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Abstract

Societies in Southern Africa remain largely gift economies, their art conceived as an
infrastructure within everyday life, and yet art from the region continues to be read within
thevalues of mimetic art where art is conceived as part of the superstfuetsiricted

Western economic and social thinking. My research on how the probfahmatdft and
Batailleds theory of the gift, the b6gene
praxis has set out to correct this discrepancy. It incltelesaamination of the general

economy ofhe modern African society, whithille Mbembe has described as the

Opostcol onyd, and how it has iIimpacted on

My regarch is reflexive and practed The specific praxisnsidered has included a

body of workd published novus, films, installations, multimedia artvaoré personal
experiences stretching back to 20Q88hen | made my first conceptual work of art, as a
professional artist in Malawi. The problematic afitheithinmy work has been
exploredalorgi de contemporary Afri canMugeumhofwi t h
Contemporary Africanafyd contemporary art at large with a focus on Situationist theory

and praxis.

I grew up in Malawi, a Chewa, andesearch identifi¢lse aesthetic sensibility in amy
praxisasbeingdirectly influenced by tiNyaugift giving tradition which amifests in

Chewa everyday liferough play and a robust masquerading traditide, WWamkuliow
aUNESCO Intangible Cultural Heritage of Humaiiitysthesiscompares aspects of the
animastic and a#ghcompassing Cheigauphilosophy to Situationism as rooted in Dada
and Surrealhs. In light of the recent marginalisatiosafe Wamkuilm modern Chewa
societymyresearch identifies the contemporary artist after Situationism as the new

creative elit&uleakin toGule Wamkuiln the heyday of Chewa prestation society.

In my peaxisNyauphilosophydentf i es t he 06 c i (manifestinbefMabwit t r a c
ofmychi | doood a stheGntsnet and Be imeznet digsmnewbwalo

areng, to orchestrate play and invariably gifting within the liminapaces of modern
spectacular cultures and commercial networks tifNetpa and Hardt havaescribed as

the age of Empire.



My thesisispe s ent ed as aford of gift givingadescrived byt Demidg,éand

is communicated through an intellatpanegyric with an extensive appendix

documenting the nature of my art and research as praxis. The appendix includes a
detourned Facebook timeline (2@6)and legal documents from a \ferecourt

regarding my installati®anguinetti Breakout #teaVenice Biennale 2015. The

panegyric is what has united the theoretical and practice components of my research into

one ongoing inquiry into the pbéematic of the gift withiaveryday life.
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Introduction

My practicded PhD research in Fine Art looks at how the problematic of the gift and the
general economy animates various aspects of my art praxis. The nature of the research an
its reflexive methodology have deteedhithat my PhD thesis comes inftren of an

intellectual panegyric. My basic reading of the gift is Bataillean; tliesgftized bthe

French philosopher s t h e 0 g e dirdisparisablexcessrandrayrpius wealth in

given system. Inmy praxts,¢g¢ gi ft as e xcesNyad@@hewalweré n r e .
f or 0 e phiosophy of axecedw)thinthe general economytbeindigenous and
postcolonial Africa of my formative years and in my current work as a contemporary

artist.

The | imits of O6objectived academiVritngr i t i
and Differerit®78: froma deconstructionist reading all writing amexcess and

therefore | intend to approach @emic writing as a form of giivingdba &6 gener al

wr i t iwha@eorgeBataille had previouslysde r i bed as a O6sover e
Derridads position can b elJolhanduziagghoback t o
identifiedin Homo Ludefi®71}the origins of academia in the totality of play, citing the
sophists and the Greek penchant for the sthalddle as prototydedic academia

antiquity. Bataill&riedrichNietzsche, Julia Kristeva and Achille Mbeanbether

modern scholars who have approached academia as a form of gift giving and subjected
academic writing to play, lyricism and paeitique. My preoccupation with the

problematic of the gift means | have had to follow in their footsteps. It is tpeceeat

suppl ement in academic writings,pldyfaly has |
masqueradings gpanegyric in thierm of autobiographical anecdotes, poetic snippets

and aphorisms accommped ky animated photographs

The panegyric also includesippendiof online social network photograplegal court
papers from my controversial profgahguinetti Breakout #reéanice Biennale 20 Hnd
aseparatpractice documentatidiston an accompanying USB stafkllustraedselected
workscreated during theourseof this researcihese includ&€he Last Judgenaent
interactive installation fdur hundredootballs plastered with pages of the Bible;
Sanguinetti Breakout Aremteractive muttiedia installation based on treeagch

conducted at Yale Uniggy in the archives of the Italian Situatio@ianfranco



SanguinettgndHysteresssmultm e d Nyauci on e instaliation. iese three projects
featured at Venice Biennale 2@ were submitted as part of the practice component of

myresearch

Guy Debor édgriqzoedescrilbea panegyrias a form of euloghat
@ntails neither blame nor critiociem the subject in questiohen a selulogyis
delivered with such iroityno doubt becomes an exercise in radical subjedtingty
eulogybecomes a general writthgnd and if donegeally wellwithout too much self
indulgencéut a real desire to communicétbecomes passionate poetic sovereign
activity.In thisparegyricexercisé have been inspirdy playful seleulogiesiriven by
what Wark (2011) has descrids@l | o w duthestmeyaforentioned e bor d 8 s
memoit Ni e Exes Hanarddhe numeroysosturinghip-hop music tracks |
listenedo while growing um a postcolonial AfricAccording to Warkhe am of low
theory is to open up thinkingagrocesand as pretext for actiomather than passive
searcHor finalised knowledggit is awayof thinkingthat leads toadical subjectivity and
prodigious gift giving.ow theory ishusinstirically linketb general writingn this

research

My panegyridNyauPhilosopltpmesn three partot necessarily chronologiddde first

part explores the general economy of Chgaeprestation culture and its contemporary
corollary identified in thisresea h as t h descalh@dby Acbilte Mbemlged

(2001). The second part of lenegyritraces the general economy of the postcolony and
Nyaustatic economics and culture as an influence in my art praxis using Situationist playful
strategies inspired by the aporia of thé gétournement, psgcapgmdunitary

urbanisnThe third prt proposeslyaucinema (a Malawian form of heterogeneous

cinematic dispositif appropriatedésmework in my approach to filmmaking) as a

catalyst foNyaupraxis in the modern age.

The first appearance of the specific gift animating my goenes in the form dflyau

masks irfPrologue (Bwdlbgse are the very masks that enchantedaspest of my life
growing up as@hewa in Malawi and as this research will demonstrate, continue to do so
now in my adult life. | have worked as a profesiséwtist since 2000 when | left Malawi

for Europe through marriage, and throughout that time | have been driven by a certain

adive and playful aesthetic thas rendered my work more a praxis than mere practice:



for me art is more than the studio, ¢ladlery or a career. It is a way of life. My research
reveals that at the heart of this heterogeneous praxis is a gift whose values cplytrast shar

with those of the marketonomy of late capitalism.

The first chapteNyauintroduce8at ai | | eds wuni fied theory o
economy®6, and t hlkeaposaoftheigitt and Ghepyastadtian cuueee Nt
as orchestrated bjyaumasks through pl@&yGule WamkulAn examination of the gift

through various scholarmrm Mauss to Derrida, leads to the question cfinear time

and how it animates various aspects of Chewa everyday life and ways of looking at the
world in modern times. My initiation into the general economy of Chewa society through
the Nyausecret soety is explored ihe Beast with a Heart in its. Mthité getting

schooled iGule Wamku#ais a teenager, little did | know that the education | was getting at
dambweas all the basic preparation for the sensibility needed to work as a contemporary
artist when my formal Western art education was done after graduatihg thoirrersity

of Malawi in 1999.

The chapteft Piugxplores a heterogeneous Malawian fogimema dispositif,
dentified by Gunning (nhk@lBgdh¢émasasarn@walo ne ma o
(arenapf Ot echnol pgochorrewePatli oKlbeeds phre
like me, displaced from the villages, found aplacetoexpec € our O bl osson
highly subjectivised selves within modern pigilraws parallels between Chewa and
Situationist conceptions of art as infrastruetithen the social fabric elveryday life, as

opposed tdhe mimeticsuperstructure of classical conception and consumerism.

St uationi st argundavadgardercinema Imas heenaompased to Chewa
Nyauculture aroun&ule Wamkus the two influence my own praxis as a contemporary
artist The chapteNyau Giema x pl or es the heterogadmeous 0
childhood as a framework in my current art praxis in which filmmaking is approached as a
sovereign activity. JustlasNyaucinema of my childhood included other side acts, so

have | accompanied my psychogeograptyeal Cinermath interactivenistallations and

live performances. The chagtely Bakxplores transgression as a strategy in creating

0 s i t wamomentvehére a gift can be given without incurring a8 oleBGhewa

culture and in my interventioas a contemporary artist.

Man of the Cravates the role of the flanemimy praxis by drawing parallels between



artist Meschac Gfiéaeadnd mymae asta psgobdgengraphicals a
filmmaker. M\NyauCinemdispositi is presented as a courgét to Meschac Gaba in the
form of an imaginary 13th Room of klisseum of Contemporary AfriCEmeAgéneral
economy i n MeeogdneodduseianobChrdemporary Afribas fkom

the onset been identified with my own Chewa tendenaiesm@&mporary artist coming
from the prestation societies of Southern Africa. Gaba allows me to explore the general
economy of the postcolony within my praxis without getting too solipisgoverto

| ook aMusdberibcally igdo reevaluateontemporary African prestation cuksure

in light of the encroachimpgedatory capitalism and individualism that has led to failures of
Pan-Africanist thinking, manifest as bad governance, civil wars and various pandemics.
This has been addressed in tregterHomo Ludens

For Reaxplores the idea of marriage as a gift in matrilineal Chewa societyawithin
patriarchal capitalism describedrigytay (1985) and Cixous (1986) from my own
experience of marrying a Western woman, Susan Reynoldsrtig8totlandHostis
explores the idea of the immigrarthabearer of a gift (identified lagstiby Benveniste
(1973) in preepublican Roman society), through my own strugfglettling irto the
consumerist United Kinggto as an airgmetdand Ofor e

Uc c el | oedpdored/therredatoaship between the problematic of the gift, the
Reformation and the rise of capitalism as traced by BataillAcouhsed SHAR91)

Uc c el | oabdits S¢atatogicald uthetran cantcipatesny approach to religion as a
form of gift giving inspired by the general economy of tradilgaaleligion and

contemporary charismatic churches in Africa in the chEpeeGreat Prayer

Mzindacompareshe Chewa conception of the city as an arena for play and prodigious
expenditure rathéhhanwor k and wutil ity to the Situat:.
rehearsed in Constant NieuwersiiNgw Babyl(I95974), and as reflected in my own

praxis as a psychogeographical filmnidigatu Presideramines the role of cinematic
dispositif in the creation of subversive and charismatic identities in African liberation
movements from Tom Mboya (198869) tdBarack Obama, and from my father Aaron
Kambalu to myselHomo Academgres my research within acadenafoas of gift

giving through play as introduced above Witeersp&eal@xplores thenternet and the

(African) internet café amew area forNyaucinema within contemporary physis.
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Nyau Philosogloses with an epilogue in which cinenagsasgereign activity is proposed

as one area in whiblyauculture could be revitalised for modern time<;the Wamkulu

having been marginalised and reduced to anthropological and tourist curiosity. Finally
NyatEmpired is introduced within my praxis
orchestrate prodigis gift giving around the world witlie liminal spaces of the
commercialised terrain of late capitalism inajmmttal to the values of thecsdled

0 E mpddeceniralised global capitalism as described by Hardt and Negri (2000).

Gule Wamkuisinovpartofouwor | d heri t age, since 2005 ¢
Masterpieces of the Oral and Intangible Heritage of Hur(se@tidoucher, 2012,

p.257) Nyau PhilosoEg countegift to the Clewa peoples of Southern Africidis nd

directed to one particular individual. The sharing of knowledge among the Chewa where
no known written language has been identified is oral and communal. Thidyaxitten
knowledge communicated in this research has been sourced from various anteropologist
and historiansnainlyWesterrChristian missionaries working in Africa suda\adVvan
BreugelClaudeBoucher and.M.Schoffeelers. Malawian scholars suehSa Mvula

and DD. Phiri were also consultiedt to date most dhe prominentscholar®f Nyau

culturehave been Europeanhe absence ofdividualisedfrican scholatsp on Nyau

and the problematic of the g&€tno doubt one of the urgencies behind my research as an
African but my workshould not be seen addressing @egativelisrepancy. As Derrida
hasproposedn t hi s r e s e arpehapsogift gt allf Ttheededrch tedeals s e e
that theWestern idea of the indivalsed author ana restrictedispenseof knowledge

would at bestbe regardebly the Chewasa crudeform of gift giving.
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Sepia Raimgstallation view, Stevenson Johannesburg, 2014
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Prologue

Bwalo

Synopsissnowma2Q14): In medieval SuzdRlissipa man steps to and fro in a snowscape. He
wears a large Ushanka, long overcoat aganiditary leather boo832 £

1
There were two parties who could criticise Dr Hastings Kamuzd &aewls without
risk of imprisonment or being fed to the oddites § elderlywomen andsule Wamkulu
During Bandaods pofitioigns andodfipiad panegydsts up andudovsh the
countywoul d |ine up to the microphone and s
eulogies and gifts in return for his wise leadership, especially with regard to what was most
crucial for thesurvival of the Malawi natiéregriculture. They told hithatthanks to his
insightful and dynamic leadership there were bumper harvests everywhere and all his
people were healthy, well clothed and-hall\everybody knew it was a lie and waited for
the moment when the truth could be told as clearly as the blagisgy over thiewalo.
This was habitually assigned to one senior female politician, Mai Manjankhosi, who would
contradicthe consensus and tell Banda the taally was with his peo@lé@ hese
people are lyingwanarlhe crop has failed. We asshg! The hospitals have no
medicine. Ter e ar e p ot hWolldeBank statisitsgn wamfem teat Malawi
Is one of the poorest countries in the world and it wafei@at under Banda, beyoalt
thepomp and ceremony tife official propaganda. Mai Manjankhosi was merely
elaborating what had already been insinuatéyhlgnask$at the climax of the political

rally.

Chadzundas t att erkdctdr aspawa dsythreapiecetsutiteHispr e s i d ¢
trousers were elatade chicken feathers with an obscene backside that lookes fhlce

IDr Hastings Kamuzu Bandadepeadencdfeom theBrittsis in ¥964rHet pr e s
declared himself ©6Life Presidentd in 1967, and r ¢
2An ancient Chewa form of human sacrifice employed by Banda for political expediency; see Schoffeleers,
1992, p.102.

SThe World Bank Dealopment Indicator (2016) currently classifies Malawi as the poorest country in the
worl d; I dondét see it necessarily as a negative.
country makes her naturally resistant to values of thiengdwkat economy.

4Collectively known &ule Wamkylen ancient masquerade performantbesfhewa peoples of Southern

Africa. Nobody knows its originThe Chewa say, where therpeople there iNyau See van Breugel,

2001, pp.13235.
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of the sunChadzundas char coal wooden face resembl e
There were feathers flying all over the place when he barefedt, lika

phenakistscope® raising a cloud of red dust engulfing thunderous drummers and a

delirious chorus of womdpropi Galu Wachizyirgppy the European Dogas in fact a

rendton of a poodl e. He wor estrip Hehhdadeatdeb ar e a
duster for a head. He danced pretending to cut off bitsavrhisody and throwing them

to invisible crocodiles, obvaglydramatisn g si mul t an e®opolédchly one o
victims and Banda himseBut why did Banda maketicism from elderly women and
Nyaumasksan exception in a country where free speech was illegal? Because for the
matrilineal Chew@his tribed NyaumasksGule Wamkyliterallythe Great Plafsee

Morris, 2000, p. 138re keepersoftneen d t her ef ore O6sovereign
andevil® He who wears ldyaumaskis beyond the law and common morality and exists in

t he sacr edGuetheGdatPla/ipr l dclaar i ng hi msel f 0l
(Wamuyay®anda had appropriated the sovereigntjNgaamask for political

expediency, and so to cendgaumasksandnankungwivho are honorary members of the
secretive cult largely exclugif@ initiated men, would be to undermine not only the

fetish of hs own authority but also that of his tfibe.

The Dutch historian, Huizinga (19711 omo Ludensaces various aspects of culture
outside the world of work as originating from play, whether in politics, religion, law or
academia. Play is what moves society. For Huizinga masks are in fact symptomatic of a
society built around the totality of plajaeW play has ossified into institution, society

loses its essential vitality. For the Chiewal® arena is where aspects of culture, good

and badare once more revealedhnit arbitrariness and reviedishrough creative play,

5Chadzundaa s k nown aGuletWarekuhdaskdin peeoldnialdirhes. He was thus the most
obvious parody of Bandads sovereign rule; see Fal
(2012b). Kasiyamaliro.pfonline]. Available dittp://kasiyamaliro.orgMWatchChadzungieerform at a

political rally here dnttps://www.youtube.com/watch?v=_YO2v0OsHRfploaded by Zaki Kay).

6A cyclical prototype cinema contraption.

‘An incessant anglophil e, Banda was regarded by s
Popperform at a political rally, online. Available at: https://www.youtube.confwa@toAug56gLA

8On the sovereignty of the Nyau madaudrenmd van Br e
6ani mal s8) , Nyae, cvaanm oBr g wgegle gquotes one Chewa <chi
SVariousNyaumasks such &wandiuesit ned Bandads rule as the O6chief
19611994. See Boucher, 2012b. Kasiyamalifmolige]. Available at:
http://kasiyamaliro.org/pdf/bwandi.pdiThe Chewa, one dfi¢ oldest tribes in Malawi, have been known to
assimilate other newer tribes and maintain influence through the péyeer sfe Boucher, 2012.
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Nyaut® In pre-colanial times whatever happenebvedlothe sec al | ed o6 pl ace o
(denoting prodigious expenditure and ritual sacrifice), was sanctNigauikasks and

therefore beyond judgement from everyday morality or reproablwalbechestrated

by Gule Wamkullnen offered every person an arena that guaranteed them freedom of
expression and the exercise of their radical subjectivity, in whatevsgifaraiure

moved thenf{see Boucher, 201223)

2
My art praxis iBlyay that is to say, likeule Wamkulplay and transgression are central to
my research, aesthetic practice and its exhibition. | contributed three projects to the Venice
Biennale 2@Lduring the course of my Phhe Last Judge@dtfootballs plastered
with pages of the Bibl&anguinetti Breakout, Ardatourned fpresentation of the papers
of the Italian Situationist, Gianfranco Sanguinetti, recently bought by Yale Janérsity
NyauCinema (Hysteresis)alawian version of what the American film theorist Tom
Gunning(1986woul d descr i be a.sThepardahworkacormdivedat t r a
with bwalan mind. When Sanguinetti heard of my installation in the Arsenale he
immediately sued the Venice Biennale and me, citing breach of copyright and personal
privacy. He demanded that the installation be taken down and the Biennale catalogue
pulled from theshelves, with a ZD0 Euro penalty for any day of delay. After months of
wrangling wittMr Sanguinetti in court in Venice, we won the caseNitings my

rationalé?!

| believebwales what Okwui Enwezor had in mind when he curated \Bieiweale 2015

around the idea of the Arefiambalu, 2015pkwui Enwezor wasiwini mzingfahe

orches r at or of what he hadl talt hed Waiththed s | F a
arena he turned Venice imaindathe place of prodigious expenditure, the Great Play.

There were gathered multitudes from all over the world, bearing gifts and grievances. In a

globalised world, where social, economic and political urgekcremediate

1Bwalserves the same function as the medieval festival, as observed by Bddbeilajsrand His World,

19844 a place where the arbitrariness of things and power relations can betherebledniting and

rejuvenating society.

IPetails of this court case including the Venice
|l awyerds cadés mnuobi hpe( patdyg. Luca Bocrche doivjloadech n b e
from my website. Available latps://samsonkambalu.com/2015/11/10/nex88/

12A Chewa chief who has rightmwfalcand therefore the licence to h@ldle Wamkulestivals in their

village (van Breugel, 2001, p.186).
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commodification upon their conceptidE n we zor 6 s Bi ennal e, the

offer an antreification sanctuary and a place of unmitigated generosity, at least creatively.

Starting with Marx, the archtic of reification and regted economics, his stioned

Capitalvas rejuvenated and gifted as literary drama in the Giardini. Within the Arena, Marx
was not med# to be studied or monumentatisas presumed by some sections of the
media(see for example Yahav, 20t6) employed as a catalyst for a universal celebration

of culture, th&ule Wamkulli is in this way that we were to read the various works of

featuredartists from all over the world, and especially for our purposedhogdrica.

INAl | t he \Whberwortll vas présented as @ somplicated and bledfoplace

example, see Genocchio, 2015 r om t he sacri ficial orgy
torsos, théanse Macabféarlene Dumdskulls, to the supdubus ferocity of civil war

i n Gon-alo Mabundads utility ,outformethd Ade|
only served to highlight the urgenciwéla the age of globalisation. Dostoevsky isaid

his novelThe IdidtL8689), Beautywill savethewordd i n EAlwle zoh & sWor | d
as in my work, includir@anguinetti Breakout Alieglay which will save the world. The
Venetian judge, Dott. LuBaicconi, seems to agree with seenething that has elicited a

wry commentf om Sanguinetti ds American transl af
first O6situationistd to be def @Bmowned by t |
2015) But in what way will play save the world? The one short universal answer is through
thegift, or what the Chewa lawalelusively caNlyau* It is the very thing posited and

explored in this intellectual panegyric as animating various aspects of my heterogeneous al

praxis.

BJameson, 1991, recogni sesodanébrad latpdamtaliommeankedbyans 6 p o
incessant obsession with the present, accompgragdpresentation of history as a series of consumable

pastiches. Hardt and Negri, 2000, <call this phas:
decentralised corporate business and NGOs operating across national boundaries.
UNyausamuth cet ed word in Chewa cosmology and soci al

more apparent according to various contexts within this study. | am tempted tdyaguétteHay a

mysterious agency behind Maori prestation social strustsiagied by Mauss and L8trauss. See

S ¢ h rLbgic bfdhe GIf997. It would be an interesting task for an anthropologist to explore whether there

is an historical or genealogical link between the two gift phendgsenaay also mean a horizontal

aesthetic that stands against established hierarchies and difeeredice vel | i ng 6t hird ter
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17



Nyau

SynopsisRickpock@013: A man appears on thgeets of central London wearing a large trench
coat from the 19th century. Another nappears behind him wearing a 2é&stury trench coat.
They follow edtother through the streets uthiére is only the man with the 2destitury coa®

47 £

SynopsisBombardi€f12): A man attempts to mount a loawgge artillery installation in Dover,
by the muz#. He makes two attempis84 £

1
The aporia of the gift is rehearsed in a typical Chewa prestati@coming drink If
you present a drink to a visitor, you must drink it yourself first. Evendiumhbglthe
libation ceremony at the graveyard, you must drink from the gouedf yostrbefore
offering the drink to ancestral spintszimugnd relativesa¢hibalél)he act of drinking
itself is always communal. The calabastss®g round with the offertowawzOne
telltale sign of a witchfitjis a man who insists dninking on his own, or does not drink
from the calabash first before passing it round or pouring it to the ground. Those who
know the meaning of the gift will not dnmith such a man. They will not eat with him in
their home for he will finish all the food and clean the plates, maybe even with his tongue
likePadza Achakathduch a man is O6accursedd and is

as a sacrificial victim,thé next drinking of the poisdh

The aporia of the gift imiversal. The French anthropologist Marcel Mauss notes the

ambi guous etymol ogy of t hdatcammeadbotiagi f t 6 1 |
present & (Maosd, 1997 ppt38) tnnndo-European languagdése root of the

word for givingdoc an mean O6tghe edr iogi md akfe dt, he myst
r e c e Benvenistd 1997, ppBAThe most particular thing about a gift, the American
philosopher Ralph Waldo Emerson noted, is that it is lux@iitoc@ntains an intimate

15The account given here is from personal experience growing up as a Chewa in Malawi. For an account of
Chewa libation and drinking practices see van B2ffijelp.89 and various videos by Father Claude

Bouche, 2012b. Kasiyamaliro.org (online). Availakitati/kasiyamaliro.org/video8.html

16A gluttonousNyaumask; see Boucher, 2012b. Kasiyamalirordigg). Available at:
kasiyamab.org/pdf/padza_achakoma.pdf

17An ordeal callechwaudesigned to restore the soul of the villerfeéyanjarsee chaptddoly Balland van

Breugel, 2001, pp.2202.
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part of us, andlways leaves the donee feeling inféitas in fact an obligation that

demands reciprocjiys observed by Mauss (3002is studies of prestation social
structures of O0ar ch aipotlatghpobyrega (Maori animastRa c i f |
concept of thédau)and Melanesilaexchange rituglg his research observes the same
dynamic in aspects Mfauculture of theChewa peoples of Southern Africa, Malawi in

particular.

In Thus Spake Zarathudtedzsche (1967) sees giving a gift as dangepbasmakpn

which demandsemendous skill tavge.His postChristian transvaluating sage,

Zarathustra, wonders how he can give his new knowledge to people without inciting
indebtednes petty exchange or resentmgfter a concerted soul searching he finds

hi mself not 6 poor &aladacaloutated afms giving dof leis Jadeoy mme |
Christian heritagéeuaondi pbosbemddel ntiser agmi
generosity of the sun. He presents this wisdomdgsbigles as a potlatch symieolisy

a golden ball, whichheto ws t o i ncite them to O6playodo \
not a present or charity?

In Accursed SHa@91), the French philosopher Georges Bataille posits a compelling

uni fied theory of the gift i gii(pee Mauss, by M.
200dand aspects of NietzscheodNietzéchenlkd8n g on
Bataill eds 6general economyd sees the gi:
economic system, which must be expended without retwerc#rtiging limit of that
system is to be sustained. Bataill eds un|
animastic but also scientifically observed as entropic dynamics in the working of the
universé® Just as it is in the heaven with the sun, so it shall be o eardiss is

indispensable to the work of energy and nature. Surplus wealth in a given society shall be
giftedr say expended, gloriously, without return, thrdwegarts, pointless rituaid

spurious monuments or catastrophically through war, environmental catastrophe and socia
strife. To put it bluntly a society that does not give a gift is a restricted society, mean,

calculating, and destined for gad@he. Writing théccursed Shedter the ravages of

15Ralph Waldo Emerson observes thatthe giflmsnet hi ng t o do with &6l uxuryd?o
that a real part of us is given advagme grown flowers and fruits are his preferredgiftd should one

give away jewellery it shoul d breadgrasentsare thus always h 0 |
a poor gift. Emerson, 1997, ppZ5

19n his notes folThe Accursed SH&@1, Bataille points out that he had worked with a nuclear scientist,
Georges Ambrosino, to develop the theory of the general economy, which he dobsdh@opernican

revolution in thinking.
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World Wars | and Il and in the age of the atomic bomb, Batailbuted modern

industrialied warfare and indeed European colonial expansion and imperialism on the
probl em of sur pl usnomicnodels of capithpeofitamd est ri ct e
accumulation aheindustrial West which he traces back to the puritanical elements of the

Reformatior®

Bataille seesmanyprendust ri al economi es as(Gasche,mat e
1997, p.101and demonstrates the general economy ainy@ong otherthe

orgiastic human sacrifices of the Aztecs, the monastic institutions of Tibetan Lamaism, and
in the cathedrals and aristocratic opulence &uttepean Middle Ages. Thesecatied

giftor6 st at i c Gaveexpenditum bf swsplus resoutaateperisas their primary
aim,rather than production and accumulation as seen in classical economics. The gift
economy is primarily driven by the exchange and squandering of surphus time

resources, usually in the form of Jeme and foodt festivalgather than the trade in
commodities. For Batajliteeg i f t 6 s c¢ i r c andutimatety missipatienc i pr oc i
(dramatied in Chewa communal beer drinking) parodies the sun, wbschighout

returnd one also thinks of the feathered backsi@hatizunddabwaloT o give a gift is a
declaration of sovereignty, which is to be liked3eithnjif{The Exuberant Oné)This

is why the donee will always feel inferior to the dambrylay there is an obligation to

return thegift. As observed by Mauss (9002and i nsi ghted by Niet:
charity or alnggving could not be regarded as gift giving as charity is one sided and does

not allow the donee to redeem themselvestimning the giff

2
Various scholatsave attempted to describe the meanitfgeddyauphenomenon among
the Chewa the results have often been dubious, especially those coming from colonial
officers and Christian missionaries, which have been biased from fiReadatiNyau

culture throughherestricted economics of colonialism Bhesh officer Rangeley (1949

20Seechaptébccel | a6s Vineyard

21t should be noted that Georges Bataille (1991, p.25) has used the term general economy not only for his
theory of excess but also as an alternative term for prodigious expendépense

2ZThe Chewa believe in one God. He has many names and manifestations as explored by van Breugel (2001,
pp.2931), reflecting various social and religious interests.

