Cuarving as an Occupation

Until the establislhinent of carving guilds in Anang towns during re-
cent vears, carvers (akwai nkwsi) plied their craft independently and
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did not form associations as do workers of magic, diviners, actors, and
musicians. Nor do raffia weavers, iron workers, or other artisans join
together as is common in many West African socicties, Among Anang
craftsmen, the highest prestige ranking is ascribed to the carver. One
of the major prestige symbols is the possession of wealth, measured in
terms of property, moncy, and other attributes, and the skilled carver
carns far more than his nearest competitor, the accomplished weaver.
Moreover, the carver who excels is thought to do so, in part, because
he is imbued with supernatural power, the possession of which also
brings him prestige. (Llders, by virtue of having achicved old-age
status, are held in esteem because their longevity proclaims spiritual
approval.) The carver obtains additional prestige for being able to
create objects which are acsthetically pleasimg to his customners, a re-
flection of the high value the Anang place on artistic talent wherever it
miay be expressed: in singing, dancing, acting, or narrating folklore.

One measure of the prestige afforded the carver is the extent to
which he must protect himself from poisoning, witcheraft, and evil
magic perpetrated by jealous ncighbors. All persons of exalted position
in- Anang socicty take magical precautions to guard against the
malevolent actions of witches, sorcerers, and ghosts, especially: those
who are not religious practitioners and thus are not protected by power-
ful guardian spirits. The carver, more than any other crattsiman, must
scek out the worker of magic and bear the expense of lis preseriptions.
Our informant, who is also an oath giver {even though one of the most
famous of Anang carvers), was little concerned with these malignant
forees, as he belicved that the oatl spinit provided him with sufficient
protection. But another informant was compelled to discontinue cary-
ing for us as the result of almost nightly attacks by female witches, who
forced him to copulate contmuously and seratched his body during
orgasm. We often dressed wounds inflicted on him by these beings,
and he and others suffering from their assaults came to us for medicines
to alleviate the various illnesses visited on them.

Although ranked highest among Anang craftsmen, the carver does
not necessarily rank high in the community at large by virtue of his
profession alone. Other occupations, such as divining and practicing
magic, are more prestigeful thau carving: prestige is also conferred by
political office, Kinship position, titles, association membership, skill
in warfare, as well as bv possession of wealth and supcrnatural power
and the ability to create beauty. The Anang carver docs not occupy the
unique status position his Western counterpart ordmarily doces: his
occupation is regarded as an ordinary one, and his persenality traits do
not deviate from the range found in his community.
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Trammg

The art of carving usually is passed on from father to son or sons in a
family, but it is possible for a vouth who is not the son of a carver to
attach himself as an apprentice to an artisan and lean the craft. A
father chooses one or more of his offspring to perpetuate the family
tradition on the basis of personal affection, a predilection or marked
talent for carving displaved by the vouth, or supernatural designation.
It is customary for diviners, workers of magic, and members of the
women’s fattening association to be called to membership in their
groups through violent headaches Instigated by the deity (abassi) to
make bis wishes known. A diviner 15 able to determine whether the
chronic headaches suffercd by a client is a call to join a particular as-
sociation. Sometimes the deity wills that a man become a carver in
much the same manner. He designates his choice by mstilling a dream
in the person or subjecting him to an unusual expenence—such as hav-
ing millipeds scck him out—which can be mterpreted by a diviner, A
vouth who is not a member of 4 family with carvers may also be called
by the deity, but more often than not he comes to pursuc the craft out
of a quest for prestige and for monctary considerations, or because he
has artistic inclinations by nature.

Not all carvers will accept outside apprentices, but some wil] instruct
asmany as a half dozen sons and outsiders. Most vouths who learn the
cratt do so between the time of pubcrty and age 18, and thev must
serveas apprentices for at least g vear. The voung man who has selected
d carver as his tutor must present him with a goat and a large calabash
filled with palm wine, and then answer questions put to him concern-
ing why he chose this profession, what talent he possesses, and related
matters. If the carver decides to accept the vouth, a stipend for teach-
ing services to he rendered and the terms of payment are agreed on.
The amount paid for 4 vedr's apprenticeship varies according to the
reputation of the craftsman, but in 1952 the average was 6 pounds and
5 s]u’lh‘ngs. It mav be paid before instruction commences, or in several
mstallments over the course of the vear; but the obligation must be
met by the end of the period. If pavinents are halted at any time, the
trainee is dismisscd, and should he withdraw after the stipend s paid,
he forfeits the entire amount.

Each day the carver-to-be visits the house in which his tutor works.
He provides for his own meals. During the first week of the new regime,
he merelv observes the actions of the craftsman and asks questions;
then he purchases all of the tools that he will need in the future, He is
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now ready to undergo formal mstruction. The teaching process in-
volves constant mterplay between carver and apprentice, the former
giving verbal and manipulative dircetions and making criticisms, and
the latter mutating and posing querics. If the artisan leaves his com-
pound to carve at his customer's place of residence for weeks or even
months, e is accompanicd by his apprentice, who may have to arrange
his own room and board while there. Once the pupil develops suf-
ficient skill, he is allowed to carve siple parts of a larger picce or the
mitial stages of a more complex object, which will be worked further
by his tutor. Ie is not paid for this contribution, nor for other picees
he may carve in their entirety later on, which may be sold by the
carver with little or no retouching,

Rare indeed is the apprentice who does not develop the requisite
abilitics to become a professional canver, although another or ¢ven a
third vear of framing mav be deemed neeessary. But one who fails to
master the craft is not advised to abandon his training: rather, he js
driven away by the ridicule directed against his efforts by the audience
which invariably assembles to obseryve the artisan. In addition to verbal
responscs which either praise or damn the finished product of a carver,
gestural responses are emploved to express admiration, such as snap-
ping the fingers in front of the chest, crving “ves” repeatedlv m a shrill
voice while lifting the head, and manmipulating lightly a picee being
exanuned. The first two responses are also used when reacling to
acsthetically pleasing raffia objects, songs, dances, plavs, and the like,

Religious Aspects of Carving

Only the carve among Anang craftsmen is guided and protected by a
guardian spirit, and this entity is one of but seven assigned to occupa-
tional groups * The Anang are monotheistic and worship a sky deity,
who is assisted in his task of governing the universe and mankind by
spirits (e ) residing on carth in shrines (idem ) and by souls of the
dead (ekpo) awaiting reincarnation in the undervorld. Of the 26
mien recogmzed by the Anang, cight perform functions which arc
primarily economic in nature, scven religious functions, six social, and
five political: in addition to these, every iman has a protective spirit
living in a shrine served by the okuku in the square of the paramount
village. Onlyv thrce of the nnem are female, and all possess normal
human figures (which they can alter in size instantancously), visible
only to religious specialists in a state of posscssion. Most shrines are
diminutive replicas of the Anang house, constructed of woven palm
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mats supported by boughs; but particular trees, groves, pools, rocks,
and ant hills, as well as carved stakes and figurines, may serve to house
spirits. Praise utterances, prayers, and sacrifices are offered at the idem
and are carried by the nnem to the deity, who sends power (odudu) to
aid the suppliant if his past behavior warrants it. Although abassi is
considered both omniscient and omnipresent, he lacks ultimate omnip-
otence, for witches (ifat), ghosts (ekpo anyon), and the spirit of evil
magic (idiok ibsk) manipulate power over which he sometimes exerts
no control. It is not known where these malevolent forces originate,
aund they must be combated with good magic (ibak) and appeals for
protection to abassi and the ancestors.

The guardian spirit of carvers (obot usy) is a male who inhabits a
shrine (is0 us>)+ placed in the corner of the house in which the crafts-
man works. It is composed of a tortoise impaled on the end of a foot-
long stake (akwa) at the base of which stands a small clay pot
(mkpakpa) to receive sacrifices. Shielding the idem is a woven palm
mat (oday ), two feet in height, attached to the walls on either side of
the corner. The iso uss is constructed when the apprentice completes
his training, and the young man cannot embark on his professional
carcer until the shrine has been built and a ceremony performed which
calls the spirit into residence.

My wife and 1 discovered only one Anang mvth, and the only
legends that we recorded deal with the migrations of various village
groups into the regions that they presently inhabit, and the origing of
some iman food taboos. The myth describes the formation of the
universe by abassi: first the sun, moon, and stars; next the land, forests,
rivers, sea, wind, rain, night, thunder, and lightning; and, finally,
humanity and the spirits. All of mankind was created in the image of
the deity at a single stroke, and half the human population was con-
signed to the surface of the earth and half to the village of souls (obio
ekpo) beneath the earth. The order of creation of nnem is not known
beyond the fact that the female fertility (eka nnem) and earth (tkpa
1501)) spirits, both female, were first formed, followed by the soul
(nsukhs ntie) and fate (emana) nnem. Corporeal and “bush” souls
(ekpo and ekpo ikot) for every human being were installed by nsukh>
ntie and a fate assigned to each by emana, after which ikpa ison taught
mankind to fashion shrines and worship the deity in appropriate ways.
The explanation given for why women do not carve is that abassi wills
it and has instructed the fate spirit not to assign the craft to a female,

Anang nnem are ranked according to the amount of power that they
are given by the deity, and persons who have guardian spirits also differ
in the amount of odudu that they can handle. The capacily of a person
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to manipulate power depends on many factors over and above the
odudu inherent in his nnem, such as his fa te, his moral behavior within
the narrow sphere free will is operative, his masterv of rcligious rituals,
and the intervention of malignant forces operating mdependently of
abassi. Our informant, who is an oath giver as well as a carver, does not
fear witches because the oath spirit (mbiam) is far more powerful than
the carving nnem, so powerful, in fact, that slight ritual imperfections
can cause the death of an oath giver. Better protection can also be
obtained from the magic spirit than from obot us>. Success at carving
is measured, for the most part, by the amount of odudu that the artisan
is able to command. His nnem guides his hands and tools, protects
him, and affords him other benehts.

