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Wstep
I Prefatory remarks

»Biada mi, jesli wyjawie te tajemnice,
i biada mi, jezeli ich nie wyjawie”.
§w. Pawel, Zohar, III, 127b

Po rzadkich, a przy tym zachwycajacych wnikli-
woscig podejscia metodologicznego i artystycz-
nym pieknem, monografiach poswieconych po-
jedynczym kulturom maski w antropologiczne;j
i estetycznej literaturze Swiatowej przyszedt czas
na projekt polifoniczny. Jego ideq badawcza jest
zaproponowanie czytelnikowi tworczego wspol-
uczestnictwa w ujmowaniu fenomenu maski za-
rowno przez teoretykdéw kultury, jak i przez bada-
czy terenowych, emicznie i etycznie opisujgcych
badane zjawisko u zrédel najpotezniejszych kul-
tur maski w Afryce i w Europie, w Azji i w Ame-
ryce Potudniowej. Naukowcy i artySci w swych za-
prezentowanych tekstach dzielg sie refleksjg teo-
retyczng i wlasnymi doswiadczeniami zebranymi
podczas badan terenowych prowadzonych w Mali
(Dogoni), w Angoli (Czokwe), w Iranie, w Indiach,
w Chinach i w Japoniil, a takze w Grecji, we Wto-
szech i w Polsce oraz w Brazylii.

Po co w ogdle badaé maske? Na to pytanie mozna
by odpowiedzie¢ inng frazg retoryczng: dlaczego
przeciez badamy nature cztowieka? Oba pytania
i obie odpowiedzi odnosza si¢ bowiem do tej same;j
rzeczywisto$ci empirycznej, ktorg jest petna egzy-
stencja ludzka w wymiarze psychofizycznym i du-
chowym. Maska jest stara jak $wiat, a Scisle mo-
wigc: rownie sedziwa jak wcigz mtody czlowiek.
Mozna jednak zatozy¢, ze pierwszy gest maskowa-
nia si¢ mogl by¢ nieintencjonalny, wynikatl raczej

Woe me if I reveal the secret,
And woe me If I do not.
Saint Paul, Zohar III, 127b

After some scarce and rare, yet informative and
significant, monographs on the phenomenon of
a mask in the field of the world anthropology and
aesthetics, a new polyphonic proposal has emerged.
Its objective is to invite readers to an imaginative
interaction with a plethora of methodological ap-
proaches that grasp both empirically and specula-
tively the research object which belongs to the most
powerful mask cultures of Africa, Europe, Asia,
and South America. Integrating emic and etic in-
sights about the subject matter, scholars and artists
refer to their extensive field work conducted in
Mali (the Dogon), Angola (the Chokwe), Iran,
India, China, Japan,' Brazil and finally in Europe
across Greece, Italy, and Poland.

What is a mask studied for? This question can be
approached with another question: Why do we
delve into the nature of a human being at all? Now
these questions and their relative answers refer to
the reality which is a thorough and all-important
human existence in its both spiritual and psycho-
physical facets. Accordingly, a mask is as old as the
hills, to be exact: equally long-lived as a man who
is still very young though. We can assume that the
first gesture of masking could have been entirely
unintentional, performed as an automatic reflex
of covering one’s face against the burning sun or
heavy rain at the dawn of the species that were to
evolve arts and laws. In consequence, the evolution
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z instynktownego odruchu zastaniania twarzy
przed palagcym stoficem, rzesistym deszczem albo
owadami, ktore w swej ewolucyjnej a szczegdlnie
drapieznej fazie szukaly zerowiska na kudlatym
obliczu homo sapiens sapiens. Ewoluowanie funk-
cjonalnych znaczen maski to proces réwnolegly

1. Puchar rytualny, srebro, kurhany Tiraleti, pierwsza poto-
wa 2000 r. p.n.e., fot. PSAT, © Muzeum Gruzji w Thilisi.

1. Ritual cup, silver, the first half of the 2" millennium
BC, Great Barrows of Trialeti, photo by PSAT, © Geor-
gian National Museum, Tbilisi.

do rozwijanych umiejetnosci praktycznych wtadz
intelektualnych cztowieka wraz ze stopniowym
subtelnieniem jego wlasciwosci psychicznych. Po-
zytywny efekt pierwszego zastosowania ostony
twarzy z powoddw czysto praktycznych mogt staé
sie z czasem wystarczajagcym bodzcem do jej dal-
szego uzywania w innych, nowych i coraz bardziej
ztozonych sytuacjach spotecznych.

Numinozalne doznanie Absolutu, ktére czesto
koficzyto si¢ Smiercig niezamaskowanego uczest-
nika obrzedu, musiato z pewnoscig zrodzié potrze-
be maski ostaniajacej i chronigcej caty byt ludzki.
Dlatego, aby ujaé petnie jej spotecznych funkgji
i estetyczno-obrzedowego dziatania, konieczne jest
pojeciowe rozszerzenie terminu ,,maska” na cate
ciato cztowieka, a nie odnoszenie jej zaledwie do
ludzkiej twarzy.

Obrzedowe zastosowanie maski w rytualnych
praktykach inicjacyjnych jest dowodem na jej
niepodwazalny status metafizyczny w kulturze

2. Hetm koryncki (ulubione nakrycie glowy Peryklesa),
miedz, okoto VI wieku p.n.e., kopia wspotczesna, autor:
George Roussis, Pireus, Grecja.

2. Corinthian helmet (Pericles’s favourite), copper, c. 6%
century BC, a modern copy, author: George Roussis,
Piraeus, Greece.

of mask functional meanings shows up as a kind
of a process that can be paralleled to the gradual
development of man’s practical skills and intel-
lectual faculties, as well as to the processual refine-
ment of his or her distinguishable psychological
abilities. The positive effect of the original usage
of a mask, which doubtless at the very beginning
had been exclusively practical, might have trig-
gered its various applications in new social situa-
tions that gradually became more complex.

Equally well we could assume that a numinous
experience of the Supreme, which very often
ended with death of some ritual performers, re-
sulted wisely in the man of a mask that covered and
protected the whole human body. Therefore, in
order to grasp its multiple functions and practical
merits, one is bound to broaden inevitably the se-
mantics of the word “mask”, whose meaning in
every day usage is narrowed to the human face only.

I

ludzkiej: ot6z maska petni wtedy funkcje akuszer-
ki wprowadzajacej mlodego czlowieka w wiek
dojrzaly — odmieniony czas nowych spraw i do-
znan, zupelnie tez innych radosci i trosk, wynika-
jacych z natury indywidualnej plci — i przygoto-
wuje go w obrzedzie do podjecia nieuniknionych
zadan spolecznych, uswieconych tradycja wspodl-
noty.

Mozna przypuszczaé, ze spotkania z obcymi,
a takze ambiwalentne zachowania cztonkow tej
samej spolecznosci zrodzily z czasem potrzebe
skrywania spontanicznej i wrodzonej cztowiekowi
szczero$ci w kontaktach miedzyludzkich, zamie-
niajac j3 w dyplomacje, gre i wyrafinowany po-
z6r2. To ewolucyjne przejscie w technologii maski

3. Maska mumii egipskiej, nazywana ,,magiczng gtowa”,
ztoto, malowidto na emalii, kamienie pétszlachetne, sar-
kofag Tutenchamona, okoto 1340 r. p.n.e., fot. PSAT,
© Muzeum Egipskie w Kairze.

3. Old Egyptian mask called “magic head”, gold,
enamel and semiprecious stones, c. 1340 BC, Tutankha-
mun’s Sarcophagus, photo by PSAT, © Egyptian Mu-
seum, Cairo.

The ritual application of masks in initiation rites
proves unquestionably its instructive and meta-
physical status in the human culture. A mask acts
here like a midwife: it introduces the young not
only into the world, but also to new social roles
that imply new pleasures and responsibilities ac-
cording to their relative and complementary
sexes. Moreover, it is highly probable that either
meetings with foreigners or ambivalent behaviour
of other community members made one learn how
to hide one’s spontaneous sincerity,? sadly enough
replacing some genuine, true-hearted and forth-
right human relationship with insincere diplo-
macy, double-dealing, and elaborate disguises.
This evolutional passage from a manual realm of
mask making into an intellectual one changes as
well the whole structure of a mask; thus, animal
skin, wood and bark transform into the stage
make-up or a subtle play of face muscles, used to
conceal perfectly actor’s and trickster’s emotions,
thoughts, and intentions. Far beyond this research
field, masks of soul’s and body’s illnesses remain.
Evidently, both cases are examples of man’s miser-
able defeat in front of the astounding mechanics
of nature and its creative forces. Wearing their
tragically comic masks, dishonest and coward
people make one feel embarrassed, while the sick
induce compassion which remains speechless in
its existential powerlessness.

