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ABSTRACT
Early European travelers and writers in Africa had one mission, that was,
to portray Africa as a dark continent. Africa was a continent with no
civilization, peopled by savages and barbarians. They justified the
invasion of Africa by perpetuating the idea that Africans had no concept of

a God except the worship of ancestral spirits.

Exclusive terminology for usage towards describing Africans was
established. Africans were always referred to as savages capable of
eating their own flesh and blood. African troops were often referred to as
warriors with undisciplined military antics. African medical doctors being
the witchdoctors not interested in curing ailments except practicing witch-
craft and magical spells. Kings' residences were not referred to as

palaces, instead kraals same as cattle byres.

To Europeans, Africans were human species closest to animals
particularly, apes. Africans were incapable of conceptualization of
scientific, cosmologic, and theosophical knowledge. African rituals were
either interpreted as mere ancestral worship or a celebration of a good

meal, harvest or hunt.

Whether this perception was a result of a genuine ignorance or a

deliberate distortion of facts, is not clear. But | will argue that it was a bit of



both. History teaches us that most of the early explorers of the African
continent were warmly treated by the Africans and they were even taken
into and exposed to some of the well guarded secrets of the people. They
knew about the scientific and mathematical formulas used to build the
pyramids. They knew about great civilizations such as Maphungubwe,

Zimbabwe, Tulamela and Ntusi.
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Fig. 8.7 Plan of Nrusi, Uganda. After Sutton (1993: Fig. 4) based on a survey by Andrew Reid in

1987-9.

The plan shows aspects of an advanced civilization such as iron slag, trading centre and admin buildings



They knew that these civilizations were great trading centers between
Africans and the outside world. Africans were already trading in gold,
copper and iron with the countries from the east. Ethiopia and Egypt were
among the earliest religious centers of the world. Timbuktu and Alexandria
were among the ancient learning centers where most of early scholars

from Europe and Asia converged for studying and research.

Those Europeans who displayed signs of greed and thugery were met
with uncompromising anger of the Africans and they used that to instigate
their mother lands to view Africans as dangerous and barbaric human
specie. Africans had to be Christianized, ‘Educated’, Colonized, Enslaved
and those remaining had to be oppressed. This is the time when Africa

was‘re-invented’ or rather the time Africa ceased to exist.

Indoctrinated by the Hobbesian picture of a pre-European Africa, in which
there was no account of time: no Arts; no Letters; no society; but only
continued fear and danger of violent death; colonizers of Africa all

intended to transform Africa into European construct (Mudimbe, 1988)*

! Thus, three complementary hypothesis and actions emerge: the domination of physical space, the
reformation of natives’ minds, and the integration of local economic histories into the western perspective.
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This study is an attempt to zoom into the heart of Africans’ world view
through the performances by Abantu and the Khoisan speaking
communities. The study shall reveal what most Europeans and other
invaders of Africa such as Arabs have been trying to conceal for hundreds
and hundreds of years. Amongst other things the study shall reveal that
contained within the African ritual and recreational performances and
other art forms such as painting, drawings, carving, weavings and
sculpturing, were reflections of complex scientific, religious, cultural,

cosmological and artistic awareness comparable to none.

San rock paintings and Egyptian hieroglyphs are some of the most ancient
sacred form of writing studied the world over but still not fully understood
by most scholars from the western world. Geometric designs contained in
the construction of the Pyramids and great Zimbabwe ruins still

mesmerize archeologists and historians alike.

But sometimes the lack of visible archeological sites made it impossible to
validate some areas’ status among other ordinary sites. Areas around
tropical Africa where building material was always grass, wood and mud
are difficult to retrace. The reason is that, tropical rains make it possible
for the vegetation to re-grow once a site had been abandoned. For
instance the city of Loango in the present Republic of Congo was once a

major city around the seventeenth century and because of the climatic
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conditions of the equatorial Africa, the conditions made it possible for

vegetation to re-grow.
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Fig. 8.
From Dapper (1686: 320-1).

1 The city of Loango (in what is now the Congo Republic) in the seventeenth century,

The sculptures carved from soap stones by the Shona and the making of
cloths from the tree bark by the Baganda and the Chokwe are evident to
a well and advanced civilized human societies long before the Europeans

and Arabs set their feet in Africa.
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SUMMARY

This study focuses on the circular orientation in performances by
Abathwa and Abantu speaking people of central and southern Africa.
This notion is explored through close examination of space, movements,

time and objects used during ritual and recreational performances.

The study is informed by the meaning contained in symbolism rooted in
Africans’ perception of culture, religion, language, cosmos, science and
artistic aesthetics. The first chapter is the general introduction to the
study covering aspects such as statement of the problem and hypothesis,
rationale, methodology and literature review. It also attempts to give an in
depth explanation of the African conception of the circle, the centre and
the cycle. It explains how these three concepts are applied in social
structure, architecture and ritual performances. The chapter also explains

the African cyclical perception of time and life.

The second chapter looks at the historical perspective of dance
performances by indigenous peoples of southern Africa. The histories and
the cultural backgrounds of the Khoisan and the Bantu speaking people,
form the bases for the interpretation and understanding of dance

performances during rituals, recreation and children games.



The third chapter investigates the thematic approach towards the
interpretation of dance performances by the Bantu and the Khoisan
speaking people of Africa. The emphasis is on the theme of gender and
sexuality since it is the theme that plays a central role in most of the
ritualistic performances among the Africans. While the emphasis on
relationship between genders in the performances, the attention is also
paid towards the metaphoric, symbolic and paradoxical representations of
African world view through the juxtaposition of gender and sexuality during

performances.

The fourth chapter examines the use of elements of dance performances
in relation to themes of fertility (human and soil) and curing. These themes
are discussed because they are the themes that apply to all the people
being studied where as themes such as animal (hunting) and acrobatic
(masks) can only apply to certain peoples not to the other for one reason

or the other.

The fifth chapter deals with the aesthetic principles as they apply to
African dance forms and performances. It focuses on the application of the
elements of space and symbolism contained in other elements of

performance such as timing, costume, crafts and objects.



The sixth chapter is an investigation of the circular orientation in modern
performances and children games. It also examines the continuation of

the circular orientation in religious worship-performances.

The seventh/the last chapter is about the findings, recommendations

and the general conclusion of the study.
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