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ABSTRACT

Authoe: Martin Kiipo Yakubu
Title: Symbolism of Selected Visual Art Forms in the Bole Traditional Area

Many symbolic visual an forms exist in the Bole Traditional Area. but these have not
been documented nor their symbolism explained. This study focuses on sclected
visual ort forms in the Bole Traditional Area and calegorises the symbolism of the
selected an forms and document in detail the various meanings, value and philosaphy
behind them. The aim is to explain the indigenous wisdom and knowledge the people
aof Bole repose in these art forms and 1o suggest ways of using the research findings
for art and general educational purposes.

The chaice of illustrations and descriptions has been guided by the intension of
simplifying and clurifying the significant meaning and value attached to the varinos
symbuols,

The descriptive survey method with interviewing and limited guestionnaire
administration were employed to gather diter for the research. The problem the
thesis secks to solve is that decumentation is lacking in the Bole Traditional Area,
especially, in the symbolic visual art forms, The main objective of the author is
therefore to document the symbolism of some selected visual art forms in the
traditional area. The writer therefore secks 1o identify and categorise the types of
symbols the selected ant forms contain and document in demils the various meanings
of these symbaols. He also intends to rescarch into the symbolic values and explain the
philosophy, wisdom and knowledge behind the symbalism in the an forms of the
traditional area and also suggest ways of using the rescarch findings for arl and
genernl educational purposes, The choices of illustrations and descriptions have been
guided by the intention of simplicity and clarity,

The descriptive survey method was used for gathering and reporting the data,

The situntion can be attributed 1o low education of the area and an apparent bins

documenting symbalic ant forms in Ghana, The lack of documentition was also found



The situation can be attributed 1o low education of the area and an apparent bins
documenting symbolic art forms in Ghana, The lack of documentation was also found
to affect the teaching of visual ants in the arci negatively. The symbols found in the
study were mostly locally produced and are based on the vegetation of the place,
although a few were imported ones

The traditional priests, heads, chiefs and elderly people were found 1o be the bes
interpreters of the meanings and symbolism of the an forms, most of who were
illiterntes. The symbolic visual art forms were either symbols themselves or they
represented animals, birds or human images,

Not all the symbolic visual art forms could be explained satisfactonly. Reasons have
been given for this phenomenon.



TABLE OF CONTENTS

ACHNEWI.EDGEMENTE..............,.....‘.-..., il
TABLE OF CONTENTS. vi
LIST OF PLATES xi
LIETDFTAHLI-.S., xiii
CHAPTER ONE

1.0 Introduction

LI Background to the study I
12 The geography of the study area ........ . R (L e I
1.3 The problem 9
14 Dbj:ctimnfﬂu:Hud_v-u.,.........,,.....,-...............-...... 10
15 THYPOthesis. . ivinis i sese s ecrmessns 10
l.6 Assumptmn 0
1.7 Delimitations:. ..oy e i
I.8 L T R e I
1.9 Definition UL R e o 13
110 Ahbrmu.ﬂmu 14
111 [mpmnmnfﬂwstud}r ...... 14
112 Organisation of the rest of the text.........................._ 15

CHAPTER TWO

2.0 Review of Related CRCERIINE v s st it s sea i) 16
2.1 Dncmnmmtiunafvimnlm..‘.,,,.......-..................,,, 16
22 Meaning of symbal and symbolism in visual R 21
23,1 Historical overview of symbolism............cooiiiniiierniniins 29
232 Functions of african SYmbolism......coooiiiinrnnnicieiiiiiis 31
24 Functions of Ghanaian symbolic arts 42
25 Oral traditions in QRBNE ..........coereerriiresieesas s senvessens 45



2.6

Summiary of the importance of symbaolism to African
wisdom and philosophy, with relerence 10 functions

I NI 53 0 a0 5o bk b b b TNs b S i e L

CHAPTER THREE

3.0

1.1

A1
312
3.3

321
332
323
33

14

JA
342
343
EE R
A4S
346
347

Reseirch Methodology ......oiveininisivreniorsmssssssssn
Yy . e eres sttt e b e g s b
Lise of mall questionnuire. ..................covvivnrennisennns
E T R R R R R R e y
1005 T e R S R R v e vy
The population SEMPIE. . ....coiviieiarisiiissrssssassinnsss
Hstification OF SAmPIE. .. .oviusiiciiiaasiiieninsrnseinsnssnis
Conduction of research in chronological order. ...
Library research conducted............. e TN
Museum, archival and gallery research. ...
Pre-testing of questionnaire and interview questions. ... .
Conducting of interviews and administration of questionnaires
Analysing datn collected. .......o.ooviimiiiiiiciannsiersrnrnnnie
YIS IEINg OT TERIMRE. s vsansrrasriisrrsnisnronnsreninsninnnsss
Final typing and Ginishing process. ..o ieimirissnsssnm

CHAPTER FOUR

4.0
4.1

4.1.1
4.12
4.1.3
42,1

4.3
435

Analysis and interpretation of the significance of the data
e e R D RV P SR A P o e D AN

Responses to mbles taand Ib.......ocoiiiinniniiiiiiiniin
Responses to tables 20and 2b........ovviviviirressiiiinnions
Summary and conclusions on data of ables..................
Symbolic visual ant forms used during religious

activities or reliZIOUS COremMONIES, ... ..ooiviinimmisninsnesmas
Symbaolic visual art forms for funeral rites..........oooooien
Summary on ant forms for funeml rites........coooiianinnn..

m——

&7
116
121



44

441
442
443
444
445
446
447
448
449
45

451
452
453
454
454
456
46

a6l
462
463

47
474

475

Symbolic art forms imited to chiefs, traditional priests,
clan-heads, chiefs’ palaces or shrines

Nwealpaati

Skin symbohsm

The linguist stick or staff

Chief s personal walking stick (Kikpeabi)

The symbalic sucks

The fortified walking sticks of the chiefs

Prestigious visual ans for chiefs.

Summary and conclusions on palace ars, etc

Symbolic visual an forms for prestige purposes only
Prestigious art forms in textiles .

Prestigious visual an forms in lmilpmr-n‘nrdmﬂrur:
Prestigious visual art forms in basketry

Prestigious visual an forms in pottery

Other prestigious visual an forms for women

Summary and conclusions of findings on prestigious visual arts
Producers of the art forms..

An produced within the traditional area

Ans brought from elsewhere . . ..

Summary and conclusions of findings on the pmdu:u: of the
Art forms : i :

Philosophical and educational implications
Summary/conclusion of findings on philosophical implication
of the use of the visual ans for rituals, and the educational
usefulness of the research

The hypothesis 1est

475 | Test Findings.
4.7 5 2 Summary and ~onclusion on the hypothesis test

48
431
482

Analysis and interpretation of findings from the field siudy
Preliminary fhﬂ'uf,p?_- :

Major findings

wili

126
127
12
132
(RE)
137
138
138
145
145
146
147
147
148
140
150

150
151

154
154
153
158
159
159
167



482 Major findings.................. R . 167

CHAPTER FIVE
50 SUMMARY/CONCLUSIONS AND RECOMMENDATIONS... 171

501 Summady........o.cceeeinnins - vpie s e e AR R 72
3.2 e R R TP T PRIESTTRL Cee |75
53  Recommendations. ...........cccoouinins e T I75
BIBLIOGRAPHY ... iieirmnssnnssssns ot srssnsnsssses |78
L s R N I S Ly et e A A o IS
B s e rr e PP Frer Y S rrs e - 195
IR i e e e e 197

e e 198



LIST OF FIGURES

Fig. No. Description/Explanation

I The position of bole traditional area in Ghana

2 A witchhunt with Pign (Kedi),

3 Two heads are better than one

4 Lapcpod .

5 Korli performing out-doors.

6 Wurkibe god and its environs.

T Rore (The rain god),

8 Maoary { The god for scttling quarrels)

S Lempr (The god that helps hunters 1o find thelr way home)
|0 Cramer Pot : .

Wb The modelled human fgure of Guma,

I The Kabire tail {for charming) |

12 A hunter wearing a smock with the Bonkarma 1l 1t the back
13 The twisted ning of Chora.
14 Lemn SR R
ES A blacksmith wearing the little plicrs
16 Kurlans (traditiona| pair of trousers),
1T Aset of polished pots arranged in the living room of the ideal

womaon.

—

Fage

i3

10%
106
ar

108
100

110

146



Plate

2n.

10,

Iln

Ik

12

13

4

|5

7

LIST OF PLATES

Description/Explanstion
A man on harse back with gieen leaf

A hon with one of its front legs lifted up us an indication of

movernen! {the symbol of the Dagomba Kingdum)

The hand holding u spear symbolising the warrior
(The symbel of the Gunja Kingdom). :

The elephant symbol of Mamprusi Kingdom
The lenpard symbaol of the Nanum Kingdom
Kutugfixs

Kelenke e

The Jubwn and other pods

The St (gourd) god.

Man in Kaali (the war attire). .

The leopard skin, leather pillow and symbolic fion.

A middle age man and the Gurkuy god

The Ghanjawkes god on a wall

A deceased youngman dressed in kasamas for burial

The kakiryarncle (The funcral pad)
A voung girl earrying Nasagar in pot
Aerwalpinn (The leather pillow or foot-rest),

Kafuwol (The gold colour antelope skin)

The linguist stick (staff) of the highest runking chiefs

Some types of symboalic sticks for the Vagla chiefs |
The vultre s:.:m@j_.g[ﬂnmluri { Finghanizohba)

The lion symbal .

52

53

53

56
RE
Y3

o8

101
102
I8

| 20

126
|28
129

130



I

%

21

22

24

1a

r

25

The human/dwarf symbol

Mulfa 1all red hat

The enstoolment base of Vagla chief
Chair bearing Gye Nyame Symbol

Herchurgror
Dlereniby

A ntrimmb
Pt chie.

Some modern traditional cloths of the Gonja traditional area
commonly used for prestige

The tore and kaburr |
The finger prints wall design SN 17 -

132
134
136
137
140
140
141

141

144
145

157



LIST OF TABLES

Table  Description/Explanation

I

2a

2h

Tuble of responses to the questionnaires

Table of responses to literal and symbuhn: mnnnmgs to
(uestionnaires

Table of responses 1o the interviews

Table of Responses to literal and u}rmhuli: meanings (o
the interviews thid :

Page

78

85

86



CHAFTER ONE

L0 INTRODUCTION

L1 Background to the Study

This thesis does not intend to present o very demiled aceount or a complete list of
symbalic visual arts of the Bole Tradltons| Ared and their meanings The plan of the

thesis invalves some explanation of the symbalism of selected visual art forms in the

Bole Tmditional Area

The Bole Traditional Area is within the Northern Region of Ghana. It i locared in the
extreme Western end of the Rewion According to a Statistical Seivice the Bole
Traditional Area 15 bordered to the nerth by Wa District of the Upper West Region, to
the West by the Republic of La Cote d' Ivoire, (o the east by the West Gonja District

and the South by the Wenchi and Kintampo Districts in the Brong Ahafo Region

The southernimost village of the aren Is Bambo Iurhu:h_ shares a boundary wilh Brong
Ahafo The District extends northward 1o Nyali No 1 which shares a boundury with
the Upper West Region. Its westernmost boundary is the international border with La
Cote d" IVoire and the Black Voltd River From there the district stretches eastward 1o

Gurpe, within the Mole National Park in the Damongo District

1.2 The Geography of the Study Aren

According to the Ghana map (figure 1), the Bole iruditiona) area lies between
longitude 2°50' W and 2" 10 W langitudes and berween latitudes 8° 10' N and o'
- S0'N The area covers approximately 7,200 K also the Statistical Service ot Tamale

puits il as 9200 Km® in ares——



1.2.1  Population

T'he 1996 population census estimated the population of the area as 151,590 with an
avernge of 8 persons per wyuare kilometer, According the Stotistical Service report the
population distnibution s not uniform n ko 60% of the people living in the northem

part of the area. The populution is estimated 1o have bien growing ol an annual

averape mte of 4.5 %,

The Bole traditional arcn has two urban centres tn the district, Bole and Sawla and

aver 314 settlements. The traditional aren consists of two administrative districl of

Ghana with Hole and Sawla as the capitals

r — —
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1.2 Soils

The district is within the Guinen Savanna zone of the Narihern Region of Ghana e
s0ils in this zune are said 1o be umonp the best soils in the Neorthern Savanna zone und
are therefore extensively farmed. Bomeng (1970) recounts that; the former Clanja

Development Company’s farm at Damongo is sinuated on these soils,

According to the Statistical Service, the soils in the district are fair. Soil types are
savanmah ochrosols, which develop under rainfall betweet 82 2 mm and 103.2 mm
These are predomimantly medium sandy loams in the upland and valley respectively,
There are also patches of gravel to stony land. Along the riverhanks can be found
alluvinl sand very good for rice cultivation, The solls are nnportant agnculturally and
are suited to @ variety of cereals and other cash crops... The major economic activity
I agriculture, which is about 75% of the population. There is no pressure on land. In

some arcas, considerable bush fallow and shifting cultivation is still practiced.

LLE  Major Oceupations

Subsistence [arming is the mujor occupation in the Bole traditional area. Crops
produced in this arca are legumes, yums, cassava and cercals, Graundnuts nnd shea
butter are produced as cash crops and also for domestic consumption and for other

uses. The praduction of cashew nuts has also began.

Animal reared in this area include cattle, sheep, and goats which are lefi to roam
because there are just o fiew of them, There are however. some people who ow loroe
tiumbers of cattle that are herded by hired Fulani men. Fowls and guinea fowls are

lso reared in the area.



Cottom, clay, wood, calubash and leather provide mw materials for the production of
indigennus arts. Like other Ghanaian or Afriean societien, non-formal and informal,
elucation with specializations |n the production of specific art forms amony particular
clans hos thrived up 1o dme. For example only certain clans can engage in
blacksmithing whilst cloth weaving is also limited 10 another indigenous clan. Prior wy
colonization every household had i least, one craftsman. The people therefore
depended on themselves for artifiets such as pots, leather products waven cloth, hoes
and hunting equipment. Societies or ethnic groups who lived in this area before the
arrival of the Europeans in the 1450°s were basically the Gonjas, Vaglas, Safalbas,
Nchorbas and the Mos. The Lobis were the latest setilers in the area. The people of
the area have of late depended so much on modern facilities even to the extent of
losing interest in producing their own artifocts, sueh that traces of their indigenous
arts seem 1o have totlly disappeared. Although a few of the indigenous people still
produce some ans, the people now mostly depend on the Lobi settlers for art products
like pots and hoe sticks for domestic use and farming respectively,

1,24 Cultural Practices, Beliefs snd Taboos

Before the introduction of the Islamic religion and loter, the Christian religion 1o the
Bole area, the people practised the African Traditional Religion. They produced
visual art forms to support their religious practices and beliefs They believed in lite
after denth and the existence of their ancestors who still control their daily lives and
link them to the spiritual world. Thar is, they express their anxieties and desires
theough these ancestors 1o the gods and other familiar spiris. They also believed in
the existence of the ereator God kinown in the various dialects as Ebore and Korawiizi
of Namwini and other less®T gods as well as individual personal gud.l. “Ebore’ in the

Goma dinlect comes from the statement: E-be war bore which means, *The ane wha



crentes the min’. Another likely meaning of Ebore is Ewnir hore meaning Chiel of
rain for *Ewwra’ means chicl and bore means “rain” ln Gonju. Korawiizi in the Vagln
dinleet comes from the statement Kora Wiizi which means the “maker g™, Korw
medns “the art of making or creating”, while wirzi means “a god™. In anolher sense,
the statement means “the sun thit makes or creates”. Nomwind in the Salalba, Batige

and Wali dialects ariginated from the statement Na Miwini which means “chief god”

The people of the area also believe in the existence of witcheraft. They therefore use
sooth-saying and other magical means of finding out suspected witches. For instance,
they either sooth-say, consull the ancestors by means of sacrificing some fowls or
hunt for n witch when they suspect the invalvement of witcheraft in someone’s death,
They do this through the following ritual: A cloth that the deceased had used when he
or she was alive is either put inside a ritual pot or tied 10 a log. When put inside a pot
one persan carries it bul two men are made to carry the cloth when tied to a log. If the
ritual pot 15 being used, some incantations are chanled over it to arouse the spirit of
the dead person 1o pin-point the supposed witch. When the spirit response he is said 10
possess the man carmying the pot as he firmly clasps the pot on his head and either
runs with it (o hit the suspected witch, 1f the person died a natural desth the man only

sways to symbolise this.

Where a log is used, the two young men carrying the log called ptgi in the Vagla
dialect and kodif in Gonja run very fast with the log to the place where they can find
the supposed witch in response to the incantations as shown in Figure 2. When found,
the supposed witch is hit with one end of the log (usually the fromt end) or they men

remain rooted to a particular spot while swaving to symbolise that the death is either
——



_ﬂnhmﬁhm.mmi;m&hhpumrmhm
saver is consulted.

Mmdhh%u[m”mgﬂwmﬂeufﬂnhuﬂllim.uHm'-nﬂ.

uﬂldﬂmhhummﬁumduuthumnrhhmmdﬂmﬂmn}h

majority of the people. Some of the taboos were:

I One must not whistle while in 4 room.

2 One must pot sing while having a bath.

3. llhluhmrurluummmmhﬁarhﬂhmhndnimymhﬂmmwhmahrn
in her menstrual period.

However, not all the aboos have been abandoned. For instance, the third taboo listed

above is still in practice.

Some beliefs and practices of the area involve the use of art forms. For example, the
people of Jentilpe, Jang and Dabori of the Vagla ethnic group are well noted for the
mufmuqmududnﬁngﬂmﬂmmﬁu.ﬁﬁ:mmm“um:
mmlﬂundw[plu:ﬂLmnmmmcnpmhunlmnﬂmd:m:whm
mtﬂnlypﬂmufﬂwviﬂn;tdiuuﬂduﬁ;nuilishningpﬂtwmmpenplruf
the area also believe that the sigma kills witches but protects those whe believe in it
and in most cases it is believed that all members of the village are protecied by the
sigma. The sooth-sayers or diviners of Mankuma also have their special attire which
they wear during sooth-saying. In addition to the garment they wear, they carmy a
leather bag. which must not be touched by any ordinary man, and in defiance. the one
might die. A child born through consultation with the Mankuma sooth-savers is
uwaally named Gholo. =

fu



Figure 2; A witch hunt with Piigi (kadii)

In spite of the traces of visual ant products of symbolic value in this background
account, there is no documentary evidence that mn;lilu of Bole traditional area have
ever produced any ancfacts of their own. This lack of documentary material on the
symbaolism of art forms in the taditiona! ares mukes it im possible for references o be
mide on their culture. For instance, when the researcher was looking for related
literature o1l (he topie he could not even lay hands an any matenal conceming the urts
of the Bole traditional area. This makes the culture less exposed to the outside world
and does oot promote much tourism in the ares 15 well is the culture not being
documented. As the researcher interviewed people, it was realised that some of the
people had forgotten importunt aspects of their culture. These would not have been
forgetten if they had hﬂﬁl::ﬂ-'lﬂﬁﬂd. It was evidenmt that many of the adults who

hadl knowledge of the traditions, methods of production of the art forms and their



sotroes of rw materials hove dicd nmd such know ledige s Yot forever. For example, a
well-endowed traditional crafisman called Yakuba Hoady falso populariy knewn a9
Yokubu ¥izge by his l.'uml:;h:[mmtic!t wirs it very skilful craftsman in wond carving,
modelling. hasketry, leatherwark, gonpowder manufacturing. needle work and other
mrt s He was alse koo as o mamalae e of Imlitioial Mhates and knew how 1o
bt st ol the teashitionnl dewms ver v well, Howeser, this all mound ermfsian ihed
on 3 Sanuoey 1981 when his s (this researcher) was nol matwed eitigh 1o

document his weil endowend skills, thus loosing s knowledge and every(hing he

knew
(a)  NOLE DESTRICT (The Traditinns) Area).
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(b)  The 20 major localities of the Hale District which alse make up the
traditional area under siudy:

I. Baole R Jindahuo 13 Bumbala Yuoro

2 Sawla 9 Ghenfi 16 Sakpa

3. Tuna 10 Maluwe 17 Jama

4. Bamboi 11 Poru I8 Kinpe

5. Kalba 12 Soma 19 Teselima

6. Mandar 13 Nvali Na.l A Sumpioviri/Berinya
7 Banda-Nkwanta 14 Tinga

1.3 THE PROBLEM

The daily life of the Ghannian is steeped in much symbolism. Examples of such
symbols are the Adinkra and stool symbols of the Akans. Such symbolism of life is
also apparent in the Bole Traditionul Area of Northern Ghana, [t {5 however
unforiunate that the symbalism of the visual art forms in the Bole Traditional Area of
the Northemn Region have not heen documented. Oné of ihe reasons for this lack of
documentation is duve 1o the over reliance on the oral tradition of passing down
knowledge Lots of ant forms and symbols, which used 10 be faurid in the traditional

architecture in particular is now totally lost from their buildings.

The forms and symbols that were used during fincrals and traditional festivals fre

also gradunlly disappearing. This is also due 10 the influence of foreign culhires,

Furthermore, since the older generations who are custodians nnd main practitioners of

these art forms are dving off without passing on their knowledge. there is o danger of

these traditions being lost to posterity. The absence of documented material on the
i ——

symbolism of the art forms of the nres has resulted in the lack of knowledge and

nY
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texching of i by an and other teschers in schools In view of all the above
shoricomings there s the need 1o research o and document the art forms and
mufm.lhﬂdﬁlﬂ-hufﬂ-ﬂﬂrTndhh_lhmmdhm

them for postenity

14 OBJECTIVES

A Tnﬁlﬁfgnd:ﬂpiuthﬁpnﬂ»ﬁbd:nfuhﬂmhrmsmih
mrmummmnmmhdmﬂwmmmmmr
these symbols.

b. To research into the symbalic values and elucidate the philosophy, wisdom
and knowledge behind the symbolism in the ant forms of the Bole Traditional
Area,

. To suggest ways of using the rescarch findings for An and general educational
purposes.

LS HYPOTHESIS
mmufﬂmﬂnk'lndiﬁmﬂmhuhﬂimmhmﬂmhnenmmm
meanings and values. These ant forms can be sssessed and their symbolisms
documented and explained for the better understanding and enrichment of the artistic
heritage of the people of Bole Traditional Area in particular and Ghana in general,

e ASSUMPTION
Hhmmuhnhnﬂﬁﬂlmfmmﬂumt:rMmhﬂah
Tradinonal Area will have symbolic meanings.

pp—————



L7

DELIMITATIONS

The study is limited 1o visual art forms used for religious cercmonies, funcral rites,

prestige purposes and those restricted 1o the use of chiefs, trnditional priests, clan

heads or chiefs” palazes and shrines only The targeted groups are the traditional

artists, the chiefs and cldery people of the area who are able 1o mlerprete the

symbolisms af the ant forms. Although elements of some meighbouring cultures may

feature in the report, the study is stretly limited 1o the Bole Traditional Arca

LB

LIMITATIONS

The researcher experienced a number of obstacles and seibacks during the research;

nnd they were as follows:

1,

Ik

v,

vil,

The researcher had an necident and sustained some serious injuries an his way fo
Kong (Kom) to administer some interviews, |

The rescarcher had 1o spend heavily to motivate respondents in his interviews of
as sign of grutitude.

Some respundems who compelled the ressarcher to give them drinks before they
could be interviewed ended responding poorly (o the questions.

Some respondents refused 1o give detail information on certain issues becise
they were either scared or warned against giving further detnils.

Some potentinl respondents insisted on keeping their traditions sccret and
thorefore refused to be interviewed or sccept copies of the questionnaires

Other respondents collected the questiorinaires but returned them unanswered
ilter Keeping them for two weeks; with the same reason of keeping  their
tradition un-exposed to strangers.

The low level of ed®&0on in the arca resulted in the inability of the researcher

10 use most of the copies ol his questionnaire alréady printed.

11



Vil

.

Xi.

xii

Xiii.

Kiv

Xy,

XVl

X VI,

Some respondents thought the rescarch was one of the wsunl exercises of the
povernment involving payments of moncy and they therefore demanded 1o be
paid heavily The researcher's attempts to explain o their understunding fell on
deal ears.

