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GIULIA PAOLETTI AND YAELLE BIRg

Photographic Portraiture
in West Africa: Notes from
“In and Out of the Studio”

fig.1 Unidentified artist
(Senegalese). Portrait of a
woman, 1910s. Glass, emulsion,
6% » 4% in (165 = 114 cm).
The Metropolitan Museum of
A Gift of Susan Mullin Vogel,
2015 (2015480141)

In a striking portrait of an elegant Senegalese
dating from the 1910s, the sitter’s self-assureq Presence
fully engages the viewer (fig. 1. She looks into the ca;ﬁ.
era, decidedly aware of the image that is being createq of
her likeness. For her portrait, she wore a long bouboy
and an array of jewelry: a silver ring, filigree-work brace-
lets, two necklaces, earrings, and golden pendants deco-
rating her coiffure set in a style called Nguuka! Carefully
staged, this image was undoubtedly taken by a profes-
sional photographer who did not, however, leave a trace
of his identity on the glass negative. An image of great
beauty that is now in The Metropolitan Museum of Art, it
epitomizes a moment in which African photographers
and their clientele embraced the medium of photography
as a powerful tool with which to shape their own image?
This photograph is one of nearly eighty images from the
Metropolitan’s holdings presented in the 2015 exhibition
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fig.2 Unidentified artist
(Senegalese). Seared man,
1930s-40s. Gelatin sitver print,
4% 3% in (133 <83 cm). The
Metrcpolitan Museum of A,
Visual Resource Aschive,
Degariment of the Arts of

Africa, Oceania, and the
Americas (VRA 2014 8.0¢72)

£23 Mama Casset
(Senegslese, 1308-1992), Two
reclining women, 1950s-80s.
Gelatn sitver print, 5 » &% in,
(27175 em. The

®ropolitan Museyrm of Art,
Visual Resoyree Archive,
:emnl of the Asts of
o Oceania, and the

Mmericas VRA20148043)
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poRTRAITURE!

N WEST AFRICA

“In and Out of the Studio:
West Africa.” Co

Photographic Portraits from
. 'Ce ~curated by the pregent authors and
drawing on Giulia Paoletti's research Senegal, the

]

exhibition showcased one hundred years of portrait
photography in West Africa, from the 18
1970s.* Most of the photographs,
had never been shown before,

70s through the
the majority of which

‘ were drawn from the
visual Resource Archive in the Department of the Artg

of Africa, Oceania, and the Americas, with the addition
of a few important works in the Department of
Photographs.* The installation sought to expand our
understanding of West African portrait photography by
rendering visible the broad variety of it practices and
aesthetics. It juxtaposed albumen prints, postcatds,
real-photo postcards (postcards printed with photo-
graphic images), and original negatives taken both in
and out of the studio by professional and amateur pho-
tographers active from Senegal to Cameroon and from
Mali to Gabon. These photographic artists explored the
possibilities of their medium, developing a rich aes-
thetic vocabulary through compelling self-portraits,
casual snapshots of leisurely activities, and staged
images against backdrops or open landscapes.

The exhibition offered its curators an cccasion to
study the Museum’s collection and to showcase
selected works in this first installation devoted solely
to African photography at the Metropolitan. Building
on the research conducted during that project, this
article reflects on issues central to the history of African
photography as represented in the Metropolitan’s
collection and defines themes that emerged.S The arti-
cle focuses on West Africa—one of the regions where
photography arrived first on the continent—and

narrows the sphere of inquiry to portraiture. In survey
ing the history of photography on the continent, weé .
found that portraiture is the genre that, more ey
other, has inspired photographers and patrons alike.
This is evident as one traces the founding of the first
studios established in the coastal urban centers as 'early
asthe 1860s, and it continues to the present dz.;y with -
many artists reworking this trope. Portraiture 1$ 3 fertile
area of inquiry for it reveals changing perceptions and
constructions of the self in the fine tension between
authenticity and artificiality. In looking closcl)-’ atspe-
cific works, this article will tackle the complexity of
authorship and attribution, as in the case of postcards;
the emergence of an extensive visual vocabuli!fy of ges-
ture; the place of amateur photographers wirhm'the
canon of African photography; and the exploration of
self-portraiture as a genre. As the literature on African
photography is rapidly growing, curators and colle.ctors
across the world are encouraged to reinterpret their
holdings and reconsider their selection criteria for
acquisitions. This article seeks to raise qucstions. and
suggest possible avenues in interpreting, collcctmg:

and displaying African photographs under a new light.

COLLECTING AND STUDVING AFRICAN
PHOTOGRAPHY: THE DEVELOPMENT OF A FIELD

In1969, when Nelson A. Rockefeller announced the
transfer of the Museum of Primitive Art (MPA) to
the Metropolitan Museum, it encompassed not only
mote than three thousand works of art from Africa,
Oceania, and the Americas, but also the MPA’s
library, its archives, and what was then known as the
Photograph Study Collection.” This collection wasa
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WATING DISCOVISIES—DRAWING CONNECTIONS

Iz fipmre ¢ 2 coemtra] Spure st in 20 armchair fanked by
fomr youmper men posing slment symmetnic2 Uy Two
$232d i back and tws 62 cross-Jegged on the groend
bz simTar postures 2long the vericzl zxss of the
Oomprsinion Harher than being 3 growp porrai, the
Placzment of the figmes deaws 2tzzninion to the central
ser—the pztron of the photograph—who stares
Eirzciy 22 the camerz. The men's hand gestures, the
Cirecsion of their gzzes, 2od the employment ol props
indficzne 2 corefuliy orchemrazed composition that
rEsponds o the formaliny of the portei-m2king sTua-
sicn. The painted beckdrop recalls ninsteemi-ComtnTy
2ritnrrzsic imreriors 2nd, combinad with the complex
ste-emoseine, soezks to the refinernent 2nd eminence
of the princizg] siver. Dring from the e2tiy 18305, 21
re of the e2rSes: photograpns inthe VRAznd one that
Athonghthe reverse of the printis marked by 2
rzrz s22mo o porple ink that bears the name of the
photographic ssudio—LUTTERODT & SON / PHOTOG-
EAPHERS / ACCEA (COLD COAST) / WEST AFRICA—
the iEeriny of the zzthor is not specihied Indeed, the
Lomemods S2mTy comprised several generzticns of pho-
toprzphers who worked in the Gold Coastand trzined
es=zHished temporery sudics. Photograph historian
fzmTy in shaping the hiwtory of photography inthe
regicn ¥ Whie ke lack of 2 date on the vintage print
L =rerndt Zmity might have authored i1, careful ssody
of th= st2mp znd the composition allowed Haneyw
ztribene i1 1o George 2nd Albert Lutterodi” The eldest
{ three brothers, George Limterodt (1850/55-c2.1904)
wzs the £rs2 1n open 2 studio, doing sowith hisson

2Pt 2 b ren 1=t Deondrrad Avecrnm oha Soet Savee



PHOTOGRAPHIC FGRTRAITURE IN WEST AFRICA

are clothed identifies them as wealthy and refined
inhabitants of Saint-Louis, the historic capital
of Senegal.?!

The identities of the photographer and editor of
this postcard are more difficult to recover than was the
case of the Lutterodts since the postcard’s label does
not provide any information about them. Nevertheless,
archival research brought to light other postcards show-
ing the same backdrop and studio decor, suggesting
that they were taken by the same person. Inone of
them (fig. 8), a man holds akora, a stringed instrument
used in West Africa. His pose and the photographer’s
low-angle shot reveal more of the painted scenery:
thatched-roof houses in the distance on the left punctu-
ate the vista beyond palm trees on the right and suggest
a Senegalese village. This image of a kora player must
have been particularly popular, as it can be found in
various postcard series and formats with different labels
and attributions. In one instance, the portrait appeared
in a well-illustrated volume published for the Exposition
Universelle of 1900 in Paris, in which the photographer
was identified as Hostalier.?

Active in Senegal between 1890 and 1912, French
photographer Louis Hostalier embraced the latest tech-
nical innovations including the production of post-
cards.?? While the specific circumstances of producrion
are difficult to confirm, there is evidence that local cus-
tomers commissioned portraits that subsequently
circulated (with or without their permission) in the
form of postcards, as may have been the case with the
formal portrait of the Wolof merchant’s wives.** These
examples are, then, just one instance of the complex
process of image circulation, production, and consump-
tion in Africa.

Contrary to widely held assumptions, scholars have
demonstrated that postcards were embraced by African
photographers and consumers.® Among the former
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fig- 8 Louis Hostalier. Joueur
de Cors, Senegal, early 20th
century. Postcard format pho-
tomechanical reproduction
published by A. B. & C. Nancy.
France: 5% =« 3% in. (133 *

83 ¢m). The Metropolitan
Museum of Art, Visual
Resource Archives,
Department of the Arts of
Africa, Oceania, and the
Americas (VRA.PC.AF08)

fig. 9 Alphonso Lisk-Carew
(Slerra Leonean, 1887-1962).
Bundoo Girls, Sierra Leone,

ca, 1905-25. Postcard format
photomechanical reproduction
published by Lisk-Carew
Brothers, 5% « 3% in.{133 »
83 cm). The Metropolitan
Museum of Art. Visual Resource
Archives, Department of the
Arts of Africa, Oceania, and the
Americas (VRAPC.AFO2)

all-female secret society in West Africa, the only society
in which women are the wearers of masks during cere-
monies that celebrate the end of the young initiates'
training period.”” Sande, as well as the initiation rituals
that are fundamental to its role, is shrouded in secrecy.
In figure 9, three young women pose formally in front of
a painted backdrop that features both vegetation and an
aristocratic interior. The central figure sitson a chair
while her two associates stand on either side. They wear
matching outfits that include a headscarf, bracelets, a
necklace, babouches, and a cropped top with a geomet-
ric pattern, The central sitter and the woman at her
proper left look at the camera; the two standing protag-
onists seem to give a hint of a smile.

