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INTRODUCTION OR TAKING YOU ONE STEP FURTHER TO EVERY LINGUISTS DREAM

1. INTRODUCTION OR TAKING YOU ONE STEP FURTHER TO EVERY

LINGUIST 'S DREAM

Dear reader, please sit back, close your eyes, rethina@aygine you are in the middle of
West Africa, 4° north of the equator. It is warm (bwt moo hot because it is dark
already) and the crickets are out singing. You arengitin a village in the forest,
around you there are lots of children sitting with thaig brown eyes wide open,
waiting excitedly. Now one of the old people raisesvhise and you hedhis ...
Amazing, isn’t it? Regrettably, much as we hate disruptimg wonderful picture, this
paper will not let you in on a detailed account of thmantic sound of crickets. It could
never replace the real thing. If, however, you are ymi laoking for a scientific
approach towards African story telling, then look no furtbecause this is the right

place!

1.1. Outline of the paper and the methods used

The aim of this paper is to describe ritualised commuwicaiti African orature, in
particular African story telling.

In order to lay the basis for this, a context in whiglanalyse a particular story has to
be found. Accordingly, Chapter 2 discusses Eibl-EibesfeltitS (1987) work on
ritualised communication. Their ideas are based on B&H&934) organon model of
language and they suggest various levels of ritualised coroatiom with various
modes of expression. Eibl-Eibesfeld/Senft’s ideas are&isatd and extended to adapt
them to the context of African story telling.

Chapter 3 gives a review on literature on African oratucestary telling. It explains
the background, central concepts, the structures and impcharacteristics of African
orature.

Based on these two chapters, an analysis grid for Afstary telling is developed. It
summarises the most important points which have ttaken into account when an
African story is being studied.

The following case study constitutes an explorative ampra@wards describing
ritualisation and ritualised communication in an actuatys It uses the analysis grid as

a guideline.
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INTRODUCTION OR TAKING YOU ONE STEP FURTHER TO EVERY LINGUISTS DREAM

In order to reduce the risk of losing out on important imition, the analysis has been
designed in a two-way method consisting of a video anpotatd a questionnaire.

The video annotation follows a top-down procedure andokas done by first taking
the whole video and then picking aspects taken from talysis grid, e.g. the structure
of the session or verbal communication. Within thesel$e specific instances have
been isolated, segmented, and finally described.

The information gathered in the annotation subsequeatlytd the questions for the
guestionnaire. Additional questions resulted from the tteeaintroduced in the
chapters above. The questions span a number of linguistis Istarting from the word
level and ending at the level of the spiritual backgrodriteerefore, unlike the video
annotation, the questionnaire has been set up in a bottoppumaah.

The summary of the features of ritualisation and rnisedl communication occurring in
this story also follows this model. The summary takes ¢toncrete instances and
answers and tries to generalise from these in ordgyply ¢he instances to the analysis

grid.

1.2. The object of the study — a story from the Ega  people

The Ega are a people living in the Cbéte d’lvoire in thgion of Divo in the Diés
Canton. Together witkEgwa Diés is also one of the alternate names for the language
Ega (SIL Ethnologue 2002). The woRlés itself however does not exist in the Ega
language.

The Ega are a small enclave of Kwa people in an afea Kru population. Their
neighbours are made up of the Dida in the north, east astlamd the Godie in the
south. The majority of the Ega are bilinguals, usuallyhwilida as their second
language. They keep good relations with the Dida as thgjhibeurs. The total number
of Ega people seems hard to estimate —figures shift bat@é and 15,000, according
to Bole-Richard (1982, 359) the most reliable estimate, tenves around 5,000. The
Ethnologue on the other hand estimates the populati@81aB8,000. (SIL Ethnologue
2002)

The language belongs to the group of Niger-Congo languages limg not yet been
classified exactly within this group. So far it has beemyass to the Krou, Akan and
Kwa groups by various researchers. The Kwa placememhsseébee most likely,
however, because of structural characteristics @fdhguage (e.g. noun class prefixes)

which exist in other Kwa languages but not in any Krou languAfg®, there is a

Wayne Rafferty and Sophie Salffner (2002) 2



INTRODUCTION OR TAKING YOU ONE STEP FURTHER TO EVERY LINGUISTS DREAM

higher lexical similarity in basic vocabulary with Kienguages than with Krou ones.
(Bole-Richard 1982, 363)

As the number of speakers suggests, the language is erethdgspite the fact that the
ethnic group is growing. The reason for that is theysai&ing to the Dida language
because of intermarriage and other influences. (SIL Eigne 2002)

The story chosen for analysis in this paper is partafrpus of stories collected in the
Ega village Gniguedougou in March 2001. The stories were told bwvitlage
storyteller and recorded on digital video. This particatary is five minutes long and is

the first one from the whole corpus.

2. RITUALISED COMMUNICATION

2.1. What is communication?

Eibl-Eibesfeld/Senft start out with Buhler's (1934) modellardiguage, who tried to
represent the phenomenon of speech and the circumstianegich it usually occurs in
a model. (Eibl-Eibesfeld/Senft 1987, 5)

Gegenstande
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| I DR N N I B I |
LI TR R TR T T I T |
SRRRERRE
RN Darstaliung
RERREREE
. EEEEERER {SYMBOL)
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Figure 1: Karl Buhler’'s Organon model of language

The sign is situated at the centre of the model ahdstthree aspects. When it denotes
objects and concepts it gets the function of representand is considered symbol for
what it represents. When it is an utterance that cdroesthe sender it has the function
of expression and it is symptom of what is coming frown ¢ender. When the sign is

directed at the receiver it gets the function ofquest or an order for the receiver who
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RITUALISED COMMUNICATION

is then supposed to act upon this request. In that casggthés understood as a signal
for the receiver. (Eibl-Eibesfeld/Senft 1987, 6)

The sign can be spoken language but it does not necesdsardyto be. What is more
important is that the inventory of signs, be it languasieset signs or gestures, is
common to both the sender and the receiver. (Eibl-EElESenft 1987, 7)

On the basis of this model, Eibl-Eibesfeld/Senft (1987, 7)ndefiommunication as
follows: communication is making oneself understood, rmfag and transmitting
information about objects and concepts using sign syste as for example speech
signs (which function as symbols, symptoms and signald)ielhmcome from a sender
and are aimed at a receiver. Precondition for the&r <dommunication” — is a common

basis between sender and receiver.

2.2. What kinds of communication are there?

Eibl-Eibesfeld/Senft (1987, pp. 8) distinguish between verbal aon-verbal
communication. They then subdivide non-verbal commupicainto pheromonical,
tactile and visual communication.

Pheromonical signals are considered very likely to playrgrortant role in personal
intimate relationships where they function as tooiggtterm continuous signals.
Tactile communication functions through touch and boalytact, e.g. shaking hands,
kissing and so on.

Visual communication is expressed for example in cBtlewellery and ornaments,
through expressive movements, mimics, eye contact, gestuwdy posture or direction
and orientation of the body.

Gestures and body movements have been classifiedroy E&fs in Eibl-Eibesfeld/Senft
1987, pp. 38) according to their function or meaningiBIEEMS are symbolic
representations where the sign has one particular ngeaas for example telling
somebody off with your index finger stretched out uprightUSTRATORS are gestures
that accompany speech and are closely linked to the ¢omteinthe rhythm of the
spoken words. They can for example segment and accetieaterds or they signal
turn-taking rights. MNIPULATORS are gestures that do not have a particular meaning
but take away excitement, tension or nervousness bylslitiping something”. This
could for example be scratching your head or biting yourrliingernail.

Whereas for example emblematic gestures have beed toubhe culturally specific,
this is not the case for human mimic expression d®d been proven by Hjortsjo,

Ekman and Friesen. (as in Eibl-Eibesfeld/Senft 1987, 25)dbli rarely that you can
Wayne Rafferty and Sophie Salffner (2002) 4



RITUALISED COMMUNICATION

find culturally specific mimics like for example winkingittv one eye as a gesture for
secret companionship. Generally speaking however, most gestuow principally the
same pattern of behaviour and it is only the partic@alisations that sometimes differ.
(Eibl-Eibesfeld/Senft 1987, 33)

2.3. What is a ritual and what is ritualisation?

Biological behavioural science defines ritualisatioraashange of behavioural patterns
in order to generate signals. Following from that, aafits defined as a pattern of
behaviour which has been altered and thus ritualised inteigmal that serves

communication. The alterations can be simplificatexgggerated amplitude or extend
of the movement, rhythmic repetition, changes in threshold value that triggers the
reception of the signal or the combination of a nundfexsignals into one signal. (Eibl-

Eibesfeld/Senft 1987, 59)

Among other functions, rituals play an important rglgaranteeing and securing the
bonds in and the inner cohesion of a group, e.g. ritualsdioning down aggressions,
for starting a friendship or for establishing and keepingnélly terms, good

relationships and commitment towards somebody. (Eibdsfddd/Senft 1987, 75)

2.4. What is ritualised communication?

Combining the concept of “communication” and ‘“ritualieati, Eibl-Eibesfeld/Senft
(1987, 75) define ritualised communication as a form ofegjratbehaviour which

- increases the chance to predict behaviour

- serves to bind together and therefore also blocks aggnesw

- can ward off the danger of possibly up-coming problems wittensocial group

via communication by naming the danger and thus “putting thermgenda”

in a word — ritualised communication is comprised of verbdl @on-verbal utterances
which have special signalling functions which originaterfrritualisation.
Ritualised communication works as a safeguard mechanisimoge tareas of social
interaction where trouble can be expected, e.g. whee th@&eed for cooperation, when
there are conflicts or when there is competitiodneases critical situations of the
interaction and regulates disagreements becausensifiés the harmonising effects of
talks and speeches, it establishes and stabilises salat@ns, it channels and keeps on
a distance emotions, impulses and points of view. Conedygué& makes behaviour
predictable and also makes room for trying out things witlhawing to be worried
about possible sanctions. (Eibl-Eibesfeld/Senft 1987, 76)
Wayne Rafferty and Sophie Salffner (2002) 5



RITUALISED COMMUNICATION

2.5. On which levels does ritual communication occu r?

Eibl-Eibesfeld/Senft name three different levels otialised communication — the
everyday ritual (“Das Alltagliche”), the special ritufiDas Besondere”) and the
extraordinary ritual (“Das Aul3ergewdhnliche”). For evéayel they give examples of
particular rituals and describe them in detail.

Everyday rituals (Eibl-Eibesfeld/Senft 1987, pp.77) are for @@angreeting rituals,
which exist in the most diverse forms, then rituals dsking for, giving and taking
things, or rituals summarised as “phatic communion”, acept introduced by
Malinowski. (Malinowski 1936, 314 as in Eibl-Eibesfeld/Set#87, 103) According to
Malinowski, phatic communion is a form of communioatthat is characterised by an
exchange of words that do not convey meaning or ideasnieriely” fulfil a social
function by establishing bonds of personal union betweenIpewspbo have come
together because they simply seek companionship. (Malkiol@86, pp.314, as in
Eibl-Eibesfeld/Senft 1987, 103)

Special rituals are for example public speeches forgerdaaudience, jokes, songs and
verses that accompany games, ritual insulting, or maggc magical formulas. (Eibl-
Eibesfeld/Senft 1987, pp.104)

Examples which Eibl-Eibesfeld/Senft use to illustrateetkieaordinary ritual are a ritual
of the Medlpa people where young men and women meet to g§gow each other and
maybe even find a partner to marry. Also, they des¢hbgalm fruit celebration of the
Yanomami and the mourning ceremonies of the Trobriand pe@ple-Eibesfeld/Senft
1987, pp.113) Of course, the carnival in Germany and other cesimtauld also be an

extraordinary ritual.

