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Artist Statement

Inspired by Katherine Dunham’s theory of memory of
difference, Ushindi Niwetu uses dance performance, dance-
making, and dance education to educate, connect, and
empower the African Diaspora. The creation of her work
is guided by African culture, and the centrality of dance to
it. She utilizes an Afrocentric approach to dance which is
centered on polyrhythmic and polycentric movement, the
connection to spirituality and nature, Diasporic narratives,
and ultimately the African human being.

Artistic Manifestation
I'm an embodied cultural historian and artist. I've traveled
throughout the African continent and the African Diaspora
studying the dances and now I'm studying the dances of my
immediate home, of my Diasporic pinpoint. 'm uncovering
Bamboula and embodying home.






Precis

I'm thinking about how we as African people/people of
the African Diaspora decide what a dance or rhythm will
be, what purpose it'll serve, how it will be danced, etc.
Doing this helped me to understand a potential process
my ancestors went through in the dance-making process.
How similar or different is it from mine/ours of today?
Different or another manifestation? What elements were
used to contruct the dances? How did they shift depending
on how a person understood it based on her/his cultural
manifestation? Were certain body parts emphasized over
others? Certain practices and techniques?

I've been interested in “dancing” in ways that I haven't
typically danced, and with this, I decided to allow my hands
to do the dancing by mapping and writing and documenting

genealogies. This has allowed me to interpret the texts

I'm reading on Afro-Louisiana dances, their ancestors,

descendents, and relatives. In order to learn the Bamboula
dance for example, I've accessed the primary sources that

were written about the dance, and literally danced out the

descriptions. This openness in the interpretation of dance

has allowed me to not be as stifled in understanding what

my ancestors were doing. It has also allowed me to imagine

new ways in which the Africans, regardless of location,
maintained their dances and also learned new ones.

This is important to me so that I can share them out, so
I can re/member my (d)ancestors and their movements.
Maybe they're still here. I want to know what they were
doing, so that I can understand that process of creating new
forms and sharing them and maintaining them. How can I
create, share, and maintain as my ancestors must've done.






location

house

home

room

place

space

sacred and social
race

the location of home
its location in the body
inside my body
home in my body
home is my body
body is home

home is body
memory

cultural memory

lives in my body
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the place is outside and insid
the memory is here and there
the dance is here

embodied

in my body












To Bomba
To Bamboula
to Bamboula

TO DANSE CODAN
To Juré
to lala
To Zydeco
To Dance
To Houston
To Louisiana
to St. Croix
To Puerto Rico
through Yemaya

To Africa(s)
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Process and Texture: Bomba to Bamboula

Scan to view video.
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“Bomba to Bamboula” relates to the
process and texture of Afro-Louisiana
and Afro-Puerto Rican dance. I chose

ten words that I've been in conversation
with throughout my practice. These
words are both verb and noun. I chose to
include the verbs and convert the nouns
into actions. I drew a map of the places
I'm in conversation with for my research
and practice and mapped these words
on their respective regions. I recorded
myself throughout this process.

Lately I've been interested in “dancing”
in ways that I haven't typically danced,
and with this, I decided to allow my
hands to do the dancing by mapping
and writing. This has allowed me to
interpret the texts I'm reading on Afro-
Louisiana and Afro-Puerto Rican dance.
In order to learn the Bamboula dance
for example, I've accessed the primary
sources that were written about the
dance, and literally danced out the
descriptions.



This openness in the interpretation of dance has
allowed me to not be as stifled in understanding
what my ancestors were doing. It has also
allowed me to imagine new ways in which
the Africans in Louisiana and Puerto Rico
maintained their dances and also learned new

ones.
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Inspired by Katherine Dunham’s
Theory of Memory of Difference,
this research seeks to apply a
memory of continuity in re/
membering Louisiana Bamboula.

VéVE Clark's study of the significance of African-American art in motion—
black dancers and their dances—is also a theoretical “intervention™ that is
pointedly critical of Nora. Questioning Nora’s view of memory and history as
dissociated, Clark shows how Katherine Dunham, in her work as ethno-
grapher--historian and choreographer, stressed instead memory and history’s
continuities. Like Hurston, Dunham is an intellectual-artist who offers inter-
pretations of the folk memory: here again we find the tension and interplay
between individual and collective, folk and elite.