How then to approach the phenomenon of
a mask? We will notice after a while that the
monograph locates the authors’ research efforts
on the borderlines of anthropology and aesthetics.
Its subtitle provides a methodology suitable for
the subject matter, defining clear procedures of
research strategies and their descriptive and
hermeneutical methods.

To start with, it should be emphasised that mask
is always investigated in the place of its production
and use. In other words, it is perceived in situ et
in statu nascendi. Such an approach characterises,
for instance, the research work conducted by
Lucjan Buchalik, a devoted and meticulous expert
on the Dogon mask.® An identical attitude can be
found in almost all works that contribute to the
volume. In their relative fieldworks, the authors
integrated emic and etic approaches through a dis-
tinguished co-participation in the rite of mask
wearing having established some straightforward
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ze sfery manualnej do umystowej odmienia jej ma-
terialny byt: skéra zwierzeca, drewno lub kora
przeksztalcaja sie w makijaz sceniczny lub w sub-
telng gre mies$ni twarzy maskujacego si¢ osobnika.
Daleko poza polem naszych dociekani pozostaja
maski chorej duszy i cierpigcego ciala. Obie bo-
wiem stanowig porazke czlowieka wobec zadzi-
wiajacej doskonatosci mechaniki natury i jej kre-
atywnej sily; tragicznie komiczna maska ludzi
nieuczciwych i podtych budzi zazenowanie, a cho-
rych cielesnie — gleboka lito$é, ktéra zamiera
bezsilnie w swej egzystencjalnej bezradnosci.

Jak zatem bada¢ maske? Podtytul monografii,
ktora sytuuje badawcze wysitki autoréw tomu na
pograniczach antropologii, teorii kultury i estety-
ki, podsuwa z koniecznosci synkretyczng metodo-
logie badan, okreslajaca heterogeniczne procedu-
ry strategii badawczych i ich metody opisowo-
hermeneutyczne.

Po pierwsze, maske bada sie w Srodowisku jej
wystepowania. Ujmuje si¢ j3 w jej zrédtowo kul-
turowym in situ et in statu nascendi, jak czyni to
choéby Lucjan Buchalik, wnikliwy znawca maski
dogonskiej®. Podobng wartos¢ badawczg maja pra-
ce wlasciwie wszystkich autoréw tomu. Ich bada-
nia terenowe oparte sg na emicznym podejsciu do
przedmiotu badan, ktére cechuje wspétobecnosé
i wspdluczestnictwo w obrzedzie naktadania maski
w bezposredniej relacji z jej wytwdrcami i uzyt-
kownikami. Rozumienie jej pelnego funkcjonal-
nego zastosowania powinno by¢ wszakze poprze-
dzone poznaniem kultury duchowej i materialnej
ludzi, ktérzy maske stosujg w swoich rdzennych
praktykach spotecznych. Dlatego perspektywa an-
tropologiczna wydaje si¢ koniecznym i niezbednym
punktem wyjscia dla zmystowego, a wiec estetycz-
nego ujmowania jej formy w znaczeniu Scisle arty-
stycznym i poznawczym. Trudno bowiem zado-
woli¢ si¢ czystym doznaniem smaku artystycznego,
biorgc choéby za przyklad zdumiewajace pickno
maski czokweariskiej phwo, ktéra przez swego wy-
tworce nie byta nazywana dzielem sztuki, a przez
europejskiego odbiorce jest kontemplowana jako
takie wlasnie. Rozminiecie sie aktu intencjonalne-
go tworcy maski z naturg sytuacji estetycznej od-
biorcy sztuki w kulturze zachodniej niesie ze soba
ryzyko to splycenia znaczenia jej przekazu kultu-
rowego, to catkowitego zafalszowania roli spo-
tecznej i bogactwa ekspresji artystycznej samego
artefaktu, ktore powstajg w Scistej zaleznosci z gle-

4. Scena tafica transowego ,,latajaca postac z glowg an-
tylopy”, zaznaczone — typowe dla tych obrzedow —
krwawienie z nosa, malowidto naskalne Buszmendéw
z plemienia San, jaskinie w Gérach Smoczych, RPA
© (D. Lewis-Williams, S. Challis, Deciphering Ancient
Minds. The Mystery of San Bushman Rock Art, Thames
and Hudson Publishing House, 2011).

4. Antelope-headed flying figure bleeding from its nose,
which marks a condition of ecstatic trance dance, the
Bushmen people, Drakensberg, South Africa (© D. Lewis-
-Williams, S. Challis, Deciphering Ancient Minds. The
Mystery of San Bushman Rock Art, Thames and Hudson
Publishing House, 2011).

relationship with creators and users of masks. In
order to understand functional applications of
masks, it is assumed that the individual studies are
preceded by an extensive investigation into both
spiritual and material culture of people who use
them in their indigenous tradition. Thus, an an-
thropological perspective seems to be a necessary
and indispensable both a vintage point and an
outset of their further aesthetic analysis that con-
sists in describing and inferring masks’ artistic and
cognitive meaning. Obviously enough, one cannot
be fully satisfied with a mere aesthetic feeling trig-
gered, for example, by the enchanting beauty of

5. Maska nagtowna przedstawiajaca pare antylop, Czi-
wara, drewno, wys. 112 cm, szer. 7,5 cm, gt. 32,5 cm,
Bamana, Mali, wiek XX, © Muzeum Miejskie w Zorach
[nr inw. MZo/A/ 8].

5. Head mask representing an antelope in its male and
female aspects, Chi wara, wood, 112 c¢m high, 75 cm
wide, 32,5 cm deep, Bamana, Mali, 20" century,
© Municipal Museum in Zory [inv. MZO/A/S].

bokim i najczeSciej przeobrazajacym doswiadcze-
niem sacrum. Tak wiec w pelni odpowiedzialne,
satysfakcjonujgce estetycznie i poznawczo badanie
maski, polegajace na jej rzetelnym opisie i wiasci-
wej interpretacji, to metodologia oparta na tech-
nikach badawczych dziedzin interdyscyplinarnie
zajmujacych si¢ analizg istoty zachowan i obycza-

6. Posag mtodego Dionizosa z maskg w dloni siedzace-
go na ramieniu Popposilenosa, okoto V wiek p.n.e., fot.
Socrates Mavromates, © Acropolis Museum, Athens
[nr inw. NAM 257].

6. Statue of young Dionysus with a theatrical mask in
his hand sitting on the shoulder of Popposilenos, ¢. 5%
century BC, photo by Socrates Mavromates, © Acropo-
lis Museum, Athens [inv. NAM 257].

Chokwe phwo mask which is not perceived exclu-
sively as a piece of art by its creator and maker,
but contemplated reductively as such by European
connoisseurs. The latter, due to the nature of their
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7. Chusta swigtej Weroniki, Francisco de Zurbarin
(1598-1664), olej na ptdtnie, okoto 16335, fot. PSAT, ©
Muzeum Narodowe w Sztokholmie [nr inw. NM 5382].

7. Veil of Saint Veronica, Francisco de Zurbaran (1598—
—-1664), oil on canvas, c. 1635, photo by PSAT, © Na-
tional Museum of Fine Arts, Stockholm [inv. NM 5382].

jow cztowieka. Wymienia sie¢ wtedy prawie jed-
nym tchem antropologie, etnologie, muzykologie,
etnomuzykologie, socjologie, historig sztuki, cho-
reologie, filozofig, estetyke, semiotyke i teorig sym-
bolu, nie zapominajac o religioznawstwie i studiach
nad taficem. Fundamentalne zwiagzki maski z tan-
cem w kulturze afrykafiskiej*, ktore pozwalaja na
stworzenie kategorii pojeciowej ,,maska taneczna”,
znajduja swoje odzwierciedlenie w spekulatywnej
myS$li indyjskiej, opartej na hinduskich Wedach.
Taniec bowiem w tej tradycji mySlowej, nieodtacz-
nie zwigzany z pelnig zycia osoby ludzkiej, rozu-
mianej jako jej duchowo-cielesna jednosé, identy-
fikowany jest momentalnie i wrecz bezwiednie
z ciatem cztowieka, ktérego zachowanie taneczne
z kolei utozsamia si¢ zawsze z pojeciem ofiary (yaj-
nd w sanskrycie), interpretowanej naturalnie
w duchu metafizyki hinduskiej. Jako taki moze
wyzwala¢ on, gwarantowaé i umacnia¢ najbar-
dziej bezposredni zwigzek materii z duchem.
W swoim artykule® Taniec to sztuka boska wsp6l-