In approaching this and other portraits from the
same series, scholars have often focused on their docu-
mentary value—their ability to shed light on traditional
institutions and ceremonies. More recently, specialists
ha.ve dwelled on the complexity of these images and
raised important questions regarding the relationship

466

between sitter and photographer, “public display

and visual secrecy.”? How did Lisk-Carew

obtain permission to photograph these individuals
whose secret activities ware not to be seen by non-
initiates? Also, how does the photographic experience
change when the author of these photographs is from
Sierra Leone rather than Europe? Nanina Guyer
argues that these images reveal that the sitters had
embraced photography and that the photographer
did not hesitate to stage and take creative libertiesin
composing his images, in a manner that was not,
however, disrespectful.® In a similar vein, photography
historian Julie Crooks emphasizes the merit of Lisk
Carew’s “disrupt[ing] the unfavorable depictions” of
his fellow countrymen.*

The intriguing images by Hostalier and Lisk-CareW
raise substantive questions about the relationship
between photographer and sitter, privacy and visibility
ethnography and portraiture. In defying expectations
about the identity of the photographer or the patroh

PAOLETTH/ BIRO 189



160 PHOTOGRAPHIC PORTRAITURE IN WEST AFRICA

2. 10 Unidentified artist
(sensegalese). Five women with
two children, indoors, ca. 1915,
Glass, emulsion, 3% x 4% in.
(83 » 121 ¢cm). The
Metrapolitan Museum of Art,
Visuwol Resource Archive,
Department of the Arts of
Africa, Ocesnia. and the
Americas (VRA.20148003)

such portraits account for the ambiguity of images that
acquire different meanings according to the context
within which they are consumed.

NEW GENRES: MORE THAN A METIER

In a photograph taken in Saint-Louis in1915, three gen-
erations of women from the Dumont family pose asa
group (fig. 10).% As art historian Richard Brilliant
argues, group portraits above all serve to document
relationships among the sitters. 22 The close angle of the
shot combined with the posture of the sitters conveys a
sense of these women'’s proximity and intimacy and
contrast strongly with the studio portraits discussed
thus far. The room is modestly decorated: hanging on
the wall are a calendar for the year 1915, two small,
framed photographs of young children, and a mirror
reflecting the backs of the posing women.

Although this image belongs to a corpus that was
first published by Revue Noire in the Anthology of
African and Indian Ocean Photography in 1999, very lit-
e is known about the unidentified photographer.®
Close examination of a group of seventeen glass plates
in the VRA that are believed to have been created by
this individual offers some clues to his or her identity.
Itis almost certain that the photographer belonged to

3
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the métis community, as almost all the images show

members of this tight-knit social group- Alongside
dozens of other families from Saint-Louis and Gorée,
the sitters reflect a long history of métissage between
Europeans and Africans that dates to the arrival of the
Portuguese in Sencgal in the sixteenth century. It also
appears that the author was not a professional photog-
rapher. While sharing some of the features of aformal
portrait, the print betrays photography’s incidental
nature.® The image is far from crisp and focused, with
the standing woman slightly blurry—a little toolate in
striking her best pose.

Itis clear from the images that this amateur took
pictures during his or her leisure time, working outside
the forrnal space of the studio. The photographer walked
with a camera in and out of homes, through the city,
using these real locations as backdrops. Starting in the
1880s, photographic cameras, which had been heavy and
expensive and required technical knowledge to operate,
became portable, relatively cheap, and automated.®
Thanks tothese advancements, photography became
increasingly available to the rising middle classes.
Photographers and their sitters could break out from
the stiffness of the studio portrait: they could stage their
joviality and, one second later, their melancholy.
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fig. 11 Seydou Keita (Matian,
ca. 1221-2000). Untitled, #313,
1956-57. Modern gelatin silver
print (2001, 22 x15% N
(559 = 334 cm). The
Metropolitan Museum of Art,
Purchase. Joseph and Ceil
Mazer Foundation Inc. Gift,
2002 (20022172

fig-12 Unidentified artist
(Senegslese). Woman, 19508~
60s. Gelatin silver print, Q% =
7% in. (24 = 184 cm). The
Metropolitan Museum of Art,
Visual Resource Archive,
Department of the Arts of
Africa, Oceania, and the
Americas (VRAZOM.BOSZ)

Amateur practices as well as snaps

are two genres that have acqui

in the field of photography a! large, WIt%
utions, includingt

most prestigious art instit
politan Museum, devotin

within the ficld of African phologmphy.
focused mostly on amateurs wo!
when photography had become
Dating back to the first decadesof the twern
this group of seventeen glass plates scem
the earliest taken by anama
approaching these works throug
ure of the amateur, the tension betwee
and staging, leisure and labor
ing new dynamicsin the nature 0

red significan

experience tobe explored by the viewer and the

researcher alike.

EXPANDING THE CANON: DIVERSIFYINO

STUDIO PRACTICES

1f photographers such as Keitaand Si
are often too quickly labeled as the “fa

photography,” in thelast fifteen years scholars have
demonstrated that these portraitists are two among

thousands of practitioners

medium during the transition
postcolonial era in West Africa.
ture, it is particularly revealing to consider the work of

who popularized the
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dibé, both Malians,
thers of African

from the colonial 10 the
Building on the litera-

rcnowned artists such as Keita and to T—
workwith that of lesser-known ph °l°grapha8t .
were working in neighboring Senegal. Thi TS why
rescarchers totrace cont'inuiﬁeS in visual la:lay ally,
among these communities while concentray, a

bt the topic.” Yet ;
gexhibition? t(:-escarcrl: has articulation of each‘photographer's aesthetic o the
rking after the 1970% IUpian ﬁgurt.: rf:mams teihject Phorogm .h lle the
"sgcial impcrativc.”' developed distinct formal compositions DS hay,
. ;

i Bamako, capital of Mali, in the e :
arlyy

ethcentur¥s :

beonc© Keitalearned darkroom techniques there 92
- hers such as the Frenchman Pi from pp, S
teur from West Africa.By P ers ® i an Pierre Garniey tog.

h the new authorial fig- Malian Mountaga I‘raor.é..He launched his oy 0 the

n spontaneity in Bamakoin 1948 and in just over a decade Prc:imdio

becomes apparent, open- about ten thousand negatives of the Bamakoig eruced

fthe phomgmphic these images, hackdrops, clothing, accessories alt: In

Sy an

postures were meticulously and collaborative}

to fashion the subject’s chosen identity. Yet it ‘z:elected
Keita’s camera that turned the sitter into a ney $
Bamakois: his photographs contributed to the
Bamakoasa cosmopolitan and modern city» InY;h of
portrait, Keita depicted a woman seated in front o;'le
one of his signature arabesque backdrops. She regs
her armson the back of the chair and stares direct|
the viewer (fig- 13). Keita closely cropped the imagz at
calling attention to the woman's elaborate jewelry, )
voluminous outfit, and intricate coiffure, presenﬁ;;g
an aesthetic of abundance and opulence that speaks
to her social status.
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fig 13 Seydou Keita, Reclining

woman, 19505-60s, Film, emy. o ~ g
Son 58«74 1 : ‘ , (1“&,(‘5 %
The Metropolitan Museum of Y ( ' 24 (5

: RS LAY 7 A
Art. Gift of Susan Mullin voge, \ A0 & /%

2015 (20154992 7)

In a portrait produced about the same time byan
unidentified Senegalese photographer,a woman also
poses seated on a chair, this time, however, with her
closed fist resting on her cheek {fig. 12). This photogra-
pher played with composition and artificial lighting,
employing the latest artistic strategies and technologies.
The backdrop here is monochromatic, functioning asa
muted device that cedes the focus to the sitter. He
manipulated the depth of field, making the sitter’s face
his focal point while blurring her arm and dress. With
artificial lights, he cast strong shadows on to the sitter,
creating a dynamic image that enthrones her, like an
actress under a spotlight. The difference between these

works by Keita and his Senegalese counterpart is their
artistic intent and aesthetic bias. They show the prod-
ucts of two photographers, each of whom developed an
idiosyncratically individual visual vocabulary while
echoing the established vernacular of postures shared
across West Affica.

Another juxtaposition may further explain this
point. Comparing prints by Seydou Keita with those by
Senegalese photographer OQumar Ka (born 1930) makes
it possible to appreciate the wealth of approaches to
portraiture in the region. Keita's tendency to fill the pic-
ture with bold patterns {figs. 11, 13) stands in dramatic
opposition to the portraits by Ka, whose subjects are
surprisingly enveloped in space revealing either the
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edges of a monochromatic backdrop and the contours
of the surrounding built environment (fig. 14).

Trained under the Senegalese Cheikh Kane, Ka
began his practice as an itinerant photographerin 1959
before opening his own studio in the city of Touba,
Senegal, in 1968.*° Portraying the rural communities
living in the interior of Senegal, he traveled from village
to village, taking portraits with the only tools he could
carry: his medium-format TLR camera and a folded
monochromatic backdrop. Rather than cropping the
image close to the sitter or modulating sharp tonal con-
trasts with backdrops the way Keita did, Ka maintained
adistanice from his patrons—individuals mostly living
in rural rather than urban areas, His wide frames allow
aglimpse of local architecture, private interiors, and
open landscapes.

Inhis portrait of a man, a small monochromatic
backdrop centers the sitter and defines the image
asaformal portrait. The man’s shirt, leather sandals,
and loose-fitting pants, called thiaya, suggest that
he was probably a mason who commissioned his
portrait during an ordinary workday. Ka included the
sandy streets of the Baol region, its overcast sky, and
a building complex. He played with the different
surfaces—the uneven white sand, the corrugated
iron fence, and the cloudy sky—to create patterns that
modulate and enrich the composition. In the unequai



fig. 35 Alex Agbaglo Acolatse.
Self-portrait with balustrade
and hanging. ca. 1910s. Glass,
emulsion, 8% » 7% in. (181 »
243 cm). The Metropeitan
Museum of Art, Gift of

Susan Mullin Vogel, 2015
(201542932)

fig. 26 Alex Agbagio Acolatse.