Z2The doneeds ambival enc e NyaamaskMwéhtharmhdnbayroiut yh aivse e xepll d
hel pedd. He carries a battery powered torch whi cl
create onsided dependency; see Boucher, 2012b. Kasiyama{ooliog). Available at:
kasiyamaliro.org/pdf/mwathandizadi.pdf

24 inden (1974) presents an early historical stidlyaafesistance against colonialism and Christian

missionaries.
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50) dismisselyauas r esponsi bl e for keeping the Ch
been more empatheticyauan ideology of local autonomy agdhesauthority of

territorial chiefs andaathartiadance for men (Schoffelledr@68, 1978); a fertility dance

and the core of Chewa identitstr( BreugeR001)the celebration of life and death
(Aguilar,1996) the interpretation of dreams (MvaR93; ahunting rit@al (Kispin,1993);

and a moralisg agenthrough a reversal of roles (Marwick, 1965 and Bo20h2},
Theseinterpretations in my reading are either cynical, limited, biased or perhaps just plain
uninformed. They fail to accommodate the sovereigyleiWamkulin the good and

the badand do not explain why $pite ofNya@d s ring dn®rality and seeming active
nihilisnt®the phenomenon has continued to act as a vehicle for forging solidarity among
the Chewa peoples for hundreds of years to this day. From years of stuidednmdyin

own experience growing up as a Chewalawill propose a reading\bfauthrough the
problematic of the gift and the geneca@nomy for a better understagdof Chewa

culture.

The aporia of the gift would give a good account of why Cheviy isdmiglt around a
Nyausecret society and its performative corolfarg Wamkuyline Great Pladj Nyauis

in fact thethaecocarcsed kol @ gifewhese wtiynatey o u
purpose is expenditure without retlairdepenBdayas Zarathustra discoviaran be a

form of gift giving that allows for circulation and dissipation of the gift while eliminating
any lingering feeling of indetitess. Gift gimg in play, which is always in excess, parodies
the generosity of the sun and rises above petty exchange or the demeaning potential of

almsgving and charity whichemphasss t he doneeds i mpotence .

The Chewa subscription to the genem@uy can be glimpsed in the prestation that
demands that a portion of every consumed
duringphwandeacrificial feasapdNyaufestival{seevan BreugeR001, pp.662) A
Chewghwanabffers from the utilitarian buffets, receptions and banquitsrestricted
economics of lateapitalism that malseirea | | t he food is O6used wu
body, community or the environment. Capitalist waste which is directed aneldcficula

business rathénangenerosity should not be confused with the glorious squandering of

25ThatNyauhas been associated with evil by many who do not understand the phenomenon has been
acknowledged unanimously by scholar§aesher, 2012.

26\lyauas a total social phenomenon has been explored by Probst, 1995.

27For Chewa duigtic conception of energy see thapter Holy Ball.
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the gift which is in harmony withe animastic workings of energy and nature formulated

in Batailleds general Ngaoolturemy, and cel eb|

Almost every aspect of Chewa culture is geared tawigermehestrated b@ule
Wamkulumasksas various scholarship on Chewa traditional beliefs and social practices,
from Schoffeleers (1997) to Boucher (2012), will demofisteatanonies are marked by
incessant sacrifices and libation to ancestral siinifsu{seeBoucher2012, 2012bY

personal relationships are playful and full of aggravated tensions and chéaiagani,

is uxorilocal, often leaving men frusttated constantly schenffhysome claim the

limited female membership®@tile Wamkuisi to counterbalance power between men and
women(Saidi, 2010, p.7Jong standing social and family grievances are often settled,
playfully, by ,dlgaadgiypd forfo n aag odkhoswéjuenrt 6 o r
price(van BreugeR001, p.2450unerals, initiations and other various social ceremonies

led byNyaumasks are elaborate and obligatory, often keeping people from work for days
(pp.9%124) witchcraft accusations leading to murder are ftggeerstatistics, pp.23)7
ancestral spirits demand to be appeased byNgeaiglances at every opportunity,

through dreams, diviners and spirit mediolmsdbwdia).7#8), competitive altruism in
social etiquette and 6goodd bggp2a089an0dur ani
p.230) Sexual habits hemmed between stringent taldi&g)and ritual coitus
(kulongosadapear to me more as erotic exercises, than as sex for reprf@urction
Breugel2001, p.228) d the breaking of such taboos risks death from thécalylness,
tsemphand can onligeexpiated by a witch doctor after a costly consultation. Chewa
technol ogy too i s geardeabicytloisywaefedesitodi nt i ma:
autonomous modern machines such a car or ahmghy(vanBreugel2001, p.228).

Such accumulative technology is parodied and detourned in sexual iniNyendo in

masks such &ingayaBwera 6 The mot o F°Fdondis nla & ;Band o me & 6

28or an introduction to Chewa traditional beliefs and practices among the CBehaffedeers (1997),
Morris (2000), van Breugel (2001), and Boucher (2012).

2%/ideo clips of some of these ceremonies are available at kasiyapgalitmejg
3TheNyaumaskChimaimbé,He k e e pisa caricatuig df a ghongeing husi@amicamwinBoucher
(2012b). Kasiyamaliro.org, (online). Available at http://kasiyamaliro.org/pdf/chimaimba.pdf.

31The limited membership of womerGunle Wamkuisi most probably a misunderstanding of gender role
playin Nyauon the part of some scholdBsucher (2012, pp-33) and van Breugel (2001, p.133) have in
fact observed that women have their @ute Wamkulcalledchinkhomlaed that reabule Wamkuisi a
synergy between t he borus; admeattumgwiseplag thedfemiald charastersng n 6 s «
Gule Wamku{Boucher, 2012, p.37).

32See video dfljinga Yabweara Boucher (2012b). Kasiyamaliro.org, (online). Available at:
http://www.kasiyamaliro.org/video2.html.

33See video dfidondon Bouchef2012b). Kasiyamaliro.org, (online). Available at:
http://www.kasiyamaliro.org/video2.html.
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Chigalimoto a made & saéks carrying three charattars white colonial officers and

a tall black drivédBoucher, 2012, p.32yhere the community is built around sharing and
gift giving, accumulation of riches is frowned pam BreugeR001, p.225The Chewa
general expenditure is exacerbatétaymasks, most notorious of them the ancient
troupes oPanimbir@oucher, 2013.126)ywho conduct a form of going potlatch
perennially, in thierm of sudderraids, where excess resources and userfos such

mortars, firewod, baskets, cooking fogats and bundles of grass left outside homes are
literally destroye@an BreugeR001, p.139)

Bataill eds formulati on o fsDéarrldeean@asdéto has |
criticise Mauss and the structuralists for focusing too much on the utilitarian workings of

the gift such as exchange at the expense of the animastic nature &t limd lg@fime of

the Kind992Der ri dads rendition of the gift goe
as monument al ThesGifidyiespeaks of evbrgthing Isubtise gift. Bourdieu
(1990) in his studies of prestation societies of Algeng)mses the general ecany at

work as a secretive event disguised imtleddy between gift and courg#t® If a gift is

surplus time as asserted by Bataille, a gift hastily reciprocated is at best crude and
impoverishedAn ontologcal reading of the gift by Hegder (1999) sees the gift as an

aspect of being as an ev@gtreignishe unfolding or blossung of the happening being

in time(Schrift, 1997, p.&or Derrida, a philosopher of Algerian origin, a gift that is

identified as a gift is no gift at all, hedees real gift giving as divorced from material
exchangés o met hi ng | i k eherahildnQltimatelyikéHeiddggevaad f o
BatailleDerrida sees the gift as nothing but tirtfee act of giving is an end in itself,

whichis also a time for forgettirymoving on towards tlmpossiblelt is the kind of

giving dramatexd inZ a r a t h u-bléssed idddferencenand typical of the general

economy in certain lifestyles | experienced growing up in Malawi.

34A milder form of raid might be carried out by the rBasizgadh Car r y 6, who confi scat es
homes and takes them to the ctodfe ransomed.

3Roblphe Gasad s 6 Hel i ocent r i l®O97pp.to0RA)Ihged ¢fr nt Schsmfof N
structuralist reading of the gift wusing Bataill e
39 identify this secretive event everywhere in Chewa everydayont&facinstance the Chewa have a

penchant for convoluted and meandering dialogue. It is rude to speak straight to the point.
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The Situationists read the papers, with silverware: (Mgitadg)adt062015
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The Beast with aHeart in its Mouth

Synopsis3nowba015): A snowovered Kinnoull Hill irscotland, a man stands in theédie of
the road trying to put his shoe back on without hands. He is swept away by an invisible circle

travelling in perspeee through th@ictured 21 £

1
When you look at the photographs of Malick Sidibé, Seydou Keita or Chief S.O. Alonge
these could very well be photographs of my parents. | grew up around flamboyantly
dressed peoptewell, not always flamboyant but there was a cassess of fashion, of a
6l ook . I think generally, i n Mal awi, we
particular. Joza, a popular cartoon by Vic KasinjaZ003Y featuring an indifferent yet
adventurous and dandyish family, always toyax@id lucrative employment, celebrated
thisway of lifdYou wonder where this comes fr om.
the general economy of the villagescertain nofinear conception of time that still
hangs around with us; itds 1 n Dakar, it o:
in London. Yoiwcan see it around the Africaternet bureaus in Kensal Green and
Harlesden, where | likelhang out to read or surf the internet. In this alternative
conception of time, ti medpioductiVelywhene posdby s o
andnot managed or capitalis a gifas opposed to the commodity) Ti me i lsis mon e

infacttneafNyad®® s o | suppose one dressegaleup to O

A man is not considered truly Chewa if he has not been initiated Gibethéamkulu

secret sociefalaun, .d., p.77)One is excluded from the everyday workings of the
village, and should you encouitgaun the bush you could be beaten up, kidnapped or
fined heavily for looking in his face, standing in his way or not giving the right answer to
his riddle. In preolonal times you could even be killed and disapp&aredVamkulu
seldom kills now but in the remote areas the possibility is st{it#seam BreugeP001

and Boucher, 2012)hen | was old enough, and in secondary school at Kamuzu

3’See the Vic Kasinja biographZomics Repd2drJanuary 2007), (online). Available at:
http://www.comicsreporter.com/indephp/vic_kasinja_1957_ 2007/. The subliminal influence of such

cartoons in my performative work suchgau Cinensannot be discounted.

38Anthropologists Marwick (1965, p.68) and van Breugel (2001, p.208) have noted, for instance, how aspects
of taboo stl influence Chewa social life even after the onslaught of modernity.
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Academy,t o Isww gdhdula ifiato thedlyausecret society in my
fatherds home vil |l phuegu dwi sdéisgnaEofimydrosng . I
who stripped and blindfolded me in a black cloth and took caentowen the bush,

carrying a live rooster and a basket full of provisions to last us foiddhedekgth of a

full Nyaunitiation®

| can see everything throubk blindfold today. We are welcomed taltmabwyeith

songs and a thunderous beating of drums, from a distance. One song hilwasnane:

alirayo abwere, adzaone, yee. Mwana alirayo abwere adz&dhetchatyasepiggeshild

come neard see, yeee. Letthagweepni | d ¢ o Mesoenasiwesmde t he be
bushes a group of peoptee mkulu wakuthefigpit at me and beat me with sticks,

subjectig me to verbal abuse. Theym&Kamluztf.&Come her&amluzlDo this

KamluZuThey tease and bully me all the way to the enclosure, made of sticks and thatched

grass.

Thedambwe in the middle of a graveyard. The beast | had to sikkasiasMaliran
ancienfNyauanimal structure shaped like a pregnant hamtetbpe it is in fact an
abstraction of an inverted womands pubi s.
representing her sexual org@wicher, 2012, p.10Fpr the Chew&asiya Maljro
l'iterally ©6one whepreséntslakeveasiwalidthe myghea Chieveah i n d «
Mother who brought forth the tribe into the world after a mystical union with God who

came to her in a form of serperttungéBoucher, 2012, p.10%. Kasiya Malidanced

round and round theambwie aphenakistecope raising a cloud of red dust in which

more and more initiates appeared throughout the afternoon.

There were no everyday niceties in#mebwelere was the general economy of the
Chewa village presented with virulence and primordial gusto. Vulgarity was the rule of the

day orchestrated by the obscenitgasfiya Malireaching up to the sun with her backside,

3%Code forNyauinitiationd see van Breugel (2001, p.143).

40See Boucher, 20122%7. For an anthropological description of Nyau initiation which this personal account
parallels see van Breugel, 2001, ppl4Z2Hodgson, 1933, pp.1X%5; Mlenga, 1982.

4\an Breugel, 20011p4 4: ©o6Let that weeping child come near :
beast, yeee. 0

42Traditionally the people responsible for tleparation of the initiation area, daenbwsee Morris (2000),

p.134.

Meaning 6whistled; a euphemism for O6ejacul ationd
studying at the notorious Kamuzu Academy, tteasd | e d 06 E, bnaarsholarkhip Atfthe tine aadd

that was a swipe at both the Life President and his piyégeesistance to Western education is well

accounted for; see Linden (1974).
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to sexually explicit songs. She syaurred on by the master of the proceedagsjia

mask covered in mud and chicken feathers. There was no distinction between old and
youngd only between initiates and raitiates Kapoknd thephungspoke to us in

nothing but obscenitiesofulap songs, jokes, banter, and ancient wisamvambo,
communicated in metaphors confined to eating and its cqraaBreugeR001, p.152).

We were put through ordeals: some boys were made to hang suspended from trees and
swung over fire to scateem to death; we were rolled in grass andgdtobanschitedze),

and doused in cold water to induce a severe reaction; somebody threw humanaxcrement

us as we scratched ourselves (see Morris, 2000, p.136).

We were beaten with sticks and taughttat@men. It felt like |1 had arrived on the other

side of the world.

In Eroticisrfl1962) Georges Bataille associates transgression with the saenmdtialn
transgression of everyday norms the isolated self through the world of work and necessity
losestselfto identify wih the larger scheme of thinlgsough communal crime. There |

was in a cloud dust, my heart wellgdith enthusiasm, and yetiifeogot carried away

with the delirious atmosphere you were whipped back into place by the iapaled.
administered corparl puni shment for ©6disobedienced,
frequently directing It otwswdlbegantolassociate i t i
the whole scene with the incessant butt kickihg ghapstick comedies of Arbuckle,
Keaton and Chaplin. One nediodthetedge thewdale how
timein a sort of liminal state, which the anthropolegisGennep (1960) would describe

as caused by the antatipn of rebirth as men. Oubrgh fromKasiya Maléos | oi ns i
mire was accompanied by more virulent expenditure: various sacrificial ceremonies, which
ensured the separation of éecurseé sharéfrom real initiates. It quickly became

apparent that not af us were destined to become men. Some of the initiates would come

stilkborn.

Deep into the night various beasts come out of the graveyard to test our bravery and
determination in themiddle of thedambwEach beast has an oozing heart in its mouth,

and the initiate has to wrestle the beast and snatch the heart out of its mouth to pass the
test. There were so many bleeding hearts on the ground all around you as you wrestled

with the beast, underthe sive moonl i ght . Those who coul dn
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their beastds mouth were sent home into
graveyard in a symbolic ritti@t sunrise those who had been buried alithein

graveyard overnight werdvemed before our eyes and dusted down. We were then

herded to thelambfmarshed)ke sheep, for a cold bath in a muddy pool. After the bath,

in an event callddu | a(meg @escription lman BreugeR001, p.144pur private parts

were tied and coented in circles of up to ten initiates each. We were made to run in
different directions like the rays of the sun, on a bigbywkkpolibrandishing a long

tearing guava stick. The whole ceremony happens within seconds. The pain to the privates
is exaisitely excruciating. If I had known of this part | probably would not have come to

the village to get initiated. Thes | aends dvith tha testicles of one of the initiates on a

rock as he breaks free from the circle. He is carried away immediatptyryhdrowned

in frenzied singing and rapturous beating of diMmana alirayo abwere, adzaone, yee. Mwan:
alirayo abwere adzaone chinydfeanegesresaw the victim again. Sphuagssid it was

a goatods testicl es nuotbéelidvatiiem.d thaghtud rawaglboe nrao
yet another ritual sacrifice, this time human and pertaining to fertility. Sacrifice, which is in
fact an extreme form of transgression, is another moment, identified byvBaailiee

reified self with the wial of work and necessity is delimited into theemsaV through a

communal crim8 in this case the ritual castration ofabeurseidtim.

What followed u | awmag @ceranaony less horrifying but equally ominous called
khudabwihe impaling of chickens. Each one of us had to impale their own live rooster on
a special sticklfabzgrarhis @s what will happen to you if you reveal what you seethere
Kapolsaid®® Here was a ritual confirmationNbfauas essentially built around the totality

of play. InHomo LudeHsiizinga (1971) posits secrecy as what ensures the efficaciousness
of playamongtheadeis t 6s real ly the enshrthegammeg of
To reveal the secris simply to negate the gathere is nothing superstitiousGale
Wamkulusecrecy is only a concerted effort to keep thélgéticirculating through strict

reinforcement of the ethos of play.

For our first night aGule Wamkue were dressedRanimbkarBoucher, 2012, p.135)
in banana leaves, mud and gua@d went on derive into the village to conduct a potlatch

“YAnot her form of &l iminald ritual described by Ho
4Vly additional refences beyond personal experience for these ceremonies have been indicated in the notes
and in the bibliography. [IChevaTradsiona Re{@@di)whichi ndebt e

contains a comprehensive study ofNy&uinitiation ceremmuy.
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of destruction of excess property and us:
the queston®Wher e do virombo come from?“*“When gu
Thoseweencountered who gave the wrong answer or stood in our wdyeaten up

badly, or fined.

2
There was great anticipation wKapoliold us we would eventually get to meet the
Ospiriteacfedtdoh e oehaas, lutrwhen the daypdamefwe were told
bluntly by theophungulsatnobody knows whatisappen you ldstead we would be
shown how to make masks and playliombanimalsh e cause t hatés wha
were Gule Wamkulli Nyauhas a real secret here it was in broad daytightChewa
were essentially an elective body of sovereigr@ukendmkulueminded them of this,
their sacred origin in animality and unknafVifgr Bataille (1993) the sovereign is an
individual existig beyond common morality and work, which are the world of necessity
necessity negates the consecration of existencenestet moment for future
realistion, necessity therefore enslaves and reduces people to a restricted economy in the
worl dng@$d6thm al |l human act i v(i99leepaut si de
yearning for the human to return to the animal state of grace and inmd&gneich is
always of the general economy of the present, allows us to return to our sovereign self as
virombanimal$® For the Chewa theBule Wamkuisi not for disguise but rather a radical

expression of our Oreadndw. gi ft giving sel:

We walked and derived the bushes, the woodlands and the villages gathering material with
which to make masks. You picked up whatever stirred your imagirguileByathe end

of the day there was a mountain of building material in the middldafieraffia,

banana leaves, jute, animal skins, palm leaves, maize husks, grasses, colourful fabric offcL
ash, mud, tree trunks, sticks, recycled old clothes and shoes, traditiomabjmgint (

various colours for painting the face eftiesksandgpr t s of t he body. 6

a n c e Kapolgaid, a inddy finger indicatingge mountain of chaos and surplus.

48-or initiation codes see van Breugel (2001, p.145ff).
4The Gule Wamkuaisreturn to animal sovereignty is alluded to in the Chewa creation myth which traces a
past in which animals and men lived in harmony; see Schoffeleers, 1976, p.63 andQyiprti3220

48See Bataille, 1993, 2929 ; f or a col |l ection of Batailleds writ
pp.188201. See also Bataille, 188&hich the philosopher explores the relationship between sovereignty
and ma-mredoscepdoash fan 6animal d in various cultures.
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More prodigious expenditure prevailed oveddingbweith our ancestors in our midst.

The masks and dance workshops aarempanied by more ritual sacrifice of animals and
libation over the grave mounohgessant spitting, which we are told is adoaatio

nightmares; and rude contests on expletives and swearing. We were taught in a secret
language where the common nmregsof words were replaced by other meanings

rendering an esoteric atmosph&@rass ((dzujor instance was referred to as liuveya)

and a sticknftengw)as called a rilnthiti)A sisal stringkhonjejasnkhwezdOne was

fined by thé&kapolior using the wrong wor@here were marapolisSoon nothing had a

stable meaning as if under the scrutiny of Derridian deconstruction. In thatwlelirium
were made to handl e var i @welaughediatsnusforsuhei ng &
and deatlthen- human hair, nails, bones, ash, mud, blood, raffid\gpiare all united

in these abject and base materials like our ancestors lying and decomposing in their graves

nourishing the earth

A few days later the whalambwe teening with masks and structugadgranging from

the humanvisudz®) the theriomorphiaifikhwal&jsome of thegulesuch a€hinke
madziansatsi, G6c¢mp oA kkndasighhir@newholgaweg o0 n a
f uner al s, aremnaditoeal, datmg bkaek dmcient timeg/an Breugek001).

Mariad Vi r g i, Simondgimony Pet@&andNyoronyare from the colonial period.

Others likeNdatola 6 p r, Mwanatwatengatamwenyeb ,aMakuponi Avita,
d@sovernment cupon® gndNjinga Yabweéaa b i c y c lare cohteanporacybeme 6 |,
anthropomorphic figures thus tend to be detourned figures from history while the
theriomorphic ones are timeless and explore the woakuoé, such as fertility and
regeneration of lifgsee Morris, 2000, p.14Bany of the masks are camp and
androgynougsee Morris, 2000, p.1580d are oén twinnedno doubt to emphasigheir
otherworldliness, accursedness, baseness, ubiquitpayehidy. All the masks and
structures behaved transgredgiand amorally like animalsgmband reflected the

psychogeography of the bush and the gquaitital zeitgeist of the villages and the

4Huizinga (1971) explores how the totality of play among adepts may build intimate connection among
adepts manifest in a secret language. This is more evidence of the general economy atNyark during
initiation.

50See Mrris, 2000, p.136 ftreuse of secret languag®&iraunitiation.

51As described in van Breugel, 2001, p.148.

5T hese are representative of t0le 9Balt) aiblalbg ®rctd man
symbolic ordedt he dest abi | i si nwihiryasystem.r eati ve o6t hird te
5%or basic categories and descriptiodyatmasks and structures see Morris, 2000, pp5038
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country?* The Gule Wamkuluhich dances atvaldances repetitious variationsKasiya

Ma | sicosmid routine to a rapturous array of drums, and a chorus of delirious women.

Not all the masks and structures are worn. The persistent methefyafucinema of

my childhoot had brought me here and | was particularly intrigued by the remotely
operated masks that performed at night to hide the mechanism that animated them.
NkwaliandNkhuzikuzflew around théwalon strings operated Bgapolia bamboo
snakeThungavith a burning string along its side glowed amongst the graves like a neon
light. The anonymous competitive spirit among the initiates fuels more delStyaative
derives through the villages anlvedlovhere we compete for who would win most

pledges fromhie audience, for dance, artistry or sheer guts for transgression.

Areadingofu | e Waendency tarainerality, transgression, the sehaaticthe
abject through Bat ai | |Nydes asystanfovhighGeorgds s o0 v
Bataillevould calb n& n o wl e Gugltg@11 p.24n, Bataill-e descr i
knowl edged not as atglaorsiyfsitceant iodiepekaso wil gends
on its ability to make any conclusivma ge of t h e.He nontwues tlsatthisp o s s
&nowledge destroys fixed notions and this continuing destruction is itssy@anese

pr eci s ellyNyaunothiag standsi lihd end of the dayeven Gods parodied as
Chautan hisarbitrariness and sacrificed to the general econ@yediVamkulu

(Boucher, 2012, p.214).

Wearing my magkicer@fter the notorious Roman oratmdinspired by my classical

education at Kamuzu Acadeigel superhuman. | almost touch the skydedlstilts, a

big red tonge hanging out of my forehebdi there were a few of us in this kind of gear.

The mask totally deprives me of an identity. | am pure movement in space, a pure presence

in the sky. | feel like a star, a swirling painting byg8uham an animal, the living

54/an Breugel, 2001, p.154 summarises the position of Marwick (196528§),286ng with many other
scholars, as describbgaub as t he setting up of behaviour patt e
2001, p.154). | wholly concur with hisesfvation from personal experience.

5%or a description dflyaucinema see chapt8&t, Pius

5¢For examples of remotely operdtiydumasks see Boucher, 2012, pp-2%2

SKristeva (1980) has classified the semiotic as the musical, the poetic, theahgttimtovhich defies
structure or meaning. Ulti mately, |l i ke the Bakht
grotesqued of GueWamkierbrchaneds thegifirmationaf life on a universal scale,

even in the facef death and suffering symbolised by the locattitre dambveat the graveyard and the

chief 6s sk ubwalbafdrezetery pesfornmanckule ®Vemkdlls accur sedness sho
confused with the sanctioned contemporary carnivals obttizng Mill or Rio which are largely a parade of

youthful sexuality, passion and mirth.
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dramatiation of the universe. | am a living semiotic, a body without,Sragiatid am
even given money and gifts for it, which | share indifferently with fellow initiates back at
thedambw@/e all go back home laden with §ifts.

58 seeGule Wamkulun Del euze and Guattari s descdanption of
undifferentiated and unhierarchical realm that lies deeper thanldhef appearances which might be

deployed to defy reification in late capitalisnCale®rook (2002).

5%or Gule Wamkudéis gift exchangkufupayee Boucher, 2012, p.23.
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St Pius

SynopsisHlamingo PoBd13: A pond full of flamingos in Africgheir heads syhmnised and
buried in the wated.52 &
SynopsisTiwo Mushroom Cla2@ikl): A scientist is interviewed in a grainy television excerpt. In his
hands he carries two mushroom clod82 £

1
In the general economy of the village where sharing and squandering of wealth was the
rule, anything bland in fashion betrayedaulating miser and hoardehe miller, the
grocer, the moneylender derideGute WamkudsMalokpdb one who | ocks up
(see Boucher, 2012, p.24®) dress ostentatiously in Gucci shoes, Rolex watches, Pierre
Cardin shirts (mogtrobably counterfeits from China) and hang out in salonstavaut
as rehearsed in Mhesa ¢ = Quviubkeand o Contemporary AfriE9A2002)° listening
to Papa Wemba and Fela Kuti while drinking exotic beers, tearing up dollar bills before the
lades at the bar, and inciting patrons to acts of rival squandering, was to show an optimism
in the abundance of life, and trusting people to always return the gift. If one could not
afford designer or tailormade clothes onprovisedas is seen in tt8ummer Collectioh
the sam@&luseum of Contemporary Afridadrefatwere many secemand clothes for sale
in the markets, which could be modified to rival any on the haute couture scene in Milan or
Paris. But sometimes one chose threadbare chievishegto give the impression that
al | earmngdad already been shared Winds and relativegan BreuggR001
p.263 has explored how the fear of being accused of witchcraft inspires an extremely
austere fashion of dress among the Chewa. It is an alternative to the fancy dress of the city

The two extreme fashions make sense whthianrestricted values of the.gift

Dressed in fancy haircuts and clothes weNgakas an excuse for licence from the

political rallies to the playground and into town where déhauogyas accompanied by
transgressive behaviourppkig school to watch the stetrains at Wenela expiog

men to work in South African mines, with bird feathers in their hats; setting fire to forests
on Njamba and Soche hills and enjoying the spectacle of frantic forestry men trying to put

them out with branches and leaves; running through the maszikbedcherd of

60SeghechapteMan ofthe Crdwd r an expl orati on of t heMusgemoer al e
Contemporary African Art.
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elephants on a stampede. The derive, a potlatch of destruction, went on and on, and in tha
frenzy my friends and | formed lasting friendships. But the influédgaubitencevas

much more immediate at our favourite pastime at nighai It was a special kind of

film experience animated and screened in the open air or in improvised cinema halls and

tents. We calledMyaucinema.