It seems that where difference presents
itself, so does continuity, as it relates
to African/Black dance. Louisiana
Bamboula is an Afro-Louisiana dance,
musical form, and gathering which was
popular during the colonial period.
The rhythm and musical form are still
known but some argue that the dance
isn’t.

16



of Continuity

. result of her sharp awareness of class and color antagonisms. Based on her
observation of these conflicts and oppositions, the syntax of Dunham’s chore-
ography evolved out of both her research methods and her performance
principles—of oxymoron and paradox. It comprises a critical reappraisal of
the history of the British West Indies and the French West Indies, seen in their
specificity but also in their close relation to the southern United States. In her
dances, some of them boiling with political rage, Dunham expresses the con-
tradictory history of New World acculturation: “the memory of difference.” 1

Through utilizing
memory of
continuity, this
research explores
how the people
of colonial
Louisiana indeed
remembered
the rhythms and
dances of Africa,
and how due to
cultural continuity,
this dance still
exists somewhere,
in places, in bodies,
in memories.

17
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Where is Bamboula situated within this?

What did the dance look like?

How did it feel?

What did it mean?

How did Africans arriving from different places share
their dances and learn others?

What emerged?

What continues to emerge?

How can genealogies of Bamboula’s
ancestors and descendents, and relatives in
other places, answer these questions?



want
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AmI
doing it already?

sn’t it funny that
4~ Bamboula means
' memory?




Continue the journey...
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er: La La

S

Daughter: Zydeco

Granddaughter:
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I need to print out the photographs. Black an
then frame them. Paul. Josephine. Herman
Their parents, sisters, and brothers. Their pai
and brothers. And their parents, sisters, an
don’t want to add sage, but something else. Les
Frankincense. Myrrh. Indigenous. African. IV
The something else. Something to burn. W
The foods they like. Love. Really. Rice. Lots ¢
Courtbouillon. Turtle soup. Sweets. Ice crean
Kush kush kaye. Cous Cous. Crystals too, ma
Rose Quartz. Pyrite. Selenite. Black Tourmal
Moon stone. Turquoise. Malachite. Azurite.
Pearl. Plants that are named after them. An
Some water. Libation. “An Afrikan Ritual o
the Circle of Life” Pouring. Flooding. Draw :
white cloth, atop a really nice table. A big on
all fit. 4 grandparents. 8 great-grandparents. |
grandparents. 32 great great great-grandpar
great great great-grandparents. 128 great gre
great-grandparents. 1,048,576 great great gr«
great great great great great great great great gr
great great-grandparents. Great parents. And
sisters, and brothers. And their children an
children and their children. Some shells t
Currency. Sacred. Shell(s). Sea shells. Ocean.
through. We swam too. Danced too. 2
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Continue the journey...

What dances were our great great great grandmothers doing in Africa?
In Kongo?

In Senegambia?

In Benin?

In Mali?

The locations of our Bamboula dancestors

What were their gatherings and rhythms that gave birth to Bamboula?
Was Bamboula already being done on the African continent?

What does the term Bamboula mean?

memory in Kinkongo

bula meaning drum

Bam

ban ma: those who would not be colonized

Bamako

Bambara

Bamana

mbula meaning rain in Lingala

bambula plural of mbula

huge rain



Africa(s)

Great Great Great Grandmother(s)
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OURDANCES

Bawu Naan

Interview with Pape Ibrahima “Kaolack” Ndiaye

Scan to listen.

ki

i,
2
[=]

o

(=] =k
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Continue the journey...
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On the Ocean/Yemaya

Great Great Grandmother

Across the waters
Perfect, perfect bodies I I Ssaw

For days we travel _ent CI il
His fringe, her fringe, just escaping ruin, soaked and blended with seaweed
Her DNA, his DNA melting into the waves
| My toes wrinkled
R But when we arrive, | know | am finally home
The gdum beats | heard in my dreams were not from the radio
G,m,u.a,andmm?l'he people | saw were not my neighbors

tl:ce dagce . = Butmy ancestors calling me home
LA ancestors.~ I'm glad | came xmemk
The masquerade told me I'd be happy |
(GUARU LT | I (L ST 2 In r