Self-portrait in bow tie and hat,

ca. 1920s. Glass, emulsion,

9% » 7% in. (191 > 241 cm).
The Metropolitan Museum of
An, Gift of Susan tAullin Vogel,
2015 (2015492.33)
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cal”sc!::;?::((;n. with his cn.\'i ronment, or what he
i i comcs‘to ln‘ght." While different in
- \<':'s am‘l their clientele, both Ka and Keita
oy Sittzmls;:llzcd n.nd shaped the aspirations
e .The m'cdmm of photography allowed
- nd patrons alike to express their concept
of what modernity looked like—a concept that was
constantly reinvented.

ON BOTH SIDES OF THE CAMERA
i:.;:athi carly days of portrait photography in West
nw“c. pf ?t?gmphe rs were professionals who were
arl: lo t \?ll’ role and their image, which they often
e ;c: a]llcd in carefully constructed self-portraits.
S;ma?irol:itfs;: f-portrait in the VRA is a formal repre-
s R cx Agbaglo Acolatse (fig. 15). Over the
: e of his long career, Acolatse performed in a
series of self-portraits that pictured him wearing a
:;l:iz osf}’] outﬁts.. Figure 15, probably dating from the
. ;, = Sm:s hn:n dressed in a tuxedo adorned with
s r,‘ p?rtmg a.n clegant mustache, standing in
i aristocratically decorated backdrop and
zeh‘md abalustrade. In another image, possibly
ma:;x;% ;oa t:c 19.205 (fig. 16), he wears a suit pin'ned with
,abowtie, and a hatand holds a cane oran
umbrella. He has shaved his mustache and is hardly
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produced in Philippe paviu o esee=
Jatec's work: there he chose torep-

anonically Akan

1 as kente.? Playfully foreground-
persona, he applied to his
tions of portraiture he

yetanotherone re
graphic book on Alco
resent himself dressed with thec
prestige cloth know
ing different aspects of his
self-portraits the same conven

used for his clients.
Taken several decades later,in 1956, arar¢ self-

portrait by Malick Sidibé was recently donated to the
Metropolitan’s Dcpartment of Photographs (fig- 17).
Ina clear break from Acolatse’s formal portraiturc,
Sidibé is seemingly caughto
prised at the camera. Sitting

year-old photographer turns tow
illuminated on one side by the natural light coming in

the entrance to his studio in the heart of Bamako, Mali.

The painted frame, added decades after the photograph
was made, echoes glass painting traditions particularly

popular in neighboring Senegal since the late nine-

teenth century.*
Oumar Ka, in a self-portrait taken in Touba that

dates from the 1960s, chose to picture himselfin his
role as a photographer (fig. 18). Snapping this image
in a mirror, he is seen holding his camera. His glasses
hanging from his left ear, and he wears a hat that
identifies him as a Sufi follower of the Sencgalese

ff guard ashe looks sur-
at his desk, the twenty-
ard the viewer, his face
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CONCLUSION
Thae photographic holdings of the Visnal Resource
Archive in the Department of the Arts of Africa, Oceania,
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a specific time and place and are the result of a long
history that is both locally rooted and globally con-
nected. These artists’ paths and theirimages’ journeys
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1990s. In 2014 the Visual Resource Archive (VRAY acquired an T 18 Davud 1992 |
important ensemble of vintage prints and negatives from -~ ' “319 Schnesder 20‘10. 9,134 |
Senegal dating from the 1910s to the 1960s. In 2015 two: o ; 20 Da\'zd 3.978 p. 4 D vud 1
donors came forward with gifts, and the VRA also purchssed a2 Onthe techmqué of m !
set of portraits taken by Oumar Ka. a professional phowgrapher ; 2003 p 68. ; 1
working outside the main uiban centers of Senegal, ' |

6 For a description of tho exhnbltion as it developed. soe Bko and i ;
Paoletti 2015. . 7 i |

7 LaGamma et al. 2014. : :

8 Virginia-Lee Webb, the AAOA rewarch curator responstble fo

25 Vadatz-Wafd (1985 - 1.6) argnes ﬁ'sa! the stu

some of these acquisitions, coedited 3 volume onthe hlSlO(Y ‘of
' taif) hé Llsk-Carew "

" postcards precisely at that time. See Geary and Webb 1998,
While exhibitions of African arts 8t the Metropolnan Musourﬁ
have regulsrly included photographs i ina vnnety of formats, "ln
_and Qut of the Studio” was the first exhibition to focus solely o
African photography, presenﬂag the ;mages & works of art
rather than as historical documents. .
10 By contrast, images of Africa" s cusmopdhtan, assemve emes
were not disseminated in Europe, for the. imagessem to an
circulated inthe West were mtended toserve colomal propa

©w

v fogpostforthe. &
Metropoman Museu websi;e n con;unct n with “In and Out o.f‘ 5
ad metmuseum'” rg/abouz the—museum (S
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ganda. images by Afncan pholog(aphers mtended !nra
2 kil That the sitters are me from saint-
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: souvanirs, keptin ;lbum, of framcd ami hung !n Prwaza fiim comspumcated hv‘ coziector Xavaer Racou to
Sl rermained mostly in ‘Africa. 4 5

A b Sprague 1973,V!dlterard 1985; Vidnz-War\d 198 ang

53.
of tbis group of negauves. which ¢
n exte"d
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35 Fineman 2000,

36 i
The introduction of dry Plates, for instance, was one of the ele-
;nems of portability that had an immediate influence upon the
o evelopfnent of amateur photography. Black 1980, p. 169
7 See, for Instance, Nickel 1298; Fineman 2000.
38 Batchen 2001 p. 5.
39 This concept is elaborated by Manthia Diswara (1998).
0 For an extended discussion of the work of Ouma- Ka. see
Paoletti 2015, chap. 4.
41 Oumar Ka. personal communication with Gulia Paoletti, Touba.
Senegal, December 2012 and January 2013.
42 David 1992. cover and p.48.
" Alsw L
43 On glass painting traditions, see Sylla 2001 and Renaudeau and
Strobel 1984,
44 Oumar Ka, personal Communication with Giulia Paoletti, Touba.
Senegal, December 2012, January 2013, and April 201%.
45 See. for instance, Bliar 1996 and Bigham 1999.
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READY TO WEAR

A conversation with Malick Sidibé

Michelle Lamuniére

You'd be forgiven for thinking that this
is the golden age of African photogra-
phy. There have been exhibitions and
magazines and scholarly monographs
doubling as coffee-table keepsakes; in the
recent hip-hop film Belly, a book of
photos by the Malian portraitist Seydou
Keita takes pride of place in the protag-
onist’s sitting room. The French curator
André Magnin has brought African pho-
tography to market, and he’s made
celebrities of Keita and of Malick Sidibé,
another Malian photographer. Their
gorgeous black-and-white portraits cap-
tivate Afrocentrists and art critics alike.

Sidibé is glad to have found an inter-
national audience for his work from the
sixties and seventies, but his sudden West-
ern renown seems almost anticlimactic.

‘He's been famous in Mali for decades,

and he continues to work. out of the
same small studio he opened nearly forty
years ago.

Malick Sidibé was born around 1935
in Soloba, in the southern part of Mali.
In 1952 he moved to Bamako to attend
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the Ecole des Artisans Soudanais, now
the Institut National des Arts, where he
studied jewelry making. Upon graduat-
ing, Sidibé was hired by a local Europcan
photographer to decorate his shop, Photo
Service. Gérard Guillat, known affection-
ately as Gégé le Pellicule—literally, “Gégé
Film”—later took Sidibé on as an ap-
prentice. The young Malian bought his
first camera in 1956, a 6 x 9 Brownie
Flash, and began taking portraits in Guil-
1at’s studio. Guillat served the European
clientele while Sidibé, along with other
apprentices, took care of the Africans.

A few years later, on the eve of inde-
pendence, Sidibé bought a full set of lab-
oratory equipment from a departing
Frenchman; in 1962, he opened Studio
Malick at 3oth Street, Corner 19, in the
neighborhood of Bagadadji. The major-
ity of Sidibé’s customers wanted small
prints that could be pasted into albums
or exchanged with friends. A matte g x
13 cm print cost 200 CFA francs, and a
glossy print cost 150 francs—about ten
times the cost of a soft drink.
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met up with him there one languid af-
ternoon while researching **You Look
Beautiful Like That,” a major exhibition
of his studio work to be held at Harvard
University’s Fogg Art Museum this fall.
I was assisted in my endeavors by Baba
Maiga, a young Malian photographer.

Michelle Lamuniére: I understand that
you worked in other media before you
started making photographs.

Malick Sidibé: Yes, it’s true. For me, set-
ting up a photo shoot isn’t so different
from drawing a scene: I decide what goes
where, I decide how to pose the person
in order to capture a certain physicality.
So you see, it was kind of a natural path
from drawing to photography, because
both offered me the chance to create im-
ages. That's what I do with cameras, with
shadows and light. You know, 1 really
think the art of photography is in the
studio—that's where you create the
sCene, pose Your subjects. It’s not like tak-
ing pictures of parties, where there’s abig
crowd and everyong’s moving according
to their own rhythms, doing whatever
feels right.

‘On the other hand, the party photog-
raphy was a lot more fun. There was al-
ways music and a nice atmosphere, nota
hint of sadness. Since 1 didn’t have to
worry about fixing people’s hair and pos-
ing them properly, I was able to create
spontaneous images of joy—and in that
sense, the party pictures were more in-
teresting for me. Also, it was the heyday
of my youth. And you've got to live out
those moments, especially when you're
young and you haven’t yet succumbed to
thé wisdom of adulthood, the sense of
restraint that you develop, linde by little,
with age. These days, when I see young

people dancing, 1 admire how wcll they
doit,and 1 say t© myself, “Hey, Malick—
you're not s0 old!” Sometimes I think
that youth, dancing, and joy are the only
things that really matter in life. Don’t you

think? After that,it’s all downhill. Those
times were truly, truly joyful.