One of the most popular venuesNyaucinema was St Pius Catholic Church Hall in
Nkolokosa ABlantyrein the lat€yOs and earf0s. By parental decree we were supposed
to be in bed when the doors at St &ia# opened, so we escaped through the bedroom
windows to thesim shows. Having no money for entry we forged the rubber stamps on
our palms using biro. But even without money orNy@ucinema was always possible at
night. By a local tradition which no doubt grew out of the static economies of the villages,
the last reel was for free, watched with the doors wide open to allowwhthosald

not afford the entry fee from the beginning.

That the film star communicates with his
explored by the German philosopher Walter Benjamin12892The celebrity actor

aware of the technological dsat i on of hi s identity as a
but for the film industrial apparatus. It is this liminal absence of direct communication that
allows the audience to project their own desires on the star and become stars themselves
(Benjaminl1996) | read this relationship between the film star and his audience as rather
like that of the member &fule Wamkwwuh o s e body is made prese

Nyaumaske!

Benjaminds formul ation €kbseembias MbeEeEZEES €
the film star a&raaumer, OB5Snpeb@dcarding tp Medzi (19861 f i er
p4d9 thepbdbaberoed of eafectmostamkhag the a
| ookersdo i n a tr an sttedalrtira one ia throwm antp watcBimger t h |
performance obule Wamkulu I't i s this feeling of being
makes thelfin audience identify themselsgsovereignas part of a larger scheme of

things: in the case Glule Wamkuykirombdranscending the limitations and conventions

of everyday life and the world of necessity. The liminal absence of the film star, enhanced

6t is taboo to identify a mask as chirombahossomingdual .
otherGuleT o acci dent aénidayidendtyasvadomes with & keavg fine and prolonged
exile from the village; see Boucher (2012).
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by the skilful interventiaof the seasomleprojectionist, is no doubt what made cinema a
newbwalb or a modern Mal awi, where | was abl

company of fellow spectator sovereigns

Like Gule Wamkufoasksthe cinema at St Pius had to be createdf nothngfrom

appropriated film footage fromabroadamiBaa 6 s pr opagaqwava newsr ¢
comedic two reelers of early silent film werepghring mascots of these shddascoe

0 F aArhugkld, Charlie Chaplin, Buster Keaton.tidmesgressivahernessf their films

and their insatiable appetitetfozjoyful destruction of valued property and propriety in
slapstick felt familiar. The incessant backside kicking summoned the draniyargy of

for the discerning, t heagafharingof sovereignieingss ol a
viromho i n the Cat hol simmeadunabledddy dnéddevgishmardlr b u ¢ k |
Bust er Ke afamdsiusts wei@ acdoenpanied by lurid commentary and shouts

of Iwe! Ilwe! Iwe! finah the audience. Charlie Chaplin Kadalthe trickster, the mythical
Guleand dramatic personification of the alludiy@utself cutting across hierarchies and
social difference, bringing people toget!
laughtefMoussinac, 1927, pp-18)°*

I n fact t her%andwna mainfeaturé fimidyaucsnena.dhére were a

few exceptions to the rule, especially with b&lkstaghetti Westerns which kept you on
the edge from start to finish. @eally after Chaplin had disappeared into the machine
moreNyaureels followed: Hollywood movies, anonymous film noir reels, Bruce Lee films
and Bandads p swopldibg boppddup areuvts size leylir®jectionist

d the conversation would be edited out to offset boredom. The chronological narrative
would be broken uthe films were often interrupted by reels from other films, whole
sectims repeated, speeded up, stwtioned or reversed to communicate a more

animaed and visceral experience of film.

In many wayBlyaucnema r es e mb | e d cihdmeo fe xah it bf taeceaidyroinsstd

P aul Kl ee saw moder ni tyodwhghlteades Oforme lifyaliandsavo n of i n
technological repetition as a new arenanfoountering ourpfoound 6 moi 6 ; 108 ee Wil d,
63At bwalo Kalukialways the first mask to perform; see Morris, 2000, p.149.

64The importance of audience participatiddyiauhas been explored by Mvula (1992auspectatorship is

always actiy@ertaining to the communal valueGuolie Wamkulu

65See Wild (2015) on the excitable cinema of ballistics from early film.
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20thcentury described by Gunning (19883 characteddbythe presentation of
discontinuous visual attractiarsd momentsf spectacle rather than narratbeeg Nyau
cinema went further in making the cinema experience more visceral: it included a live
projectionist and spectacular side swtd) as fire eating magiciahe famous Haja
Fosajdrequented the hall at St ®iselfstyled vendors of food and drinks, acrobats an
boxers, such detu, Short Man, and Philemon Ayesu, which all contributed to the

animation and generosity of the atmosphere.

TheNyaudnema projectionist did everything in the open in the middle of the hall. You
heard and saw his machine at work during the film show. You would see his shadow fiddle
at the machine, with great dexterity, wads of filmstrips falling down from his shaailders a
arms likekapoloperating the remobdyaustructure in the bushes. There were wires
everywhere holding up the screen and electrifying his act. Sometimes he would stop the
tattered largepeaker ahead of him to moeabs add a witty comment from tiadows.

If his projector was kiang longer that expected to restart or reloathere was a blackout,

he would pass the floor to the side actaamdgician or a pair of pugilists would take over

to keep the audience going.

2
The American film scholdennifer Wilg2015)dentifies the nature of early film stardom
as O0diagrammati cd6. The odonetinks of Mysidomarod my st |
Chaplindowerenot only around their work, as was
traditional theat e , but also through a 6chaoticd d
manifest in promotional discourses, photographs, film, print culture and advertising, and
nascent fan culture matedglosters, advertising signs and legliétsl, 2015, p.80This
6t echnol og%as Klée woukl desdribe it,imade Blm viewing conceptual and

changed the masses from passive beholders of culture to active spectators. The

68n Encyclopedia of Early Qi@ p.124) Tom Gunning describes two different aspects of early cinema:
600t he ci nieamas @é @hdarractteri zed the earliest phase
discontinuous visual attractions, moments of spectacle rather than narrative. This era of attractions was
followed by a period, beginning around 1906, in which films incredidorglgnize themselves around the

tasks of narrative.® But even in the narrative ¢ci
cinema of attractions as the cinema of O6ballisti
6odernity is a relaxing (allégement) of individuality. Upon this new terrain, even repetitions can express a
new sort of originality, becoming never before seenfomasiof and t hi s i sndt to spe:;:

certain number of individualsigattogether in the same place: each waits there for the blossoming of his
profoundmoi 6 ( Paul Kl ee, quoted by W Id, 2015, p.102.
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phenomenon of the djgammatic of the film star encircled the globe. According to

Kracauer (199%.59 the conceptual nature of film stardom in fact turned the whole world

i nt o a 06dirhnyreading aakmdh dd photographical® in which participants

were awareofedbi ng photographed as O6starsd and c

we experienced it Blyaucinema at St Pius, in Malawi.

Nyaucinemalike Gule Wamkuylguickly became a total social phenomenon encsingpas

the general economyMhblawian everydéie. President Dr Hastings Kamuzu Banda, the
Life President of the Republic of Malawi, dressed and behaved like afifra stast

have fancied himself as a Humphrey Bogart: Savoy three pidoagtrieschcoat and

shiny shoes homburg on his head and Saratogagtis&es across his eyes. He always
entered the stadium surrounded by a sea of dancing bke€bhadzundend his

mbumba flywhisk in hand, in a dirty Land Ro&daut a gleaming red RoRoyce

carrying hisnistressd t he of f i ci al hostessd Mama C. T
front of him as part of a long police escort. The Hollywood sized lights on Soche Hill
blinked LONG LIVE KAMUZU in orchestrated succession but every now and then, even
if it was onlyffor a few moments, there would be a fauthe wiring, and Sochellhvould

loom over the citgf Blantyre simply saying LIVE, or LONG KAMUZUYE

KAMUZU even. Other days Sochdldimply said LONG. Some of these electrical faults

were likely delibeémmistakes createdthgtechnician for subtle subversion.

Everyday life was a corollarfNyfaucinema: the fancy hairts at the barbershops were

from cinema, most definitely the shaolin skinheadwikezeself styled thieves and
nunchakewielding gangsters in the neighbourhood; fancy fasttignwas the age when
seconehand clothes were not liberally allowed into Malavhandilors on the shop

veranda competed in who would design the coolest clothes worthy of a rdgyaous

cinema screen; everyday language was fancy, Chichewa peppered with English and Chine:
phrases from the reels. Girls talked and behavédsikana Amakafid@he daytime

68Banda always travelled up and down in the country in the company of dancing troupes of hundreds of
women in colourful attire from every district in Malawi. Some have blamed the immorality among these
itinerant dancers as partly responsible for the sggyeddity in Malawi in the early 1980s when Banda was

at the height of his powers; see Boucher (2012b). Kasiyamaliro.org (online). Available at:
http://www.kasiyamaliro.org/pdf/bola_akufawaf pBanda styled his political rallies likgafestival,

with himself mirrorin€hadzundird of theGule Wamkutlanced hence the elaborate gift giving

ceremonies that marked such rallies.

69A Nyaumask in heavy pink and red makp , me anignigr |6smdo,d ewhni ch in the vi
funeral vigils, initiation ceremonies and commemoration rites. She wears a notorious short skirt; see Boucher
(2012b). Kasiyamaliro.pfgnline). Available at: http://www.kasiyamaliro.org/pdf/atsikana_amakano. pdf

38


http://www.kasiyamaliro.org/pdf/bola_akufawa.pdf

popubr drama group at the church hall, Kwathu Drama Group, under the Ngall of
cinema, performed whole segments of their plays in slow motion and sudden lurches in

quickened time.

One of the earliest scholarly report®Ngay from the British coloniaffacer and

anthropologist, W.H.J. Rang€E34950, p.35)communicated thalyauwas one

tradition responsibfer keeping people backward in Malatwe report could be read as

yet another commemoration for the skethwn power oNyauas a subversive cultural
phenomenon since ancient tirfids the postolonial era marked by capital, lucrative

labour, and restricted econonidgaucinema was a continuation of the Chewa gift

culture arounéule Wamkutly other maas. It was a rebelh againsteleological history,
utilitarian values of capital andenial of death embeddedhelinear and structuring

narratives of filmsexplored by Wild (2015); it was a rebellion against the gafllar

colonial arbitraries analysed by ActMizsmbe irOn th&ostcoldidP97)d the African

dictata, in this case Banda, it was a cinematic rebellion against the individualidtic classica
idea of art as representa@od separation from real |é@&d of the audience as detached
and O6voyeehbstdecs r at h'Htwastamanordlyaaebélione s p e

against the alienating influence of dualdtristian morality witheveryday lif&.

TheNyaucdnema projectionist differed from the secretive projectionist at the official

cinema housethe Apollo and the Drive In Cinema at the city centre, which showed
Oproper filmsd, with a beginning tkend an
Apolloonce to watch a proper film. | didnot
cinema which said UNITY LOYALTY OBEDIENCE AND DISCIPLINE. Everybody

knew what those words meant: death by crocodiles if one disobeyed. | was terrified by the
projectionist stamg down at us from a small cut in the wall at the back. You saw his

darting red eyes and thick eyebrows. | thought it was Dr Hastings Kamuzu Banda himself
keeping an eye on us making sure we behaved and stayed still in those velvet red seats. N

wonder tkere were not many of us in thésome wanted to come in but because they

""ManyNyaumasks, such &mon(icolonial officer)Bambo Bughiissionary) andaliygThe Virgin Mary)

express resistance again colonialahiksgmunadand religion; sédyaumask archive in Boucher (2012b).
Kasiyamaliro.orgonline). Availablat: http://www.kasiyamaliro.org/.

71See Wild (2015) on spectatorship in early cinema which resembles many Mgaagteofa.
Rangeley (194D) specifically notdtyar e si st ance against the Christia
outGuleWamkulmd t he many other cultural aspects that s
Southern Africa in the footsteps of the explorer David Livingston came in ti@€briSganity, Civilisation

and Commerce.
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were | ate the doorman woul dnoét | et them |
they were late. You had to stay to the end of the filraApollo. | was dyingf the

toilet but | dared najo with those eyes watching me. At St Pius you came and went as you
pleased, talked when you were bored even. You would even ask the projectionist to speed
things up a little. Here at the Apollo there was no life, only film andndigigtat slept

and woke up and the film was still on.

The age oyaucinema ended abruptly with thel v ent of VHS80sdapes i
went back to St Pius once and they were wathiogn Queeamnd there were no breaks.
SomelNyaucinema eleents had morphed into adverts selling soap and cars. Another time
we kids were not allowed in as they were watching pornography. $tyancedma

but not before it had left a lasting impression on me.
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Gule

SynopsisNude Ascending S&0rk): A man climbs up a stairway inside a flat on Harrow Road. He
wears nothing but a pair of trainers. He touches his crotchfagthrhythmic motion as he does

s0. He disappears behind a door to thati¢he top the staird.19 &£

1
| amguleaNyaucinema star. | want to live thealife, in the here and now. | égauin
the French phil osopher The Reanaednts Dd@iEYhste t 6 s
to embrace life is to live in the immediate present where anything is possible. | would
rather be called the prodigious expender than an artist, which wactcshmegste to a
worl d of o6t hi ng siédby8atdllaiihé Accused SHDer) dysatt y | e
emerges because of the way | want to livBlylsiypraxis is a series of raptures@kie
Wamkuluan otheiworldly play. Among the Chewyaumanifests in different aspects of
cultureandeveryday life which Huizinga identifies as originating from the totality of play:
literature, music, religion, philosophy, art, sport;@ilddtsame in my work. Myau
praxisis playful and manifestself in heterogeneous way my films, in my writing, in
my installations, in siggecific work, my research, performance, in the way | relate with
people. | am theuleof mediaand social relations. | refuse to spseiaf ossify in any one
medium. | believe in art as qualitative and difference, a process and part of social
infrastructure, rather than the superstructure of capital as the Western mimetic tradition

and Romantic traditions would propose.

As an artist | consider myself parthef treative elite, a modern day member @Gukes
Wamkulgecret societya contemporary artist. My approach to creatwity a sovereign
whoseoutinRosset (2012) gl i mp srendition as a fdeaelessme er 0 S
artist inPainter in Higusliq1666). But | am more than a mark on a piece of paper or

canvas. | am more than the observed. | am not interested in mere abstractions. | look for
whatWark (2011h as descri bed as 6l ow theoryd and
real world: @ myNyaupraxis will testify my philosophy of everyday life is not complete

until it is exercised in transgressive and critical acts within social structures and received

ideas. Its ideal is ndmowledge and absolute freedom.

As a Chewa, modern art losgo interest me when some aaganrtle artists in the early
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20th century, inspired by the advent of film, abandoned the idea of art as metaphor and
allegory for the study of the qualitative nature of modern;featityecamblyauthen, a

sovereign d@iwity, an expression of radical subjectivity rather than a servile profession to

the empty promise of mimeticart. Igee n Pilceas seé@moi sardl | es d 0 £
Assemblage with Guitar Whegrethe artisinspired by Grebo masks and the intimate
experience of early fiffattempted a new approach to art beyond representation by

breaking down the gap between the pictorial space and thé*Viegabtyauin the

avaniigar deds r ec ogniitnatorae of thé unfolding of llm asg neavmma t
framework for the expression of radscddjectivity through paintirey painterly

blossoming. Iseplee n t he pai nt e@olodgrédiRhytifmjikaand Sur vag
Charchounne. | séyauin Picabia, Duchampnd Tzar ads fasci®natio
IseeNyau n t he diagrammatic rendering of the
star so; Picabia after é&aagnd Earkas Geiima DaddDu c h |
and Surrealist manicules ptanilyaucinema but it is really the Situatienigdio take art

back to Africa for mé&

There were no art galleries inavial Art was always partesferyday life as proposed by
Situationist praxi§Formed in 1957 by ¢hFrench avargarde filmmaker Guy Debord

and his friends from various nationalities (including ABita@ationism) they set out to
correct the 6soci al .Urmatisfiedwighsadthad donfifizd itbelf a n
to theaesthetics of rementation removed from social interaction, the Situationists

wanted to act in society and life itself. Having divorced themselves from the art world they

reconceived art as qualitative, a fordiagfram n d a n 0 a Cwithivegerydag st h e t

73Vild (2015) explores the relationship betwadn film and the avagarde artists cited in this passage.

“n 1916, Pi c as s &onodefardaesntdo,n adned Peadw Itoows koif, propos
but the application of the cinematographtpai nt ing. d§ (Wil d, 2015, p. 56
7A\ild, 2015, pp.281, paints a picture of Picasso and working partner Braque as avid students of African
masks and frequenters of the early film houses of Montmartre and Montparnasse, activities which were
critical in the development of Cubism.

FromDuctamp s ecs@eihfcepti on Sélawwobhd@zastaasdsRBt b-gpdemot i o
answer to Charlie Chapkee Wild, 2015.

™ormed in 1957 to correct the O6social failuresd
opposed o art as representation. -Mhmgtiacdomanidi est &td
Abstract EXprdeasdsa 6o nsiesem tion OHaepopeni ngs, FIl uxus, N o

Art. By 1967 most artists making pictures for galleriéggéadxpelled from the movement, including those

of the GermarollectiveGruppe Spur who attempted to limit Situationist interventions within the realm of
culture. See Wark, 2013.

“See Stracey, 2014, and Veni c aatidBisneimtmeappendis Mas si mo
9As experienced in the Age of Cinema (19@3). According to Wild, 2015, the Age of Cinema came to an

end when Charlie Chaplin mddhe Kig1921), subjecting cinema to the narrative linearism of state

sanctioned cinetheatreid from then that many avagdrde artists and the Situationists considered him a

seltout.
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life (Wark, 2011, p.55ealing from Karl Marx and Gyorgy Lukdbe Situationists
regarded |l ate capitalism as 6an organi sat
been reified into commodity including(see Debord, 1995 and Pla992) As an

antidote to reification they proposed a revolution of every&egnifeeferenced Mauss,
Batailleand Huizinga amongst oth@/gark, 2013)r'he Situationisteaving understood

the problematic of the gifiDebord, 1995gdvocated play and the potlatch as the best way

of approaching creativity and indeed life.ifflb#y assembled merrily in saféd town

squares to share their ideas asldmbver bwaldEverything was to be given away

indifferently in open defiance to the restricted economics of late capitalism. Members,
especially those attracted to the promises of a secure career within theaergorld
continually ©0s acr iniaintairendethbetshipranduogplotectthep ul s i
authenticity of their objectiv@d/ark, 2013, p.7.2)

The Situationist praxis within the social fabric of everyday life could well be a modern form
of Nyaulike the Chewa, the Situationdaveloped different pfay creative devices in

which the gift could be given without incurring a debt, the main oneddieimgment
psychogeogephynitary urbaniddetournement is where the Situationists treated all

culture as common property and played with can@gtemsively, as the Chewa did as
kuduladuringNyaufestivals and the ritual breaking of the tdbeevan BreugeP001)

Many acts of detournment have been recorded duriSgya&onist days when founding
members of the org@ation were part dhe Litterist International ldxy the Romanian

poet and avargarde filrmaker Idore Isou (192Z%07. One, Michel Mourre, dressed as a
Dominican monkwhich reminds me of tidyaumasksApapgBoucher, 2012, p.52)
FatherBughi s said to have attempted to read a
Easter High Mass in the cathedral of Notre Dame, only to have impassioned Nietzschean
extrapolation drowned out by an interrupting organist. Mourre was subsequently ejected
and arested but higulenessage had been delivered into pogiéfisk, 2013)

The Sitiationist early detournment afema resembled aspectblgducinema and many
of its members were fans of Charl(see Chapl
Wild, 2015) Guy D e blaonvs tbbSHd654) wasiiterally black and white. It

8SeeVanei gem ( 2012 )SituatibresnTieePrattiec afiEGesydé@ltilgstalso especially
pertinent here.

81See Boucher (2012Kasiyamaliro.org, (online). Available at: https://www.youtube.com/watch?v=P5C_
tocVcey.
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featured no images. The-aptnarration with long awkward pausssen from

appropriated texts from various soueresread by his girlfriend kéte Berrsteinand

Gil Wolmanonly came on when the screen was whiterewere long silences in the
narrative and the film strip went silent when it was black. The film caused an animated
reaction from the audience and no doubt the gift was transmitted. The fivitheBds

minutes of black silence.

Debord described Psychogeograplihastudy of the precise laws and specific effects of

the geographical environment, consciouslyisegaor not, on the emotis and

behavi our anflderivas aimodeiofdexparimental beharitinked to the

conditions of the urban diCoverley, 2010, p.9B)isA Guide to the Psychogeography of Paris
(1955) imcut up map of Paris corresponding to the @agisychological experience of the

city, which couldiso be regarded as a form of detournement, or say transgression, of the
conventional workings of the city. Unitary urbanism, which | discuss specifically in the
chapteMzindais where they reconceived a city not for utilitarian purposes but for play,
rather like the Chewazind@ a village with the right to hold/aldor Gule Wamkulu
performances and derives.

Nyau hus constitutes what De borrathecpatfrome d 6 u
my Chewa perspective many Situationist actions point to the ldyaipméxis. But the
Chewa, I|li ke Bataille, would argue that r
and necessity itself is what re(figzdaille, 1968&)reduces sovereign beingsombdhat
people really are to the world of o6thing:

As an artist | have employed Situationism as a framework to translate the gift giving
aspects of my tribe into aspects olNygupraxis as this thesis will demonstidyau

masks, many of them animal structures, express the varying psychogeography of the bush
and communitf?l f Cht ¢ h e gpbyohogeeyemhitedeniv@nticphted Delize

and Guattari 0s 0 rapalysEfd/arls 200130angNyduanema (seef s e | |
chapteMNyau Cinema)evidence of a subjective interpretation of the psychogeography of

my social environment and a playful [|ife:

828 5ee Debord 6206008Ffi onst b éMatlsaidtsi oni smé of t he

83Examples oNyauanimal structures includalulyhare) Njobvifelephant) andasiya Malifantelope).

Ot her ©6animal d masks include a ®&eorBimonieterzemd of s
(dame)Maliygthe Virgin Mary), andjinggbicycle). See van Breugel, 2001, pp8&6
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and prodigious gift giver | have made psychogducghfilms on almost every continent,
from Europe to Asia, Africa to America. Situationism thus is the most Chewa approach to
art | have come across in Western art, more so with its attempt to situate its values beyond

the restricted economic valuesaté kapitalism.

2
As the Marxist philosopher and theorefioa¢ursor of Situationisdenri Lefebvre
(190191 y*discovered struggling prevent himself fromrowning at sea, to play the
game of life is to challenge oneselfinthereal Boyld. e x posi ng onesel f
@ontingencies,aceiht s, appear amaes opred somumpameratdy o
which the gift can be givenexperienced. In a time whareryday life has been
6col oni sedd (befebvtel0&) acdahearecoiconimunity experience
di mi ni shed, Lefebvre has proposed the ©06cl
moments of intimate experierfééark, 2011, p.99)

The Situationistléves offer inspiring examples of livintpd detourned lives of Romantic
dissentefédaf t er t he oOacti ve a(Wark, POdliThegtéo and | i
rejected a life of spegation and careerism in pursuit of sovereignty and the challenge:
you have Guy Debord (193294)a 6 d r chamkleon wdho believed theory should be
deployed like stratefpee Debord, 2008he was a great seducer as a theoastas

have testifieKaufmann, 2006pebord believed if theory no longer works it should be
discarded. Throughout his life Debass many thingsa slacker, filmmaker,

philosopher, editor of books, a paneg§rat these masks registered hisMgalself, as
Vincent Kaufmanargues ilisuy Debord: Revolution in the Servid@@d®oBxepord
celebrates his detourned Romantic role modelsRaregy(R005). They include the
vagabond pugilist and poet Arthur Cravan, a larger than life hero of the surrealist and
Dadaistthe 17thcentury political agitator and memoirist from the Fréeale Francois
Paul de Gondi, Cardinal de Retzd the diplomat Francétene Chatibriand (1768

1848), a devoutatholic, writer, andd®nanticd all who saw their real lives iseal

844 efebvreds theoryfbbtedmementtshbhewS8stscababngnibasédd €
Wark, 2011, 4.

89n The Real and Its Ddutde0 1 2 ) Rosset sees the Romantic as a
than his real self. And since individuation is only possttile saicial life, Rosset describes the Romantic as
one who exists only on épaper®é6. The detourning of

practice of Romantic dissent within everyday life and in the community. In aesthetic éaraypitdach
to art as part of the infrastructure of social life rather than its superstructure as proposed by the classical
mimetic tradition.
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through advemrous and questioning lifestyles

Debordds Situationist c¢omr adseesWark,201&r an
pp.7582) Michde Berstein, in serrautobiographicalnovels] | t he (B0D8hgd s H
andThe NighR013)explores relationships as ephemeralgtangame, which calls for

constant reappraisal and mediation as is seen among th& The\Baottish Situationist,

literary pornographer and prototype blogger Trocchi proposed to spend his life doing

Oti meé&apandmented with duration (060ti me wa
writing (see Wark, 2011, pp.1P%) Chtcheglov let psychosis be his muse during his
productive day@Vark, 2011, p.58s if he was some kind of modern day spirit medium

(wa azimof the spirits)Constant was obsessed about meleisngal self in his long term
Mzindgroject New Babylori95974)(see Wark, 2011, p.5@¢rhaps, with my ongoing

project inNyaul am an obsessive too, but personally, like Debord, | am fascinated with the
life of the tricksteKalulua cunning hare, from Chewa folk®eeliving draméation of

Nyauitself, the sanctified energy you cannot put to use.

3
Thus | was shocked todreghe Situationist Gianfranco Sanguinetti had sued me after
installing a playful détournement of his archive, that he had sold to Yale, at Venice
Biennale 2015. | voiced my concerned at first to Le Monde, whishgulibh the
pending case on Otober2015. The articled ®cr i vai n i talien San/
Biennale de Vemase by Roxana Azimi. When summoned by the judge to testifytat Cour
in Venice | wrote a rationalsing my PhD research and drawing parallels between
elementsolyavand Situationi sm. I was obviously
wisdom in purchasing a Situationist archive. | was also interested to see how the Venice
Biennale would handle the &xon of my reappropriation of the archidenunciation
and expulsion are wkhown Situationist strategies for maintaining the authenticigy of th
movement when a member sti@yark, 2011 here are many ways to give and receive a
gift. In fact wherGuy Debord and Sanguinetti dissolved the movement in 1972, it was less
capitulation and more to accommodate inewsid diverse ways of creatihgagons
from the wider worl@see Debord, 2003ylaybe Sanguinetti had given up on the gift in
hislaterg ar s, but | haveno6ét. Like Lefebvre or

spaces of the commercial world it is still possible to give and rece{Veéalgiz011)

86See van Breugel, 20012885, wher e t huwa)aélt ,sd iacsd uchirwilnerbl (e dagor
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Reification is not unique to capital as Bataille has pointed out. Wheravthr&rans

necessity there will be alienation,Nyalicalled for. | offeNyauto Situationism, and to

the world. When | saw Bi Indtbor8rognounéing | et t e
Sanguinettids sale of hi sonip®@qgandhsactuadly Yal e

inspired my approach to the installation.