The carver calls on additional spirits and his ancestors from the
underworld to aid him at shrines that he has erceted in his compound
and house. These idem are in the public domain and may be built by
any man of prominence, given certain conditions. Below arc listed the
spirits, their respective shrines, and the functions that they perform
for the craftsman:

SPIRITS SHRINES FUNCTIONS
emana 150 essien emana  provides a good fate

nsukho ntie  iso ukpon assures longevity

ikpa isay o tkpaisoy affords protection, prosperity,

success and longevity (built only if
carver is patrilincage liead )

idaha nda  iso idaha nda guards compound against ghosts,
witches, and sorcerers

is21) uyo IS0 1531) uyo helps carver speak the truth

1wok iso iwok prevents false rumors about

carver from spreading

Before one shrine, iso abassi, the artisan can appeal directly to the
deity for protection, prospenty, success, and longevity for himself and
members of his family: he can pray for the same bencfits from the
ancestors at his iso ekpo house iden and iso nkuky ekpo at the entrance
to his compound.

Each day before sctting to work, the craftsman worships before the
150 us3, as he also does after receiving an important order; and when he
visits another compound to carve, he carrics the shrine in a special bag
to be implanted in the house placed at his disposal. Worship involves
first praising abassi, and then obot usy, with common phrases em-
ploved by any suppliant before any shrine, after which a prayer is
uttered naming both deitv and spirit. A typical praver is, “abassi, obot
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usa, let whatever I touch prosper. Let me have manv wives and chil-
dren. Let my life be long. Let people come to me often for carvings.”
This is followed by a sactifice of one or more objects, including yams,
palm wine, dried fish, fowl, and a substance known as nsei. The vam
(ihoro) has been cooked i1 water with dried peppers, oil, and salt, and
afterwards pounded in a mortar; it is broken into small pieces and
sprinkled on the ground and in the clav pot near the stake, after which
palm wine may be poured on it. Dried fish are placed in the mkpakpa
or leaned against the akwa, and the throat of the fowl is cut and blood
allowed to drip on the shrine and floor around it. Made from 1 root
beaten to a pulp in water and then formed into small sticks, nse; is
pulverized in the hand and the powder sprinkled over the iboro.

On special occasions, a goat or other livestock mav be sacrificed, but
animals are always butchered, cooked, and eaten following the ritual,
Sacrifices at iden are made with the right hand, and the throat of an
animal is cut with the machete held in this hand. In fact, all manual
acts, including carving, which can be accomplished with a single arm,
are done with the right one in order to honor the deitv. \When sacrifices
to ghosts and witches are performed, thev are proffered with the left
hand to outwit them. To give a guest food or drink with this hand is
a gross insult.

An elaborate ritual marks the end of a youth’s apprenticeship after
his carving shrine has been constructed. He gives to his tutor a goat, a
lien, a cock, a quart of “illicit gin” (distilled from palm wine), a
calabash of palm wine, several dried fish, two vards of cloth, and a
machete. After g long prayver offered by the artisan, the voung man
holds first the goat and then the two fowl while their throats are cut
by the tutor with his gift machete. Gin and palm wine are poured be-
fore the idem and one dried fish placed in the clay pot. The left foreleg
of the goat is removed and given to the apprentice. A final praver calls
the nnem into the shrine, and the vouth then receives lengthy instruc-
tions on how the deity is to be worshiped. It is obvious from the
stipend paid by the trainec and the objects he must offer his instructor
as gifts and for sacrifice that becoming a carver is ap expensive
endeavor.

Process of C arving

In general, successful carvers devote most of their time to carving,
while those of little reputation may spend more time at other activities
than in practicing their craft, An artisan of eminence will carve as
many as six hours a day for five or sjx davs of the Anang cight-day week
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and will refrain from farming and trading. His only respite from cary-
ing will be time spent in court or performing religious or association
duties. On the other hand, a voung craftsman just commencing his
career may spend days or even weeks away from his carving, engaged
in farming, trading, or some other economic pursuit. An artisan com-
mences work after his morning meal served at dawn and labors until
noon or early afternoon, when the heat of the day becomes enervating,
No Anang person works on the day of the week that he was born, out
of respect for abassi. The carver rests on this day, and he may be inter-
rupted another dav or two during the week by commitments that he
cannot avoid. Sometimes his work wil] be further impeded by excess
of sexual activity, as tog many acts of intercourse is thought to weaken
him for a day or two, inhibit his desire to carve and his creative im-
pulse, cause him to shape his picces poorly, and lead him to cut him.
self. Ie never engages in sexual intercourse on the night before he
starts carving a major order, The craftsman greatly fears wounding
himself, and should he carve on the dav of the week that he was born,
or neglect to perform religious rituals or do them imperfectly, obot uss
will drive a knife or chisel mto his body or cause a slight cut to become
seriously infected,

Some artisans are so versatile that they can carve any piece requested
of them, and often thes prefer to shift from making onc tvpe of object
to another regularly in order to alleviate boredom. But most limit
themsclves to carving related kinds of picces such as figurines, masks,
or puppcets. Those craftsmen without apprentices work alone, and
those with trainees utilize them according to their abilitics, A carver
may discover that his student does especially well with a certain type
of piece or can paint or fashion hair better than he can manage other
assignments, in which case he will take advantage of these special
talents by having the vouth devote more time to sucl, skills than to
others. Nost carving is done on order, with clients visiting the artisan
to place their requests; however, a few carvers, particularly those of
lesser reputation, sell their wares in the markets or display them for
sale before their compounds. Anang markets have special areas set
aside for the sale of palm wine, livestock, butchered meat, and each
craft commodity. In the carving villages all of the craftsmen exhibit
what they have produced at their compound entrances,

Types of Carvings

The objects most often carved by Anang artisans are masks for the
adult ancestor association (ekpo), its counterpart among children
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(ekpo ntok eyen), and the two drama associations (ekoy and Sffion);
puppets for the drama groups; and small human figurines for the
shrines of diviners, workers of magic, oath givers, and members of
several other associations. Human figurines also are sold for house
decorations and tovs, as arc figures of small animals—leopards, dogs,
cats, cocks, and camels.

At one time, carvers also produced dugout canoes and huge drums
of the slit gong genre, but we were unable to examine a canoe and saw
only one of the drums, which was in a ruinous condition with its relief
carving almost completely destroved by termites. We were told that
once cvery village owned a drum (iso tkorok ), located in the square
and protected by a roof of woven palm mats supported by four posts.
It was sounded only on nkai festival day and the night that an im-
portant man in the community died. It housed a spirit (ikorol) who
served the villagers, and a Person escaping persecution {(witchcraft,
debt, or a feud) in another settlement could, by reaching it, claim
adoption in a village ekpuk. The drum we examined in Idung Esimuk
was six feet in diameter and twelve feet long, and was carved from the
trunk of an anvan tree. Such 4 drum took the craftsman a vear to
manufacture and was considered as consequential a project as carving
the puppets and masks of a dramg group, or the masks for an ancestor
association. When the iso ikorok was completed, it was customary for
the carver to play it and run away quickly, for if he was captured while
cscaping, he was adopted into the kin group of the sboy isa.

Materials and Tools

The favorite wood of the Anang craftsman is ukot, whicl is hea vy with
sap when first cut but dries to a remarkable lightness, and thus s ideal
for the construction of picces which must be worn or carried for long
periods without rest. When a carver needs wood, he seeks a man
owning an wkhot tree and purchases it from him for between ten
shillings and a pound, as well as the gitt of a cock. The tree must be
more than five vears old to be suitable, and a large one will last the
most prolific artisan for six months, after which it is useless for carving.
It is the responsibility of the craftsman to cut down the tree and trans-
port it or its parts to his compound, but if he is to work on a major
order at the home of his client, the latter may be called on to furnish
the needed amount of wkot. '

Todav, most carvers buy imported tools as iron workers no longer
produce them, and modern tools have a larger variety of shapes and
capacitics, last longer, and can be brought to a sharper edge than the
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indigenous ones. The basic implements are the knife (onuk usa) with
four inch blade, and the machete (eka thwa uss) that has been short-
ened, made more narrow, and given a razor sharpness near its Lip.
Three chisels are emploved, one of which (okara) has a wide head and
is used as a plane (called a “scraper” in English ); the other two have
narrow heads and differ only in length—one of six inches (ekikarak)
and the other a foot long (nduoho). A hand axe (ekut) completes
the array of cutting tools, and all are sharpened by the mmported file
(aban iday). Before the file was introduced, stone age celts (itiat
edim), called “thunder stones” because they are thought to have been
cast down by abassi from the sky during storms, were emploved for
sharpening. To bum holes for the attachment of raffa to carvings, a
pointed metal bore (etip) a foot in length and a quarter-inch in di-
ameter is used, and completed pieces are “sandpapered” with the rough
underside of the ukuok leaf. The only other tool among the traditional
assortment 1s the wooden mallet (ama) for striking chiscls, but some
carvers prefer a heavy stick of wood for this task.