You have to understand what a big deal it

was to be able to dance with a girl. For us,

touching a girl was like touching gold.

Nowadays, boys can do whatever they want:

they have dance parties at clubs, usually

unchaperoned. But for us, this freedom was a

totally new thing.

ML: Do you think any of that had to'do.
with Mali winning its independence
from France in 19602

MS: Yes, it did have to do with indepen-
dence, but not necessarily colonial inde~
pendence, There was another kind of in-
dependence, too. By 1956, Afro-Cuban
music had hit Africa, along with Euro-
pean music, and this allowed young peo-.
ple to experience a new kind of free-
dom. Before, when things were more.
traditional, it was impossible for a young
man and 2 young woman to even go
near each other, let alone speak to one
another. Girls weren’t allowed out of the
house in skirts. No way! So they wore
pagnes over their miniskirts. When they
got to the party, they would take off their
pagnesand dance.You have to understand

what a big deal it was to be ablé to dance »

with a girl. For us, touching a girl was
like touching gold. Nowadays, boys can

do whatever they want: they have dance

parties at clubs, usually unchaperoned.
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Want to remember their baby at thae age
On the other end of the spectrum, | ako
lt;z\-c peoplc' €oming in with their fa-
ers, or their grandfathers, because th
want © have an image .

; ge of that person.
These images are memories thztppcople
ax:l keep in their family archives, for the
children, for the grandchildren, for the
great-grandchildren._

ML: Do people still come to your stu-
dio to have their pictures taken?

MS: For the moment, I've more or Jess
taken 2 break from the studio. I open up
sporadically, for holidays, things like that.
Since [ have a studio to run, [ can’t afford
to charge the same price as someone
who works 2s a freelance photographer.
I have overhead: taxes, rent, that sort of

Color photography doesn’t inspire the same
kind of passion: anyone can snap a photo and
give it to a Fotomat to develop. Back then,
you only truly became a photographer once
you knew how to print your own photos.

thing. So I really can’t charge the going
rate, But there are always some takers for
this kind of work. Oh, that will never
change. It’s eternal

ML: There are only a handful of African
photographers who are well known in
the West, and tw are from Mali:you and
Seydou Keita, When did you first meet
him?

MS: Actually, it’s only quite recendy that
he and I have become friendly. [ always

138 TRANSITION ISSUE 88 ,

..

knew who Seydou was, but I kept my
distance, and we never got to know cach
other personally. Here in Africa, there is
a strong distrust of competition. Do you
know what I mean? I couldn't simply
wander over and pop into his studio, just
like that. I am the younger photographer,
and if I started showing up at his studio
and then later on his business started to
flounder, or the jobs stopped coming in,
he might well think, “That young guy
put a spell on me!” That'’s what kept me
from going over to his studio.

In 1952, when I first came to Bamako,
Seydou was already very well known: he
had cars and all kinds of things. I was the
only person in town who could repair
cameras, so when his equipment broke
down, he came to se¢ me. That's how
our friendship began: he would drop by
from time to time, when he needed
chemicals, or something. After he retired
in 1977, he didn’t really have much in
the way of equipment anymore, so he
would borrow things from me. These
days, [ don’t worry at all about going
over to his studio. At any rate, we didn’t
do the same kind of work, really. Qur
styles are completely different.

ML: Both you and Keita take what seem
to be very stylized images of women re-
clining. Is there a reason for that? Is there
a visual tradition that you're both re-
sponding to?

MS: It all depends. Sometimes, a woman
comes to my studio and she wants her
picture taken with a radio. Sometimes, a
waman comes looking for a more quiet,
laid-back atmosphere, as if she were in
her bedroom. If the photographer can
sense what she want, the end result can
be very charming. There’s a sort of
serenity and ease, almost as if she was at
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But still, I'm really happy to have my

portraits shown so that people can dis-
cover them, too. In fact, I've taken more
studio portraits than party shots. At my
place I can photograph so many differ-
ent kinds of things: shoes, watches,
bracelets, shoulder bags, necklaces. That's
what brings the women to my studio to
have their portraits taken. They all want
their photos taken with those things.
Baba Maiga: They want to show off
their new braids!
MS: Right, the braids: every time the
braids change, they want to have new
photos taken. Every time there is a new
fashion in dresses, they come to get
their picture taken. Every time they get
new shoes—everything! For women,
particularly in an era where media is
everywhere, fashion is a very strong
force. There’s 2 new style in Europe, and
some Africans go there on vacation—
barely a month passes, and the style has
hit Africa. And then there’s cinema, fash-
ion magazines, all that. A clever photog-
rapher—particularly a studio photogra-
pher—can use these things to his
advantage. Nowadays, even babies have
to be well dressed. Don’t get me wrong:
awell-dressed baby is really nice. But you
know how it is with children. It the
mothers who dress them up like dolls.
For an African woman, a baby s also a
doll. She has to dress the baby well, keep
him looking clean, and make sure to
get photos so that she can keep the
memories. You'll see portraits of kids
with impressive necklaces, dressed up like
adults.

And it not as if these mothers neglect
their own appearanice. Someétimes I even
get wonten who show up for their por-
trait with perfume! They come with

makeup, powder their noses to make
themselves prettier, and then spray per-
fume ... ‘

BM: Perfume makes you more beauti-

ful!

MS: Ha—that's it! That’s how much
Afiiicans love phiotography. It’s like reli-
gion.

ML: Are your photographs still circu-
lated in Bamako? Do people know who
you are?

MS: Oh yes! Definitely. Sometimes
women from the countryside come to
have me photograph them. They know
who I am, and they know I'll take a pic-
ture they really like. One woman showed
up here one time, and I heard her saying,
“Malick, Malick!” I turned around, but
she wasn't talking to me—she was talk~

Every time there is a new fashion in
dresses, they come to get their picture.

taken. Every time they get new shoes—

everything! There’s a new style in

Europe, and some Africans go there on

vacation—barely a month passes, and

the style has hit Africa.

ing to her son. Not only did she know
my name, but she had named her son-af-
terme! I was shocked. ;
You have to remember, a good pho-
tographer is.also a social animal. Do good
work, and people love you. It's true: peo-
ple love you. Because the customers
don’t really see the camera, they see you,

the‘attist-—you become the product
they're buying. It’s like sugar cubes in

coffee: you stir the sugar into the coffee
and it dissolves and enhances the taste.
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For them, the photographer has the
pm\:cr to make them more beautiful —
that’s your role. So 5 8ood photographer
gets to know everyone, people of m,

different generations, The other day, ::‘Ys
one kid was walking by my shop, an'd he
ca{lcd out my name: “Malick, Malick!”
His friends poked fun at him, but.l
s}.louted back, “Hey, I know you!” For
lnm,knowu:g meis, ., well, it’s really a
neat thing for that ki

d. Its a
e source of

Your customers don’t really see the camera,
they see you, the artist—you become the
product they're buying. It's like sugar cubes
in coffee: you stir the sugar into the coffee
and it dissolves and enhances the taste. For

them, the photographer has the power to
make them more beautiful.

ML: I've heard you're doing a lot of
work with young people, these days.
MS: Yeah, I'm working on this project
using camera obscura—it’s a very simple
technique, 3 means of transferring an
image onto a page without using a neg-
‘ative. We got some funding from a
French organization called Obscura de
France, and right now, ’'m looking for
some more funds. In the meantime, we're
still working on it, and we're still taking
“obscura” photos. I'm working with
young kids from the neighborhood,
some of whom have never taken photos
before. It’s a new experience for the in-
structers, too, because most of us have
never worked with these kinds of cam-
eras. Even for me: I've spent lots of time
repairing cameras, but 1 had no idea you
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could create an itnage with a simple lit-
te thing like that. Wow! That discovery
was truly astonishing.

We've taken the name “Naye-Naye,”
which is Dogon for “light.” It’s great for
children, even the ones who live in the
bush or on the prairies, because anyone
can do it, and you end up with fantastic
images. I have two instructors working
with me to train the kids. And there’s a
coordinator, a guy who is responsible for
finding the students: kids who aren’t
working, kids who are in school, even
handicapped kids.

ML: What about your own work? I hear
you've been traveling quite a bit.

MS: Well, not long ago, a collector in-
vited me to Munich. She comes to Mali
regularly, and every time she’s here we
take trips together, because she likes to
take photographs. She found a studio for
me in Munich, and I did some work
there; that was a very, very happy time.
One night she and her husband were
supposed to go a concert, and they missed
the show because they were so fascinated
watching me work, seeing how I make
portraits. I did the same thing in Geneva.
I took some really lovely pictures there:
young people, old people. I also took
pictures in Nantes. And just the other
day, I got a phone call asking if 1 could
go to Amsterdam to shoot some por-
traits. It used to be that there were always
twenty or thirty people around my stu-
dio in Bamako, waiting to have their
portraits taken; today, it’s not like that. So
when I get the chance to go other places
and take photos, I’'m happy. It keeps me
young.
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DRESSED IN PHOTOGRAPHS: BETWEEN
UNIFORMIZATION

» SELF-ENHANCEMENT AND
THE PROMOTION OF STARS AND LEADERS IN
BAMAKO

Ute Réschenthaler

Cloth has been described as powerful means of expression and articulation in
relation to politics, economy, ethnicity, age and gender. In this context, Jean
Allman characterizes the capacity of dress and fashion as an ‘incisive political lan-
guage capable of unifying, differentiating, challenging, contesting, and dominat-
ing® (2004: 1). The'mtegrating aspects of dress are most visible in uniforms.
within a group, thereby emphasizin
2004; Mentges and Richar. 2005)

s Taylor 2002; cf. Hansen 2004).
As part of consumption habits, clothing has been understood as a strategy for
social distinction (Bourdi ion of a process of social self-

with the well-known proverb
expensive clothes that offer them access to
opportunities that do not match th

eir status.
Clothes, however, might also ‘make’ people other than those wearing them, when
uniform dress is worn as a form of praise for celebrities or political leaders, as is
described in this study of decorated cloth in Bamakeo, During one of my trips

through the city’s Grand Marché with my local assistant, Mahamadou 8, Keita,
in early March 2010, 1 noticed a young woman in a curious costume covered
with various photographs of people connected by lines (Figure 1). We asked her

ual property, the media
H On,,‘Nigeria., a‘.ld Maﬁ, and on African tradac. = x .+
UICT MOSE Tecent muhlisatine o m..ro 0% ,
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FIGURE 2 Dress for Mande Massa in the Grand Marché, 2010

z; :gﬁg;;?;?::gg;;::‘;‘gual};y of the wearer retreats in favour of the equality

. it batonth uniforms, l?owever, the photographs focus attention
pot on equality but on the person who is represented on the dress. Nevertheless,
in some contexts th_e owners of the dresses display individual styles and prefer-
ences in the tailoring of the garments, and this makes them different from
normal uniforms. The elaborateness of the dress reflects the means invested in
the tailoring and al§o the attention the owner is trying to garner by wearing
such a dress. There is a tendency for women from poorer backgrounds to own
such dresses but they do not represent a specific social category. Each of the per-
sonalities printed on a dress attracts a different group of fans or followers, and
their number- increases and diminishes with the popularity of the individual or
logo portrayed and with his or her ability to mobilize people. The market value
of the cloth, which can differ greatly from its material value (cf Appadurai
1986), also depends on this ability and the popularity of the personalities depicted.