My playful installation in the Arsen8languinetti Breakout, Av@s composed using

el ement s @Game dWarith diay@rematic mountains, forts and arsenals

serving as plinths. One of the walls was turned into a diagonal black and red anarchist flag.
The other two walls were covered in a large wallpaper in the form of an angry Bill Brown
letter denouncing Sanguinetti for selling out. 100 detourned and tatogdaphs in

various sizes, from A5 to A3, were displayed on thesdiagathmmatically in an act of
detournement of the architecture of a white cube gallery. The photographs showed my
hands handling various letters, photographs and papers that thalkealyve, in the

study of the Bnecke Library at Yale. I'm working spontaneously in a playful way, and they
look like an esoteric sign language. Some of the photographs were hung beyond eyelevel,
either too high or too low. The installation appeared bveaking out of the Arsenale like
afrenzied political rally, or highalgs. A 3000 page large red bcemhuinetti Thesess

placed on two of the plintidthe mountain passlooking altatike. There were three
sculptural copies of tAidesemthe pl i nt hs. A further 400 poc
photographs, letters (some to and from Debord) and Situationist ephemera were placed on
two smaller plinths, the arsenal and garrison. Visitors were encouraged to flick through the
Thesesd the pasardsandre-photograph everything to share them online with the

hashtagt SanguinettiBreakoutAredA not her pl inth bore Sangui
the satiricalhe Last Chance to save Capitalissmindtalya c opy dbme@Guy De'lt
War

Sanguinetti Breakoutvasamade up of disagreeing parties but within the heat of exchange
and betrayals | had hope that the Situationist gift would be pad$szhoGuy Debord

to Sanguinetti, from Sanguinetti to Bill Brown, from Bill Brown to S&tasdralu, from
Samson Kambalu to Venice and to the worl
archive there is a ready critical satire of the apparent betrayal by Sanguinetti of the

principles of Situationistinat he contributed tand diffusd for many year§anguinetti

8NotesinDebod (1995) allude to the indispensability o
to recognise this contributes to continuing separation and alienation among people.
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Breakout Areaactually also an optimistic work that seeks to sustain ideas of praxis
through the economy of the gift which the Situationists advocated, through their manifesto
and acts, and which | certainly embody conongtfie prestation societies of Malawi.
Fortunately the judge in the contested legal case saw my praxis as an extension of the
Situationist spirit and exonerateddtenallythrough citing criticism and paratiynder

the freedom of expression.&&lulthus escaped yet again to live anothyerdeere is

hope for the futuref unrestricted economic systems.
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Alice Beckido, Gianfranco Sanguinetti and 26ti®gndigital print
(Photos taken by Guy Debord)
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Nyau Cinema

Synopsisl@76, On the Penny Far20dg): In the Museum of London, a man aieto mount a
stationery penrfarthing. He tries again aaghain, without succedd min 2 scs

1
It was the heterogeneous visual culture that developed My@unidema which drew my
attention to the study of visual arts from an earky thgearesting cinema posters (some
original, some improvised) thahgwn the trees that lined the road leading to school and
the insistent manicule that led you all the way to St Pius. They were nidloéian ex
than advertising an unconscioutetourning bthe globalised channels of commercial
cinema distribution. One film show would be advertised with different posters often with
conflicting information, angbu would nohecessarily see the film the pogpeosnised. A
film noir poster would turn out to be publicising a martial arts flick from Hong Kong. But

it didndot matter. The effect wa® the sam

| wanted to draw or collage the maniculed posters just as thigmisjehad rendered

themad with a shotgun barrel pointingt at you to make you shudder and shiver in the

spine, the flying ninjas and tuxedoed Bond, Charlie Chaplin grarbiatkle. And like
everybody else the playground | wanted to be a mowde &ut that was a distant dream.
There was no Hollywood in Malawi. What was more realistic was to be the projectionist so
you could draw amghotocopyall those posters yourself; make people walk backwards or
fast forward; you could make Jesus walk ar wathe Life President Dr Hastings

Kamuzu Banda repeat the same words again and again, in the newsreel, ¢jdeda crazy

A A

6l iterally nakedd, 2literally nakedd, 01

My psychogeographi¢éyaufilms are spontaneous and invalie specific performances
using readymade O6fil m setrvéwithmycanferainsy r e e |
bag.as if in the bushes looking for materials fdyaustructure witliKapoliand when |

spot myguleelf flitting by in film and in the psychogeography of a given place | stop a

88T he Nyauof the poster, its ability to rupture continuity of the presentent, of language and narrative,

has been described by Desnos (1929) as O6psychic
mores. The posterds communication, which infuses
instantcreating a situation in which one is able to experience their real self; see Wild, 2015, p.190.
8DrHastngBanda posited himself as 6saviourd of the N
his speeches that when he came back to the coartnyfhi s st udi es abroad he hai
naked?d.
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stranger and say, ©6Can you film me?d | di
stranger. | have the idea of a filmstrip in my head but the enfitming is also part df i
OWhat arettlyow asok nge?.d Thereds the interve
with people | otherwise would not speak to in public. | have made friends like that; | have
met people in parks, in museums, erstheet, anidave gone on to befnd them on

social netorking sites and in real life.

In a lot of my filmsthe actions and activities that | perform, such as jumping up and down
on a bench in a park, araarative, #istorical and repetitious liKea s i y acosvhee | i r 0 0
routine. Thee f i |l mic O6rantsd6 also recall aspect
historical film clips, and thearmimated cinema of my childhood as they grapple with

various social issues inspired by the founddilnTgclical like the phenakistpgcor
diagrammatic as if in parody of the chronophotographgdefeard Muybridgend

EtienneJules Mareyhey are things that a litil@mp or a drifter might also do in

disrupting linear time and the utilitarian interpretation of the cityyadginema thus

detourns not only the reified public space and its histories but also the conventional linear
narrative structure of fil m thehereandmow.di ag |
When performing before the camera | often feel as ebduilasa&sule Wamkutlance,

creating patterns of subjectification in my mind no less colourful and brilliant than the

O6painted filmsd of S®¥irvage, Kupka or Chal

My Nyaucinema star is different from the alienated film actor identified by Besmam
Metz.Nyaucinema is film making as a sovereign adigityway of creating siticns

within social, historicahd aesthetic narrativieand ultimately a form of gift giving.

2
Nyaucinemais thus more than cinemd iot just the flickeringnage projected but the
whole dipositif of filmmaking and ithistribution and presentatiddiyaucinema is filtered
in iMovie, Instagram or Final Cut to empseai$s diagrammatnature, otherness and its
preoccupation with time and gift giving. Bepia look is the lamf life/death identified
by Aguilar (1996) iGule Wamkuéit he dusty aesthet ibwalaodf ot h
the muddy skin ajulé alluding to the nothingness and the field of unknowing from

whichGule Wamkudomes. Thediting is brutal like a hacked wooldgaumask in rags

90See Wild (2018 the relationship between early film and @ade painting.
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and raffia, and like the instantaneoudirealediting of the projectionist at St Pius. The

aesthetic is that of a broken down film, or a primitive filmstrip. The films last less than a

minute,ad end abruptly |l i ke an accidental cl
mi nut e, s o me h oNyauilnts are roostly maié¢ by airnles& wandering, a
derive into the unknown, and when youore

situatonsd somebody crossing the road, a car passihthbge are the duration of the
film. It is the duration natural ke Chewa conception of time as manifeiteisubaltern
Nyaucinema of my childhood where time was conceiederges of ptures in an
affirmation of transience and of the present moment as advooatdd dyamkdhand
the French philosopher Gaston Bachelard {1882 see Bachelard, 2013, pr7
opposition taime ada duresf Bergson (2001) which has parallelstidtlaccumulative
values of the world of necessity, work, and the nfaeeeWVild, 2015, p.221)

In an act of detournement of the distribution of commercial film the dissemination of my
Nyaufilms is also diagrammatic. In fablyaufilm is not completuntil its intervention in

the liminal spaces of commercial and social networks. Like Hollyyeaihema
encircles the globe. First whentot he film
Facebook and YouTube. kylowers at these sites numinethethousands. From there
Nyaufilm spreads to other social networking sites like a virus: Tumblr, Twitter, Google

Plus, Vimeo, Wordpress etc. When | am invited to show in a gallery or theatre | select films
that have done their time online filgtaucinemaon Facebook is accompanied by a visual
diary of my everyday life, travels and derives around thé frontdNew York to

Moscow, from London to Cagewn d which includeadvance stills from the found film

sets, notes from my reading and research, ataypphs from my various social

encounters. This is the place of praxis. Many beautiful muses and people | have met on the
road around the world are featured there, and so are my drinking buddies. Press reviews
and events around my work are also stredavedthe feed with the films. In the gallery

the Nyaucinema exhibition is accompanied by elaborate publications, postcards, invites,

posters and tongue in cheek adverts in newspsgesamples in tappendix

3
Like the heterogeneodiyaucinema at St Pius, | have combinedNygu Cinema

screening with live performances, and other conceptual art works and happenings. It is not

9For an exploration of the interplay between life and death see Aguilar, 1996, p.232.
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by chance that when Okwui Enwezor invited me to the Venice Biennale, we included two
other performative projects to accompany\tysu CinennastallationHysteresis,the
Giardini,Sanguinetti Breakoutard@he Last Judgeatahie Arsenale. As elaborated
aboveNyauci nema i s not just f i | mslpokingtatthe a t ot
world. LikeGule Wamkulio, the Chewa in the villagdyaucinema is the very thing

orchestrating my contemporalyaupraxis.
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RunneR014, digital video, colour, 53ssec
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Holy Ball

SynopsisX Spea013): In a desertbdckstreet, North West Lond@nman is stick in his
stomach wih a spear. He reels and craghése grounan the street) 13 ses

1
Holy Balla football plastered in pages of the Bible which | conceived in 2000, is a popular
work,loved byChristians, skeptics lmeathens. It was the first conceptual work of art in
Malawi, and has been featured in numerous exhibitions and live performances including in
two cultural events orgaed by FIFA at the Worldups in Germany and South Affita
ThelLast Judgensditihe Venice Biennala 2015 was a culmination of 15 ye#éesfruitful
relationship with theloly Ball40OHoly Ballwe r e gi ven @xetcisetand v i si t
exorgse @With over the fivelay vernissage, by the canal side i@dkien of the Virgirthe
Arsenale. The wor k wa sThelLassJodgeimgeMichélangelo h e 0
in the Sistine I@&pel, where a cosmic Christthedlge appears | i ke a 06°
of swirling muscular figures. The securityppcc e at t he Bi ennal e co
kick a work of art and tried to stop us kicking, again and again. Balls fell into the river and

had to be rescued by lifeguards where possible.

Holy Baltame out of my revaluation of my Christian upbringimgttempt to rediscover

the sacredNyauin play (Hizinga) in the wake of whtietzsche has descriles the

0 deat h.lwask liviggandZomba, Malawi, when | finstde the ball as a work of art,
taking a break from painting one hot afternoon. My art training at Kamuzu Academy had
been traditional and classical. We drew highly mimetic landscapes, still lives and portraits
but it was the paintisgf Cezann@ ffattened apples and landscapesyyf at her 06 s
bookshelfthahaunt ed me. As soon as | graduated
Chancellor College, with distinctions in fine art and ethnomusicology, in 1999, |
abandoned the subject of nature and allegory from my training for the study of the
aesthetic, psychical and matedress of culture in a felsanging moderAfrica.

Inspired by the early 20th century agantle | experimented witlyaumasks in my

paintings and with movement after Survage, Kupka and Charchounne. Here already were

92The exhibition in Germany svan conjunction with the Museum of Modern Art in Leipzig. Other feéature
artists included Kendall Geers, Greg Colson and Wim Delvoy. See the piBxditiaiiastl¢2006. In

South Africa the exhibitioBjalogue Among Civilisatiomkich | worked in collaboration with the Malawian
writerandpoet Stanley Kenani, was presented by Art for Humanity and included artists Mel Edwards,
Amadou Kane Sy and Bogdan Hoffman.
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the seeds of mytyaucinema. To the movements in my paintings, | added a
chronophotographic shadogyidigure dancing under various phases of the @oon

always in several panels, usually thredddre Danaerd my other painting experiments

were populawith expats, hotels and touridthey said they liked the colours. | made

decent money, was emphbgs an Associate Lecturer in FineeAChancellor College

and was getting more and more daydream t |
enowh in doing what really mattered to me an artist. Cezanne landscapes still haunted me
and my heart longed for something elsenolyaintingasproposed by Picabaad

Duchampd something like | had experience@uale Wamkulestivals in Dowa. Arthur

C. DandwMdi ous pronouncehmen8) odaftode Waehol
and the idea of relational aesthéiexg as interv@ion in the real socigphace proposed

by Nicolas Bourriaud (1998)urred me to think about and research new ways of
communication as an artist. | discovered
way back t o t hNetzécldeesanethingol had glregadiydplecwitld as a

teenager going through the inevitable existential questioning. | bought a plastic football to
play with as | was thinking in the studio, and in the kikegook hold of medsod is

dead Nietzsche said t@nsvaluation of allluas is called f@God is dead\lyauis

called forl said. Read Huizinga. Biyautoo was dead to modern physisewNyau

adapted to modern realities was called for. | began tearing bits of Bible pages and sticking
them on swirling watercolours Ifgaumedcine. | took one of these Dadague O6 h ol y
watercolars to a Vatican monsignor visiting Zomba and he reluctantly signed them, even

t hough he was m&uscausing a sitvatioa in the namewiaad, and the
detourning of religious faitl thought | was on to something there.

When | conceive thdoly Rllthat afternoon there is a plastic football, a Bible and books

of Nietzsche from the library on the floor, aadnl readingheGay Scienceoking up

mid passage | see the Bible pages wrapping up the plastic ball like an African rag ball and
t h at ol do. IwiphnnaytBible apart using a pair of scissors and plaster the pages one by
one on to the ball using PVA glue. When the ball dries it gleams in my hands like a fire. |

reaise this then is my first day as a conceptual artist.
Michel Serres (198%.1667) has descri bed the ball as 0

gains any meaning in use, and subjects anyone who holds. It is a form of a gift that can

only be passed on in play, just as Zarathustra was compelled to pass on his golden ball to
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his digiples. Now that | had the ball in my hands | had to pass it on. | ntdoly Balls

and installed them in one of the studios of the Department of Fine and Performing Arts,
and everybody was invited to kick the balls. | called the exiibigdBall Exeises and
ExorcismA.week of joyous chaos made by Christians and heathens alike followed in the
room. My patrons were mostly people who had never stepped into an art gallery before but
we kicked togethghreatening the architecture and academic pevapiem of

Chancellor College. | did not sense the huge chasm between their idea of art and mine as |
did during an exhibition of paintings. Here was an art audience as | had @&t
Wamkuldestival and indeddlyaucinema: active spectatorthea than passive voyeuristic
beholders of art. The exhibition generated a book of comments as massive as the Bible
itself. Wherever | have shown sith@nHoly Balhas mostly generated positive interest
both in Christians qworforphose lwitharoopdn enind . I t &

Holy Ballas a work of art and potential object of play and ritual, appears to embody both
taboo (the Chewadulpand transgressidkuflulajather than mere sacrilege. Play as seen
earlier is of the mome(Richardsn, 1998, p.93hat is to say an abstly primary

category of lifayhich makeg a ready expression of Chewa-linear timeNyauKudula

is not mere negation. According to Bataille (12&83gression can make even more

apparent the very thing one is transgressing;bdeaased to highlight a taboo:

d@ransgression does not deny the taboo but transcends and corf(iatas|d, 1962,

p.63) Where negation does away with Hjead, tansgression highlights and opens up

other perspectives andgsibilities within the taboo authoritarian structures represented

by a O6sacred bookd such as the Holy Bi bl
60Christiand p hvirulemt atleeignh and antdgersspcicriti@sm lofithe figure

of Christ®If transgression does not recisgrthe limit of the structure it transgresses it

can be pure negation, it cannot therconstructve Ther eds a di fferen
transgressogileor Chirombthe sovereign, and a libertiltee t ween Mar qui s d
and Batail | ed §Surgap201@)dhelibartinenegatés, t@resgrasdion is more

a conversation, a process within the social fabric or a given system. Furtbermore, f
Bataille, transgression can be a moment
individual reified within the world of work and necessity expesithemselves as

0 s o v eapari ofjanladger scheme of things, through a commureabsrstated earlier.

%S ee Ni et zsToehratitlsi@007).r ul ent
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In On Nietzsc(#004) Bataille reads the philosopher as a sovereign transgressor beyond the
will to power(Surya, 2010aNyaufigure- gule His Zarathustra is a passer of the ball, an
incessant giver and squanderer of gifts lledden the feverish generosity of thedstire
seltsacrificing god;hanjiriThis is what | also aspirentdhin myNyaupraxis, my ball in

hand.

The optimism of théloly BakhsNyaul had already seen in the Hegelian synthesis enacted
in the rituamarriage o€hadzundthe father figure of theule WamkylandMariygthe

Virgin Mary, regesenting the Christiamn@ch and civilisation) @ule Wamkulu
performances in the villagésr making thédoly Ball have taken something veryitan

and | bring some sort of Catholicism Yoaibd ultimatelilyauwhich is to say the

universal through the totality of play.

2
Traditionallyndulandkudulamong the Chewa is playfully and conveniently connected to
the gener al economy of sexual relations.
o0evil & in Chewa cosmol ogy.cwdlongsecofenergy i s d

within everyday lifayhich in Chewacondep on i s t wo ©(eahRreugeb h ot &
2001, p.173) at her |1 i ke Batailleds Gnostic conc
economy(Stoekl, 1997) The <col d energy is considered
is manifesin Nyay in old womenGule Wamkulspirit mediums, children, culture, the
deadffizimuyamakaelamcestral spirits). The Chewa r ¢
menstruating woman, sexual activity, sexual fluids etc. A crossing oéthgsmatgories
(kudulajnay bring about bad luck in the commuityother words (and according to

our specific reading of these animastic |
economy) surplus should not be put back to use but should haeekpedigiously and
gloriously, if social strife and environmental catastrophes are to b&awerddlterous

wife or menstruating woman cannot put salt in food, for ingi@amckthis prevented

many from cheating. Transgressing this taboo risked death from the mystitsedntiplbes

94 See the rituaharriage ceremony video on Boucher (2012b). Kasiyamaliro.org, (online). Available at:
http://www.kasiyamaliro.org/video2.html.

95The Catholicism | refer to here has been explored by Huizinga (1971) in the playful aspects of the
Renaissance, which culminatettie Baroque and Rococo.

9%The teaching ohdulduring initiation ceremonies is assigned to an ancient\ndaskk u u z aHe Mwa mb o .
wears a calabash for a héagilable atttp://kasiyamaliro.org/pdf/nkuuza_mwambo.pdf.
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and demanded heavy fines to restore baldyadfestival is éime of excessive erotic
transgression led by lu@dile Wamkudund a chorus of delirious women singing sexually
explicit songs but sexual coitus is forbidden when the masksnaai@as custom called
kudika(van BreugeR001, p.153%s it is whethe wife is pregnardr chickens have laid

eggs, and so ofying taboo and transgression to sexuality is punishing, but in the end, like
tying the demand fdtyaufestivals to ancestral demands in dreams, it is an assurance that
excess wealth among gemple will be expended on a universal scale. Taboo is thus also a
form of population contralvan Breugel001, p.209perhaps more manageable than

orgiastic human sacrifices.

If taboo and transgression did not incite perennial expenditure of sugrigdtze

Chewa, in preolonial timesnwawvas called for by the Chief and designated specialist

witch doctor. The tribe would queue before the witch doctor to drink a special hemlock,
mwaviyhich would prove their virtuousness. Those that survivedisoa ghowed they

were pure, while those who died were thought to have brgkewncais taboo or were
witchesmfiti The witch doctor would usually administer the lethal form of the dosage to
candidates suspected of andthetusrdsaurceful)t 6 ( u s |
Sanction bynwawecame so addictive among the Chewa people that many queued for the
poison in the hope of surviving the lethal dosage and proving they werepanactér

(Marwick, 1950, p.s).

Van BreuggR001) has reped that the constant fearmaflulamong the Chewa has

made taboo medicine big business,stwith a
vodumarkets of West Africa rehearsed irRibkgion and Art RobiMesh a ¢ Gab ad s
Museum @bntemporary AfricanTAresendulonarkets can easily be dismissed as primitive
superstition or outright nonsense to the restricted thinker. However, when read as driven
by the recognition of the indistgheoryofabi | i 1
t he 0 g e n e mauloeveals ananziamyvisdom about being in the world. Just as

the medieval community was kept in static equilibrium through the squandering of wealth
by building cathedrals and opulent palaces and engaging in vearsianthtandulo
paraphernalia, rituals and sacrifices could be read not as mere ethnographic curiosities but

as creative ways for Chewa communities to maintain social cohesion and spirituality.

The rise of individualism in modd&fialawihas meant marghewas like me forsaking
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communal values for restricted economic values, thereby breaking many social taboos that
demand to be expiatedmgulmediciné’ As the Chewa have come under the influence

of foreign cultures, the witch doctors have ended ogorating everything in sight as a
remedy fokudulaand to avert the mystical illnesssnphbhis may involve ingredients

borrowed from other religions brought by the missionaries and merchants such as the
Buddha, Christ, therosatyh e Qur daeed aadt i @as suggested i
Religion and Art RobimsMuseum of Contemporary Afriaad garioudlyaumasks

exploring the influx of foreign religions such as the Koiidltendere Kwa,XeSuh er e i s
peace ,FandMaryaThislaest development, of what could be described as
syncretic magic and aestheticism, ®ins yet
contemporary Chewa culture which has no doubt influenced me as an artist hence the
conception of thevork Holy BallTo @&xercise and exac iwgheh&Holy Balteally is to
create a quasi ©Oreligiousd situation in

in the age of globsdd capital.

97The steady rise of individualidoe to modernisation in Malawi since the mid 20th century has been

criticised in the impressionallgauMaskDzakonddhed s el f i sh pur suer of happin
1940s; see Boucher (2012b). Kasiyamaliro.org, (online). Available at:

http://ka siyamaliro.org/pdf/dzakonda.pdf.

%8 See Boucher (2012b). Kasiyamaliro.org, (online). Available at:
http://kasiyamaliro.org/pdf/kuli_mtendere.pdf

“See Debord (2008) on the 6unconscious situationi
issue.
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The Last Judge@ab56th Venic8iennale, Italy (installation view)
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Man of the Crowd

SynopsisBacchug013: A man wearing a black trilby and trench coat brandishes a stock whip in
the gardesiof Versailles, France. He whips the air with it. He hands the whip bae#il to
blondewoman standingeaby. Then he whips the air once more. All along the siasseund
him walk backwardd 40 £

1
The French poet and philosopher Charles@aine (1821867) was the first to posit the
idea of the flanedrr om hi s reading of a mysterious
appears i n EdgThe MaA ¢f thaGrowitem e A310. She mystgrious
man, both part of and strangerhe busy urban crowd around him, wanders the city
haphazardly from the centre to the subur|
wandering was aiml¢&overley, 2010, p.6This man appears ligelebestriding the old
world and new worldthetween static economics and capital. From this figure Baudelaire
conceived th#aneur, a modern hero who wanders the increasing comsaersdces
of the modern world challenging its utilitarian values and speed with his aimless journeys
andambulatgr pace. Through the Sur-inter@dtedastas Bau
playful and subversive figure who treats the city as an arena for experimentation and
prodigious gift giving as seen in the work of the Situationists with their conception of
unitary urbanism, the derive and psychogeographymdlitt e | v Breurdsal ai r e 0
composite figurd a dandy, vagrant, stroller, artist and detéCtoxesrley, 2010, p.65)

The dandspects of the flaneur are captured ippérpatetidNyaumaskZayerda Mmanja,

dhoe t hat ar e c,avhordaneed with aamotienmnehantikarchiekfanthis hands
atbwaloHe appeared on the scene during intense neadiemin Malawi in the 1940s.

He displays traits idealtalBd e | ai r e ds c¢ o n'€FenBaudaain¢theo f t he
dandy as pi rnaprdafessiuaher thaneelegancé... no other status, but that of
cultivating the idea of beauty in their own persons... The dandy must aspire to be sublime

without interruption; he mubte and sleep befoae mi .'#* This stafds in contrast to

1065@ Boucher (2012b). Kasiyamaliro.org, (online). Available at:
http://kasiyamaliro.org/pdf/ziyenda_mmanja.pdf.

103¥/riting on Constantin Guys, Baudelaire (2010) defined daasdysiorm of religion challengihg
functionalist conception of self of modern comme.]
spirituality and to stoicismd and 6These beings |
in their own persons, of satisfyihgir passions, of feeling and thinking.... Dandyism is a form of

Romanticism. Contrary to what many thoughtless people seem to believe, dandyism is not even an excessive

63



the commercimkd sapeurs of the Congo, as seen in the recent Guinness advert where
their sovereign activitespare r t r ay e d amnse fram tidelwerld of warke This ip a s t
a totally corrupinterpretation. The origins of the sapeurs among Congolese civil servants
during the colonial period paints a more complex picture of cultural re@s&nce

Tamagni, 2009The freedom of leisure time can only be defined against work, it is not

free timen itself. It is not sovereign time. Real sovereign time operates outside the division
of Ilabour. To dress up on a Sunday so0 yol
Nyau The reagjulavill survive by other meaitis preoccupation is with giftving and he

will be resourceful, but not necessarily pick uptarialjob.

In the private photograplo$ the Situationisthat! discovered in the Sanguinetti archives

at Yal ebds Beinecke Library, theagwbodre al w;
town; Sanguinetti, Debord, Becker Ho, all of them. Some have commented that despite all
their plans the Situationi st (seeCGaverldytf seem
2010,p99) and I say, OWhat areotyogr d@ah«.i &agTlh
Situationists party, drink, fool around in the streets like they are on holiday but they are
not. They were productive, yast they never worked. Having disbanded the Situationist
International in 1972, with the aim of allowing the giidke movement to permeate and

move in other guises within soct&@uy Debord spent the rest of his sayandering
aroundEurope, dabbling in leftist politics and living on the kindness of st@imgers

Florence in the old artisan district of Oltrarno he flirted with local women and drank fine
Italian wines and grappa, reading Machiavelli and Dante; in Spain he sedudratefor

(the real life) in the footsteps of Orwell and Genet, amongst the remnants of flamenco and
Gyspy sensuality, in Barcelona, Cadiz and Seville. He found time to write poetry and make
Nyaufilms:In Girum Imus Nocte et Consumirgie I§pin aroundhe Night Consumed by

Firg (1978) an&tances sur la Mort de s@bB@)Merrifield, 2005).