Heavy research expenses also led to some set-backs due 10 banksupicy

The researcher had 10 reschedule several of his interviews because he either
missed the respandents or the respondents themselves requested for resschediile,
Some peaple refused to be interviewed due (o suspicion and fear.

Others had no confidence in themselves and therefore avoided heing given the
questionnaires through excuses.

Oiher respondents misplaced the first copies of the questionnaires issued 1o them
and hod 1o be given copies again and time 1o answer,

Bug 1o mtermittent malaria attacks and fatipue, the researcher had to reduce the
number of villages in which he intended 10 conduct his research from twenty
(20) to fourteen (14) since time was lost in the course of reting the malaria

The researcher also faced lots of financial constraints during the research, which
also contributed 1o the loss of time,

The researcher went through the odious task of riding o hicyele for distances of
abaut 36 miles in a day through bush paths.

When the rescarcher presented some of his chapters for typing, his work had to
wait for several days till his tum was up before he could have it typed. He was
cotmpelled 1o change to o different typist in nrﬂ::r to speed - up the typing
Towards the end, the reszarcher faced some sccommadation problems and was
compelled to travel 1o fro from the Northern Region to the University as he

made efforts to Hnish the report on schedule,



L% DEFINITION OF TERMS

Although the rescarcher Inoked for definitons of the terms in various books and

dictionaries the definitions adopted here have been found w be most uppropriate and

suitable for the purpose of the thesis. In other words Ihey are operational definitions.

Term

Symbuolism

Symbol

ocument

Posterity:

Value:

Philosophy

Indigenous:

Wisdom:

Definition

Representation of ideas by the use of symbols or system of symbals
used 1o represcnt a particulur group of ideas,

A sign, mark, object or person looked Upon as representing snmeﬂﬁng.
For example, white is a symbol of purity. The cross (s the symbaol of
Christianity, A well-arrunged sel of polished pots in o woman's foom
s a-symbol of the ideal woman.

Something writlen or printed. to be used a5 & record ar as evidence.
Person’s  descendnnts  (his children or  their children) of Hole
Traditional Area. Future generations of this area.

Quality of being useful or desirable Worth of sumething  when
compared with something clse, The worth of the ﬂymhl:;li:: forms.
System of thinking among the traditional people of Bole Traditions!
areq. Reasons for certain altitudes rules und behaviour in the traditional
arcn.

The native people of Bole Traditional Aren

The enlightenment, reason or insight of the people of the traditional

aren for certain traditionn] establishments,



Terms used in the traditional langunges

Stgmea (singilar): a2 masquemnde in the Bole traditional area

Nigmeerrs (plural): miasqueraders (n the Vagla diulect

Ebere: The creator God; comes from the statement-Ewir hore or E-fe
war bore litemily meaning “The one who creates rain"; 1o refer
to the greatness of God and diferentiate him From the smaller
kods.

Korawiizi Comes from the statement: Kora Wiisi in the Vagla dialect.
Literally, it means the maker God.

Nawmiveirit The word is from the statement Na mowini which means “Chief

Grod™ in the Wali and Safilba dialects,

L1I0  Abbreviations
KNUST: Kwaimne Nkrumah University of Science and Technology,

U.CEW.:  University College of Education of Winncba.

LIT  Importance of the Study

i The study will add documentary knowledge on ari symbolism 1o the already
existing records in the country.

i The direct beneficiaries will be the people of the Hole Traditional Ares.

il The research report will serve as material for teaching visual art symbols of
the area under study.

. It will also serve as a basis for further resedrch to researchers who further

intend to research into .



112 ORGANIZATION OF THE REST OF THE TEXT

Chapter two deals with the literature review The chapicr has been arranged in
mlhdudwnﬁhennhnhﬁuﬁmﬁﬂhlhnﬂdpuﬂimmmﬂtmr
cm.ﬂhpturﬂvmhnﬂuﬂtﬁmlmmmﬂudqhﬂ.ﬂuwlhr
population sampling has been done 15 explained in this chapter. The administration of
fuestionnaire has also been explained here. The chapter also deals with the libraties
visited 10 collect information and the research methods used. The chapter further
ﬁntﬂhumuchumlmcﬂmﬂmhnwﬂuwhmwhwudm:,thwmmw
dﬂhﬁlhﬁmmﬂuﬂmﬁmﬂy.ﬁtfuﬁn@ have been presented through
description and supported with charts and tables. The analyses are also illustrated with
sheiches. charts and photographs. The facts assembled have been analyzed and
interpreted. Chapter five, the final chapter summarizes all findings in the study,
lemhmmﬂmmﬂﬁmhwﬂmbuumndrﬁmmtw.
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CHAFPTER TWOD

10 REVIEW OF RELATED LITERATURE
This chapter summatises and discusses lierature on symbolic Ar forms ol Europe,
Africa and Ghana in particular. It focuses on visual art forms found in the Bole

traditional area of Northern Ghana,

L1 Documentation of Visusl Arts
The absence of documentation as well as ignorance about the art forms of Affica for
seweral centuries by European An historinns coupled with slow pace of research as
well as false statements on African arts has resulted in great loss of much of African
philosophy, knowledge, wisdom and values which were buried with their ans.
African culture is mostly expressed in their ans and if these artifscts get buried and
cannol be found or explained when found. then the culture of the people, in other
words, their wisdom, philosophy and values are lost fofever. An example of such an
unfortunale situation is expressed by Pelrine (1989) who SaYs:

Buried terra cotta figures from a now-vanished tradition were

first reported from Mali's inland Niger Delta in the 1940s and

continue to be found there (oday Unfortunately the first

controlled excavation in which a figure was discovered was not

conductea until 1977; and such systematic Investigution has

remained quite limited, therefore, nearly all of the siatuary n

museuins und private callections is without specific excavation

data and comextual information. As a result, comparatively

little can be stated with ceriainty about individual i glires.
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Pelrine also quotes Roy (1985:18) 10 explain that some of the indigenous art forms
still being used by the pﬂnplcmmhhunpmﬂhyﬂmmufﬂmum- In
wuggesting a solution o this problem, he sajd.

- lacking more stibstantial evidence of the people who
made these objects, we can interprete many of their cultursl
pattems by compuring their artificts with the material

cultures of living peaples,

Oweusu — Ansali (1994) stales .

The interest in our traditional symbols has gatned such a

momentum that the author is inwardly troubled by 1he

realisation that no time should be spared, particularly with

the pussage of three decades and a-half afier our freedom

from colonial rule, 1o bring into light owr traditional

symbols which form part of our cultural thoughts “into

action,
Owusu Ansah's suggestion of bringing into light owr traditional symbols can largely
be achieved through documentation. Furthermore, the documentation of the Al
adinkra symbols by Owusis Ansah, (1994) serves as a good source of reference for
documemted arl forms and symbolism of the Akan arts, for, 500 new versions of the
traditional motives and their meunings have been compiled. That also serves as an

example for people of other traditionnl areas 1o emulste.

Anaba (1995) feels disappointed that the use of visual symbaols as an integral part of
environmental art in the BpfR7-Fast Region is steadily declining. The sinution in the

Bole traditional area is no better, One might be right to elaim that i is even worse n

N



nmmuhmmummm That 1s becaune.
wheress some documented material was found on the Daghani, Nanumba and

Ml“HhmmﬂhmMMdhm
wan found in the Bole traditional area The need 10 document the available an forms
and symbolism of the people of the three regions is so urgent thal il cainot be over.
hﬁd.mm-ﬁmﬁuﬂﬂﬁnhﬂmmmﬂm&. Lots of
Mtﬂhﬁmﬂmhhmhhmkﬂ.mmmhmm
That has led 10 the loss of invalusble knowledge in all aspects of cultural activities
ﬂhuuﬂhnfﬁwﬂm%hﬂ;:@mlﬂhwhmuﬂum
d:ﬂkmmilfmmnnhmheld:ﬂypnphwhnm knowledgeable in the an
ﬁrmdhﬁ&mﬂmﬁqhmmﬂtmwm.mmmmph
wmummmadmmmmmunmmmm
promoted development is not made known.

Adu-Agyem (1998) found that some Ghanaian carved objects were unique and useful
hmmhquﬂmanmmuhuMﬁuﬁumthuw.hm
sudiﬁuludrhhiﬂﬂmrﬂrmﬁdlﬂllmww They
were only stored or located in the minds or thoughts of some of the master carven
who often died with the knowledge. Other serious problems mentioned include the
lﬁmﬁw#mnrﬂnhﬂmtrwdﬂm#uhm
retentive memory or lack of authentic documentary sources of referemce The
wh:rhﬂtuﬁndﬁumﬁ:dhmbldmﬂuﬁn-limmﬁn;inlhwh
. mﬂhﬂthyﬂ:hﬂﬂiedpndﬂmnﬂh:lﬂmmdﬂmhliﬂmufﬂupmﬁ:

of Bole traditional area will be completely forgotien,
—



Documentation is much berter in the southern sector of Ghana thas! it is in the Narth

Much of the Akan culture, lor example, their art forms and symbolisms have been
documented.  Some examples are the adinkra and stool symbols documenied by
Glover. the New Versions of the mditional matives documenied by Owusu-Ansah,
the Akan of Cihana by Warren (1 986) which deals with the Akan eulture in gerersl,
and many others. And vet, other fecent documentations on Ghannian traditional vismal
arts have been carned out hy some past stadents of the Ant Edueation Department of
thi: college of Art and some Jecturers of the Kwame Nknumah University of Science
and Technnlogy, Kumasi. Again, most af these researchers cancemn themselves will
the southern cultures. The implication is that whilst much of the art forms and their
symhols huve heen documented for the southern sector very litle documentation has
been done for those of the Narthern sector in general and particularly the Bole

Traditional Area.

2.1 Definition of Documentation

Harnod (1977) defines documentition ae “the science of collecting, storing and
orpamsing recorded informational materials or documents for optimum access "
Hamod further define: documentation as the act of collecting. classifyving ond making
readily accessible, the records of ll kinds of intellectunl sctivities. Hamod in another
wity defines documentation as ...the science of ordered presentation of records of
knowledge serving 1o render their contents available for rapid reference and

correlanon.

This definition falls in line with the fiest objective af the topic: for, part of this
objective sims at detail dosumentation of the various meanings of the symbols. The

informaticn collected will be organized, recorded and stored for optimum sccess s



stated in the definition. Documentation is also the act of collecting, classi{ying and

miking readily aceessible, the records of all kinds of intellectua) sctivities

The emphasis here is “the sclence of ordered presentation’ and “preservation of
records of knowledge * The research has therefore been conducted and presented in an

orderly manner in accordance with the definition.

Observations made and information gathered from respondents were compared and
conclusions were arrived ut, Delinition four is stated a5 “The procedure by which the
accumulated swre of learning is made avallable for the further sdvancement of

knowledge™,

Over the years, the people of Bole Troditiona] Arca have used art forms in theis
cultural practices 1o aceumulated knowledge that has been kept scoret from within few
individoals who dre the custodians of the culture. One of the objectives of the thesia is
to- matke them avalable for the further advancement of knowledje. Tt is therefore in
accordince with the above definition of documentation. The last definition of FHamod
dwells on collection and eonservation, classification and selection, dissemination and
utilization of all information. The objectives ol the research are directed along the
same lines. In the research process the researcher categorizes some selected an forma

nnd sorts for the necessary information for utilizoton and dissemination.

In this report documentation is defined as network of services invalving the science of
collecting, organising. recording and storing new information materinls and an
ordered presentation of the records of knowledge und the materials, thus making i

readily nccessible to enquinges.
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21 Meaning of Symbol and Symbolism in Visual Arts
Hagger { 1992) defines symballsm as
A recognizable equivalent or type of some person,
ubject, or abstract ided by means of features associnted
in the popular mind with, that person, object. or nbatenct
idea; the expression of ohstract idess b terms of
patiern, calour, line; the conveyance of abstract or

spiritual objects.

Taking the female akuaba doll of the Akans for example, is a recognizable equivalem
for the Akan concepl of femininity, beauty and fertility. The *roundness’ of the head
i an Akan atiribute of femininity and the rings around the neck of the doll stand for
beauty. Warren (1986) states it as Tollows: “If a woman desires a female child, she
gets o doll with an oval or egg-shaped head; .. A religious or wise child is
represcrted with o circular head™. The akany in this case have features nssociated in

their popular mind accordingly expressed in the Akuaba dull.

Beauty is an abstract idea and the lines expressing femininity is a quality of the
female reflected in some specific features associsted in the popular minds of the
Akans. Hagger further explains that symbols may be of many kinds: and he listed
some of them as hieroglyphics, initials, emblems, allegories, fables and enipmos. He
also explains that some symbols ¢losels approximate to an iden or person and are
easily recognized and that others can be understood by following some out-of-the way
association of ideas. No matter what form a symbol may take as listed by Hagger
whove, the fact still remains that symbols are abstracted versions of ideas, They are

signs  of forms representing ideas or objects. They are Iindirect means of
———



comimumeation. They muay bear proverbial or literul meanings in the African context
For example. Ogure 3 is the symbol signifying “Two heads ure bener than one’
literally meaning thit the ideas of two people or more put together produce better
results, It proverhial meaning is that, one must leam to consull others for beller
ieas. Its modetn versiun from Owisu-Ansah (1994) |s shown in figure 3a

I he usual (onginal) symbal is usually presented as rwo heads attached igether amd

cach facing the apposite direction (with their oceiputs joinad),

Fig. 3.0 Fig. 3.b
Two heads are better than one,  T'wo heads are better than
(Tikoro nko agvina), Akan one (the usual symbal)

The Encyclopaedia Britannica (1987) defines “symbol’ s . o communication
element intended to simply represent or stand for a complex of person. object. group

or iden.”

The Encyclopaedia cites examples of symbols that may be presented graphically 1o
Include: the cross for Christinnity, the Red Cross or Crescent for the life preserving
agencies of Christiun and 1slamic countries. Human figures may be used ns svmbols
B0 represent countnies. Such examples are ‘Marianne”, “John Bull”, and “Uncle Sam”™

standing for France, Engttid and the Unitad States off America respechively



mymbols may aiso be assigned weivtrarily os in the jymithematival svrnbal o™ for

mlinity or the symba) *5* lor dollu

As the Epcyelopaedio nightly states. avmbols wre eommumication elemciis mitended 1o

'l-‘|lh.;"-'-' IEDISaRT I ""1|Z“_= o i’l'i-l'l O HOToegndl ol g TR R TT R TS S
Cathplex beeniiss they. v nod e Mg o adins T 109y ang o o W L
UiRinirY - Zermoll o interpiel. Froe the resvarcir’s observaiion Lbymbals are mo

ollen interpreted by the mast experienced unes or the plder senerations, in Africa

This sometimes happens probably because they are assigned arbitrarily amd they do
not ditectly relute or resemble the objecls or ideas they intend to represent. Other
possible reasons for the elders to jnterpret symbols might be that, due to their long
expeniences in life the elderly are also expected to huve aceumulated enough
knowledge to be able to interpret symbols, which often appear strange 1o (he younge:
generation.  Also, among some African societies such as the Tampluma clin of
JTentilpe in the Bole traditional area, certain symbols are secret and are only exposed
to the elderly ones. They are therefore the only ones gilw:n the prerogative (o interpre)
those secret symbols. The elders are also most often relied upon os the ones able to
apply life situstions in solving problems-they must therefore be able o answer

questions pertalning to those ‘strange’ symbols.

Cambridge ef af (1996) defines symbol ns: “a sign, shape or object, which is used to
represent something else.” The authors explain thut  symbol ean be used to represent
a quality or idea. For example, the wheel in the Indinn flag is o symbol of peace; the

' hean shape is & symbal of love. Water a symbal of life, An object can be described

s i symbol of something clsett =cems 10 represent it because it is connecied with it

i lor of people’s minds, For example, among the Gonin, Vagla, Safalba, Nchorba
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and Batige ethnic groups of the Bole Traditional Area, o white cloth traditionally
wovert by the people themselves is usially tsed for burving their dead: which
symbolises punity-an idea as well us a quality cherished by the people. This is also
cotman (o almost all the tribes of northem Ghana. A person buried naked or with
ardinary clothing is considered wicked and impure. Therefore, people suspected of
witcheraft or ¢vil deeds or those who have died ow of abromal circumstances and
their impuarity ennfirmed by the gods or ancestors through divination arc usually
bunied without the white cloth, The white cloth is therefors a symbolic object for
death and purity in (he Bole Traditional Area in particular and among some of the

irbes in the Northem Region.

It i also common knowledge among the people thal when grass is cit and shaped into
a round pad and then put on any ubject in the hush it is 2 sign that one must net carry
that object awity apart from the owner. If one did, the one would die. Meanwhile, it is
common 1o see farmers and hunters most often uging this type of pad to carty their
loads dunng the rainy season when grass is in sbundance. When somebody thercfore
leaves o luggage or an object near a road or a path with the grass pad on top, it is o
sign languoge signifying that the object belongs 1o somebody and must not be carried

Away,

Its symbalic meaning has, howcver, extended 1w o spirionl dimension. It now
symbuolises ‘o spintual trap” set on the object. 1t suggests that the one who steals the

article that has this pad placed on it will fall seriously i1l and eventually die.

Urdang (1997) defines symbol as: *... representation, figure, metaphor, allegory,
S
Insignia image. logo type mark. trade mark, colophon, brand, code, abbreviation,

phonegram...... armorial bearing, ... bhanner. Qg™ A symbol is said w be a



mhnuimhinlhﬁmﬂunﬁmnﬁmhﬁqnm
standing for Ihe onginal object or idea For instance, the people of Goma traditional
mm'amnﬂmhhﬂmlipurinhhhlnd‘lnm&uihmml
leader Ndewura Jakpa, Smaila, who established the Gonja kingdom through congquest.
They may even accord 1o an object bearing the symbol the same honour due 1o
Nidewura Jakpa himsell

‘Figure” is a drawing, painting. or an image of the body of a bird. an animal or a
human being. In this sense, it is not the actual person but a mark or drawing giving an

wlea of the person's appearance.

Metaphor is defined by Cambridge International Dictionary of English (1996) as. “an
expression which describes a person or object in o literary way by referring to
sinmiething that is considered 1o pnm;imjhrchmmﬂisﬁutum:mwuhﬁct

you are trying 1o describe.”

A symbol therefore tends to be slightly different from a metaphor in the sense tha.
whereas a symbol represents, the metaphor is a description or comparison of the state
m which a thing is 10 another. Representation is the an of giving form 1o stand for a
thing or making o mark or sign 1o look like, It is the production of a picture 1o stand
for an object.

Persall and Hands (1998) define symbol as
4 thing that represents or stands for something clse.
especially a material object representing something
abstract, &_magkor character used as a conventional

representation of an object, function, or process, eg o

-r



shape or sign used |0 represent something such as an

organisation

An exaimple to support the above definition s the case where many of the Alrican
smaller gods either have carvings, modelled ohiects or woven material representing
the gods. In surmmary, a symbol may be defined as the represenlation of o complex of
a person. object, proup or idea or o recognizable equivalent for a person, objest, group

o iden.

2.3 Svmbolism

'Symbolism’ is derived from the term ‘symbol®. Persall and Hands (1998} swe
symbalism as, “the use of symbals 10 represent ideas or sualities™ It therefore meany
thitt when people express their ideas or qualities in symibolic forms like Mags, linguist
staffs. ubjects of worship. the red tall hat of the high manking chiefs of the nonh, then
symbolism is being expressed. This message may contain some societal value and
knowledge pertaining only to that soclety. For example, the Akuaba dall, the golden
stool and the kente symbols are symbolic clements that are usually associated with the
Akun Soclety. In another definition, symbolism is said to be an artistic and poetic
mavement or style using symbolic images and indirect suggestion to express niyslical
ideas, emotions, and states of mind. For example. symbolism in the nineicenth cerury
France and Belgium, Since most Furopeans have taken to either scientific concepls or
Christian beliefs. symbolic experiences in their lives are mostly associnted with
agsthetic functlons. In the case of Africans, however, symbalism is deeper, and more

mvolving, I hay value and it is functional,

The Encyclopacdia of World Ant defities symbolism as the practice of signifying 2

thing by means of mmnlh__iﬂﬂn that stads for it - In other words, its symbol, “a

26



sign”. Explaining further the Encyclopacdia states that symbolism alwavs involves the
substitution of signs and thus. has its roots in visol experience. the dimension of
inagination and of artistic expression; objectively the symbol does ot arise From
aesthetic experience ot formes part of the culterl patrimony froo whicls it is selected
tor purposes of artistic expression. In ather words; the symmbol is arrivid it dln af the
cultural experience of the astisi nnd not aesthetically motivated. The obizctive for that
matter Is o commimicate with the socicty fram u ewliural perspective. The following
vhservation by Fosu (1994) 15 an example of some Ghanainn symbolism developed
but of euliural expericnces, He writes about the ceremanial pols that are decorated in
peametric ubstract and figurtive relief motifs, And that these decorations or motifi
are often symbolic and admirably incised, serrated, etchied or moulded. The motives
are said to range from simple carvelines to [ntricate combinmtions of lineur ot
patterms, others painted in flat earth colours or burnished with herbal dyes and so on,
Fosu mentions the “Abusuikuruws, the family pot series as excellent ox nmples of the
many ceremonial pols Lhat were popular from about 14" to the 191h centuries used for
stoning picces of hair and finger-clippings of the deceased person and closed relatives

of the living, and that they are symbal of family unity.

The Encyclopaedia of World Art npain explains that in symbalic representation there
is o mmediate and direct relation between the chosen aymbol or sign and the thing
signified. implying o spontaneous, reciprocal correspandence — indeed. almost
identification - between them; the thing signified is conceived as being implicit in the
_ symbol, which thus has a well nigh magical and uniquely summury quality.  This
explains amung other things, the deep connection between symbolism and the
—
religious imugination. This may be likened to the symbolic representation for the

Asante kingdom and their golden stwool. The stool symbolises the Asante Kingdom,
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s golden nature wignifics the wealth of the kingdom The ritusts theough which
“o\ﬂpm&mﬂmnﬁm-ﬁmmhh
“M*ﬂ“ﬂh“hhhwﬁmﬂh
ﬂlﬁi“--mmnﬁmﬁy.mm.hﬂn.wmhﬂm
mphummummhtmmmmm
hﬂﬂwtmﬁhﬂﬂlMﬁMMﬂumml And unce
ﬁhﬂdﬂﬁlﬂnIHﬂﬁﬁanMHHhFﬁthuiLﬁmlﬁhﬂﬂmwdthﬂ
mummm:juﬁ:mmmnfummmmﬂmm
mhﬁuhm’ﬁmﬁmhmhﬂlnfﬁwmm
to their kingdoms and kingship For instance. some ethnic groups in the north,
especially, the Dagombas and Gonjas enskin their chiefs. Their ranks and suthorities
mmm-muwmmmufmmmnmm&m:m-
of importance and power. Among the Gonjas of the Bole Traditionsl Arca for
numﬁhnﬂrldﬁfﬁﬂhﬂdlﬂﬂﬂﬂﬁtﬁhmilﬁmhﬁnu@uhﬂmn&m
ﬁmily.nhuuhmntmtﬂnnrlhﬁmThmurﬂnlwpﬂﬁhhﬂm
lhﬂldhh'hpn'lhﬂhiﬂpﬂﬂuﬂhhﬂiﬂﬂﬂpd!ﬂunynhp}.hﬂﬂn
wﬂhr:dhﬂ&mmeﬂumﬁmijmhﬂmtﬁnﬁuh:hﬂdhﬂﬁulmnmuﬂ
Mmhirﬁumdﬂnflhﬁuﬁllwmmluhm
holder). It is therefore a symbol of power 1o the Gonjas

Syﬂuhn-ummmﬂhmﬂmmﬂ:m A rescarch
by Conservation International - Ghana (2002) gives a number of animals and birds as
. \otems for the people of the Gonja Traditional area. The leopard is said to be the
: totem of Tulwe raditional area and the paramount chief sits on its skin. This significs
hmhmmﬁmmmpﬂmhwmm‘

The hon and antelope are for the Kpembe taditional arca with the lion being the man

TARARY
i .: Y L

dE . i Bk & . I



totem.  The paramount chiel of this area sits on the skin of a lion whenever he sits in
state  [n the Bole Traditional Arca, however, the report says. Aardvark is the main

totem of this traditional area though there are eleven others.  These are vulmires,

cattle-egret, red dove, lion, elephant, lcopard, hippopotamus, witrt-hog, side-stripped
Juckal and bushbuck.