Just as carvers are coming to employ imported rather than ndigenous
tools, thev also arc abandoning paints manufacturcd from local in-
gredients and instead are purchasing thosc sold in the shops. Modern
paints are preferred because they are brighter, last longer, can be ap-
plied more evenly, offer. better protection against termites, and come
n a greater varicty of colors than traditional ones. Only five paint
calors were known in the past: black, white, red, vellow, and brown.
The technique of making these was widely known, and individual
artisans did not trv to develop new colors or experiment with shades
which could be produced by mixing the basic five. Paints are manu-
factured in coconut shells and applied with brushes, one for each
color, formed by chewing the end of a stick to spread its fibers. Two
coats of paint are applied, following which palm oil is rubbed into the
ukot to make it less susceptible to termite attacks. The ingredients
which make up each color are: black—charcoal mixed with the sap of
the ukpa tree; white—the ground up and burned periwinkle shell mixed
with water; red—the sap of the uye tree; vellow—water mixed with
ground up nsay itiat stone; and brown—the sap of the ukpa tree. We
did not wish to pay the sum requested of us for further knowledge of
the mixing of indigenous paints.

The Making of a Mask

Space does not permit me to describe the carving of more than one
picce, so I have chosen to discuss the stages i the production of an
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ekpo mask. The ancestor association is organized on the patrilineage
level and includes most of the adult men of the ekpuk. A carver may
on occasion be hired to live in the compound of the kin group head for
several weeks and produce masks (mbap) for the entire membership,
but more often individual customers visit the artisan and place their
orders. Masks come in four sizes, two of which are large, one medium,
and the other small; the medium-sized one is worn by ordinary ekpo
members, the small mbop by children in ekpo ntok eyen, and the two
large ones (including four varieties) by senior men who appear maslff.‘d
only on special occasions. The large mbap are two to three feet high
and a foot to one-and-a-half feet wide, and it is the fashioning of one
of these, called akpan ekpo, that I will describe presently.

A mask, il cared for properly, will last 20 vears, but it must be re-
painted and spread with oil every vear and kept suspended where
termites cannot reach it. Young men hang their mbop, when they are
not in use, in the meeting house of the association, while elders place
them on their iso ekpo with faces hidden. Although most men cwn
their masks, some rent or borrow theis for the “ekpo season,” and it is
unheard of for a person to buv a second-hand mbop. Many vouth
prefer to have a new mask made each vear with different features, and
one who has suftered bad luck during one season, such as falling or
losing his mbasp while dancing, invariably will substitute masks the
next and probablyv seek out another carver. However, if a man con-
tinues to have good fortune vear after vear and admires the design of
a particular mbop, he will have replacements constructed with the
same features.

The price of a mask depends on its size and shape, the reputation of
the carver, and the excellence of its manufacture as to technique and
design. In 1952, traditional carvers charged between 14 and 30 shillings
for the large varieties of ekpo masks, 6 to 12 shillings for the ordinary
mbap, and between 2 and 6 shillings for the one worn by children.
Added to these costs were 7 shillings for the processing of the raffia to
be used (including dyeing), 4 shillings for its attachment to the mask,
and possibly 3 shillings for having the features painted; thus, an
mbap could cost its purchaser as much as 2 pounds and 4 shillings. The
buyer places his order with the craftsman and returns when instructed
to, at which time a price is agreed on, usually after heated bargaining,
and paid by the customer. If the mask is a large tvpe, the buyer must
present the artisan with a fowl when the order is placed. The animal is
sacrificed at the iso us> after being rubbed across the face of the com-
pleted mbop when its owner has paid for it, and the carver, as he
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spills blood on the shrine, pravs that the wearer will have good luck
and return to him for another mask, and that his own future offspring
will not have the ugly features that he has given the mbap.

In the past, carvers were able to process and attach raffia to the
masks that thev produced and paint them as well, but now four spe-
cialists may be called on at the main stages of construction, and often
the customer must himself carry the picce from one artisan to the next.
The carvers whom mv wife and 1 emploved all were able to carve and
paint, but each of them was visited by a man skilled in attaching rafha,
who in turn had purchased from a processor raffia that he carricd with
him to the house of the carver. On completion of the mbsp, we paid
the carver for his combined services and the other man for his services
and costs. We were told that long ago some carvers excelled at paint-
ing, and sometimes customers would come to them with completed
but unpainted masks to have the painting done by the experts.

Once the ukot tree is carried to the compound of the craftsman, it is
allowed to drv for a weck before being used. The size of the mbop to
be carved determines which portion of the trunk or large branches will
be selected, since the mask is shaped from a segment of the tree which
has been split in half to furnish wood for two such pieces. Thus, the
height of the mbap is the length of the segment, and its width the
diameter of the trunk or branch; the face is carved from the rounded
portion of the block after the bark has been removed, and the back
of the block is hollowed out to accommodate the face of the wearer.
Before commencing to carve, the artisan pictures in his mind the
precise form that the mask is to have, guided in some cases by an old
mbop whose owner wishes it duplicated or a verbal description by the
customer of what features he wants the picce to have (or a photo-
graph, in our case). Qutstanding carvers are able to complete a mask
without drawing guide lines, which ability scems extraordinary to the
outsider in light of the fact that carving is done with great rapidity,
although the artisan halts occasionally to appraise what he has thus far
formed and to plan his futurc moves.

An mbop is carved in two stages, scparated by a two day drving
period when the picce is hung over a low fire. During the three hours
of the first stage, the craftsman, using onlv machete and chisels, roughs
out the features of the mask and completes its back. He crouches on
his heels most of the time while working, and rests the block against a
flat segment of a tree trunk placed on the ground to serve as a work-
table of sorts. Using the end of the machete within two inches of its
tip, he first rounds the top of the block to form the forehead of the
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face, then with mallet and chisels he outlines the forehead design, if
any, and shapes the eves and nose. The chin is fashioned next with
rapid strokes of the machete, and the mouth and cheeks are formed
with a chisel. Finally, the sides of the mask are shaped with the
machete and scraper, and the carver is ready to turn his attention to the
back of the piecc.

A brace two inches in width is allowed to stand across the back,
above and below which the mbop is hollowed out. The brace is used
to attach the headgear, made of woven plantain stalks, and gives
structural strength to the carving; the hollowed out portion below the
brace, with the headgear, encases the face of the wearer, who steadies
the mask when it is worn by gripping between his teeth a pidssava rope
stretched taut across the inside. Most of the wood is removed with the
machete, but for this task a portion of the blade four to six inches from
its tip is used, and harder blows struck. The carver constantly checks
with his fingers the thickness of the picce, not allowing it to get under
an inch, and he once again employs mallet and chisels to put on the
finishing touches. His final job is to turn over the mbap and rough out
teeth and tongue, which might have broken off when the picce was
turned face down had he fashioned them carlier.

The mask is dried slowly to prevent it from cracking later on and to
make its surface more receptive to smoothing with the ukuok leaf.
When the process is completed, the second stage of carving is under-
taken with the knife and hand-pushed scraper. This takes two hours
longer than the initial stage. The carver sits on the ground and holds
the mbop between his legs, and he works more slowly and takes more
time to appraise his progress than he did before. Now he carves the
face, feature by feature, from top to bottom, seldom retouching a
feature once it has been formed and another one undertaken. After
the carving is completed to his satisfaction, triangular-shaped eve holes
are driven through the mbop on either side of the nose with a chisel,
and the piece sanded. It is now readv for a headgear and rafha to be
attached, and for painting.

Use of Carved Objects

I have already mentioned that human figurines are carved for shrines
and for use by members of several associations, as well as for house
decorations and toys. They vary in height from six inches to three feet,
as do animal figurines which also serve as ornaments and toys, and
they are painted and may be composed of joined parts. Before turning
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to the more important subject of the use of puppets and masks by the
ek drama and ancestor associations, I will present two examples of
the use of figurines, although manv more might be given.