The Guy De IINeverdVorkwouald be true @ the African dandy. And so the
contemporary artist, who approaches art as a way of life, hastutoefd; one has to

find creéive ways to live with the ey@esent danger of having to work.

delight in clothes and material elegance. For the perfect dandy, these thingzrarthaiothe symbol of

the aristocratic superiority of mind.d
WS ee Guy TheeReabin thedlrgernati@v).
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2
Wal ter Benjamin did not see Baudel aireds
figured a mere cog in the barbaric machine of the modern metréfmfirst scales the
city as a disinterested outsider, he is gradually lured in to become a window shopper
(Coverley, 2010, p.6&ventually the shop swallows him up and recuperated into the
s y s tTkemdepariinent store was thé © nfiealicr odugBenjamin, 1997, p.1yThis
appears to have bedn Gtnteas rfsadnta@ryno ft hrea 2y t lhi
Psychogeography in the United Kingdom led to (Maokaren, 200%yhose culmination

appears to be Vivienne Westwoodds desi gn:

Johnny Rotten selling Country Life butter. Recuperation appears inevitable in late
capitalism but as Lefevbre and de Certeau have demonstrated vithimedrspaces of

the working of the mar ket a dflaneurappeassu !l d s
more optimistic than Benjamindés in this
marketplacésaba, a setfonfesseflaneur(Gaba, 2013has appropriated its forms to

construct works of art that challenge the domain of the commaodity in the globalised world.

1

\

Gab##idesn s akin to de Cagpurteponol differenéeson streeet wa l

level who contrasts with the homogenowsvimf t he o6voyeur &, the
trader in a skyscrafee Certeau, 2011, p.92). He enters the shdpdaihot succumb

to thepassive consumerism that marks advanced consumerism, instead he sets about
colonising t he .Wihaperchanttfohhamessing theedihgrammatie 6
recoding natural to commodity product s,

nomadidMuseum of Contemporary Afrieap Arr opr i at es t he 6éuncon:

the informal markets, by walking the city of Cotonou. Gtdyarecodes his readymade

by decorating or marking them with devalued West African currency. He uses these now
gifted commodities to detourn thediteonal architecture and workings of the traditional
museum. Th&useum of Contemporary AfridaesAnbt hve a collection; instead its
twelverooms display curious objects and installatiomsaspects averyday life. The
roomsareMarriage Rqaddnchitecture Rgdimseum ShGame Ropkluseum Restaurant

Music Roo#rt and Religion RddbrarySalonSummer Colle@miHumanist Spatke

Draft Roosmmer ves as a kind of introductien to
freezer b filled with ceramic pieces of chicken has a plexiglass cover decorated with
banknote dots. The |l arge red text across
the floor mounted on a plastic bucket displays a heap of cerareit lggskbanknotes

and coinswhite metal shelving displays three-plaittd ceramic breads and a-gtdted
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drumstick; pieces of cast ceramic fruit and vegetables glazed in red occupy one corner of
the room; a plaster and pigment abstract relief painting in threétpptyels) hangs on
the wall; cylinders of compressed bank notes wrapped in plastic and bags of shredded

notes are displayed, marketplace style, on cloths of African print on the floor.

TheMuseum of Contemporary Africadesigined not for beholdibgt for participation

which creates a general atmosphere of intimacy and geonemsityy feast at
themuseumMuseum Restauran® can play games in thesaum, from chess to puzzles
(Game Roprane can have their fortune revealaddgtarot readerReligion and Art
Room)ne can idly browse the eclectic bookseimuseuml(ibrary) one can O6wi |
s hopd useumPhbpeneran listemd play music and dance in theseum

(Salop like the Bn-Africanist Kwame Nkrumah one can dream up marvellous buildings
andNyaucities ofla depenseheArchitecture Rossmg the wooden building blocks

found thereone can borrow a bicycle at theseum and go ride around town with &rin
intimate wayHumanist Spaage can surf the internet in theiseum (ibrary é

TheMuseum of Contemporary Afriappeetso me not as a place of accumulation and
capital as is generally the case with a Western museum of late capitalisish dut indee
placeof play and prodigious gift givibgyaloa place dilyausacrifice anGule

Wamkulfthe GreatPlgyan ar ena o f Mudeura af @@tempGranpAdridam Art is
my own conception of an ideal museum.

TheMuseum of Contemporary Aftiaad As playful props and animated readymades

often resemblesNyauor slagtick film sed Buster Keaton and the sticky fake money

scenes iMaunted Hou4821)R o s ¢ o e Arliuékle and fpdil fights ithe Butcher Boy
(1917) ¢é | I Raog oftheMugeumeof Cbrietimporary Afriearuléirbe

&inemad Nyau Cinenta bespecifiad yet another room for situations and prodigious gift
giving as was seen at St Pius and in the primal atmospheéeofi ne ma of attr
early filmBecause really, tiNyaucinema star could be regarded afidheurbefore he

enters the shop and begins to colonise its commoditidéyaitiTheNyauci n e ma st ar
diagrammatic recoding and qualitative perception of the world outside the shom,using fil
is really the recoding of the readymade, like Gaba with devalued currency. Like Gaba, the
Nyaucinema star detournes the spaces of the city and its vicinities which have also been
turned into a spectacle by capital in order to let the gift come tiNgagGinemhas ten

rules developed from its evolution which would hang comfortably on the nomadic walls of
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the 13th Room of thieluseum of Contemporary Afridnoaithe 13th Rom then at

leasta dedicatethcsimile of the rules could be offered as a formal bigMarriage

Roomin which are displayed presents fromwells her s, al ong wi th tF
dress, shoes and handbag, a marriage certificate, guest book and video of the wedding at
the Sedelijk Museum in 2000:

Nyau Cinema: Ten Rules
1. Nyau film must be conceived as a clip no longer than a minute.
2. Performance should be spontaneous and site specific to found architecture, landsca
3. There must alwaysdiersation between performance and the medium of film.
5. Costume must be from everyday life.
6. Acting must be subtle but otherworldly, transgressive, and playful.
7. Editing must be limited to the aesthetics of primitive film and silent cinema.
8. Audd must be used sparingly, otherwise it must be performed live at film screenir
9. Screening of a Nyau film must be in specially designed cinema booths or improvised cin
that complement the spirit of the films.
10. Nyau cinema mustageactivetiogpation from the audience.
d Samson Kambalu 26.8.13

TheNyauCinemmstallation inth&fu s eum of Cont Ethpomisar y Af i
aesthetically specific. NyauwdnendaiasSpRiusand i f i
the general open Af r i cMuseunite wkiledre painted | e di
blackd to detourn the architecture of the white cfikhe films are displayed in the

room like paintings. The projector plinthsraieed wood, ahthe wires show.heir

monitor lights glow before the film projections like fireflies. There is no sound. The films
dance at one another likale WamkuMou have to keep walking and turning to see the

whole installation. The films encourage activeaspabip rather than passive intellectual
absorption. You are always implicated in the atistiad with animated movemedibut

you dondt have to stay here forever. The
bwale the buslyou can come drgo as you please, talk to whoever you want, and take

with you whatever you have brought to them.

10Nyaucinema, likbwaloa dusty clearing in the bush, isantic hi t ect ure. Bataill e sc¢
predominant tasteofathor i t y, whet her human or vauesvSeaklolierbrand s
1992, p81-33.
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This playful dispositif is what | employed for my first solo shisweaaf Cinenrfaepia Rain,

in SouthAfrica with Stevenson Gallery Johannesburg in 128d#bited ten filmsSepia

Rainis thevery show Okwui Enwezor saw when he invited me to the Venice Biennale.
Nyau Cinema (Hystemesig Giardini was located in a walkway connecting the Karl Marx
arena and Thomas Hirschhémwe installed 18yaufilms in there, the small and

awkward passage having demanded so manifibmsCinema (Hystevessspne of The
Tel egr ap h 0theVanicgBiehnalg 2015s o f
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Meschac Gaba

Draft Room
FromMuseum of Contemporary African 8200997

Installation at Kunsthalle Fridericianum, Kassel, 29 Augiidtiovember 2009
Photo: Nils Klinger © Meschac Gaba

- |

Nyau Cinema (Hyster28i§56th Venice Biennale, Italy (installation view)
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For Real

Synopsisi¥ancer in the Wpd$4): A man in a straw hat stands in thick woods in Noank,
Connecticut. The picture jumps several times shaking his rigBtlays

1
Nyaucinema remagined as the 13tloéin of theMuseum of Contemporary Africaa Art
counterg i f t . I first came across Gabads work
presented thilarriage Roofrhis nomadic museum at the Stedelijk Museum in a
performative work callétbr Real had just arrivefiilom Malawi and was doing an artist
residency at the Thami Mnyele Foundation. That morning | had gone to see the painter
Marlene Dumas for a mentoring session; she took me to a wedding instead, in a museum. |

took myHoly Balvith me.

Gaba and hisride, Alexandra van Dongen, arrived in a horse drawn carriage, wearing
appropriate wedding attire, all clad in white, Western style, but the rest of the ceremony
was more like an art opening, except there was no usual cheap wine here, only lots of
sparkihg champagne. Gabads witness aftrectorhe we
of the Museum BoijmanaivBeuningen in Rotterdam. Not every one was (&ppy
reported by Greenberg, 2014)s ome of the artistds friend
suchan intimate and private occasion public, but Gaba had to have a wedding in a
museum for it to ber@alvedding, which like art is in essence a gift, which communicates
something beyond calculation. In times of budgeted weddings, however, | realised that

Gaba was not asking an epsgstion.

Cixous (1986) has argued the difference between restricted economic models of
accumulation and those of the gift as dependent on engendered unconsciousness. She se
capital as patriarchal and drilggriypically masu | i n éhe feae af exgropriation, of

sepa ati on, of || osDiFregnitnh en ea tetcrointbutiee® 6 on t |
possibility of giving without return, in an affirmation of generosity, as women seek not to
secure an exchange or profittougstablish relations. Lucgla r a y #Vvemer ansha y
Marke(1997, pd.74189 draws a Marxist critique of the exchange of women as
commodities in marriage in phallocentric economies as elaborated by Cixous. According to

Marx, commaodity fetishism substitutes relations between people for a relationship between
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things. Foriigarayin restricted masculine economies women are objectified and
exchanged as fetish objects as men establish relations with each other using the power of
t he phalMauiage Ropraposedas entirely different economy to that of capital

in which an edtusive, budgeted wedding takes place. By allowing unrestricted laiscess to
wedding in a public museu@aba had wanted to communicate a union and intimacy

beyond calculation in direct intervention of phallocentric exchange.

In The Gender of theRBdgblems with Women and Problems with Socie{388jelanesia
Marily Strathern has observed the coercive nature of gift givirignediée For

Melanesians, asthe Chewa prestatiddyau gift giving is for the restablishment of
communatiesd paternal to maternal kin, clansmen to the soil they subsist on, descendants
to ancestors. This contrasts sharply with gift giving in consumer society, where the gift
becomes an expression of personal sentiment. It is perhaps from such sentiments tha
some of the people were uneasy aboutivless Gabads open wedding

Museum.

2
I was very much at |deaakdots ofvehampagng &itkkeedBlady we d d |
Ballaround the mseunwith strangers and was inspik&ftien | got engagdo my
Scottish fianc®e a year after Gabads wed:
Chewa marriage ceremony and the gauntlet of taboos that came with it! Even now a Chew:
marriage in its modified form has been known to bankrupt parents aedlihe/eds. In
a clash between capital and gift a wedding might be an occasion for some agents to
accumulate capital. The Chewa are a matrilineal society, but that is not to say that women
are the 6bossd and men ar ecommubabvelades nat e.
ensures a steady contested equilibrium in relations concerning men and women. Out of
necessity, a man lives with his wif@ imxarilacal arrangement callddkamwigian
Breugel2001)When the coupleasraised the children smulthood he may have the

freedom to move back to his own home village taking his wife with him if she s§*wishes

The Chewa traditional marriage arrangement contrasts sharply with the Christian
patriarchal one described by Cixous agdrayWhen a suitdiocates a girl for marriage,

he builds his own house and clears out a new allotment in the bush. He sends his uncles

104This alternative marriage arrangement is chltedgwsee kasiyamaliro.org/page3.html.
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(khoswe&) thegit 6 s count er praantd itm markkhdssugke .h eTh e
with them a rooster agift. Theweddingceremgn occur s after a pub.
initiation. By then the chief would have already taken away her virginity in a ritual coming
of age ceremonghinamwalan BreugeP001) The Chewa marriage ceremony is another
opportunity for prodigios expendi t ur e avarriageRodleemaragd | n
is open to the whole village but it works as everybodsg tm the wedding to give téo

kusupaln fact a big element of the wedding is the families of the bride and groom trying to
outdo each other in giving. The extravagance is big enough to allow a young couple to star
a family on theroceeds but this is a modemawation, likely inspired bgpital. After

the weddinghe marriage has to bear fruit right away, if ényeadis sent to impregnate

the womar{van BreugeR00L) Thereafter taboos at once erotic and contraceptive follow.

A womands pr eaniedby\anyousisexualab b thefafer stages although
intheearlys ages t he f at hteerchildkslim@atéalherernaeedheatydined f e e
if a woman dies ichilcbirthf or 1t i s bl asmadultery. Amamugnot h us b a
have sexual relatewith his wife dring planting season for instanceyloen the child is
consecratettumetaOften Chewa men complained that if they followéueddiboos in

marriage theyould have no family. When the husband dies the wife is passed on to his
brother, if she so wishes. Even the institution of marriage among the Chewa then is driven

by the general economy rather than indi¥stic sentimentalism.

3
Susan and | opted fan austere Presbyterian wedding ceremony, having obtained a
dispensation from the Catholic Chuf&fil | made sure the wedding was as generous as
possiblel carried théHoly Balvith me throughout the wedding ceremony to the
amusement of the ministard the congregation, but | was serious. After the church
service we went to the park to pose for the photogiamphthere | released tHely Ball
and kicked it about with strangers, my bride tagging along. There was more kicking with
the ball at the vdeling dinner. One guest of ours smashed the ball towards the ceiling and

sent the crystals hanging on the chandelier flying about the room.
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Samson and Susan Kambplslarriage (witlHoly Ba)) Perth, Scotland001
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Hostis

Synopsi¢The Same River T20d4; In Dunkeld, Scotland man in the snow stepshe same
river twiced 22 €6
SynopsigAn Artist Makes a He2d13): An artist puts a plastic bag over his head until he cannot
breath any moré.39secs

Review(The Jive TalkeHomw to Get a British Pas2po&)c a ms o n K membimof guoding

up in Malawi ends with the death of his belavatther. She is the sixth in his family to die from

Aids, including his father. But this is no misery memoir. On the contrary, it is often very funny, as
well as original and earnest. That it took an hour to walk to primary school could be an opportunity
for selfpity. But for Kambalu, his first walk to school, toddling along beside his mother, is one of

the happiest memories of his life.

Born in Malawi in 1975, just over a decade after its independence from Britain, Kambalu is a

conceptual artist living liondon. This is his own portrait of the artist as a young man, with a crisis

of faith, the discovery of sex, and a commitment to art. But the portrait is framed by a thoughtful
intelligence that looks far beyond the concerns of adolescence.

K a mb sifahar @& a government clinical officer, but is posted from job to job, struggling to
support his eight children. In remote districts, there is no running water or electricity. In the city,
there is nothing to bring home but the scraps off the plates ohhsaalients. Hungry, the
children help themselves to dog food.

Buttheyareindvi dual s, ndtoni@otteéeet oblor spi takedyour
fatherd o rnexbthing you kow, you are in an xfm a pTheyaung Kambalu resists when a
Scottish tourist orders him to remove his shoes for a photograph. He gives ieshwitipdsés

hands onfihgiusr ihnigp stthsatthat gictue focan Oxfach a@ealause a hungry
personwould 6 t Ifaud K  sodThistspiringt @efiaho@ resonates throughout the book.

K a mb sinuanced characters bring Malawi to life. The most compelling is his father, an avid
reader and thinker, who gives the book its title. His ambition to become a dottaitevad at

schoo,wan a Boer t eac hasre voorkddline¢hd gatdéns Hathréwrhia hoe at e 6
the teacher and was expelled.

His son is driven by the will to succeed. He wins a place at Kamuzu Academy, founded by Dr
Hastings Kamuzu Bandhe President for Life until 1994. It was modelled on a British public
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school and took a third of the education budget, but pupils were selected on merit and given
schol arshi psthemodtk datsi e map In & cwethdits irripasbgreen e ver

acres under the scorching African sun.

Coming of age as an art lecturer, Kambalu stages the first conceptual art exhibitiordia Malawi
display of footballs wrapped in pages torn from the Bible. Nothing is sacred to him. For, as he
shows in thisiveting, brilliant book, there is always more than one way of understanding the
world5d Susan Williams, The Independent, 3 July 2008

1
The Jive Talker or How to Get a BritishPagsptdit of the artist as a young man aimed
a portraying myself morehasstjdearer of the gjftather than a parasitical foreigner.
Aspects ofl umyurried lad 6 vadmupbiirgwegeanetpesedtedd Ma |l av
within the conflict betwedhe general economy of indigenous Africa and the restricted
values of contemporary Africa in an age of globalisetiedive Talkeanecdotal and
aphoristic in styl@ my childhood experiences and coming of age are communicated
0 di agr a mmssociath@nyself With different boeks|d history, popular
cultureand various aspects of traditional Malawian life, fast disappearing to capital. The
book is more a novel than a typical memoir. The book took me three years to put together
and | wrotdt to mark my becoming a Britishizen in 2005. | regard tieiting of the
bookthe way | regard all my literary writing, a forMyafu\When | finished it | posted
the manuscript in Angel, Islington, where a few days earlier | had bumped into my
childhood pin up, the singer Sade, at a cineognito | considered it a good omen. She
was alone, wearing jeans and a cap, chewing gum as we filed out of the theatre. Nobody
paid her attention but | recoggikher in the dark, said hello and managed to get her

autograph in my notebook.

Within two weeks of posting my manuscript | had an agent and within another two weeks
| had four publishers interested in the work. | went with Random House in the
Commonwed#h and Simon and Schuster in America. | also managed to sell German

translation rights, which went to Unionsverlag in Switzerland.

The book got favourable reviews in the national papers with the Aoweleta Forna
cal | i nAdricamBucldeberri® ninthe Tel egraph. | coul dnd

my expectations but alas the 2008 financial crisis happened at the same time my book was
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at the printers. Random House was cutting costs and decided not to promote the book in
paperback. Simon and S¢bufollowed suit in 2008he Jive Talkbiough very popular

with critics hardly rached its intended readers. Irdatlings here and there, the highlight
beingthe Edinburgh International Book Festival, butrsthe world moved oduntil

2010, whetunionsverlagn Switzerland published the book in German.

The Jive Talkemost popular in Eape. | toured with the boak happenings combining

art and | iterature: as usual my book rea

with HolyBallsand conversations with members of the audience.

&hy did you call your fellowf r i ¢ a n dn the boakBthey aslsed me

@ have donned a colonial mask there. | am writing in character. Among the Chewa one
does not take the position of thev i ¢ ¢venrth@ victim iGule Wamkuhas a dark side

as a sovereighthere is logic to #°To do such a thing is to centralise the very problem
you would like to see disappear. Laughter is the {&\@&tleat or be a worm gnawing

away at the problem obliquely. Poetry, a sovereign act, should never be subjected to

politics.Nyaucriticism is more strategic than magical thad¥ay.

When not doing readings | walk the city or visit museums with @yhieagiecurity
guards are worried but ThdlegTalkeedr Homé Gkta e p
British Passperbne of the Telegra@tbooks of the year in 2009, it wins The National
Book TokenGlobal Reads in 2010, angdnssented at thegstigious Rauris Book Festival

in Austria and Frankfurt International Book Festival in GerMéthyThe Jive Talker

thought the gift had been returned to my parents and to Malawi.

2
The journey to London arithe Jive Talkeas quite a challenga ready recipe for plenty
of Nyau Moving to the UK following my marriage, | gave up my pldeeCGlticago

Institute and the scholarship that awaited me there and applied to study at the Slade. |

105The reversal of roles is a vkalbwn communication strajeim Nyau Almost allNyaucharacters are

based on bad behaviour and transgress everyday morality; see Boucher, 20h¥, eddintnthis is to
emphasistheir sovereignty and their sanctity as excess and other.

10Bataille (1991b) has explored thentiatieof laughter as an antidote to suffering.

107Debord and the Italian Situationist Gianfranco Sanguinetti announced the disbanding of the Situationist
International vowing to continue to struggle against reification by other means, having given up hope in a
6magi cal 6 r evol uvismgDebow f2008)vert political actd.i
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attended an interview at the 8ladrrying nothing but tiwoly Ball. said | made this

work of art during the revaluation, or rather the transvaluation MdilenwyiarChristian
upbringing but | dondt really kaseenfanyh a't
work can comeut of it.I got in,but | followed my wife to Nottingham where she had

found a job teaching Religious Education in Derbyshire. | enrolled for a Masters at
Nottingham Trent University instead, having given up my place at the Slade, for something
| thoughtmore challenging and less predictable. | considered the move yet another gift to

an unknown futur#&®

My Masters at Nottinghaimmr ent Un i v e rdiglateyent obreligicus at t he
emoti oMpgpdproject is based ar olhenSiciely efthe r d 6 s
Spectafle9 6 7) t hat i lifethatavasencEliaen Heea reduceadrio raere
specbdandthathd s s pect acl the matesalecpnstactoeofttee d as 0
rel i gi o(Debord, 1905, s18)spiréd by Mrx and Lukacs, Debord argued that

the experiences of removal, alienation, and mystification that arose from religious
medtation from priests, demands for sacrifice, and deferred gratificaticiméugtreal

times, were now being reproduced withimibrkings of consumer sociddy

methodologieare the playful techniques employedéysituationists Internatiodal
detournment and psychogeography. | create playBpesiiéic installations and works of

art that challenge the functionalist valndscammaodity fetishism of my new adopted

home in Europe.

The Fall of M&2003)s a multimedia installation | create for the MuseuRailigoens in

Almere, for a group shdslack My Stomade of four colour field murals that interspace
otherworks in the show, including the gdesshist sculptes of Jimmie Durham, the
NatveAmer i can artist. On these colour fielc
running top to bottom like film strips down the shoulderd\yfaacinema projeanistd

the lines are a continuation of one line made up of all the words of Genesis 3 in
alphabetical order. The words read like an esoteric chant. They are about time and unfold
like aNyaucinema reel. Thrown on the floor alsidgthese colourful wallwergwo
thousandsranny Smith apples add Holy Ballfor exercising and exorcising with. The
museum is like an exedra with its large open window spaces, and the green apples on the
floor draw the trees in. The interactive installation appearsatitmal papers with a full

oHenr i Lefebvre considers the &édchall engethe of t he
6gi ftdé. Se@3l0®ark, 2011, pp.
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photograph. | stand tall before the esoteric zips and the hundreds of recoded Granny

Smith appl es, |l i ke a 6staro. Il am a ri si

| graduated from Nottingham Trent with a distinction and was selectedfob&ig
New Caotemporaries 200%hich featured at Liverpool Biennial. The art critic Tim
Marlow thought my workhe Goalkegpera  Ossiticasd fidetl with African rag

footballs, the best piece he had seen at the Biennial.

3
All the whileNottingham was provimdjfficult for a conceptual artist. Working on the road
in the streets, and in real | ife, | donoi
have to make things for a project. | need a studio on standby. | am unableudidind st

space in Nottingham as the collectives t|

(@]}

6Bl ackdé artists find my work O6too white
African enough. The two camps are too preoccupied with the ideendfidentity as
representation to discern any other way of making art or being in the world. My social
space shrankade worse by the fact that living in a consumer society means my identity
was now t ha t'lrosemipaestdtibn@ourtridgerValawd, thbosti®is still
possible. Malawians will usually welcome strangers with open arms, as they are sure to
benefit from the exchandédulendo ndiye abwela ndi kalumo kékedbiveanger is the one
who brings the sharpest kgitpes the saying. TNgaumasKkTakondaxplores the

dynamics of this exchardg@ut inasociety built around capital where accumulation is
the order of the day the stranger is see
impossible for me to make\ang until | heard of supplgaching. | joined an agency for

partt i me wor k. Supply teaching is hardly te
have fallen off the treadmill owing to inner city school stress and tribulations. My job was

to contain lhe ensuing chade keep the door shudo thesurviving teachers could

continue trying to teach. In a place where education is now utilitarian and directed towards
profit and use rather than virtue ignPIl at o

seemed to have long disappeared in the British education system.

109The first four years of my residency in the UK had various immigration restrictions thatctiadiag

as a member of society limited. For instance, | had to study as an overseas student, paying eight times more
tuition fees than my British colleagues.

LUBenveniste, 1997, p.38, explores t hteastadwithpstins o f
of its precivic era.

111See Boucher (2012b). Kasiyamaliro.org, (online). Available at:
http://kasiyamaliro.org/pdf/tawakondadi_takonda.pdf
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Virtually penniless, | sar advert fothe Decibel Awardrom the Arts Council worth
£30000 for artists from O6diverse backgrour

| was not sure about positioning my art in the black art movement. | discerned some level

of ésymbolic violenced in the black art |
Mb e miDa th@ostcolgnyz 0 0 1) . Mbembe regards ahe mov
with alternative African experiences. Th

such as James Baldwin and Keorapetse Kgd@aisdath African poet and aapiartheid
activistiwho think art should not confine itself to the service of Westeceptualisation

of race. The writer Wole Soyinka has iseti@spects of Pafricanism such asegritude

and believes that by deliberately and outspokenly taking pride in their colour, black people
were automatically on the defengivetigre ne paowe pas sa tigritude, il saute sp#sa proie

t 1 g e rtprdcaim gsiigerness; itjumps oi t $Abiga1899)Blardt and Negri

(2000 have observed how the 6black movemen
agenda at thexpense of difference among black and African peoples. This is most
certainly parodied i n tiddkhemedpaittings.lBut6300 6 Af r
was really generous so | reasoned here was a chance to change things perhaps. | apply,
proposingo write a portraiof the artist as a young n@amhe Jive Talker or How to Get a

British Passport Supporting the application wdth m
the only black artist to win it outside London. | went to the British Museaoeive my

cheque and took a picture of myself standing nektytalatructure, oKasiya Malifo

whose trademark routinebatal@s to dance roundhdround just as the earth moves. It

was obvious London was the place for me. | never went bacititagfNomn.
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Kasiya Malildafulama Village, Mua, Malawi, September 1993

Photo: Claude Boucher
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Uccel |l o06s Vineyard

SynopsisAnd the Blues Came AXXidg): A musician with a black guitar case statiisstiore
of a lake in Noank, Connecticde is blown away by a ball5 &

SynopsisHe Walked on Wag€r14): A man in a straw hat and a pair of swimming trunks walks on

water at théeachn Clinton, Connecticud.45 &

Synopsi¢ Uc c el | o 0 k Atthe tare of ther 1dth certudyLUcello, a Franciscan monk in
Arezzo, Italy, discovers the secré&ludidow paintir@ifphotography) and sends shock waves
through the Roman antorld. Fearing that photography might undermine the authority of the
Church as the printing press had @o, Pope Al exandearttitdughdu ns t h

Christendom. What he does not manage to contain, however, is a backlash againsingtssical mi
painting among the artisans, in favour of a return to the spiritual values and directness of early
Christian art. Primitivism, as the new style is called, acts as a catalyst for the religious and social

revolutions that spread throughout Europe,repaded by Martin Luther in Germany and
complicated by the rise of theabaptist libertine kingdom in NHier.

1
Uccel | o(20%2) i¥a deteuynadtivdnarrative of photography and art set in the
Middle Ages and a playéxploration of art as a parable of various condlictiigious
beliefs and ideadst playfullyinvites by way of satire, aexamination of the
phenomenomf mimetic arthat since the 15th centdngsbeen increasingly regarded as
an expression oésular values. When | wrote the hbakvever] was also interested in
following the Reformation in history as the problem ofitih@sgexplored by Bataille in
TheAccursed Share

Bataille proposes that the Reformation happened because of exceszmveglth from

the East; the Crusades had opened up new trade routes, which exasperated surplus wealt
which the Church was not able to absorb fast enough through the building of cathedrals.
This created a decadent aristocracy and clergy. The banafiisadwen followed as the
Church tried to create alternative ways
attempt to stop the rot by divorcing hea:
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Onapveé eansd nd hda lafs L uatbhoeurt stohuigsh tc htaon gber ibnyg
Lut herds coupling of sovereignty (consci
revolution of the millenarians he opposed such as the antinomip#sts in Mister

and t hei rJadvanaydénoThe Anabaptisfenly led a life of excess and gift
givingas hey waited for the end of days: Luther did the $lanngtjing his favour with

heaven by excessive drinking, outrageous behaviour and foul language deployed in
superfluous debates arat-tempered quarrels with the Pontiff and his envoys. Thus even
ashecriticed t he banalisation of heaven i n Ron
an expender of excess still grounded i tpeecbntorbic ethos of the Middle Ages. For
BatailleCalvin was the true Reformer. The iggae coupling of sovereigahd the

oworl d of thingsdé is what Calvinds revol
approach to the world of necessity ancethe according to Weber, giving birth to

capitalism.