The north Mo which is partinlly part of the Bole Traditional Area, acconding to the
report, has the vultore and crocodile as their wiems, but the most Impontant one is the
crocodile.  One can therefore say that although these wiems are not drawn or
praphically presented in visual art form, they can be considered as living symbolisms

ol the people.

In summary u symbol muy be defined us a representational form of an ubject or idea
thitt may have a literally or symbolic meaning or hoth. Symbalism on the other hand
may be delined as the practice, organisation or way of symbolic representation among

ethuic groups.

231  Historical Overview of Symbolism

The history of symbolism may be traced as far back 1o the time of cave urt produced
hy Pre-histaric man. 1t was the time when anclent man used art in promoting aspecis
ol his living. Hunting was very risky and the cave man had to depend on his rock and
chve art 1o save himsell from the state of helplessness in onder 1o achleve his religious
and spiritual needs by means of magic throuph cermain rituals. This, the development
. of “sympathetic magic’. With sympatheric magic. the people painted, carved o

mindelled images of animals and then “hurt’ these images with weapons, belicving that

- —

i

the wotnding would result in their power to kill the live animals. The pnnting of ar

form so produced represented the animal they had in mind. The weapons dmwn an



the: picture symbolised the idea of the combat ar struggle they are poing to have with
the animal they intended o conquer. Africin symbaolic expression bears o close
resemblance 1o the sympathetic magic of the prehistoric man of Im:i;:'nl Limes, since
both involve symbolic representation,

Symbolism in Europe is different from that of Africa due 10 the different puUIpOses
they had for producing the arts, Whereas the Africans produced their ans for
Runctional reasons, the European arts were mostly for sesthetic purposes. It cannat be
Itally ruled out that the western cultures sometimes produced functional ars that
were symbolie, deducing from Segy (1975) who says that “The cult of the dead i
ancestor worship passage graves found in Frince, England, and Scandinavia, indicate
communal burial siles which were used over long periods.™ It is an indication that

certin aspects of African symbolism existed in parts of Europe in the past.

Symbolic an production in Europe was insignificant until in the 18803 and 1890
when there was an intellectual growth in European art which led 10 the development
of European interest in African symbolic expressions in Ar. Some of these
imtellectuals, according 1o Gwinn et af (1987) include three principal figures: Gustave

Moreau, Odilon Redon, and Pierre Puves de Chavannes.

Deducing from the above information from Gwinn (1987), it will be observed that the

concept of symbolism existed in Europe in the past.

According o Chilvers et al (1988), “the sim of symbollsm was 10 solve the conflict

_ between the material end the spirital world™.

And from the nccount of Smith (1995) it is realized that symbolic expressions in

Evrope was due 1o the infellecrual growth in Europenn art. From his account we



realise that symbolic movements were formed during the period of artistic revolution
iy Europe.  That was a period when realistic art was being criticized or even being
repliced with new artistic concepts like impressionism, surrealism and cubigm. These
evolutional chunges eventunlly led 1o artistic abstraction. Movements were therefore
being organized every now and then in support of the new ideclogies thul were
coming up in the various European countries to defend the various group ideologies in
Afisue concepts, A movement known as symbolism wis also organised mmed at
distinguishing true impressionism in which the artist tried (o fuse together what he
saw in nanire, from the analytic Moreau approach to appearances fuvoured by Neo-

impressionists such as Seural and Signac.

Whilst Eurapeans had their conflicts over symbolic and realistic presentation of arts,
symbolic arts were generally foatures of African ans.

[here were no disputes about how to present the arts or their symbolism. Symbolism
wis generally acceptable in African functional ars

232 Function of African Symbolism

Leiris und Delange (1968) moke us understnd that Africin symbolic ars are
generally functional ns they explain that the ants of Africa in general are devoted o
purposes, which strictly speaking are not nevihetic Leiris and Delange (1968)
thercfore remark: “The dancing masks, usually termed ’Ii:lishu‘.r are  utilitorian
objects in th they fulfil a ritual function closely associnted with every day life.”

- These rituals are effective ways of convincing the individuals or the gencral public as
well as the performer nhaﬂ_T_l_u;g;jr&tunl potency of the mask and its ability to solve
the every day life problems. It is the belief of the people, accarding 1o the ype of

mask they possess, that it is capable of hunting down witches or detecting witcherafl



Mﬁmﬂnﬂmm:rnqnhw:divﬂu abilities. The Chiwara of the Bamana
peaple of Mali for instance helps them in the cultivation of grains

Africans venerate their ancestons 1o the extent of burying their dead with iems they
believe would be required in the ancestral world. Nunoo (1970) gives us an account
on the Akans of Southern Ghana He observed that fo centuries the people have
antached so much importance to their dead chicfs that they are butied with grem
honour.  As a result the idea 1o bury their dead chiefs or queen mathers with terrn
cotta heads eventually developed. Nunoo (1970) also asserts that it has long been the
custom for the Akans 10 make for the funeral of an important person, terrs cottn heads
pots with lds surmounted by figures or free standing terra cotta figures. He explaing
that these figures are always made by old women who are past the age of child
bearing. He usserts that some of the figures represent members of the royal Family
and their attendants Ohene, the chief: Ohemaa. the queen. The obvious conclusion is,
thenefore that the arts produced for the burial of their kings or queens are functional
and symbolic. They are believed to represent the scrvants of the dead chief or gueen
mother at times.

Laude (1973) gives u historical account on the use of funeral masks on royal tombs
and of pendant masks, Laude asserts thai it was very likely that during the reign of
Apokou Ouere (Opoku Ware) that the use of funeral masks on roval tombs and of
pendant masks representing kings taken captive or killed in war became general. The
Agni are mentioned 1o be the best known for their delicate terra cottn figurines
* molded in clay by the women and destined for the royal tombs. From this information
it can be deduced that theree T fuch symbolic importance attached to terra cotta
masks among the Akans of Ghana. Their true symbolic meanings are probably more



refigious eather than social. However, the most essential point is that the symbolic
h—mmhw“mummm
“nhhﬂuﬁﬁ-ﬂp&ﬂmﬂmhﬁumjnﬂuhhm
uimmh“ﬁﬂ:ﬂﬂmﬂhhtﬂuﬂhﬁhﬂr.
mmm“uwum;ummum.nnn&nummm
over the destiny of their people from the great beyond

Tlﬂiﬂlﬁhﬂlhuwuﬂﬁnﬂﬂﬁmhﬁdmﬂdndnmmhmﬂm:mnf
mm&hmﬁm&uhydﬂmmmfmm'iﬂmmhhw
Evropeans.

Segy (1975) asserts that African sculprure is used for magico-religious purposes. He
lhnludhnwﬁfrkmmﬁduﬂmuuhjﬂunfwmmﬂwmrmm
petformance of rituals He further described the process of divination through the use
ﬂhmmumm.mhhﬁqmmmmmm
lhnufuuh:linuﬂmlh:duphﬂifinlhﬂrl:u;t!piriuﬂhrhyﬂu&m:m
promotes the intensive use of symbols to represent the unseen world.  For instance
deities and ancestors have symbolic representations. According to Segy ammals that
myhmmmmdinﬂlﬂlnhdiﬂmhnhmlﬂﬂmﬁhﬁnmddnp.m
with human and others with animal heads. Explaining further, Segy says how the
mwmmhﬁhmmﬂwMMMhpﬂh In
the opinion of the researcher. the symbolic interpretation and the extent of belicf
attached 10 the anefact determine the value and funetion of it The magical aspects
% Mwaﬂm:mmmm&wﬂmﬂﬂbymmn
:imihpmcmmium Segy opines that these experiences also lead 1o
some high degree of expressiveness of ant work. He writes, “The high degree of
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expressiveness of art work from Africa is based upan the intense emotionalism
connected with their deeply experienced religio — magico - socinl ceremonies, all
hased upon a rich tradition which survived in unguestioned, basically unaltered form
from generation to generation”™

Secrecy 18 often associnled with the religio-magico - social ceremonies probahly 1o
tstil fear and respect for the an forms and persons associated with the art forms thus
keeping some vital information perpetually secret since it is sometimes even b tahoo
o tlk about the art form or person associated with it This practice of keeping
knowledge and ideas secret does not therefore allow questions from curious minds,
thiss, the rich tradition which survived in unquestioned. hasically unaliered form from
generation 1o generation. [n further attempt to conceul knowledge and ideas From the
common man in arder to keep the activities of the societies secret, symbolic forms
that con only be inteipreted by special people or members of the association are alsa
developed to represent such viml information. However, such atfitudes do ot

promote documentation

Another important aspect of the African symbalic arts is that (he artis may produce
the work to a finish but it is without value until the proper words are smd overit. To
buttress this point the researcher quotes Dendel (1975) as fallows, * .. Camers Laye,
the author of Dark Child, describes how his futher, a goldsmith, went abou making an
ofnament.  The father had skill of hand. but for all his skill the ornament was without

value until the proper words had been said over it

African symbolism sometimes represents natural phenomenon according o the
imaginations or philmmpm:rpmmium of the people. Take the story of ‘the
cotled snake,” for instance; which supports the world, should the world-snake became

L BRERY
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uneasy his nervous undulations couse earthyuakes. This svmbolism according o
Dendel (1975) comes from the Fon people of Dahomey, The function and value of u
symbalic art form very much depends on the philisophical interpretation or meaning
attached to the work. Tordy in Segy (1975) informs us how one Bakuba King died i
1884 and two thousand people including his wives and persenal servants were killed.
Segy explaing further how similar practice of Lilling people 1o au::nr.npuny the dead
were carried out in the Benin Kingdom where heuds were severed and roised on poles
around the body of the king. Segy also said thst the Bakuba cups carved in the form
of human heads nlso appears to be survival of a custom of drying human head and
using it as a drinking cup. An ancestor figure was later developed where by the dead
tmin was rather carved so that his sculptured body was provided 1o enable him S
the living insiead of slaughtering his former companions to keep him in company.
Segy further vbserved that masks were considerad the ghodes of vanous spinjls; ofien
the myama of a desd person was attributed fo a mask or an ancestor statue. 1t is
therefore not an over statement for one to say that symbuolic presentations of ancestor
figures and certnin masks originated from the unforumate situation of Africans

honouring their dead kings by killing innocent peaple.

The resedrcher belicves that Africans also produced ant works for magica-religious
purpuses. o Afncans they are objects of use necessury 10 the successful performance
of rituals, In divination a carving of a crouching dog represents the soul of the dead.
human figure represents a child, and a long sliver of bone represents o traveller. From

their position in basket, the diviner interprets a peraon’s fate. Other animals thut may
L he teptesented in deulpture for divination include crocodiles, pigs and dogs, some
with human and others Eﬁmu heads, Eoch has its symbelic meaning, The

symbols thus help make the African ant forms alive snd cummunicative (o the people

A



The symbolic interpretation and the extent of belief attached to the artifuct determmine
the value and function of it. The mugical nspects ulso get established das more peaple
have their problems solved by passing through similar processes through the use of
the art forms. Dendel (1975) writes aboul the functions of some symbalic designs
associated with textiles and garments. He sald (hat although the Adinkra cloth hod
been associated with mourning for many years it 15 now wormn af any time ond no
resiricted to perinds o1 grief, It is however, milerestingly used (o show an attitude or 1
mood. He also mentioned that o« warrior's shirt made of hand-loomed cotton fabric
was found in a gallery in Ghane. And that garment possessed magical symbals that
were in words and ink. They were said 1o be verses fram the Koran, whiek had powe
enouth to turn aside arows and blunt bullets aimed at the wearer. A sifilar garmen
which combines leather amulets and written seript was also collected in 1889 from
Sencgal, Dendel (1975) nsserted that ink haos long been a venerated substance in
Africa because it is used in Koranic schools to write sacred verses an wooden slates
and the ink then washed and used for medicine. The various designs carry meanings
in African cultures from which they are bormowed. Symbolism in Arﬁzu 15 therelore
not limited to sculpture alone bul it is also used in textiles and garments, Symbolism

in garments mos! often serve as protective objects 1o the individual who is nusing it

A symholic art form commonly produced amang many Africans especinlly in the

Wesi African sub-region is the equestrion rider. Cole (1984) treats this topic in some

detaily. The main paints are however, discussed here. The figure mastly prevails

amoeng (he sculpture producing people of Alrica. The theme of niding a quadruped,

whether leopard or lion. elephant, buffalo, or horse has a broader distribution hecause
g fs

of the importance of elevation nnd domination as principles charucterizing African

leaders. The identity of the rider depicted is varicd. In many cases, he is considered o



spirit, u deity, or a legendary ancestor.  Somme are sctual ancestors, while others are
feared and respected alicn leaders from the *North' where horse origimally came from
Rider sculptures may commemornte elite hunters, warriors, and/or chicls. Only @
small number can be documented as historical personapes, Equestrians appear on the
doors ol kings and chicls of the Senufo and Yoruba cthnic groups. They symbolise
their prestige, wenlth and patrotiage. Riders ndorned rulers' siaffs and scepters loo.
The majority of rider seulplures were housed in shrines, where they reflected the
powers and leadershin traits autributed 10 spirits and deities. Sculplures represenied
deities. They dlen often depicted worshipers and members of the communily gathered
10 pay respect w the gods through worship and sacrifice. The forms and manterials
vary considerubly and the most common sculptural medium |s wuood, then bronges,
followed by wraught iron, terma cotta: and unfired clay. Cule (1984) further obssrved
thuit s

Equestrion figures are favoured subjects in the large

cumbersome Epa — Elefon mask danced in the Ekii

region where the nder is often idemtified as the eulture

hern and warrior jagunjugun. He is a chief equipped for

baltle, sometimes with retainers ideplogically called

(that is depicted fur smaller), al his side.

Cale (1984) also considers equestrinn gold weights of the Akan and Senulo rider as
both being symbolic statemems.  The variations in the equestrian rider among the
elhnie groups of Afriea alsa reflect the philosophy and degree of wisdom in African
- traditions which, of course, cannot be separated from their symbolic art forms. He
farther stoted that lmm.-.mu_u known wnong the Yoruba from 18" and 19

cemtunies before most surviving Yorubg sculptures were made,  Acgording 10 Cale
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equestrinn images appear in many conlexts.  These include shrine siatuary mask
structures, house poats and doors of palaces and shrines and divination objects, among
athers.  Their meanings also vary although the power of leaders {5 always impliciy,
whether divine or temporal. The art is true representalion of African philosophy
because the equestrian stresses wisdom, wealth, military power, generi| superiority ar
any other activities of interest 1o the African. That of the Akon. he snid. i however
different and rather less cosmic order than the Senufor rider. Cole firther explains
that the proverbs associated with Akan cquestrians stiess wisdom, wealth, military
power, and general superiority of leaders. That is an exumple of o symbal that is
presented in different contexts among different ethnic groups but with the theme
being the same. It is of o wider distribution in Africa. It is the symbalic art form
which appears © be capable of representing every aspect of human pctivitics: for
nstance, rider sculptures may commemorate elite hunters, warriors, and or chiels.
The people of the Gonja Traditional Ares popularly known as "Yoghbon'. present the
equestrian rider as a chief on a horseback holding a spear in hand. This symboljses
the founder of the Gonja Kingdom-Yagbonwura Nde-Wurs Jakpa  Somaila
Equestrian rider 15 also one of the truditiona] art Forms that have experienced changes
through the mfluence of the Western cultures. It appears to be the most populur theme

among the traditional African symbolic forms

The African symbolic an forms make her culturally distinet [rum. other ¢ultures,

especially the features of African sculplures which have intrigued scholars. Firse that

the head is commonly represented us disproportionately large. For a long time it was

thought 1 be child chameteristic. Research however, proved that the proportions are
—

deliberutely established at the outset and cermainly not due 1o lock of skills Willet

(1989} explains this funther as follows *.. the large torso, the big head, and the Nexed

= =



disproportionately small legs are definitely infantile in character  Now the statue
mhm“mmuwmmmmmmmmm
m.nhmmﬂﬁdrmmmmﬂﬁrm'lmhm
also recognise the infantile qualities of the figures themselves™ He explains that
these contradictory qualities imply cosmological and theological explanations

A&'icm:rmhﬂicmfmmalwuld,ﬂmﬁm,tmmheﬂmughtnfuthudmm
primitive and un-developed. Another feature of African symbolism 15 thm some
religious ar runmm:}-mhnli:rqﬁummmmumnmlynhnmﬂtﬁlhﬂt
mmhnrmpmnnﬂ:ummmh:nﬂim them fearful
and strange in order to lure believers into having more reverence for the artefacts and
strengthening their religious beliefs,
By means of restrictions. taboos and banishments placed on certain persons fram
secing some art forms, 4 degree of importance is created for the an forms or persons
using them, Willet (1989) confirms the above custom as follows:

Some shrine ﬁmmnﬂmhrdwﬁlmnﬂ]yh:‘ﬁm

priests of the cult  In contrast chielf Obaloran, who is in

charge of the Orisha [ko eult in Ife, is not permitied to see the

terra cotta sculpture which is used in the festival, though other

worshippers may _..Horton reports the case of the shrine of the

head of the village heroes of Soku, where even the priest does

not see the cult object, which is hidden behind a screen of

shulls of sacrificed animals Very commonly only,

membership of masked societies is restricted 10 one sex,

Around the plaféau of northern Nigeria there are several small

10



groups of people whose womenfolk are forbidden to see the
mask used by the men,

Among the Vagls and Tampulinsi ethnic settlers in Bole Traditional Area in the
northemn region of Ghana, similar masks can be found with similar taboos Before the
mask appears, whether during the day or mt mght, women and children are Jocked up
i rooms for long hours to prevent them from seeing the masquerades. Willet (1989)
opines that it is important not 16 deceive ourselves into believing that we can
understand the intention of an African seulptor simply by looking al his work  He
emphasises on studics based on dircct obscrvation in the [feld Willet states how
studles in the ficld have frequently disproved gencralisations formulated by scholars
i their museums and studies, and in doing 50 huve somictimes produced new

COnCepis

A common feature of symbolism in Africon arts is the mask. Masks play very vilnl
tules among the various ethnic groups. Their functions are viried but their OO
functions include funeral performance. initiation ceremonies, those for religious
purposes, entertainments and sgriculwre. The Dogon, o farming community in north-
east Mali for instance. ure perhaps better known for their stylized and abstract figures
and masks. Rita and Grunwald (1990) describe how the Dogon masks nrc used by the
men’s association of the Awa society, The uses include rituals for the passage of the
ez into the supematural realm, the masks are also brought out at funernls and the
commemarative ceremonies of two or three years afler death, at the rites of renewal
“which also ke place every sixty years

.--'-E___ "
Adjei (1992) opines that the main purpase of artwork in the traditional society (s

religious andl that, the majority of them are insirumental and in the performance of



n-lm.lhhphnviulmhm-uquuhm:m They are
ﬂh“hﬂh“mm-ﬂ-l“hﬁmh
priests, chief, society and the spiritual world. Adjei further observed that such works
dmn“mhmﬂnﬁu&‘dmrﬁmnﬂmﬂnm
society and that they 'lustrate the life of the society in the form of symbolic designs.
MnlmﬁmﬂimnﬁﬂmﬁumﬂﬂmMnMW
representational Adjei (1992) quotes Robins and Nooter  as saying

Any object of African art, regardless of its degree of

authenticity or acsthetic excellence is a carrier of

significant cultural meaning. In the absence of written

historical reconds, a collection of African an, like a

library, constitutes a principal source of cultural

information conveyed through symbols.

Apart from the useful function of documentation, African symbolic arts serve as
murmmm“ﬂﬁmﬁunwﬂuﬁm;urmmm
m‘imphuhhn:hlhﬁﬂhmﬂhm“mtmrm

The African culture is built on the philosophy of her people. This philasophy is
mﬁym@ununﬂmmmmﬁmm.'unurm
that are thought of in concrete forms. Symbolic an forms are therefore created from
many of these proverbs which are forms of social commentaries. These proverbs that
are translated into symbolic an forms are scen mostly in sculptural and textile
* products, Thmmmnnd:mdndlhudiﬂnnmhuwdlumum
impressive linguist stick symbals-of the Akans in Ghana. Some of these have been
documented by renowned Ghanaian artists like Ablade Glover af the College of An in



Kwime Nhrumalt Hniversity o Science and Technology. Five Tindred sew versions
of the traditional adinkra motives have been documented by Owosu-Ansah (1994), A
lirge number of these svmbuls have praverbiol background, Some of which are g
fiollows.
LI you know how 1o pull. pull out your awn grey hair, (wo
Al b, wowo' dwene) When it boils over and over again, it
becomes cool again. (ehur, hur o, ebedwo)When the
crested parcupine s going 10 porcupine couniry, he does no

carry with him what e will eal, (Koeik= reko kot=k= a,

ompe adidide

The abifity to translote the rich proverbs into symbalic and concrete i forms also

makes the symbalism of African art Torms unigie die to their funetional qualities,

L4 Functions of Ghanaian Symbolic Aris

The functions of Ghanaian symbolic arts are not different from those of Alrica In
general.  The only differénces that @ times exist are due to the litthe variations in
citbure among the various cthnic groops as a resalt of envimomental dilferences. The
themes remain the same with slight philosophical differences. [t s the similarities
that are worth mentioning here. Styles, purposes and methods of production may also

be different, The use of materinl may as well vary from place to place,

Acconding Lo Nunoo (1970), the Nankanse, Kussenn and Builss of the Upper Fast
who wie the flute as a means of signaling. Similar flutes are said 1w exist among the
Dagombas of northern region called witie, The East Dagomba cull it suhe. It the
1960s the Vagly ethnic group of Sawla in the Bole Traditional Ares also used a (ute

.'...--'
called “fmbire 1o stop “Mighting™ between two clans of the village. Nunoo asserts that
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whistles are believed 1o bear religlous importance among the Nankanse. The flute for
the Vagly ethnic group of the Bole Traditivnal aren alsh has the same religions

impartance and the people puy reverence to the fimbiri (the symbolic flute"s) sound
whenever they Hear il

Another symbolic form of importance mentioned by Nunoo is the persondl shrines
known a8 vimi It ean either be o tree, o stone, & pol, o wooden whistle or anything
erected. This is known as Wiizi (personal god) among the Vaglas, and Akilhi (personal
god) among the Gonjas of the Bole Traditional area. The idea of personal shrine is as
i result of the belief in cach person choosing his or her own fate before birl in the

presence of Ood, as Nunoo explains.

Rita and Gronwald (1990) mention three ethnic groups living in the Cercle de
Bondougou, an administrative unit of Cote d'Iveire. and in neighbauring West
Central Ghana They are the Nafana, Kulango and Deghn (sometimes called Mo),
The Deghn (Mo) are from Northern Ghana, According to Rita Grunwald, the Nafana
are said 1o be the likely originators of the Bedu mask although it has been quickly and
completely adopted by the Kulango and Degha. The authors mention Fravmann
(1974, 83) as having listed both Cote d*[Voire and Ghana as possible sources for one
Bedu mask, They also mention Williams (1968, 19) for saying that the masquerade
onee existed in Ghana but it is no longer found. The mask is said to emerge o
cercimonies nssociated with death of an elder, and that their primary appearances are
nightly as part of a four-week-long festival that oceurs during part of November and
‘December, The musquernde is said 1o visit the sick before it goes to a central eleating
to perform. [ts language is-vestriered o the Bedu appearances. [t cin thereflste be

puessed that one of the purposes of the Bedu mask is for healing the sick. That wis




functional art form which previously existad among the Degha (Mo} of Ghuna,
Mention is also made of the Islamic musk called *Da’ which is owned by membery of
the Ulama and the Lighi of Ghana, arigiuied from. the Dyuln of Cote d* Ivoire and
are mnde to perlorm during cernin religious occhsions, such as Romadam: of
marriage ceremonies; at the funeral rites of members and other Muslims if requested
by their families and at political gatherings. According to the authors, the appearance
ol masgierndes is determined by the needs of the Muslim community. Due to the
strang connection, the non-Muslims sce no benefit they could derive by adopting the
masks for their own use. This therefore suggests (hat indigenous Alfricans, and more
50, indigenous Ghanaians do not go in for art forms. which will not function for

them

Symbalism i Ghanuian arts is not limited 1o only sculpture or the terra cotta art forms
mentioned above. Il involves other wreas of wvisual ans like textiles and
painting/drawing (picturs making). The adinkrs cloth symbols are examples of Akan
symbols.  The cloth is a mouming cloth very rich in symbols: and especinlly,
proverbinl symbols. New versions of these symbols have been developed over the
vears and documented by Owusu-Ansah (1994), This serves as evidence of
documentition in the southern sector of the country. His historical sceount of the
symbals also tells us that the symbols have theological und philosophical basls. He
asseried that it s in consonance with the ways in which ideas nbout many arl forms
have been expressed by Ohanalans among whom this & is now predominan
Owusu-Ansah (1994) further observes that the adinkra symbols for instance, manifest

4 number of the proverhs and the verbil arts of Ghanaians, which sre also. epitomes
g
of specific values or sanctions,
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It can then be said that the muliiple roles, plaved by the Adirkra symbals muke the
visual prt forms unique in Aftican symbolism; and the cultural values carried by the
proverbs which have been converted intoe symbols have na cultural cauivalence in the

Weslem cultures.