One form of shrine popular among workers of magic, dj\'iners, a'nd
oath givers is the human figurine placed within the larger idem which
houses the guardian spirit of the practitioner, For exal‘np](.), a worker
of magic (abia ibsk) who served as one of our major informants
possesses an 1so 1bok along one whole wall which comprises numerous
objects, mcluding five identical figurines (igwe ibok, the ﬁrs.t \\-prcl,
an Ibo one, meaning beauty); the magic spirit lives in the iso ibak
where he inspircs the prescription of charms, medicines, and incanta-
tions by the specialist, but he also resides in the figurines and performs
a different function in cach: in the “entrance” igwe ihok he helps the
worker of magic come and go frecly through the doorway; in the
“praise” one he brings adulation from past customers fqr the ex-
cellence of his picces; in the “permanence” one he gives him a long
life; in the “roaming” one he seeks out new customers for him; and,
in the “unitv” one he urges abassi, all the nnem, and the ancestors
from the underworld to unite in his aid. This worker of magic also has
seven (the Anang sacred number) small wooden canoes fushi»oncd by
a carver, placed in various positions along the wall, ?\'Inch pitch and
roll as in a rough sea when a client enters who is a witch or threatens
sorcery. o

Members of the almost extinct women’s association, nyama, super-
vise the faﬂcning of prospective wives, mpart to thC-m se:.ma] kno.\\-'l-
edge, and perform clitoridectomy to enhance their child bearing
propensities. During Mav, iman girls who are to be married that vear
In a mass cercmony in the paramount village square fatten thgmsc]vcs
for a threc month period (once a three vear period ). '1_”116: bride-to-be
lives in a special house in her compound and remains in bed most of
the time while fed rich foods provided by her future spouse. Obesity
in a woman is admired not only for aesthetic reasons, but because it is
believed to ensure health, longevity, and the bea ring of many offspring.
A figurine (udeyy nyama), given to her by an nyama sponsor and

which symbolizes the child it is hoped that she will bear within a vear,
is carried by the girl during her internment. In a foot square cradle
constructed of bamboo sticks, placed at the entrance of the compound,
lies another figurine, smaller and usually cruder in construction, which
represents the fattening girl within, Ghosts are urged \_'erbull_v and
through sacrifice to attack the statue rather than the girl herself., a
subterfuge which is considered as effective a protector as preventive

magic.
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A carver must work from four to cight weeks to manufacture the
pPuppets, masks, and other pieces used by an ekay association, and
usually he goes to live in the compound of the group leader where he
labors dailv. Before he departs from his own residence, he is presented
with the same items given to him by an apprentice at the time the
150 us3 is built. He will wear the cloth and machete during the wecks
that he is away carving, and before he sacrifices the objects proffered
by the ekay head he prays, “abassi, obot uss, let me go to carve for
these people freelv and without trouble. Let me return in good health.
Let no one poison me while T am awav.” While he resides in the alien
village, no quarrcling may be done by its inhabitants, for if they do,
the actors will not perform successfully later on. Should a quarre] break
out, the guilty party, as determined by the village court, must present
the craftsman with a cock for sacrifice. A circle is drawn on the ground
and a hgurine placed in its center, over which the fowl's throat is cut
by the carver; the guardian spirit of the association (ekoy) enters the
statue, and the artisan prays to him to prevent the actors from for-
getting their lines and their masks from cracking and to protect them
from harm. Pavment is made to the craftsman after he has completed
the order, and until the group performs publicly, he is ealled on vearly
to inspect and repair the picees.

Few ek associations exist todav among the Anang, but at one
time almost every village had a troupe, sponsored by one or more
patrilineages within the community, headed by the 3ha1) 1sa1), with a
membership of over a hundred males between ages 12 and 30." The
purpose of the group is to amuse audicnees with songs, dances, and
plavs which mostly ridicule the motives and behavior of well known
persons and organizations in the inan. The members practice one dav
a weck for siy vears, and then during the dry scason of the seventl
vear perform publicly in communitics of the iman and in bordering
settlements of other village groups. A complicated seven hour routine
Is originated and mastered to petfection by the troupe, which mcludes
music plaved by a pereussion orchestra, dancing by a costumed chorus,
songs of ridicule sung by the orchestra and dance chorus and masked
soloists, plavs cnacted by puppets and an cntourage of actors (some
plaving female parts ) dancing on stilts, and the mystifving movement
of a lifessized wooden figurine. When presented, the routine focuses
on the plays, first those of the actors and then those of the puppets, and
each skit is scparated from the next by a dance, a sung, or the antics of
amummer. The performance usually ends when the figurine is carried
to the center of the square, where, over g peniod of 15 minutes, it turns
slowly at the waist from side to side. Although the services of the
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troupe are paid for by the village in which it performs, the audicnce
comes from miles around and mav number several thousand.

To be called a mask, an object must be worn on the head and hide
the face. I have already described the construction of one kind of
mbop, but there are two others: the raffia headgear woven to resembl.e
a wasp, which covers the face of a member of the children’s atat associ-
ation, and the figurine that the ekay dancer wears atop his head, which
15 mounted on a platform with cloths hung from it to disguise his face.
A mask resembling the akpan ekpo, but painted differently, is worn by
soloists who entertain between ek skits. The masked entertainer
mmpersonates a local person whose motor habits he mimics and whose
past actions he mocks in songs and in conversations with an accom-
panying “straight man.” Between plays, other soloists appear with
figurine masks, some of which have platforms three feet square sup-
porting objects in addition to the statues, with cloths hanging to the
hips of the wearers. The plaver with such a mask alternatelv runs and
dances about the square performing feats of strength, agility, and en-
durance while singing humorous songs concerning the individual the
figurine represents. An mbop that my wife and I observed had a re-
splendent King of England sitting on his throne surrounded by svmbols
of office; the enshrouded entertainer spoke for the monarch who
warned men in the audience to be wary of sexually promiscuous women
and asked evervone to take advantage of local government, which
had just been introduced.

Many wooden pieces are used in the various plays, all of them carved
by the artisan serving the association. One of the most amusing skits
we viewed, which satirized a nativist denomination—the Christ Army
Church—active in Tkot Ekpene County, depended on several carved
objects for much of its humor. Actors, dressed to resemble church
dignitaries, met in the square to cure the ills of their communicants
through soul possession by the “Holy Spirit.” The teacher wore a pair
of large wooden spectacles with dark lenses; an evangelist wore wooden
earrings which dangled to her shoulders with matching necklace qf
wooden beads four inches in diameter; and the minister carried on his
head an immense open wooden Bible, with carved inscriptions on the
revealed pages, and wore on his chest a foot long wooden crucifix. One
of the several members of the congregation who came to be helped
was a poor hunter who held under his arm a lifesized wooden dog.
Possession was induced in the animal and the promise made that it
would now becomne a skilled secker of game and make its master
prosperous. The last person to be healed was a humpback, who, while
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possessed, was surrounded by the church officials; his cure was almost
immediate, and he sprang from the group wearing a long, red, wooden
penis in place of the deformity and ran through the hysterical audience
thrusting it at retreating women. He was followed by the hunter who
caused his dog to bite men in the crowd with its hinged jaw,

During the last phase of the ekoy performance, several puppet plays
are presented by specially trained artists. The stage, backed against
the bush at the edge of the square, is a roofless enclosure formed by
bamboo poles driven into the carth and lashed together to support
blankets and palm tree branches. The height of the gailv colored
structure 1s seven feet, and thus allows the performers to stand erect
and extend the figures above the stage level. Puppets are carved to
represent males and females, children and adults, and range in size
from one to three feet. Their arms are moveable and their hands shaped
to clasp objects, such as umbrellas, machetes, and fans. A puppet is
carved so that a handle projects a foot or two below the feet of the
figure, and this handle is grasped by the man who manipulates the
piece. Speech for the wooden actors js provided by artists who talk
through reeds to disguise their voices, for the identity of mask wearers
and puppeteers, those whose satire is most bitter and personal, is care-
fullv guarded.

The hgurine whose bewildering movement climaxes the ekoy per-
formance represents the female fertility spirit who resides in a number
of abodes mcluding shrines, ant hills, and streams. In this context, she
is portrayed as river nnem with a python wrapped around her arms,
waist, and neck, and she is known as “Narmee Water” (mother—eka—
in the water). She also wears 2 Western dress and shoes, and her face
Is carved in the manner of the mfon ekpo mask that I will describe
shortly. We were unable to learn how the movement of the figurine is
achieved, but we suspect that a child is lodged within; a joint at the
waist of the statue allows the upper part to pivot from side to side, and
may also permit the piece to be lifted apart to reveal a hollowed out
interior. Sometimes the display of Marmee Water does not end the
ekan routine, but is followed by acrobats and tumblers, tightrope
walkers, and sleight-of-hand magicians.

The Anang believe that at death a person’s corporeal soul (ekpo),
whicli is immortal (the bush soul [ekpo ikot] perishes at death), either
transmigrates to the land beneath the earth to await remcarnation or is
transformed into an evil ghost. Fate as ordained by abassi, and the
consequences of immoral behavior within the realm of free will, con-
demn one to ghosthood, and an ekpo anyay is unable to regain human
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status but must wander the world homeless throughout eternity. In
his frustration, he continually attempts to wreak vengeance on more
fortunate human beings, even on relatives, and his attacks are
countered with magic; sometimes, however, the deitv will order a
ghost to punish a person who has transgressed against his moral
strictures. The ekpo in the underworld can return to patrilineage and
family idem to aid their kin when applealed to, but they remain in the
village of souls most of the time.