aesthetic situation, every so often fail to meet the
mask creator’s intentional act. In an undesired
corollary, the cultural message of a mask is irrevo-
cably reduced and shallowed or, at the worst,
entirely misread; its social role and richness of
artistic expression, which is entirely dependable
on an experience of the sacred, are being falsified
then. Consequently, some reliable treatment that
would fulfil our cognitive and aesthetic expecta-
tions satisfying at one breath a research into a mask
that consists of its accurate description and ade-
quate elucidation obviously will provide an ade-
quate methodology. We are bound to agree that it
is embedded in some interdisciplinary fields that
deal with man’s behaviour and customs analysis,
to list only anthropology, ethnology, musicology,
ethnomusicology, sociology, history of art, phi-
losophy and aesthetics, semiotics and theory of
symbol, religious studies, choreology, and dance
studies. The fundamental, quasi-inseparable bonds
between mask and dance in an exemplary African
culture,* which allow us to coin a categorical no-
tion of a “dance mask”, are found in Indian
speculative thought, shaped by the Vedic philoso-
phy according to which a notion of dance equals
anotion of sacrifice (yajnd in Sanskrit). Here there,
dance and spirit are being integrated through the
art of dance. In his article Dance Art Divine,’
a contemporary Indian scholar S.A.R.RV. Chaturve-
di expounds: “Our model of art appreciation is
‘Theo-aesthetics’ and our model of recreation is
‘Mystainment” or mystic entertainment. According
to the Indian school of wisdom, entertainment is
just the same inaccessible spirituality that is pre-
sented in an attractive and adaptable format. We
can see the eligibility and components of hi-end
spiritual practices, emphasised and embedded in
our art forms. It is evident from the hagiography
of spiritual artists that the Supreme can be real-
ised, relished and reached through dance, drama,
music, and literature exhibited with divine touch
and contemplative mode, without the need for
strenuous pathways like extreme austerity and
penance.”

Needless to say, the variety of hermeneutical pro-
posals in the mask studies included in this volume
is enhanced significantly by a unique personality
of every single researcher who proposes his or her
peculiar research methodology shaped by an objec-
tive, however still subjective by its very nature,

"

czesny uczony indyjski S.A.R.RV. Chaturvedi tak
wyjadnia:

»Doswiadczamy sztuki za pomocg «teoestetyki»,
za$ modelem odpoczynku Hindusa jest «mistygra»,
to znaczy zabawa mistyczna. Zabawa, z perspek-
tywy indyjskiej szkoty madrosci, jest tez rodzajem
niedosieglej duchowosci, ktéra jawi sic wtedy
w przystepnej i przyswajalnej formie. Mozemy
obserwowa¢ nature kwalifikacji i elementow tych
praktyk duchowych, majacych na wzgledzie naj-
wyzsze dobro cztowieka, osadzone i uwydatnione
w subkontynentalnych formach sztuki. Zywoty
wielkich artystéw indyjskich dowodza, ze Istota
Najwyzsza jest osiggalna i kontemplowana z rado-
Scig w taficu, teatrze, muzyce i literaturze, kiedy
te inspirowane sg duchem boskim. Zaiste, nie
trzeba si¢ wcale uciekaé do wyczerpujacych prak-
tyk, takich jak ekstremalna surowos¢ czy pokuta”.
Roéznorodno$é propozycji hermeneutycznych
w studiach nad maska, zawartych w tym tomie,
wzmacnia niepowtarzalna osobowo$¢ kazdego
autora, ktory proponuje swoista metodologie
badawcza, opartg na wlasnym, zobiektywizowa-
nym, a przeciez subiektywnym z natury, do§wiad-
czeniu $wiata. Determinuje ono wybér i metodo-
logiczng aranzacje danych, choé ich interpretacja
jest, a przynajmniej by¢ powinna, nieskazitelnie
fenomenologiczna. Z oczywistych powodéw nie
da si¢ przedstawi¢ kompletnej kultury maski w cy-
wilizacji cztowieka jednotomowg monografia au
total, totez tytutem uzupetniajacego wprowadzenia
przedstawie teraz kilka obiektow, ktdrych nieprzy-
padkowa sekwencja tworzy intencjonalng narra-
¢je dodang, zaczynajaca si¢ niegdy$ w obrzedzie
sakralnym en dehor, odprawianym na gruzifiskim
Zakaukaziu ponad cztery tysiace lat temu, a za-
trzymang ostatnim tchnieniem Fryderyka Chopina,
na samym koficu jego diamentowej drogi. Po-
Smiertne oblicze muzyka Wszech Czaséw, odpo-
wiednik staroegipskiej maski po§miertnej nazywa-
nej ,magiczng glowa”, zamykajac ten wstep,
otwiera wla$ciwg monografie.

8. Maska po$miertna Fryderyka Chopina (1810-1849),
odlew gipsowy z 18 lub 19 pazdziernika 1849, autor:
Jean-Baptiste Clésinger, obiekt pochodzi ze zbioréw
© Fundacji XX. Czartoryskich [nr inw. XII-525].

8. Frédéric Chopin (1810-1849), death mask, plaster,
18/19 October 1849, author: Jean Baptiste Clésinger,
© Princes Czartoryski Foundation [inv. XII-525].

and individual world experience. It determines
data selection and their methodological arrange-
ment, providing a kind of interpretative stand that
is supposed to be spotlessly phenomenological.
The elaboratory and sophisticated culture of mask,
which obviously cannot be presented au total in
a one-volume monograph, is being ushered here
and now by some objects whose sequence displays
a kind of an initiatory narrative. It has commenced
at the remotest and immemorial time with a sacred
ritual en debor performed in Transcaucasia about
four millennia ago or earlier and closes with the
last breath of Frédéric Chopin, the musician’s of
all time, that crowns his diamond path. Thus the
Polish composer’s death mask, the very variant of
the Ancient Egyptian death mask called “the
magic head,” ends the introduction and opens
a real monograph.



Lucjan Buchalik

Maska dogonska

J World behind the Mask — Uncovering the

Covered

Czym jest maska?

Rozwazania na temat maski w kulturze — nawet
jesli zawezimy je tylko do jednego ludu - to nie-
tatwe zadanie. Pierwszy problem pojawia sie
wraz z proba zdefiniowania, czym jest maska.
W powszechnym rozumieniu maska to zastona
twarzy lub jej czeSci, najczesciej z otworami na
oczy. Maski mogg miec rézne ksztalty, przedsta-
wiajg postacie Swiata realnego (ludzie, zwierze-
ta), jak i postacie $wiata metafizycznego (byty
mityczne). Uzywane w celach magicznych lub
obrzedowych, pojawiajg si¢ stosunkowo wcze$nie
w historii kultury ludzkiej, o czym $wiadczg ry-
sunki naskalne znajdowane w réznych czesciach
Swiata. Maski wystepuja w réznych kulturach
i na réznych obszarach geograficznych, bardzo
popularne sg w Afryce, lecz mozna wskazac ludy,
ktore ich nie maja. Jezeli jednak maski wystepu-
ja w danej kulturze, to zaangazowane sg prak-
tycznie we wszystkie istotne sfery zycia. W Eu-
ropie wystepowaly miedzy innymi w starozytnym
teatrze greckim, a od Sredniowiecza uzywane
byly w czasie zabaw karnawatowych zwanych
maskaradami. Do najbardziej znanych mozna
zaliczyé weneckie maski karnawatowe, ktérych
zrodla siegaja wiladnie starozytnego teatru.
W potocznym rozumieniu stowo ,,maska” od-
nosi sie tylko do czeéci twarzowej, tymczasem
w rzeczywisto$ci afrykanskiej 6w europejski
termin dotyczy calo$ci — zar6wno czgsci ostania-
jacej glowe, jak i cale cialo tancerza'.

What is a mask?

Reflection about mask in culture — even if nar-
rowed down to one group of people only — is
not an easy task. The first issue arises upon at-
tempting to define a mask. In common under-
standing, a mask is an object, usually with eye
holes, that covers the face or its part. Masks can
be of various shapes and they can represent
characters from the real world (people, animals)
or the metaphysical world (mythical entities).
Stone carvings found in different parts of the
world indicate that masks appeared early in the
history of human culture as being used for
magical and ritualistic purposes. Masks occur in
different cultures and geographical areas. They
are very popular in Africa, although there are
groups of people that do not possess them.
However, if masks do appear in a given culture,
they are engaged in practically all crucial aspects
of life. In Europe, masks appeared, for example,
in ancient Greek theatre and since the Middle
Ages, they have been used during carnival pag-
eantries called masquerades. The most popular
are Venetian carnival masks which have their
roots in the ancient theatre. In common under-
standing, the word “mask” refers only to a facial
part, whereas in Africa this European term refers
to a dancer’s attire which covers not only the
face but also the whole body.!