2.6. Criticism and extension

Unfortunately, although this is very interesting, Eibl-Efe&Senft (1987) only
describe particular events to illustrate their levdlsitoialised communication. What
they do not do is to give information about the charaties of the individual levels
they propose. This makes it difficult to assign oneisrdcandidates” to a particular
group. Intuitively, this would not be too hard, scientifesearch however demands
more than points of view, it wants hard-boiled proof tontopinions into facts.
Therefore we suggest the following classification systehich has been set up on the
basis of the examples Eibl-Eibesfeld/Senft (1987) give:

Wayne Rafferty and Sophie Salffner (2002) 6



RITUALISED COMMUNICATION

Table 1: Features of levels of ritualised communication

Feature The Everyday The Special The Extraordinary
Occurrence very frequently less frequently much more rarely
time-wise

Occurrence part of everyday routine, often in a particular very institutionalised
framework- no special framework  framework (e.g.

wise introductory phrase

before telling a joke,
summoning people for a
public speech),
sometimes even
institutionalised (public

speeches)
People small number (two to a higher number or only  high number of people
involved few) particular “initiated” sometimes from a number
people (see magic) of communities
“Effort”, little effort, no little to quite some huge effort and lots of
preparation conceivable preparation preparation, conceivably preparation
needed more effort than everyday

Meaning increasing from everyday via special to extraordinary
attached to
it

Another point that possibly deserves consideration isElsfeld/Senft (1987) choice
of communication model as basis for their analysi®e Bkihler model which they use
includes the constituents of the sign, the sender, tedvie, objects and facts and the
functions of expression, appeal and representation. d@egribes the forms of
communication but is it enough to describe all the aspdwt contribute to the
ritualisation of the communication? What about the stnal context, the particular
people involved in the events, the internal structure @&vamt, the respective syntactic,
acoustic, motional, lexical, ... structures that playla amd are certainly being used to
construct the ritualisation? Eibl-Eibesfeld/Senft (1987, pp. 113-t#5jtion these In
their descriptions. They say that the events havaioeftinctions (finding a partner to
marry, making friends and keeping a friendship with a neghhbg village, ...) that

they take place at certain times (when parents invitenpatgartners, when the palm

! This table is the table originally given in the teraper. However, after writing another paper on a

similar topic, this table was reorganised. The new @Brsi included in the appendix.

Wayne Rafferty and Sophie Salffner (2002) 7



RITUALISED COMMUNICATION

fruits are ripe), ...) at certain places (the parentsises). A ritualised event can also
involve taking drugs, communication via giving objects or fasdigns of for example
the plan to marry a certain girl, or it involveseasilof discourse that regulate who is
allowed to talk or who is allowed to join in and how. &lese factors contribute to the
ritualisation format and without taking them into acdoutualised communication
would not have the same effect. Singing songs and dancingptess a woman might
be considered rude and totally inappropriate in a context titae the ritual, especially
when the community has high and strict decency standardsbag&ibesfeld/Senft
mention. Therefore, it does not seem justified todeawt these factors.

As the Buhler model cannot account for these compomérdsmmunication, another
model has to be found. The Jakobson model of the conatituactors of
communication can be interpreted in a way that it ol the factors mentioned.
Jakobson originally intended it to describe verbal comoation but soon his model

was also used for many non-verbal processes of commumcaioth 2000, 105)

CONTEXT (Reference)

MESSAGE

SENDER === === === - == === = RECIPIENT
CONTACT

CODE

Figure 2: The Jakobson model of communication

Jakobson extended Bihler's expressive aspect of the wlgoh denotes objects and
concepts, to make it an aspect which has a refereatiatibn and refers to the context
of the message. He does not limit this context toaddj@and concepts but instead
defines it as follows:

Um wirksam sein zu kénnen, bendétigt die Botschaft einend«bnauf den

sie sich bezieht (Referent in einer anderen, etwasgembierminologie).

Dieser Kontext muf3 dem Empfanger verstandlich sein und entweder
verbaler Art oder verbalisierbar sein. (N6th 2000, 105)

[i.e. in English: In order to have an effect, the messageires a context to
which it refers (a reference in a different, ratheguaterminology). This
context has to be comprehensible for the recipient and itohlae a verbal
context or must be expressible verbally.]

Wayne Rafferty and Sophie Salffner (2002) 8



RITUALISED COMMUNICATION

If the message is “This is a table.” the context Iatieely straightforward. It takes
some sort of a table or an image of a table thatsoperan refer to and that is it. But let
us consider ritualised communication as a rather largdevary complex sign just like
for example for text linguists a text is a complex wafit sign. This very complex sign
is situated in a particular context. As the sign iplex, the context it refers to is more
complex too and, for ritualised communication, can inclsdeational factors, the
people involved and so on. This complex context is uto@dsby the recipient, in this
case the participants in the ritualised communicatiarthermore, although the context
is not always verbal it can be put into words by saying kangle “The palm fruit
celebration takes places only at the time when tha fraits are ripe.”
As by now the constituent “message” is not limited tdbaécommunication anymore,
it can also include the communication through objectsEidl-Eibesfeld/Senft 1987,
116 — giving food to parents to show one’s intention torydneir daughter) or through
motion in for example dances — something that Eibl-Eild/Senft (1987) do not have
categories of communication for.
Finally, the respective syntactic, acoustic, motiotejcal structures contributing to
the ritualisation can be summarised in the categoricade” because they are extra
features of the message reflected in the code.
In conclusion, when ritualised communication is analye following points have to
be taken into consideration:
- the various modes of communication given by Eibl-EbleéSenft (1987), i.e.
tactile, visual, and verbal
- possible other modes of communication, e.g. through @hjgrough motion
- the features of the code that conveys the messapdpeverbal communication
syntactic, lexical, intonational or possibly others
- the situational context
- the people involved
- the placement in one of the three levels of risgalicommunication proposed by
Eibl-Eibesfeld/Senft (1987)

3. AFRICAN ORATURE

One context in which ritualised communication occurs fincAn communities i®RAL

LITERATURE or more precisely SRATURE'. Finding a precise definition for this term

Wayne Rafferty and Sophie Salffner (2002) 9



AFRICAN ORATURE

proved to be rather difficult, none of the major eslopaedias or lexica have an entry
for it. Therefore, the basis of the term as it &&d here is a characterisation of oral
literature given by Ahoua (Ahoua 2001). He states thatliteedture is the basic form
of all literature and functions as a multimodal and rfwlgtional system. Oral
literature consists of systematic conventional, sqciiled text components whose
structures and functions are organised in an open, linear aratdhmical system. The
system is considered open because structural and fuaslctianations are possible as
long as they occur within the framework of the macracstire. Because of the time-
wise organisation of the piece of literature it isrsas linear.

The following sections will give some central backgroundrimation on African
orature, explain the major concepts, the dynamics behmdtlze central motifs in

African story telling. Finally, it summarises the ritisit features of African orature.

3.1. Background information

First of all, in order not to misinterpret or to wronglydge orature (esp. in its
opposition to Western literature) it is important t@omreurocentric points of view on
African oratures. Instead, orature must be analysékinvihe parameters of African
cultural ideas (Knowles-Borishade 1991, 488), within its ormméwork (Mutere n.d.,
[1]). African orature is by no means inferior to Europétanary traditions. Quite on the
contrary, it has to be treated as classical, as Kaw®orishade shows with the
following list of its classical features:

1. African orature has a history which goes back toEdpgptian antiquity in terms
of oratorical format, styles and dynamics.

2. lIts tradition “conforms to particular African cultlir@xpectations” and is
considered standard and authorative. (Albarry 1990, as in kKseBorishade
1990, 448)

3. Its analysis is possible “in accordance with an apprewedrecognized set of
traditional standards” (Budge 1973, as in Knowles-Borishade 19&),

4. African orature is codified “in a relevant, artideld system that is congruent
with the actual phenomena”

(Knowles-Borishade 1990, 488)
Now why do stories get told in the first place? Oratuféls a much wider function
than just keeping people happy. Of course it enterthirtst also informs and instructs.
(Agatucci n.d.) It sets models for human and culturabb®ur (Scheub 1985, 2) and

establishes and reinforces social and political ordehinvitAfrican communities.
Wayne Rafferty and Sophie Salffner (2002) 10



AFRICAN ORATURE

(Mutere n.d., [2]) Thus it constitutes a medium for orgag, examining and
interpreting an audience’s experience in the preserttie(c1985, 2) In a word, orature
is meant to solve conflicts by negotiation and by sgttioral guidelines.

Agatucci adds to this that the tale as a central foforature serves important social
and ethical purposes and expresses the structures of meagehqgg,fthought and

expression of oral peoples. (Agatucci n.d.) She quotes ba&aovho put it like this:

The story itself is a primary form of the oral traditigmimary as a mode of
conveying culture, experience and values and as a means srittang
knowledge, wisdom, feelings and attitudes in oral societies.

(Obiechina 1993, as in Agatucci n.d.)

To be “entitled” to fulfil all these functions, stoeflers can rely on the authority of the
past and the ancestors because this is where storiebebeged to come from.
Therefore, oral art is considered to contain a residupast and cultural life and
wisdom. (Scheub 1985, 2)
However, this is not supposed to mean that oraturetis atad cannot change. Stories
are modified and adapted to suit changing values and soadiditions. Depending on
time, culture, place, regional style, performer andiena®, the same story may sound
very different, something that differs substantiallpnfr Western literal traditions.
(Agatucci n.d.)
African orature can be divided into three major genres:

1. the riddle and the lyric poem

2. the proverb

3. the tale, heroic poetry and the epic

(Scheub 1985, 2)
The genres are characterised formally, functionalty @mthe performance level by the
following points:
Formally, all three genres have in common a metapdlostructure. Within this
structure, they make use of images which reflect aspdctheo tradition of the
respective culture. The images are mythic and sometirmedaitastic. Understanding
and organising these images correctly is not easy, efipestzen there is many of
them and when they are complex. That is why childramlé organise simpler images
in for example tales so that they can set up a concepto@él and acquire a way of
thinking that helps them to comprehend more complex stéater on. In addition, the

metaphorical structure also helps the audience to kaeg of the story line as it

Wayne Rafferty and Sophie Salffner (2002) 11



AFRICAN ORATURE

controls this patterning of images and provides a “unifyingdstiag matrix”. (Scheub
1985, pp.2)

As orature sets models for human and cultural behavibufollows that it is
prescriptive rather than descriptive. Accordingly, historyhich appears in a
fragmentary form in heroic poetry and epic, is make & comment than a record.
(Scheub 1985, 2)

On the performance level, orature consists of threepiarable elements — (spoken)
word, music and dance. All elements are dependent on @hen and contribute
towards each other. This interdependence becomes clearthen African
conceptualisation of the relations between spoken wowudjc and dance. This concept
sees all three elements as different expressiondhefsame idea, which will be

explained in more detail in the next section.

3.2. Nommo

The central concept in African orature isMvo, the Word.