Great Great Grandmothe?‘ Yemaya

the dances - Themaaeue

Higrohila 1 Yongo
0 2quiiic) |
\

of my dancestors.™ -

Anything

Except them

Until | saw it enclosed in the clearest of glass

In the corner, near the trees, a different climate, centuries later, but the same

They joy

| felt

' | feel
want  Whenf remember that day, the day of our reunion
to dance N mln my eyes, before my feet and hands
the dances " The masquerade reminded me of the promise
of my dancestors. To bring me home

Take me to the water
masquerading waters



They're calling me
My dancestors are

To come home

They welcome me with ‘open arms and the ever-lingering
[k G sounds of drum beats

WJth tendersmlles and anxious hands

With the sw et melmf okra and fufu, the natural smells of
earth eng geussynmme.@f their perfect, perfect

Anything
Except them
it enclosed in the clearest of glass
mate, centuries later, but the same

They joy

| felt

| feel

er that day, the day of our reunion
ny eyes, before my feet and hands
=rad? reminded me of the promise
i To bring me home
Take me to the water

masqueradlng Waters

g e

he ances | e, e

of my dancestors. ““““’\\w
I'm led by the masquerade so tall and colorful and vibrant

Ty bodies

‘“‘7‘ Sodoldo

Masked ancestor
Eggun

Truth

in

Liberation

travel on her own, his own
Dare

Not

y frightening to the enemy
ushindi ni wetu

And that ivory

That ivory tusk

‘ul, perhaps even innocent
fear-invoking, frightening
ost honest of all intentions
'rning repeating, repeating

.- ..1e dead with its sharpness

L|ght to the darkest cave with its beauty
The thing she and he so carved could stop anything

31
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the

great
d connec
the Yemaya is the guide an ances tor
water is lenish ed
y is
folds the
orisha
of mother
water it
of remem bers
Atlantic ocean be comes mother and child
the
in
are
move ment of the spirit ances tors
across place our

and

into

and our

around bodies like water
the Louisi ana swamp
Diaspor a Goree shore
Carib bean sea
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Who's in your ocean?

Where do your
dancestors reside?



Continue the journey...

Puerto Rican Bomba
Great Grandmother

Scan to watch and listen.
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Milteri Tucker: My family roots! Bamboula from New Orleans and bomba from Puerto |
have their roots in the Congo. Bomba dance stemmed from the African slaves that wer
brought to Puerto Rico. It has been molded to its current form of execution through th

PR . i : ! 2
e e I e oo Becuboula dance (frox
have their roots in the Congo. Bcigil(:\a danlce stemmedhgrccilm the Af{tican slaves that were N

0 anguage, W mearis “to remember and honor our ancestors”) still preseev

ngo
brought to Puerto Rico. It has been mo%ded to its current f\%%lecl’lft?gg%%trlgn a}}eucf’fjflcgﬁutg?:o B 1vicdernized stylba
influences of “c lands. Bambopla cfiancgogfaom t}ge . -
i B om b - amboula can be described as a faster sica in Puerto Riga’s be
Kikongo langua gun ancestors )&Hﬁ pygserves : :
yand and flavor. I& these cultures are different, 3 conrlecti

much of its Con 7 tamily roots! BarToont:
bu Ia 1 the Congo. Bomb: kon

Rico. It has been AH8E,

Rico’s modernized style. Having
rhythm, witha ures are different, g.connectign ;
e maraca iple. were Grigitally group dances cplebratedby a fgtgﬁg@

where the presentational stage form'c‘:‘f,ﬁféﬁ dancer ag%yﬁrﬁigi

i Tieatts -0
pl q u ete sems to be the norm. It is known that in these “bailes om

. DR 7 aS COTHD
Bailes de boml ces celebrated by a community jn, '€5€ HOVEIEN i
plcﬁ( A e L dancers dancing in unison.