Most of the masks encountered in West Africa
consist of costumes covering and disguising human

31

Wiekszosé masek spotykanych w Afryce Zachod-
niej sktada sie przede wszystkim z kostiumdw osta-
niajacych, maskujacych postacie ludzkie. Do tego
celu uzywa si¢ najczesciej widkien naturalnych (ze
szczawiu, rafii), a wspolczesnie takze tkanin.
Najciekawszym przyktadem masek wykonanych
z widkien ostaniajacych cale cialo wydaja si¢ maski
ludu Bobo (Burkina Faso). Interesujagcym przykla-
dem ewolucji kostiumu maski jest wspotczesny
kostium maski komo ludu Bamana (Mali), wyko-
nywany z fabrycznej tkaniny, z zamkiem btyska-
wicznym, a jego rekawy sg zaszyte, tak aby nawet
dloni nie byto widaé. U Jorubow stréj tancerza jest
bardzo istotny, oznacza bowiem pleé i status spo-
teczny postaci. Jak zauwaza Henry John Drewal
z Chazen Museum of Art: ,,kostium przede wszyst-
kim definiuje mesko$é lub kobieco$¢ uczestnika
maskarady, ponadto upieksza go. [...] Kobiecy
kostium podkresla przede wszystkim atrybuty
plciowe kobiet™?.

Maska, zastaniajac postaé ludzka, sprawia, ze
noszacy ja czlowiek staje si¢ niewidoczny, nieroz-
poznawalny, staje si¢ kim§ innym. W kulturze
Zachodu przyktadem mogg by¢ bale przebieran-
céw organizowane w karnawale. Istotg maski
uzywanej do celéw religijnych wydaje sie jednak
przejécie do innego $wiata. Cztowiek, przywdzie-
wajac maske, opuszcza Swiat ludzi i wkracza
w $wiat metafizyczny. Z zachodniego punktu wi-
dzenia idea maski w kulturze Dogon6w jest bardzo
skomplikowana. Skale komplikacji oddaja kwestie
zwigzane z terminologig: Dogonowie takim samym
terminem okres$lajg tancerza w masce, jak i realng
postad, ktérg owa maska przedstawia. Mozna to
zilustrowaé przykladem maski griota. Wedlug
francuskiej etnolozki Geneviéve Calame-Griaule?,
Dogonowie okreSlajg griota stowem gogon. Termin
ten w jezyku toro-so oznacza tancerza w masce
i cztowieka grajacego na bebnie*. Mozna dojs¢ do
whniosku, ze dla Dogonéw realna postaé, jaka jest
griot, 1 tancerz w masce go przedstawiajacej sg ze
sobg tozsame. Tancerz w masce przedstawiajacej
lwa staje si¢ dla odbiorcéw Iwem. Nieodroznianie
realnej postaci od przedstawiajacego ja tancerza
skutkuje brakiem stownictwa pozwalajacego na
rozrdznienie.

Jedna z podstawowych cech sztuki afrykanskiej
jest jej utylitarnos¢ i Sciste powigzanie ze sfera du-
chowa kultury, ktéra z kolei wiagze si¢ z ptodno-
$cig natury i ludzi. Podejscie europejskie, oddzie-

figures. They are usually made of natural fibres
(such as sorrel or raffia) and cloth. The Bobo peo-
ple’s (Burkina Faso) masks seem to be the most
interesting examples of the cloth masks which
cover the whole body. The evolution of a mask as
a costume can be presented with an interesting
example of the modern mask costume komo of the
Bamana people (Mali). It is made of cloth, has
a zipper and its sleeves are sewn up in order to hide
hands. In the Yoruba tradition, a dancer’s costume
is substantial because it identifies the gender and
the social status of a character. As Henry John
Drewal from the Chazen Museum of Art notices:
“In the first place, a costume defines manhood or
femininity of a masquerade participant; moreover,
it makes him look more beautiful. (...) Woman’s
costume emphasises her sexual attributes™?.

A mask, which covers the whole figure, renders
its wearer invisible and unrecognisable. In the
Western culture, fancy-dress parties organised
during carnival may serve as an example of such
transformation. Crossing into the other world
seems to be the essence of a mask used for religious
purposes. By wearing the mask, a man leaves the
human world and enters into some metaphysical
realm. From the Western point of view, the concept
of a mask in the Dogon culture is a very complex
one. The scale of intricacy is reflected by issues
associated with terminology: the Dogon use the
same term for a dancer in a mask and for a real
character presented by this mask. The problem
can be illustrated by a griot mask. According to
the French ethnologist Geneviéve Calame-Gri-
aule,® the Dogon define a griot with the word
gogon. This term in toro-so language means
a dancer in a mask and a man playing drums.* One
may come to the conclusion that for the Dogon
a real person, a griot, and a dancer in a mask rep-
resenting him are identical. A dancer in a mask
representing a lion becomes a lion to spectators.
As there is no distinction between the real charac-
ter and the dancer representing it, there are no
words which would demarcate the difference.
One of the basic characteristics of the African art is
its utilitarianism and precise connection with spir-
itual sphere of the culture that is related to the fertil-
ity of nature and man. The European approach
which separates a solid sculpture from a mask in case
of African art is unjustified. This division is clearly
artificial. For the Gur people — including also the



1. Zespo6t z Tireli w czasie jubileuszu stulecia szkoty, maska kobiety ,,na szczudtach”, Sanga, 2010, fot. Lucjan Buchalik ©.
1. A group from Tireli during the 100™ anniversary of their school, a female mask “on stilts”, Sanga, 2010, photo by Lucjan
Buchalik ©.
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lajace rzezbe petnoplastyczng od maski, w wypad-
ku sztuki afrykanskiej jest nieuzasadnione. Podziat
ten jest wyraznie sztuczny. Dla ludéw woltyjskich
—do ktérych zalicza si¢ rowniez Dogondéw — sztu-
ka stanowi jedno$¢ i powinna by¢ analizowana
w spos6b holistyczny, szczegélnie w kontekscie
duchowym. Austriaccy etnolodzy Annemarie
Schweeger-Hefel i Wilhelm Staude uwazaja, ze
sztuka Kurumbdéw (z Buriny Faso, sgsiadujacych
z Dogonami od poludnia) tworzy zwarty i za-
mkniety system. Nie mozna oddziela¢ masek od
kamiennych steli nagrobnych, rzezbionych podp6r
wiat czy skaryfikacji noszonych przez kobiety na
brzuchu’. Kryterium, wedtug ktérego odréznia sie
maske od rzezby, moze by¢ ruch. Jak zauwazyt
Krzysztof Niedattowski, sensem tej pierwszej jest
ruch, taniec, w odrdznieniu od figur przedstawia-
jacych przodkowe. Jest to jednak zachodni punkt
widzenia, w kulturze Dogondéw bowiem istnieje
maska imina-na, ktéra nigdy nie taficzy, jest sta-
tyczna.

Maska ma swoja gleboka symbolike, wyrazana
migdzy innymi przez kolory uzywane do jej bar-
wienia. Czerwony to kolor zycia, witalnosci —
umieszczony na maskach, symbolizuje odradzaja-
ce sie zycie oraz rozwijajaca sie site zyciowa (ny-
ama). Kolor biaty jest symbolem tadu i porzadku,
oswaja sily, ktére dzieki niemu znajduja wlasciwe
dla siebie miejsce. Czerfi natomiast symbolizuje
nieporzadek, jest obojetna, a uzyta w odpowied-
nich tonacjach, roztadowuje napiecia.

W kulturze Dogonéw maski stanowig cze$¢ swia-
ta zewnetrznego, buszu, wchodzac do wioski, przy-
noszg madro$é, sa swoistym lacznikiem miedzy
$wiatem ludzi a $wiatem nadnaturalnym, znajdu-
jacym sie poza ludzkimi osadami. Szacuje sie, ze
wspolczesnie istnieje okoto 80 typdéw masek, a ich
struktura w wiekszo$ci odnosi sie do linii werty-
kalnych badZ horyzontalnych. Inna duza grupa
masek pokryta jest figurami nawigzujgcymi do tréj-
katow. Wszystkie maski majg duze, geometryczne
oczy, zazwyczaj sa polichromowane, choé z uply-
wem czasu wiele z nich traci kolor.

W jezykach” uzywanych przez Dogondw nie ist-
nieje ani stowo ,,sztuka”, ani ,,maska”®. Co praw-
da wspoélczesnie informatorzy postugujacy sig je-
zykiem francuskim uzywaja tych terminéw, lecz
nalezy pamietaé, ze s to zapozyczenia. Dla Do-
gondéw maski sg swoistg materialng egzemplifika-
cja sit duchowych uwolnionych przez $mier¢, dla-

Dogon — art is an entity and it should be analysed
from a holistic point of view, especially in the spir-
itual context. Austrian ethnologists Annemarie
Schweeger-Hefel and Wilhelm Staude think that the
Kurumba’s art (people from Burkina Faso, bordering
the Dogon from the south) creates a compact and
closed system. Masks cannot be separated from stone
steles, carved shed supports nor scarifications on
women’s bellies.’ The criterion according to which
a mask and a sculpture are differentiated is the phe-
nomenon of its movement. As Krzysztof Niedattowski
notices, the sense of a mask lies in its movement, its
dance, whereas sculptures are figures representing
ancestors.® However, this is a Western point of view;
in the Dogon culture, there is an imina-na mask that
never dances and always remains static.