3.2.1. Origin of Nommo

Nommo is a term that comes from the African mythgldgommo is a deity “from the
Malian Dogon cosmology who was created by their Supremg, dd@mma, and
possesses the power to create by the spoken word” (Mutkrg8]). This spoken word
used by the deity has been regarded by African traditism@stevo-fold concept similar
to the Chinese Ying-Yang concept. On the one hand itmsasculine force of life, on
the other it requires a fertile matriarchal environmentts power of conception so that
the matriarchal environment can receive, actively nurtacegave ultimate passage to
the life generated by the Word. (Mutere n.d., [1])

3.2.2. Philosophical concept of Nommo

As a philosophical (and linguistic) term generally used to riesdfrican orature,
Nommo refers to the generative or procreative powénetpoken word. However, the
concept behind the term does not stop at that creatideatipn but goes beyond that.
It adds an aesthetic element by reasoning that, finstigtever is able to create is good
and, secondly, what is good is beautiful, too. Accordmiyltitere separating these two
senses of the concept of Nommo would mean negatingatitianal understanding of

the concept.
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Like its mythological counterpart, the linguistic tewhNommo unites in itself both
masculine and feminine forces in order to create anddbugood, as Mutere explains

in the following paragraph:

Nommo [...] brings otherwise dormant forces to life by aal @reative
principle that is similar to the one which governs the maseseed and its
generative power in the biological realm. And it is the fen@ncreative
forces and matriarchal environment that brings the Worduitidn. Both

masculine and feminine represent an opposite and complemergatipnal
force that explains and necessitates the other ancctiedlly informs the
structure and harmonious functioning of the universe. (Muteke|[])

This ties in with Knowles-Borishade, who also seesdahagacteristic of Nommo in that
it unifies and “gives birth to unifying images that bind peoptgether in an atmosphere
of harmony and power”. (Knowles-Borishade 1991, p.495)
As the idea of unifying already suggest, there are alwmayse people than only one
involved in the sending out of Nommo. The voice that sittee \WWord must never be on
its own, the presence and accompaniment of others igatdiy. This symbolises the
concept of the “ultimacy of the collective” and is digerooted in the African culture,
which also for example makes decisions only by agreemetiteo€ommunity rather
than by one person. (Knowles-Borishade 1991, 494)
Nommo is a very potent force, but its power can Bélenhanced, for example:
- by the improved character of the caller (morality, ootment, vision, skill)
- by the use of certain vocal techniques of the caller ¢fidbe spiritual moan,
halts, pauses, non-verbal utterances)
- when used in a ritualistic format
(Knowles-Borishade 1991, pp. 493)

3.2.3. Influences on Nommo

Nommo effects African orature on various levels aneiflected there, too.
- functionallyin the roles the various participants play in a stelljng event
- formallyin the various motifs and stylistic elements usedature
- modallyin the manners Nommo is expressed

- mediallyin the “transmitters” that express Nommo

3.2.3.1. Functionally — a constituent paradigm for African orature

Proper story telling involves five constituents: the cglliels chorus, spiritual entities,

Nommo, responders and spiritual harmony. (Knowles-Badsh1991, 490) The
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constellations of and the relations between the iddadi elements are given in the

following model (Knowles-Borishade 1991, 492):

N \\ Envetaping Atmosphere
of Harmamy and Unity

| Responders |

L

___._\_

.——_‘—\-\.

T B P —— f?l“ 'Uﬂ' $|J ritual J
{ . Harmony Enfiies |
/ /

Caller
-{+Charuﬁ'-

Figure 3: Paradigm of constituents in African Orature

Unfortunately, Knowles-Borishade does not make it exphtiether this model applies
to all genres of orature. For us “naive” Middle-Europeiairseems a lot of effort for
something as “little” as a riddle. Also, in the recogs we have of riddle telling no
invoking of spirits and establishing of a ritual format coloé seen.

TheCALLER is the “primary creative element” as “s/he initiatles speech ritual’” and it
is primarily him or her that sends out Nommao. As a ferrtflanction, it is him or her that
eventually presents solutions for the social and pdlipicablems addressed in the story.
Still, the caller is not only performing as a poet segaiut words but is also activating
spiritual and psychic powers in order to gain a higherl leffeonsciousness and then
establishes the ritualistic format (Knowles-Borishade 14991).

The cHORUs validates and bears witness to the Word sent ouhdyaller by calling
out short phrases such as “teach” or “that’s rigfitiis is one of the places where the
concept of “ultimacy of the collective” is reflecteéddause the voice that sent out the
Word is not a solitary one anymore. (Knowles-Borishb@i@l, 494)

The SPIRITUAL ENTITIES, who are made up of God, lesser deities, Holy Spmmtestors,

the spirits of the dead and the spirits of the unbddbit{ 1989, as in Knowles-
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Borishade 1991, 495), also witness the rhetorical event. dfortiie, they are seen as
judges and enablers of the process. (Knowles-Borishade, 495)

NomMMmoO contains the message delivered in the event, it hasadyl been explained
above in detail.

The RESPONDERS the “community who come to participate in the speeeknt”
(Knowles-Borishade 1991, 497) are seen as “secondary credtbey’judge the callers
utterances and then either accept or reject the messggading on the “perceived
morality and vision of the caller and the relevanchisfor her message”.

This interaction is a very complex system of vertlaécks and balances where both
caller/chorus and responders are critical to what #neysaying but contribute towards
each other and try to find a solution that satisfies(Klhowles-Borishade 1991, 498)
Agatucci adds to this that participating in and judging accsimgdl oral story telling
performances is regulated by sets of high aesthetic thichlestandards developed by
the traditional African societies. The audience fdede to interrupt performers (both
less-talented and respected ones) in order to “suggesbverpents” or to criticize.
(Agatucci n.d.) It seems very likely that these intdnsiles are part of a ritualistic
format.

SPIRITUAL HARMONY is the supraordinate objective of the event. It is kibsis for
moving or acting on solutions that are presented by thercaalidated by the chorus
and sanctioned by the responders. The solutions thermsateesecondary, what is
primary is harmony as it is the prerequisite for anyllan movement towards solutions.
(Knowles-Borishade 1991, 498)

It might look as though the fact that spiritual harmasgonsidered the supraordinate
objective is contradictive to the claim that the tcainconcept in African orature is
Nommo, the Word. Remembering the characteristics of N@rgiven by Knowles-
Borishade and Mutere, however, it becomes clear thatiois reflected here as well
as it works towards a “harmonious functioning of the univefstitere n.d., [1]) or an
“atmosphere of harmony and power” (Knowles-Borishade 1994).

In a word, as

the caller sends out

the chorus validates and witnesses

the spiritual entities witness, judge and enable

Nommo contains

the responders judge and accept or reject and
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- spiritual harmony is achieved through
the spoken word, Nommo is reflected in all the constiti@nd can be seen as the
binding element, the “super-glue” of African orature thaltlh together the people, the

poetry, and the passageways of African orature.

3.2.3.2. Formally — the motifs used in orature

According to Mutere there are various stylistic n®tised in African orature, which do
not occur coincidentally but reflect the conceptual bambgd and the understanding of
the world of the African people.
Mutere lists the following motifs:

- Call and response

- Kimoyo

- Masquerade

- The “Talking Drum”

- Kinetic Orality

- Jazz
Unfortunately, like Knowles-Borishade Mutere does notlarpexactly in which
genres of orature she has found these motifs. She lm@sver, say that they are parts

of the “oral-aesthetic” which she defines as

a term introduced by the author to distinguish in holigims the aesthetic
motifs, creative processes and cultural forms that ddrove the African
oral life-world cosmology (Mutere n.d., [8])

This and the examples she gives in her article suggestson a somewhat larger scale
than riddles, proverbs or even stories — she for instagfers to mourning ceremonies
and funerals. Furthermore, the events she mentides oélate to African American
communities, e.g. African American church sermons, naligerformances by James
Brown, Aretha Franklin or even Michael Jackson.

Still, all the motifs Mutere introduces will be explad. Whether all of them appear in
the actual story telling must be left open for now.

The CALL-AND-RESPONSEprinciple is seen as a reflection of the fundameptiaiciple

of the creation of the world, which, as we have sd®ve, came into existence through
the spoken word. Just like Nommo, the spoken word, thewediresponse principle is
understood as two-part system characterised by differdes pachich are united and
depend on each other. Call-and-response is therefonlyoa literary characteristic. It

has a strong spiritual basis and, moreover, serve<ial ganction. In the African
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communities it establishes and reinforces social andigadliorder and it passes this
way of “remaining order” through discourse on to the rgederation. Young people
learn the conscious interaction between the two siddgbe call-and-response motif,
which thus plays a crucial role in education and s@aabn. (Mutere n.d., [2])

KiMoyo, a Bantu term meaning “[language] of the spirit”, is aiftbat functions as a
kind of bridge-builder which brings together creator arehtion, spirit and flesh, the
spiritual world and the “real” world, and the past and gihesent. Kimoyo does so by
integrating speech, the Word and rhythm, which are allsa#&ins of Nommo, into the
oral-aesthetic order. Simultaneously, it gives primtacthe spirit, which is seen as the
generator of these audio and video representations offdofMutere n.d., [3])

MAsks are a powerful force in the performance of African omaturhey have a
metaphorical character and visually represent whathierwise invisible, e.g. a deity,
the spirit of an ancestor, a concept like death oaiadf character like strength. A mask
expresses Nommo through the dancer who wears it andl@d®not speak himself but
utters words and conveys messages form the supernatungl be the concept
represented by the mask. (Mutere n.d., [4])

Like a mask, the ALKING DRUM motif is also seen as a channel for Nommo (coming
from ancestral voices). The instrument can “talk” lbseain the oral-aesthetic event the
spirits of the ancestors find a residence place indthen. This allows the ancestors’
voices to be expressed via the drum rhythms. Still, niotsexclusively drums that can
become a temporary residence for a spirit. Musicatungtnts and even the body of a
dancer can take in a spirit and thus express Nommo throwgiic and dance. This
motif shows very clearly how spirit, word, rhythmusic and dance are connected to
each other in the African understanding.

On the whole the talking drum principle can be understasda communication
technique because musical instruments become co-creairsonveyors of Nommo.
(Mutere n.d., [5])

The motif of KNETIC ORALITY designates one surface form of Nommo and means that
Nommo as the generative power that constitutes $ifexpressed in some form of
physical movement. As a consequence, kinetic oralitglasely related to rhythm,
another surface form of the Word.

Kinetic orality exists in a continuum of the visual kioetthe oral kinetic and the
spiritual kinetic. Participants in the oral-aesthetient make use of visual kinetics,

such as dress, facial expression and body movementglimgl dance, in order to
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magnify the oral kinetic (of the word). The magnified wandreturn optimises the
“passage of the spiritual kinetics” (explained above ia®oko) and sets up a good
relationships and good understanding with the communitys ideéa matches with
Knowles-Borishade’s paradigm and the supraordinate olgeotiestablishing spiritual
harmony.

Kinetic orality is not a one-way process coming froma tallers/leaders only though.
The audience contributes to it as well and providegptmesorial accompaniment” by
calling out encouraging phrases like “tell the truth” orrhythmically clapping their
hands for example, which corresponds to the functitwes chorus takes over in
Knowles-Borishade’s paradigm. (Mutere n.d., [6])

The last motif Mutere mentions i8z¥, which she understands as a “mode of discourse
and mission that is subsequently achieved in musical penfmehaMutere claims that

even in the musical sense of the word

jazz remains consistent with the oral concept of Nomma asasculine
principle of conception and creation in the traditional Afticeense as
previously mentioned. (Mutere n.d., [7])

What is missing in her argumentation, however, is whigeefeminine principle in the
jazz motif is. As Mutere herself explains, Nommo ¢stssof two parts that cannot be
separated and not having a second part seems incongruemthaitshe said above.
Another aspect of the jazz motif is explained more wtdadably though. According to
Mutere, the motif of jazz is characterised by the aall-response mechanism. The
caller does not have to stick to a given text, s/heanipes and conceptually mediates
the present. The caller is supported by the chorus’s resgonbech draw from the
past, the ancestral memory, the familiar. The regmitbus set up a matrix which
steadies the whole process. Just like with Nommo pttiern consists of two parts, one

without the other could not exist. (Mutere n.d., [7])

3.2.3.3. Modally and medially - the ways and “transmitters” of Nommo

Nommo is expressed in various ways or modes. Modaldgfined by Gibbon et al. as

the way a communicating agent conveys information to a comationc
partner (human or machine). e.g. intonation, gaze, rgesiure, body
gestures, facial expressions. (Gibbon et al. 2000, 438)

It is difficult to separate the mode from the medithat transmits it because the one

more or less determines the other. A medium is definedillyon et al. as
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a physical device to capture input from or present feedbaek haman
communication partner. e.g. a microphone, keyboard, mouse,raame
text/image/video display, loudspeaker. (Gibbon et al. 2000, 436)

This is a very technical and “up-to-date” point of view. kkeé this, it would imply that
mediality only existed in technical and electronical syste However, as a
superordinate term for medium Gibbon et al. give “physilevice”. So, if the term
“medium” is extended to also cover “non-electronicaltruments of conveying input
or presenting feedback, it then can also take intoustarums, instruments or even the
human body as physical devices in a wider sense.
As a consequence, this part will look at both the moatdisations of Nommo and their
respective transmitters. Of course, in the chapterseatiesy modes and media used to
convey Nommo have already been mentioned, this pareftre is supposed to
summarise them.
In African oral performances Nommo is represented

- verbally

- visually

- motionally

- acoustically

Table 2: Modalities and media in African orature

Mode Medium Place in orature

Verbal human voice spoken word sent out by the caller
reply phrases from the chorus
comments from the responders
lyrics of the songs
words uttered by wearers of the mask

Visual masks from the spectators’ perspective:
dress facial expressions
human face gestures and other body movements
human body dance
Motional human body from the actors’ perspective:
gestures and other body movements
dance

responsorial accompaniment of the responders,
e.g. rocking rhythmically along with the tune,
stomping their feet, ...