Anaba (1995) is concerned ubout the decline in the wse of visual symbuols in the Upper
East Region of the Northem Sector of Ghana. In the view of Anaba. visual syrbil
are an integral part of environmental ant in the Upper east region und vet their use i3
steadily declining.  As such, Anaba documented o few of these visual art symbals
such as their wall symbols. It is also important 10 note that Uhe symhaolisms are of
socio-cultural Importance in the lives of the people. They arc u means of cultural

imtegration and realization of oneness as a nation.

To sum up the historical overview of symbolism of an forms in Eurape, Africa and
Ghana. all indications show that symbolism appeared in different Forms in FEurope and
Alrica. Whereas people organized symbolic nwvmm’isl n Europe, symbolism was o
sort of practice in Africa. It was a way of life. Symbolic art is even still functional in
present day Africa. It is a reflection of African traditional values, wisdom and

philosophy.

1.5 Oral Traditions in Ghana
At Boawire (6™ Jamuary. 2003), the symbolic names ond meaning were provided for

Kente and Adinkm cloths:




Restricted 1o the use of
the Awanichene only

Fatia fits Nirumah

In honow of the late
President of the firm
republic of CGhana -
the late [y Kuwame

It ks painful 10 toil in vain. It also has
a story related 10 the original
designer's painful experience (The
motif 1s made up of stool symbol with
five strips of lines above and below
the stool symbol. Originally designed
by a man called Osei Kweku)

Used for prestigious
purpose, festivaly and

Kente cloth meant for funcrals. Made
up of black and white strip

The functions of the following cloths were not stated:
1 Adwen asa (ideas are fimshed) All the vanous kente designs are combuned
in designing the cloth

hene aforo subyen (the chief has boarded a ship)

Edwini u cdwinisetBesigns are developed from designs) Symbolically

mcans. we pet knowledge out of expenence

.




Major (rtd) Twenebosh-Kodua, the curator of the Ghana Arm Forces Museum in
Kumasi was interviewed on 15" November 2002 According 1o him. the Hritish were
the oniginal eresiors of the symbols for Ghana Arm Forces, He mentioned the new
symbalic ranks created for the identification ol positions or levels in the arm forces
They include sergennt-major, command sergeant-major and Forces sergeamt-major.
These are under the ranks in the calonial efa. The Forces sergeant-major s the most
serior ind i5 of must importance in the Amm Forces.

Forces Runks in Ascerding Order:

L. Private

2 Lance-corporal

i Corporal
4. Sergeunt
5, Stafl Sergeant

0. Warrant Officer cluss two (W.0 2)

7. Warrant Officer class one (W.0).1)
The link between the forces mnks und the thesis wpic is that symbolic badges have
been attached to the ranks and their svmbolism appear to have heen originated from

Afrien

L Some Important Militury Symbals

I Coconut tree with red and black background:
Formation sign of Headguarters of the West Africa command. Its literal
meaning is that the coconut does not die easily and it symbalically means that
the West African command does not give tp easily (in other words, they do

_F.___,.l-'-I—I—'_
not surrender easily).
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Badge with the crown and the cruss:

A symbol for the Royal Service. This symbolically means they are at the
service of the British authority and God.

(al A spider: This symbaol stands Tor first Brigade. Southern Command. It also
symbalizes how skilful and wise the West African Command is at fighting

(b} A spear through o pad: stands for second Brigade, Northern Commind -
symbolically means that the members carried loads while fighting whenever
thie Ghana srmy was fighting for Britain,

Frdges- arm flag (crossed Woniled) symbalizes the Nag bearers.

Badges Arm m Wreath Worsted; an oval enclioses a Wreath and the letters MU
— the svinbal of group eperating the maching gun,

Batlges arm worsted wheels: wheel encircled - the symbol for those in charge
of [ranspor

Badges Proficiency E. Worsted: A bluck “E', printed and enclosed with broud
black circle and an outer narrow red arca of empty background of a red plece
of fabric used for the badge ~the symbeal for the communication group.
Badpes Arm Drum Worsted: a drawing of u drum and its sticks — svmbalizes
bandsmen.

Badges Arm Halchets crossed: crossed hatchets drawn on a red hackground. -
symbalizes group that fought with hatcheis.

Badges Arm Worsted: two swords crossed. Symbol crocheted with white and
red threads onto a brown picce of fabne, Red thread used Fﬁr their handles
und white for the sword blades) — symbuolizes the group who fought with

swoms. ==
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Badges Arm Hammers and Pincers worsted: Hammer and Pincers are drawn
crossing each other — symbolizes the fitters who service the ammunitions used
by the army.

[ nfantry Banation. A silhouctie of a soldier standing on o drogon und scizing
it by the head and il With the inseription, READY AND WILLING SURE
TO DELIVER surrounding the picture within & square picce of fabric -
signifying their preparedness to face direct danger

5 infantry Dattwlion: The head of a lion en & rectangular fubric.  With the
mnseription, Mighty five we are Dependable-h symbalizes that their strength
cari be likened 1o that of & lion in the jungle.

6 Infantry Banalion: Symbol of bow and arrow in o six-sided geometric lgure
(sexagon) enclosed by a *U'-shuped crest. *6" {5 inscribed above the bow and
artow with & black background and the indeription: DISCIPLINE, WE CAN.
SUCCESS.

Probably, this group also fought with bows and arrows:

Alrborme Force (ABF): The wing of an eagle — Symbolically 'mming: “Who
dares wins',

64 [nfaniry Regiment: The symbol is made up of an eagle landing or taking
alf, rwn crossed mifles, five intersecting circles in a crest of ‘U’ shaped with
"64" printed above the eagle. |he symbolic meaning is, ‘Honour in sacrifice’.
The military Academy and training schools (MATS): A ‘U° shaped cresi made
up of hlack and white squarcs and a knife in the center - symbolizes that the
truinees arc going lo be companions 10 the knife. 11 also syinbolizes that

peaple of both the blackand white mees are trained by the scademy,




I8 The Jupgle Warfare School (JWS): The head of g roaring tiger ix their symbaol

= symbolising that they are ox effective in the Jungle as the tiger,

The above primary sotree information about the symbolism of the Ghana Arm Forces
proves that Alrican symbolism was successfully adapted by our colonial masters in
mutivating or inspiring our fore-fathers to Aght fof them. This was probubly because
our colonial masters found the effective role symbolism played in the life of the

African, nnd especially the CGhanninn.

The researcher comacted the Cenire for National Culture in 'smale for data i order
to find out the Cultural links that exist between the people of the Bole raditionsl arca
and the three other ruling tribes of Northern Cihana (Dagombas, Nanumbas ond
Mumprutis)  with regard o symbolic ant presentation; since these four culures

appear similar in the repgion.

. The Dagomba and Gonja Ethnic groups in the Northern Regian.

Mr. Anaba Anyelom, the Deputy Director for the Centre for National Culture in
Taimale, Notthern Region gave the foliowing informution on some symbelic art farms
M the Centre und certain symbolisms which prevail among the Dagombas, the clase

neighbours of the Gonjas in the north,

According Anaba, the lion is the symbol of the Dagomba kingdom. The arm halding
a spear in the hand is the symbol for the Gonjas, the elephant is for the Mamprusi and
the leopard fir the Nanum kingdom. In plate 1,  man on horseback holding leaves
symbolizes peace among the varivus ethnic groups in the region. Anaba also said that

the Dagombas are of the viewsthriz lion is the king of the forest.




Plate 1. The symbol of peace: A man on horseback with green leaf in his harnd

It therefore implies that the paramount chief is the king of the kingdom since it is the

paramaunt chief that uses il on his car and in his palace.

According 1o Anyelom, the symbals are found on the umbrella tops of the kings and
the use of the symbols is restricted to only the kings. These symbols ure used duri ng
durbars, festivals and sometimes, they arc found on the kings' cars as flags. The
above symbals can be found in mosaic on a short wall near the Centre for Mational

Cultire building designed by Dr. Alhaji Yakubu S, Peligah.

The symbols can also be found ut the premises of the Northern Regional Mouse of
Chicls. Plates 2(a - d) show the variouy symbals of the four kingdoms of the Northem

Region of Ghana,

1 |



Plate 2b. The arm and spear symbal of the Gonju kingpdom.,
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Plale 2e.  The Elephant Symbol of the Mamprusi Kingdom,
A mosaic execited on a shorr wall ar the Centre Jor National Culture in

Tamale by Althaji 8. Y. Peligah

Plate 2d  The Leopard Symbol of the Nanum Kingdom,

A mosaic executed on o sKorl wall ar the Centre for Natfonal Culture In Tamale

by Alhaji 8 Y. Peligah,

€1



M“i—um:ﬁﬂhhmmmt—q-hﬂﬂhl
nﬂﬂdﬂ#ﬂﬂymuﬂhhmtﬁ:mhhﬂwﬁm
Rewion of Ghana The hat also symbolises prestige among the ethnic groups. The
mulhltdhd-ﬁmmndwﬁinﬂummltndmm
restricted to the use of very important chiefs 1a the kingdomas

The skin. Among the Dagombas, any ordinary chief sits on the cow skin; the lion's
skin is however, restnicted to the use of the Yas-naa only (the paramount chief of the

Dagombas at Yendi), in other words, the Dagomba king Anyelom explained that
same of the symbols of authority are totems

Il Oral Traditions from the Bole Traditional Ares

Donkulmu Kowbiri. a traditional cloth weaver was interviewed st Mankuma, the
hnulphufnrlﬂmmﬂmﬁnfﬂuﬂmilTnﬁthﬂhmﬁlﬂhml
mwmmﬂm-ﬂmuummrmﬂuw.mmumm
Hm.ﬂuumimluﬁ:mlku.ﬂumdﬂu.mnﬂu.midﬂmdmnﬂ. The
patterns of the python (s snake) are sometimes designed on the wall This
symbolically means that nothing of the house will fade, that is, it will never lose
stability no matter the numerous problems it might face, In literal terms. the snake
never loses its design no matter how ofien it is beaten by rain. Another tradition of
thnli:ﬂ:ifnnuhlh:unfnﬂiuhﬂﬁnﬂywmﬁchﬁuﬂa
traditionally woven grey mat for burial and birth rituals. The two ant forms symbolize
punty of the dead person or baby for whom the art form is being used. They are used
'qunfwdwhmhmmymmmﬂmufﬂu
dead person 1o the ancestors-OF wishes of a life of purity and welcome 10 the new s
bom baby to the world



Functions af Some Traditionally Woven Clath of the Gonjs Traditional Ares
Fhlu]pkrnmnﬁh:lmdithul:hﬂuuflhtﬁunjudimndhyﬂmhlmu
Kotobiri at Mankoma. Plates 3n and 3b are the indigenous traditional cloths, while
dm:dplmkmﬂtmﬂ#mm“&mudnmmmﬂdpthtnﬁ]h
Iﬂ:huminﬂnpﬁuﬂfmmhhﬁpﬂ-wm+ﬁwmlﬂuﬂm prestipe
purposes. Kotobiri explained the functions of the traditional clothes as follows:

Kutugfaa, Kelenkelen, Kitimitikoya and Ahiafo are all cloths acquired for prestipe
purposes.  Kutugfha is particularly owned by important personalities. Kelenkelen,
plntc3h.inﬂtimunmvmnnﬂnrrﬂqumtbﬂhnhmhnndnruncwlymu:ﬁndmu;ﬂcm
by un individual mﬁ:iﬁhiﬂhﬂpﬂ&ﬂﬂﬂ]ﬂﬂi.ﬁthhﬁmm:ihﬂmvhgnfil
hrmtmminﬂripaufﬁmpﬁun-nwhi:hmqulrcmhighd:grmnl'pmiunmlthm
well very expensive. Kitimitikoya is owned by neat wealthy women who are capablc
of keeping the cloth neat.  Ahiafo is a cloth for the poor. The name ‘shinfo’ is an
adopted name from the Akan language. This again reflects the influcnce of the
Asante culture through trade and peacefil co-existence between peaple of the soutl
and the north.

Plate 30 Kutugfon

EE



Plate 3b Kelenkelen

The sbove names are associated with the social classes of the people who use the
cloths und also, the nature and appearances of the cloths bu they have no symbaolic
meanings as such. For instance, the name ‘Ahiafo’ indicstes that the cloth is

commonly used by people of the poor class.

L6 SUMMARY OF THE IMPORTANCE OF SYMBOLISM TO AFRICAN
WISDOM AND PHILOSOPHY, WITH REFERENCE TO FUNCTIONS
AND VALUES.
African symbolic arts fulfil a ritual function. Africans have attached so much
impartance to their dead chicfs such that they bury them with ferra cottn heads and
other ant forms — these arts are functional and symbolic. Traditional Africans did not
produce art for art’s sake. African sculpturc is used for magico-religious purposes and
the symbols make African art forms alive and communicative. Their symbolism
mmum@MmmﬁmtnﬂwiMMW
philosophical interpretations or meaning attached to the work.

g



The symbaolic interpretation and the extent of belief sttached 1o the artefne! determine
the value and function of iL

The various designs corry meanings in Africen cultures from which they are
borrowed. Equestrian (riders) sculptures may comumémorate elite hunlers, warriors
and or chiefs. The variation in the equestrian rider among the ethnic groups of Africa

also reflects the philosophy and degree of Wisdom in African traditions.

The equestrian stresses wisdom, wealth, military power, general supariority of leaders
or any other activities of interest w the African. Restrictions ure placed on certain
Afncan symbaolic ant forms. The intention of an Africun sculptor cannot be understood
simply by looking mt his work: studies must be done based on direct observation in the
field. Art works in the traditional sociely illustrate the life of the society in the form
of symbuolic designs, which are a combinatinn of images and ideas: they are either

abstract ar representational,

The functions for Ghanaian symbalic Arts are not difte;mi from those of Alrica in
general, The themes remain the same with philosophical differences, Symbols also
serve as means of cultural integration and realization of the oneness us o nation,
Uhansians think and create their symbols in terms of both direct represcoiational

[orms and abstruct forms to embrace all aspect of human endeavour.

In conclusion, the litersture review has proved that although much has been
documented on African art and symbolism almosi nothing has been done about it in

the Bule Traditional Area- the area of study,
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The purpose of the literature review on Ghana and Africa in general is to enable the
researcher compare any similarities or differences that may exist in the research data

of the area of study and the rest of Africa in general.



10,
1

REFERENCES TO THE CHAPTER

Pelrine, Dhane M. Alftican art froem the Rita and John Collection: Indiana
University Art Museum: .S A 1988, (P. 24)
Pelrine. D.M.; Ibid, (p. 24)

Owusu-Ansah, NIV New Versions of the Traditional Motifs. Universty of

Science and Technology, Kumasi-City, Ghana, degraft graphics

Region: University of Science and Technology, Kumasi,
College of An., Department of An Education, August 1995,
(P1)

Adu-Agyem, )

[ IDCEsSE O

L1

I Science and

Contemporary _ Ghang;  University o
Technology, Kumasi, Ghana, June 1998, (PP. 16.19).
[ Thesis for Doctorate Degree).

London, 1959, (P. $75).

Book, 4™ Revised Ed., Compiled by

H.M.Hanod, Andre Deutsch Ltd, London, 1977, (P 3).

The Librarians’ Glossary, Ibid (P, 4).

The Librarians’ Glossary, Ibid (P. 5).

The Librarians' Glossary, Ihid (P. 6).

The Librarians’ Glossary, Ibid (P. 7).

Bradford. S.C. Docusmentstitn. Crosby Lockwood and son Lid.. London. 2
Ed. 1953 (P. 16).




13

14

15

16.

17

19.

2.,

Haggar, R.G; A Dictionary of Ant Terms, Howthomn books Inc. New York.

1962. (P. 332)

Warren, D M., The Akar AN |/ C: nographuc |iterstuee).
Pointer Limited 0. Box 6999, Accra, 1986, (P 67)

Robert . Gwinn et al; The new Encveolopaedia Britannica, Vol. 1],
Micropaedia (Ready Reference) 15% Edition, Encyclopaedia
Britannica Inc, Auckland/General London/Manila/ParisRome
Seoul’Sydney/Tokyo/Toronto, 1987 (P. 1 768),

Cambridge; Cambridge International Dictionary of English; the Press
Syndicate of the University of Cambridge Ansari Road, New
Delhi 110002 India, 1996, (P. 1408),

Urdang, L. The Oxford Thesaurus (Dictionary). Oxford University press, 24
Edition, 1997, (Page 516), |

Pearsall J. & Hands P.; The new Oxford Dictionary of English; Clarendon

Press, Oxford, 1998, (P. 1879),

Encyelopacdia of World Ant Vol. X111, Me GRAW-HILL Book Company

New York, Toronto, London. 19........, PP 791-840).

Fosu, K.; Trditional Ant of Ghana, Dela Publications and Design Services

P.O. Box 379, UST, Kumasi, Ghana, 1994, (PP, 8-16)
Conservation Intemational — Ghana, P. O, Box KA30426, J'ml:ll'l - Ghana
(through Northern Regional House of Chiefs, Tamale) A report
by Conservation Inicmational) August 2002, (PP. 44- 43).
Segy, L.; African sculpture Speaks; Da Capo Press Inc. A subsidiary of
PleswerrPollishing Corporation 233 spring street, New York
LISA 4™ Ed, 1995, (PP. | B2-186).



26

27,

24

30,

3.

Ciwinn, RP. et al; The New Encyclopaedia Briannica, Volume [1 Micropaedi
(Ready Reference) 15® Ed. Encyclopacdia Britannica Inc
Auckland/Geneva/London/Manila/Paris RomeSecoul Sydney /T
Tokya'Toronto. 1987, (P, 1768)

Chilvers et al. The Oxford Dictionary of Ant: Oxford University Press, Oxford
New York, 1988 (P 484)

Lucie-Smith, E.. The Thames and Hudson Dictionary of Art Terms, Thames
and Hudson Ltd., London, 1995 (P. 182)

Leiris, M and Delange, 1. African An; Thames and Hudson Lid, London,
1968, (P. 35).

Nunoo, R. B.; National Museum of Ghana Figurative Art in Ghana
(Occasional Papers |-3) Acera, 1" October 1970, (p. 6)

Laude, J.; The Arts of Black Africa; University of California Press, Berkeley
Los Angeles, London, 1973, (P.67)

>egy, L., OP city PP. 22 -37),

Dendel. E. W.; Afii

Technique): David & Charles (Holdings) Lid, U.S.A., 1975,

(PP, 36, 41,42, 44),

Number 4), Los Angeles Country Museum of An Ahmanson
Gallery, Plaza Level December 5, 1985-July 6, 1986, (PP 3-5)

Willet, F.; Afncan Ant. An Introduction; Thames and Hudson Inc, New York,
U.S.A.. 1989,(PP. 161-162 169, 172). |
_,-l'—_-



15

37.
38

39,

Rita & Cirnumwald, ) Collection. Afnican Art: Indiana University Ant Museum
Rlvominton, Indiana (et al and Samuel P. Ham Museum of Arnt
University of Forida Grainesvilla, Florida), Feb. 18- April 28,
1990, {(PP. 36,38.62).

Science and Technology, Kumasi. (Thesis submitted o the

College of Art) Junc 1992, (PP. 61-63).
Owusuy Ansah, N.LV ; Opeit, (PP. 5-6, 41-42, 71-72.).
Nunoo, LB, Op. Cit, (1. 8,10),
Rita & Grunwald, J. Collection Op Cir( P, 36.).
Owusu-Ansah, nJ.V,; Op Cit. (P. ).
Anaba, Ayelom; Op cit, (PP. 14-15)



30 Methodology
Thm-dmmrmmdmhhlﬁu-h}mmmﬂ
senously conudenng the nature of the research Descriptve research involves the
ﬂhﬁmﬂdﬁhhpurpmnfdumhh;-ﬂmmnu existing conditions,
mifiqmﬁmhh&mhdnmwn;mum The central purpose of
descripive research is discovery of meaning The researcher therefore used this
muhndmdimvﬁmuutnpmﬂwu-diﬁmnlimhd: There are three main
mmurm;mmmmmmmmumjm

. Generl descniption

2 Analyus

3 Classification
Th:ﬁm:mﬂhudnh:wﬁr:hmbmuﬂmthmhﬂ'lmmnﬁm The
presentation is therefore in the form of a verbal description, characterised by the use
of pon- quantitative data Emmmmml&hudeMmhmﬁmﬂ
by competent authorities or observers as fiacts Verbal facts are used because the
rescarcher is interested mainly in indicating the general nature of situations
Expressing complex conditions in quantitative form is inconvenient and unnecessary
here Mﬂmﬁlﬁwﬁmhﬂthﬂqﬂuﬁdmmﬂumhhﬂ&ﬂm
description is verbal The bulk of the research and most of the basic data is therefore
vmtﬂ.&dmﬁp&w%qmﬂhﬂmﬁdupﬂdﬁuhjmmﬁr
II_IIIITI'I!, synthesising as well as allow simple description and explanation of the data
Analysis, in research is the process by which we try 1o uncover what is beneath the
mh:nr:mﬁdumﬂ#;nhitmmﬂ!nﬂmm“uﬁndm

1o research questions Lke



I What relationships between the various variables ane responsible for creating
the state of aiTairs, os we perceive them?

2 What are the relevani and significant aspects that will help 1 solve the research
problem on hand?

3 \What are the components of the state of alfairs that we perceive?
4 What is the form, the integrated structure and the quantitative chamcterization
of those components?

Stmply put, analysis helps the researcher to determine what 15 essential or dominant in
any complex mixture of factors. The real abjective of analysis is an explanation of the
system es & whole, The researcher similarly alms at explaining the symbolism aof the
art forms as @ whole. The following five types of unalysis were therefore made:

{1) Genernl aspects

(iiy  Componens

(i)  Structure

(v}  Relationships and

(v}  Trends

The classification aspect of descriptive research has been catered for in the thesis as
the symbols and an forms have been categorized into visual art forms used for
religious ceremonies, those used for chicfsAraditional heads and prests/their paloces
and shrines respectively and visual arts for prestige purposes. These were further
categorized into subject areas like Sculpture, Basketry products, Paintings/Drawings
and Leather products, Textiles products and Pottery products.



11 SURVEY

Survey involves the following research instruments used These were mail (postal)
Huestionnaire and personal interviews conducted. Although there are three types of
survey rescarch methods the mail questionnaire and the personal inlerviews were
found more convenient und within the means of the rescarcher. The researcher
therefore used those two means 10 collect his data by asking people who have
experienced and practiced the culture enough 1o be able to supply authentic

information on the art forms and their symbaolisms,

311 Use of Mail Questivnnaire

The mail questionnaire was used to support the interviews because it reduces biasing
errors that might result from the personul choracteristics of interviewers and
vaniability in their skills. The assurance of anonymity with muil questionnaires is
especially helpful when the survey deals with sensitive issues. Mail questions demand
# considered (rather than an immediate) answer. Some of the answers reguired
congulting personul documents or other people. 1t was therefore adopted fo clicit
higher response rate; for, ample time was allowed 1o give room for consultation, The
rescarcher wemt from house to house and presented them personally o the

respondents.