Mask has its own deep symbolism reflected among
other things by colours used to dye it. Red is the
colour of life and vitality. It is used in masks to
represent regeneration of life and developing life
force (nyama). White is the symbol of order and
regularity; it tames forces that thanks to it can find
a suitable place for themselves. Black represents
disorder; however, basically it is neutral and when
used in appropriate tones, it relieves tension.

In the Dogon culture, masks are a part of the outer
world, the bush, they bring about wisdom upon
entering into the village and serve as a link between
the world of humans and the supernatural world
beyond human villages. It is estimated that at present
there are about 80 mask types and their structure is
usually related to vertical or horizontal lines. An-
other large group of masks is covered with figures
referred to triangles. Each mask of this type has got
large geometric eyes and usually is polychromatic;
however, most of them lose their colour with time.
In the languages’ used by the Dogon, there is no
such word as “art” or “mask”. Nowadays, the
informers who speak French use these terms,
nevertheless one should remember that they are
only borrowings. For the Dogon, mask is a spe-
cific, material exemplification of spiritual forces
released by death, thus it is used in the Dama
ritual which terminates the mourning period.
Masks are extremely difficult research objects and
their phenomenon cannot be described by one
research field only. That is the reason why they
are analysed by religious experts, ethnologists, art
historians and others. The example mentioned
above, namely the imina-na mask, can illustrate



2. Zespo6t z Tireli w czasie jubileuszu stulecia szkoty, maska satimbe, Sanga, 2010, fot. Lucjan Buchalik ©.

2. A group from Tireli during the 100™ anniversary of their school, a satimbe mask, Sanga, 2010, photo by Lucjan Buchalik ©.
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3. Zespot z Tireli w czasie jubileuszu stulecia szkoty, maski antylop, Sanga, 2010, fot. Lucjan Buchalik ©.
3. A group from Tireli during the 100% anniversary of their school, antelope masks, Sanga, 2010, photo by Lucjan Buchalik ©.

tego tez uzywa si¢ ich przede wszystkim w obrze-
dzie Dama, ktéry koficzy okres zatoby.

Maski sg niezwykle trudnym obiektem badawczym
i niemozliwe jest, aby jedna dyscyplina nauki mo-
gla opisaé ich fenomen. Z tego wzgledu sg one
obiektem analiz religioznawcow, etnologdw, hi-
storykéw sztuki i innych badaczy. Jak trudno zde-
finiowaé termin ,,maska”, mozna zilustrowaé przy-
ktadem wspomnianej juz maski i#mina-na — termin
ten oznacza maske, ale tez instrument jej towarzy-
szacy (warkotke?).

Pochodzenie masek

Z jednej strony w mitologii wielu ludéw wyrazny
jest zwigzek miedzy maskami a §wiatem metafi-
zycznym, z drugiej za$ mity przedstawiajg szcze-
gblny stosunek kobiet do masek. Wedtug niekto-
rych mitéw — tak tez jest u Dogonéw — pierwszy-
mi uzytkownikami, wlascicielami masek byly ko-
biety, a dopiero pdzniej przejeli je mezezyzni, w ten
sposob uzyskujgc nad nimi przewage'’.
Francuski etnolog Roger Caillois zauwaza, ze
w spoleczefistwach, w ktérych wystepuje maska

how hard it is to define the term “mask” for
“imina-na” means both a mask and an instrument
that accompanies it (a rattle’).

The origins of masks

On the one hand, in the mythology of many tribes;
there is a clear connection between masks and the
metaphysical realm. On the other hand, myths
present a special attitude of women towards masks.
According to some myths — the same beliefs are
shared by the Dogon — the first mask owners were
women; then, men took masks over and gained
advantage over women.!?

French ethnologist Roger Caillois believes that in
societies which use masks — and the Dogon are un-
doubtedly such a society — they are a sign of advan-
tage, “the point is to have a mask and cause fear, or
not to have one — and be afraid”!!. These words are
perfectly illustrated by a mythical story of mask ori-
gins written down by Marcel Griaule in the 1930s.?
According to the myth, masks were discovered by
the women of the Aru tribe. It occurred in times
when the Dogon inhabited the land of Mande.*
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— a niewatpliwie takim spoleczefistwem sg Dogo-
nowie — byla ona znakiem przewagi, ,,cala rzecz
sprowadza sie do tego, aby mie¢ maske i budzié
strach albo jej nie mie¢ — i ba¢ sie”!'. Stowa te
doskonale ilustruje mit o pochodzeniu masek,
zanotowany przez Marcela Griaule’a w latach
trzydziestych XX wieku'?. Jest w nim mowa, ze
kobiety z plemienia Aru jako pierwsze odkryly
maski, a bylo to jeszcze w czasach, kiedy Dogono-
wie mieszkali w kraju Mande'.

Dwie kobiety pracujace w polu ustyszaly nagle
dzwick bebnéw i warkotek. Kiedy si¢ zblizyty,
zobaczyly Andumbulu', kt6rzy taficzyli, $piewali
i pili piwo przy oltarzu buguturu. Obok oltarza
siedzial na zelaznym siedzisku (dolaba) starzec
nazywany Albarga. Andumbulu tanczyli wokot
niego ubrani w czerwone witokna, maski (bede,
maporo) i jedng maske drewniang reprezentujaca
starca. Tancerze odprawiali rytuaty Sigi'® na czes§é
swoich zmartych i $piewali podziekowania do
starego Albarga, dostarczyt on bowiem piwo z pro-
sa (konyo), ktore wszyscy pili. Kobiety wrécity do
wsi, jedna z nich opowiedziala o tym wydarzeniu
swojemu mezowi, ktory nakazal jej wrécié do
buguturu i przynie$¢ to, o czym moéwi. Kiedy
wrécita na miejsce, rzucita kamieniem w starca,
wszyscy uciekli, ale ugodzony kamieniem nie mégt
uciec wraz z innymi i z tego powodu stal si¢ dla
nich nieczysty. Pozostaly tez wszystkie rzeczy po-
rzucone przez uciekinieréw: spddnice, maski,
bransoletki, siedzisko, warkotka z zelaza i drew-
niana maska. Kobieta ubrata sie we wtdkna, po-
wrocila do wsi i wystraszyta wszystkich mieszkan-
cdw, a pdzniej schowala wiokna w swoim spichle-
rzu. Mezezyzni zauwazyli, ze rzeczy Andumbulu
byly narzedziem dominacji, wigc postanowili za-
braé je kobietom. Pewnego dnia, gdy kobieta po-
szta do buszu po wode, starzec powiedziat do jej
meza: ,, Iwoja zona schowala jedng rzecz w swoim
spichlerzu. To jest to, czym ci¢ wystraszyta. 1dz,
wez wldkna i ubierz si¢ w nie”. Uczyniwszy tak,
maz pokazal si¢ na drodze, ktéra jego zona wra-
cala do wsi. Uderzyt kobiete swoja laska, ta naj-
pierw uciekta pod drzewo, a potem schronita sie
w domu kobiet.

Odkad mezczyzni wykradli kobietom maski, stali
si¢ decydentami; gdyby tego nie uczynili, staliby
sie niewolnikami kobiet. Nie chcac, by maski z po-
wrotem dostaly sie w rece kobiet, ztozyli je w ja-
skini skalnej na uboczu, zamkneli tam rowniez poj-

Two women were working in the field when sud-
denly they heard the noise of drums and rattles.
They got closer and they saw the Andumbulu'* who
were dancing, singing and drinking beer at the
buguturu altar. An old man called Albarga was sit-
ting on an iron seat dolaba next to the altar. The
Andumbulu were dancing around, dressed in red
fibres. They were wearing bede and maporo masks
and one wooden mask representing the old man.
The dancers were celebrating the Sigi'* rituals and
were singing to thank the old Albarga for providing
konyo, millet beer, so that everyone could drink it.
When the women went back to the village one of
them told her husband what she had seen. He or-
dered her to go back to the buguturu altar and re-
turn with the things she had seen. The woman re-
turned to that place and she threw a stone at the
old man. Everybody ran away, however Albarga
could not run with them so he became unclean. The
fugitives left behind all their things: skirts, masks,
bracelets, a seat, an iron rattle and a wooden mask.
The woman, dressed in fibres, went back to the
village and frightened all its inhabitants. Then, she
hid the fibres in her granary. The men noticed that
objects belonging previously to the Andumbulu
served as a means of domination, so they decided
to take them away from women. One day, when
the woman went to the bush to get water, the old
man told her husband, “Your wife hid something
in her granary. It is the thing she had frightened you
with. Go, take the fibres and put them on.” He did
so and appeared on the road in front of his wife
when she was coming back to the village. He hit
her with his stick so she ran away under the tree
and then hid in the women house.