Once each vear for a two to three week period in October, both
ekpo and ekpo anyay visit their ekpuk and aré impersonated with masks
worn by members of the ancestor association. A special drum (obodum
RYTSURNY ) is mounted on a platform high in a sacred tree near the square
of the paramount village, and beaten without pause to allow souls of
unan members passing by to dance on their way to their rendezvous.
The members of ekpo convene every other dav in a meeting house
near the patrilineage square to sing and dance special association songs
and dances, to initiate new members, and to venture out while masked
to beg food and drink at compounds in the village. On the first and
last day of the ekpo season, marked by the festivals nkai and ndok,
the several associations of the community meet together to visit a
nearby market and participate in a ceremony featuring the only ap-
pearance of special large masks: ete ekpo worn by the oboy ison, eka
ekpo worn by the next most senior man in the village, akpan ekpo by
each of the patrilineage leaders, and several mfon ekpo whose masks
represent souls from the underworld. The other men wear ordinary
masks which represent evil ghosts (idiok ekpo), and it is these which
are womn at other times.

In the past it was thought that when an mbap was donned, the soul
of the ancestor possessed the soul of the wearer, and the latter was not
responsible for his own actions, even if they resulted in the destruction
of valuable property or the death of others. The mfon ekpo moves
slowly and gracefully and carries brightly colored cloths in his hands
while possessed by an ekpo, but the idiok ekpo, whose soul is controlled
by an ekpo onyoay, shakes his shoulders and arms, speaks in an un-
intelligible jargon, runs through the settlement climbing houses and
palm trees, and shoots arrows at women and nonmembers. The reason
why the association does not meet daily is to give women a chance to
come out of hiding and farm and trade as usual; several times we
dressed arrow wounds of unfortunate women who had ventured out
on the days ekpo were abroad.
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The mfon ekpo and idiok ekpo Masks

I will discuss onlv the mfan ekpo and idiok ekpo in some detail, for
once again the matter of limited space intrudes, and it is these forms
about which my wife and I collected the most extensive data, especially
concerning stvles, symbolic and decarative clements, and aesthetic eval-
uation. The word mfon means both “beautiful” and “good” and the
term idiok “ugly”” as well as “evil”; thus, a deceased person who had
led a “good” moral life will be represented by a “beautiful mask” when
he visits his ekpuk, and one whose “evil” decds have caused him to
become a ghost will be impersonated by an “ugly mask.” Costumes
and mbop womn by mfon ekpo are fashioned to embody elements of
beauty, and the behavior of the wearcers, as I have indicated, reflects
the good character of the departed ancestors. The opposite is true of
the costumes, masks, and actions of idiok ekpo, where ugliness and
violence predominate.

The costume of an mfan ekpo features a raffia belt of short bristles
from which hang foot-long, vividly colored cloths, knee bands of
rafha, and rattles attached to the ankles. Sometimes an undershirt is
worn to prevent the mask and its accoutcrments from chafing the
wearer, but the sleeves and material below the chest may be cut off to
make the outfit cooler. The mbap is backed with cloth or undyed
raffia which covers the shoulders and upper back and chest. Instead of
cloths, the masked man may carry in his hands a Hashlight, fan, um-
brella, or bell, among other objects of a pacific nature. The idiok ekpo,
on the other hand, rubs his body with vam charcoal to blacken it and
wears a vest of raffia with long bristles, in addition lo knee bands,
ankle rattles, and a raffia belt larger than that of the mfan ekpo. Dark
cloths may be hung from the belt, but more often only a loin cloth is
worn under it, and a machete in its scabbard is thrust through the belt
on the left side of the wearer. The black dved rafha which is attached
to the mbop and covers its back merges with the vest, so that only the
darkened arms and legs are bared.

‘The Anang evaluate colors as imfan and idiok: red, green (imported ),
vellow, and white are good colors, while black, brown, and blue (also
imported ) are evil ones. The face of a beautiful mask is painted cither
white or vellow to signify the good deeds of the ekpo and also the fact
that he is abroad only during the davtime. Ordinarily, a ghost travels
at night, but during the two wecks that he is visiting his kin group he
will enter the body of a mask wearer day or night. The mbop repre-
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scnting him is painted black to symbolize both the darkness which
surrounds him and his evil wavs. Good and evil masks never inter-
mingle, because souls from obio ekpo and ghosts roam the earth at
different times and do not encounter one another. At the time the
village ancestor associations visit the market together, the men who
wear mfon ekpo dance first and thenretire before the ugly mbop
appear, and going to and from the market the two groups of mask
wearers are kept separated so as not to affront the ancestors.

The face of an mfon ekpo is oval-shaped and a foot in diameter. Its
features are Caucasoid with a narrow high-bridged nose, thin lips,
pointed chin, and high forehead. The wearer peers through the eyes of
the mbop rather than through openings beside the nose as in the case
of most ghost masks, and thin black eyebrows are traced above the
eyes. Carved open as if smiling, the mouth is colored red and reveals
white evenly-spaced teeth pressed together. Sometimes vertical black
lines arc drawn on the chin and other small decorative designs on
cheeks and forchead. ‘The mbop is given a woman’s black hair, parted
in the middle, with six-inch braids on either side, and often two or
more additional braids stand vertically from the top of the head and
curl forward. What makes this mask compare in size to an akpan
ekpo are six or eight six-inch, square framed mirrors which ring the
face, attached to wooden projections from the sides of the mbop,
which may be claborately carved. In stvle, the face resembles that of
puppets and human figurines, and its Caucasoid elements may well
reflect acculturative influences. Elders claim that the stvle has re-
mained virtually unchanged for at least a century, and that the features
embody an ancient ideal of human beauty. Light colored skin is an
Anang status svimbol, and on several occasions 1 was asked by men to
have sexual relations with their wives so that their offspring might have
Caucasoid physical characteristics. The masks of ekpo ntok eyen re-
semble those of mfon ekpo, without mirrors, and the bodies of the
children are painted white because of the belief that the souls they
impersonate did not hive long enough to commit grievous sins.

In portraying the features of a ghost mask, a carver is permitted more

freedom of expression than he is in fashioning anv other picce. Over

two dozen symbols of ugliness are recognized by the Anang, and a
craftsman mayv combine as manv as eight from among them, and
also include onc or two decorative elements. Below are listed the
features of the face and the wavs that cach can be distorted to depict
ugliness:
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FEATURES DEFORNMNIITIES

forehead  wrinkled, bulbous, or pointed in the middle

eves bulging, small and depressed, or with flaps to signify blindness
ears long or pointed at the top

nose long, flat with wide nostrils, or curved to right or left

cheeks puffed or hollowed

mouth thick lips, turned down mouth, protruding tongue, long

canines, large incisors with gaps between them, or mouth out
of line to right or left
chin cleft

Leprosy and vaws sores often are carved on the forchead, or the tongue
is made to protrude threugh the upper lip which has been caten away
by leprosv. A snake, lizard, or spider (common witch familiars) also
may be shaped on the forchead, although some men favor the revered
tortoise, which is a decorative device rather than a svmbol of evil in
this casc.

Colors other than black seldom arc emploved, but the teeth and
eves may be painted white, the inside of the mouth and tongue and
leprosy sores red, the cheeks dark blue, and decorative clements sev-
eral colors. The most often used decorative designs are raised ndges—
rounded or squared and with or without rclief carving—along the top
of the mbap, down the center of its forchead, or from side to side above
its eves. Young men are prenc to challenge tradition, and their masks
sometimes deviate from the pattern that [ have described; for example,
their idiok ekpo mayv display regular features, utilize many colors and
even emphasize good colors, and have natural rather than black dved
raffia attached to them. It should be mentioned that both mfan elpo
and idiok ekpo occasionally have animal instead of human faces—of
cows, goats, and antclopes—but some carvers msist that these are
creatures of beauty and ought not to portray evil ghosts.

Aesthetic Evaluation

The Anang conception of art has four dimensions: art embraces both
artifacts and behavior, tangible carvings as well as intangible melodies;
it is produced by both craftsmen and lavimen, but primarily carvers,
weavers, appliqué cloth makers, singers, dancers, musicians, actors, and
narrators; it is mostly nonutilitarian—the crcation of form for its own
sake—and thus is not produced by iron workers, carpenters, rope
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makers, drum fashioners, and pottery shapers; and, most importantly,
it arouses both in its creators and in audiences what might be called a
pleasurable “aesthetic feeling tone.” This psychological state is termed
mfon, which we have noted also signifies beauty and moral goodness.
Oi‘coursc, additional dimensions of art can be imputed, but the above
are the components manifest to the Anang and do not include those
latent to Western aestheticians, .

Although the Anang admit that most carvings serve utilitarian ends,
they nevertheless recognize that human and animal figurines, when
used as house decorations, are nonutilitarian and that other pieces
have, in addition to utilitarian elemen ts, svmbolic and decorative anes
which serve acsthetic ends, An informant, in discussing this matter
with my wife and me, after turning over a newly carved ghost mask to
us, pointed to the cve holes as utilitarian, the spider that he had formed
i the middle of the forehead as symbolic of evil, and the two rounded
ridges at the top of the mask as decorative. Carvers hold iron workers
and carpenters in low esteem because the products of the latter are
strictly utilitarian; they lack mfon which the carver, by various devices,
mmparts to his picces.