e bo ba Sa Sas %%a.%%e s oA way, with the exception of th
the drummers : . that in thes “bages egfm » amily T00ts! Balloutila

and rﬁilg%m%oun ih both culfutes. T&«lar%ex.lst tg.reat;lfqép;
the lead drumn pr” no ;tcévancgls danzéx}% inJ nisox%}Justtas £ ONg0. o’fll i il
o skyles s euifying e 5 showcage their shared Af

the same root n aster sicd in Puerto Rico’s bomba

in New Orleans, vay, with the exception of the

“calinda” anot! paseo tes: There cxisttliveads oF llos” and from nfi:_v I

connectivity be | d to showcase their shared African ~ Which means “to MEH

| saluao ese movement, as‘é‘?ﬁhﬁ‘(
Milteri Tucker: Lg'% nd bomba from Puerto Rico ically, Bamboula S8

have their roots in tl SiCa African slaves thaﬂl‘}}ﬂ'ﬁn, with a distinct sound and f1F08E ¥

brought to Puerto Ri u b a’ of execution throughghe twecr both.

influences of “criolle y s. Bamboula dance (from the

Kikongo language, w sels COorri d (o) ancestors”) still preperyesde homba” for example, were origir

much of its Congoles , i modernized Stylemgico, unlike today where the preser

the same root music corve sicd in Puerto Ricglshimiamers at a time seems to be the no

rhythm, with a disti are different, a CoRREqEOR rummer would pick up on the ac

exists between both. b a m b u I e in New Orleans, bamboula was danced in m

- cﬂ\dgteribTu(ik )xil%ani aang bomba from PuertoRico ~ '<° TG R T
Bailes de bomba”™ for examy 1, WEI'T ONIZINEY Broup adnces celebrate y a commumnty i l’hﬂ two styles and re

have tl'i i x ts in E’Le Carl1§o. Bomba dance gtemfned fr?m thcf ica:aslaves thtat were
Puerto Rico, unlike today where thé’presentational s a%i orm of one dancer advancing to 2L

the drambgi ot S e todico.Tthag been mojded fo s cyrrent form of expoution thiough the
influences of "ﬁioll s” and {T_‘om neiﬁ%’lbog‘i% .Carilabean Islgnds. Bamboula ce (from the
the lead dr ltunmei' would pic h1_1[::11011 e aﬁfe s 0 vb musd lainz:ers ancing in uq,l)sory ust as
in New o[ﬁegfl‘@,},ﬁ?ﬁ%ﬁg’lﬁs‘&anﬂc‘g&?ﬁ much the same way, with the et b eI;f eserves
"calindam%ﬁot?&sdgﬁgﬁﬁijrl y"tﬂ%’?go'}ﬁ?Isiﬁ%léﬂ?ﬁqtﬁ%efﬁ%;?e“é?{fsﬂﬁr?ﬁﬁ?gfl style. ?Z““i
conne b i BT i R sbomba
he with a distinct sound and flavor. While these cultures are different, a connection

T
root was very successiul.
exists between both.

“Bailes de bomba” for example, were originally group dances celebrated by a community in
Puerto Rico, unlike today where the presentational stage form of one dancer advancing to
the drummers at a time seems to be the norm. It is known that in these “bailes de bomba”,
the lead drummer would pick up on the accents of various dancers dancing in unison. Just as
in New Orleans, bamboula was danced in much the same way, with the exception of the
“calinda”, another dance and rhythm found in both cultures. There exist threads of
connectivity between the two styles and reunifying them to showcase their shared African

root was very successful.
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A menvenld pick apiey
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ladepethendanceand rhyth
Evifnbatuesnthe fyestylss
A% VETH SUCEESRiILs are differ

1ally group dances celebrated
tational stage form of one da
rm. It is known that in these ¢

Afro-Puerto Rican dance form ::ﬂl
low-pitch drum played with constant beat |
Taino-influenced percussion instrument aving
dance step g

bomba gathering
high-pitch, improvising drum

dancer's entrance fgt{om
reverence to the drum :}Lusm
one of the most popular Bomba rhythms the
a two-step rhythm originally for funerals .
very fast rhythm he

war-like rhythm
rhythm adapted for congas =

ents of various dancers dancing in unison. Just as °th-

uch the same way, with the exception of the

& e T el s, e (e e s a” for example, were originally group dances celebrated by a community in
unifying them to showcase their shared African ike today where the presentational stage form of one dancer advancing to

t a time seems to be the norm. It is known that in these “bailes de bomba”,

=r would pick up on the accents of various dancers dancing in unison. Just as
in New Orleans, bamboula was danced in much the same way, with the exception of the
“calinda”, another dance and rhythm found in both cultures. There exist threads of
connectivity between the two styles and reunifying them to showcase their shared African

2

root was very successful.