Acoustic musical music
instruments drum rhythms
drums tunes of the songs
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Mode Medium Place in orature
human voice responsorial accompaniment of the responders,
human body e.g. clapping their hands or stomping their feet

3.3. Ritualisation in African orature

In the last sections, the concept of ritualised comnatioic and the traditions of
African orature have been introduced in detail. This péltnow link the two sections
and summarise where ritualised communication can be &pacAfrican orature and,
consequently, which points an analysis will have to tateeconsideration.

According to Eibl-Eibesfeld/Senft (1987), there are thrigferdnt levels of ritualised
communication — the everyday, the special and the eglirewy level. Any given piece
of African orature that constitutes ritualised commatian should fit into one of these
categories judging on the basis of the charactesisfithe individual levels given in the
introduction to ritualised communication.

Once the piece of orature to be looked at has begmnasdsto a certain level, it can be
analysed into further detail to see where exactly thalisation is located. For this
analysis we suggest the categorieBIRITUAL LEVEL, FUNCTIONAL LEVEL and
PERFORMANCELEVEL.

As ritualisation has been defined as “change of behavipattern in order to generate
signals” (Eibl-Eibesfeld/Senft 1987, 59), then strictly speakiegspiritual background
cannot be seen as ritualised because it is neithehaviberal pattern nor does it
generate signals. Despite of that, it is a fixed andghbasis for any African orature and
it sets the conceptual, philosophical and spiritual backgréami. Without this basis,
African orature would not have a source or origin. €fme, the SPIRITUAL
BACKGROUND is included as one characteristic in this grid for theuactinalysis
following later on.

Functionally, all orature has the sam®eAL: besides entertaining it is meant to educate
its audience in various realms of life in the communwihereas the content of the
actual lesson being taught depends on the riddle, provetbrgr the fact that it teaches
can be considered ritualised. The behavioural pattereliofig a story generates the
signal of a lesson to be learnt.

Ritualisation on the performance level is the motstgning part of African orature.

First of all, thesSITUATIONAL CONTEXT of a story telling performance can be a fixed one.

As proposed in the essay by Knowles-Borishade, it gontant to see who takes part in
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the event and which functions the people fulfil. Theatan in which the story telling
takes place, the time when it happens, the order in whichabple sit — all this can be
regulated by ritualisation.
Secondly, as the art of story telling is often pratasslised (Agatucci n.d.), there are
restrictions on theEOPLE INVOLVED as performers. In some communities, only the
oldest member or the chief priest can tell a myth &sat“solemn story” that deals with
the supernatural or deified human beings. (Finnigan 1976, @auskwusi 1997, 337)
To be able to handle the forces coming from the sup@alagxpressed in the word,
story tellers, who are sometimes called griots or hagdsthrough years of special
training and have to accomplish complex verbal, musicdlmaemory skills. (Agatucci
n.d.)
In the actual story telling situation, it could be ®BERUCTURE OF THE SESSION that
could have a ritualised format. It has to be investigatieether there is a certain order
of events that every story telling session follows it the individual elements in
that order are.
Typical VERBAL techniques o€EOMMUNICATION given by the various authors mentioned
before are
- the short phrases called out by the chorus which velitheg callers words, e.g.
“teach”, “that’s right” (Knowles-Borishade 1991, 494)
- the use of pauses by the caller (Knowles-Borishade ¥3R),
- the vocal techniques of the caller to enhance the poWwdre word (Knowles-
Borishade 1991, 497)
- the discourse rules for participation and judgementcobmplished oral story
telling performances (Agatucci n.d.)
Additionally, the verbal message can contain syntakdidcal, intonational, or other
structures that become part of the ritualistic chara@&nd last but not least, the lyrics
of the songs can be summarised in this category of Matpalised communication.
VISUAL COMMUNICATION is expressed via the ritualistic use of masks asagalhrough
the visual kinetics dress, facial expressions and bodyments including dance. The
latter also constitutes ritualisedoTIONAL COMMUNICATION when they are analysed
from the performer’s point of view.
ACOUSTIC ritual COMMUNICATION occurs as music, both sung tunes and played music,

in rhythmic sounds and drum rhythms and in the “responsomalngganiment” of an
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audience, e.g. when the audience is clapping their hargteraping their feet. (Mutere
n.d., [7])

Other contributions by the responders are less fixed bgutiers in terms of a certain
way of communicating, they could be anything visual, vedm@ustic or motional.

What is very important to bear in mind with this working gsidhat the ritualisation is
not necessarily in particular gestures, mimics, vaaaiiques, setting, etc. Rather, it is
the existence and the actual use of it that turns amawydremark into ritualised

communication.

4, ANNOTATION OF THE VIDEO
The video that is used here was recorded in March 2001 in Gniggealoa village in
the Divo region of the Céte d’lvoire. It was filmed omni-DV cassette by Dafydd
Gibbon as part of the recordings made for the DOBESJe&rdunded by VW-
Foundation. It shows a story from a story telling mesn the village (Corpus Ega
Contes 2001), the people who are taking part are villagetgtetler Gnaore Grogba
Marc and other people from the village, among others there Paul, Etienne and
Jeanette.
The video recording of the story telling has been annotagadking into account the
following points:

- phonological transcription

- French glossary

- structure of the session

- verbal elements

- visual/motional elements

- acoustic elements

- description of situational context (who, participasiting order, where, when)
As there are no native speakers of the language (antutture) at hand, the annotation
has to be done on the basis of “educated guesses”. Judgingvhat has been said in
the quoted literature, from what has been written irthkeretical part above and from
intuition, everything that seemed significant, strikargunusual has been marked. Some
of the labelled parts will be taken up again in the questioarallowing below and it
remains to be seen there whether they actually ¢totestelements of ritualisation or

not.
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The video has been labelled using the TASX-Annotator dewlbgeMilde (Milde
2002). This tool requires a video file, preferably in avi-farnand/or an audio file,
preferably in wav-format. The annotation itself thennisKXML. The result looks like

this:
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Figure 4: The video window of the TASX annotator
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Figure 5: The annotation window of the TASX annotator

To see the complete annotation import the followirgsfinto TASX and have a look!
video file
audio file

XML annotation

4.1. Phonological annotation/French glossary

The phonological annotation has been done in SAMPAsahdsed on the transcript of

a native speaker. He has not transcribed the songgveowhere are a few phrases
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missing and the utterances of the other speakers (chesmynders) have not been
transcribed either.
The glossary is an interlinear word-by-word translataonmd sometimes gives extra

information on the word, e.g. for the wasBsE

4.2. Session structure

As the rest of the annotation, this had to be donstively and on the basis of its form,
e.g. whether it is singing or speaking or something elsetedt-wise, the last spoken
part very likely contains a moral, more questions @ will follow in the questionnaire

below.

4.3. Verbal annotation

The phraseno waa(at 51s), which is followed by a pause and theslsE seems like
an introduction phrase.

The response phraskEsEis transcribed by the native speaker as “onomatopée pour
approuver les dires du conteur”. It usually occurs at tdeoéan utterance of the caller,
but also within an utterance when there seems to benth@f a sub-utterance. Also, it
sometimes turns up just before an utterance, this howeight just be a “late’SESE
when the caller was faster than the chorus.

The use of pauses is difficult to determine for non-easpeakers. They do not really
understand the content and do not know about the “nonmsal’of pauses and therefore
cannot judge whether an instance is a pause how it usuallysoin speech or whether
it is a pause that has a particular function. Thathg pauses have only been annotated
when it was a clear hesitation phenomenon.

Melody manipulations to emphasise or stress sometheglap precarious to annotate
but for a different reason. In tone languages, it iswsicertain whether there is stress or
intonation in the first place. Instead, tone is useohaok semantic differences in words
and what seems like an emphasis for speakers of naaeldoguages might actually
have a very different function. Changes in the intiomahave only infrequently been
described. Some, however, are very striking and, infeghgt coincide with particular
gestures, which is described in more detail below.

Finally, the tempo with which the storyteller speaksiesabut criteria like fast/slow
would again be very subjective and based on one’s owareldtperception, which

might not be valid or reliable in this context. As aagequence, annotating the tempo
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has been reduced to a few instances of very rapid anit kec particularly slow and
clear speech.

Cases where it is obvious that alterations in theevare being used by the speaker are
for example from 133s onwards. There, someone is beited kih his sleep and
accordingly the voice of the storyteller gets quieted he speaks more slowly with an
almost knowing tone of voice as if he was going to gway a secret and also did not
want to disturb the sleep of the protagonist.

Furthermore, some words in the story occur in an unmarlksdand then later on with

a marked pronunciation, e.g.:

Table 3: Verbal elements of ritualisation in the story

Word Meaning Unmarked pronunciation Marked pronunciation
sata maniere, at 157s, 211s, 286s at 257s
guand, comme rhyming withpata

rhythmic, melodic

pata piler (du at 176s at 257s
foutou) rhyming withsatg
rhythmic, melodic

tU~ trop at 91s, 149s, 167s, 171s, at 69s, 70s, 252s
175s prolonged vowel
VEII (i) regarde at 156s at 279s
emphasised

As far as the interaction between the participantslamdiscourse is concerned, there is
the response phras&sE which has been mentioned above already. Additiontiky,
chorus and the man from the group of the responders ake mamarks, utter sounds of
surprise and possibly ask questions (at 165s, 181s, 218s, 247s, 24987250282s,
293s, 297s). At one point the storyteller directly addredsesnan in the chorus with

his name and the man acknowledges that by humming agseeingl|

4.4. Visual annotation

The person who has mainly been annotated here is dhgedler, in addition to that

some of the movements of the chorus have beendabédtlo. This is firstly because the
camera is mainly on them and, in addition, the othetigg@ants do not change their
position much. The story teller’'s default positionitsirey upright on small chair, arms

resting on his knees, hands open, palms inwards, hisudawedttowards the audience.
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Starting from that, changes in body movements, gestoriesics of arms, hands, face,
eyes and upper body have been annotated. Lips and so afsaritie legs have been
left out, too, because either there was no significhanhge there or because the picture
was not detailed enough.