In order to understand the local meanings of such clothing and their popularity
in the 2000s, it is first necessary to examine the wider historical and social context
of its diffusion and production. I will then explore how people in Bamako perceive
such clothes, whether they are acquired as a gift or a cor{xmodlty, the occasions
during which such clothes are worn, and the relationship between the wearer

and the individual portrayed.

THE PRODUCTION OF TEXTILES WITH PRINTED IMAGES IN MALI

i been observed in Affica throughopt the
S o R ?:: fabr?c’:’s history will help to explain the

twentieth century. A glimpse into Bamako in the 2000s. Decorated textiles

i ularity in :
are:'ls\?;is ifx? rlvl{t:ligrysiatth%orgde frtgm the south, from the regions closer to the
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imported from Eurog)e.
:nted cotton cloth was ﬁI;suttch fnd British companies
Atlantic coast, where p’;n nd twentieth centuries, ifically for sale in West
Throughout the nnnelf;:iﬂ;s :f cotton cloth intcndﬂ:a sth’iecces of displaying prestige
produced large quan gPp

: existin
Africa. where it was integrated int0 the h and means of exchange

It
. . a store of wealth
through gl;);hl;g.. It all;gsiefl‘)‘:oﬁ‘ ed wax prints quickly became popular and
(Picton 1995; Steiner :

ir commodities to African regional pre-
European companies eagerly sdupted NCE BT e same time, portraits
ferences of quality and design (spenc;c an to appear on such fabrics in Africa.
of individuals (living and deceaset) 528 cloths decorated with photographs are

The first commemomtive textiles, a; 82), were imported from Europe to West

lly termed (Picton 1995; Spencer 1982), h textiles in Ghana, which
\,;?iay John Picton (1995: 29) identified the first alisiie ligzlge ith a hot, raph
dated {aack to the 1920s. One is a fancy printed cloth from fi lw Gha gian ;gaﬂf t
of *‘Mammy', a woman who presumably was one of the success l;] : t:1 wrpim e
ichenP iyl gl e oS i e
of portraits, textiles with photographs are printed on S :
to gomduo::& and printed oﬁly on one side. The quantity of fancy cloth mc;eased with
the independence movements afier 1945, and has continued to grow subsequently,
as it is manufactured by local textile companies (Picton 1995: 61). .

After independence, national textile manufacturers in the different Afnf:an coun-
tries continued to produce cloths with photographs of personalities, particularly in
the political domain (see Spencer 1982, who collected a great vanety of such
African fabrics dating from the 1960s to the 1980s). From the 1990s onwards, the lib-
eralization of the market and new computer technologies further facilitated the repro-

duction of detailed images such as photographs on textile designs (Bauer 2001: 105).
This allowed more individuals to commission such fabrics. The reach of these deco-
rated cloths did not end at the frontiers of the strongholds of Islam. The cult of
!mman images, as we will see, did no

tpose a particular challenge to Muslim traditions
er, a clear tenden '
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e Textil

cotton production in sout s or CFD .

graphs was already P0pul::l;n Mali. 1n 197421‘?;;:5 ponsible for facilitating
agreed 1o create the Malianngamak i the Mblian povne. - r s p ghiotos
Malienne pour le Développement arory. for Taxfils. Develom g e CEL
jes. After independence in th lTlt des : n 'opment (Compagnie
Keita on their gowns to su " 9695. crowds of people wowuh sgvera\ sub-factor-
1987 for Togo). Malick ps?(‘i’]‘?)el}ls socialist pmp"*g'«lndar(e[{‘i?le image of Modibo
wearing dresses with portraits g photographs also docum(;?nmyﬁnie Aymla

othing is known ab .o b Parties (Magni ; ng peopic
n e \%ere = Wear?m t.he. identity of those pgrtlr‘:\ 1398. 14, 31);, however,
SaA i~ i 19;08 Slllgllar fabrics in the 19805 (3S’e . Fc;l(l)c())\:crs of Muslim

8 led to the partial privati oares :91).
» riv : : 3

and.event:ally to a boom in decoratedpfaba:-?zast ion of the textile companies
Malienne des Textiles (COMATEX) re s> Although the Compagnie

. p mai
cessing company, Industrie Textile du M;geg;gﬁxyn\ii’s a;lﬁﬂ‘\;: gttor;-;lrc;-t
’ T salc.

was bought in 2004 by a Malian en urn
~ t = = t isé
from Cote d'Ivoire during the civil w;: g:e : filrlr::aBakary e b

was still performing rather well, He namedWhen the Malian cotton industry

. the enterprise B i
g%?:gleirtci?aoregizst;ne?‘t'commomy known as BATEX-C? i;c Baﬁ:%."’r%\t/lel:
petition from manufacturers from other countries, particularly

from cheap Chinese textil Cr

O acts, COMATEX 1 ZS,BBATEX CI’s customers appreciate its high-quality
products. and BATEX-CI each work together with special sh
i nt parts of the G &1 it e
in q;ﬁere pa ¢ Grand Marché in Bamako where they sell their products
to clients and traders; the latter resell them in smaller shops, and to petty traders
who bring them to .customers in the market or in the city’s main streets.

State representatives more usually procure their textiles (with images) from the
state-owned company, particularly those intended for state-related events.
Amadou Toun}am Touré (A’Ijl"), President of Mali from 2002 to 2012, had his
phptograph prmtec} on cloth in the hope of re-forging Malian national identity
(Figure 3). In spring 2010, ‘the state-owned shop displayed several types of
cloth: one for Women’s Day, one with the image of the (former) Malian head of

5Some 60 per cent of the CMDT’s capital came from the Malian government and 40 per cent
from the CFDT. Mali’s relatively high cotton production continues to be supported by a number
of policies: namely, guaranteed purchase, a fixed floor price, and credit for agricultural inputs
(Teeft 2000; Moseley 2008: 84-6). , » . : il

61n the 1980s, the ITEMA printed several fancy cloths; one of' the:m had a_\yomanrlamen_t?pg Si
je savais® while the other had money and gold bars printed on it (Picton 1995 }26, 128). Like the
CMDT plantations, the COMATEX factory is Sg\ué? at Segou. Meanwhile, 80 per cent of
COMATEX is owned by the Chinese company C : :

7BATE§(?SC; had abogt 745 employees ir?;OOS. Before then, the st‘a;etowned company use‘;ie to
produce 10,000,000 metres of printed cloth annually; since pnvattzz}nonﬁlﬁ ﬁiun; has Tjr{
23,000,000 metres, according to the article “BATEX-CI remplaoesledrrgEM x {30 gnit .
March 2005: <http:ﬂww.afdbone.comfspipphp?amci!edl’t1>, acces el al'}co oy
time, the owner also had textile companies in Cote d Ivo:hr:, lgfn;:t’ w??é’nd’exp fn;r gy
Congo-Brazzaville. Between 1998 and 200, Mai} il tghc prices on the world market
with an average production of 200,000 tons per anoum un

- fusing Itivate cotton. This is one
11, whi i1 problems and to farmers refusing 10 ¢4 . s B
f:H, v:;ll;wcgy leg ;o ﬁ;fnm%%e pmﬂij - eives only 20 per cent of the cotton it processes from

within the country and imports the rest
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702 UTE ROSCHENTHALER

FIGURE 3 Textile featuring the former Malian president, Amadou Toumani
Touré (ATT), 2010.

state with the (now also former) Chinese president Hu Jintao, and one portraying
ATT and Ann Veneman, the representative of UNICEF. They also sold great
quantities of cloth with the logo of the fiftieth anniversary of Mali’s independence
and Women'’s Day (see also Pommerolle and Ngaméni, this issue).® Other indivi-
duals preferred to order cloth from BATEX-CI because, as I was told repeatedly,
they work quickly and produce high-quality textiles with the desired design.

BATEX-CI began the production of textiles with photographs in 2007. First
they portrayed the religious leader Haidara, then the radio presenter Mande
Massa and the griorte singer Babani Koné, followed by merchants, other religious
leaders and school founders. In 2010, BATEX-CI offered a wide range of textiles
with photographs: personalities portrayed included two radio presenters, Mande
Massa and Dramane Djibo, well-known griottes, such as Djeneba Seck, Chéché
Dramé and Nahoua Doumbia, and the singer Salif Keita. They also produced
a textile with images of the national football team (Figure 4), which was commis-
sioned by the Association de Football du Mali, and two with the American
President Barack Obama’s portrait — one that showed Obama and his slogan
‘Yes we can’ (Figure 5) and the other with a picture of Obama and his wife,
Michelle. I was told that the company had earlier designed fabrics with the
image of the president’s wife, with the Ouassoulou singer Oumou Sangare, and
with many others that had long since sold out. A selection of textiles was displayed
in front of the shop and visible from the market street.