L2 Use of Interview

The interview was also used after considering the high rate of illiteracy m the
population. There are more illiterates in the sample population than the number of
literates. Apart from the above reasons the researcher also felt that the interview
would also serve as a cross checkeof the authenticity of the responses that mny be

made by the literate population through the questionnaires.



31 The Population

Population in rescarch refers o all elements in a well-defined collection or set of
values. In other words, all the individual members (hat mikes up a specially identified
group that is bound together for n common purpase make up a population. Invarinbly,
b targeted group or specially identified people that could be used in the process of
collecting data for the purpose of reseurch may also be termed as a population. All the
cthnic groups of the Bale Traditional Area, for instance, put together make up the
population of the arca. The estimated population of the ares from the 2000 population
census is 110,250, In a rescarch of this kind, however, it was more convenient to work
with the sample population since time wos limited. The sample population was
therefore selected by the researcher and used in the rescarch,

The sample population, which wits @ representation of the people of the Bole
traditional arca made of elderly of 50 vears und above, clan heads, traditionnl priests,
chiefs, traditional artists or ordinary adill ciiizens representing indigenous ethnic
groups of the uren were selected by the rescarchier (b answer the questionnaine gnd for
interviewing.

3.2.1 The Population Sample

Mkpa (1997) defines sumple as any subject of values from a population, Amenuke
(1997) also defines sampling as, ®...a method used in selecting a small part of 8 whole
population for research in such & way that the charscieristics ol each unit in the
sample approximate the broad charucteristic Inherent in the total population™

In effect, samplc is ﬁmimf_l‘_p__u_lg_q!’tlm population (the set of values) selected by
the researcher to cffectively represent the whaole population or set of values. In the
case of the population of the Bole Troditional Arca, one clan from each of the ethnie



”Hﬁﬂ“ﬂ“l_ﬂlﬂhuﬁﬂﬂrl’“m
0 this rescarch. however. the sample population s 25% of each of the estimated
m#nm-ﬂm:ﬁmﬂhﬂﬂm groups of the
traditional area. This gives a total of 35 people. About T0% of this populstion are
hmwmmhm:pumt?ﬂmulhﬁmhnpmm;nhhm
ulmmhmlmmmmwhmnrqmmm
HM#MMWWMM&MMW“#
mmMiMMWmmﬂmﬂumm
questionnaires distnbuted Ot of ﬂmuurﬂumhnnumdmnhmulllmﬁu
were retricved and 18 out of the 21 retrieved were answered by the réspondents. The
rest were nol answered. Twenty-seven interviews were also conducted imvolving 36

responidents.

322 Stratified Sampling

Sampling methods are many and varied and a sampling method may be chosen
mmhmurmmmmmwﬂm&mw.
After serious considerition the researcher chose the stratified sampling method 10 suit
his population mswﬂmﬂmmmmmmwmmm
of Bole Tﬂdiunmlﬁmhmndcupﬁfﬁwminﬂhﬁ:mwmwmmn
hldiﬁnm.llmwm:hupu[d:ﬁﬁumhuu:hmud:fmudh
miuinﬂthmunmmm;trpufpmﬂnhnuquiJHﬁmph
stratified sampling. mmmmhhuﬂhﬁnﬂmmdﬂm
Vaglas. Nsafulba, Nchorba and the Batige/Walas. The population is made up of the
ﬁﬁm:ﬁtmhﬂmmkﬁhdmm:mhmh
WMMIHIWO:MMMMFHW!M&#WH“M:
ummmﬂmmhww.mrm



ﬂhﬁmﬁdmm&hﬁ:hmmnmm
wib-groups containing pembers who share common characteristics. The simple
mumﬂwmmmwaumm-ﬂhuudmmmuqm
population more represented because cach stratificd group s adequately represented.
thus, making the wample more valid

13 Jdwstification of Sample
Ihe target population was the traditionsl crafismen and senior cilizens of the
iraditional ares. Table | illustrates how the sampling was done 1o facilitate selection

Tahle |.
Ethnic Group | Stratum of craftsmen and Sample TPy
e Technique
senior cilizens
Cionyas | a8 12
Vagias 2 30 8
25% each
Nsafalba i 25 ]
randomly
Batige Wala 4 20 1
selected.
Nchorba 3 15 4
Total 140 i5

Note: *Senior citizen’ is limited here to chiefs, priests and elders of about 50 years and

above

m-mmmmmmmdwh:mrﬂnmm;mh
consists of five strata (sets of identified groups of people) is made up of five identified
cthnic groups Mmﬁwl.?:ﬁn-ﬂmlﬂuﬂlh—ﬂrﬂm 3,
Ratige Wala -stratum 4 and Nchorba- stratums.




The estimated population of crmftsmen and senior citizens for the various ethnie
Eroups o strala beginning from | 1o 5 are 48, 30, 25, 20 and 1$ respectively. The
sampling technique used is 25% each randomly selecied. Considering the relative size
ol ench ethnic group, the following sampling figures were arrived al for ench ethnic
group: 12 sample for Gonjas, & for Visglas, 6 for Nsafalba, § for Batige/ Wala and 4
for Nehorba, The total estimated population is 140 craftsmen and citizens whilst the
sample population is 35, By this method. each ethnle group was proportionally and

fuirly represented.

13 Conducting Research in Chronologieal Order

This section of the repont gives a clear outline of how the research was conducted in
chranalogical order. This involves the time schediles of all the activities or processcy
the rescarcher undertook in the course of the rescarch from the beginning to the end.
In other words, it is & summary of the entire research uctivities, systematically
arrnged. For the sake of elarification and convenience the rescarcher presents this
section in detail description

34 Dat Collection

As soon as the researcher defended his synopsis in July 2002, he immediately staned
guthering duta on related literature 1o the topic. While in this data gathering process he
also conducted rndom preliminary tnterviews whenever he went 1o the arca of study.
That was lso to assess the feasibility of the research, He also made more personal
observations during those periods. The various university campuses and their libraries

were visited in search of related literature.

e
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340 Librury Rescarch Conducted

From July 2002 onwards, frequent visits were made 1o the KNUST library and lots of
boolks were read lrom the undergracuates’ section, the Ghana Collection Scetion, the
reference section and the ground Moor. The researcher also had a few hrowses on
reluted literatire from the library’s Internct café. The Jibsries of the Collepe of An
ad that of the Post Graduate librry of the Art Education department were also
mtensively used. Lots of uscful texthooks, periodicals, magazines, newspapers as well
as theses of the past students were rend and some useful materials on the research
were extracted [rom them. The library of the University College of Education of
Winneba, Kumasi Campus was also visited on 30 October, 2002 and o few textbooks
that hud related literature were tead and material extracted. By December 2002 the

resenrcher was able to submit part of his chapter two for vertting.

Chapler one was also submitted for proof-reading in January 2003, On 27" Junuary,
2003 libraries in Tamale were also visited. At the Tamale Regmonal library very fow
textbooks on an could be found. However, some mnttn:l.l was got from the library,
On 29the January 2003, the researcher visited a unique and expensive library ar the
Tamale Institute of Cross-cultural Studies. Useful material was extracted {rum a few
textbooks in the library, Al Tamale Teacher Training College on the same day, the
researcher browsed through a few papers and some periodicals but had no related
literature: from that library. At the Senior House Mister's personal hbrary, however,
some useful material was got from his computer; with the ::fr.:rcn:f: aq. Microsofi
Encarta Encyclopacdia 1999, A1 various points in time, the personal libranes of

some individual friends were visited, but much could not be gol from them. The

researcher also go! some 'm.q from his personal library. In spite of the

substuntinl literuture swored by the rescarcher, he continued his visits 10 the KNUST



library frum time 1o time browsing through newspapers, mapazines and other
periodicaly in anticipation of the lutest releyant Hterature a5 he prodesded with the

eView,

4.2 Museum, Archival and Gallery Resenrch

The: researcher visited the Ghana Arm Forees Museum and Archives of Kumasi on
November 8, 2002 and had an interview with thi curator, Major (rid) 'weneboak-
Rodus. There were lots of things of symbolic valuz in the archives which included
cuprured guns and caps from the enemies of the British during the Wars of the
colonial days. The researcher asked tmany questions on the symbolic badges that were
exhibited in glass cages. On his second visit on November 15, 2002, he ook snap
shorts of the badges in the glass cages and also had o browse through one of their
texthoaks. which denlt with the various rmanks of the Ghann Arm Forces, However. the

pietures mken failed 1o be registered at the development stage.

On 29" November, 2002 the researchier visited the archives of the Northern Regianal
House of Chiefs and took pictures of the parmmountcy symbaols. He also had the
opportunity of collecting s copy of some photocopied pages of an unpublished
research paper on the symbolism of certain totems among the northern kingdoms.
The ritle of this paper is, *Conservation International - Ghana. He also had short
interview with Mr. J. S. Babina, the Registrar fur ihe Morhern Regional House of
Chiefs; and some primary data was gathered from him. Discussions Centred on the
symbaolie importance of the various symbols found in the hall (meeting room) of the
House of chiefs. Others contacted included Alhaji Noa Abubakar Von Salifu. Directar
ol the Centre for Nutiona) Eﬂ%;‘mﬂ: and Mr. Anaba Anyelom (Beputy Director

of the Centre for National Culture, Tamale, Other ploces visited in Tamale for datn



were the Regional archives and the Statistical Services. Duta an population was also
collected from the Population Department which shared the sume pramises with the

Statistical Services

343 Pre-testing of Questionnaire and Interview Questions

From late March to easly Aprl, the interview Questions and research questionnaire
were pre-tested and restructured  Pre-testing was done in Tamale and Bale The
researcher chose these centres because the two uiban centres were the places where
the targeted literate populstion could be found and more adequately presented  1In
February 2003, three copies of the questionnaire for pre-testing were also distributed
in Bole an 3™ maich, 2003 In all ten copies were distabuted. Two of them were
retiieved in Bole and une in Tamale, aler three weeks had clapsed  The reasons for
the poor respanse were that, the guestions were too many and the respondents were
oflficers who either went on treks afier collecting the questionnaires or were 5o
occupied that they never had time to attempt answering the questionnaires. From the
retnieved questionnaires the rescarcher deduced that the structure for the questionnaire
wats ilso & little confusing to the respondents. The questionnaire was therefore re-

structured.

344 Conducting of Interviews and Administration of Questionnaires

The conducting of actual interviews and the administration of questionnaires were in
twir phases The first phase was two wecks in May 2003, that is. from 14™ May to 30"
May. The second was from 15" to 24™ 1une2003 Twelve 1owns and villages were
' visited covering the length and breadih of the traditional area in cognisance of the five
dinlects of the traditional sﬁm;rp:ndlx F shows the researcher’s route during his

research i the rraditional area.



T!'h‘liﬂrﬂ were:

I Sawla 7. Tuna

2 Bole 8 Kong {Kom)
3. Jentilpe 9. Soma

4 Mankuma 10.  Sanven

5. "Giilankon 1. Senpe

6. Nakwabe 12 Mandari

In each of the villages, from one to about three of the five dialeets featured and
persons interviewed were sclected based on the dominant dinlects in that village. Due
to the low litericy rate in the traditional arca the researcher embarked upar more
interviews than the administration ol the questionnaires, Twenty- mine interviews
were conducted. Twenty- six of them were successfully taped and due to padget
tailure three were not recorded on tape but wers however, written down in hand.
Eighteen questionnnires were successiully administered out of twenty-three
distributed. Two of the distibuted questionnaires :uuld.nm be retrieved. Five of the
retrieved  questionnaires were  returned  unanswered. A tofal  of SIXLy-0ne

questionnaires were printed.

345 Analysing Data Collected
To facilitate the analyses of the data, the tapes used in recording the interviews were
numbered and named for casy identification. These were played back. transiated and
transcribed inte English from the various dialects. The essential points of each
sinterview were then extracted, and re-amanged in accordance with the research
ohiectives and their order_ofsmmnpement in the synopsis. Charts were therefore
. v. i ft’?i"

L3 \h “'
#i"
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developed from the above arrangements of the interviews and questionnaires. The

charts were then analysed and interpreted basing on the results of the charts

3.4.6  Synthesising of Results

The results were therefore presented through the descriptive repont method The
results have been categorised or classified and described and buacked with
explanations, illustrations and pictures when found necessary. Conclusions were

arrived at from the analysis and relevant suggestions made sceordingly

3.4.7  Final Typing and Finishing Processes
In order to ensure good and fast work. & computer expert was engaged to type the
thesis paper and all other typing materials were supplied in advance to ensure speedy

and un-hindered work
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CHAFTER FOUR

administered and the imterviews conducied The data covers four major cultural
activities in the traditional area. These are the symbolic visual an forms involving
religious activities or ceremonies, funeral rites. those restricted 10 the use of chiefs.
traditional priests, clan heads, chiefs” palaces and those for the traditional shrines. The
fourth cultural aspect included is the art forms of the traditional arca that are acguired
for the purpose of prestige. The details of each cultural actvity will be spelt out 10
mclude the types of an products the symbolic visual arts were made of In other
words, the specific types of crafts under which the ant forms were produced, These
fypes are pottery, sculpture, basketry, textiles, drawing and painting products. The resi
are leather and any nthnpmrhm:ﬂmmmtltmdinlh:qmniumuimm&uf
which the respondent had 1o specify, A summary of the report on each cultural area s
given. The philosophical implications and educational role the symbolic visual arts
must play in the traditional area is also given at the end of the data.

The section concentrates on symbolic art forms used for the various cultural activities.
The data from the responses deal systematically with the types of crafts and how they
are used in the ceremonies, the images made in the art forms and what they stand for,
their literal or direct meanings. their titles, their symbolic or metaphorical meanings
and which parts of the an forms bear the symbolic meanings. As much as possible,
- the “art forms have been described and illustrated with pictures or sketches. The
following data is therefore from the respondents. The responses (o the questionnaires

——
and interviews Iuwhmnmmmﬁ:dinhfmmnfnhluuﬂhhulm;l Ia, Ib, 2, and



2b below. Each table is followed with detailed imterpretation of the figures and some

analysis and conclusions on the responses.
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4.1 Analysis and Interpretation of the Significance of the Data Presented in the
Tubles

4.1.1 Tables 1a amd I b

Data presented in tables la and 1b for responses 1o the questionnnires is positive. The
respanses hove shown o very numow margin between the number of good responses
and bad responses to the questionnaires. That is an indication that the number of
literates in the area who have good knowledge of symbolic visoal art is sbour the
smne number of thise who know very little sbout these symbolic visual ara, It thus
implies thal many of the youth in the area who are educated cannot inlerpree the
symbolic visual ant forms of the arcn.  Since ihe questionniires were administered 10
the targeted lierate group in the arca who, however. failed 1o respond to the
questionnaires as expected, it suggests thar this group of people do not know much
about the symbalic meanings of their traditional art forms which have symbolic
meanings. Reasons for this lack of knowledge may include their lack of interest in the
svmbolic visual arts, failure of the youth 10 learn about these symbolic an forms from
the elders who are the custodians of the art forms; and the general low level of
education in the area. Another reason may be duc to deliberate refisal 1D comprormise
ind give true answers to the questivnnaires in an atiempt o keep certain information

evncerning the culiure secret.

The nesponses 1o the questionnaires presented in the tables also indicate (hl 21
symbolic visual ans were mentioned by the respondents under the refigious
netivities/ceremanies. That was yuite significant. It implics that the people of the aren

have some appreciative number of symbolic visual art forms for their religious

v Bclivities.

7%



Only four symbolic visual arts were, however, mentiored fur the Tuneral rites — an
mdication that they have very few symbolic visual arts used for their funeral rites,
the implication may be that the people do not place much importance on symbolic
visual arts for their funcrals as (hey do with rituals that do not reguire the use of visual
art forms. Another probable reason is that most of the funcral rituals do not require
the use of visual art forms They use verbal arts fike libation accompanied with

socrifices ol unimals,

Seven symbolic visual ans are listed under chiefs” Peaditional beads and Pricsts/their
palaces and shrines, while 6 visual arts are fisted for the prestigivus an forms. That is
an indication that the people attach almast equal importance 1o the symbolic visual art
forms for chiefs/traditional heads and priests/their paluces and shrines as they do w
those for prestigious purposes. The umplication being that these aspects of their

cultural activities are mter-related and they are equally valued,

4.1.2  Tables 2a and 2h

Tables 23 and 2b indicate that 27 interviews were conducted mvolving 36
respondents: 11 is also indicated that 21 symbalic visual arts were mentioned by
respondents under the religious nctivities/ceremonies, 4 for funeral rites, |8 for
chiefs/traditional heads and priests/their places and shrines; and 14 are for prestigious
art forms. It implies that some of the imerviews were responded 10 by Iwo or more
persons simultaneously in on interview, That form of interview will vield both
negative and positive eflecis. The dam provided positive effects in tbles |8 and 1b
and tables 2a and 20 indicate that both sides, that is. the questionnnire and the
interview respondents  listed 2d—symbolic visunl ant forms for the religious

aenvities/cetemonies and 4 visual arts for the funcral rites. Where as 7 visual arts

i



have been listed for the respondents of the questionnajres tor chiefsitraditional heads
und priests/their paluces and shrines; |8 are however given for il respondent of the
tterviews. Thore is some contrasting diffiefence in the duta here. Similarly, ihere is
another contristing difference in the dat of the two different sets o tables reganding
the data provided for the prosti ious visul ans, that is, 6 and |4 of the questionnsre

respondents and the interview respondent respectively.

The possible effect of two or mome people being interviewed sitmultaneously as
indicated in the doin s thin data thay might be forgotien during the moment of an

iterview may be remembered by the supporting partner or team.

The possible negative effect however, is that each person in the group may be afrud
to reveal vital information in the presence of others. The outcome of such interviews
wis that as much as some vital information was withheld by some of the respondents

for fear of others, more information was also provided through the team work

The uniformity in the data provided by the questionnaire respondents and the
inferview respondenmts for the religiouws activities/ceremonies and for funeral rites

confirms that those visual art forms mentioned do exist in the area.

It can be observed that whereas the questionnaire respondents guve fewer numbers for
the visual arts used by chiefe/ttaditional heads and priesis/their palaces and shrines s
well as for those used for prestige purposes, the respondents of the interviews listed
more visual arts for them. It implies thar the respondents to the Interviews who are
illiterates and more elderly know more about the symbolic visual art forms than the
Questionnaire respond=nis who.ase-literates but younger and know less about the

culiure.

LiBRARTY
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The research data has proved that there are symbaolic visual an forms in the
traditional area which can be rescarched into and documented for future
references and educational purposes.  These an forms can be developed
and adapted for educational development and cultural enrichment.  |If
properly documented, it is likely to promote art Education in the ared

The research data also indicates that although there are visual an forms in
all the four colural arens the people attach more importance 1o the
religious and prestigious ones. The prestigious an forms are the ans likely
1o promote urt education; economic and social life of the people.
Interviewing has proved more effective in the research conducted.  This is
due o the iow level of education in the ares which does not allow effective

use of questionnaires.
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42 IMSCUSSION AND ANALYSIS OF MAIN FINDINGS

411 Symbolic Vieoal Art Forms Uscd Duriag Religious Activities ar Weligious
Ceremuonies.

4211 Sudini
Deseription of the an furm :
Plare 4 showa the Jobuni god surrounded with other godha. Jebuni i a pottery and bam
product Its pot s with a hid surrounded with the hones of sacrifices, especially, the
skulls of dogs and other animals chained together with a rope Blackened by
bloodstains through years of sacrifices, vulture feathers are also tied together and
placed on top of the pot. Fowl feathers are as well stuck on it during sacrifices. Il is
sametimes placed on a built up platform or & three-branched stick of an ehony tree. A
thread with about three beads and copper specially designed sometimes hanged on lop

ofit. People sometimes wear these beads for self-protection

Functions

Jebuni is used for spiritual provection and curing of the sick. For instance. herbs are
kmimﬁﬂwpﬂﬂmﬂdﬁhhnﬂ.ﬂuwmi:humdmmﬁrum
who has fallen unconscious. The god is also used to scare off bad spiris or ghost tha
haunts 4 person, I mu&mﬁmﬂcmwﬂmmml
problems. Hmmdmhm%“m.ﬂwmmﬂumwﬁmr
Mdﬂﬂmhﬂlulhﬂnmdth:mlhnmmilmmmmquﬂm
lh:spi:iuufdanpmmnildlnﬁnuhwhhhlhrymidpuwmldhmmm
spiritually, especially when the hunter kills such an animal or comes across s dead
fh:d}-. The one who possestes “Jebuni™ is also protected from the attack of an enemy
who uses a spiritual arrow Known as “kikpirand°

T



The Jebuni an form does not represent any image neither has it any other title. The
name onginated from the Gonja expression "Ju chuni ', literally meaning, * Drive nway
a ghost'. The Vagla interpretation of the word is different. The literal expression in
the Vagla diolect is Joa yaa bini, meaning, ‘Be among us’. It implics that the god is
Mnginvﬂuimdwnﬁhmmnﬂm“hﬂmurUEymmdmﬁnnﬂum-#ﬁmi

symbalically means ‘bravery and life protecior’.

The feathers of a vulture are placed on the pot to symbalise the god’s ability 1o resist
all evil things, because the vulture cats all carcasses from all dend animals including
dead human beings without experiencing any problem. It is the water inside the pot
that bears the symbolic meaning, for, it is believed that whenever the water is used in

washing one’s face it washes off all evil,

Plaie 4. The Jihuni and other pods,

--"'_.-_F_



L2012 Lage

Deseraption
Lmunﬂﬁhhmi-mﬂ:mﬁtMH;MMhpﬂlhu
mﬂrnummmmmmmm:ﬁmmm
lhwwﬂthnwhﬂ:élﬂﬂmmfwhumhmlhnm
restrictions (o the type of tree branch that may be used A platted rope of jute fibre
with three cowries atiached 10 it is also hanged on the branch

Thpuu:dmptﬁﬂimminummmfw“-iulmundﬂnwuiuhﬂmm
attached to the pot during sacrifices. The pot contains some herbs and water. The
ﬂﬂ‘ﬁ::ufﬂumliiphinnpmﬁnmlhrﬂi:hlﬂdﬂmphnﬁdmpthmmdmmmu
are however, different forms of the god.

Funetions
Lawe. like Jebuni is a god for fortification against bullets (gun shot). The herbs and
waler inside the pot are used for curing poisoning, This type of poisoning 13 usually
spiritual and known in the Vagla and Gonja dilects as kortor. Farmers mostly own
the god.

Lage has no image representation. It has no additional ttle except its appellation
Ahutmmkmluhg:.m&inﬁﬂﬁtmuuymnﬂnmmﬂw
person who wishes it, pepper reply. *Pepper reply’ in other words means harsh reply,
ﬂ:wdhﬁmudwtﬁuummmﬁuimmmnmﬂuﬂapmu
- enemies. Figure 4 illustrates the Lane god



4.2.1.2 Lane

Description

Laye 15 a god in the form of a poi with a pir of drumsticks hanging on top of it It is
usually in an ebony tree branch with three projections and fixed to the ground Other
ethric groups use the branch of a different wree for the same purpose but there wre
testriclions 1o the type of tree branch that may be used. A platted rope of jute fikre

with three cowries anached 10 it is also hanged on the branch,

The platted rope with cowries is meant for wearing round the waist. Fow) feathers are
attached 1o the pot diring sacrifices. The pot contains some herhs and water The
surface ol the pot [s plain apart from the sticks and the platted rope hanged on it There

are however, different forms of the god,

Functions

Lane, like Jebuni is o pod for fortification apmnst bullets (gun shot), The herbs and
water inside the pot ane used [or curing poisoning. This type of poisoming is usually
spiritual and known in the Vagls and Gonja dialects as korfor. Furmers mostly own
the god.