Other elements of visual communication suggested in tieear quoted above, e.g.
masks or features of dress, could not be found. At onet pgthen storyteller is
“reorganising” higpagnebut this looks as though this is just because it had sligtd
The annotation has been done by first naming the panedbfody, then classifying the
“volume” of the gesture, that is the spatial extentfothen optionally tempo and/or
direction and finally, if possible, the perceived functidnmovement. To abbreviate the

annotation, the following index system has been used:

Parts of the body Extent of the gestures
A arm L large gestures
Ar right arm M medium gestures
Al left arm S small gestures
Ab both arms

H hand

Hr right hand

HI left hand

Hb both hands

I index finger

F face

E eyes

B upper body

Like with the utterances in the verbal translatiort, exery instance of movement has
always been described, e.g. some movements of the eyaseohave been neglected.
Still, everything that seemed significant has been indude

Unfortunately, the camera moved and was focussing oareliff people during the

recording. Therefore, the visual elements could onlyrdoescribed and annotated when
the camera was in the right position and there are smarts of the recording missing in

the annotation.
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During the visual annotation, the following tendencies coeldliserved:

Often, the gestures start a split second before thelsmmlating to the gesture are
actually being pronounced. It looks as though the gestures raedpneparation time
to bring everything in the right position to start thetgesthan the words need to be
pronounced.

Sometimes loudness and high/low tempo in the voicecwsnwith the spatial extent
and the speed of gestures. At one point (~ 120s), thb p#es considerably and
surprisingly the right arm of the storyteller goes uhtag well.

Stress marking and putting an emphasis on a word is shteyetoo. As Ega is a tone
language and therefore does not use stress the wayleagkserman do, the relation
of the stroke of the gesture and the word it emphasigksiot always match our
expectations. Sometimes there is an upward stroke {wittlimax at the top) to mark
the emphasis (at 57s) and often the stress marking catcpmnts where it would not
have been expected.

The prolonged vowel itU~ repeatedly concurs with a quivering hand gesture (at 69s,
252s). This is not the case howeveflin(at 286s).

lllustrating and referring gestures occur as spatial refee e.g. for the Ega village
Ugbogotu. Here, the storyteller possibly indicates thiection to the village by his
gestures (at 96s, 123s). At 211s the caller marks the wayl asttiaking in its flight

with a gesture.

4.5. Acoustic annotation

The elements that could be found here were chanting bypé#nrgcipants and

occasionally the use of sounds like humming, littlessree onomatopoetic words.

4.6. Situational context

As the description of the situational context cannotdsggaed to a particular point of
time, a description is given here in plain text. For dretifustration, the situational
context tier in the annotation contains time indexegotraits of the people who are
participating in the story telling event. These people are
- theSTORYTELLER (the CALLER), who is the man wearing a stripy gneggne he
is sitting in the foreground on a little chair at thieléaon the right
- thecHoRus who is the man sitting on a chair wearing a hat@ngle clothes;

he is also sitting in the foreground on a chair atabée but on the very left
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- theRESPONDERswhich are made up of the older women and man who aresittin
on chairs at the table between the story teller haddsponder; they are taken to
be the responders because, unlike the other membdrs afidience, they join in
the singing

- the other members of tDIENCE, who are mainly children and young people
but also other older people; they are more in the backgranddby the sides
and, unlike the caller, chorus and responders, most ofdherstanding; they are
not actively involved in the story telling

The story telling session is taking place in the villageer a tree in front of a house.
The time the story was recorded is the afternoon. i§hmst the usual time to tell stories
however, normally stories are told at night but dudatk of electricity and light the

story telling had to be recorded at daytime.

5. ANALYSIS OF THE QUESTIONNAIRE

The questionnaire has been set up based firstly orteh&tlire discussed in the sections
above and secondly on the annotation. It was admamidtto the storyteller Gnaore
Grogba Marc and some of the other elders in March 2002 iguédougou, where the
video was recorded. The questions were asked in French asthted into Ega by an
interpreter, the answers were translated back intcchrérhe whole interview has been
recorded on DAT, the audio files are included as mp3 filethe appendix together
with a written free translation of the answers igtalish.

Like the annotation, the questionnaire looks at theowuarilevels of ritualisation
proposed above. Additionally, it aims at background in&drom that cannot be inferred
from the annotation and goes into more detail when riterviewee’s answers raise

further questions.
5.1. Discussion of the answers

5.1.1. Phonological annotation/French glossary

The spoken part of the story had been transcribed asdegldy the native speaker, the
songs however had not. Asked about the song, the steryald that it was in Dida
(the variety spoken in Lakota to be precise) and thatptiotagonist was Dida, too.
Originally, both the song and the text were in this lagguaut when the story had been

translated into Ega, the song had remained Dida. Tramglstories from one language

Wayne Rafferty and Sophie Salffner (2002) 28



ANALYSIS OF THE QUESTIONNAIRE

into another does not seem an unusual way of ciingl#hem and the storyteller knows
many stories and remembers and recognizes them by thgs. 3@ cannot always tell
exactly where a story comes from — he knows so nfanW, there are many in many
languages but, as he says, not so many in Ega.

Getting a translation of the song was rather difficliilseems the lyrics are somewhat
around those lines: “When the woman went to the villagéesf husband after the
“passage” it was silent no more sound, why should you pedpathe return when you
have already decided to kill her?” or “when the womad fone there was a silence
after her “passage” (death?) why do you prepare the fadeefovhen you have already
decided to kill her?” What seems clear though is thatéostain people it was decided

the woman would be killed but others did not know about that

5.1.2. Verbal and acoustic communication

The phrasano waa which mean®ne saysis one possible way of beginning a story.
Normally, a story starts witho waa meaning say. Mo waais used when the storyteller
has only known the story for a little while and has ambard about the incident it is
about, so it is like an equivalent fonce upon a timeHowever, once the storytellers
have known the story for some time they are tempiesgyno waainstead.

Literally translated, the resporsESE means! listen to youand it is meant to let the
speaker know that you are following his words and still distg to him. The response
is not restricted to Ega, it occurs in other languages, dnd seems to be a regional
phenomenon. It is meant to be used only in story telliigths also possible to say it in
other contexts. Then however, it is used with a diffieintention — it makes the person
who is talking stop because he realises that the diekshe is telling lies.

The prolonged vowel inU~: (at 69s, 70s, 252s) indicates a long duration, maybe for
work that will take very long. Like the use siEsE it is not typically Ega but a regional
characteristic and occurs for example in Dida. Otherds with prolonged vowels are
fi:, fe~: andvo~.

The repetition ofvivia (at 106s) is a matter of lexical distinction. The wmidla
pronounced once simply meattscut said repeatedly it meams cut in little bits to
chop something up

With the utteranceN, there was a misunderstanding which brought abouttaresting
fact. Originally, it had been the storyteller who hagkd it and who we had inquired
about but the answer given was on the use of the uteetgnthe chorus. Apparently,

the chorus has certain words with which he can exppge®weal and disapproval ulN
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is for disapproving and another word, sounding something |ike is used for
approving.
The soundblllll (at 211s) symbolises the noise of the flight of a biddere a various

sounds similar to this which differ depending on the sizd@bird they relate to.

5.1.3. Visual communication

The various gestures the storyteller makes with his handghe mimics of his face do
not have a particular significance or fixed meaning butespond to the actions and
emotions of the characters in the story. Dependingherstory, the storyteller might
“live” the story, make gestures and act out if somesrseiiprised or happy.

During the singing part, the storyteller made gestures ala®o# to direct the singing
of the audience. He himself says on the one hanchéhanly did that to pass the time,
on the other he claims that this helps the audiencantterstand the song better.
Considering that his gestures are rather systematicusde his right arm with larger
gestures for his parts and his left arm with smaller gestfar the chorus’s parts (see
introductory song) — it seems unlikely that the gesturirgpiacidental or unintentional
“moving-your-arms-around-a-bit” and instead follows maybe sobcious intrinsic
rules.

However, asked whether the directing was maybe negessdhe coordination and the
synchronisation of the story the story teller repltbdt the way he told it for the
linguists (with their camera) was different from whantells this story to the children.
With the children, he is more involved emotionally whendlks the story and for the
linguists he made it more lively for the recording. Thiswever, might also be a post-
hoc explanation of his own behaviour and does not quurekto his actual story telling
because in another recording session (March 2002) whenwhsr@o camera around
he gestured just as lively (if not more) and even stooa wpatk back and forth a bit.
(Corpus Ega Contes 2002)

5.1.4. Session structure

Not every story necessarily starts with a song. Someoddave one, with others the

song is left out to allow for a better understandinghef $tory and to not confuse the
audience. There are also stories about people’s foolstsesd there the songs are
simply there to entertain the audience, just for time f

Every story has a moral or an essence expressinghisestandard of the community.

The moral is usually addressed at a particular person sbuheiant to apply to
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everybody. The moral has to be interpreted in reidtiothe situation set up in the story.
Some morals are meant to make people think, others tg@tsome are supposed to
make a change in the character of a person, e.g. te makeedy person generous.
There is no distinction between general or specific mooa different morals for

different age groups. The only condition is to interghet moral depending on the
circumstances of the story. This could relate to theepatty of images mentioned by
Scheub (Scheub 1985, 6): people are supposed to detect pattbideas and arrange

them in order to understand the meaning and intention ctding.

5.1.5. Situational context

The time of the day in which stories are told is fixather strictly. They must be told
either in the evening or at night (after all the worklage). If somebody tells a story at
daytime, the punishment is rather gruesome — it is saidthbatthis person’s parents
are going to die. All the same, the place where stanegold is a free choice, also there
is no special sitting order, everybody sits wherekiey tvant to, which is usually where

friends are sitting already.

5.1.6. Peopleinvolved in the story telling/discourse rules

Unlike in the proposal for a paradigm for African staeyling, which involved five
constituents, the Ega only need two people to tellry stthe one who actually tells the
story and the one who listens to it.

There is no particular “dress code” for story tellansl it is not possible to tell by the
clothes, ornaments or jewellery who is going to be Hmctv role (i.e. story teller,
chorus, responders). Usually, the roles change throughsession anyway and it is
everybody’s turn to tell a story at one point. Againsomeone fails to do so, the
punishment is frightening — this time something bad is going ppdrato the mother:
“sa mere va blanchir”. However, if someone does not kaatory well, this person is
well advised not to tell it at all, otherwise anotlmalheur” will happen.

But what happens if someone does not behave the wagxpected or takes on another
function in the story telling session? It seems thatybody who takes part in the story
telling knows very well what to do and what is expectelim or her. It may have been
hard for the interviewee to imagine that someone nhgiiave differently and at first
he did not understand the intention of the questiorerAfthad been reformulated and
repeated, the storyteller replied that when someonemiesaysEsEthis is taken as a

sign that he or she is not listening. Then the stieytean remind the sEsE-person to
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listen, which is what happened in the March 2002 recordirgiosesl hen, the person in
the chorus must have been so fascinated by the storghbabrgot to sagEsEand
after a while the story teller was so irritated by thist he interrupted his story, turned
towards her and let off a cascade of words and allwiaat understandable for non-
natives was the occasional frustrastesE When he had finished and picked up his
story again and the chorus person actually segEthe storyteller, quite relieved, said
voila and carried on with this story.

If after a “reminder” the sEsE-person still fails tepend, the storyteller can choose a
different person to take on this role. There can neeembre that one person to say
sEsEthough and most of the time the person who startsbeilhe chorus all the way
through the story.

There is still a relation between the storytelled ahe chorus, however. Although the
storyteller will not verbally signal the chorus whém utter hissEsE the chorus
nevertheless can tell by the body movements of thgtstler and by his hands when to
say sEsE Still, it stays the chorus’s responsibility not tordet his utterance, the

storyteller is not obliged to signal the sEsE-person.

5.1.7. Performance

As it has been said before, the storyteller uses gesstaoract out the character in the
story. This acting influences other levels of the perforoe as well so that for example
the voice is adapted to fit the character and imitateohiher personality. Furthermore,
the register and choice of words may be affected #isd@pending on where the story
takes place, e.g. a priest in church is spoken with ensoloice and the appropriate
words.