Continue the journey...
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St. Croix Bamboula

Great Grandmother

Oral history has it that slaves often practiced the traditional
bamboula art form in the “bush.” Bamboula is a dance that
originated from Africa and spread throughout the West

He said, “youngsters showed as much devotion and deep
feeling for these Negro domestics and slaves as they did for

. . . their parents and relatives.” On New Year’s Day, the
Indies, South, Central, and North America, and other regions . i
of the Western Hemisphere where Africans were imported as bamboula dance was a tradition in the islands where the
slaves. The bamboula dance is the soul beat of the drum on enslaved population rang in the year of joys, laughter, or just

goatskin, which players pounded with fingers and the heels

socializing with their best outfits for the year. Victor
of the hand to alter the timbre. It is a powerful rhythm

Schoelcher, a French humanitarian who devoted his life to
the abolition of slavery in the French colonies, also wrote
about the bamboula dance when he visited St. Croix inthe 3

sound, transcending you physically and spiritually.

Petliaps most importantly, slaves also used bamboula as
protest. In September 1892, Queen Coziah led a prorest with 1840s.
200 bamboula dancers at the port in Charlotte Amalie, St

Thouas. The business people on St. Thomas were cheating

the female mine workers out of their pay with a Mexican

curreney:Heze ar some of the ricsto the baraboula song In the West Indies, and wherever the bamboula dance ritual
“Al went to the shop with a guart to buy 15-cent thing, When B . . .

ah 00k in meh hand Dem shopkeeper gimme taly for was performed during the colonial period of the West, white
change, Roll, Isabella, roll, Roll (beat) the drums! Call the

L B planters were afraid of the enslaved Africans’ music. They
st s, smaniiivohgarverpes sy aisves felt threatened that a slave revolt might occur, impacting the
vnd[vlﬂdvb:‘hd‘:“ldr’:{shﬂk'm“ﬁrvlld plantation economy. Case in point, on Aug. 8, 1672, Gov.
e T R S SR A Tl Jorgen Iversen banned bamboula dancing on the island of St.
:.::":::ll;';:“inx,“..i;wdld. Thomas. Slaves who were caught dancing bamboula risked

numerous laws forbidding these dances.”

imprisonment at Fort Christian and a public lashing.

Laws or no laws, slaves found ways to keep their bamboula
dancing alive throughout the 17th, 18th, and 19th centuries in
the Danish West Indies. Although the older generation of
white planters in the Danish West Indies was fearful of the
bamboula dancing, many of their children returning from
Europe to the islands with sophisticated musical educations
began to search and publicly revive the African rhythms of —
the music. On top of their list was the “bamboula music.”

from when Afticans danced bamboula was that men in
church were not pesmitted to join in with the women, Ledru

Lec
religious ceremony.

said. Latex on, the church turned against bamboula dancing

As times changed in the Danish West Indies, the dance that preiee
appeared in the ballrooms of the great houses was the

bamboula dance. Planters selected teams of talented

enslaved Africans to perform the dance because no white e a3l

‘The young generation of white children in the Danish islands

man could. At times, some of the planters’ children, who
were taught by enslaved teachers how to dance bamboula, :'ld' e hen s
along with their parents and friends, joined in on the dance

floor of Danish parties on the islands.




Bamboula Dance
by J. Antonio Jarvis

Can I'in pride mock sad
buffoons

Who ape ancestral
circumstance?

And drown out later
dignities.

Few naked tribesmen yet
remain

To dance the sacred
dance for rain! 4

As colonized refinements

And drown out imposing

Reimagined Bamboula I
by Ushindi Niwetu

Can I'in pride mock sad
buffoons

Who ignore ancestral
circumstance?