When the men stole the masks from women they
became decision makers; if they hadn’t done so,
they would have become women’s slaves. The men
stored the masks in the rocky shelter out-of-the-
-way as they did not want them to fall again into
women’s possession. They also closed there the
old Albarga who would advise them on masks
during their meetings in the shelter to drink beer.
They called the wooden mask Albarga'® to honour
the old man. With time — due to mutual thefts —
masks were spread all over the Dogon land."”
Adama Pangale Dolo, whose father cooperated
with Marcel Griaule, states that women were the
first caretakers of masks and they funded them. In
her opinion, men took masks by force because they
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manego starego Andumbulu, ktéry instruowat
mezczyzn w sprawach odnoszacych sie do masek,
kiedy zbierali sie w jaskini, by tam pi¢ piwo. Drew-
niang maske na cze$¢ starca zaczeto nazywaé Al-
barga'®. Z czasem — droga wzajemnych kradziezy
— maski rozprzestrzenily si¢ po calym kraju Dogo-
néw'’.

Adama Pangale Dolo, ktérego ojciec wspdtpraco-
watl z Marcelem Griaule’em ujmuje sprawe kro-
cej: ,,Kobiety byly pierwszymi zarzadcami masek.
Kobieta zafundowata maski. Mezczyzni wzieli je
sila, poniewaz zauwazyli, Ze maski sg bardzo waz-
ne dla kobiet. Mezczyzni powstrzymali kobiety,
ale maski byly przeznaczone dla kobiet”. Inny in-
formator dodaje, ze na pamigtke tamtych czasow
»wszystkie maski, ktére przychodza na plac pu-
bliczny, aby taiczyé, najpierw idg do Yasigine, kt6-
ra jest «siostrg masek»” [DoSO]'.

Dogofiski mit o pochodzeniu masek, w ktérym to
kobieta jest pierwszg osobg, ktora widziata maski
i przyniosta je spotecznosci, nie jest czym§ wyjat-
kowym w kulturach Afryki. Paradoks polega na
tym, ze mit méwi o kobiecie, ktora znata maski,
a mezczyzni twierdza, ze kobiety nie wiedza, iz
maski to przebrani mezczyzni. Polski etnolog Jacek
Jan Pawlik zauwaza, ze cho¢ aktorami widowisk
maskowych sg prawie wylgcznie mezczyzni, to tra-
dycja méwi, ze pierwotnie byly to kobiety?.
Dogonowie uwazajg, ze wszystkie maski pochodzg
z kompleksu wiosek Youga, méwia, ze ,,maski
z Youga to ojcowie wszystkich masek” [DouAb].
Tutaj pojawila sie pierwsza maska — zwana mamro
— lecz ma ona zupetnie inny charakter niz maski
z regionu Sangi. W wielu regionach kraju Dogonéw
mozna ustysze¢ rézne warianty mitu o pochodzeniu
masek. Podstawowe jego motywy — pochodzenie
masek ze $wiata metafizycznego, kobieta przyno-
szaca je do wioski oraz mezczyzna, ktéry je odbie-
ra — powtarzajg sie jednak, a kazdy region podkre-
§la swoje zaangazowanie w pozyskanie masek.
Przyktadem mogg by¢é Dogonowie z Pelou, ktérzy
uwazaja, ze maski rozpowszechnily si¢ dzigki
mliodej dziewczynie. Mozna tam ustyszeé¢ mit
o pochodzeniu masek, ktory opiera sie na trady-
cyjnej wiedzy. ,,Kobieta, ktéra przyszia z Pelou do
Youga-Dogorou po dziecko, musiata mu $piewac.
Wtedy zobaczyta dziwne rzeczy, ale nie wiedziala,
co to jest. Opowiedziata o tym mezowi siostry,
ktéry poradzit jej, aby — kiedy znowu bedzie mia-
ta to widzenie — rzucita w nie popiotem. Dzieki

had noticed how important they were for women.
The men stopped women but masks were in real-
ity intended for them. Another informer adds that
in memory of those times, “before coming to the
public square to dance, all masks go to Yasigine,
who is the ‘sister of masks’” (DoSO).

A Dogon myth, in which a woman is the first to see
a mask and bring it to a society, is not an unusual
phenomenon in African cultures. The paradox is
that the myth presents the woman, who knows
masks, and at the same time the men claim that they
do not know that masks are in fact the men in
disguise. Polish ethnologist Jacek Jan Pawlik no-
tices that, although masked performances are fea-
tured more often than not by men, tradition has it
that originally they were featured by women.!®
The Dogon claim that each mask comes from
Youga villages. They say that “masks from Youga
are fathers of all masks” (DouAb). It is the place
where the first mask (called mamro) appeared; it
is of a completely different character than the
masks from the Sanga region. Different versions
of the myth of mask origins can be heard in many
regions of Dogon land. Its basic motifs, such as
a mask coming from the metaphysical realm,
a woman that brings it to the village and a man
that takes it away, are repeated. Each region em-
phasises its commitment in gaining masks.

As an example may serve the Dogon from Pelou
who think that masks were spread thanks to
a young girl. One can hear there a mythical story
about mask origin which is based on traditional
knowledge: “There was a woman who came from
Pelou to Youga-Dogorou for her child. When she
was singing to calm the child down she saw
a strange thing. She did not know what it was so
she told her sister’s husband about it. The man
advised her to throw ash at the thing when she
would see it again. Thanks to his advice, the
woman was the first to see masks dancing and
thanks to her people learned about all masks.
When she got back to Pelou she told the elders
about masks and people started to organise mask
rituals. Now, during a funeral, the mask dance
appears. Mask is a traditional dance for all Dogon
animists. It is forbidden to Fulbe (strangers) and
women because if a woman is pregnant, mask will
kill, suffocate her baby. It is also forbidden to
children as it may cause problems with women’s
pregnancy in future” (TMB).
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temu jako pierwsza zobaczyla taficzace maski,
a ludzie poznali wszystkie maski. Kiedy wrocita
do Pelou, opowiedziata starszym o maskach i lu-
dzie zaczeli organizowaé $wigto masek. Teraz,
kiedy jest pogrzeb, urzadzaja taniec masek. Maski
to taniec tradycyjny dla wszystkich animistow
dogoniskich. Jest zakazany dla Fulbéw (ogélnie dla
wszystkich obcych) i kobiet, poniewaz sadzi sie,
ze jesli kobieta jest w cigzy, to maska te cigze za-
bije, udusi j3. Tafica zabrania sie rowniez dzieciom,
bo jesli go zobaczy maly chlopiec, to w przysztosci
bedzie miat problemy z cigzg swojej zony” [TMB].
Wedtug innej wersji to lis Yurugu wytlumaczyt
Dogonom, czym jest maska. ,,Amma dal mu maske
i on nam to wyttumaczyl. Ptak rzucit te maske na
drzewo. Kobieta, ktéra szukata drewna na opal,
aby przygotowaé posilek, znalazla t¢ maske, owi-
nela w szmate i przyniosta na podwérze, gdzie byly
matle spichlerze kobiet. Kazda kobieta musiata mie¢
spichlerz. Owa kobieta tafczyta z t3 maska przy
okazji pogrzebu. Mezczyzni podczas narady pod-
jeli decyzje: skoro my rzadzimy kobietami, musi-
my jej odebra¢ maske. Nakazali mezowi tej kobie-
ty, by odebrat jej maske. Mezczyzna sie zgodzit
i musial odebraé maske. Kobieta miata miesigczke,
wiec poszla do matego domku dla kobiet i tam
spedzita pie¢ dni, zanim wrécita do domu. Bedac
tam, potrzebowala tykwy, aby pié ptyny, ale zapo-
mniala jg wziad ze spichlerza. Dala mezowi klucze
od spichlerza, aby przyniost jej tykwe. Maz wszed!
do spichlerza, wzigl maske i tykwe. Zanidst kale-
base zonie, a maske oddal najstarszemu z wioski.
[...] MezczyZni poSwiecili te maske, ztozyli jej ofia-
re¢ i ukryli w grocie, poza wioska” [DoD].

Z maskami zwigzana jest bogata mitologia, sq one
bowiem fizyczng reprezentacjg $wiata metafizycz-
nego w ludzkiej rzeczywistoéci. Swiat masek jest
obrazem kosmosu w mysli dogoniskiej, jest kopig
Swiata realnego, wywotujacego emocje spoteczne.
Ten $wiat ulega zmianom zgodnie z ewolucjg ota-
czajacej go rzeczywistoscl.