Uc c el | oidvwherettiherdideyent factions of the Reformation are united in the

morality of play) the gift. BRit not only the Reformatioatso the revolution of modernity

and modern art aftphotographysee Danto, 1998hichinUc c e | | oidrevalddi ney a
as bearing similarities to th#lennial ideals of the Reformation. My follow up project

Dear Devil: Lutheran Scatology for Bagiarsenses détourned scatological phrasemsfro
Martin Lutherds writings and mamnswhicly s , pro
when read tthe chisamilaythms ofNyausounds like hard core rap, on the fringéiseof

market and common morality.

1
Take a big bite! Get lost Satan.
Eat them round your neck. And if that is not enough for you, Devil, | have also farted. Is tha

your list as well?

2
And yesterday, Deuvil, | also

pissed, so wipe your mouth with it.

3

Kiss my arse, Satan
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Kiss marse.
Take a big bite!
Kiss my arse, Satan

4
Is not true what you think. Lick my arse. And yesterday, Devil, | also
pissed, so wipe your mouth with it,

down on your list as farted.

5
Take a fart for a staff. Kiss my arse. Wipe your mouth with it. And take a big bite! Get lost S

6

Eat. Lick my farted arse. Shit in your trousers and hang and take a big bite! Get lost Satan.

7

Shit in your trousers and hang farted.

8
Farted. Engh for you devil. List and eat farted.

9
Wipe it. Take a fart. Kiss my arse. Shit in trousers and hang your arse, Satan.

10
Shit in your trousers. Take a fart. Kiss my arse, Devil.

11

Dondét. Take a fart. Kiase, Devi. My shitayGuesat. deré iamyt
shit, why dondt you eat?

12

Well? Shit in your trousers and hang

and take a big bite! Get lost Satan, eat. Take a fart for a staff. Kiss my arse.
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13
Shit in your trousers and hang.
Why dondt ig hite! et lost Satam eat welk? Shit & your trousers and hang!

14
Farted. Get lost Satan!

15
Take a fart for a staff. Kiss my arse, it. Kiss my arse, it. Satan, lick my. Take my fart, it. Tak

a staff.

16
Lick my. And take. Bite! GeSlatan!

17
Satan, eat a big Devil. Take and hang a big Devil. Farted.

18
On your list as it as well? And

| have also shat and yesterday.

19

Arse, here is my shit. Devil, on your list. Shit. Farted and farted. Wipe your mouth. Farted.

20

Trousers and

| have also shat
Satan, eat

Bite! Get lost
And take a big
And if that is not
Your neck

Them round
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What you think

Them round your neck
Andpissed

Arse, it

Farted

21
Kiss my arse!

22
Is that? Well, Satan shit in your trousers. Farted.

23

Take a fart Devil. Kiss my what you is not true think. You eat. Lick my shit, arse, here Devil
down farted on your list. Hang in yourhitdusesgrSand that is not and your neck them round.
And if that so shat or you, Devil, enough, | have with it, so wipe and pissed your mouth. Sa
bite and take a get lost Satan.

24

For a staff a big bite!
What you shit

Is my shit!

And yasrday

That down

In your trousers

Kiss my get lost Satan
Think. Lick.

25

Take a fart them round is not and pissed is not true enough for shat and take Arse. Here ar
it, your own it as well? And take, eat

Farted. Is Well? Shit. Tdag,at

Is not my Arse, it arse. Here you eat, eat | also well? Shit, hang

As them round it is not Hang enough.
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26

| have also shat

Them round your neck
And if that is not

On your list as

Take a

Arse, it

Them round your neck. And if that is not

Well?

27

And pissed

And take your own
Arse, it

My

You eat

| also

As

Hang

28

Is that down?
Yesterday.

Yes.

Arse.

A bite big.

As for staff them round.

Devil , shit what

29
You eat
My

Arse.

you

donot

eat!
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30

For a staff,
What you

Is my shit,
Andyesterday
That down

In your trousers
And your neck
For you, Deuvil,
So wipe

A big bite!
Shit!

31
Fart. Arse. Lick. Arse. Farted. Shit. Shat. Pissed. Bite. Shit!

32

Take a fart. Kiss my arse. Lick my arse. Eat it. Shit in your trousens.dHemny temk Wipe
your mouth with it. Take a big bite!

Get lost.

33
Is not. Arse. It as well. Farted. Is that

Well? Shit in your. Take a fart for a staff. Kiss my arse. Them round true what you think. Lic
for here is my shit, why yesteddayna

34

Neck. And if? Shit in your
Deuvil, | have round your
Wipe your mouth for you,
Bite! Get so

You big bite

Shit, why what
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Yesterday, Here is my
Down on your well? And you
Trousers and.

Is that down?

35
Mouth with it
Enough for you, Devil.

36
| have also shat on your list as
well. Shit in your trousers. Take your mouth with it. Arse, it. With it

It as well? And take a big it as well.

37

Farted

Well?

Them

And

Itis well

And you farted

Is that well?

Shit in them and

And

And

And take

Yours truly, wipe your mouth
Devil, | also,

Get lost Satan.

Shit. Why dondt you eat?
It is not true what you think.

38
And yesterday
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That down

In your trousers

And your neck.

You Deuvil!

Why dondét you,
Deuvil,

On your list?

And if that

Shit!

And if that

Devil!

For a staff.

Kiss my

What you think

Is my shit,

Why dondt you?
And yesterday, Devil, down on your list,
In your trousers,

And neck,

Wipe your mouth.

39

Your own shit?

Dondét you eat, Devi
It farted.

Arse is not true.
Enough for you, Devil.
Kiss.

Shit.

Hang.

Bite.

Get lost, Satan!

40

?
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Satan, eat. Arse your trousers.

Shi t! Down on your |lick. Think,
Shit! In your trousers! Kiss! As pissed. Shat. Devil, Devil.

Bite! So wipe. Take fart, take farted.

Satan, eat.

41

Dear Deuvil,

that is not enough.
Shit hang.

42
Own shit! Dear Devil is not enough.

My arse, it is. That, then you farted. Is that down on your list?

43

Than that then

Then

For my

Farted. hat down on your list as
Yesterday, Devil?

Lost

If no time

Kiss.

Donot, Devi |, I
List as

Them

Enough.

44

Down on trousers. Dondt . You can

45

Do no better for you today

K i

S S,
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Lick my arse, Satan!

46

If you eat ydhink

And if that think

Than that, then you

Is not enough

Then you can

Think than that, then you
Do no better.

47
Why, here is my hang them
Down yesterday, Deuvil,

| Devil, if you caiang them

48

Take a fart for

For you, Devil, dear Deuvil
And down on trousers and
If that is not

Also shat, shit in your trousers
Can lick my arse. |

Is my. And

And have a

Is that

Than that, then?

49
My arse, it is
Do no better

Do no better

50
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Why no dondét here?
Well Satan then you can

Why with hatigem

Your own better

Do not lick my fart for a staff

Take a no better than a fart

A why

52

Dear do no

Is not arse

It is for you, Devil
Your neck lick

Can arse
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The Great Prayer

~

SynopsisMoyage2014): A sail@pproaches awheelon Caplamot t 6 s Di scovery i
picture freezes as soon as he paositiimself at the wheéR1 ®c

1
Looking at the rise of African charismatic churches lilgyttagyogue Church of all bations
T.B. Joshua in Nigaror theEnlighted Christian Gatleefing S h e p h eBushiriégwnMa j o r
Malawi, Zimbabwe and South Africa some people think that religion in Africdyis mere
primitive superstition and exploitation of the undiscerning by gifted charlatans and
conjurergThe Econom14)butthere is more to it than th&eligion, like art, in Africa
is its own truth as insinuatedHigly Bakind theReligionand Aaocbom i n Meschac G
Museum of Contemporary Africainefetart objects are displayed alongside religious
artifacts, and where religious ritual doubles as art hapgpeéksrgeen in the chapfEne
Beast with a Heart in its Mbytlununderstand what the gift me#imsNyaumasksl o n 6 t
0 r e p rda Istef schdiars and anthropologiststhay represent ancestiaitiss 6 they
areancestradpirits'**Likewise if you knovhe meaning of religionasplaygyu dondt e
neet o 6believed in a metaphysical God. P
does not mean it wdrbe effective in ritual. Many people still faint or shed tears before a
good play at the theat or before a good witch docteri( n §'8Tde pjaeebo in
hospitabr t he doctords kindness has healed o
armed with this intuitive knowledge while engaged in ebelagkes world with his
congregation. It také®mendous talent to keep the charade going and no wonder they are
well paid by their followers. For good or,lsadrismatic churches and their dramaturgy
are part of the general economy of the social fabric of contemporary society in Africa. My

work hashot shunned this fact.

Georges Bataille deduces the meaning of |

about every religionisrcd r ar y t o w hfer indiasice the lifeofithe Cheistiann 1 t

112ZThe Museum of Contemporary Africariulligs a video of the artist bashing Dadaesque niusfithoae

large enamel plates with coins attached to the edges, appropriated from the improvised tambourines used in
the Catholic liturgies of Benin; seeMlusic Rodnventory in Greenberg (2013). Radigion and Art Room

features a live tarot reaiarChewa ulg; see Greenberg, 2013, p.106.

U¥or an exploration on the Chewa connection to tt
Morris, 2000, p.227.

110n the role of play and makelieve in archaic societies see Huizinga, 1230,
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mystic is poignant in that it will not admdrtality(Bataille, 199Richardson, 1998This

is the general economy at work in religious systems. My approach to religion within the
general economy of postcolonial Africa h;
Oexcessived yet me ldolyiBaisgHe Bataillegibakwft r el i gi o |
0 u n k n 6 aNyaubpdk that acknowledges the limits of rationality and discourse, and is
detached from concern of the future and celebrates the present momeHt in play

| have throwrHoly Balinto the world indifferently and the ball hasrobeen returned to

me with interest: the first conceptual art exhibition in Malawi staged in 2000; my first
residency in Europe at the Thami Mnyel e |
mentorship of Marlene Dumas and was encouraged; my finsttioteal exhibition at

Exedra in Holland (2000); the ball has been a muse for a playful lifestyle that led me back
to Nyaucinema and works of art such as my ndvedslive TalkedUc cel | gds Vi n
numerous art exhibitions, including participatitgoFIFA World Cup cultural events;
performance work at international art venues such the Cabaret Voltaire, the Edinburgh
International Book Festival, and the Venice Biennale. | got married carijoly Badl,

and have created my own religitahyballisrivly Last Judgensdrthe Venice Biennale, in

which | released 46{ly Ball® the worldmarked the Kingdom Come for me, which is

the Holyballist kingdom of the gift and the general ecoddiyguEmpire

2
Holyballisie an attempt at a modern éiaureligion around thidoly BalHolyballishras
iIts own dialectic which attemptiflyasdo r et r ;
using Sigmund Freudds psy dMosesaavhnbtetsmc r e a
(2010pnd Ni et zscheds t IGeneajohytosM@@B8)Accardingtoi t y i
Freud the founder of monotheism, the Egyptian pharaoh AkhenatenlAE&EECE),
who is believed to have influenced Moses, or might be hNfoseH, worshipped the sun
as the one true God: he bypassed traditional Egyptian religious cosmology and learned
from the sun the meaning of life, including the general economy as is evidenced by his
insistence on prodigious expenditure at Arrfkéerap, 212) For his naturalist
observation Akhenaten/ Moses has been des:

UManygule ar ry what | NyacBBwlok&Gdb s ecit 6ebasosksd8 that are ne
in performanceéNkhumbetea,| o carried athabdck andipapap Pope 6, a character cr
John Paul I 1 1989 wanses with theoBibMatloBhis is a Batailleannrbno o k  at t he

of hi gliscassed by Stekl, 1997246247.
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beliefs did not hold well withe authorities in polytheistic EQypt. He was deposed. After
leading a group of Jewish followers into teertibe was murdered by his followers who,
according to Freud, have since then | ong
their guiltHolyballisia an attempt to return Christianity to its monotheistic universality
through the totality of pf@ Gule Wamkullihe Messiah comes back in a form of the gift
as intuited by the makkli MtendereMdl Yes6 Ther e i s ,ipthevilages't n J e s

The Chewacdlyaur el i gi on t h e (vinBilewwelRQ®l, pad32Ny&ur ay er 0
religion is an archaic, animastic anidtarical form of religiof!Its only truth is the self

evident work of energy exemplifiediysumdA k h e n a t éadgdsvhoGives in his
absence and his dying likéyaumask Gule Wamkwd@ysrimordial viulence often comes

into conflict with Chewa establishments led by priests, chiefs, spirit mediums, diviners and
witch doctorsNyaumasks have since ancient times existed outside common morality,
beyond good and evil as Nietzsche would put it, and tiednafd to control and regulate.

The carnivalesque and the grotesque which drive the dyyatuafe leviing as Bakhtin

has demonstrated Rabelais and his Wd8l84). They reveal the world as it really is,

beyond social hierarchies and arbitratlys. The laughtgulgenerates through visceral
theatrics and the obscern@aulas equally sanctified.Eissence of Lauliéen)
Baudelairerecoga s | aughter generated by the 06gro
beings to their primordial feelings. Furthermore Bataille (1991) has linked existential

|l aughter with the O6i mpossibled, the abys:
aninefabl e 6 mi st 0. | t Nyaweligiond The Giead Prayédydnat has |
enduring form of resistance against cesatiiah.

Bataille assignsatlorigin of the grotesque magllgn suffering and defiance in the face
of death and the godRichardson, 1998, p.22¢@fore laughter the fear ofatle and a
metaphysical God wiwdges becomes absuMgaureligion is older than the
metaphysical concept of God as is eviddnyearious masks detourning the concept of
God such a€hautar laelyKuli MtenderenslY esuWhen lhe Chewareasked where
Nyauc o me s f r o nWheré theeeameopée phere iNyad(van Breugel001,
p.168)

1@Boucher (2012b). Kasiyamaliro.org, (online). Availattgdtkasiyamaliro.org/pdf/kuli_mtendere.pdf
T here is no known separation between religion, philosophy or art among the Chewa. They are all linked to
the general economy of the tribe, through Niggt see Morris (2000).
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As seen earlier there is no concept of morality in Chewa culture, this stdyisuwith

religion which is animastic and amorabdnealogy of Mbliglzsche traces archaic
religion and morality in 6bad coBscience:
conquered and subjugated his instinct for adventure is turned inwards, unto himself, taking
the form of a 6tortured soul 6. Bad consc
and sovereignty. The priest comes in and in his desire for powduandanh a

community attributes this alienation to the myth of estrangement from the God that
requires redemption, which only he himself being the servant of God can provide. The

history of Chewhllyaureligion seems to have taken this trajectory.

Around1200 the roaming Banda clan who lived in clusters scattered across the savanna of
Central and Southern Africa seem to have been conquered by the Phiri who imposed a
centrabed government led by chiefs and pri€dt/aureligion was then designated to
bwalathe festival anehduloButNyaupersists in Chewa religion as its sovereign thteer

religion of the peopland has proved a lasting form of social and egngyaésistance,

from precolonial times to this d&yThe Chewa country has seen waves of other hostile
invasions since the Phiri in 1200, which include the Yao, Arabs, Ngoni and the British, and
Nyauhas successfully resisted and assimilated these people into the decentralised general
economy oNyaucukure (Boucher, 2012Vhen | became preoccupied withdbecept

of the gift, of time, of play through tHely Balll decided to give my modern religious
heritage, which is Christian (I was brought up by a Presbyterian father and a Catholic
mother), &Nyautreatmertt®d henceHolyballism

In the wakeofthesmal | ed 6death of Godd, some phil

have attempted®n s wer Ni et zscheds cafromAlistar a o6r e

1185ee Boucher (2012R paso as deduced by scholars Ott (2000), Smith (2001) and Zubueta (2006, 2009).
The conflict between the Banda and Phiri clans has been celebratdgamtiaskPadza Achakordai e r e

c omes Mwhichhascmaried the power balance between the twe foartiendreds of year. It

appears with a red face when the Phiri bureaucracy has the upper hand, and black when the Banda have
reassertedyauover the community; see Boucher (2012b). Kasiyamaliro.org, (online). Available at:
http://kasiyamaliro.org/pdf/padza_achakoma.pdf

115See Rangeley (1%19,van Breugel (2001) and Boucher (2012).

120The conflict between the Christian ChurchNyalihas been celebrated in various masks including

Abambo Bushi 6 Fat her ABmad Rbmadsdandince the | ate 19th c
Kasiyamaliro.org, (online). Availablétp//www.kasiyamaliro.org/pdf/aroma.pdfhe Abamb&ushi

video is available latps://www.youtube.com/watch?v=P5@ocVcY In the aftermath of the Second

Vatican Council the Roman Catholic Churshali@mpted to reconcile its teaching to aspeisaafo

accommodate native resistance, through enculturation. The results are often dubious as satirised in the Jesus
maskKuli MtenderevslY esud Nyauamorality sits awkwardly with Christian moraddyisaevidenced in

Fat her Boucher6s often cont r iNyantbskeseepBowrhers(20i2b)n f or
Kasiyamaliro.org, (online). Availablétay://www.kasiyamaliro.org/
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Crowleybds amor al ut o p Bddar Ehi¢s997)Batailleimas bid 0 D o |
to restore the experience of real sacrifice and sovereignty lost in Christianitgsih the qu
for O0salvationd and r el i daephalsthaosent r ol , ¢
friends and proposed the obelisk at the Place de La Concorde as a place where real
religious experience could be resurrected. Acapealen@ h e a dftera Sredk

mythical headless monster, was a society of elective members who sawenethie irrev
installation of the obeligince a sacred symbol of Egyptiama r aohs & di vi ne
postRevolution Paries e mb |l e mat i co rowWwhentsévereigotewas openfto h i s
all, not just priests, kings and medidrhs.sacrifice of one of its members was proposed

by Bataille to institute the secret society but when ntreAafephale members

volunteered to be its first victim, the orgaisisdnad to be disbanded. Bataille must have
realised then that the fornmatitution of such a religiavould have merely given birth to

a new breed of controlling and opportunwtiestsHolyballisrike Nyaureligionin the

villageshas no officiecreed or members. Being animastic it doesn't need them as where
therearepeople there NyaulLikeCht c he gl ov 0 sandG8le Wamkuiab r ani a
Holyballisproposes a new dynamic in the relationship to the cosmosiszdphathe

general economy and perpetual movement rehealksesilyimmn Maljrbence thélolyballist

Slogab Exer ci se and Exorcised

3
For my Yale fellowship in the summer of 2014 | had the opportunity to work from the
original prints and watercolours oflMfin Blake, among theBerusaledn the archives
of the Yale Centdor British Art. It was an exhilarating experience. William Blake was a
prototype Situationist and Holyballdt only was he dyaureligious revolutionary
subjectivist and a lewld & must create myownsyste or be ensl| &ved by
but he was also a psyghographer, he was a drifgereCoverley2010)Like Nietzsche,
who says dono6ét trust an i dea that was no:
walkaround with a notebook: he composed all his poems walking around the streets of
London'® A lot of people that look like angels in his work, when you wserthiem are
actually beggarstnampsand even chimney smoke becomeslikels or the sky
becanestexd¢ He saw al | knonstetswhen fhe wasderviBigke save n d

angels and fallen angels,butad | vy when |1 dm wal klbetagnear o un ¢

contingent of history; | see tramps, dandies and anonymous historical figurasg which

123\Walking ascreative aid has been explored by Coverley (2012), looking at the working lives of various
authors, philosophers, and artists.
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but avatars of ynsovereignty and subjectidityiese often end up Blyauci n e ma . I t O s
so obvious in Blake but actuallythewbole Bl akeds aesthetic pro
beauty® asmlibutnovenient,galboot en@rgy, the energy you cannot use, the
energy that moves as a §jffau*’B| akeds poems and unique r
of coping with London when it waslustriaking, from the gift economy of the Middle

Ages to capital of modern times. He would have thought London was a totally impossible
pl ace, wi t h,buthedriedt®raakessonmetbingmasitivie sudof it through the

0Great Bl aywaédt TWims dioi ng when | approach
Bataill eds conception oBae¢maeée l(@0@7hasdssprededebsersin by Al |
ancient dualist conceptions of energy as found in some Gnostcdoelieds that propagated by Bruno.
According to Stoekl, Brunods discernment of the

God as sovereigmergy, the energy you cannot use, which Blake associated with exuberance.
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Pickpock&013, digital video, colour, 47/ssec
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Mzinda

Synopsisifinosaurs are Bigd 4): Peabody Museum at Yale Univéraityan in sepia flaps his
arms like a birdihile surveying a display of éasgeletons of dinosauds39 £

SynopsisAmistad2014): A man pulls a series of large chains on Mystiar ira®onnecticut.
The people @ssing by walk backwar@s7 £

1
We live in the era akrehourcontract jobs. Haté&nd Negri (2000) call this current
economigaradignpostmodernisatiod alternatively they suggest infoisatibn They
trace three distinct moments in the history of capitalism since the Middle Ages leading to
postmodernisatio hefirst paradigm was dominated by agriculture and extraction of
minerals; the second, industry and the manufacture of duralsletiggahird and current
one,information and servigesarked by noguaranteed labour. The undercurrent of the
zerchour cottractispart i me empl oyment, O-evmp ko ynimpe htr @ m
piece work, Ointernshipd, and freelance
lot of contingent time on our hands. As evidenced by the proliferation of digital devices,
some people have set out to cagatain this by gathering our digital imprint and creating
predatory algorithms as part of the subjection of the promise of sovereignty in cybernetics,
in the age of informigation-t o t he i nt €Butteenlternativeoftchi ngs 6 .
digital devices and passiverinet surfing is the physical city of play where the urban
environment is designed not only for function or profit but rather to allow for prodigious
gift giving and the production of intim&cyNyauCity.

The Situatinist Constant Nieuwenhuys (1 2205) looked beyond the promise of
freedom in cyberneti cged ntde cphranagritootedpdd aa sc i
instrumentalisatiofWark, 20119 a city that seeks not to work againstreebut rather to
produce a new relation to i thecsceptonafot al i 1
New Babyl¢I05774), a city as an arenaléodepenasembles the Chewa conception of
mzind@& a continuous city of play, on a univers#gt $¢aw Babylbas a rodbp set above

the wold of necessity and work beldar;Nyauy the Chewanzindavas complete with

1237s noted by Wark (2011), the cybernetic theories of Norbert Wienet468pdaw cybernetics, the
ability to connect anywhere and anytime, as an opportunity to free sovergigragdssity. Any attempts
at the administration of cyberneticistpatceed . woul d |
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bwalavhich connected towalosf othermzindaso that the practice bfyauwas endless
among the Chew@an BreugeR001, p.13@one could folloviNyaufrom one village to
another throughout the yeamaizimumade more and more demgafat expenditure

through the peopleds dr eams.

Constantds i nt er pyandaesthisbkddechnalofis alrdady thereibh y o f
Africa, especially in the sBhharan regiaha place that has persistently resisted the

workings of restricted economics, even in the age of postisataerit* For instance,

when you go to Dakar or Lilongwe people wonder why the buildings are nevef¥inished
and Iitds because thereds a different per
is building the house, it might not be for utilitarian reasgosaéghta s sume. A 0O¢c
thatendsnowherd , an i mme a squivakeri forene  building a Batsilleanh e

cathedral of orgiastic sacrifice, the de:

The technology ahzindas a totality in relan to nature is intimatée logic of gift

economy thinking with regard to technology is explored by the philosopher Heidegger in
his critical essays on the use of technology in the moderrifiwer@iestion Concerning
Technoldd982)Heidegger regmises twomainkinds of technology techrendpoiesis

Technds technology raséd wholly according to human needs and ideals without
consideration of its implication for nature, the environment and the larger scheme of
things. Technologies that depend on stored, calculated and accumulated energy such as
cars, computers and aircraé gypicatechnePadesidgs technology conceived as a casual
model where the human being qidys a pa(Stoekl, 2007 p128136) The bicyd, the
windmilland he shovel are given as examples of
an awarens®f the general economy in nature and the environment. The Chewa have a
mistrust for autonomous technology, associating ichvimbavitchcraft. The discovery

of dead young women (zombies) whnachinesve b
is frequenftvan BreugeR001, p.226¢ars, aeroplanes and motorcycles have been

parodied and detourned@ule Wamkutus 0 s e x midjingh yabwera,Mdandot h

25ee Hardt and Negri, 2000, p.288. The authors d¢
technologies,andh ey t hus find themselves on the verge of
that the African economic condition in relation to globalisation is more complex than that. The African gift
economies such as that of the Chewa, a large tribe covermgg e swat hs of Southern
disregarded as ready resistance to capital.

12%5ee a series of photographs of Dakar by the Senegalese artBtakariéangSahel Gr{2013) anét

the Wall2014), (online).
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Chigalimaas stated earli@tWalking or cycling is the best form oflesipg the modern
mzindavhich can be found in every city if one looks carefully. In advanced consumer
countries one finds reashzindavithin the fringe informal economi@s Paris, Berlin,
London, New Yorkeven Osaka and Moscow. One may travel toplsess using a

plane, if fortunate enough but, as Hardt and Negri, (@3®® show,underground

hi ghways are already in operation connec!H

of the 21st centuryjom onemzind#o another across the woiild defiance of border
controls instituted by)ed o mi nant econo mi esTheisecalleadh e age
60 mi g r a actoss the $ahdraeconnecting theSahhara to Europe is one example of a
mzindaighway, which will sodrepart of the infrastructarof a globaNyauEmpire. As

my chapteNyau Presideit demonstraten offspring of thidlyauEmpire, an epire no

less subversive than/Sti g u s City of @dd she Roman Empire, already rules the

world. During his reign | have carmezindan my feet the world over, from Malawi to

London, and from Moscow to Washington.

2
October 2010, Frankfurt International Book Fair, Germany. | was there readifigefrom

Jive Talker or How to Get a British Badtpkimg part in a panel discussion. | had with me

(

the mammoth book of Bourdidine Weight of the World: Social Suffering in Contemporary Sc

(2000. After my reading at the festival there was nothadmdbdoredom ensues.
Bourdied isnages and complaints of the unemployed tribal people of Algeria haunt me

lying in my hotel room.