BATEX-CI actively promoted the production of fabrics with photographs and
sent out a mediator to approach public personalities and stars to provide their

The textiles wilh.the log_o of the fiftieth anniversary of Mali’s independence were very popular,
We saw people wearing fiftieth anniversary dresses in 2010 in all corners of town, old and young of
:g\[grtsim nItx::mutnons and companies were free to use the anniversary logo in their own
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FIG

FIGURE 5 Dress with Obama and his slogan “Yes we can’, 2010.

then offer to sell for them against roy-

likeness for textiles that the company would
as contributed greatly to the prolifer-

alties for using their image. This strategy h
ation of photographs on textiles in Bamako. BATEX-CI prints these fabrics at

1ts own cost and sells them for the celebrities in its shop. It also pays the artist roy-
alpe§ of 10,000 FCFA (approximately £13) for each bale sold, in exchange for per-
:n;smn to print her or his image. All parties are supposed to win from such a deal

n A;hf’ company assumes the risk of production and the sale itself.
cith institution or individual wishing to have such a cloth places an order with
er of the Malian textile companies that produce the fabrics, when they can
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ed; these can include names, prove

re repeated across the cloth ang are rilr);,pli‘:

desig(')‘ or textile types from the portfolio of fabrics
: ground designs consist of small floral or

'I'hcssu sed to be dominant or convey specif

not .+ designs: which are produced by cotton-pr.

bogoleﬂ’weu_known Malian mud cloth,!® are

fgsba“d Photographs. The
Y those on wa :
that B o
ATEX-CI produces.
cge;r::;{,c patterns that are

; Ings. For exampl
ot fmlgg companies in imitatri,oi
of tor African consumers, fabrics with. geometric and ﬂo?atlh;::i fancy cloths.
-nterﬂaﬁona.l”y for th‘elr aes_the’lxc q.ualm.es — are often enriched x%?tsh- ?]ppreaated
e s wih other ‘spealking’ designs, images and symbols of moderity auchas
mobile phones, air conditioners or televisions. They might include an lh¥ su;:-h v

obally reoogmzable pictures to designs with culturally speci ﬁch mlng from
1g7ro verbs and images of metapl]oncaEl statements printed on fabrics conveeamnzi
cages about m.tcrpt?rsonal_relanonshxps that cannot be expressed verball y":n :;,s-
context Of social hierarchies and that are only decipherable locally, Suchyfabri G
with specific meanings can also be found in Ghana (Domowitz 1.992)' anotha
example is the kanga cloths on the Swabhili coast (Beck 2001). Fabrics ;)n whi:l:

notographs and logos are printed might be situated somewhere between cultur-

specific meaning and global comprehension depending on the degree of no-

rety @ pel‘SOna]fltg, 'logg or brand has attained. B

In contrast to fabrics ecorated with floral and geometri i
modernity, proverbs and metaphorical imagcs,g which %gszlg:&lzrgg?tl:rﬁf
appeal, the cloths with photggraphs are produced for and refer to a specific
event such as a concert, the visit of an important personality or a religious cere-
mony, which means they have a large but shorter-term audience. Therefore, in
Bamako, these cloths with photographs are called textiles reférentielles or tex;iles
gvénementielles (referential or event-related cloths), as the sellers in the textile
ShOPS expiained.

They are cheap and have a limited lifespan or period of relevance. As a student in
Bamako told me: ‘It is like a fashion — they are short-lived and not expensive. When
one year’s edition is sold out, it is gone.” In their endeavour to profit from them, the
entrepreneurs with whose image the textiles are decorated look for opportunities to
integrate them in recurring events, such as annual concerts or ceremonies, so thata
new cloth has to be acquired again and again. After the event, these dresses serve in
everyday contexts for housework or market visits only, continually advertising the
person portrayed. In Bamako, they do not commemorate a person posthumously,
unlike in Burkina Faso or Ghana, where, in addition to textiles with the image of
the president, such fabrics are often produced for funerals to venerate deceased indi-

viduals and are kept by family members for remembrance (Spencer 1982).!1

to

I : i '
“Le bogolan, c'est le textile qui parle,’ a seller of BATEX-CI cloth told me in spring 2010.
golan, c’est le textile qui paris, which had protective powers for

Hunters are said to have worn the mud-died bogolan shirts, 1 protec >
them. In the past, the Malian bogolan had specific meanings, known to initiates only. This pre-
colonial communicative power of textile designs was described by Calame-Griaule (1986). Mali
has become well known for this cloth, which is produced in workshops and sold to global
consumers (Rovine 2001). ey
I carried out interviews on the topic in Burkina Faso in 2012. In the Sout i est fegt]iogti

. n, such cloth is more usually ordered on the occasion of a chief’s installation festivities

([Rdschenthaler 2011: 408-9).
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Such a fabric is a medium, like a second skin, that communicates and helps to
advertise the personality whose image it carries Tt also acts as an object that
reminds people of the event at which it was worn. Many of these dresses period-
ically reappear in the public space in different colours and designs, indicating
the temporal proximity to the event they advertise. Days and weeks in advance
and afterwards, these dresses enable fans to recognize each other and draw atten-
tion to the event in u fur livelier manner than the immobile billboards could ever
achieve. The dresses also animate communication while people move around
town. Wearing a cloth is a statement of belonging to a group or a promotion of
an idea. It expresses a readiness to be identified with the image on the dress,
Closely connected to these meanings is the value of the cloth, which largely
depends on what or who is depicted on it. The fabric’s market value reflects
how such cloth is perceived, whether it changes hands as a commodity or a gift,
and, to a lesser degree, whether it becomes a uniform or an individually styled
dress.

BETWEEN UNIFORMITY AND INDIVIDUALITY: DECORATED
CLOTH ACQUIRED BY OBLIGATION OR PERSUASION OR DUE TO
ADMIRATION

The dresses made from decorated cloth reflect a range of social relationships that
influence their respective meanings and value. I will show that the value of the
cloth is connected to the form of acquisition — that is, by persuasion or obligation,
or due to admiration and feelings of support. There is a tendency for the dresses of
associations, which require their members to wear uniforms of wax cloth at certain
events, to have the same designs and forms with little individual variation but not.
to carry portraits. Rather, dresses with portraits are worn in contexts where larger
heterogeneous groups of people meet more voluntarily and the uniform with the
photograph is often combined with individually styled dresses. The popularity
of the person portrayed increases the market or sign value of the cloth and, in
some contexts, encourages the individuality of the dresses, which reflects: the
amount of money wearers are ready to invest to tailor the cloth into clothing.

Uniforms and the acquisition of textiles by obligation ;
In Bamako, most of the uniforms used by home-town associations do not display
photographs of individuals, particularly when all the participants have the same.
status. There are many such associations in Bamako. Migrants, even those who
— have lived there for generations, keep contact with their home villages because,
in an insecure environment such as the African city, people continue to rely on
their social networks from the countryside, regardless of whether they are kin,
clan, the ethnic group or a social category!2 (Little 1965; 1973; Vaa et al. 1989;

2To these categories belong the free-born of different ethnic backgrounds, artists of t.il'ﬂ‘erent
specializations (the praise singers or griots included), and the degcendan_ts of slave‘fgmﬂl_fcs‘ (to-
gether, these three categories form a social whole). The families of traders and marabouts play
a supplementary role in this social arrangement (Schulz2001; Diawara 1996; 2003; Hoffman
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Mali, such associations do not reproduce social categories (such as arti-
2001)- Inbo rn or former slaves) !mt rather they trans'cend them, reflecting the same
<ans, I1€¢ rigin or common social or urban professional interests, Migrants from
regiona articularly those from countries to the south) also form such associa-
abrod ¢ festivities where members of the association celebrate together, they
tions- A ¢ uniforms of printed wax cloth wntl'f the same colour and design.
often ¥ . uniforms are ordered from a textile compuny, all members are
when 5‘: o contribute to the production costs and subsequently buy the cloth
obligedt ne festivities. .
ore iations’ uniforms are.dec‘ora.te.d with a photograph of a member only
ASS}‘:C or she is an outstanding individual or public personality. In such cases,
when ;otographs begin to indicate an asymmetry in social relations. For
these 11’ members of the association for the Guinean migrants in Bamako had
cxamigoi’m depicting the president of Guinea-Conakry in 20103 and, in 2010,
aun from northern Cote d’Ivoire had dresses with the image of Ouattara, the
g~ r leader of the opposition party. An example in which the popular person-
f°.rmeof an association declined to have his photograph printed on a textile is
am}‘,vcl]-RnOWﬂ photographer Malick Sidibé. In 2010, the ‘Association des ressor-
o ur le développement des Yallonkoro Soloba’, which unites Peul
tissants PO 2 : i : ¥
-rants from the Malian region of Ouassoulou in Bamako and of which he is
m;g;amber’ wanted to celebrate Sidibé’s achievements, for which he had received
:m-,phy. The members organized a concert in the garden of the Palais de la
Culture in March 2010. For the event, they ordered a cloth that depicted the
trophy and Sidibé’s name, but not his portrait. They paid the advance and then
pought the cloth to reimburse the association for its expenses. Women and men
alike wore clothes that were made froxrg the textile but varied slightly in style
(Figure 6). Some people also wore T-shirts with his photograph.!4 The goal of
the textile was to raise funds to finance the event, not to make a profit.
Founders of private schools also require their students to acquire uniforms.
Several school founders have profited from the business potential of such cloth.
They order a textile decorated with their photograph and sell it at the beginning
of the school year. The pupils’ parents have to buy the decorated cloth to provide
their children with the obligatory school uniforms The individual differences in
the uniforms are reduced here to a minimum and the cloth is produced and sold
to make profit. This example also implies asymmetry between the popular figure
and those wearing the clothes, as was the case with the previously mentioned pol-
itical leaders and their followers who came from the same home region.