Maski chronig przed niebezpiecznymi aspektami
sity zyciowej nyama. Wiekszo$¢ masek zostata
wykonana, aby chroni¢ sprawce nieszczescia,
$mierci, przed zemstg poszkodowanego, cztowieka
lub zwierzecia. W wypadku zabicia zwierzecia
opiekunczego nalezacego do Yebandw? winowajca
musi wykonaé stosowng maske, aby si¢ oczyscié?!.
Maski bardzo czesto reprezentujg istoty zamiesz-
kujace busz, dlatego tez czestymi bohaterami

According to another version of the myth, it was
Yurugu fox that explained to the Dogon what
a mask was: “Amma gave him a mask and he ex-
plained it to us. A bird threw the mask on a tree.
A woman, who was looking for the firewood to
prepare a meal, found that mask. She wrapped it
in a cloth and brought it to the yard where there
were small women granaries. Each woman had to
have a granary. The woman was dancing with that
mask during funeral. During a meeting, the men
made the decision: we rule over women so we
have to take the mask away from her. They ordered
the husband of that woman to do so. The man
agreed and had to obey the order. As the woman
was having her period, she went to the small house
for women and spent there five days. During her
stay there, she needed a gourd to drink from but
she had forgotten to take it from the granary. She
gave her husband the keys to the granary so that
he could bring her the gourd. The husband entered
the granary and took the mask and the gourd. He
gave the gourd to his wife and the mask to the
oldest one in the village. (...) The men blessed that
mask, made an offering to it and hid it in the cave
outside the village” (DoD).

Masks present some rich mythology because they
are physical representations of the metaphysical
realm in the human reality. In the Dogon culture,
the world of masks is an image of space, a copy of
the real world which evokes social emotions. This
world changes in harmony with the evolution of
the surrounding reality.

Masks protect against dangerous aspects of the
nyama life force. The majority of masks were cre-
ated to protect those who caused tragedy or death
against revenge from those who were affected by
it, whether it was a human being or an animal. In
case of killing a protective animal that belongs to
Yeban," the offender must make an appropriate
mask to purify himself.?

Masks often represent creatures that live in the
bush. For that reason, in myths on the origins of
masks the main protagonists are often represented
by hunters who create masks after a successful hunt.
Marcel Griaule gives many examples of such be-
haviour. For instance he describes a hunter who
after having killed the gorugu antelope, carved
a mask that represented the animal to protect
himself from its #yama. Griaule also mentions that
when someone killed a Hogon or an old woman
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mitycznych narracji sg mysliwi, ktérzy po udanym
polowaniu wykonywali maske. Marcel Griaule
podaje wiele takich przyktadéw. Pisze na przyktad
o my$liwym, ktéry po upolowaniu antylopy goru-
gu wyciosal maske na jej obraz, aby chronic si¢
przed jej nyamg. Wspomina réwniez, ze po zabiciu
Hogona, czy tez starych kobiet podczas wojny
nalezato zrobi¢ maski chronigce przed negatyw-
nym wplywem nyamy??. Maski chronig takze
przed nyamg osob zywych, jesli s3 one uwazane
za wrogdéw — przyktadem moze by¢ tutaj maska
Fulbeja.

Kobieta a maska

Yasigine jest jedyng funkcjg petniong przez kobie-
ty w czasie §wieta Sigi. Wedlug mitu o pochodze-
niu masek pierwszg Yasigine byla Yayemme, ktéra
przyniosta maski do wioski i byla ich pierwsza
przywodczyniag. Nastepnie jej corka otrzymala te
godno$é, co dawalo jej prawo brania udziatu w Sigi
na rOwni z mezczyznami, czyli zblizania sie do
masek i otrzymywania prezentéw za ich udzial
w uroczystosciach pogrzebowych?. W czasie ce-
remonii Yasigine ubrana jest w specjalny stroj,
sktadajacy sie ze spodniczki (soikidu) i haftowanej
przepaski na glowe (sindomo), w reku trzyma ro-
dzaj duzej chochli (yasikoro), wykonanej z potow-
ki kalebasy i umocowanej na azurowej rekojesci®*.
Satimbe jest najpopularniejsza maska kobiety,
przedstawia mtodg kobiete o tym imieniu®, kt6-
ra jako pierwsza zobaczyla maski — od jej imienia
pochodzi wiec nazwa. Na pamiatke tych wydarzei
maska satimbe zawsze idzie jako pierwsza w ko-
rowodzie masek. Wedlug mitu pierwszg maske sa-
timbe wykonali Andumbulowie. Pojawia si¢ tutaj
interesujacy problem — co prawda to kobieta jako
pierwsza widziala tafczace maski, ale nie moze
ona uczestniczy¢ w taficach masek. Maski bowiem
niosg element $mierci, ktéry moze zagrazac ptod-
nosci, bedacej nadrzedna wartoscia kazdego tra-
dycyjnego spoteczenistwa. Kobiety nie biorg udzia-
tu w taficach masek, nie mogg nawet zblizaé si¢ do
miejsc, gdzie maski sg przechowywane. Nie doty-
czy to jednak Yasigine, ktora jest jedyna kobietg
mogacg uczestniczy¢ w ceremoniach masek. Mimo
to kobiety sg ,,obecne” podczas taficbw masek pod
postacig reprezentujacych je masek, takich jak sa-
timbe, mtodej kobiety, kobiety kowala, czy tez ko-
biety fulbejskiej. Co prawda taficza tylko mezezyz-
ni, ale kobiety, ktore posrednio stanowig czes$é

during the war, one had to prepare masks that would
protect against a negative influence of nyama.?!
Masks also protect against nyama of the people that
are alive if they are considered to be enemies. Here,
the Fulbe mask can serve as an example.

A woman and a mask

Yasigine is the only function fulfilled by women
during the Sigi festival. According to myth about
mask origins, the first Yasigine was Yayemme, who
brought masks to the village and was their first
leader. Then, her daughter received this honour
which gave her the right to take part in the Sigi on
the same conditions as men. She could get closer
to masks and receive gifts for their participation
at funerals.?? During the ceremony, Yasigine wears
a special costume: a skirt (soikidu), an embroidered
head band (sindomo) and a kind of a large ladle
(yasikoro) made from the half of a gourd fitted on
an open-work handle.?

The most popular mask of a woman is satimbe.**
It represents a young woman, called Satimbe, who
was the first one to see masks — the name of the
mask originates then from her name. To com-
memorate these events, the satimbe always goes
first in the mask procession. According to the
myth, the first satimbe mask was made by Andum-
bulu. An interesting issue appears here — the
woman was the first one to see dancing masks,
however she cannot participate in the dance be-
cause masks bear an element of death which could
threaten fertility that is an uppermost value for all
traditional societies. Women neither participate in
the dance of masks nor can get close to places
where masks are stored. It, however, does not
concern Yasinge as she is the only woman who can
participate in mask ceremonies. To some extent
women are present during the dances through the
satimbe mask or masks of a young woman, a black-
smith woman or a Fulbe woman which are worn
by men. That way women are a part of the mask
world and they are not exposed to, sometimes
destructive, influence of masks.

The facial part of a satimbe mask is made in
a similar way to a sirige mask. On the top, there is
a wooden statuette fixed representing the first
woman who was blessed by Andumbulu as Yasigne.
She is dressed in a fibre skirt — very similar to the
one taken by the woman. Fibres are crucial elements
of each mask and for that reason it is said that fibres
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$wiata masek, nie narazajg si¢ jednak na kontakt
z nimi, gdyz mogtoby to wywrzeé na nie zgubny
wplyw.

Cze$¢ twarzowa maski satimbe wykonana jest po-
dobnie jak maska sirige. Na szczycie znajduje si¢
drewniana statuetka przedstawiajaca pierwsza
kobiete, ktéra zostala poswiecona — przez Andum-
bulu - jako Yasigine. Rzezba ta ubrana jest w sp6d-
nice z widkien przypominajacych pierwsze widkna,
ktére zabrala kobieta. Stanowig one istotny ele-
ment kazdej maski, dlatego sadzi si¢, ze widkna
i kobieta, ktéra je zdobyla, stanowia korzenie in-
stytucji masek. Statuetka w lewej rece trzyma matg
kalebase, a w prawej — miniaturke oganiaczki
z ogona wolu, natomiast tancerz trzyma w reku
kij i oganiaczke z ogona konia.

Z maska satimbe zwigzana jest pewna pie$ii — co
prawda jest w niej mowa o bocianie, ale dotyczy
ona wlasnie tej maski. Piesfi ta jest Spiewana, kie-
dy taficzy satimbe, czyli na poczatku, a zarazem
na zakofczenie uroczystosci pogrzebowych. Moz-
na zatem sadzié, ze jest to pie$ii odnoszaca si¢ do
wszystkich masek.