In his anthropological studies of Algeria, the French sociologist Bourdieu posits a vivid

exampl e of t h betweengiibecongmied and giobdl damtali€m. Bourdieu

(2000) observes that late capitalism is marked by the transformation of the social space intt

a kind of game of ©6football d into which
habituse$ sharednterests compete for the gaining of social capital both monetary and
symbolic. The ewehanging demands of global capital often ledystieresihis is when

agents of a particulaabituBnd themselves out of synch with their social field ofiplay.

postcolonial communities this often means displacement from the rural areas into towns,

when tri besmen whdosage fér the teaditiorfalaift econorefesdy a me 6

themselves thrown into an unfamiliar social space, that of globAscaiourdieu

1265ee various illustrations and phctphs oGule Wamkuin Boucher (2012).
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asserts that thig/sterelgads to apathy, atlte brealown of traditional social relations.
Bourdi eu argues that often the peasants
happening to them so that they cannot even teefymd an effective solution. Those who

get on with it have one choice and that is that they have to continue living as best as they
can using their outdatddxa Bour di eu gives an example o
as knight errant similar to tho$ewictimof hysteresianodern times. Bourdieu (2014)
illustrates Algeriamystereisough numerous photogtepof aspects of peasant life

clashing head on with capital infrastruduwemen in full burka stand beside a stall

selling French higheeled shoes; meavearing suits and Muslim hgeat idle around in

city arcades waiting to be employed. He could as well be describing charatterslivem
Talkeor How to Get A British PasspbrnhyNyau CinenngstallationHysteresisthe

Venice Biennale, one way or the other. Often my father, Wilyahi$elt like a fish out

of water, higive Talkeharacter really came from his estraNgadother.Hysteresmay

al so explain the 06 sNyaucCeaybhgallmntMVanr Holymall wo r k
Shompnd i n Me Masewnof CBraempotas/ Afrisdredrcommodities are re
presented in the liminal space between gift and commodity.

In Algeria, Bourdieu found that the only thing that seemed to connect the disgdaced

peoples was religidislam, in an ineffectual way. In Malawi there is a similar hysteretic
dynamic but here the connecting religion is Chris@iemipyyenomenon insinuated in my

quasi religiortiolyballisB.our di eu cal ysmbstuthb sSubfencegd.
the whole point of art, phil oslfaplinwewr gaa
on oneds s oci adnanfidotett ymbmlic dolehca. nia tvay shis has been

the purpose of my work frohtoly Balio diagrammatic cinerddo induce a more

reflexive approach to the problematic of the gift to offset some of the problems brought

by the encroaching late capitalism.

In Frankfurt the following day | akmy guide to take me for a walk around the tity. |
quickly turned into a derive. The walk takes us to the edge of the city in an anonymous
forest. We ended up in a glade of fallen trees, and the psychogeography there is different
from the concrete jungle of the city. The oitgrwhelmed by advertisingards fights

for your attention, your mind is never atddastes in the forest let you be. Your

imagination then is free to dance. | want to be a frog jumping all over these logs, so | fish

out my camera and hand it over to my guide. She films nieghamongst the fallen
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trees like the lizard masiylo | amchiromhbend gulel walked out of the forest feeling
tall likeMakanja the skyscrapers of Frankfurt could not move me, | could sway like them,
and thke motorcars could not surpassfédedngs of exhilaration to which they moved me. |

felt bigger than Frankfurt and looked down on it IKgaacinema star.

Back in London, | reveal the footage fr ol
heavy editing is needed if | am to make egytiut of it. Recalling the experience of
watching\yaufilms growing up in Malawi and the feelings of universal elevation | felt
making the clip I filter my frog film in sepia, chop it up and speed it up into a playful and
more animated sequence. |tb&lfilm1910 (The Aftermakimad made short films before

but this is my first real psychogeographical film. Here | am aware of approaching hysteresis
as a catalyst for creativétyam an African Don Quixote, a Huckleberry Finn as one of
thereviewer®f The Jive Talked called me. The film is no more than 30 seconds long

but within it | disc o NevrBabgigny awmmzindeFeoms i on
then on | walk the streets of London and other cities | visit around the world looking for
Nyad i | ms inspired by the pyschogeography
environment and its contingent histories. Bland hotels and endlssmformation had

been putting me off travelling during my book tour but with the onset of new films, | enjoy
travelling agaidlooking to make the places | visit my own. The photos of the bumming
unempl oyed Al geri an t PictringAger@0il4)counld bB stilsr d i e |
from myNyaucinema films.
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American Silvers@6é4, installation view, Stevenson Cape Town
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Homo Ludens par Excellence

Synopsisifraw2013): A man blows in the wind like a piece of cloth. Both hisreshdn an
ATM machined 44 &

SynopsisMonsieur Lavarddi13): A man stands in the middle of the street in the Champs Elysees,
Paris. He wears an overcoat and hat, all in Heckntrols the crowds of shoppers around him
with his hat. He can move them backwandisforwards at his will52 ®cs

1
Mbembereads the postcolonial state as driven not by the restricted values of capital but by
the communal ties and social obligations of traditional economies, albeit in grotesque and
vulgar modern forms. Mbem{@901, p.10zy e s cr i bes t bharacpzedhyc ol or
a distinctive style of political improvisation, by a tendency to excess and lack of proportion,
as well as distinctive ways identities are multiplied, transfal , and put into
Bearing no social contract the sovereignty of the fmrstédhe commanderessumes
the arbitrariness and unconditionality of the colonial sovereignty overatedsoatives
(Mbembe, 2001, p.25) As seen earlier, with GQendads
Wambkulupolitical leadership createsvmr r el ati ons i n the form
where t he | eader (giephat pleseceneiviatlyevih the peopde inGaf et i
state of play, maleelieve, often resulting in mutual zombification (powerlessness)
(Mbembe, 2001, p.10Fhis system of power relations, Mbembe further elaborates, is

replicatedhroughout the social structure of the postcolonial state.

Within Mbembebds description of thk&a postc
depensesourcefulnegsinthptak e s t he form of O&6corruption
funds and the squandering of the giggwahb e c omes t he o6r edi st r i |
funds to relatives and political affiliates. Coercion is replaced with the systemic application
of violence,bbh physi cal and symbolic. The O6buyi
of the village is reduced to an obligation to buy the party membership card. Traditional
ceremonies and art are employed to animgbeaip@ganda of the state and the
commanderreacrificetake the form of civil wars, public executions and theophagy of the

c oup (MbEe®de2001, p.11R)ore surplus wealth is squandered in the form of
grandiose projects, such as Félix HouptBwéf gny ds Basilica of Ou
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Yamotussoukrg?’the school of my formative yedfamuzu Academthe secalled Eton

of the BusHhCaroll, 2002andKafkaesque bureaucracy rumimat Bourdieu has

d e s c r isthtendbilid*$0 sedtserving civil servants and extortionist policemen,
gendames and bureaucrats. Transgressive and taboo sexual relations identified by Bataille
in static economiekudikaandkulongosalaong the Chewa) now resemble the libertarian
world of the Marquis de Saéfe.

The deology of postcolonial Africa that teraalienate aspects of the unrestricted
economies of indigenous heritage can be traced back to the philoséjlmies of

Africanism, such as the provocatiggritudeovement proposed by Leopold Senghor of
Senegal and his associates in exile, with fampas $tgmm the philosopher JeRaul

Sartre, in Black Oprheus (1976). Inspired by Marxist philosophies and the Harlem
Renaissance writers, Langston Hughes and Richard Wégghigeok matters beyond

race and advocated communal African traditions asot suitable for governance in
Africa. The philosopher Frantz Fanon advi
prol etar i at @stablish thishdgllic Bfrica &f prelooial timee. Various

leaders such as Julius Nyerere of Tanzania, #omyattd4 of Kenya and Modibo Keita of

Mali advocated the one party state as the government most fitting for what they regarded
as the classless communities of Aflteaedith, 2013Y he fruits of this &tAfrican

atavism, often tragic, have begplored at length by MeredithTime State of Af(2@813).
PanAfricanism in practice came at a heavy cost.

Hardt and Negri (2000) have noted how sovereignty in subordinate postcolonial nations is
limited to staving off interference from economidaliyinant nations. This has an effect

of doing away with difference within a natiothe®ffort to create one united and robust

127 v o r y Be@siiea ®ftOardady of Peaceramoussoukro built by Presideatix HouphouéBoigny

(19051993) holds the Guinness World Record for the biggest church in the world having surpassed the
previous ecord hol der, St Peter 0s B &S$0d0 midian,doublipgahe i t s
countryds debt. The basilica is spurious and not
is used for everyday chusghvices. Less than a third of the population of lvory Coast are Christian; even
fewer are Catholic; siekark (2015).

128These are parodied in fdgaumaskSayinani 6 Si gn her e d; see Boucher (20
http://kasiyamaliro.org/pdf/sayinani.pdficcessed on 23 February 2016)

2Mbembe (2001, p.127) contrasts O6sexualizedd gi ft
6baroqued and predatory s ex t palodiquinse andraggndlgao f t he |
maskkKwakwaged t he one who sweeps every woman in his way
(online). Available dittp://kasiyamaliro.org/pdf/kwakwase pdbee alsgambulumburils, e x ual devi a

http://kasiyamaliro.org/pdf/lkambulumbunde_kamwaza_mtumbiraljdf female equivalentkivakwase
is Gulugufghe restless butterfly); $etp://kasiyamaliro.org/pdf/gulugufe.pdiccessed on 23 February
2016).
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defencegainst external pressure.-Rfaitanism quickly descended into tyranny and farce
i n the after madehce fioin coohial powersdIsoften mahiéepted in the
carnivalesque and grotesque akin to what Lewis Hyde identifies in the destructive
potlatches of the Native American chieftheNorthwest and Canada as their static

economies came under pressuma tiee interference of settler goods and Western

commodities.
Kwame Nkrumah (19éB9 72) came t o power foll owing
Britain advocating o6scientific socialism

profligacyentirely logical ithe unrestricted gift economilcmked more like a one man

farce as he desperately tried to consolidate his political vision and the fetish of his rule as
bearer of the gift before predatory capital. Like the insgtitdlEhadzundirumah

lived on elogy. The radio sang songs in praise of his wise and dynamic leadership;
newspapers which all belonged to the government portrayed him as the Messiah who had
delivered Africa from oppressive colonial rule. Nkrumah took for himself mady titles

Man of Desiny, Star of Africa, His High Dedication @shgyefioe Redeemer. As if in

parody of reajulghis presence was made omnipresent,mfizind#o mzindaHis stony

face appeared on banknotes, coins, postage stamps and in shops and offices. His birthday

was made a holiday.

Nkrumah showed no respect éwrrency in his performativarPAfricanism, presumably
asasign of his noble spirit and disdain for the restricted economics of capital. His
penchant for the spurious is legendary. He sifpeedes for milliof pounds for

numerous projects which did not amount to anything. He opted for a spectacular industrial
Ghana when agriculture was really what was needed to develop the market economy of the
cowntry. He spent most of his timet atterling to the details of government, but on a
drawing table fleshing out his vision of a large country made up of all the newly
independent African States, theted States of Afuiatn himself as its first head of state.
Nkrumah spent millions of pounlisilding its headquarters, dubbed Job 600, in Accra but
as no other African | eader subscribed to
another abject failuBeand Nkrumah grofligacy did not circulate around Ghana. While

he pursued his Afaa vision with predatory world financitastories were starved of raw
materials, hospitals had no drugs and food queues and beggars were everywhere; by the

ti me Nkrumah was deposed via a coup whil
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unrestrited economy was bankrupt, the country now heavily indetetetiith, 2013)
This sort of inconsequential profligate governance was being repeated up and down the
African continent while newly independent African countries found themselves mere

pawns in th political and economic nogoivings of global super powers.

Beninds own former president Mathieu K®r:«
coup in 1972, in the name of African socialism, and purportedly financed his government
partly through acceptingdioactive waste from Russia and France. The money was
squandered according to the general, econ
but again it never circulated among the people of Benin. According to a World Bank

report, Ké&rékou set up aesies of bogus companies worth $500 million for the allocation

of funds to members of his inner circle. His Malian advisor, Mohammed Cisse, it was later
discovered, frequentlytookv e r t h e r u n ng offige atdhfe Camimerciana n a g ¢
Bank. In 1987 ahe Cisse transferred an estimated $370 million to his bank accounts
abroad (Meredith, 2013). Such irreverent use of currency immediately calls to mind

G a b Aréhgecture Raonvhich a sculpture of a tree made of banknotes seems to say that

in theMuseam of Contemporary Africanokity grows on trees.

The introduction of World Bank and IMF structural adjustnretite 1980s in which

African countries were required to open up their markets and devalue their currencies for
free trade in return for agohd loansseenadto spell an end to Africaxperiments with
PanAfricanism but as Mbembe and Meschac Gabads
decommissioned African currency and indeed my own experiences griovwwajavpi

as portrayed in thehe Jivealkeand varioussule Wamkuylthis is far from certain.

2
Asin Gule Wamkuthe carnivalesque is not entirely without function in the postcolonial
state: according to the Russian philosopher Mikhail Bakhtin, the vulgar and the grotesque i
whatordinary people use to ridicule official culture and the powerful to show how arbitrary
social systems and power relationdBatat(n, 1984. In On the PostcoMbgmbe
corrects Bakhtin to say that the burlesque is not only the preserve of ordifagndeop
explores the role of the vulgar in postcolonial regitiié® Chewdlyautradition which

assigns the vulgar to the highest office in the lar@uteéVamkudecret society, appears

BSee the chapter 0 TihMbembe280l.het i cs of Vulgarityo
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to back up Mbembeds t hwlgarises of thepostcolodial staje t o

are in many ways a parody of power relations in the wider world.

As stated earlier Mbembe sees the replication of the epistemology of power relations and
the general economy of the postcolonial state withinithifelaf the subject of the

modern African. Mbembe elaborates that this duplication is a nécetsitpubjest

were to detach themselves they would lose the ability to escape absolute subjugation by th
state. For this reason Mbembe sees the subfleetrnodern African statela@mo ludens

par excellemaaring multiple identities as he negotiates his way tesighctures of

power in society.have been subject to the paddny growing up under the dictatorship

of Dr Hastings Banda and Ilaghd like to think | have somethinghaimo ludens par
excellericany approach to life. | aldaluluMyNyaupraxis has many influences from

around the world, but in essenceeiags in one universal languagergy, entropy,
exuberancehe general eaomy the gift. As an international artist and citizen of the

world the masks | wear are mdram a huntegatherer, a dreamer, a street hustler, a

witch doctor, an airport artistNgaumask, ganegyrist, a voodoo priesh yawcinema

star, a dictator, a knight in shining armour, an academic, a medieval king in an opulent
palace, an Aztec warrior, a Buddhist monk, a soothsayer, a Catholic priest, a philosopher,
aNyawcinema projectionigiut my many maskgiwve the same specific purpdise:

ostentatious and intimate expenditure of surplus resources and time, through play, prayer,
contemplation, the production of luxury gifts, spurious goods and structures, games, idle
activities and ritualsam a contemporary artist.

3
When | heard Meschac Gaba had creatdditkeum of Contemporary Afritaadtitess
the shortage of art gallerieg\frica | was highly bemuséd:was obviously being ironic,
trying to create a situatj@s Africaat least as far as Malawi is concelnasdyever had a
problem with mimetic arA\t Documen&aba presented thauns e uHomdagist Spaae
collection of bicycles which visitors ddabrrow and ride around Kassel, all for free.
Gaba said that charity work had become the most fashionable thing in Africa: there was an
aid agency for every aspect of contemporary life, from boreholes tehsecbadthes
(Fusi, 2010)or him thereforthe prestigious platform Biocumentas an opportunity
for O6charitydé, except this time it was f

ironic gesture that recalls the antics of the likes of Idi Amin, who once volunteered to send
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aidtothe Ungd Kingdomd ur i ng a (Bchroederslg/Bstt saw rkethod to

Ga b a 6 s 0theaadidt was &ctually cidingy the idea of aid bgturnintpe gift. As

explored in oumitroduction to the gift in théhapteMyauand elsewheranthropological

studies of the gift, from Mauss to Strathern, have revealed that one of its main features is
reciprocity, as the giftds main purpose |
people (Schrift, 1997). This is the opposite of thefidbarity that underpins Western

aid in late capitalism, which is distant and keeps Africa in a demeaning one
sideddependency (Moyo, 2010). The difference between gift exchange and commodity
exchange (the imperative behind charity) has been exploreddry(982 p.4). His

anay s i s [dlosmmadity exchariye establishes objective quantitative relationships
between object transacted, while gift exchange establishes personal qualitative relationshir
beg ween t he s ulMywdewiwas titthroagh thédwmanishSp&aha was

revealing the values of a specific economic system with which he had aligned himself wher
he created thluseum of Contemporary AftidreAmiversal gift economies of his
nativeBenind and it turns out this wamt the first time he had proposed gift exchange in

his work.

Right from the beginning, atth@ms eu mdés conception in 1997,
6charityd from hi sedmdprocitpaspartafthdmenosmbead p |
conceptuairamework. When theuns e u md s  DraftReotwasrpresented at the
Rijksakademie while the artist was completing his residency there, he conducted
fundraising for the project by presenting his patrons with symbolic brooches made from
banknotesrad safety pins. Throughouttheuns e um ar e further examp
dramaisation of symbolic gift exchange, someasyiothers more abstract. The
musedimarg ncludes a coffin decorated with
deceased fatherisimmb al i sed as his sonds panegyris
mands voice narrates Gabads i | | ulsaryalsbous
features a curator soé mawoaderetable decoratedwhith ¢ h |
banknotes on kich feature books written or edited by curators who have worked with
GabaArchitecture Rdeatures a monument in the form of two metal polessaiated

gold on which are mounted 18 pairs of plexiglass inscribed with the names of institutions
and cuators connectedtotheuns e u md s e x h i theMarriagenRodradding o r vy .
presents, photographs of guests and witn:i

in Amsterdam, and the bridebds weddirthg dr
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Gaba has held numerqusvandé$or curators ath members of the public in the

mu s e uResliagranthe centngiece of the mseunRestauraistalso a countgift, to the
first animal t hat Braegmatherd Maaddo of adive robstee r e s
on the nuseum floor waiting apprehensively for his fate. Curators who have written on the
Museum of Contemporary AfrisaohAas Chris Dercon havem@aid in mock cheques

that bear the name of the imagirizagk of the Museum of Contemporary ADiesooirt

2013 p.9. In Symbolic Exchange and(D#@8hthe French philosopher Jean Baudrillard

has extrapolated that, in late capitalism, signelxchange as practicethimgift

economies of prmdustrial societies, which still survive in aspects of contemporary

African culture as seen wiNlgauin Malawi, has the potential to upset the utilitarian value

exchage of currency and commodities.

As cheerful, witty and wel comi nguseamofi t i
Contemporary Africatn/ats d ar k u n dneseurappears to be Graaesthétis
replication of the general economy of theAfanan utopia o&nAfrica of communal

values conceptualised in Nkrumah's big man dreams of the Utéexd Sfrica without
questioda |l | t he wblusdum ofiConteigudfiacartAstvith only a few
exceptions, is by the artist. None of Gal
the artist might be implying.

In true BakhtiniatNyauparody and replication of power relations in the postcolonial social
fabrig observed by Mbembe, Gaba iscttreamanderoéhts nuseum. Plate music and

scratch music from the record player irfMbsic Rodorms the basic sound track to the
chaotically pluralistic aestheti tibraoyf t he
reads like a political panegyric, aimed at building a myth around a political leader by use of
excessive |6bniggu angaen 6 Coanbnaisgsm s makecbythe n t he
presence of his trademark banknote décor everywhere from furmiusgcei

instruments. Music and noise are employed as if to hypnotise the visitor into submission as
they stroll through the museum. There are opportunities for lounging, drinking and

dancing everywhere to keep the visitor bamboozletiéntaits e u mdcifiedu n s p e
propaganda he eonomic profligacy of the postcolony is parodied in the form of the

artistodos playful uisteMudeumcofiGomtempocayy AfricarsArts e e |
money grows on trees. By the time the visitor getsAodhiéecturoom | i ke NKkr um

131A Chewa feast akin to Ronmdagor GreeliturgySee Benveniste, 1997, p.40.
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dreams of the United States of Africa,thgs1i f i cance asmuseomeigs ni ng

to be found in its very implausibility, boussliexcess and ultimately,-egistence.

In his methodology of appropriati@@aba makes no effdd critidse or explore aspects

of the PapAfricanism andegritudleat informs hisnuseum in a setfonscious or direct

way. Irony is not enough as some dictators were playful too like Bokassa or Idi Amin and
they still ended up with murder on teinds. Achille Mbembe (2001) has considered

many aspects of Rafricanism too classical and Eurocentric to reflect postcolonial reality.
The application of restricted economic and political models on the qualitative African way
of life, as marked by Nkramh 6 s r ul e, have no tifeasbt | ed
predicted byHardtand Negti Bour di eu warns of the dange
world plagued with symbolic violence. He had observed in Algeria that theisechantic

01 ump e n \ereoftenedivided, ireaderéd helpless and apathetic by a phantom
agenthysteresifieir means for sdiberation were often provided by the very system they
sought to free themselves from and were therefore ineffective in the long run. Such was
alsoChé&uewar ads e x p e rai @lnutepeasandsimyhé Coeffdededith,

2013) Unconscious situationisnn  Af r i ca a p pMusgum bf&Contempordary G«
African Arin the presence pfedatory global capitalism kastributed to many tragic

aspects of contemporary Africa such as ineffectual governance ariéf 8ix® 2003 a
paleNyaumaskDziko Lathahas appeard on t he sc éda(eldWorldidec!| ar
f i nifaléweng the HIV epidemié A more critical approach to the general economy

of Africa in the face of global capitalism and new technologies is called for, and this is what

my Nyauresearch attempts to do.

Although Bourdieh a s r e g ar d e dastariitator ®ftsyanbadie i acs| het nhcee 66
has defended it for its potential to act for the common good carrying humanist reform. In
TheAccursed Share V991 the philosopher Georges Bataille, who @yentcritic

of dictators such Hitler and Mussolini, has proposed a r#s oha gift society where
sovereignty atti@end ofhis or y6 and i n-cd hedwaéddesanmth oheG
only the preserve of kings, dictators and priests but every citizen of the state. The task of

every modern governmehéen,according t@atailleis to ensure the right of every citizen

13Whiteside (2008) has explored how labour movements orchestrated by apartheid South Africa contributed
to the spreading of HIV in Southern Africa.

135ee Boucher, 2012b. Kasiyamaliro.org, (online). Availatife/dtasiyamaliro.org/pdf/dziko_latha.pdf
(Accessed on 23 February 2016).
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to sovereignt{Stoekl, 1997, p.248)selfconscious conception of art as infrastructure
and sovereign othétyay rather than a mimetic superstructure would contribute to this
vision. Thgudgement against the recuperated Situationist Gianfranco Sanguinetti in

Venice is perhaps a testimony that governments can be involved to see this vision through.
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The Last Judgerga®at 56th Venice Biennale, Italy (installation view)
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Nyau Presidert

SynopsisStrange Fru2015): A cowboy stands in the middka@#Rrizona Desert, at the foot of
Superstition Mountain, along the Apache Trail. A blossomedtieethsows fruit at hind 20

6

SynopsisNyau Preside215): A teenage Barack Obama dresseddikgpso singer sits an
sofa, smoking a joird.30 ®c

1
My father did look like Nat King Cole as stated in the first chafitiee dfve Talker or How
to Get a British Passpod he knew thigas looking at his photographs he presented
himself as a diagrammaligaucinema film star as bkarmed his way through an
impoverished but stellar car@sra clinical offican the Ministry of Health. His postings
were all over Malawi, where he managed various clinics and hospitals. It is igatlikely
that killed him. He worked very hard liked to dress up and stay out late, drinking and
dancing. Cominigomefrom his parties in the early hours of the morning he would wake
us up for one of his drunken philosophy lectures including those on Emerson, Nietzsche
and Winston Churchill. He lostiself irretrievaiplalong the way and died of AIDS in
1995. On his last dayhome, beforeewas admitted tbospital in Lilongwe, he rose
from his sick bed and danced a variatidh@afs i y acodvha Hanae before me until he
collapsed. My motheredd of t he same disease in 2002
of the same generation. Thelesia and optimism that had swept across Africa following
independence from colonial powead disappeared with my pas@ndgic generation.
The collapse dfocial structures due to IMF and World Bank structural adjustments and
the relentless mobilisation of labaurgdrofit in Southern Africalayed major roles in the
spreading of HIV throughout the regigvhiteside (2008) has explored how labour
movement®rchestrated by aparitié&South Africazontributed to the spreading of HIV in
Southern Africa. In Malavdoucher(2012has stated that AIDS was exacerbatdueby
movement oB a n detdiicustroupes of female dancarsyumbaho,freed from the

traditional taboo of the villages, were given to casual sexual affairs and préSsTination.

134Banda styled his political rallies liklyaufestival, with himself mirroririghadzundird of theGule
Wamkulalance which included the female chaonlisimb@&hence the elaborate gift giving ceremonies that
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I am still living is probably just down to luck. Governments in Africa had lived in denial of
the epidemic for a long time. But by the time | was at sch@oWibier posters

everywhere, and my generation wels aware that the world had truly changed.

Modernisation was a matter of life and death. It was following the death of myhiother

| decided to discard the PAfrican romanticism and atavism that tpered in my
parents and iMouselheosGommteanporaly AfoitaréAsiore selfonscious

and critical reappraisal of modern physiginstAIDS epidemic AfricE°Nyauneeded

revalution in the face of preoiy globalisation. The bgdace to start for me in this
process of revalution was to trace the ol

selfconception.

2
Theunravédl ng of African gift economies dates
19thcentury, when thcontinent was carved up into seemingly arbitrary boundaries as
European powers fought over its natural resources. The introduction of the notorious hut
tax in British colonies forced salfficient tribesmen into the employ of oth&Ehe
devastatingonsequences of the hut tax in Southern and Central Africa are well
documented and dramatiseGinle Wamkdttand PierPaulBa s ol i ni NMoges i nsi ¢
for an African Oresteifis were hoarded and turned into commaodities fofsale
traditional ceremonies and festivals became anthropological and tourist curiosities; labour

migration destalsed whole villag€8and the squandering of surplus wealth and human

marked such rallies. Li€badzun@adGule Wamkuilw pre-colonial times, Banda was supposed to act as a
catalyst for the incessant distribution of weatth ladirvest. This was not necessarily the case, as a lot of the
wealth he collected from the people went into consolidating his own political power and boosting state
capitalism. See Boucher dNaugsistaree (202b)qan)imavalable atr v o f |
www.kasiyamaliro.org/pdf/bola_akufawa (@fcessed on 23 February 2016). For the general economy of

the postcolonial state elgred by Mbembe (1997) see thepter Humo Ludens par excellence.

135The emaciated and spdityaumaskMatenda Asau@al hi s di sease hassacyeaual | y m
for reform after the devasting effects of AIDS on the social fabric of contemporary Chewa society; see
Boucher (2012b). Kasiyamaliro.org, (online). Availaig dtkasiyamalio.org/pdf/matenda_asautsa.pdf
139Vieredith (2013); Boucher, 2012, p.5. The introduction of the money economy in Malawi is marked by
Kachal® L o n g BENyaugmask, which appeared on the scene in the K@@bslasually dances at the

end of theGulewamkuldiestival driving people home with his aggressive routine; see Boucher (2012b).
Kasiyamaliro.org, (online). Availablétsp://kasiyamaliro.org/pdf/kachala.pdfccessed on 23 February

2016).

13ThegulgTatchipa LebWe have become cheap today®6, explores
lucrative employmeriatchipa Lesalso known askapolo AleroeWe t he sl aves of mode
Boucher (2012b). Kasiyamaliro.org, (onlinglaile at:
http://kasiyamaliro.org/pdf/tatchipa_lero_akapolo_alerofe(pdtessed on 23 February 2016).
BeTheguldMalokod Loc ks &, parodi es t hethcolohiaismindalaom;see oar di ng
Boucher, 2012, p.248

1BMany men from Malawi (then Nyasaland) were trafficked to work in South African mines for money to
meet the fiscal demands of colonial authorities. In the 1950s &@pOd Wee leaving theountry each
year(Boucher, 2012, p.5
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labour began to take the form of the general economy of the postcoloreddxpl

Mbembe (1997°Var i ous Afa&G, camdérbi tgh enepAfrieanistsnce o
philosophies or otherwigeo o k advant age eantdintigs,lcdturat ont i nen
alienatiorand debilitating poverty to set up autocratic regimes following independence

from colonial powers. By 1967 Dr Hastings Kamuzu Banda of Malawi had declared

hi msel f 0 (Mefedith, POl ¥Vamugasaastunied the sovereigntyofle

Wamkuldor political expediency ahdd begn to feed his opponents to crocodiles. The
African Orestaigfolded steadily well into the late twentieth century, and it was on this
uncertain terrain that my father was trigrfgqnd his way in life while raising a famiily

eight. This after he had been dismissed from school for attacking a missionary who had
called him a o6nat i v e(@ambah,2008Hemesthaveb our ed |
considered himself too 6cool d to abe wiadlsl
independence was already underway then. But where did his diagrammatic identity which
had come to replace his native Chewa one come from? The most obvious answer would be
through education but the dramaturgy of this identity most likely cama&ona, evhich

by then, according to Kracauer (199&) already turned tivaole world into a

0 p h ot angvhieh pver§one became aware of being photographed as a contingent of
history, with film stars as the mascots of this modern technological pleendvyen
experience of cinema at St Pius in Bl ant:

cinema in Dowa.