My mothers, too, these
thousand moons

Cavorted in this
indigenous dance.

I still can feel, when
drumbeats call,

The pulsing blood new
rhythms take;
fall

Unconscious longings
spring awake!

My honored daughter
now would say,

For all her solemn high
degrees,

That drums recall our
African way
perplexities.

Many of us do remain

To dance the sacred
dance for rain!

Reimagined Bamboula II
by Ushindi Niwetu

No pride, these sad
buffoons

Who ignore ancestral
circumstance.

My mothers and fathers,
too, these thousand suns
and moons
Cavorted in this familiar
dance.

I still can feel, when
drums yell,

My honored daughter
and son now would say,

For all their solemn high
decrees,

That drums recall our
African way

And bury imposing
perplexities.

Many of us do remain
To dance this sacred

dance, no suffering or
pain!

39
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Continue the journey...

Danse Codan

Great Grandmother

Step 1: Listen to “Danse Codan” by Bruce “Sunpie”
Barnes

Step 2: Find the words below that describe Danse
Codan.



Scan to listen.

YMONKEYGEPAHAR

F Z D X

AYRTYMWR I

YJANEQFAQUBAEHMHK
OANCSXKESZQQL S
LFCVEYJJPYHAQFT
FREYUVJWLMNTCHR

M

QHUREDAPYKG I

XCSQUAREYFUUNC

DACVEKNT
R NWY

B PCJK

B TGNBQOTS

LZTSQOBHGZIKNAT

P

ELRGLE
RJMOER

VO OWL

A F XL SLS

ESEBHEXONSVPLH
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Continue the journey...

Jure

Grandmother




Not only did many of our dances emerge from the spiritual, but the spiritual is
intertwined with the social. The spirit comes everywhere. It's at the funeral. It's
at the house. It's at the la la. It cannot be separated.

Jure is to testify. Jure music followed Bamboula. From Jure, came Zydeco
(originally Lala). Jure mLfSiC is comparable to Spirituals, but sung primarily in
Kouri Vini (Louisiana "Creole"). They were often sung at funerals in the home,
. wan .
and involved call and responée dancing, stomps, and claps. People would also

0 dahce b .
o from house t use performing Jure during the Lenten season.
g t%e 8a ce‘g 9 9

n
of my dancestors.

"Jure is a genre of Louisiana Creole music that is Zydeco's immediate
ancestor, both as a sacred idiom and later as its secular music and dance
cousin called Lala."

--Greer Mendy

author of Black Dance in Louisiana: Guardian of a Culture
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Jure Interview

with Mrs. Virginia Broussard Ballard of the
Broussard Sisters of Opelousas, Louisiana

Scan to listen and watch.

44



Continue the journey...

45



46

Lala

Mother

ING\G e

ANrrA
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“When you go to the Zydeco to dance Zydeco to
Zydeco music, remember the dance traditions of
our African ancestors, including the Bakongo,
where couple dancing existed ceremoniously
and for social gatherings. The instrumentation
in all percussive forms was made for joyous
impromptu dances--men and women in lines
opposite each other or moving as couples in a
counterclockwise circle. The vest frottoir* is our
reinvention of the knotted gourd rubbed with a
stick used throughout Africa. Choose your
partner!” (97)



Bamboula traditional Zydeco rhythm (i.e. Melinda song)

Zydeco “The snap beans are not salted” (Afro-Louisiana proverb)

Waltz style of Zydeco dance based on, possibly in mockery of, European culture
vest frottoir percussive Zydeco instrument made from a washboard

“Zydeco is the traditional social
music and dance of the Creoles,

the Black people of southwest
Louisiana, who may sing in French
Creole, but dance and sing the

spirit of Africa...” (87) 6
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Continue the journey...



Iur like LaLa like Zydeco

Iike Kongo like Mali like Senegal like Gambia

51



Grann-fiy

Granddaughter

We are writing and dancing our future.

The granddaughter is here but what is her name?
Who is she?

What is her dance?

She is both person and spirit.

Her body a passage for spirit.