—_—

2000). The “Mande world" includes the present states of Mali, Guinca, Guinea-Bissau, the
Gambia, Scn_cgal, southern Mauritania, northern Cdte d'Ivoire, Liberia, Sierra Leone and
datee Bm'kma_ Faso. The uniforms of home-town associations, pmf&ssional groups and rotating
Afri 8sand credit associations are widely known but are often found in other parts of sub-Saharan
i c2. Women have been reported to be more active in associations than men. Personal networks
frier?ssmgmaﬂy mportant for women, serving to build relationships among different families and
i5ng, Brand 2004: 79; Vaa e al, 1989).
Grand 13, 0% the Guinean women sell Western textiles for the young at the southern part of the
uTheMarché.

Photograph i reproduced on a transparent cling film that is attached to a white shirt.
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FIGURE 6 Concert in honour of Malick Sidibé, 2010.

and wrappers

Cloth disseminated as gifts worn as boubous
are found in many African countries

Fabrics with the photographs of heads of state
(see Spencer 1982). Heads of state often face difficulties encouraging the popula-

tion to buy fabric decorated with their portrait, and so they often give the cloths
as promotional gifts that are usually distributed shortly before an important
event. Most people told me that they were reluctant to wear clothes with such por-
traits, and only did this when the leader of their own political party was represented
or when he was from their home region. I was also told that these textiles were

mainly produced for women, and men were

instead. Some politicians even pro
tailor to ensure that they would be able to wear the textile and not just put it in

their cupboard, complaining that they cannot afford a dressmaker.

Merchants also followed suit and ordered cloths with their brands. Merchants,
however, have never placed their portrait on the cloth, only their brands and logos.
Like politicians, they try to oblige followers to wear dresses with their brands and
logos, and distribute the cloth with their brand-name products as promotional
gifts.!5 Lobo Dramera is one such entrepreneur. In 2007, he ordered textiles deco-
rated with his brands from BATEX-CI. His good customers received the 3 metres
needed to make the classical women’s dress — wrapper, blouse and head-tie - trans-
forming the woman, so to speak, into a mobile human billboard. In spring 2010,
Dramera began to distribute another cloth, which was decorated with his
company logo, the logo of the fiftieth anniversary of Mali’s independence and a

15 . . .
During national fairs — in Mali, the annual fair is called the Foi it {
- ¢ Foire Exposition Internationale de
:Soaréfeaclga ra(}: EEA}K) ~ companies often order textiles with their logos and images of their products
e their stand. Their employees wear costumes made from the cloth during the fair.
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FIGURE7 Fabric showing Dramera’s Santa Lucia spaghetti together with a logo
for Mali’s fiftieth anniversary, 2010.

package of Santa Lucia spaghetti (for which he has the sole licence of importation
from Italy) (Figure 7).

Both merchants and politicians make promotional gifts to people in an attempt to
persuade them to accept the gift — acceptance suggests a partial commitment — and
wear the textiles by way of reciprocation. Customers agreeing to do this would, in
effect, be promoting the products or political ideas of the suppliers — but they
seemed reluctant to do so. In contrast to textiles that display photographs of stars,
it was rare to see people wearing cloths printed with local brands or politicians.
Where women did so at all, it was as simple boubous or wrappers rather than
paying for a tailor to make them up —as was the case with fabric bearing photographs
of stars or radio presenters. Wearing such a cloth appeared to evoke less pride.
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e

E* et



9
ABRICS AND PHOTOGRAPHS IN MALI 711

Dresses that fea ;
decently cover thet:;fi rl:;([:(;cture of reli gious leaders are individually styled but
of singers and media f y- They differ from the dresses that have the images
all these dresses Babamgulzzs’ 'whlch exhibit the greatest individuality in style of
her photograph printed onne We:s among the first of the griotte singers to have
number, in 2007. The mediata ¢ ‘ch, together with her name and telephone
soverd] Bt Siles avi or o BATEX-CI approached her, she agreed, and

dles with her image were produced. She received royalties f
each bale the shop sold. She also acquired her cloths from the sh gt
ment, and took them along to her ¢ nrc iy gore.-
¥ izt ome of her fans fokd meids ogce. s to sell them. ‘C’est vepdre son
‘Elle [Babani] utilise son nom ith admiration for her entrepr.eneunal .SkIUS:
partout” Other griottes foll pour vendre les quus ... et elle laisse son 1mage
Nahoua Doumbia dS ollowed, 'surfh as Diallou Damba, Djeneba Seck,
it 550 and the late Chéché Dramé, and also other female singers

h as Oumou Sangare. Salif Keita did so as well - but it appears that cloth
depicting female singers sells better.
_ In 2010, two presenters on private radio stations likewise decided to have their
image printed on textiles. One was Dramane Djibo from Radio Guintan, who has
alarge female,aufhencc and is known for his popular broadcast in which he pro-
motes women’s rights and interests. The other, Boubacar Konaté, alias Mande
Massa — the ‘Mande King’ mentioned at the start of this article who was
working at Radio Djekafo at the time — was even mOre successfi
{Roschenthaler forthcoming).

Mande Massa began broadcasting in Bamako in 1996, presenting a traditional
form of theatre, the baroni, with a team of actors (in 2010, five women and one
man). He explained to me that his aim was to sensitize social norms and
mediate potential conflicts in the Mande family with entertaining role-playing.
His programme is a kind of local soap opera and is very popular with women.

In 2006, the Malian president honoured his broadcast with an award, and, a
year later, Mande Massa organized his first concert t0 which he invited singers
and musicians to perform as well as staging some pieces of baroni theatre. In

2008, he brought out the first cloths with photographs of himself and his team.
He ordered about fifty bales, which were quickly sold. In 2009 and 2010, he
sold more than 200 bales annually (a bale has fifty pieces of 6 metres each, so
this equates to costumes for at least 5,000 people). The clpth sold well, and so,
before his concerts, he produces cloth every year with a different design, colour
and image. So far, he has brought out five different cloths for his concerts in the
Palais de la Culture - the last concert so far took place in early March 2012, a
couple of weeks before the coup. Until that time, Mande Massa had the second

best-selling cloth, right after Haidara."? 7 |
The 2010 concert I attended in the Palais de la Culture sold out on the spot
Jothing made of the relevant cloth

(3,500 tickets). Large numbers of fans wore clotiit ' ]
Mande Massa’s image, with each costume tailored in 2

at the event, multiplying

" :
005: 8, 181-209). In Burkina Faso, in 2012, I was also told that

sense of the word) (Soares 2 UTKIN:
< di i i als on cloth.

Muslims did not agree with placing photographs of individu - .

19 i cloth was worth 350,000 FCFA (depending on the quality),
TdUIOpRL el Ml _je. 100 sets of complete dresses

tains ieces for two complete dresses ,
iy o hg?-’tilé), BATEX-CI sold one set of fancy cloth for 3,500 FCFA.

(wrapper, blouse and
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slightly different way. The audience members did not wear thfg ol:] d?]—.th fror‘n {he
previous year. An estimated 80 per cent of the audllence was female, the majority
young women. Some men wore Mande Massa shirts and trousers, but most of
these were employed as helpers by the concert organizers. .The hall' vibrated
with excitement when Mande Massa or one of the invited griottes reminded the
audience of the women's important role for the nation, é.lnd when Mande Ma§sa
told them they were like the beautiful daughters and wives of the Mande King
who loved their pride and beauty, and who need_ed thelr. support. . .

Young women actively contribute to promoting the image of their stars and
representing them in public spaces when they wear dresses with the‘ same image,
They have spent money not only to acquire the cloth but' also to tailor the dress,
Therefore, many women also indicate their love for an artist when they wear elab-
orately tailored dresses. In a visual way, fans and followers perpetuate tl}e. Mande
social practice (carried out verbally by griots only) of praising or advem%u}g ven-
erated people. These are the kinds of acts from which commercial advertising has
tried to profit, for example by creating love marks: these are brands that consumers
buy because they love to identify with them (Foster 2008). As we have seen in the
examples of Santa Lucia spaghetti, Maggi and Jumbo cubes, merchants as w;ll as
politicians have tried to seize this opportunity by buying decorated textiles in an
attempt to encourage consumers, followers and supporters to wear them. Unlike
the stars, they cannot sell these textiles in shops, and so they give them away as pro-
motional gifts. They do not benefit directly from their sale, but can only hope to
enhance their reputation or business through gift-giving. Most of the dresses
with their image that their followers wear are simple in style, because people do
not spend extra money to have them tailored. The stars and religious leaders,
however, have been able to convert their fame into money by selling their image
and making followers and fans support them in this venture. More than for the
religious leaders, the dresses for the stars and media presenters clearly combine
the uniform appearance defined by a specific colour and photograph with the
individual styles carefully selected by the young women.

People’s voluntary decisions to make the image of individual personalities their

second skin does not amount to simple uniformity. It differs from a context in'which
oneis obliged to acquire and wear a uniform because of membership of an associ-
ation or a school, and/or because of a commitment to express belonging and cor-
porate unity at a specific event. Whereas religious gatherings do not seem to
| encourage individual styles of dress, events hosted by media presenters and stars’®
concerts do. Here, the individuality in the tailorin g of the dresses reflects the admir-
ation (and the financial possibilities) of the wearer, who seeks out the opportunity to
stand out as a fan in order to attract the attention of their preferred star.

DRESSES WITH PHOTOGRAPHS: A FEMALE POPULAR CULTURE

By attending the concert and wearing the cloth with a portrait, the young women
express their love for the artist in a visual way. By wearing a dress that bears the
same image, fans and followers express their belonging to a spontaneous group
whose members come from various parts of the town and who have no
common regional or ethnic background. These new forms of sociality differ
from more obligatory forms of belonging to regional associations and social
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categories. This belonging is driven by a different sentiment than affiliation to a
pmfess.lonal or horpe-to.wn association or a school. Instead, it reflects a sense of
belonging ‘to an ‘imagined community’, which in this casec might rather be
termed a community of sentiment’ (Appadurai 1990; Schulz 2002).2° These
new fonn§ ot: gathering take place in an urban context and highlight the fact
that the city is a privileged place of cultural invention and for the creation of
popular cullures' (Barber 1987; Fabian 1998; Falola and Salm 2005), and an
arena of symbolization (Amin and Graham 1997: 415). Events such as Mande
Massa’s concert open up new forms of sociality in the city and instance Karin
Barber’s idea of new forms of public in an urban context (Barber 1997; 2007:
137-74).2! The women who attend such events do not necessarily know each
olh_er — unlike the members of the home-town associations — and they know
their star only through his radio broadcast and as a media personality, not as a
person from a specific region in Mali.