During my summer fellowship at Smithsoni
Art in Washington, 2015, sdfcomceptonoasawayefd e v
life and even as a form of political resistance in Africa dating back to the colonial times in
the early 20thentury. A close scrutiny of photographs of the Kenyanibbgpatitician

Tom Mboya (1930969) at the Elisofon élmives reveals glimpses of his employment of
diagrammatic techniques akin to those of early film distribution tdarbatems e | f a ¢
mystique that might as well be credited for his famed arresting fetishist charisma. In

El i sof onds p hspartcaged abpdhsst avbfo yoaf bwalapdhist ogr ap
audiencef equally animated charactard admirers in cool modern dandyish attire attest

to the magic of his diagrammatic blossoming.

140n labour migration and sexdelease, see Boucher, 2012, The ironidNyaumaskMaliro Andikola 6 |

am bored with funeralsd, could be a | ament of the
from pandemic diseases, such as AIDS; see Boucher (2012b). Kasiyamaliro.org, (online). Available at:
http://kasiyamaliro.org/pdf/maliro_andikola.pfficcessed on 23 February 2016).
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Eli sofonds series of phothydifeamaghzine butfnevétb o y
used, Timgotthere firstaccording tany conversations withe archivist, Dr Amy

Staples. My opinion is that the photographs look too playful to be taken seriously by an
undiscerning editor. Mboya borders on lookingk e t he stereotypical
politician but in my opi retobhisdidgiammatcgr eat |
magic: a 7 March 1960 Time featured Mboya on its cover as the future of African politics.
The photos of Elisofon could bsad to animate the diagrammatic cover: Mboya at work

in an office; Mboya writing in his study early in the morning; Mboya at tea; Mboya making

a speech; Mboya eating a biscuit; Mboya with a brand new car surrounded by his admirers:
Mboya standing by thect k t ower : Mboya is a modern Af
creates his i den tNyatmask.cElsgh eorfe O6Mboot yhai 6nsg 6d, i al g
seltconception extersdnternationally as he workis magic abroatihe is plainly a

darling of the Wesis he Time feature testifiddboya is seewith the British royal

family, Luther King, Kennedy, Nixon, members of the Congress and\spwonder he

created enemies within the expedient tribal politics of Kenyan politics: Mboya was from

the minority Luo ibe, a factor which not even his international diagrammatic mystique
could transcend. Foll owing Kenyads indep:
session Mboya was assassinated by a mysterious man wheeattribu he ki | | i ng
ma pwiho manpresume to be Kenyatta, the first president of Kenya from the majority
Kikuyu tribe. But not before Mboya, the incessant gift giver, had meticulously arranged and
fundraised an o6air | ift o )fadhundddaaihah@érs f at |
African students, to study in the United States.

3
Li ke Mboya, Obamads f at her Nyauinemanpersodao ubt
to attract the fancy of a Hawaiian student, Ann. In photos his looks and posture are that of
Nat King Cole, as Obama observes ibhesams of my Fatkdyama narrates how one
timewhenhe met his estranged father he gave him Africaimefe{ffigurines), a couple of
groovy records and showed him some exotic dance moves. Growing up with an absent
father Obamads mother encouraged her son
a sovereign contingent of history, in order to offeatestricting side effects of rabid
racism, by exposing him to film clips of black heros from the civil rights movement,

popular musicians and film stars. Obama



the dashing Harry Belafonteominhis motherhad e s cr i bed as o6t he mo:
o n e @bamawiEnt on to smoke marijudrere is a series of diagrammatic photos

of him smoking a j oi nhte wvhiatsh ahdinsi tftaetdh ehred sw
OCcCcasi oasateendgér,dw tbaending up as another failed black man (his father
died a bitter civil servant in a car accident in Kenya, his dreams unfulfilled) led him to look
for Nyauelsewheré the animated early political clips of the likes of Malcolm X and

Martin Luther King ispired himto become a community organises. WMeaponRyay

the creation of solidarity in inner city communities through cremiqithay: song, story

telling and dance. It is through his imagining of himself as a contingent of American civil
rights hstory as he scaled the Chicago cityscape that he managed to make alien Chicago h
own (Obama, 1995, p.145)

And as | drove, | remembered the whistle of the lllinois Central, bearing the weight

of the thousands who had come up from the South so mashefese; black men

and women and children, dirty from the soot of rail cars, clutching their makeshift
luggage, all making their way to Canaan Land. | imagined Franklin in a baggy suit anc
wide lapels, standing in front of the Regal Theatre, waitiegDakseor Ella

emerge from a gig. The mail man | saw was Richard Wright, delivering mail before
his first book sold; the little girl with glasses and pigtails was Regina skipping rope. |
made a chain between my life and the faces | saw, borrowing gqithlergp&os

memories. In this way | tried to take possession of the city, and makent gto

another sort of magic.

Obamads cinematic magic, which he used 1t
is the same magic that William Blake used to makeialidirsy Britain his owfha new
Jerusalpand theameNyauthat | have employed to neathe world my own in the age of
Empire'* The diagrammatic Obama he painf3reams from my Fatleehis complex

identity and social experiences and which he perfaatiaicity of H@gsea senator, works

its magic and earns him the presiden¢yeiend, and he thereby becomlest | would

call the firsNyaupresident of the United States of Ainca The influence of

diagrammatic self conception can be seen in the film star style of thempsistey from

his political campaign suchiizZisange US@by Derek Goref~airey and Gross, 2009,

p.56)and in my series of films made in America, duyrigllowships at Yale and

14Hardt andNegri (2000) take on decentralised economics of globalisation in late capitalism.
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SmithsonianAmerican Silver S¢2&dd)in which | reconceive myself to various ready
made American sites as a sovereign contingent of an often dark and troubled American

history.
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Dancer in the Wa2tks digital video, colour, 34 sec
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Homo Academicus

SynopsisA Thousand Ye&®13:In a deserted backstreet of North West London a man wearing a
bowler hat dusts himself down. He does not succeed. He is engukediirrag cloud of dusi.

51 &

1
According to Huizinga, academia, when approached properly, is a forrd lofgjay
consequently a form of gift giving. Huizinga locates the foundation of the academy in
ancient sacred riddles, and the Greek obisesith theaporiand knowledge contests.
The sophist is a prototype academic. A cynical modern form of academia as a game in
which agents and adepts compete for influence and accumulation of capital using a secret
language, jargon, and specific rulpsoaiedure has been identified by Bourdiélomo
Academicuishas been sated by Herman HesseTihe Glass Bead Gangood faith
academia is a creative activity that serves its own end, adoimy ¢ifria,the here and
now.A realacademic in this senseglie- somebody who approaches the search for
knowledge as sovereign activity. | tiave not disregarded the superfluous side of
research in my methodology. | have researched the problematic of the gift in my practice as
a formof Nyau My modern models in this endeavour are Nietzsche, Bataille, Derrida,
Debord and Kristeva. Like these scholars | have subjected knowledge, politics and social
criticism to poetry and play.

When | f i rMuseuns at Gont€&epbraryOAfritaitstentirety at Museum De
Paviljoens in Almere, 2009, it looked like a riddle, a challenge, a contest. | knew if | could
undo it | would do well. And the answers came to me as an epiphany in a bath, in 2013,
after so many years of tryththe giftisvnh at a ni mMusears of Gantenaporary
AfricanAt Even my own wor k! efldravhtd the osdum! Olir h a v
works are different but we speaalthe same language inherited from the prestation

societies of Africa. To understand thekwiorng of Gabads wor k was
persistent tendency in my intuition, poetic sensibility and treatment of time. | ran to my
writing desk in the bedroom upstairs dripping wet and reached for pen and paper to test
my thesis and everything fell togetAad it was then that things started happening to me

as an artist and researcher. When Tate M
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summer show in 2013 | communicated a robust defenteréstitution, reading the

museum with the aporia of thgift d the museum had to remain in the public domain in

its entirety if it was to retain its meaningful existence. The curator, Kerryn Greenberg,
found my argument compelling and put the website back up, where it remains accessible
for all today. She algwited me to contribute a point of view on the Tate teelvben

the nuseum went on show (Kambalu, 2038pn after my Tate commission | won a
scholarship from the AHRC for this PhD research. Research fellowships at Yale and
Smithsonian in 2014 and 20&8§pectively followed. | got a place at Dakar Biennale 2014.

| signed with Stevenson Gallery, one of the most prominent galleries dealing in African art,
which also represents Meschac Gaba. | was featured irEQkwwue szAb thedWorkl

Futureghe firstVeniceBiennale ever curated by an Afrieana culminatiahl am the

first artist born in Malawverto take part in the Biennale. | have been invited to take part

in Liverpool Biennial 2016 and Dakar Biennale 2016. It seems for thos=atihe ta

recogiee the gift, the sky is the limit.

2
In Archive Fey@898) Jacques Derrida has explored the archive as a potential arena for
sovereign activities made more pertinent in light of new atimnntechnologies such as
the nternet. The mise of instant access ttoimation in the electronic ageans the
traditional view of the archive as a static record of the past becomes questionable. The
archive then comes to exist as a O6spectr
information accessed not only informs but is also engaged innestantamagining of
the past, the present and the future. IfNggupraxis the archive, from the traditional
library to the internend its platformd YouTube, Witter, Instagram and so én
become$®walathe arena, a place of ritual transgressibpradigious expenditure in
creative playNyay, with the camera the sacrificial knife. The archive is the victim, whose
heart is offered up ©Ghanjirithe Exuberant Onéo open up new perspectives and

passions, and to revitalise the present.

Thusad or m of O0archive feverd | have carri et
UAL to Yale and the Smithsonian, has led to various avelse® works within my latest

art practice. The use of graffiti photography by the Situationists is wel{&inaey)

2014)In 1953 a young Guy Debord approached a decrepit wall on the Rue de Seine and
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chal ked across it in bold: NE TRAVAILLEZ
it. The photograph travelled for 57 years before it could deliver its portentogse taessa

me, in a pub in West London, PMPapeegydderrmg t hr
pint of lager preparing for my fellowship at the Yale Center for British Art where |

intended to study the work of the prototype Situationist, William Blakekiby kt the

workings of psychogeography in his original watercolours and prints. | was going to do the
same with other Romantic British astadter Blake, within the Ceffitey  igious Padl

Mel | on col | e c saidthe DeboddNymflitiplograpvo It vikas then that |

decided to approach my time at Yale not adshudras a form of gift givingyatlin

creative playds Bataille has stated in A&erursed SHa@91)work suspends the present
moment for future reward, and in so doinggdtices us to a world of things. This is the
opposite oNyau the Great Plag, totality which is always about process and the present
moment and thus a form of gift giving, and indeed the opposite of an ideal academia as
imagined by Huizinga. Just as@dlhad inserted his sovereign self into the prescribed
Parisian landscape using a photograph, | would insert my radical subjectivity within the
academic architecture of Yale and its archives in the true spirit of academia as a sovereign

activity.

Myfeeri sh search for psychogeography and ¢
Yale Center for British Art quickly led me to the Beinecke Library looking for Situationist
material and there | came across the recently purchased archive of the ItadiaistSitua
Gianfranco Sanguinetti. By the time Guy Debord had committed suicide in 1994 in the
farmhouse at Champot he had broken off his relationship with Sanguinetti, the two having
disagreed on how to address the problem of the use of violence anah feritzisn

l eftist political agitations f dHeRemwi ng t |
Report on the Last Chance to save Capitgll@nS)plialished under the pseudonym

06 C e nwith Sadguinetti pretending to be a passionate @poldgigh capitalism in

Italy. Guy Debord no doubt would have protested at Sanguinetti selling his intimate, anti
establishment letters and photographs to Yale, an epitome of state legitimation, and
authoritarian form of perspectivalism and architecture. | had read how the French
government had to intervene to stop Yale
(Gallix, 2009)efore the University finally succeeded in acquiring Situationist material
though one of the last members of Situationists International, Sanguinetti. Maybe

Sanguinetti had needed the money. When Okwui Enwezor invited me to take part in the
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Venice Biennale 2015 | decided to take Bamgait t i 6 s ar sdilsevabdub ac k t
playfully rephotographing the whole archive over a period of three months, work which
culminated irsanguinetti Breakout Adang the archive back to Italy would be my gift to
Sanguinetti. His papers at the Beinecke were lifted and photograpiecebkef graffiti

each communicating a singular messagéte wor | d, i ncludi.ng aca
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NE TRAVAILLEZ
JAMAIS

UR LA SUBVERSION GENERALISEE PAR LA GENERALISATION DE TOUTES
LES SUBVERSIONS

— . |
N e v e r (Gndrankod@anguinetti archBeinecke Library, Yaldjgital print, 2015



Cyberspace Bwalo

SynopsisMadison Aven2@15)in Madison Avenue a man walks on the pavement laboured but
steady, playing with the ball in his hands, passing a gauntlet of blonde haired elves behind the larg
shop window. They look likeombahe porcelain models, lik&ale Wamkudihorus. The
mulitude of shoppers around him walk backsvahiivious to the spectad@el5 secs

Synopsisl Hold Up a Tree in 192614): A man stands in the middle of a fordsthel, New
York, holdinga falling treeip above his head. The year is 1828.secs

1
The nternet appears to be a great arena for gift giving despite all, because of its seemingly
democratic and liminal nature, and | have approacheddhaBssigned by the US
Defeng Advanced Research Prgeagencyo endure military attadke nternet is a
decentralised system which means it can operate from anywhere and idh#rerefore
control, even by the®Jgovernmerd encryption and the existence of the dark web has
made it even more so. In the age of postmoderniaatioprecanus employment the
internet is a place where peopl &dangt her v
serious art praxis cannot ignore this factiffemed s o6 r hi zomati cd nat L
and Guattari ds terminology for a non hie]
readymade virtubwaldy et anot her pl ace dwher&imombohnol o
might gather to exercise their sedves. There are plenty hé and films clips from
Malawi onlingo evidence that theternetis the naturadrena foNyaucinema. Films like
Anthu Usan@nline, 2014detaurn the linear narrative dbllywood films and of the TV
sitcom for an array of ballistics gags orchestrated by witch doctors, witches and computer
special effectsick editing. Instant photo filtering, multiple photo uploads, thea®IF
offer opportunities for virtual diagrammdtlossoming as is deployed inNgguCinema.
Corporate profiteers such as Google and Yahoo have already colonised the place with
tailored advertising and predatory algorithms, but even here can be liminal spaces where

the virtuaNyaucan happen and wieethe gift can be given or reciprocated.

Theinternetcafé offers a more visceral experience of gift exchange through images and

information that cannot be confinedite commercial designs of virtual reality. When |

142The English Department at the University of Pennsylvania teaches a course on internet time wasting. See
Jones, 2014.
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first moved to Europe iB001 | quikly identified thenternet café as a new arena\fau

d prodigious time wastirdgfor Africans in the diaspora in pursuit of the instantaneous and

the communal. | have done some of the research for mynth®& o, the African

internet cafés around sl Green, Willesden and Harlesden in North West London,

where my studio is located. In these cafés everyone becomes their own film projectionist
but watching film clips with fellow sogigns here is not the samevaghing them on
yourownathomeomo your smartphone. We are al way:
shoulders to see what the other is looking at. | havpesgale learning how to fly

aer@lanes in there, | have seen men in chatrooms withysdesgsed women, | have

listened to whole Skype conversations on how to skin a goat. Some of those people now
know who Mauss, Bataille and Bachelard are. They must have googled these weird names
having seen them over my shoulder. Some of them evenehawdabity to comment on

the contents of my surf and offer pointers on where to go next for better content. They

will even snatch the mouse from my hand to show me the link or to rewind a detail that
passed too quickly as | watched\iygucinemaclips wih  t hAdwvertiser® will like your
filoms,adWwhy @ondt you contdgetdgigthbre hookat 47?7 Y
Stee McQueen He has don dhawearilade sdme of mynfiiends ie thd . 6
neighbourhood that way. Now if they want moneg feeer or a cigarette they will stop

me on the street. They even buy me beer
money on me. One time | was going to send one hundred pounds by Western Union to a
friend in Malawi ascontribution to adneral, and one of my friends playing a video game
saw me at the counter and approached me. | ended up sending eighty pounds to Malawi
instead because the friend said he needed the money to pay for anyegasrgghnt¢ie

told me he is a jazzusician ath the other day came to my studio to teaebome very

fancy lues chords he had seen on titvernet. For my first solo show in Sweden at the

Galerie Nordenhake 2017, | would like tiurn the whole gallery into amernet café

complete with Western Union money transfer, photocopying and faxing. | might be able to
install a photo booth or a business card making machine in there too. Who knows,

somebody might comeandteach me a few more fancy blues chords.

2
| have shared my research on the problematic of the gift and the general economy in my

art praxis online from day one, not on the usuarpeexved acemic channels with



complex loms to content that no one reads, but on social networking [setesbok,

Instagram, YouTube and Twitéethereby reemphassing the origins of education as a
sovereign activity, a form of play as Huizinga would say. My appearance on the web has
thus mostly been with an objectikve to tr.
Twitter, and Instagram accounts, instead of bearing mundane details of my everyday life,
bear robust research on the gift, and a series of playful interventioNyaiufiims to

deburned photographs and passaggptic art notes. My photos on Facebook are

deposited in batches and so are links to various reviews of my work and my research
interests. | have ten thousand photographs on Facebook, thousands more on Instagram
and Flickr. MNyaufilms on Facebook antbuTube are around 500. During my time at

Yale and Smithsonian some of my research was streamed on Facebook, Twitter and
Instagram, alongside my latest rants and seeds of ideas for new art. At the Yale Center for
British Art William Blake was stripped laddeprotective covers and frames and displayed

on Facebook, his humanity eextpndesitothet o t he
Sanguinett.i Archive in the Beinecke Libr ;.
findings were playfully posted on Facelamakalso Instagrai®anguinetti Breakout@rea
Venice also encouraged visitors to photo
online as an open archive contrasting with the exclusive one at Yale. The hashtag was
#SanguinettiBreakoutArea. Whilégh@ Smithsonian in 2015 | deposited the highly

guarded photos of Tom Mboya in the Elisofon archives at the National Museum of

African Art on Facebook for all to see.

3
People put small talk on social networking sites but for me even in everydaly/thi& sm
is particularly hard. Art has always functioned as the way that | communicate with people.
Either | make art or | fade into obscurity. | want to live inéhednd now even in the
age of hformation, at least | can announce my presence by poytimesthetic interests
forward. And thatodés why some of the work
thinking of how much the work is worth o

here, this is what | saw today, share some n®thaht saw passing today.
The 6l i ked button though can be cynical,
the Chewa and Nietzsche. | have shared on Facebook as a sbarreigierariyau

other. | like people who share like that on Facebook. | like their stuff kiawihgy
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wi || not cynically Iike my stuff back. T
One must share on Facebook meaningfully antheitireat skilemanded when giving

a gift. Thatodods why | never share what i s

My onlineNyaugestures have been returned many times. My first commercial gallery
signing came via Facebddkhad been putting myyaufilms there as interventions for

some time and an online German magazine specialising in contemporary art from Africa
and the African diaspora came across them and wrote an article on me, complete with live
videos which Stevenson Gallery in South Africa saw and signed me on. Two more
commercial galleries have taken me on since Venice Biennale 2015: Kate MacGarry in

London and Galerie Nordenhake in Sweden.

My exhibitions extend around the world via the web. One could s&epladRain,

American Silversaadnlysteresibns onlined a totally different experience from seeing

the work as an installation in théeggl As indicated abgadl my work at Venice

Biennale encouraged sharing online and were shared online. The GIF look of some of the
Nyau Cinenfims meant they eedup as memes on other hosted sites such as Vine,
Instagram and Twitter. When | released#9 Ball® the public at the Arsenale |
encouraged people to photograph each ot hi
before the water and architecturé sjoread the news dhe Last Judgetoahie world via

socal networking sites with thesh#ag #theLastJudgementVenidg NyauCinema

installation at Dakar Biennale 2006, 0 y a d s A mécludesd2frarled s posi t i |
Instagram prints combining arcthivaages of Tom Mboya and photograpt3asack

Obama sourced from thaernet. MyNyauCinemaroject for Liverpool Biennial 2016 will
include an app which will play various psychogeographical films | am making around the
city of Liverpool.

The nternetis thus for me a great placeMyaupopen contest and creative gallantry while

it remains a liberated spdo@m selfies in fancy clothes to rants in exotic places visited. If
itds any good put it online anfaappreval what
from the guardians of culture to say their piece.
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Internet café

(Sourced from the internet)
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Epilogue

Nyau Empire

SynopsisTiime Pie@913): A man lies on his hdefys akimbo like a dead man. This is on a
peculiar pedestrian roundabout before a block of council housing in Willesden. His body moves

randomly around the roundabout like arr lhand on a broken watéh30 &£

SynopsisBrangi2014): A man in a sirdnat stands on top of a fallen tree, swaying to and fro, at
less than 45 degrees to the ground. leifilth that holds him up.34 ®c

1
Gule Wamkuisinow avorld culturah er i t a g e, since 2005 one c
Masterpieces of the Oral and IntandihléuralHeritage of Humanit{see Boucher, 2012,
p.257 and elsewhendyauthus belongs to the world. The proliferation of cosmopolitan
characters iGule Wamkuliupm Maryato Mdonddlvisto Kuli Mtendestiows Chewa
awareness of modern physis and burgeoni ni
traditionaNyaumask to experience profound blossoming if they have access to new
technol ogy. | & nke & Chewa tribeSmary to wondare it he livédon thea
third floor of Harrow Road with a smartphone likehne woul dndt be maki
masks or animal structuldyaumasks are timeless and reflect contemporary
psychogeography and social concerns. Thea@fileegsman will not be making an
el ephant because he doesndt see an el eph;
the street in Soho, he will busy himself
masks are a way of establishing relationshipgesiple, the immediate present and the
environment through gift giving. In geeodern times when technology has turned the
whole world into one photograplhwal@Kracauer, 1995, p.58¢ will be seeking to take
part in the cosmopolitaBule Wamkuds celebrated in the marriage betv@adzunda
andMariya?*

In any case traditiondl/aumasks have been margseal and reified by the market

economy and they no longer show the way to what the Letterist arfitpiaitonist

1435ee Boucher, 2042261 and video. Availablehdtps://www.youtube.com/watch?v=cUxnuGXwhIM
(Accessed on 23 February 2016).
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Chtcheglov would cahe6 t e mpl e of t he s un dbwaloo rt hveh atp |ta
of t h¥inapkofound ay. If you haveomey these days you can go through a fast
track initiatiord an afternoon instead of a whole week of tests, ordeals and sacrifices. You
learn a handful dlyauwords and you are done. The masking is often shoddy and
uninformed, illustrative rather threghematic, no doubt because of the infiltration of

Western mimetic values in Chewa art. Anything you can come up with as long as it covers
your face will dé even a readymade plastic mask that overlooks the diagrammatic
semiotics ofuleGule Wamkuhas thus been reduced to mere entertainment and a tourist
curiosity. Christianity continues to biljpauinto submission under the guise of

encul turation and with its alienating mol
an authentic religistexperienc@oucher, 2012, pp.2289) modern utilitarian and

moralistic interpretations Nfyausee the sovereigntyNyausubject to political agendas,

business and consumerist lifestyle ch(@eegan BreugeP001)Nyauappears dead.

Suggestions have been made as tiNgaucould be revived and preserved but so far

none of them go far enough. Mtonga (2006) has called for more museums and government
funding to preserve tiNyauart of mask making and dancing &ule Wamkuhas a

mg e Oart 0. ,rdnhartgkthe KungBro ArtcCanére Museum in Mhas been
instrumental in helping the recognition ofNlyauas a UNESCO world heritage and

numerous scholars, from Lindervém Breugehave written oNyauin an attempt to

undersand its working and pass on the knowledge: however all these efforts, as well
meaning as they are, merely suggest the treating of a symptom rather than going to the roc
cause of the demiseNyau The reduction dilyauto mere entertainment and a medns o
generating cash from tourists among the younger members of Chewa society in fact
parall el s t he aNyausingaaimetic $upedspucterefameworknag 6
suggested by Mtonga, and Boucher at the Kungoni Arts Centre Musebiyaudeak

not need interference from authorities for preservation or survival for as the Chewa say
Owhere there NygadByap soplhe ®Oked edi sanctifie
categasgation or reduction to a human agendslyHus animastic to the geakeconomy

of the universe, the challenge now is more to identify Wyeus within social structures

of contemporary Africa and affirm its sovereignty thbtes, aehabilitation oNyaucan

only begin with a critical analysis of the gesmwabmy of modern Afrinaociety itself,

A deceased chiefds skull buried ibwalédstaplacenafdd]| e of
prodigious expelitdre and ritual sacrifice. Tinaloemains a place of suspicion for ongoing secret human
sacrifices as a prequisite foNyauperformances; see van Breugel, 200B 7.
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as demonstrated by Mbembe (1990nithePostcoloffyNyaus a corollary of the
unrestricted economy, where are the new arenas of gift giving in modern times and could
Nyaube revived there in a more sslhEious way as was seen in the villages for

thousands of years?

My research identifies photography and film dispositif as one place of technological
repetition wher&ule Wamkubdould be revived within modern physis. The effect of
technology, photograpand film on everyday life is undeniable, from the cinema of
attractions and ballissi of the early 20ttentury to thé&yaucinema of my childhood, the
internet and the dar k web; (Ktabager, 8985, p.®) i s
bwaltn my readin@ in which we act as contingents of history. Just as the Chewa built a
whole way of life around the economy of the gift orchestratedNbyailreask so can

di agrammatic fil m i ns pconsosously withib thecliminal e a e s |
spaces of the commerisad terrain of late capitaligmas it did for the Situationists and

sections of the African liberation movements.

The advent ofew technologies such as thiernet, smartphones and perssedlediting
software has oneeore subjectidid the way we make, distribute and view images. A revival
of cinematic dispositif as a new arenaljauhowever calls for new expertNgfiu

equipped with an acute understanding of modern society, the general economy, and the
diagrammatierorking ofNyaucommuniction 0 art approached as irdtaucture as

opposed to mimetic superstructure instituted within systems of capital. The contemporary
artist with his ability to work within modern social networks has a far wider reach for
influencewithin the general economy of contemporary Africa and the world at large than

the reified and marginalised masker in the village.

2
The workings of diagrammatic cinewtzose influence in modern art Wild (2@Eges
back t o Pi-iospisedasésson with the Afrigan mask in his quest to break
down the pictorial distance between work of art and viesgeDémoiselles d'Ayignon
what locates the place of Bele Wamkuin my praxis as contemporary artist.
Diagrammaticinema with its irdrent multnedia dispositif, from the sy and theatre

to everyday life, provides a ready framewoikyavand a profound blossoming within
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modern physis. | intend to live more, play more and create more with the photograph,
moving image, film disptisand the gift in mindNyau Empira multmedia production
studio running in contrapuntal with incorporated business in the age of iEwwbia¢ |

hope will make me realise this dream.
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