She is
depths of the ocean--Annie Corrao
genealogy manifest
the recipe--Arabia Richardson
the map
the guide

guide

52



She has

an earthy temr

pride and free
movements

passion and e
openness
gentleness

independenc
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C A L L &

I am writing.

The Temne to the Ganga.

Our hearts.
Our bodies. Our spirits.
Our soles.
Our toes.
Digging
heels. To acknowledge them.
The seeds.
The ancestors.
An unforgotten remembrance.

An unending history dripping and
leaking and flooding into the next.

We know.
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S P O N D

But it is already
written. The seeds planted in 2014,
in 1990, in 1989, in times unknown,
blossom, to fruition, today and
tomorrow.

Big Africa to the other Africas--in
Cuba, Brazil, Haiti, Louisiana, and in
our hearts. Our hearts.
Our minds.

Our souls. Our feet.

We dance on the ground
barefoot just to feel them.
We
thank them. The roots.
To remember them.
A
live archive, living, danced and felt.

What does it mean when we get
chills?
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Continue the journey...

WE BROUGHT OUR DANCES

from rain

from body
from oceans

from land
from memory

Bamboula as memory.
Dance as history.

It's inside of us.

WE MADE NEW DANCE-MANIFESTATIONS

the same as the ones from yesterday
the same as the ones from today
the same as the ones from tomorrow
yet different parts of one ocean, one genealogy, onhe map



Louisiana Bamboula

Great Grandmother

WE SHARED

In dungeons
on ships
In Congo Square
In sSwamps
on plantations

In the bayou
on shores
In oceans

We are our
dancestors.
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“According to Cable, the orchestra that could be seen on
Congo Square consisted of a drum set composed of long
and smaller drums, the latter being called bamboula, gourds
filled with pebbles or grains of corn, triangles, Jew's harps,
jawbones with teeth that were rattled with a key...the
bamboula was not just the name of a drum but also that of a
dance, which he imagined to be a furious dance between
men and women of different African origin.” (17)

A "Congo dance” performed on a plantation: “...chiefly a sort
of shuffle, and a violent agitation of all the muscles of the
body.” (14)

Performed in a New Orleans house: “..two females whose
‘ambition seemed to be to move their feet rapidly but still
with the leas possible visible motion.” (15)

Primary and Secondary Sources on Louisiana Bamboula
--From the Kingdom of Kongo to Congo Square in
conversation with Cable’s Creole Slave Dances

“He called the dance he had witnessed on Congo Square a
‘bamboula’ and compared its ‘ludicrous contortions and
gyrations' to ‘the equally famous Voudou dance.” (17)

Singing: Danse Calinda, bou doum, bou doum and Eh eh!
Bomba, hen, hen! Canga bafio te, Canga moune de le,
Canga do ki la Cangalli. (17)



Research As Action:
Performing an Embodied
Re-Enactment of Louisiana
Bamboula

exploring how these dances, music, and
gatherings were:
brought

shared
manifested
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Journey complete.



Blood memory
M%ﬂ-mbering

My slster thank you for this journey in and out of practice. You've
drawn me closer o me. <3
Disjointed lineage is diaspora.

in progress.
How are we making and remaking history together?

S
Travelling knowledge
"Tracing journey together in imagination creativity w/ detail, lens,

Flaring in the Now, ancestry.
QUEEN of the galactic ocean...

Phiysical journey—transversing through space as dance/s traveled--
up nmances based on location

"The command of joy in a life well lived

LOVE
Horizontal/Lateral Gathering of Information
Magic

DNA
'The feeling! Remarkable feeling! Of coming together in collective
imagining

Around the world in 30 mins a sort of time travel
Acroes the world in 20 minutes essences grasped and propelled to

create—>a deeper way to learn, unlearn Appreciate commonalities +
embrace difference

Seeds continuify memory lineages Dancestors
vibrate #Ushindi

Beauty. Rediant beauty. Divine Research. Dine connections. Beautiful
facilitation of space.
An Environment of Learning and Beauty
"That Dress That Smile That Generosity That Brain Those ancestors
LIVE!

HISTORY-->TRUTH-->DANCE
mapping filling out filling in history
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