Lane hos no image representation It has no additional title except its appelintion
Alane mu 3o, Jentire kpge Thit is in Gonju. meaning May every evil refurn 1w the
person who wishes it, pepper reply. *Pepper reply’ in other words means harsh reply.
The appellation is therefore & curse on encmies. Laygr symbolises protection against

eneimies. Figure 4 illustrates the Lo god



Figure 4. The Lamy god

4213 Korli

Description

Kordi is a pot god with a lid. There is a specially woven pad for carrying it during its
out-door performances like witch-hunting and tree killing. It has a small white hat
accompanying it. The hat is a cotton product and it resembles the one usuall y wormn by
Muslims Kaorli is said to have a female coumterpart. The pot ususlly contning some

herbs and water. 1§ is carried on the head when performing outside its shrine.

Functions

"“Karli' is used for the treatment of sickness or diseases of various kinds and for sell-
protection, [t is also used for inﬂgg_nwn}r dwarfs and evil spirits an farms and other
buman environments. It kills witches and it is also used in witch-hunt. It points out

trees with bad spirits (that is, it expels bad spirits from the trees and the trees are



destroyed) anmﬂﬁmilﬂtpudrﬂdﬂm:rmnd‘ﬂmﬂm‘
Mhﬁuﬂmmwhmuhﬂﬂnmm-mnhﬂrlmwﬁ:hh
wears very oflen, especially whnhhMtuﬂnhm;ﬂ:rmmmmnq.m
sametimes drinks water from it when on the farm or in the bush Dirnking water from
it it is believed, would let the owner gain its potency. It “protects™ the owners of the
hat from snakebite and other evil. His farm is also protected. Other ordittary persons
may also ask it for the protection of their farms. The water in s pot is sprinkled
around the farm for protection of the crops and good vield. It s “cures™ madness in
people

Korli does not represent any image and it has no any other title. The :Ium: 15 clanmed
to have onginated from the Vagla expression: “Koell yvaa wia”™ which literally means,
“solve owr problems” . Korli symbolises “the powerful enemy of witches and a
spiritual armoury™ Ilhtlnwhnkpmtniﬂhuﬂiihﬂmmddwhjulmlhuhﬂn
this symbolic meaning.

To perform out-door. i 15 carried on the head by & young and encrgetic man.
Incantations are recited and it is asked fo pownl oul dangerous people, especially
witches and places of bad spirits. Figure $ shows Korli performing outside the shrine.

iin



Figure 3. Korli performing out-doors.

4214 Huw
Description
Ihe hew is either made up of a pile of rocks or a stone kept in a pot. It is a wboo for

the stone in the pot to be laid on the ground.

Functions

It is the god of the land or the settlement. It is therefore under the care of the Tinduny
Tindana means, “land owner” in the Wali dialect. The hew (god) helps the people in
farming. The people are alsoProtected against all evil by the god. When the people

are about 1o sacrifice 1o the god. fowls that are on free range in the village are caught



without permission and are later sacrificed to the god. Animals may as well be
sacrificed to it The sucrifice, which is usunlly done ance every year, is for the welfare
of every member of the village and for the prosperity of everyone. It is also for the
good health of the children. A request is also made for the increase in the number of

hirths for the vear,

The fe guides the individunl against witches. Pite is used for libation. The last large
pat of the pilo is used for some special rituals on the 7* day of the celebration. Only
the most elderly men are allowed to go 10 the shirme for the last day rituals. The pot
and stones that symbolise the keu do not have any images of representation although
some of the villages have other titles or appellations for theirs. Hew literally means “a
seitlement” m the Vagla dialect. The god is therefore called ey because it is the god
of the settlement (that is. the village) The hew symbolises the “foundation and

survival of the villnge™

4215 Sigmana

Deseription

Ihe sigmeu gourd 15 comical in shape. [t s broad at the basc and tipped at the wp. A
marrow hule is created towards the tipped end through which the seeds of the gourd
were removed. Through this same hole some substance is kept inside it A thrend is
attached to this end for hunging. The blood of steriliced unimals 18 poured on the
gourd and some fowl fenthers ure pusted] on the gourd 1owards the tipped end. It is

hanged at the forked end of a wooden pillar in the shrine as in plate 5

The sdgmu atlire is made up of the fibre dress and the mask. For the dress, jute fibre
R
and fibre prepared from the hark of a baobab tree are dyed dark. The dyes are

prepared from the sceds of a special tree called bagni in the Vagla dinlect. The seeds



are pounded into powder and boiled into ihe dye. It is then sprinkled on the preparcd
Jute and baobab fibres. The ends of the fibres are woven together whilst the rest of the
fibres are allowed 1o hang dovn loosely. Some of the fibres are woven into a belt [
hold a skint for the waist. The same fibre is used for the skirt, The main uarment hangs
down from the showiders over the skir According 1o some description from n
respondent, the whole sigma masquerade looks like a bird when dressed up. The
heddress (mask) is carved to have homs of an antelope (those of a ruine-duiket or o
hunter beast). The head masks vary from locality 1o locality. It may be sbstracted 10
loak like a dwarf or o fhiry. Part of the dyed fibre is attsched to the headdress. The
misk is panted or designed with patteens out of red earih colour, kaolin (white clay)

ar the facces of a Python mixed with burnt sheanuts 1o muke the colours oil hase.

When dancing the masquerader holds a slightly forked stick with a jmgle hanging at
the forked end which produces a thythmie noise 08 he dances to drum beats
accompanied with the sound of s flute. The masqueraders usially dance in pairs,
‘male’ and ‘female’ masqueraders. The headdress of the male appears broader than
thit of the female. Lhere are night sigmiaa (masqueraders) and dey ones. Their
performances and attitudes differ. Those of the night are more hostile and volatile.
They carry whips along and may sttack any person who comes their way. They also

make frightening noises,

It is important w mention here that most of the respondents were scared when mare
questions were being asked about the sigman. According 10 them, it is a VEry serious

Anboo and an affence to the pod to revenl secrets about it.

e



Plate 5. The Sigmaa (gourd) god

Functions

Sigmaa consists of a gourd, jute fibre attire and carved wooden headdress. It is used
for curing diseases and for protecting the villagers against evil. I is believed that it
kills witches. s herbs and water are kept in & large dish for all believers to drink for
protection against epidemic diseases and other evil happenings. The water of the
herbs is said 10 be quite bitter. It protects believers by killing those who arc witches or
who have evil intentions. The people also use it 10 mourn funerals of elderly persons
of the village. It is believed 1o be able 1o provide rain. It is said 10 make barren women
have children who then numed Mwegw, Sugio or Yaaba Mwens is for both male and
rﬂmmlmmm&mmmwmm from the Sigmaa for
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a child The second child that follows 1» named Suglo in the case of male and Yiwiher
when it is & female child The third child is Mersfan The fourth child has no bearing

with Stemice und can be given any name.

The Sipmoa henddress s carved to anpent like an abstracted animal head The harng
dppear lo represent those of an antelope. Ng inferpretation could be given an the
headdress Because all the respondents feared talking further sbaut |t Another 1itle for

the Nigmaa 15 Zapwgn

Thase initiated into the Negmeana have a strange dislect uinderstbod by only the
niembers. Sigmoo in that dialect means Take good care of me or Help me|. Zapign
Iiterally means. &l wstanily. Sigmeaa symbalically means. o god of cure who
Admmisters instant justice 1o gny offender ur evil person. The headdress, which is
abstracted, appears to symbolize complex wisdom It 1% the Nigmcur attive that bears its

symbolic meaning

4206 Keale

Deseription

Kaale ts a war garment. 1t is & smock dyed dark hrown with some talismans attached
lo it 1t has a cap accompanying it. The cap mo has talismans attached 1o it A large
kaaarls 15 called barakari in Akun. Kools sametimes looks wretched duc 10 overuse but
It remamns potent. The Gonja truditianally woven cloth is the only acceptable materia

suitable for the Al smock, Some kanfs have their talismans hidden inside them

| Functions
Koaly (nlso called Koal!) onsists of two pans, The smock and the wlismans attached

to it It 15 these talismuns that make it potent. Keok is used for self-fortification



agunst bullets, knife, arrow, spear or any sharp metal. It is only wom in time of war
of danger and means. The one who weary it ix profecied in the mame of God.
according 1o a Munlim respondemt A pot of some special herbs is used to fortify the
garment. I is also possible for the one wearing this garment to take hold of the hand
of one of a chain of persons. especially the family members and lead them out of a

dangerous ground unhur.

Mo image is represented on it Uis appellation is. ju-cavin. Ju-enyin in Cionja literally
means, chase away a warrior. The name is said to have originated from the Vagla
word Kaali which means greater. In Vagla, M kaali bu means, | am greater than Vo,
Kaale therefore equally means greater than. The implication is that the one wearing
the garment is supposed to be greater than the one who has not got it. The talismans
attached 10 the bpale are called sébed. This literally means 7o wrife in the Cionja
dialect. The sébe is therefore some incantations written on a piece of paper in Arabic
and enclosed in leather. The incantation written in the talisman of the kaale usually
asks for God's protection. The kaale is o symbol of bravery and manliness. Plate 6

iustrates a man in war dress wearing the &aale and its hat,



Plawe 6 Kasule (Kaali) A fortificd war purmens

 mam im the Acstle parment ared the

4.2.1.7 Ihw Leopard Skin fof Somvor A an o o)

Descriptinn

I'he skin as in plate 7, is brosd with beautifial black and white spots on the fur

Functions
e Kasaprwirg wears o loopard skin when & sacrifice is ahout W be made o the

Sonyor Kipo pod &t Somyor in the Bole Tradinonal Area The shin s mormmally warn
with the heautifiul spotted black and white fur showing  Aawamowwrs literally means

|



responsible position.

Plate 7. The symbolic leopard skin, lion figure, leather pillow
udiulﬁunnnlwm‘:ﬁinnfﬂmﬁndﬂuﬁ.
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4.2.1.8 Kupor bé kikpabi (Kupor's staff)

The Saayor Kupor is a splritual |eader responsible for all decisions conceriing lhe
most popular god of the Role traditional ares (ktown as Sonyor Kipa). He bears a
symbolic stafT, which is specially carved. An angel-like ligure Is carved on top of the
stich. That. symbolises thar the Kupor is the overall leader and has supernmuril
powers. The Sonyar Kipo is the chief pod of all the gods in the traditional arca. 1t has
two ather titles. These are Kosiako and Birbirks. Roth titles literally mean the grew

e,

4.2.L.9  Gurkus
Description

Phe Gurkets pot is surrounded with skulls of animals from suerifices

Functions

[tis a pot made god used for self-defence in time of war. 1t s belicved 1o protect one
against knife, arow, spear and bullets from a gunshot. Tt does not have any image
representation and it has not any other fitle. Its literal meaning 15 not knows It
symbolises spiritual delense against physical and spiritual attacks. The entire pat
together with its contents bears the symbolic meaning. Plate 8 shows the Kurkus
shnne and the pricst .
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Ciurkus gourd

Plate 8. Gurkus; The Gurkus god in its shrine

The traditional priests squats very clase to it

4.2.1.10 Ghanjaukey

Deseription

{.hm‘;mhniudﬂ::rhungnnn“ull or on a piller in the shrine. It is a pourd
surrounded with the jawbones of lions joined together by a network of rope mode
from juie fibre. Its surfice appears rough and thick because it is smeared with some
soot mixed with shen butter.

Functions

It is & gourd god of brave hunters used for hunting. The god's special herbs are burmt
und kept inside o horn with some shea bulter added to it The hunter usually licks this
black substunce from the hom: in order 1o protect himsell” from being haunted by the
spirits of dangerous animals and human beings that may be killed by the hunter
himself or found dead. It originated from Mandari and can now be found in Soma.

Ghanfau refers 1o the most importani property of an individual. Kew means a gourd so
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Ghanjaukeu literally means the gourd of mast important properiy, It symbolises
bravery and life provection. Plate 9 shows Crbarmiiaiiken.

Plate 9. Gbanjaukeu: The hunters ' o

12111 Ruaasi

Description and function

Emdiunﬂd:uflwd.‘nuHwnpunﬂiuuindmmunwmuﬂuﬂith

stained with the blood of sacrifices. It is usually consulted for childbirth. According to

a respondent, the god Buol is open hearted and it opens the womb of 8 barren woman

lﬂ:hﬂhlﬂztﬂhﬂﬂ:hildﬂﬂ.ﬂtpmﬂtlhnr:]jmﬂmnumqﬂﬂmﬂ
——

polsoning. Humh-nuiwmnmnmiunm]ilhumnumuuu,Mhm
mﬂmhﬂlm:ﬁwﬂdmhhﬂnhmmmdmﬂuw
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ramod after that expression is a god of the Hatige ethmic group st Sanyen. a village in
the traditional area. Bui 15 a symbal of feruliry

42112  Wirkibe

Dreseription
Wurkibe 15 a collection of stones and five little pots in a hilly environment. The pots

are lefi standing in the open 1o trup minwater in them, Wurkibe is created in a secret
forest where a group of rocks have been gathered either naturally or by design
Respondents could not explain how the stones were gathered.

Functions

Wirkibe is made of rocks and five little pots which are lefi in the open w trap
rainwater in them that symbolises wetness or molsture in the soil and the fertility of
the land provided by the god The water in the five little pots bears the symbolic

MERmmg.

It protects the people, cures them of sickness, and provides them food through
favourable harvests. It also prevents epidemic diseases, war and protects their women
from snakchites during shea-nut picking. It helps them o love one another, provides
rin and fertility to the land. It has no image representation or title. The literal
meaning of Wurkibe in the Nchorba dialect is Ewwr be kibe meaning Chief s
hill'mountain. Figure 6 shows the Wurkibe shrine.
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Figure 6 Waurkibe god and its environs

42113  Bon

Descriptinn

That 15 2 malded mound and a stone. Borx ia a built-up mound with a litile white stone
at its apes. The function of the white stone 15 to let the blood from the sacrifice show
when poured over it




offences The people may also swear by it to setile their disputes It has no image
representation or any additionsl title Bors literally means raim in the Gionja and
Nehorba dialects. It symbolises the source of fertility of the land

It is the mound and stone that bear the symbolic meaning

Figure 7 Bors (The rain god).

4.2.1.14 Muirri
Deseription Afaari is an open little pot with a strip of white cloth tied around it Some
unextracted shea butter (that 1s, the butter 1ogether with the tesidue) is kept inside the

pot.

Functions

Maors s 4 por god used to settle quarrels in a village called Mandari Tt also takes

weneral care of the people There is no image tepiesentation or any special title for
: The name literally means, Rechction of fension in the Safalba dialect 1t is o symbol of

peace. Figure 8 indicates the®TErT pot

1 1%



Figure 8 Muaari (The god for settling quarrels).

42413 Lempo

Description:

Il is o pot with the skulls of animals including dogs and wolves anached 10 it. A homn
15 also used for Keeping some bumt herbs after performing certain rituals of the
Lempa. The charcoal from the herbs is grounded into powder, mixed with shea bulter
and kepl inside the homn. The hunter carries that hom containing the black substance
on him whenever he goes hunting, He licks the content of the hom in casc he {5

getting missing in the bush in order to tind his wey back home,

Lempo is a pot god and hunters sacrifice @ it for self-protection and help. Il attricts
animals to the hunter, protects him from all dangerous animals and persons. 1t is also
used for curing certain diseases, In case a hunter kills 8 person by accident he uses it
to ensure that the ghost docs-serhaunt him. There are no image representation and

special title for the god. The literal meaning of the name in Gonja is, elengpo meuning

L GRARY =
AME Nallyw i UNIVERSIT
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P powertid ome  The symbuolc mesning 1 oot koowa Figare 9 showy the Limgwo

ped el the shulls

Figure 9. Lempo god

42118  Guma

Deseniption

Giamt bs i two parts. These are the pot and the human figure. The Gumo pol remains
—
i the sacrificial shrine whilst the modelled human figure of the Giuma s sent 1o the

place the priest imtends 1o protect. The Guma pol has two feathers fixed through a
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twisied jute fibwe tied 10 the muddle of the pot The festhers are fixed at two ULl e
mides of the pot. The whale pot s dlwo dotted round with red earth and ashes The

human figuee of Guma is modelled having a hunch-back

Commrr 18 0 god for protecting propenty in the home and on the farm from devilinh
persons who seek to destroy them spiritually  For instance, witches with evil
intentions against & home or farm protected with the Guma are instantly Killed The
mmaye of & hunch-back person is represented by the Cuma figure The image wgnifies
that & person caught by the Guma develops a hunch-back for the rest of his'her life
The name onginated from the Wali expression Cinr ma meaning Bend me The name
therefore describes what it does to its culprit Although the human figure svmbolises
Fumshiment by bemding the pot does not bear any symbolic meaning Figures 10w and

10b illustrate the Guma pot and its modelled human figure, respectively

Freure 10a I Cemmar pon,
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Figurel0b. The modeled human figure of Guma

42.1.17 Kabire

Deseription:

Kabire is a smull tail of either a goat or sheep ritually preparcd and used for charms. A
strong thread with a cowry atiached 10 its end is joined to the tail and Is used for tying
around the tail a number of times, It is usually fastened very tight with the aid of the

COWTY.

Il;‘unl:linnl
Kabire 15 used for charmingPeople. The victim is either made confused, seriously ill

or even killed. The owner thercfore uses it to gain power over his opponent. During
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the rituals, the wil is tied firmly with & thread which is attached 10 it whilst
pronouncing the opponent’s name over it The literal meaning of Kabire 1s not known
It s a symbol of Trivmph over an apxarent or a rival. The tied section bears the

symbolic meaning Figure 11 shows the Kabire tail

Figure |1 Kabirz

421 18 Hodi

Deseniption

FHoli is another god made of a pot and tail The main god 1s the pot but its power is
transferred onto a cow rail for one to camry abour. The tail is usually black It appears

to be the tail of a bullock

Functions

Holi is used for personal protection against bullets from gun-shot and other dangers 1t
is believed repel the bullets when the gun 15 shot It is also said to muke a knife Blun
when used on one who has undergone the rituals of the god. The literal meaning for
Hali could not be given 1t is a symbol of persunat security, The symbalic meaning 15

‘borme by both the pot and the tail

L0



42119 Bonkerma
Deseription:
A little tail from either 4 cow or o goat is ususlly used for the Renkurmee rituals 1t is

then aitached to the back of the hunting attire of the huotes

Functions

Hewwrama is used by hunters 1o protect themselves from attacking animale It hides
the hunter from the view of the animal and even makes it fall whenever the hunter
shoits ut it when it is within close range. He is then ahle (0 re-Josd o cork his gun 1o
shoot at the ammal Bomkwrma has no any other title of fepresentative symbol
Although the respondents could not tell its literal meaning, it probahly means seve e
since it saves the hunter from destruction It symbolises hunting security for (he
hunter. T he part bearing the symbaolic meaning is the tail sttached to the back of the

hunter's attire. Figure 12 illustrates the hunter in his Bonkurma attire

1



Bonk urma bl -

i,/

Figure 12. A hunter wearing a smock with the Bomburmag taif ot the hack

42120 Chora

Descnption

Ihe chara nng 1s a prece of metal cut from an exploded gun barrel. I is fired and
hammered till it is about the thickness of a five-inch nail and long enough 1o fit the

second left finger when twistéand rolled 10 let the two ends meet

|12



Funetions

Chara s mostly possessed by the youth for the purpose of fighting The one who
possesses it 1 able 1o knock down his opponent during a fight. Chora therefore
provides for sell-protection against atiacks of both human beings and animals. It
performs similar functions like the Bonkurma except that the owner of it only hits his
attacker but does not shout. Furthermore, the victim of chara might not be able 1o
stand up imeediniely when knocked down unless the victor asks him 1o stand up ol
perlorms some specinl rituals for him before he gets up. Chora literally means o
painful hit in all the five dialects of the traditional aren. The symbolic meaning of

Chara is not known. Figore 13 is an illustration of the Chora ring

Figure 13 The twisted ring of Chora
42.1.21 Aafurma
Deseription
Kafurma is made with o pot and a tail. The Kafurma pot has skulls and feathers from
sacrifices made to it attached to it It also contains some herbs. The water from the
herbs is needed to bathe. Th:mhcpt near & wall in the shrine. The power of

Kafurma may be transferred into a wil that can be earried about.



Funetions

Kafurmea 15 a god for vanishing Ity ruals are performed when now yams are abuut 1o
he eaten Before one can be initisted into it the one needs to provide a cock, although
people who are not capable of providing cocks can also be nitinted The literal
meaning of the name in Gonja is da fis mer that is My sudden pick Thay describes the
function of the god That is, the person who las Kufurma is suddenly picked away by
the wad from o spot when danger is imminent Kafurma therefore svmbolises welf-

privechion against un-expected dangers

4.2.2  Summary and Conclusion of Findings on Religious Visuul Art Forms

The symbolic visual art forms of the ares used for rehgious activities involve almost
all aspecis of the visual arts. Some mnterialy are used directly as symbolic forms in
thew unprocessed state They include sculpture products like the sigmimn headdress
(misk), Portery products such as fuye pot, basketry products like the pluited rope of
the: fone: god, textiles products like keals smock and Iﬁ!ﬂm produscts such as mvedpus
or leather pillows of the chiefs An example is the leopard skin of Sonyor Kipo's
Rasapewura (the fetish priest of Sonvor Kipo) Some of the symbalic visual ans arc
representations of gods. For instance, the suma pot and its modeled human figgure are
bath representation of the guma cod  Others like the symbolic staif of Kupor of
Sonvor, which is designed to show his status in soowety, symbolize rarks. The pods
are either persomal or group gods Chora for example is a personal god while Sonvos
Kipo and Sigmaa arc yods for the entire society The gods are either for spiritual
protection, healing or for solving social problems Those among this group of yod
mclude the Kanle for spiritual protection, Koeli and Jebwni for healing and solving

—
social problems. Some of them like Korh and Sigman have identical functions There

are both lesser and weater gods such as Ghajenvken which is only a tamily zod and
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The symbolic meanings reflect the functions of the an forms The funcrion of g
For snstance, is to bend the back of its victim s symbabic meamng s pumishment by
betsling The themes also centre on social problems of the people, the dependence on
the gods for protection and so on For example, the theme for Amale is / am preater
thnre yow Smlh:p-mphm-uplltmmduﬂurmulpmﬂmnhn may create
the need 1o fight or defend themselves, the Kaals 15 therefore made 10 warn their

enemies that they are better prepared than they | the enemies

The theme for Kafirma expresses dependence on the god for safety  Kafurma means
o sucdhenr pick, n other words prck me quickly in the Gonga dalect Other themes
relate to the ills of society and responsibilities, whilst others reflect the people s
philosophy For instance. the theme for the lage god is against the ills of society It
appellations a lage mw o mwmmmmmﬂmmﬁpnuum
Wisines it peppes reply “Pepper reply” means harsh reply This theme also reflects the
phhuqrhyﬂthmpb,huuthmphnfﬂumhuﬂunm that “people
who always think evil have evil in return”

The:ymhii:vhnulmfwmmmm:imddud,mvd.pﬂmnlm

assembled Gbanjaukeu for instance is constructed with gourd. bones, jute fibee and

soot. The guma figure is modeled with clay, the Sigmaa headdress with wood and

.F-udwllrﬂhilmmdmuﬂmmlw A visual an

t_mhntm.yhmﬂ:upnhun;hu:ﬁ[uﬂhﬂ}unmﬂiuﬁnd‘m:fm: One
m—

example of a single crafi arufact 15 the modeled human figure of gumo The ugma
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ﬂﬂlﬂnﬂ”—ﬂuﬂ:ﬂmhnﬂ-ﬁwﬂ
covmbuned artefacts

Hﬂhuﬂhﬁlﬂnﬁlmvﬁdmhnﬂhmm“x
which are used fir religious purposes, are functional The peoples strongly believe the
wod s abality 10 solve thewr problems for them For. most of the symbolic visual arty
uﬂhﬂ:mnnmnﬂhuﬁtuiﬂﬁﬂxmfuwfmlk
ritualy of the gods