Mit dotyczgcy maski mtodej kobiety glosi, ze mto-
da Andumbulu imieniem Yabeze zostata zabita
przez lwa, po czym mezczyzni z jej rodziny zabili
zwierze, a z jednej z jego tap zbudowali ottarz bu-
guturu®®. Mysliwy, ktoéry zabil lwa, byl w ten
sposdb chroniony, ale nie dotyczylo to jego syna,
ktory zostal zaatakowany przez nyama Yabeze.
Kiedy dziecko zachorowato, zaprowadzono je do
wroOzbiarzy, ktérzy oswiadczyli, ze trzeba utkac
maske zmartej dziewczyny. Utkang maske nalezy
polozy¢ na oftarzu i ztozyé w ofierze dwie kury,
dopiero wtedy mozna jg natozy¢ na gtowe chtop-
ca. Nastepnie trzeba dotkngé rysunku przedsta-
wiajgcego maske, namalowanego na oltarzu, aby
dziatanie nyama zostalo powstrzymane. Tak tez
zrobiono. Od tego momentu syn mys$liwego An-
dumbulu byt chroniony — kiedy taficzyl, naktadat
maske, aby nie zapomniano o zmarlej dziewczy-
nie?’.

Wsrod masek kobiecych jest rowniez maska starej
kobiety, maska kobiety fulbejskiej i maska na szczu-
dtach — wszystkie utkane z widkien szczawiu.
Umieszczajac maske kobiety na szczudtach, nieja-
ko wywyzszajac ja, Dogonowie pokazuja symbo-
liczne znaczenie kobiety w spoteczefistwie. Moze
si¢ to odnosi¢ zaréwno do kobiety matki, rodzi-
cielki, dawczyni zycia, jak i do kobiety, ktora

and the woman who obtained them represent the
origins of a mask institution. The woman on a sa-
timbe mask holds a small gourd in her left hand
and in the right hand a miniature of a fly-whisk
made of an oxtail. A dancer holds a stick in his hand
and a fly-whisk made of a horsetail.

There is a song related to a satimbe mask. Although
it is about the stork, it can be associated to the
mask as well. The chant is sung at the beginning
and at the end of a funeral ceremony while a sa-
timbe mask is dancing. That is the reason why we
can assume that the song relates to every mask.
A myth about a mask with a young woman char-
acter says that a young Andumbulu called Yabeze
was killed by a lion. Men from her family killed
that animal and from his paws they constructed
a buguturu® altar. This way the hunter who killed
the lion was protected but not his son, who was
attacked by Yabeze’s nyama. When the child fell
ill, the diviners declared that a mask of the de-
ceased girl should be carved and placed on the
altar. An offering of two hens should also be made.
Then the mask had to be put on the boy’s head.
The following step was to touch the picture
painted on the altar that represented the mask in
order to stop nyama. He did so and from then on
the Andumbulu hunter’s son was protected. While
dancing, he wore the mask so that the girl would
not be forgotten.?®

Masks with female figures also include: a mask of
an old woman, a Fulbe woman, and a mask on
stilts; all of them are made of sorrel fibres. By
situating a female mask on stilts, by elevating it,
the Dogon show the symbolic importance of
a woman in the society. It can be related both to
a woman as a mother who gives life and to
a woman who was the first one to introduce masks
into the human world revealing this way the sym-
bolic authority of women over all masks.

A myth about a mask with an old woman charac-
ter says that during the wars fought by the Dogon,
old women were killed and in order to protect
against their nyama, masks were made with their
images. Another version of the myth is about an
old woman who was watching mask dances at the
public square during the Dama; her daughter
Yasigine was among the dancers. Because of her
age, the old woman could not come closer. She
was admiring yagule dance mechanically mimick-
ing dancers’ movements when a man saw her. It
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pierwsza przyniosta maski do $wiata ludzi. W ten
sposOb pokazuja takze symboliczng zwierzchno$é
kobiety nad wszystkimi maskami.

Mit dotyczacy maski starej kobiety mowi, ze
w czasie wojen toczonych przez Dogondw starsze
kobiety byty zabijane, totez dla ochrony przed ich
nyama, tkano maski przypominajace ich oblicza.
W innej wersji mowa jest o starej kobiecie, ktora
patrzyta z daleka na tafice na placu publicznym
w dniu Dama. Jej corka Yasigine byta wéréd masek,
ale ona, stara, nie mogta si¢ do nich zblizy¢. Po-
dziwiata przede wszystkim taniec yagule i towa-
rzyszyla tancerzom, mechanicznie nasladujac ich
ruchy. Kiedy mezczyzni spostrzegli kobiete, zaraz
maske na jej podobizne. Wkiadal jg zawsze syn
najstarszego mezczyzny w wiosces.

Maska kobiety fulbejskiej tworzy pare z maska
mezczyzny fulbejskiego, a jej cecha charaktery-
styczng s3 lusterka wkomponowane we fryzure.
Maja one zwracaé uwage na fakt, ze kobiety ful-
bejskie lubig sie stroié, a w przekonaniu Dogonéw
sa leniwe i szybko mecza si¢ przy pracy®. Dlate-
go tez tancerz w czasie taica upada: ,kiedy tan-
czy, traci sily i kladzie si¢ na ziemi. Mezczyzna
podchodzi i robi jej [masce kobiety fulbejskiej] ma-
saz. Dzieje sie tak, poniewaz sg one [kobiety fulbe;j-
skie] bardziej wrazliwe” [DoSQO]. Scena ta zawsze
budzi wesotos¢ wsréd widzéw, pokazuje bowiem
utomnos¢ kobiet z ludu do niedawna uwazanego
za Wrogi.

Maska w religii

Mimo zachodzacych zmian i postepujacej islami-
zacji w tradycyjnej religii Dogonéw (omolo) nadal
wazng role odgrywaja maski z ich silnie rozbudo-
wang symbolika. Rola ta jest szczegdlnie istotna
w obrzedach pogrzebowych (typowych obrzedach
przejécia), poniewaz lud ten uwaza $mier¢ za naj-
wieksze zaktdcenie porzadku spotecznego. Cere-
monie pogrzebowe maja przywrécié 6w porzadek,
a wiec umozliwié Smierci opuszczenie Swiata ziem-
skiego.

Istotna obecnosé masek w kulturze Dogondéw po-
zwala badaczom na wyodrebnienie kultu masek
— kultu rozumianego jako dramatyzacja mitu, be-
dacego ,,wyrazem ludzkiej potrzeby staniecia wo-
bec tego, co nadnaturalne, i to nie tylko w wymia-
rze pojecia teoretycznego, ale takze w formie zmy-
stowego przezycia przez uczestnictwo™’, Kult ten,
nazywany roéwniez kultem Awa’!, jest kultem

was he who later carved a mask that represented
her image which was worn by the son of the eldest
man in the village.?”

A characteristic feature of a mask representing
a Fulbe woman (which pairs off with a mask rep-
resenting a Fulbe man) are mirrors entangled in
its hair. They are to emphasise that Fulbe women
like to dress up and in the Dogon opinion, they
are lazy and get tired easily during work.?® That is
the reason why a dancer falls during his dance,
“while dancing, he loses his strength and lays on
the ground. A man reaches him and massages the
mask. It is due to the fact that they [Fulbe women]
are more sensitive” (DoSO). This scene always
amuses the crowd as it shows the disability of
women from a tribe which used to be considered
hostile.

A mask in religion

In spite of changes and the development of islami-
zation, masks with their widely expanded symbol-
ism still play an important role in a traditional
religion of the Dogon (0m0lo). They are essential
in funeral rituals, which are typical rites of passage,
as death is experienced to be the major disruption
of social order. The purpose of funeral rituals is
to restore a disturbed communal peace by helping
death to leave the earthly world.

The presence of masks in the Dogon culture allows
researches to distinguish the cult of mask. The cult
perceived as the dramatisation of myth which is
“the manifestation of human need to confront the
supernatural not only as a theory but also as a sen-
sual experience throughout the act of participa-
tion”?. The cult, also called the Awa*® worship, is
a veneration cult of the dead comprehended as
a separate phenomenon which “reorders” the
spiritual forces released by the first death. Masks
— the crucial elements of this cult — symbolise
Yurugu companions, while the Great Mask (imina-
na) is a picture of Dyungo Seru ancestor who was
the first mythical death. They are used at the Dama
funeral ceremonies and they are usually created
right before the ritual, whereas the imina-na mask
is carved by the Dogon for the Sigi festival (each
village should have one mask), the most important
festival of this cult. It consists of ceremonies taking
place one after another in different villages (DoBa).
The awa term comes from a secret language sigi-
so and it bears several meanings. It is usually used