As an experiment, we exhibited an idiok ekpo and a human figurine
(udey nyama), created by the same artisan, to three carvers and eight
male lavmen and asked them for their evaluations. All eleven pro-
nounced the mask and statue excellently constructed and of great
beauty, but thev differed substantially in the criteria that they em-
ployed to form their judgments. The craftsmen stressed the smooth-
ness of the pieces, the brightness of the paint and the evenness of its
application, the combinations of colors chosen, the balance of features
and impact of ugliness of the mbop, and the fact that the wood was
not cracked. However, unanimity of opinion was lacking, for one
criticized the artisan for using imported rather than mdigenous paint;
another thought that smoothness did not add to the beauty of the
objects; and the third complained that the mask did not display
enough originality.

The same criteria were mentioned by the lavmen, but among them
opinion was more varied and contradictory, and other standards of
judgment were stressed. They were most concerned with the devices
used to symbolize ugliness on the ghost mask, but were almost cqually
concerned with the high reputation of the carver (they invariably in-
quired about the identity of the carver, which the specialists did not),
the amount of supernatural power that he controls, the good fortune
that the mbop might bring its owner, and the cost of the pieces, It
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appears that beauty as concejved by the Anang is an amalgaim of
aesthetic, economic, and religious factors. To illustrate that this con-
ception is also shared among artists, [ am reminded of a famous carver
who stood at the edge of the hill on which our Ikot Libak rest house
was located and extolled the beauty of the valley; on questioning him,
[learned that his evaluation was based on the abundance of oi] palm
trees below and the amount of wealth that thev represented. Another
artist, in this case a raffia weaver whose talents were widely lauded,
declared a woman beautiful mamly because her breasts were long,
signifying that she had suckled many offspring. (The primary stalus
svmbol among women is the number of children that they have borne. )

Our informants agreed with us that most Anang carving is rigidly
circumscribed as to form by tradition, and that experimentation and
Innovation are most casily exercised in the making of idiok ekpo. How-
ever, we differed in our estimations as to the amount of freedom of
expression allowed in the carving of cven this object. After traveling
throughout Ikot Ekpene County during the ekpo scason of 1951 and
photographing dozens of masks for analvsis, we concluded that the
varation of form is not nearly so great as imagined by our informants.
Most carvers believe that thev are innovators as well as reproducers,
and many customers, especially voung men who want to CoOmmission
ghost mbap, will seck out an artisan who is known to stress onginality,
The ability to create original forms is believed to depend on both free
will and the beneficence of the carving spirit. I'he craftsman who 18
fashioning a piece may be guided by a model, by a verbal description,
by a desire to reduplicate nature (as in human and animal figurines
and puppets), and in a few cases by a divinely mspired dream or the
directions of a diviner (as in shrine figurines ), but the mental mage
of the object to be formed may arise out of the psyche of the artisan
and embody nontraditional elements. Generally speaking, innovation
is less highly valued, if at all, by lavmen than by carvers,

I called attention eatlicr to the fact that rarelv docs an apprentice
fail to develop the requisite skills to pursue a professional carcer. This
is s0 because the Anang entertain a diffcrent view of acsthetic talent
than is common in the Western world. They assume that under
ordinary circumstances any person can learn to sing, dance, act, weave,
carve, play musical instruments, and recite folklore in a manner con-
sidered exceptional by unbiased \Western acstheticians, and Anang
culture rewards in numerous ways the acquisition of these abilitics. In
the Western world, artistic talent 1s believed to he relatively rare, the
product of genetic forces or the possession of some mysterious spirit
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ror soul; but among the Anang it is thought to be a normal human
capacity which is nurtured by cultural, experiences. A wealth of cvi-
dence might be brought to bear to support a speculation that the
Anang view of talent produces a greater amount of creativity and
larger numbers of creative individuals than does the Western con-
ception.

Several local communitics once were known as carving villages in
which most of the adult males practiced the profession. Anang, Eastern
Ibibio, and even 1bo used to travel long distances to buy the picces
exhibited in the streets before almost every compound. My wife and
[visited such a village of former renown—Ikot Abia—and talked about
its past with a group of clders. Thev asserted that carving was so vital a
concern to the inhabitants that there was no record of failure among
apprentices for as long as thev could remember. In fact, my question
concerning the ratio of learners to nonlearners aroused bewilderment;
they assumed that we held their view of aesthetic talent and that no
alternative conceptions exist. Thev did reveal, however, the occasional
appearance of one who might be considered a genius, but such a per-
son, they explained, was fated by abassi to excel.

NModern Guilds

In 1940, a group of voung men from Tkot Abia established the first
carving guild in Tkot Ekpene town. Each carver of the organization
specializes in fashioning a particular part of a particular piece or is
skilled in painting or assembling a composite object, or in some other
process associated with production. Customers visit the guild to pur-
chase carvings, but most of the pieces turned out are sold to middle-
s men, who resell them in markets as far awayv as Calabar. The nioney
carned is shared among the members of the group according to
seniority, output, and the difficulty of the assembly line job performed.
From time to time apprentices, who must pay a fee and spend at least
three months learning the trade, are accepted. The carvings are poorly
done—from the point of view of independent carvers, “sophisticated”
buyers, as well as guild members themselves—but they sell for prices
far below those charged by traditional craftsmen, and allow many
Anang, who in the past could not afford them, to own pieces. We
discovered that no matter iow much money the guild is offered for a
commissioned carving, the quality of the finished object remains the
same.
Independent artisans bemoan the dissolution of indigenous associa-

]
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tions which once supplied them with most of their work, and the
growth of urban guilds whose mass production techniques are flooding
the market with cheap, inferior carvings. They predict that their own
days are numbered, and more of them arc abandoning the craft and
turning to other income pursuits, Not only are they bitter about eco-
nomic competition from the guilds, but about the poorness of quality
of Anang carvings today and the lack of taste of the ordinary African
customer (not to mention the tourist here and the buver abroad). My
wife and I talked with old carvers who expressed ethnic pride in .r‘\n:m:g
carving, and criticized its debasement as they criticized the breakdown
of Anang institutions and morality—all victims of an alien svstem of
values.

NOTES

Linguistic Note
CONSONANTS: b, d, f, I, k. kp (labio-wvelar plosive with no English cquivalent), m,
0 (as ng in English sing), ny (as gn m French agneau ), poros bow,y
VOWELS: @ (as o in English “hot”). e (as ¢ in English “met”), ¢, 1, 5 (as au in
English “author”), o, u
Long vowels and consonants: shown by doubling the letter: aa, ss, otc.
Tone net indicated

1. Our project was supported by the Sacial Science Rescarch Couneil and the
Program of African Studies at Northwestern University. A grant from the Indiana
University Ford International Program in 1964 provided time for the analysis and
presentation of the material. which in part appears in this chapter.

2. A broad ethnographic survey of Anang culture is found in Messenger (1957).

3. Other spirits aid oath givers, workers of magic, diviners, hunters, and the
members of one drama and one music assoclation. Anang religion and religious
acculturation are dealt with spectfically in Messenger (195g),

4- Anang shrines are referred to as iso, meaning “the face of”" (the spirit within),
followed by the name of the niem or by his or her function.

5. :\Icssenger (1962 and 1971 ) discusses at ]s_'ngrh the ek association.
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BAULE STATUARY ART:
MEANING AND MODERNIZATION

Philip L. Ravenhill

With an undergraduate degree in philosophy, Philip L. Ravenhil| pursued graduate studies in anthropology
(M.A., Ph.D.) at the New School for Sacial Research. He has published extensively on the arts of West
Alfrica, drawing upon many years of fieldwork in pMali and the Ivory Coast. As chief curator ar the National
Museum of African Art, he has coordinated more than a dozen exhibitions of African artsince the museum’s
opening in 1987,

Ravenhill says, | first went to Africa to undertake fieldwork for my Ph.D. in social anthropology Only
there did | become interested in arl and jts importance in the creation of social meaning. Upon finishing
my degree, | returned 1o Cote d'Ivoire to do research on the Goli masks of the Wan. It was while | was
doing this research (and while my wife, Judith Timyan, was continuing her research on the Baule language)
that I became fully aware of the importance of the ‘other-world’ in Baule thought—due, largely, to Albert
Koffi Kouadio, who continually shared with ys his dreams of his girlfriend’s “other-world man.’ This
dialogue led me 1o 4 wider investigation of Baule beliefs and practices regarding figurative art.

“lLrecently re-read my article on ‘other-worle lovers” and was Quite pleased. Since writing it | have gone
on lo explore the issye of gender differentiation in Baule art, and am currently working on a book manuscript
that would include the initia) article and expand on recent unpublished papers.”’

- dress always characterizes certain social straga Itis only [Iu'nugh astudy ol"mnul:uiun, and of the
s belonging together; and it seems to Il this — effect of revolutionary crises upon the emulatjve
lunction best when g is imported from abroad.  process, that we can understand fashion i, its
Fo dress as one dresses in Paris, means 1o have stages ol critical rlc\'elnpmum.-——Qucmin Bell,
4 close and exclusive association with a certain = On Human Finery
soctal stratum in other countries—already There is a competitive element in art which aims
ks of noblemen s at drawing  attention 1o the artist o his
The Logic of Vanity

the prophe Zephaniah sped
wearing  foreign (fulhm.—(;em'gv Simmel,  patron,— H. Gombrich,
Conflict Faiy!