At the point of performance, different storytellesncgive the story their “personal
style” by rendering it in a unique way. As long as ttogysstill contains the same moral

this is accepted and seems to be the usual case.

5.1.8. Spiritual and conceptual background

Questions aiming at the conceptual and spiritual backgroustbof telling in general
were rather tricky. There were answers of course buthe ones that would have been
expected after studying the literature. Whereas the arsciggested that stories come
from the spiritual realm of the ancestors and tleeeethe ancestors are the authors, too,
the storyteller had a more pragmatic approach to theliqnesf authorship. According

to him, the real author of a story is neither a spwit & spirit through the medium of a
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person but the storyteller himself. This means that atwhile it can become difficult
to determine the “first” author and a story that onesgerhas told first may later be told
to him again as someone else’s story.

Content-wise all stories are based on real occueserithe first person to come across
an incidence that suits to make a story makes it up asdttellhen it gets passed on to
others and the important thing is that the essence -oital m is maintained. The fact
that none of the stories was simply made up seemsimpigrtant to the story teller, he
stressed that again and said that he only told true stami@ although sometimes he has
not been there to see it for himself it is still @etstory.

The closest the answers got to the spiritual realm wi@sn the storyteller said he
needed inspiration to tell a story, that inspiratiaa to be there otherwise there would
not be any emotions. It remains open though where thigatigm might come from.
Concluding from the literature, it is very likely thaetbrigin is the spiritual world and
the spirits of the ancestors. Nonetheless this babeen said directly.

A story and an account of something that happened in anaollage apparently do not
differ in terms of spiritual presence either. The dédfeces the storyteller named are
firstly that a story is always something that happenemhg@ fime ago and secondly that
the story always contains a moral. If it is an accdbatincidence has happened only
lately and can maybe become a story in ten or twgsdys but not before that. Thirdly,
the style of telling is different from telling a stonyiving an account can be compared
to telling facts for example.

Also, at least on the surface, it does not look asgh learning to tell stories involves
learning how to deal with spirits and their power. la Bga community, the storyteller
calls two boys to him every night and tells them aystafterwards, they tell him either
the same story or another one and the storytelleenisto them. If they forget
something the storyteller corrects them and theytpeantil they do not forget
anything anymore. Learning therefore is listening, repeating @ind borrected and the
storyteller’s function is to show them how to thk story better. This is not supposed to
play down the importance and the meaning of the tradibibcourse. Whatever the
content of the learning may be, the elements of rgatiin are clearly visible: again a
fixed set of persons, a fixed place, fixed rules on hovoti, é fixed purpose.

As mentioned above, there are links between the wtitdsnovements and the singing,
e.g. when a song belongs to a story or when thergemteires to portray a character’'s

actions and emotions. In addition, though not in theystmmalysed here, there
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sometimes are dance and the use of drums. Dance oitharsahen the main character
dances — then the storyteller has to dance, too. In o#lsess, the story requires a dance
and as soon as there is dance drums are obligatorpulfdgnce then, it is to get
inspiration, not for acting reasons. This means thatemawit in dance and drum

rhythms are closely linked and cannot be separated.
5.2. Potential problems with the questionnaire

5.2.1. Problem of truthful answers

The storyteller claims he only did the gestures forcdmmera because he knew he was
being recorded. However, as said above in a differeny sétling session without
cameras he gestured just as much. Therefore it seermgesheing is part of the story

telling despite what he claims in his answer.

5.2.2. Problem of meta view

The questions are based on the literature quoted in this pagern the annotation of
the video. Both sources have a scientific “meta” chiarathey talk about orature and
analyse it from a linguistic, literary or other poirft\vaew. The interviewees are not
used to this way of thinking and might not understand or rdenstand the focus or the
intention of the questions. One way to solve this probierno make the questions
comprehensible for non-linguists as well, another ieformulate the questions when it

becomes clear that problems occur.

5.2.3. Problem of translation

The questionnaire has been set up in English. Then theansebad to be translated
into French and then into Ega. Obviously, the answers hiael to be translated back
from Ega into French into English. It is possible tthating this process information got
lost, was translated wrongly, was misunderstood andnsdfdhe researchers spoke
Ega, there would not be a problem, obviously this is notése though and therefore

this risk has to be taken.

6. FEATURES OF RITUALISATION IN THE ANALYSED STORY

In section 3.3, a proposal has been made for a grichéoamalysis of ritualisation in

African orature. This chapter now aims at filling thisdgwith the information collected
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in the analysis of the video and the questionnaire andioimg this, summarising the

ritualistic features of African orature which occurhstparticular story.

6.1. Level of ritualised communication

In the model given by Eibl-Eibesfeld/Senft, the story tealse placed in the category of
special ritual communication.

It is comparable to public speeches, jokes or songs asésvaccompanying games,
which are examples of special ritual communication giwekibl-Eibesfeld/Sentt.
Stories occur less frequently that for example greettngls and more frequently than
celebrations like the ones Eibl-Eibesfeld/Senft mentas extraordinary ritual
communication. Stories take place in a particular éaork — at least two people have
to gather at a certain time, there is some sorttodduction (song, phrase, ...) and there
are fixed discourse rules (response phrase, phrasegppooval/disapproval, ...). The
number of people involved varies between two and a crd\pdaple, as it was the case
with the story analysed here. A story telling sessiguires some preparation as people
have to gather and inspiration has to be found. For stonies, there is also a need for
drums on order to dance and thus get inspiration. Thaingeattached to story telling

is to entertain, to teach and to change things or peopleddetter.

6.2. Spiritual, functional and performance level

On the spiritual level, the conceptual, spiritual andogbiphical background constitutes
the framework and basis for the ritualisation. Unfortalyat both video and
guestionnaire did not reveal all that much informationuabbbis background. Nothing
relating to the spiritual realm was ever mentioneceally, what was brought up,
however, was the need for inspiration and the ratbeers punishments for wrong
behaviour. These concepts could possibly be traced bablk tafluence of spirits but
this has not been verified by the interviewees.

Functionally, the aim of story telling is to teach arai, to entertain and to bring about
a change in the character of a person. The varicaas atory telling covers (possibly
social, political, educational, to control, ...) have narbenentioned.

As well as the aims, another point should be addeldisatevel. It is not related to the
function of story telling but is also situated in betw#sn spiritual and the performance
level. This point is also fixed and explains how toretar tell stories, which is by being
called to an accomplished storyteller, listening to tasiess and telling him stories until,
after surely much correction, they have been told teahisfaction of the storyteller.
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As this medium level now contains not only the functib seems sensible to adapt the
analysis grid so that it will also include this new paoattich has not been thought of
before. We therefore suggest to join the two tiers aftsal and functional level to
make a new level calledULTURAL BACKGROUND which summarises the three aspects
of spiritual basis, aims and passing on the traditions.

On the performance level, the situational contextEga story telling is characterised
like this: It takes at least two people to tell a stergne to tell it and the other to listen
and to respond witBESE Of course, it is also possible for more people tenaktbut
then only one is allowed to respond weBsE Story telling can take place anywhere
but only in the evening or at night. There is no particaidng order, everybody sits
wherever they want to, which is usually with their rfids.

There are no strict restrictions on who is alloweddll a story. The only condition is
that the person knows the story well.

In the actual story telling, the session is structusefbbows: first there is a little pause,
then a chant begins. The first spoken part if the stomitisted with an introductory
phrase, then spoken and sung parts follow in turns. Tdrg ehds with a moral and
finally the listeners thank the storyteller by saymygka

Ritualised verbal features of the communication include ithroductory phraseno
waa which can alternatively be replaced by waa The chorus replies at regular
intervals with the response phradesE other fixed expressions the chorus can employ
are for example utterances to express approval and disapprauN is used for
disapproving and another word, sounding something Ilteis used for approving.
Also, the chorus and the responders can contribute tcsttrg telling and make
remarks, utter sounds of surprise and ask questions. The wsdle alterations in his
voice and speech, e.g. some words are said with a kpemmanciation or emphasis, he
uses onomatopoetic words, unusual repeated word formsoatswwvith extremely
prolonged vowels. What is more difficult to determine @&he use of pauses and
melody, tempo and volume manipulations. Still, these pimena do occur and they
seem to be used intentionally as they coincide with otfeans of expressing emphasis,
e.g. mimics and gestures.

Visual motifs such as masks or features of dress cotlldenfound. There is, however,
extensive use of gestures, mimics and body movementyaioous purposes: to
emphasise and underline spoken words, to illustrateféo te portray a character and

his or her actions, possibly to direct singing parts.gestures or movements with a
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preset meaning could be found, instead the gestures, mimicdoalyd movements
depend on the story and its content. In other storiesg timay also be dance or for
example walking around, this is not the case, howewehe story analysed here.
Acoustic communication occurs as singing, use of onoroat@pwords, use of sounds
like humming and contributions like little cries of farstance surprise. According to
the interviewee, there sometimes is need to play tmsltoo but this depends on the
story and whether it requires drum rhythms.

The hypothesis that ritualisation does not necessaohsist of particular gestures,
mimics, vocal techniques and so on with a predeterminedingeaeems to prove right.
Instead, there is use of various different feature$ tlmanot have a meaning by
themselves but are assigned a meaning when they are ubedritualised context of a

story telling session.

7. CONCLUSION

The aim of this paper was to annotate and to describelisétion and ritualised
communication in African story telling by using a storynfrdhe Ega people as an
example.

To supply the background, we introduced Eibl-Eibesfeld/Senft’sk veor ritualised
communication. Their ideas were explained and criticesed, as a consequence, we
extended their model on the basis of Jakobson's maxfelcommunication
demonstrating that this would allow including more featuedsvant to the description
of ritualisation and ritualised communication.

Secondly, we reviewed the literature on African oraturé set the different approaches
(literary, historical, anthropological, linguistic, ...) darfindings in relation to each
other.

On the basis of this, we set up a grid for the analysigtualised communication in
African story telling, which proved to be a very usemdlaeliable tool. Still, it had to
be adapted in one point where we joined two levels olysisato make one more
general category which now contains all background infdomatot directly related to
the actual performance.

The following application of the analysis grid to anuattstory telling session consisted
of two parts - an annotation of a video recording of aystelling session and a

guestionnaire. The annotation raised further questions sotbabught up interesting
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facts which we both included into the questionnaire. Thevenssto the questions were
then discussed and interpreted.

Finally, the outcome of the annotation and the questiomneas set in relation to the
theoretical findings on ritualisation and ritualised cammation. As a result, the last
section now gives a summary and an overview of thaurfeatof ritualisation and
ritualised communication which occur in this particulaorgt and which were
additionally pointed out by the interviewees.

Some difficulties occurred with the annotation sino@-native speakers as annotators
do not have native speakers’ competences in explainingcyar incidences.
Therefore, the annotation often had to rely on “ecectguesses” which were, however,
taken up again in the questionnaire.

The questionnaire itself also involved potential problems kvhi@re discussed in
section 5.2.

What has not yet been answered properly is the quedtitwe gpiritual background of
story telling since only little information on this haseln revealed.

In the future, it would be interesting to go through @immotation again with a native
speaker who understands the gestures and the mimicsd®dteriho can interpret them
in their relation to the spoken words and in terms of tligianing. This would help to
classify the gestures and possibly to distinguish betwsehlems, illustrators and
manipulators which then could be the basis for a gesdliatienary of the language. To
do this, of course other sources such as other storiestlagdfields of communication,
e.g. discussions, explanations or conversations, would tabe taken into account,
too.