43 SYMBOLIC VISUAL ART FORMS USED FOR FUNERAL RITES.

The symbolic visual ant forms used by the five ethnic groups of the Bole traditional
ares are basically the same Thutmﬂﬂrﬂmltdiﬂ'ﬂmmﬂuw-rtlh,p
about the burial and the performance of the rituals The lneral and symbolic meanings

ol the ant forms used are the same

41 Kmsagar

K refers to a set of clothing sewn from the traditionally woven white cloth of
the people of the traditional area for burial of their dead These are the most important
set of clothing used for dressing the corpse befare any additional white cloths could
be added Thymmﬂlymﬂhuwﬂtlﬂlhud.mwrmmwru
thlmﬂmbmmnultﬁmmmmm“mmnhpumu
not vet dead A man’s Kasanae is made up of & long garment covering the deceased
from head to toes, a pair of shorts and a hat; all made from the same white cloth A
woman is provided with the long cloth (called ‘lolo’ in Goma, ‘Munganti’ in
:.‘WM ‘dang’ ir Vagla and ‘ghinde’ i Nchorba) for covening her private pan
mmm"mﬁmdm;nuwwmhlhmm It is only
the elderly women who are provided with the lolo. A skint called “mbari* or “bari’ for

e



short Is also provided for o deceased woman. It should however he noted that the
mharf 15 provided for only natives of the village and elderly women Although the
various ethnic groups have different names for o white cloth, they aull call this
particulur attire for the dead *tasanas ' The kasapar 1ogether with the white cloth as
the clothing of the dead are a symbol of purity. 1t signifies thit the decensed person
had lived a good life und that, alter a consultation of the gods, ancestors and the spirit
of the deceased it was conlirmed that the death was a natural one and that the person
1% also clean in hewrs It s therefore belleved that the ancestors will receive the person
If he/she is buried in the while clothing The name, “kasagar ' i3 said 1o have
ariginaled from the Vagla expression J“ ks u sana Incrally meaning "Jr is nene time

fur him'her to depart©

The decensed is nsually bathed before the “kavanae * and the white cloths are used in
dressing the bodv. Plate 10 shows the researcher’s own Iate junior brother dressed in

kasanae and layers of while clnths. Note that the Wali/Batige pronounce il as kahigo
or Kesiga,

The differences in the use of among the ethnic groups are the names due 1o dialectal
differences, Whereas the Gonjas, Vaglus, Safalbas and Nehorba call it Kasagac the
Batige/Wall call it Katiga and kasiga. The components of kasapae are the same
imong are the ethnic yroups except the different names they have for the componenis
i their varivus dinlects. The rituals for using the Kasanne are all the same among the
clans, The symbaolic meaning is also the same among all the five ethnic eroups, Plale
1 shows a deceased person of the Bole Traditional area lving in state clothed in the
wersepar and o number of whiteclethes
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are kept in the inner chamber of the grave and made to lie on the ma

( Kesshrmarnpnioner)

Burying with the mat 15 nol a common practice with all the ethnic groups The ethmic
groups of the traditional area that use it for bunial of the dead are the Vaglas and the
Conjas. A clan of the Vaglas at Jentilpe also bury with a special mat woven from rid
purpasely meant for burial of the dead. Yet another clan among the Vaglas bury with
the skin. Although, the use of Keshimuaganma for burial also symbalises purity |ihe
the Kasagae, the symbolic meanings of the specially woven rid mat and the skin are

not known. They probably symbalize *a comfirtable sleep in the grave”

4.3.3 The Bow and Arrow Svmbaolism
The clan of the Vagla ethnic group @t Gilinkon usually “present” & bow and some
arows 1o the deceased man as & symbol of enabling him to proteot lumself on his

Ibumey to the home of the ancestors That s usually done immediately afler burig|

throwgh ritials

It is done by an expericnced elderly man. who lays the weapons on his grave und
chants words of preseatation over the deceased's grave The presentation of weapons
to the deceased s an isolated form of burinl rituals limited to only the Vagla peuple

ol Gilinkon

434 Kikaryirade

Kikaryurmds 1 w kind of carrying pad specially made from corn sac or o type of griss
and used for carrying a pot or basket in which a funsral cloth 15 placed in the process
of transferring a funeral from=ene village 10 another after the deceased has been

buried The Kikaryirmde is to stabilize a pot or basket when placed on the floor or
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ﬂﬁnﬂmﬂnfmﬂ.Tunumﬂmth:fhmﬂpudmmﬂtpuﬂﬂtlmdnfﬂm
mﬂmnfmﬂhﬁutmﬁrﬂ,hﬂhﬁnﬂi:uﬂlywmﬂu
hﬂdﬂflh:mh:hulhnpntwilhuunlmhhpmamh The liternl meaning
ﬂrmhj#mtinﬂunhhhhwmhmuinlhwfrﬁwmﬂmﬁrnnﬂng
Sunerals to towns! villages, When the funeral of u deceased person is 1o be transferred
m%ﬂmmmwﬂh%ﬁwhmwufﬂ&mhﬁdﬁmﬂh
tmhmufﬂnwﬁhndmhmudhmvtﬁmﬂmmﬂﬂunhdlhmlﬁng
inm.'l‘]wnmulhthmpuinlpntﬁvmnunilmdummlhunwilhlh:nid
nfﬂuﬂhrﬁrnklnlhmiuimlhmnfﬂmmmmmingﬂnpm
udﬂnwnlclﬂhhald:ﬂuﬂmp:ufﬂlupntwﬂhlh:hﬁhmd-ﬂhkuﬂulnd
Mhylﬁwmhﬂmﬁmdﬂwdmmymhlnlﬁhmdmm
quhbl:lﬁnmmnmlwﬁlﬂupnlilplmduwndhduﬂmﬁnn. Plue 11a
mxfmm{mmmrmllbmm“.m;wmm
Auavgar

Min&uﬂunffuumuﬂluwﬁwmhnkmumﬁuﬂﬁirfumhlnm
places in the same manner using the Kikaryirnde,

Plate 1 la.  Kikarvirnds
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Plate 11b. A young girl carrying the Kavanar in a funeml pol. (On Kikaryirnde).

43.5 Sommury en Art Forms for Funcral Rites

The literal and symbolic meanings of the art forms used by the people of the Bole
traditional area in funeral rites were found to be the same among the ethnic groups.
There are two basic forms of funeral symbolism in the area that relute 1o the ancestral
wirld, These are in respect 1o the white burial eloth and mut, und the bow and AITOWS.

The strong beliel and meaning atiached 1o this burial symbolism are the basis of
people’s good moral values and attitude to life. An individual who desires to have a

fitring buriul and acceptance in the @iieesiral hame therefore lives a virtuouws life.



4.4 Symbolic Art Forms Limited to Chicls, Traditional Priest, Clan Heands,
Chiels” Palaces or Shrines.

The symbolic visual art forms limited to the use of Chiefs, Traditonal Priests, Clan

heads, and their Paluces may also be referred to as cour ans. They inciude Leme,

Nwilpirti, Skins and Walking sticks

L4 0 Lemo (Large umbrella)

Fem is u very lnrge and colourful umbrells sometime with a symbalic figure an top
ol it It is usually erected ar a canspicuous place an durhar grounds It alerts people
that there is & durbar taking place &t that moment. It also symbolizes that the
Iradditional areq and the chiefs have been shaded against all ovil or misfortunes
ehiring the durbar. The umbrells was acquired from outside the Gonj kinedom  The
literal meaning of the rame could nit be expluined. Figure 14 shows how the L is

plantet on a durbar ground.

Figure 14, Lemo

It inust he poted thar the elephant symbal on this undvella does nor directly refer to
o particalar aambol i the wadiname area. Bue indicates that simbrell g

s tines Becr syaboly



Nwolpuii in Gonja liserally means keather pillows. The singular form of Bhe word ks
m.m-dhmnﬂm—unhmumu-m
times, amy rich person can use them Hmllﬁutﬂﬂil'ﬁlhtﬁrhnllj.
leather pillows symbolised prestigious artifacts for chiefs. If an ordinary person
owmed leather pillows he was questioned or charged. Plate 12 shows » chicf standing
by his Kawodputt on his chiefiaincy skins.

Plate 12 Korwodputi

443 Skin symbolism

Knfwiwol refiers 1w a skin of gold coloured kind of antelope. This skin was restricted to
ﬁmhﬁﬂmWHﬂMTﬁﬂhﬂh
permitied to use this skin apart from Gonja chicfs are the heads of the blacksmiths
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whis have the tite ghandi and the Vagly chiefs who also have the title fuera. Young
blacksmiths may not own the antelope skins but they are permited o siton 1 when

they visit the chief's palace, for, they are considered chiefs or equivalent 1o chiefs

Gonja princes are not allowed 1o sit an the gold skin as long as they amicipme being
chiefs in future. A prince who sits on the skin when he is not vet enskinned can no
longer be enskinned as a chiefl The skin of this special antelope therefore symbaolises
chieftninship. Plate 13 shows the special antclope skin. The Vaglikari (Vagla chiel)
may decide to use eiller the skin of a hunter beast, an aurabeast or 4 lion. Dificially,
the lion and leopard skins are restricted 1o the use of major chiefs like the Jangwura
(also known as Chorwura), Kongwum, Bolewura and the Yagbonwura as far as the
traditional area s concerned. Similar vaditions oxist in other traditional areas of the
Gonia kingdom us well s their immediate neighbours the Dagombas, Nanumbas and

the Manpurisi.

1t must be noted that whilst the other chiefs of the traditionul ares sit on the skins the
Kasagewira of Sonyor wears his leopurd skin. The symbolic meaning of the
Kasagewnra's leopard skin is different His symbolises “the struggle hefore the
acquisition of the land'. These skins symbolise the various ranks of the chiefs, Thal ol
the elephant being of the highest ranking, followed by the lion and then, the leopard
urid oiliers. The lower chiefs also usc the gold coloured untelopes the antelope. which
is also restricted 1o the use of only chiefs. This is special honour to the chiels because
it is the most beautiful skin amony all the sking that are used for sitting on. Since
. everybody sat on a skin in the olden doys it was found inappropriate for common
people (the subjects of the chigls) to also use the beautiful gold skin nlongside the

chiels. Amonp some of the ethnic groups, especially the people of Kong, the
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enskinment is done directly on the gold antelope skin. After the enskinment rituals,
the skin becomes the chiel™s permanent sear.

The gold colowured skin aniclope is called kufil in Gonja. wily in Vagla and molfu m
the Wali/Batige and Safalha dialects. Its skin is therefore called kufidwol, wiluhong
and moffughani as in the respective dilecta.

Plate 13 shows Kufulwol, the pold coloured antelope skin.

Plate 13. Kufidwol

125



LAd The Lingwist Stick ar Saft

hﬂrfhﬂ-n-hu-ﬂmlhﬂtnmnmﬂuﬂthﬂrm The first is the
hn“ﬂlﬂﬂthﬂ:ﬂmﬁ.lr-:hrhﬁhdrlqﬂh—-w-ﬁtkﬂr-n.h
l'wﬂhihnwilqdmﬂ-h:hmmryhmhmmr
Iinguests. and the personal walking sticks camied sbout by the individual chiels
themeelves. The socond linguist stall is unlly camied by the chiel linguist s »
symbuol of the suihority of the chicf Whenever the chikel Hnguist is delegated o act on
h:lu.'ll'mm:-:h:rih:hnnummdmmhukﬂunhc:hmfhumlhunudhlmm
do or -}'ﬂhﬂnﬂhwﬂhhﬂt&.ﬂrmuﬂmﬂtmlﬂk Therefore, the linguis
muhmnl'h:rdnmdtchml';rnhwhy presenting the stick o the offender That
ecans. the offender must follow the linguist 1o the chicl™s palace 1o anvwer the call
I'be afferader is therefore responsible for the transportation cost of the linguist and
other charges relating 10 the offence. This stafl i wsually covered with some
aluminum maderial or brass. I is usually taller and appears hesvier than the peronal
or any normal walking stick. It has no figure representation. A plate 14, a chiel

linguist sits in front of the chicl and his subjects beaning the linguist stafl
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LAS The Chief's Personal Walking Stick (Kikpabi)

It is abligmory for every chief of the traditionsl area 1o have 4 personal walking stick
Same of these personal walking sticks may bear symbolic figures depending on the
ranks of the chiefs. Those of the common chicls have no symbolic figures. They may
only have beautification designs or special fortification elements personal
individuals, which may also appear like ordinary designs. The chief™s walking stick is
a symbaol of the chiel's power and it “protects” him. That is to say, it is fortified w
make it potent and capable of helping him resist any unexpected attack from an
enemy. The chief i1s therefore not expected 1o use his walking stick for hitting or

pointing atl people except as a last resort.

446 The Symbolic Sticks

The Vagla chiefs have many different symbols and some of them are as follows:

l. The Cock Symbaol

This symbolises time. The cock crows to remind the chiel's subjects to pay him the
carly morning visits as o sign of honour. It is usually during such early visits that new
idens and wisdom are shared. The second meaning of the symbol is that the cock is a
burd of sacrifice which the priest uses to take care of the people. It thus reminds him
that he must always sacrifice on behalf of the people. It as well serves as a means for
identifying the Tindana or Hewhin (the one who sacrifices to the gods of the land)
Plate 15d shows the Cock symbaol.
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Flase |4 H-:nt*rpnnlnﬂnl;uﬂhtﬂ:‘-qhuhh

o-b Liowm symbods, ¢ Human ligure d The (o pvmbal
The Vagls chaets have masy Siflerens vymbwuds and s of them are e Tollows

L The Bird Symbeoks

The perchang bend symbolines that the throne (skin) of the Fagplibowi (the chaef) s hike
o Mywng bend which may porch of o pven e His throne o therefore mactapde sl s
reirrrod W0 e " porch of the bed™ This Liseralls means that chicflaincy comes in

Dama. and no one can depnse vou of i when vous tarm comes

L Thee Valtwrs Svmmbel

Ihe vultrr 0 2 symbel of paticrce and achocverment I patserce o0 wxn B winkhen
bow il wwsts patsomthy lﬂuluphﬂ:ﬂ:ﬁﬂfnrnﬂtnﬂ[u-ﬂfulﬂﬂm!ﬂ
ﬂ-inn-m_uhnm:nmufd;uﬂ»hnltmcﬂhﬂhlh-ﬂmmuknﬂ

death of the semal of throgh 8 bumcr The stich of the Tindans of Mander has 2
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snake und a crocodile in u struggle. The vulture is perching on top watching patiently

W see the end of the battle. It implies that no matter whichever loses the hattle, the
vulture will get its share of the meal And if both should dic, they arc both
consumable to the vulture. It means the vulture never loses Implicitly, the chief never
loses. He must be patient in Judging cases or resolving issues. Plie 16 shows the

Mandan Tindana Natogma's walking stick bearing the vulture symbol

Plate 16. The Vulture Symbol
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4. The Animal Symbols

L The Elephant Symbol
Thnlymhnlufﬂmd:phmlﬂmuhﬁrmmﬂtnmaﬂlnmﬂfdtﬁnidomnﬂih
power, The chicls power and greatness of the kingdom is likened 1o the size and
ﬂmnglhnfdtul:phnLThciddiiimddﬂimunnhfmﬁsmfwm:ﬂ

do not posscss symbolic meanings.

i, The Lion Symbaol

The lion symbolises a powerful chief His power is likened 1o the strength and
powerful position of the lion in the jungle. This strength of the lion is therefore used
as & simile 1o liken the chief’s power to that of the lion, The Vagla chiefs are therefore
addressed wilth the appellation, Jarg meaning The Lion. Plale 17 shows the lion

symbaol.

Plate 17. The Lion Symbol

130



i The He-goat Symbo;
The he-goit of (he Tindana’s or Heuhin's stick symbalises thut he sacrifices 1o the

godls of the land with unimals,

v, The HumanTwarf Symbols

The Safalnaa of Mandar has both the elephant and human symbals. The human
symbol of a Safalnaa may either be a woman or g man. His waman figure symbolises
that he is matemally related. A man's symbol indicates that he js from the paternal

lineage.

The dwarf symbaolises spiritunlity. i there fore implies that the traddifional priest who
bears the svmbal is the spiritual head of the village. The traditional priest of the
Sonvor Kipo with tlie title Kupo bears a similnr symbolic stick with an anpel-like
human figure, It hay wings and appears to he mbout to fly. That symbolises the god’s
superiar ability to move shous freely and fly above thg people, and he is, thus, capahle
ot secing all activities of the people and helping them in ﬂlcfrlnﬂl:l. Human figures of
vined postures can be found imong the Vagla chiefs and their traditional priests with
various symbalic meanings. Their meanings, however, genetally centre on wivdom,
knowledge, “tpenomity, rule of law, Plags 18 shows the Safnag of Mindari holding

his stuff bearing the heman symbol.



Plate 18, The Human/Dwarf Symbols

447  The Fortified Walking Sticks of the Chiefs

Every chief has or is supposed 1o have a personal walking stick for self-support and
defence in case of an atiack of an enemy. Most of these personal walking sticks are
therefore fortified with talismans or through certain rituals. it is therefore 8 taboo for a
chief to hit or point ut an innocent citizen with his walking stick when he is not being

attacked. The walking stick idm!'_wm as o chief us well as serves as a defensive
weapon,



448 Prestigioos Visual Arts for Chiels

The study found out thu footrests or leather pillows known s Nwedputi and (he
horsetuil nre also restricted to the use of the chiefs. That is done 1o give the chicfs
honour and respect. Apart from the scarcity of lenther pillows during the early
establishment of the Gonja kingdom leather articles were also considered most
durable and beoutiful. They were equally expensive lor the ordinary man. It was only
chiefs that were capable of owning them. It therefore became generally aceepled that
only chiefs should own them. Many rich people in modern fimes also now own foot-
rests (leather pillows), horse tnils and other leather prodicts that were formerly

restricted 1o chiefs' palaces.

b Mulfa
Mudfa is o tall red hat restricted to the use of very high-ranking chiels like the
Charwiim {chiel of Jang), Kongwura (Kongnaa), Mandariwura and some of the Vagla

chiefs, Plate |9 shows a high-ranking chief wearing o s,
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Plate 19, Mudfar tall red hat

i, The Blacksmiths of Gbenfu and Sawla

The blacksmiths are a high-ranking group of eraftsmen put on the status of chiefs and
ulso allowed to sit on the special skins of the chiels. They are highly respected in the
traditional aren. The heads of the blacksmiths also have the antelope sking and use
them in their palaces as chicfs, Apart from the skins they also have some little types
of traditional pliers that they wenrFon important occasions for self-identification.
Although the headquarters of the blacksmiths is at Ghenfu, the Sawla group plays a
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mandatory role of performing rituals on behalf of the headquarters a1 Ghenfu; for the
readon of proximaty o the sest of povernment i the parmmountcy. Figure 15

ilustrates the blacksmith wearing his symbalic pliers.

Figure | 5. A blacksmith wearing the little pliers

i The Stool/Chair of “Mbonwiura®™ and Queen Mothers

The mbomwura of the Gonja rraditional area 5 the head of the Wﬂrr".m:s, referred to as
abrafo by the Akans. Any person born of that lineage is also recognized as o
mbowwnrn. They are the defenders of the Gonja kingdom. In other words, they are
like the axafo companies in the Akan tradition. mbonwura literally means “the Asanie
chief. His rights and responsibilities are therefore opposite the nghis and
responsibilities of the chiefs and princes. The mbomwara is not supposed to sit on the
skins but rathet, be sits on either & stool or chair. The mbomvura’s stool or chair may
have fio symbobs carved thémn depending on his personal interest and philosophy. The

mibamiiira uses the stool of chair because he must always be smart and alert, ready 10
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defend the kingdom sl any moment. The stool or chair is therefore considered most
suitable to koep him active and alert as compared with the skins. The queen mother
equally serves the interest of the chiefs and the rest of the people. She must therefire
be ready to move at any moment o perform her duties as a wife. The stoo] and chair
are therefore more suitable for her than the skins. Just ss the mbonwurar do, the
queens have their stool and chair symbols of their personal interests and philosophies.
The symbols found on their stools and chairs directly related 1o those of the akan stool
and chair symbols. Their symbolic meanings wre not different from those of the skuns.

One such example is the Gye Nyame symbal,

The Vagla chiefs also use stools and chairs in their palaces and especinlly during
deThhi:hu:au:ﬂnym:mmﬂ:dumllmmﬁMiht s, a Vagla
chief is usually enstooled af an ensioolment base and passed onto the skins in the
courtroom. Plate 20 illustrntes the enstoolment base of o Vagla chief st Tunw
According o a respondent, the stool symbols could not be explained because they
have been bought from Asanie. Plate 21 shows a chair bearing the Gye Nyume
symbol bought from Asante.

Plaie 20. Enstoolment base of Vagla chief
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Plate 21. Chair bearing the Gye Nyame Symbol

449 Summary and Conclusion of Findings on Palace Arts
he court arts of the Bole traditional ares consist of textiles, leather, and sculpiure
productions. These are used for prestipe and identification of ranks. Some af the
sculpture produets are similar to those of the Aknns, exnmple the stool and the linguist
stafl symbols. THuman figures, animals and birds are represenied in their symbolic
visual urts. The themes are philosophical and cover cvery aspect of human endeavour

Some of the themes reflect the chiefiaincy hicrurchies in administration,

The people’s traditional administration is  therefore very nch in  symbolic
representation. Their philasophy is also full of wisdom and knowledge. There is also o

—

well-organized administrative system, which is built on their symbolic visual arts,
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4.5 Svmbolic Visunl Art Forms !nr-l'mltnc Purpeses Only

Societies and clans throughout the world have corinin smndards and values for
classifying their individuals. These standurds of measurements and values arc hased
on achievements, success and possessions. Any individual who achieves these desires
of his society as regands success and possessions is either respecied or he/she fesls
respected by histher society or clan. This respeet is referred to as prestige. Prestige is
defined by (Homby, 1967) as “respect that results from the good reputation of a
person, nation......" Almost every individual desires prestige for him/herself. There
are therefore, certain art forms societies and clans regard as objects of prestige and
every individudl strives w have them. Dbjects of such status existed and some still

kst in the Bole taditional srea. They either possess or do not possess symbalic

meanings

The art forms for prestige purposes in the traditionsl ares wre limited 10 the arens of
lextiles, Baskewy, Sculprure, Architecture, Pottery nqd a few other wreas. The
ollowing data is therefore the response to the imterviews and questionnaires

siministered under prestigious art forms.

451 Prestigious Art Forms in Textiles

I, Bachoge or Banago
Bachago or Banoga in plai22 shows men’s smock with sleeves worn by all persons

regardless of their ranks in society. It is most commonly used by the Youth.

v Danyiki ar Tago
Darixiki or Tago in plate 23 is 4 ock without slecves usually wom by the
ryikl or Tago in pla ,--;-"E—m 5 St Y ¥

viouth.
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A vy, -ﬁ:lu-mmﬂmmmnﬂymh
chuefy and highranking persons i socseny Kpagho o another type wsed by only
ﬁtﬂﬁmdlmm-thu-hnﬁhhml_hduml

4 P Chue

Péisgt Chae in plate 25 literally means Femeade parmenr 11 15 & white imock usaally

mhmhm-lytmhmdmlhmumhmi;m

$  Men's Cover Clath

This is ussally & very wide and long traditionally woven cloth, most sewn from s

prestigious choth called bivmmadeoy g

& Kurkown

Kurlannt in figure 16 ‘iterally means supporter of the testicles in the HatigeWali anid
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Plate 24. Kurymbi

Plate 25, Piini chie

7. Saroda

P——

The name expresses the long nature of the garment in the Batige/Wali dialects. Men

use it for prestige purposes.
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8 Cheer |

Chuchern expresses the appearance of a cloth of mixed colours such as black and
whh::.mtundnnmtinﬂtHﬂgﬂ‘HﬂidinleAwmmtﬁmm;Hndnf:hnhh
hghly respecied.

9. Butugy Wiaja

The name literally means & cloth from Butugu in OOte d'Iviare. A very beautiful
native eloth woven from yumns of many different colours, It wis mosily imported from
La Ciite d'Ivoire, The cloth was later imitated by local weavers. That is o prestigious
cloth hipghly regarded by women. Women wha owned this cloth are very much
respected by both men and women,

10, Kutugfoa

A truditional cloth of narrow white strips and broad black strips used by women and
chiefs for prestige purpose. It is sald 1o be 50 expensive that the pour need 1o wait till
maze 15 harvested before they can buy it, Thus, the origin of its nume which Hrerally
means is maize matured” Plate3n show the eloth known ax Kutugfon

1. Kelenkelen

Kelenkelen in plate 3b shows a native cloth of black and white namow strips which
functions as & cloth of prestige for women, It is wom, especially, during festive
fecasions for its beautiful appearance.