Philip L. Ravenhil, 1980, Bavle Statuary Ar- Meaning and Modernization. FPhiladelphia: Insting e for the Study
of Human Issyes, Working Paper #5. Reprinted courtesy Philip Ravenhill.
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INTRODUCTION

This es explores the development of 4
African art form. Iy iy I examine the mean-
ing inherent in Bauyle Statvary art and [ -
tempt w demonstrate thay the modernizg.
tion of this art by (he ncorporation of West-
ern elements of dress js 4 logical application
of the Baule ideq that statuary form he
Judged by the same aesthetic criteria gy
human form.

The approach Which 1 use as an anthro-
pologist study ingartand aesthetics js exegel-
ical: I examine the intentional aspects of the
art (ct. Dutton 1977) and I seek (o elucidate
the conceptual framework from which e
art derives jis meaning. 1 thus myke exten-
sive use of indigenous terms qn( concepts,
and while [ excyse myself in advance should
this make the reader’s task more difficult, |
would nonetheless stress the necessity of (his
method if anthropological stuclies of art are
to advance. 1 feel strongly that the initial ex.
amination of 4 traditional art form must he
devoted w the ideas of ity creators and users,
It is only when this essential 1ask IS com-
pleted that one ¢ BO on to develop other,
more objective or universalistic, theories.
Otherwise one sees i, art something othe
than its creators intended.,

It s not, however, sulficient 1o see an art
form as “rellection™ of culture since apq
1S more often dynamic than static and creates
culiure just as much 48 LS ereated by cul-
ture. My eximination of Baule statuary ary
therefore looks at the productive process,
the interactive process between (he user, the
art, and the spiri represented, and (he pro-
cess of |nulw"f('m;1h>di;liugl:t' inwhich the apy
[unctions.

Since | will ultimately he talking of un AL
rican art form whic i makes extensive use of
elements of dress imported from Europe
(see figures tollowing: see original publica-
tion for additional nrap and ;»lmmgr';t])h\). i
few commenns are in order as 1o what this
ArE IS nef, Although it is 4 European infli.
enced ant form, iy s not itended oy critical
cicure of (he White man (¢f. Lips 1957).

Nor can one assume that European dress is
used in order (o depict Europeans (¢f
Crownover 1960, Nor, finally, does the luse
of Europeana mean that the art was con-
ceived for European marker or that it pap.
ders 1o toreign clients. The use of these nyq.
Ufs is rather relaged (o Lashion—fashion as
anemulative process which has alfecred ang
continues to affect Baule sociery,

THE MEANING OF BAULE STATUES

Although Baule statues have often heen re-
ferred 1o as “ancestor figures,” Susan Vogel
(1973: 1977) has pointed out (i these
“wooden pPeople” (waka syan®) are in reality
carved as representatives of either “nature
SPINHS™ (asie i) or of “other-world men” oy
“women" (blafs baan and hlols bl respec-
tively: see Figs, 99_p 22-2 and 2o_g)s
While DALUre spirits are of Various types hay-
ing varving roles, they have in conmon ab.
normal effects upon the people with whom
they establish cona L The effect may be der-
rimental or henefi i}lfﬁlJl'il}gjllg about, for
example. mental troubles, mcreased luck i
huniing, or the Power of clirvoyvance——;
the contact is 1hus either controlled o con-
tinued by the otfering of sacrifices, Starues
representing nature Spirits ofien hecome en-
crusted with hlao lor they are “fetishes”
(emuen) and it is “with blood thay fetishes
become pPowertul”™ (mmaoj YE wman amuen s yo
nna): their form may be minimal, demaon-
strating a generat human form bue withou
detail, for like the earth spirits which they
represent they jre “dwart-like” (anghe) * In
contradistinetion o rhe statues of these na-
ture spirvits, which, olten require i plural
torm, are (he indivicdual Statues that are
cirved 1o represent a man's “other-world
wonan" or a woman's Cother-world map.»
Teas 1o ihese curelully looked afier stittues
representing other-worlq people thar this
paperis devored.

FIGURE 22-1 Male figure. 31 5 cm.; red and
black dye; kaolin.

The Blols or “Other-World"

In Baule thonght the bixls, or “other-
world,” is a world that exists in contrist o
the world of physical realiiy. Etymologi illy
blolo is derived from bis meanmg “1o ll[i!!llr.
Lo praise, to viunt” and o, a |(J('.'1Iil)|]'..(| noun’”
which cin be glossed ay there™ T'hus !i1<-
sense ob the word is “the place thar s
vaunted,” with the miplicic idea tha :!I-
though it is a place tha s .‘-[_J(Jk(‘!l well of, in
fact no confirmation of its desirable HITIRE
butes has ever heen found. The locational
component ol &l (1, "_lhrlc") makes ex-
plicit the contrast with life “on-thesearth-
heve” {asie'n su wa): the Boly s a world tha
exists parallel 1o the world experienced h\j
man, and s considered 1o he the world of
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the dead. Yet the dols is not re tricted to the
ahade of the departed dead foritis also the
place of origin for the spirilst:_i llhel?t‘\\‘h.(ll'l}.
Thus a newborn is seen as arigimating from
his “other-world mother” (hirls nin);? his
meconium, or first bowel movement, s pe.
terred 1o as “other-world faeces” (blols biy-
and in the event of an untimely early deal,
an explanation s |)|‘n\‘irle(ll by su\-‘i.ng “his
other-world mother ook him back™ (7 bists

FIGURE 22-2  Female figure. 33 cm.; natural
wood, black dye. Both of these statues, found on
widely separate occasions and thus probably not
intended to be a “couple,” appear to be by the
same hand. The male figure sports a hairstyle
commonly called maode Ghanéen, and a Juu'kpt
with epaulets, but from what remains of the feet it
not wear shoes. The female figure
-seve

seems he dic
has a traditional tressed hair-do, a cache
supported by beads, and, like the male, f
scarification. (Cf. discussion of ““clothed men ancl

acial

unclothed women ")
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FIGURE 22-3  Woman with underwear and
slippers. This woman, with her elongated ringed
neck, wears a black bra, white underwear, and
black slippers. 32 em.; red and black dye; kaolin.

ninye 3 fe ). 1t is also in this other-world

bols that each person “on-this-earth-hepe”

(asie’n su wa) has a pPerson of the opposite sex
to whom he is inexorably linked: for a man
this person is referred to as his “other-world
woman" (bl bla) and for 4 woman as her
“other-world man” (blota bian).

Other-World Lovers

Initial knowledge of one's “other-world
man” or “woman” usually proceeds from g
particuliar crisis of young adulr life such ;s
stevility, and as Vogel (1973:95) points out
these crises are almost always of a sexual nu-
ture. In consultation with a diviner (wwinn-
wueyifue) one may find that the problem re-
sults from (he unhappiness or Jealousy of

one’s other-world sexual Opposite who f .
spurned or neglected. In such a case diw_@e
ton may reveal that it js necessary hog,
represent this other-world PErson by g g,
carved in human form to which offerip Su;
food or money can be made on , regulo
basis and to consecrate one nighy of the We:j:
to this blals person by sleeping alone. s Add;
tional knowledge of one's other-worlg SEx:
ual partner js gained by the dreams (lalie)
which one has on nights set aside for hip,
Two important peints must be made in ref.
hon to these dreams: 1) there is an implicip
'(.‘ncm:rugt'lnem of such dreams as well as ap
expectation that they will he sexuil in pg.
ture; and 2) this expectation of regular noe.
turnal dream visirs by an other-world lover
leads to a certain continuity in (he contents
of such dreams—g ctmtinuit)' that can he re-
ferred 1o as an ongoing interpersonal rela-
tionship.

In dream visits one's other-world lover
has no fixed form, being able (o assume the
form of a@ny person of the Opposite sey,
whether real or imaginary, with the exception
of one's spouse. Thus in the concept of ap
other-world lover there s an implicit con-
trast between one's acrual spouse and al
other possible sexual (not marital) partners,
Inthe discussion thys far Lhave used various
glosses for the translation of the (erms blola
bian and bisly bla bug | have studiously re.
frained from translating these terms by “oth-
er-world Lusband” oy “other-world wife.”
This is because the yse of “woman” (bla) and
man” (bian) is significant, | think, in indicat-
ing that the relation s not with a “spouse”
(zwen, “hushband,” or v, twife™), Le., a social
relation, bur with a male (bian) or female (hla)
with whom it is possible to have a sexual rela-
tonship. While the rerm bian may be used in
the context of matrimonial relatjons (Cart-
eron 1972)—iy contrast to the term yasua
(also glossed as “male”) which is only used as
4 component of kinship terms c!céignu(ing
“people with whom it js inconceivable that a
female Ego can enterrain sexual relations”
(Etienne 1972:66-67)—] believe that its in-

Na.

herent em])hasis is_ oq Sﬁ'X}m! av;zil;}nl)i‘ﬁr:\' ;tpd.

 that it stands in contrast to the word fo;
d]u;.md, The word #la, which can be glossed
:suf“:n,11;111" or “temale,” “marks simui[em_e
ously the se.\_'ual Ch.ﬂl';l('lt:risl c and the social
dimension including marital, and corre-
sponds to the two 1lmsmlme lerlnsvw.'xur{ ':md
pian” (Carteron 1972). I would [_hus rc;a!h‘rm
the essentially sexual nature of lh_e relation
with one’s b{> bian or bioly bla which sl;u_](ls
in marked contrast to the polyvalent relation
to a real world spouse.