Furthermore, the relation between emphasis or strgssntonation is rather striking. It
seems to differ from European languages for exampleeirdigtribution and direction
of the strokes of the gestures and often went againgtralo-European) expectations.
As there apparently is a fine distinction between thenmatopoetic words for the
individual birds and also other animals, it seems promisirgjicit and document more
of these words. Not only are they fascinating to listen they can also enable
researchers to draw conclusions as to how the peaplerganised and live, e.g. maybe
as gatherers and hunters, which would explain the neethdse words in order to

communicate in the forest without disturbing and warning thatiential bag.
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In a word, there is still enough work to do to justifyother warm night full of story

telling 4° north of the equator...
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The appendix includes
- acomplete IPA-transcript of the Ega story
- free translations of the story into French and EBhgl
- the questionnaire in written form

- afree translation of answers to the questionnaire

Additionally, the appendix contains
- the mp3 files of the recording of theestionnaireand theanswers
- thevideo file of the recording of the story
- theaudio file

- thexml annotation file

Finally, there is the new version of Table 1, p. 9, whias concerned with the features

of the levels of ritualised communication proposed by-Eibkesfeld/Senft (1987).
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9.1. The Ega story

9.1.1. IPA transcript of the story in Ega

mo waa esuekpe té 1f xeli inlf gwe kd ni dtd pO ji dgbr md 5npd md séa
1i wd fna kd 1f ko abd kd 1f kb abs fugwene 1i k5 mi 4gd 5pd md ji klibia
td o si€ t0 kd ésuekpe té 1 nré aputé ésuekpe mé o6 nré kd 15 gandwad

— z

ggbr doe ajf 1 wlixe opd tda > wla 1f wld ji séa If kd waji igd a kd n

(@

ond nd k3 wd 5td md 4gd nd wawa mi 4lofé nd siewa"td a ni st té€ dwi
esuekpe té 5> wla If wld ji a 4ji xia inu gd 4ji xia ekld kd 11 did jf 1sd a
alt di> abud jdxd ugbogoty dnigbi jia ofi uwé 1f mo &gbi fue &gbr md imf
11 fue séa md 5pd md 5 kdwa abd ma séa jia 515kdldkd gbt md 1& déa ji

sU fjafont séa sd 15 siewa dkpdwa 1gd imd in1 1deji ind tu 46U esuekpe mé

(74

t

(74

séa kala mdjixaji edobu md mo kd jia fétrT dmd xia yr td nd séa ni

wawa 1dd md esuekpe mé 1f dé U gld mé uwe jdx3d ugbogott kd I Jixa

=
N

kd Tt wa ndtd mdjia abd abud ofi té séa ind opumoe jingdb Ind nd k3

(@4

s3s5 kd nd siewa fi kd do d6 lemddjimdekina abd la wa 1fetrt td p
oluwo éfue ndtd a idd mé séa mo wala trdobr ati apdkpsd 10gd td sa ma
waji édobu €jfa md aputé 13 ali di edeti séa jia 0gddogodd gbi td dé Ovan
O td tO0 15 ali bu ji su dé¢ lo mami k3 nd moOka na kd 1 pg amadu T1jad
mokd véll véll satd 5 kd dwe j& 43on1 15 k3 nd mdka ma {jg xia imlandjr

efa o5sf td 15 alf buji sudé esuekpe té dé abd Ii nimo jie kd 1i vivia

<
—
<
—
o
=]
%
—

j1 to apdkpd 10go td mo 1 dé gjefi tO endkpékpa séa 1ji d mo kil
bidy asd td td a mO 1> pdtd bleséa igwe I suxa séa €jro 1f bwee Tnada la

ala nia ofi té jia 1fétri gukpa moOde sé¢ endkpékpatd wd kd 1i gali ot€ ant

abu dgagast ologbd 13 endkpékpa td satd 1f td xa td 1gd If td xd nd pia x&
JIdwi axd dgagast xia dbd nraajr td wdgba wa dni o atond 13
ogbdny gbd 4ni nU atonue kd endkpékpata td ali mi ali galt

[chant]

dpu dnigbr jia ofi 15 nd cd md xd iwli té dpt m0O 4jf 5 wia xd xd dnigbr a
ofi wa wlaa x4 xia efi dolété 15 én1 nb wla nd a pol 1gd 1ma td pdtd mo
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151 tu ésuekpe té 1i d1d édefi jogbakuma 15 kwene Uvatb papa dpu enimd
gy wlose mo sdtd pdtd g1 gjiwa dkpiwa kd wd wlo dgekpOsi md nia 4
mi dwe mO mO mO Ovand td tO séa nuawle td nd séa mo baji €kape
kapin md Kla uxlukpt diana dweé séa mo wla egbi ati kd dpand jro
éniudegbe éfisé 1e ded mi sO s& ofi té okwe ido 1lf a 1gd tmd nd séa Ini
n0 MmO véll kd mO 60 moO 5si 1f da {j¢ fit kala mo pO ji dgbr md ix3 td
mo pO ji ifi té a kd isatdfit kd dli prexeé 14 jrénele kd no dée€ nie ekd a

flene dmu Ie afi mofda~ibeté wli té€ att mofda apt mo pO la 3si ifi dgbi a

ni a

9.1.2. Free Translation of the Ega story into French

On dit qu’il y avait une jeune fille qui avait cinq anslis?son Pere lui donna un mari.
C’était un homme qui tuait beaucoup de gibiers et faisaisipla ses beaux-parents. Il
leur construisit des maisons. Cet homme s’est beaucigEégaour ses beaux-parents.
Mais quand la jeune fille atteint la puberté, elle nelwgas de 'homme qui lui était
pourtant promis. Elle ne faisait que I'injurier quand celului rappelait tout ce qu'il
avait fait pour ses parents. Pour ne plus le rencordrggune fille décida de quitter le
village pour un autre village Ega (Ugbogotu). La-Bas, ellauépain homme riche. Le
jour du mariage, une féte fut organisée. Ce jour-la, le éeta fille tua des boeufs. On
fit piler du foutou dans des mortiers qui résonnaient;quuiisfallait donner a manger
pour le mariage de la jeune fille. Mécontent de cetts flhomme a qui cette jeune fille
était promise décida de se venger. Ainsi, lorsque la jéllmeoulu se rendre dans le
village de son époux, 'lhomme décida d’aller lui barresHemin, armé du couteau que
le pere de cette derniere s’était servi pour tuer les bdemfsque, chemin faisant, elle
le rencontra, elle voulut I'éviter. Mais celui-ci exigga’elle lui dise bonjour. Elle
l'injuria et cracha sur lui de surcroit. Il insista malle n'obtempéra pas. Comme elle
refusa de lui dire bonjour malgré son insistance et lgured voulut pas s’excuser pour
ce gu’elle venait de faire, il lui dit qu’elle vivait-les derniers jours. Il s'empara donc
du couteau, 'assoma avec puis se mis a la découper. &uksst mortiers arrétérent de
retentir et le jeune homme su que la jeune fille vad@itnourir. Un oiseau vint se laver
dans le sang de la jeune victime.

Sur un arbre, chantait un oiseau. Une vieille femme congnhessage et alerta la
foule. On ne fit pas attention a qu’elle disait eg¢ dllt injurier. Mais le fils du riche dit

avoir lui aussi entendu le chant de l'oiseau. Lui afusshjurié a son tour. Mais comme
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il faisait tard et que la jeune fille tardait a rentid®ux garcons allerent a sa rencontre.
lls découvrirent, chemin faisant, le corps décapité dgeume fille. Stupéfaits, ils
pousserent des cris de sorte que depuis le village, on peesahtendre. Aussitot les
tambours cesséerent de retentir. Les femmes arrétdegpiler le foutou. On n’eut plus
le temps de manger les boeufs. C’était partout la eoraion. On ne s’en revenait pas.
On venait d'apprendre que la jeune fille était morte.

C’est depuis ce temps qu'on a décidé de ne plus donner eagename fille des
'enfance. Parce que, celui a qui elle promis s’effadeeplaire a ses futurs beaux-
parents. Mais quand la jeune fille atteint la pubeiié, refuse d’épouser ce dernier qui

avait pourtant tout fait pour ses parents. C’est le thngremier chant.

9.1.3. Free Translation of the Ega story into English

Once upon a time there was a young girl and she wag/dizes old when her father
gave her a husband. It was a man who killed many anemalde pleased his parents-
in-law. He built them houses. He was making a greattefido his parents. But when
the young woman reached puberty she didn’t want thegharwas promised to. She
only insulted him when he reminded her of all that he hate dor his parents. The
young woman decided to go to another Ega village (Ugbogatupat she wouldn’t
meet. There she married a rich man. On the day theyeaha party was organised. On
this day, the father of the woman killed some cattle.made foutou in the pounding
pots which was rather loud until it was time to eat & young woman wedding.
Unhappy about the wedding, the man who the woman had beeispd to decided to
take revenge. So when the young woman wanted to ge talldge of her husband the
man decided to block her way armed with a knife that &vef had given to kill the
cattle. When she met him on her way she wanted to @wmdBut the man demanded
that she said hello to him. She insulted him and spatngttbio. He insisted but she
didn’t want to. When she refused to say hello desditeiinsistance and when she
didn’t want to say sorry for what she had done he tealebr that she had lived there her
last days. So he took the knife, knocked her down and dtrteut her to pieces. As
soon as the sound of the pounding pots stopped the mantkaethe young woman
was going to die. A bird came and washed himself in the bttt young victim.

On a tree, a bird sang. An old woman understood the measddeld the crowd. They
didn’t pay attention to what she was saying and that medewear. But the son of the
rich man said tha he had also heard the song of the hirthan it was his turn to be

insulted. But when it got late and the young woman wastVeo boys went to meet her.
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On their way they found the decaptivated body of thengowoman. Shocked they
screamed so much that they could hear them in thegeillnstantly the drummers
stopped playing the drums and the women stopped making foutowe Whe no more
time to eat the beef. There was consternation elese. They didn’t go back and they
started to understand that the young woman was dead.

Since then it has been decided not to marry a woman st is still a child. This is
because the one she has been promised to makes rcefitease his future parents-
in-law. But when the young girl reaches puberty she esftise man who has done all

this for his parents after all. This is the essenclefitst chant.
9.2. The questionnaire

9.2.1. Questions

Words and phrases

- Is/mo waa/ the typical introduction to a story?

- Is there a literal translation of the /SEsSE/ regpof the second speaker? If yes,
what is it?

- The phrase /klib<la t6 Osla td/ has remarkably longlsesi vowels. What does
that mean and why are the vowels so long?

- In the phrase /vivla vivia vivla/ the same wordraedo be repeated three times
and the phrase is stressed very much by the speaker hsWisl is this
pronounced that way and what does it mean/express?

- After one of the chants the speaker says somethingalikery high and long
/uN/. What is the explanation for this and why does hthdt?

- At one point the speaker does a probably onomatoplilaial trill. What does
this stand for? Could it be a stilistic/poetic elentdat he is using?

Mimics and gestures

- The story teller makes various gestures with his haagss and his face. Do
they have a particular significance?

- When there is singing it looks as though the stotgrtelas directing the singing
of the audience is that so?

- When he directs songs, is that necessary for therdmation and the
synchronisation for of the story?

Structure of the tale

- What parts or components does the tale consist of?
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In what order do the parts occur?

Content of the tale

What is the moral of this story?
Do all stories have morals? Why (not)?

Where does the story come from? Who makes it up?

Function of the tale

Why do you tell stories like this? For what purpose(s)?

Setting

When do you tell stories like that?

When would you definitely not tell a story?

Where do you tell stories like this? Where wouldn’t3ou

Where and in what order do the people usually sit? Wdmedlein what positions
wouldn’t they sit?

Do the people always sit in the same positions?

How do they know where to sit?

People involved

Which people (or roles) do you need to be able tatstbry?