12. Kukogonishi‘kuo shvil




W miist be capable of koeping it neat. it is a highly prestigious cloth for women.

14, Kichantie

Kichantie in plate 26 i3 a cloth with thin blsck and white zigrag designs that make it
appear, as 4 whole, fike the bluck and white designs of guinea fowl feathers, The
name therefore literally means guinea fowl's wings in the Gonja dinlect, Women wear
it for prestige.

The above named cloths are the most prestigious cloths of the traditional arca,
dlhonghﬂm:nmn}rmherdmlﬂuwﬂluﬂmﬂmdunduimumdm
Mmmmwmmmmﬂ Encludnhwhnwu
IW&W-WMMMmMm&thﬂm
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| AR

Markpocasn

Flate 26, Some modern traditional cloths of the Gonja traditional area commonly

used for prestige
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LS mmmh—hmm
A_-iuhdu-ih-ihﬂni-mn'm-mﬂﬂ

I A_ﬂrh—dﬂqﬂa“ﬂm-h_
2 A_Hwy-ﬂmhnmhmﬂuﬂquh

3 Hiphﬁﬁu-hn-bhwlh-:-puunlm-ih

453 rmtfh-dmr-uhm!

I Tes

Torn in & trahitionall v woven small round hasket with an indemed Ixd Palm branches
nmﬂquﬂhurmtﬁ:lﬂm-ﬁhmuﬂfwhw Iis
uhmmmwﬂhﬁﬂummmﬁyﬂhﬂjmﬂr
pomesses @ e s haghly respoctod Hlti'?dmmll‘m'luﬂﬂmﬁmhpuflnn

Kabvari

Tore

Plate 27. Tiore and Kabwri
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F. Kiarbri

Kahury is o large basket woven with palm branches. It also has a lid like the wre, i
lid s, however, pyeamidal in shape. I is plastered with cow dung to seal up ull holes
i i Kaburi serves as container for keeping clothes, especially important cloths like

the white cloth und the prestigious cloths of wamen.

454  Prestigious Visual Art Forms in Pottery.

A siet of 15 well-polished pots nicely arranged at the back of a woman’s living room
are ohjects appreciated by women. Women who possess such orderly arranged and
well cared for pots are highly regarded by both men and women, The pols are for
beautification of the room and display of artistic skills; and they also symbolize the

deal woman. Figure 17 illustraies the pots of the ideal womun,

Figure 17. A set of polished pots of the ideal woman
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455  Other Prestigious Visual Art Forms for Wamen

Men and women alike appreciate a woman who has her waist packed with imported
beads. Women thereflore regard beads us objects of prestige. Bangles and rings of
various sizes for the leggs and arms are wlso very much apprecisted. For instance,
numpasi for the ankles are wom in pairs by matured adolescent girls who are due for
marringe. That symbolises both wealth and maturity for marmage. Beads very much
loved are darifiri and rings for the arms are ealled ehitisi in Batige'Wali, Safalba and
Vagla dialects.

4.5.5.1 Neatnexs of the Environment

‘Hmwu:mpmﬁhhfuphmﬁumﬂd:dmﬂng:humm as well us keeping the
Hoar und the whole home environment near. Women who perform these duties well

uded as ideal women. A woman who has her walls decornted with china

| plates or broken picees of pot in the form of mosaic designs and # flaor well
d smoared with cow dung 1o produce i mice sécor and a green colour 1s
I mﬂh—mnvﬂlmﬁ with ashes mixed with cowdung or

ihetanee tre

stance produced from treated com, Others use earth colours. Women also

wHF Ay
(] - | E

T il
TES VW LE T I ol Inlal
s T e obk g bl it



The ant forms isolated for women are mostly baskets and pols, whilst men's
prestigious aris are generally sculpture. The architectural visusl arts are used {or

determiming the ideal women

Textiles therefore, play a unique mle in the people’s culture. Women who want to be
recopnized a3 ideal women keep their homes very neat and beautifully designed with
finger print symbols on their walls. They as well adopt pood hygienic practices by
keeping the home environment cloan. There is also some degree of sex and class

segregation in the use of the visual ans

It is therefore not surprising that the artifacts of the waditional ares ire mastly in
textiles, basketry, pottery and sculprure. One must not alss hesitate 1o say that it is
rather unfortumale in observe that the beautiful symbolic finger printed walls of the
past und the bewutifully and nestly organised homes of the traditional areq have also
become scenes of the post in bigger villages and towns in the arca. This may he
because the women have become more and more preoccupicd by commercial
uetivities and have no titme to decorate their walls. Masons are now engaged to plaster

their walls plain,

4.6  PRODUCERS OF THE ART FORMS

At production is a necessity of man for survival. Since art production played such a
vital role next to agriculture towards the survival of early man, every human society
that ever existed on earth produced art in one way of the other for certiin reasons ai
cerlan times. Some people produce ant for the purpose of aesthetics (beauty), others
produce it for pleasure or :m:itirg_lf_ij__ expression and othets produce it for functional
reasons such as healing. Others yet produce arts as objects of utility mlthr::‘r day to day

activities. The producers of the ans in Bole traditional area produce their arts for some
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of the sbove ressom lhqﬁﬁ:m_nh_.lnhih
fanctional purposes (that in. they must have spiritusl powers) whilst others like their
Hh'ﬂ-nﬁ:hm-ﬂﬂrhrﬂi:ﬂ) These ard many
ﬁ“mmdmﬂ:mﬂhm-t.lﬂh-dhh
people’s philosophy, their environement and available materials s well a5 theit values
hnmmmtwnmmmnrm.mnmm
either ordered or produced by the people themselves In other words, the producers
mtﬁnﬂnﬂt#hﬂiﬂuﬂmmﬁmmhm& The responses on
lhpnh.;hnﬁ-:ﬂmhmnmmn:mmuhﬂnm Am
produced within the traditional ares or by the people, and art brought from elsewhere.

460 Arts Produced Within the Traditional Area
The people of the traditional area produce most of their art forms themselves The
producers leam the skills on their own according 1o their area of interest by tral-and-
emor. They practise during infancy by leaming to carve when they are on their farms
| qh#mm“mmmmummm;
Pﬁ:ﬂﬁulﬂhpﬂﬂ:ﬂmhhﬂnhﬂw
F'T*] They atach themseives 1o master crafismen 1 leam the skils The
people themselves produce all the cloths and garments of the tradwional area as well

PN Rt O T

. :;-‘ lithes like haskets, pots, and calabashes The blacksmiths arc well
; hips. who are able 10 produce tools. carvings and
out of their ares of specialization The cloth weavers also
'::s‘%'i.‘?“ | hr-u -im of the yurm,
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_wtflnphmrlhnﬂﬁnmﬁfﬂﬁrmﬁtmm‘mm where 10 gt the cloth dyes
From the bushes, The cotton s ciltivated hy the men and picked by the women when
thelr white fuffy pulps birst out of their sacs, There ire o strict specializations in the
arts but artists are available in all areas of the ans they produce for theis traditional
activitles except the specinl ones they impart lram neighhouring countries like Cote

d'lvoire or Burking Faso,

462 Arts Hrought from Elsewhere

The following arts were said to have been brovght from other places outside the
traditional area;

The ‘slgma’ is said 1o be o zod braughl Mrom Hurking Faso to the traditional area. [
original purments of the god were therefire from Ihe country of origin. Tlese
garments, however, are now imitated by the peaple themselves when they wear out, It
I8 however believed that whoever orders fiw the production of o new <t of the sigma
utlire dies. An elderly person who is prepared 1o sictifice his life therefore docs such
orders. The “hutuguwiaja’ Is also a prestigious cloth that used to be Imported from a
village called Buniggu in the La Core d'tvoire Acconding 10 respondents, our colonial
masters. the British, brought the large umbrelias wsed for dubars, Stouls are also
brought from Ashanti as well as Brong Ahafe Reglon which shares borders with the
traditional area. “ e
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are independent und produce their own crafts Their craftsmen are given

admimistrative role because they want 1o accord them the nocessary respect. This

indicates thar ns much s the people ure independent they alsa share or imporl weas

frenm other cultures

4.7 PHILOSOPHICAL AND EDUCATIONAL IMPLICATIONS

e respondents expressed the tollowing opinions on the philosophical implication of

the use of the visual art forms in the rituals and how the symbaolic art forms could be

used in the education of the leamers. Opinions were also expressed on the educational

rule the outcome of the research should play

4.7.1  Philosophical Implications

I The symbolic visual ant forms are used in the rituals to muke physical

[R* ]

representation of the pods and spirits possible.

The people make the symbolic art forms and use them in the rituals hecause they
want to concretise their beliefs

The symbblic an forms are made for the spirits of the pods 1o dwell in them to
grve them the functioning ability, And as the people believe that the spirits and the
gods are residing in them, they talk to them directly.

The symbolic ant forms sometimes serve as containers for the herbs that provide
the power of the gods and spirits.

The symbalic visual art forms are made and used during the rituals because the

exintence of the gods and spirits can best be expressed to others with the art forms

 that can mther be seen than the spirits.

The symbalic visual arts ateised to express the values of the gods and spirits.

Tl



7.

Physical contacts with the gods are made possible through the use of the visua)
arts, because the visual art are regarded as the bedies of the delties.

8. The symbolic presemtation serves ag u way of respect for the pods,

9. The use of the visual an forms for the rituals is a psychological way of miking

people believe in the existence of the gods; this tradition helps 1o srengthen the
faith people have in the traditiona) priests.

1. The symbolic forms are created 1o differentinte the gods from each other. They are

therefore made for the purpose of identification

4.7.2  How the Symbolic Visual Arts can be Used in the Edueation of students

I

il

The studenis need to observe the uses of these an forms by the adults and imitate
the adults in order to learn from these arl forms.

The researchers and the teachers should work hand-in-hand 10 teach the students
wbout the symbolism of the art forms,

The symbalism of our art forms must first be properly documented before they
can play any meaningful educational role. :

Teachers must organise field rips for the students, aimed af giving students
chance of asking questions about the symbolic visual ar forms ulf the traditional
area

Teachers must use traditional people as resource persons 1o teach the symbolism
of the ant forms

Teachers themselves must leam about the symbolism of these visual ant forms to
be able 1o teach their students

Farents should teach their children about the symbalism of the visual ant forms.
——



8. Parents should be prepared (o provide the teschers with the necessary assistance
ind information about the symbualic visual ant forms 1o enable them teach the

children.
9 Tenchers and students must leamn more about these traditional symbols from the
wraditionalists. Whenever possible, teachers should use the symbohc visual prrs

directly as teaching-learming aids.

It will however be nave 1o expect a total positive response (o this issue. Other
respondents were therefore pessimistic that very little of the traditional art forms
could be used in modern education due to the increasing vices like theft and general
confirsion in the system. The svmbolism cannot also be learmt by modem children
because one is either o Christian or a Muslim. They are therefore not prepared (o learn
from the wraditional people who know the symbolic meanings of the tditional arts
According to the respondents, the ant forms involving the traditions will surely be
fargotten because modemn children also prefer modern traditions. They do not respect

the taboos attached 1o some of these symbolic visual urs.

473 The Eduveational Hole to be Played by the Outcome of the Research

I Future researches of this kind on the traditional area will be made passible built on
the outcome of the research in order 1o facilitate wider coverage of the lopic.

1. Future scholars will leam about the symbolism of the visual arts of the area from
the research report.

3. The research will serve as guide 10 any educationist who wants 0 prepare o

~ teacher's manual for teaching the symbolism of the traditional area.
4. The documented datn of theresEirch will serve as authentic material for teaching

3. The dats will be documented and made available for easier and quicker access

iK%



474 Summary/Conelusion of Findings on Philosophical Tmplication of the Use
of the Visual Arts for Riuals; and the Edueational Usefulness of the
Research

The philosophical and educational implication of the uses of the vistal arts for rituaks
are that the visual an forms are used for physical representation of abstract ideas, to
make some psychological impact on participants and the strengthening of their faith
as well a5 serve as receptacles for herbs. Educationally it will lead 10 further research
and wider coverage, future scholars will leam about the symbolism, it will serve os a
guide on symbolism and an muhemic teaching-leaming material. There is, however,
the pessimism that modem children will not be prepared 10 learn about the visual arts
symbolism. Conclusively, the positive responses from the respondents reflect thay the
research is considered to be educationally useful, Others found the situntion hopeless
because they are aware that the freedom of worship being enjoyed by the youth (n
modern times no longer allows the adults to have control over their children’s interest
They cannot therefore persuade the leamers 1o leam about the symbalism of the visual
art forms. The complexity of it all is that most of the modern religions are not ahle 1o
differentiate between symbolic visual art forms as objects of wisdom and knowledge
and those for traditional worship, The fear, therefore, 1s thar the modem religions will
reject nght away the idea of introducing a study of visual an symbolism of the

tradinonal people in s¢hools.

4.7.5  The Hypothesis Test
The two major towns of the area (Bole and Sawla) and some two villages in the area
(Mankuma and Jentilpe, whichewer®fioted for their traditions) were selected for the

les
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In each of the selected towns and villages the knowledgeable clders, craftsmen,
trnditional priests and some chiefs were interviewed, Responses were positive and in
some casves sample pictures were taken. Respondents gave references and even
mentioned specific names of persons and places where svmbolic visual art Forms
could ke found, and the people who could explain them, The respondents explained

those readily available,

4.7.5.1 Test Findings

An avemge of four persons was interviewed in cach of the selected 1owns and
villages. The first village visited was Mankumo. a very notable truditional village in
the arca. It is situated between the two major towns of the area, Bole and Sawla. It is
16.4 km north of Bole and about 12.4 km south of Sawln, It is & major divination
centre for the arca as well as the burial place for the paramount chicfs of the Gonju
Traditional Area. Lots of symbolic visual art forms are therefore fotnd in this village
The head of the diviners called ‘Kadewura ' is of symbolic importance 10 the villuge
and the whole traditional area of the Gonjas known as “Yagbon'. Although the village
has a chief who resides in Bole, the Kadewira js the symbolic hesd of the village,
‘Kadewuri’ literally means “Head of the sertlement”™. Most of the valiahle symbolic
art forms are with the Kadrwara and his group of soathsayers (diviners) known as the
"nlosor”. “Nlosor is the plural form for lorsor (divider), They are the best interpreters
of these visual ant symbols, especially those used for their divinations. These symbalic
art forms include secret leather bags, hats, calnbashes and garments. Some of these are
consldered very secret and sacred Thev are therefore kept away from the peneral
public and nothing may be menttME of them to outsiders. The Kadewira bears o
symbolic stafl, which has the crescent of the moon, The same symbol and stars could
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hiwﬂdrﬁnmlnllhﬁlw Their symbolic meanings were
mlegoncally explamed Inﬂ:Mwﬂu]ﬂﬂuﬂhn.lhmthmm himse 1
n:llhrummmdrﬂﬂumkﬂrhmdiﬁunﬂ-u*Mihmmuiulnljuhl
mﬂulmhruhuhlfnmuupwﬁ:abuuu:h-ﬁmmdﬂmrfmm-tmid
them through divination™

Donkulmu Kotobiri, alse a forsor” and & cloth wesiver explained some symbolism of
the traditional cloths and their finger print designs on their walls According to him
the main purpose of the finger print wall designs is 1o prevent the plastered wall from
being croded ofl. He added that some of the designs, however, are represemtations of
spiders and their webs, crocodile and types of snakes like the carpet viper called
wasary in the Gonja dialect. Each has a svmbolic meaning. Their meanings may be
some forms of social commentary on life or an expression of a persanal philosophy.
For instance, the snake design, according to Donkulmu, hierally means: The design
and the venom of the carpet viper never fade off, no matter how severe it might be
heaten by rain. It symbolically means that the user of Ihr: design is informing the
general public, particularly enemies that he'she will never lose his or her power o
potency and influence in society despite all difficulties or problems the one might be
tacing. In other words, it is the symbol of Jusiing effect. Similar wall designs like the
one in Plate 28 could be found elsewhere in the traditional area.
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Plate 28. The Finger Print Wall Design
The symbolisms of the following traditional cloths were also explained:
Etripowaja from the Gonja expression Etripo be waja ﬁiﬂ'ﬂﬂj‘ mcaning “A poor
person’s cloth™. Its Akan version is Aliafo. The Akan version has been commaonly

adopled as its name.

Kutugfa literally comes from the question: Kutuge fo-a? (Gonju), Meaning, “Is maize
matured?™ It implics that the poor depend on their harvest of their maize 1o be able 1o
pay for the cost of the cloth. It is therefore mostly owned by the rich, chiefs or very
important personadities in society. Many other cloths like Kichante and kitimitokoya
were explained. Detnils of these will he given later in the thesis. The loom pulley was
also discussed and its symbolic meaning explained. Plute 3a, 3b and 26 show some
traditional cloths of the Gonju traditional area in general.
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The symblism of  wadinional white cloth wnd & cresm colourd st wmlly wed for
Purial by the peaple of the traditional ares were explained. Details of these have been
“-h&.mmwnhﬂhn—ﬂm
wch o the daols flaali) were also mentioned during this hypothesis test. They are
also explasned wn detail in the hapeer

Thm*:uh:ﬂlnﬂﬂnmhﬂw.hmuwmﬂ
village respectively. Symbolic visual an forms mentioned were those used for fimeral
rites. mamiages. birth rites, chicftaincy matters, ¢ cetera. Apant from some of the
carlicr responses repeated, sdditional visual ans were mentioned These included
snother type of funeral mat made from rushes, blacksmiths’ pliens. the funeral pots
and hashets, and many others

Apart from the readiness of the sample population to answer the questions put 1o them
they also expressed interest in the subject of discussion during the test interviews
lmmﬂnmmm.mmhwmﬂh
symbolic visusl ans himself and was as well taken 10 some of the visual ant forms 1o
take pictures. The rescarcher’s personal observations and knowledge of some of these
symbolic visual ant forms together with all the responses in the test were enough
evidence 1o prove the hypothesss nght.

4.7.5.2 Sumemary amd Conclusion on Hypothesis Test

A hypothesis test conducted involving some very notable towns and villages in the
waditional area yielded positive results. Specific questions were used for the test 1o
make it suthentic and meaninglub=Pedesired objectives were therefore achieved. At
least, four people were interviewed in cach of the selected villages. Responses were



similar with additional information revealing the presence of more symbolic visual ant
forms in the area. The symbolic meanings of some of the visual e forms like
divinatons, the [uneral cloth, wall symbols, textiles et colomm were expluined. The
respondents showed much interest in the topics themselvies and responded positively,
I he researcher’s personal knowledge and experiences are also evidence supporting

the hypothesis,

The findings of the hypothesis test have therefare given some convihcing proofs on
the availahility of symbolic visual art forms in the area. The researcher therefore
voncludes basing on the evidences provided that the people of Bale tmditional arca
have indigenous ant furms that have symbolic meanings that can be explnined and
documented.

48 Analysis and Interpretation of Findings From the Field Study

The findimgs cover the library, museum and archival researches, the hypothesis test,
the search for related literature and most mmportantly the udmjnﬁstminn af the
yuestionnaires, interviews and the actual data gathered through the responses. They
also involve the sample population used. The limitations have also been analyzed and

interpreted. The analyses are interpreted lending 1o conclusions amd recommendations.

481 Preliminary Findings

L8101 Library Research Findings

At the main library of KNUST, many books were sither jumbled up or they were no

where 1o be found an the shelves although their titles or names of the asuthors coulid be

found on the library catalogue. The librarians themselves sometimes even fourid
g—

difficulties tracing certain books. Reasons given were that some studenis had either

bortowed them and had not relumed them on schedule or they were probably re-
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positioned on the shelves by some individuals for easy usscss to themselves alone,
This appalling condition in the library appears 1o come from the negligence ol the
librurians. The librarions need to ensire thal the arrangement ol books on the shelves
ure checked and re-organized periodically, Books missing from the shelves should
either be traced immediately or their names must be removed from the catulogue,
There is the need to deviee » mechanism of checking students who send library books
back to the shelves themselves with the intention of hoarding them. Students must
also be continuously educated on the need 1o return books 1o the library on schedule
and also to aveid hoarding baoks on the shelves, Conditions of referencing @t the
Gilianas Collection section were guite sotisfactory. However, one had to look for & seal
at the undergradunte section afier signing to use a book from the section. That was el
conducive. There should have been some flrniture al the Ghana Collection ilself for
people who wish to stay inside there to do references. If the undergraduate librury was
filled up with sudems reading. researchers of studenis at the Ghana Collection had no
cholce but 1o stand and read. Worse still was that, the number of ant texibooks thers
were woelully inadequate and that needs serious consideration. Intemet services at the
triain library was a problem for the researcher because he was nol conversant with the
compuler and the atendant was not alse able 1o assist him to mrllcw: the needed

infermation,

The attendant had problem retrieving the material herself. It was either pretence from
that aftendant or she also had problems retrieving Internet material on art education.
To avoid the recurrence of such situations with future ant education researchers,
i:ur.nput-r.'r cducation should be made part of the progrumme of the Department of Art

pm—
Education for people running the Post Graduate Programmes,

1 60



Al the library of the University College of Education of Winneba Kumasi campus,
only two books were found relevant to the topic. There were almost no ant books in
thair library, The implication was that they had nothing 1o do with an st the Kumasi
campus. Art nealds to be given the necessary recognition in the Kunasl campus for the
foct that Art Education is one of the University's Programmes at the Winnehs

Cumpis.

Only a book on the Ashante kingdom and its symbolic visual arts during the colonial
efi could be found at the Tamale Regional Library. That was again a reflection tha
art was not regurded an impartant subject in the nonh. The anly art book found in the
library probably got there by chance. The worse situation wis expericnced at the
Tamale Teachers Training College where sri was being taught as part of the
vocauonal programme being run there. The researcher could not lay hands on any
reference book on urt there, The only reference made was from the Microsoft Encarta
Encyclopedia 1999 from the personal library of the Hesd of At Department, He had
no art textbooks to support the scanty materinl. One can therefore fancy the
constraints the art teachers in that eollege in particular and the north in general fice in
getting informational material for teaching the subject. The luck of art 1extbooks in the

libraries and the schools is also a problem of lack of documentation in the visual arts

The Tamale Instinte of Cross-cultural Studies appeared to place importance on art
because it deals with art bnd culture. Very useful art textbooks on almost CVery
subject area of visual ans were found in their library. A lot of related liemture was
therefore found in that library. Researchers and art educationists can therefore el ¥ on
the library as a good source of ref&rencing.

&



4 8.1 2 Musewn, Archival and Gallery Researches Made

The badges of symbolic value at the Ghana Arm Forces Museum and Archives of
Rumasi were quite impressive, These badges were either from Europe or desipned by
the colonial masters aimed motivating their African soldivrs in the colonies as wel|
as mairitaining discipline. Thut mesns that even the colonial masters found African
visual ant symbolism functiona] and valupble und decided (o use the idea 1o promote

discipline in their armies.

It ix regrettable 10 say that documentary sources |ike archives, galleries and museums
which were expected 1o be found fn a cultural centre like the Centre for National
Culture in Tamale were not there. There were only the symbols of the five major
kingdoms of the Northern Region in mosaic executed on o short wall near the
conference hull. Those were works of Dr. Alhaji S. Y, Peligah. All the researcher
could also find ar the National House of Chiefs were apuin some paintings of the very
symbals already found at the Centre for National Culture, on the wal,t:l of the gate and
inside their durbar hall. All that the researcher wanis to gmt noross 18 that there was
almaost nothing of the northern cultures, especially their symbolic visual ars. o be
seen in the two cultural places of the region That was again the problem of lack of
documentation. That problem reflected at the Regional Archives and the Regional
Statistical Service Department when the researcher failed 1o get satisfoetory litergture
or information on the traditional area under study, That was a highly disappointing
situition in documentation, The Northern Regional Administration, the National
House af Chiefs. the Centre for National Culture, the Statistical Servies in Tamale
lnrrll NGOs in the Region must be much concerned with documentation and researches

——
in the cultures of the Region,
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