The relationship with one’s other-world
man or woman must also be seen as a rely-
tionship with an isolated individual and not a
relationship with a social actor embedded in
turn in a nexus of relationships with various
social groups. Thus, for example, ;zlalmugh
one’s other-world lover is an individua) with
a specific name (usually revealed in divina.
tion), it is significant that the name is limired
to a personal name without a patronymic (s
dunman); a bloly bla, for mstance, may have
the name Akisi (given to a girl born on Mon-
day) but could never have the name Kuaku
Akist, i.e., Akisi the daughter of Kuaku, Sim-
ilarly it would appear that a blals bla or bian
never has a name such as Big Kuadyo (Kua-
dyo Dan) or Little Amlan (Amlan Kan) since
such names result from the need to contrast
their holders with other same-named kin.

Butif the relationship between a man and
his other-world woman or between a woman
and her other-world man s » dyadic sexual
relationship between individuals this is nor
to say that the relationship has no effect on
relationships in the real world, As might be
expected, the existence of (he other-world
lover is of particular importance to one's
real-world spouse. The relations between
man and the blols bian of his wife and be-
tween a woman and the blofs bla of her hus-
band are hoth relations characterized by a
basic jealousy (kwlan). In Baule kinship ter-
minology co-wives refer ro cach other as
“rival” (wila), as do two men who are linked
by being married to sisters. In the same way
one’s spouse and one's other-world lover are
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considered to be “rivals™ competing for the
attentions of the person by whom they are
linked. This relation, however, is not a sym-
metric relation between equals because u
basic dissymmetry exists in that the other-
world paramour necessarily precedes the
real world spouse chronologically. Thus g
man's blols bla can be considered his “firsi
woman” (bla kpenngben) with the rights and
]}l'i\'iffgt’&—tfh‘pﬁ(‘iél“)‘ permanence—which
acerue to that position, and his actual spouse
can be seen as being in the inferior position
of his “later woman” (bfy seen). Jealousy,
however, is not incompatible with 4 relatively
higher social position and the blols bla, for
example, may prove 1o be particularly pes-
tering or mischief making due to her envy of
a4 man’s real-world sexual partner, whether
wife or not. A young married man told me
that once when sleeping with 4 young
woman on the night supposedly reserved for
his blals bla he was awakened by the insistent
tugs of his sexual partner who said she had

Justdreamed of his other-world woman who

fought with her in order (o chase her from
his side. It would appear to be a relatively
common experience to dream of the other-
world lover of one's spouse: another young
man reported that he frequently dreams of
fighting with his fancée's biats bian who is
an ancien combattant (see below) and thus, sig-
nificantly, older than himself. Furthermore,
the perception of competition between
person and his spouse’s other-world sexual
partner is reinforced when one experiences
the rivalry not only in reported activirties bur
also in participatory dreams.

The Differences Between Other-World
Men and Women

Although the difference between the no-
tions of blals biu and blals hian would at first
glance appear 1o be mainly a mauer of gen-
der, as indicated lexically, attention must be
drawn to a fundamental dissymmetry of
ideas concerning their respective atributes
and characters. Etienne, the toremost recent
student of the Baule, has stated that:
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- the blals bla is much less worrisome than the
b3ty bian. 1t is above 4] he who renders a wife
sterile, makes her give birh (o still-born babies,
or causes her children to die ar an early age, and
it is necessary 1o appease his jealousy regarding
the terrestrial husband. We thus have g classic
case of the inversion of relations between the
here-below (¢ci-bas, P.R.) and the here-after (et~
delu). Here-below j is above all women who are
Jealous among themselves; but in the hereatter
this sexual jealousy is projected onto the relations
between men, (1974:219, n. 33

This rlissvmmerr}‘ of atributes—the hlaz,
bian being mherently more bothersome and
Jealous than the b3/ bla—is reflected in y
numerical disproportion between male and
temale statues. From four vears’ observation
of the art market in the town of Bouakeé |
am led to believe thay 4] other things being
equal male statues outnumber female siar.
ues by a ratio of at fpast five to one. '

How can one explain the difference he-
tween male and female other-world lovers
and the fact that male lovers are more often
represented by statues than female lovers
Given that other-world men or women only
receive formal representation in wood after
it has been found tha they are the canse of
problems afflicting their partmers in the real
world, we are confronted with the need 1o
explain the fact tha other-warld lovers aye more
problematic for women than for men. A woman's
higher likelihood of requiring a statue for
her spirit lover js perhaps due 1o the fact thag
tor her the problem of sterility, if it exists, is
inescapable whereas aman’ssterility nmay not
be publicly apparent thanks to his wife's “ap.
rangements.” Whether facryall true or not,
the common Baule attitude is tha sterility
attects women more often than men, and jf
one of the common reasons for having un
other-world man carved i sterility (cf. Vogel
1973:95; 1977:159) then this may partially
explain the higher incidence of male figures.

Further insight inwo the maore problematic
character of other-world men us opposed to
other-world women can be gained from an

examination of the pelygynous nature of

Baule society. ' Wil polygyny there is 2

profound difference between the legiti.
mated status of 4 man linked to tWo (or
more) women and the “illegitimate™ starys of
a4 woman linked to two men; from the Baule
pointof view the farmer js Seen as a question
of an additional partner whereas the latep
is seen as a question of an alternate partner,
Should a Baule man decide to acquire ap
additional wife there are certain social rules
(concerning, for example, the equality of
rights for co-wives) (hat must be respected,
but should he abide by the normal social con-
ventions the second marriage is not und uly
difficult. For a woman, however, the ques-
tion of another sexual partner can never be
one of “both/and” but rather one of “either/
or”; there is absolutely ne question of g
woman having .\‘imull;mvnnsl‘\' two socially
recognized sexual partners!2—_ g the popu-
lar saying goes: “Since the Eternal One cre-
ated day, no one has ever said thit a woman
could marry two men!” (ke anannganman q
bo alie’n, be séiq ke bly Ja bian nnyon.) Pierre
Etienne has only lmlf'—fll(‘e!ir)usi’}* stated that
“a prudent Baule man without being poly-
gynous has available jn different degree
three women: one with whom he js parting
company, a second with whom he s fully
married, and a third whom he is trying 1o
marry” (1972:20). Even if such serial mo-
nogamy is possible it is of 4 different order
for men and women in that for the former
the chronological overlap of partners is so-
clally condoned wherexas for the later i js
socially prohibired.

Since the relation between a person and
his other-world Jover necessarily pre-dates
any real-world sexyal rul;l(iunshz’p which he
ENgages in, one can see that this other-world
relationship is endowed with a definite pri-
macy with attendang rights and obligations,
The other-world lover of a man can bhe
thought of us his “f, L woman”  (bla
Apenngben), and as in the case of a real-world
“Hrst woman” her pardon (yacr) must be de-
manded before a “later woman” (bla sien) is
taken 1o wife." Fora man the asking of prar-
don is a rather informal matter which does
not require public ceremony, perhaps be-

cause of the previously noted facq that for a
man simultaneity of sexual partners is not a
problem. For g woman, however, it js very
likely that the transition from an unmarried
to a married state must be effecred by a for-
mal public ceremony which has as irs goal
the transferral of rights from an other-world
sexual partner to a real-world hushand. The
ceremony that is thuys performed is called
atonvle, aterm which can be etymologized as
a-ta-nvle or “the fall of change” and whose
basic meaning would appear to be approxi-
mately equivalent 1o “changeover” in En-
glish.“ Atonvle ceremonies are also per-
formed for a number of other purposes, de-
pending in part, j appears, upon regional
cultural differences: Carteron (1972} and
Guerry (1970:40) indicate thar It may be
done as a rite de Passage tor a givl at her men-
arche; the Etiennes (1964:153: 1971:172h
and Weiskel (1976:441) discuss alonvle mar-
riage in which rights 10 4 woman are defini-
tively transterred from 5 woman's own fam-
ily to that of her hushand: and my own re-
search indicates that these ceremonies may
be performed for firs; Pregnancies, for the
ending of mourning for widow(er), and
even Lo reintegrate or “cleanse” a4 person
who has fallen into 4 deep latrine (bian) of
the sort usually dug in the bush near one’s
fields. Each of these ceremonies can be seen
as atransitional rite in which normal time is
suspended in order 1o effect 4 status change
(cf. Leach 1961); the ]hl‘!]l}l“l)‘ of the occa-
sion is marked by the special dress of the
participants, a woman being dressed in fi-
ne