What functions (or “duties”) and rights do the individu@es have?

Who is allowed to be in which role and why? Is thengthing in their clothing
or “jewellery” that indicates that?

Who choses who is going to be the narrator, resppoberus?

How do you learn to be / How do you become a steltgr, responder, chorus
person, ...?

What would happen if somebody didn't behave the whg & expected, e.g.
takes on another role in the first place or doesrtiae in accordance with the
given role during the tale (role-switching?)?

How do people know what they are expected to do in tbke?

How does the responder know when to react (e.g tesEmE/)?

How does the chorus know when to react (e.g. jowmith the singing)?

Do both get signs from the caller, do they react wkienthey want to or is it an

“‘unspoken” rule in the discourse?

Performance of the tale
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The voice of the narrator, is it always like tlat does he use his voice in a
special way here? Is this his “everyday” pronunciatioth iatonation or is there
any “art” in his voice?

Providing other people know and tell this story too, hovihdy tell this story?
Any different? If yes, what is different (and which tey like better)?

Spiritual background

9.2.2.

Are there any spirits involved in the story telling?

How are the spirits involved?

Do the spirits have anything to do with the words egtories?

What powers does “the word” have? What are its chanatics?

What makes a tale different from a normal conversate.g. somebody telling
somebody else about what happened in another village€ {®rdon’t only
mean the obvious singing and dancing but what else makes maybe the
Spirits)

What is the relation between the word, the musid #me dance (or the

movements)?

The answers

This is a rough translation of the answers given tajtlestions from the questionnaire.

Unfortunately, the answers do not always make sehgentay well be because the

guestions might not always have made sense to the peopleewdeing asked.

1. The song at the beginning of the story — what doeganmwhere does it come

from? — The song is in Dida of Lakota, the protagonifida: The story teller
was told this story by his father, the song and textoaiggnally both in Dida,
but the story has been translated into Ega. The stegnsto teach people, it
has a moral and “ethics”.

How many stories are there in the original languadesa,( Dida, other
languages)? — The storyteller knows many stories and t¢mgnmzes and
remembers the stories by their songs. He can explaim tha& he cannot always
tell where he knows the stories from, he knows soynsdories. There are many
stories in many languages, but not so many in Ega.

What is typical for a beginning of a story? — Normallstory starts witho waa
meaningl say, but there is alsmowaa meaningonesays The difference is that

when you know a story from hearsay you saywaa, it is like an equivalent for
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once upon a timeBut once you have known a story for a while you arepted
to sayno waa but if you’ve only known it for a short while you wdusaymo
waa

4. What is the translation of the song? — This was twartthderstand but it seems
the content is this: When the woman had gone (froto der husband’s village)
there was a silence after her “passage” (death?). Whyd@nepare the food
for her when you’'ve already decided to kill her? Alsome people seemed to
know and had decided to kill her but others didn’t know abait th

5. Is there a literal translation fegESE? — It meand listen to youand it lets the
speaker know that you are following/listening to what he.say

6. IssEsEonly used in Ega or also in other languages? — It is imséue other
languages too, in all languages, there is always onesayssESE

7. IssEsEonly used in stories? — Yes, it is.

What happens if someone still sssfssEalthough it is not a story? — Then the
person who is talking stops because he knows the othiekste is telling lies,
because it makes him look like he is telling a fairy talstory.

8. The phrasé&lib<la td Osla tdhas remarkably long nasalised vowels. What does
that mean and why are the vowels so long? — It indicatieng duration, maybe
for work, that will take very long.

Is it typical for Ega? — It exists in other languages &g, in Dida.
Are there other words like that? — There farde~:, vo~

9. In the phraselvla vivla vivlana(106s) the same word seems to be repeated
three times and the phrase is stressed very muclelgptaker as well. Why is
this pronounced that way and what does it mean/exprestyou Isayvivia
once mean® cut repeatedly means to cut in little bits, to chop sometiymg

10. After one of the chants the speaker says something likery high and long
/uN/. What is the explanation for this and why does hetltd? — The
listener/responder has certain words with which he ogness approval and
disapproval,uN is for disapproval, another word (something lik) is for
approval

11. At one point (211s) the speaker does a probably onométopdabial trill.
What does this stand for? — It is the sound/noise oflitite of a bird, there are

various sounds like that depending on the size of the bird.
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12. The storyteller makes various gestures with handg fado they have a
particular significance? — Sometimes the storytelle/edi the story, he makes
gestures according to the story. If someone is surpasdthppy in the story
then he “lives” that, acts it out depending on the story

13. When there is singing it looks as though the storyteler directing the singing
of the audience, is that so? — The storyteller saybas only done that to pass
the time while he was singing. Then, however, he salgsliis the audience to
understand the song better.

14. When the storyteller directs the songs, is that maybeessary for the
coordination and the synchronisation for of the story? sais that the way he
told the story for the linguists (with the camera) wédferent from when he tells
this story to the children. With children he has got moretems when he tells
the story, for the linguists he made the story maedylifor the recording.

15. Have there been others who have come and wanteak®necordings? — There
have been, but the storyteller had made certain dondibefore the recordings
could be made and since that he has not heard of them aga

16. Has every story a moral, ethic, implication? — Ytdws.

17. Does every story start with a song? — Not every $tas a song, also sometimes
the songs are left out to allow for a better understgndf the story so that the
audience does not get confused. There are stories ammighhesses and in
them you have songs to entertain the audience,gughé fun of it.

18. Is there a specific or a general moral and are therals for children and others
for adults? — A story always relates to a situatianthere are different ones:
some to make people think, some to learn, some to make dygpeeson
generous and so on. The story depends on the circumstances
Is the moral always for a particular person? — The napplies to everybody,
although it is addressed to a particular person, but inettae everybody is
supposed to learn from it.

19. Who makes up the stories, is it you yourself or not? boblyp makes them up;
all are based on things that really happened! Thevihst saw what happened
and was actually there tells the story then for thst ime and then it gets
passed on to others, especially the moral gets passetherstoryteller only

tells true stories, although he has not always besre thimself it is a true story.
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20. Is there a story that came up new in the last 2-3yeaMarc, the storyteller,
can make one, he can make something that has happenedstory.

21. In what situation, when and where do you tell a 8tertories are told at night
and in the evening. If you tell a story at daytime, the ghinent is that your
parents will die.

22. And where do you tell stories? — There is no spadmbhere you tell a story.

23. Is there a particular sitting order? — No, there is Yiot just sit wherever you
want to, usually that is where your friends sit.

24. How many people do you need to tell a story? — Two peopke to tell the
story, one to listen to it.

25. How do they know who is going to be in which role4tithe way they are
dressed? Is it jewellery or ornaments they weart?s-rlot that. Last time when
they were wearing their traditional clothes it wastfe recording, especially for
the camera.

26. Who is allowed to tell a story? — There is no spedcii. Everybody can tell
one, everybody will get their turn at some point angloifi do not tell a story
then the punishment is that something bad is going to happgout mother:
“sa mere va blanchir”.

27. How do you learn to tell a story? — The storytedgts two boys to him every
night and tells them a story and then they tell hindatlstory. The storyteller
listens to them and when they forget something the stawidkrects them and
they practise until they are not forgetting anything anym8ie you learn by
listening and repeating and the storyteller shows them taootell the story
better.

28. Who tells the stories usually? — The old people whowktiee stories well
because only those who know the story well enough dosved to tell it,
otherwise a “malheur” will happen.

29. What would happen if somebody didn’'t behave the Wag is expected? — At
first they do not understand the question, it seemsgaremthem, therefore it

has to be repeated and reformulated and then the answgwen. When

someone forgets to safEsEthis is taken as a sign that he or she is not listening.

Then the storyteller can remind the sEsE-person &nligtore carefully.
30. Is there more than one person that carsEaf? — No, there is not. But when

this person keeps forgetting to ssfysEthen the storyteller can choose another
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person.

The first one to sagEsEis the person who is going to say it all the way through
the story but to everybody it is clear from the beginnifig is going to say
SEsE

31. Is there a name/term for the person who sBg& — No, there is not.

32. Does the storyteller signal to the sEsSE-person wbesay it? — There is a
relation between the story teller and the sEsE-petsensESE-person can tell
by the body movements of the story teller and by higifarhen to sagESE
but story teller does not say when and he is not obligesignal the sESE-
person.

33. The voice of the narrator, is it always like thatdoes he use his voice in a
special way here? — The storyteller “lives” the stopacts depending on the
content of the story. He acts as the person in thg, Stoitates their personality
in the story, acts depending on where the story taleepk.g. in a particular
register for example when the story is about a piresthurch he can use a
solemn voice.

34. Does the storyteller speak formally or ritually? -efEhare stories where you do
not have to imitate or speak formally, you can speaknatly, but there are also
stories where you imitate, so sometimes he has gotmswvay of speaking.

35. Providing other people know and tell this story too, howhdw tell this story?
Any different? — Everybody can tell a story as losdha or she knows it well.

36. Do different people tell the same story in a diffengay? — Yes, they do, but
the story has to have the same moral, so it istmtsame way but the same
moral.

37. Who is the “real” teller of the story, the st@tigr, spirits, or the spirits through
the storyteller? — When a story gets told you cannot futchaymore who is the
real author, maybe Marc tells Baze a story (thea Marc’s story), then Baze
tells it someone else (who thinks it's Baze’s stagyl then that someone tells
Marc the story and that someone would be the authémses round in circles.

38. Second attempt at the spirits question: The staytstlys there has to be an
inspiration, otherwise there will not be any emotion.

39. What makes a tale different from a normal conversae.g. somebody telling
somebody else about what happened in another village? -orj always

happened a long time ago and it contains a moral. Sometlsiegh®wever,
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happened only lately and it can become a story maybenjnwenty years but
not before that.

40. And is the style of story telling different? — Thglestis different from story
telling when something only happened yesterday. You cannbtwight
happened yesterday the same way you would tell a story.cdionot compare
that with telling facts, it is the same style thas in telling what happened], but
it is not told the same way as a story because tie #e not old enough yet.

41. What is the relation between the words, the musit the dance (or the
movements)? — A story without a song means no danag, wtth a song and
drums means there will be a dance. If there is a sang dance for the
inspiration.

42. Are there stories where you have to dance? — Theresame where it is
necessary, when the main character dances then thiel#o has to dance, too.

43. Is it obligatory to use the drums? — There are stotesenwou dance and then

you need drums, too.

9.3. Features of the levels of ritualised communica tion

The last criterion of cultural meaning and significaniteced to the piece of ritualised
communication is a rather intuitive criterion. Intuely speaking, it seems relevant and
valid but it still needs further discussion and a marentl operationalisation and

classification. Comments on and contributions to @&md of course the other criteria are

more than welcome!

Table 4: Reorganised features of the levels of ritualisstbmmunication

Feature The Everyday The Special The Extraordinary

Frequency very frequently less frequently much more rarely
- situated in a continuum ranging from very often to vargly

Interactants small number (two to a higher number or only  high number of people
few) particular “initiated” sometimes from a number
people (see magic) of communities

- situated in a continuum ranging from a minimum of tntelactants to a very
high number of interactants, e.g. whole communities

Semantic  part of everyday routine, often in a particular highly fixed social and
frame and no special frame and linguistic and social linguistic frame, fixed
semantic  rather flexible script framework (e.g. an social and linguistic script
script introductory phrase
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Feature The Everyday The Special The Extraordinary

script little effort, no before telling a joke, huge effort and lots of
conceivable preparation summoning people for a preparation
public speech),
sometimes even
institutionalised (public
speeches)

little to quite some
preparation, conceivably
more effort than everyday

-> situated in a continuum ranging from relatively freditghly institutionalised

Cultural -> increasing from everyday via special to extraordinary
meaning or

significance

attached to

it
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