The women who gather at such concerts represent communities of Mande
Massa and other radio broadcasters® listeners. When they wear the dresses with
Mande Massa’s portrait, they recognize each other in urban space. My rescarch
shows that these women have come from less educated family backgrounds.
They are petty traders, housewives, young women who work at home and do
the cooking. Others come from rural areas to work as helpers in their urban rela-
tives’ homes. They include women who live with their parents and wives who often
live in polygamous households where they have to cope not only with their co-
wives but also with their parents-in-law, according to whose wishes they have to
carry out the daily tasks in the same way as their own mothers have done
earlier. Whether they are young or old, many of these women love to listen to
the griottes® songs and Mande Massa’s broadcast, feeling that they appreciate
their hard work and take their worries seriously, and that they acknowledge
their daily suffering and make them dream about a better future. In their songs,
the griottes also refer to these women and their important role in society and
the keeping of Mande values. Women appreciate the educational aspect of their
praise songs, their moral character and consolation effects (Schulz 2002: 802fF,,
which also relates to song contents).22 This is even truer for Mande Massa’s
radio theatre baroni. He specifically addresses the women’s hard work and suffer-
ing in their daily lives, and their difficult situation in current society. This helps to
explain the particular success of the griottes and radio presenters with special
women’s programmes, as well as the fact that these women regularly acquire the
cloths to advertise their idols.

Women have repeatedly told me that they wear the cloth because they love the
griottes and radio presenters such as Mande Massa because they provide

DThe term ‘imagined community’; coined by Anderson (1983) in the American national
context, became prominent in anthropological debates on various kinds of forged feelings of
belonging and identity. For a criticism of the concept, see Tamir (1995). The young women’s con-
sumption of popular music contrasts sharply with the behaviour of young men, who often gather
in small groups to discuss their concerns in so-called grins while drinking Chinese green tea.

2This publicness differs from that described by Habermas in Europe (Schulz 2002).

2Dyorothea Schulz has described such fan communities of female adolescents in Bamako and
other parts of urban Mali in the late 1990s She also noted that female consumption and fan
culture are largely understudied (2002: 799).
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entertainment, consolation and advice aboqt. how to define their role in the l\:ax;ie
social fabric within often polygamous families. Like the young woman at the e-
ginning of this article, many women told me t!lat they wore th.e deco_rated dresg of
Mande Massa and the griottes because of their great adrmratlor} for the celebrity,
and that wearing the cloth was ‘a way of supporting your star’. The women we
interviewed at the market told us that they went to look for the cloth in t!\e
months before un event such as the Mande Massa concert, edger not to miss its
appearance and to have their outfit in time. Othe}s had be_en given the clot'h as
a gift by their sister, mother or husband. Outﬁt.s Wltl‘.l ponr'fl;ts are not e’xcluswel.y
worn by women, but men only rarely wear textiles w.nth radio presenters’ or music
stars’ photographs on them. If they wear a cloth with portralts, they choose one
with their football team or political or religious leaders, preferably from their
home area. | = S
The explanations of the women are corroborated by merchants and radio pre-
senters. For the merchants as well as the celebrities, women are clgarly the primary
target group. Mande Massa told me in spring 2010 that he organized the concerts
and invited griottes to reward women for their enthusiasm for his broadcasts. He
also made textiles with images of his team available for them. Merchants such as
Dramera also stated that their idea was to create textiles for the women to wear,
and reflected that the goods represented on the cloth must be those that women
use (a cloth with images of a brand of Chinese green tea would not be worn by

women, he said). This reflects our observations in the public space, at concerts,
and at other large events,

While merchants and radio

presenters claimed to address women in general,
women with a more bourgeois

social status were less keen to wear textiles with
photographs. When 1 showed her pictures of women wearing clothes with
images of griottes on them, one young female graduate explained: ‘They are
paying [money] for the love they have for the artist’ And 3 young doctoral
student explained: ‘It [the textile] shows the love one has for a particular thing;
it is something beneficial to identify with.’ They both stated that they would

not wear such dresses because they felt that a different, less educated class of
people wore them.

Wearing these dresses decorated with the images of stars is a practice that is
neither “elite’, ‘bourgeois’ nor ‘traditional’; it also lacks purely commercial con-

respond to these dreams, and the women

ation through such textiles in the urban context, However, this sharply contrasts

with the fashion of those with whose pictures they decorate themselves and who
form part of a different class of people in the urban context,



FABRI
S AND PHOTOGRAPHS IN MALI 15

and skilfully ornament
: ed garm
Massa’s concert, for examial €nts when they perform on stage. At Mande

was reflected in the spati ¢, the prestige that ex nsive clothi
women and men sat iﬁa tﬁ:lﬁarg“!ggement of the concc:hall. Thgur::gft :::m
affiuent status. The young womn n\wghweanng expensive dresses that matched their
stituted the majority, in contrast ;:?“Dm the Mande Massa costumes and con-
corroborated by the spatial am;n urther back, accepting the social hierarchy
graphs thus publicly communicategemenl' ThOSe who wear dresses with photo-
duals whose image they wear and w‘}‘] SUbOYd{nated status in relation to the indivi-
textile constellations, the relationsh; 0;: achxevem.ent§ t.hey acknowledge. In these
crowd wearing their picture on theirpcl tt}\;leen - e el
ing and advertising the image of their othing is asymmetrical, }vith fans m.ulfiply-
‘big men’ more generally (éodelier a:darss B
is not permanent but needs to be maintai tl'ztl}em D
Sy Ty confiast 16,8, e bat LA HPe (OGRS
clothes confer, cloth-wearers do not Ohn};lke o 12 pesd il

The asymmetrical relationship bet:’e:n;nfge e e e
nity of followers encourages the promi amous person and his or her commu-
While Sidibé declined to ha hP minent placmg of photographs on clothmg.
canibe observed when o ve his photograph printed on the uniform, 2 shift

bserv °T One person is more prominent than the othersin 2 supposed

group of equals. Thls is evident in the home-region associations, as an individual

from that same .reg’lon “:'ho has become a politic;ian might have their image printed

:xl:d ﬂlllt:) nhmamaltz?;' :n umforrp,ﬁas was the case in the examples from the Guinean
ern Iv associations.

These dresses express individual styles when worn by followers. This is most
prominent when the dress displays photographs of a star. When young women
wear dresses with photographs of their idols and collectively express their praise
for the individual portrayed, they combine both their wish to express individuality
by designing their own dress and collective sociality through uniformization. The
eye-catching portraits again reflect the asymmetrical relationship between the fans
and the celebrity who is depicted on their clothes. The dresses make the individual
retreat into the background in favour of the promotion of another person, the
prominent individual whose image is represented in the photographs printed on
the dresses. The fans and followers who wear these dresses are women from
poorer social backgrounds; the middle classes tend to be absent in this constella-

tion. Thus, cloth might be considered to be a contributing factor in a cultural
' culture (Hansen 2004: 370) or

process that constructs class through consumer
ities (Schulz 1998) from a

else visualizes loosely connected female fan communiti€
wearing a dress with the same photograph

certain social background. In this way, 3

emphasizes not og; connectivity (cf. Miller 2005: 6) but also its converse:

exclusivity. ' . :
Howeer, the class idea does not fit neatly into the pattern that this staging

: -tution of the followers is dynamic; it can encompass the
i h the nation assembling for the president.

artist or parts of he pre
;.?:lelee%::n%f::wrding tolatlrlgeeevent; at best, it reflects a tendency in which less
educated women show their affinities for wearing such clothes. The dynamics of
th oes beyond class Jistinctions. It is a fashion — a fashion from below
e t in Bamako during the 2000s due

_ that comes It became prominent In g ,
totbe:;luﬁons ;n gleg (t)::tile sector, the liberalization of the market, the emergence
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The portraitona : -
tiles that bear the p::::;]?t;“g:easﬁ.o}‘ diminishes its market value. In Bamako, tex-
tributed as promotional gifts FO iticians and logos of products are most often dis-
have the images of singers ando pgfsuade people to wear them, while fabrics that
s and msttutions workinra 10 lEm:semt:rs on them are profitable. The indi-
preachers, media presenters, m%xs vlb;lt such fabrics — the polx.tlcians, merchants,
seek to promote themselves and th“'m? - . -ﬁ?undm of private schools — all
logo ‘on fancy textiles, The cloths e'x;1 activities by plzgcmg their photograph or
scbl indthe At bet, Wiiile associat‘wn images of religious leqdem and stars are
L elovanetibay. Dihers s ions and schools require t‘helr m?mbers to buy
cEtheloth largelstl g e.such cloth's away as promotional gifts. The value

largely depends on its decoration and its ca acity to transmit positive

popular feelings. Almost paradoxically, both arti .t IS
veable to sl thesecloths for ro?iat y’hi : artists and Popular religious leaders
give the textiles away p while the commercial entrepreneurs have to
) Dre:hscs with portraits of singers and radio presenters reflect new social commu-
nities that share their love for stars — local celebrities whose art is rooted in Mande
c_:ultum - gnd bring fans together irrespective of their geographic origin, thereby
transcending neighbourhoods, ethnic groupings and social categories. Several
strong tendencies are evident: the majority of the fans are women from poorer
social _backgrounds; the middle classes do not like to wear such dresses; and the
portraits of important individuals from different sectors of society are represented
on various cloths. While the stars and leaders themselves wear expensive dresses
made of precious materials tailored in extravagant styles, the majority of the
female fans’ dresses are made from the uniform and cheap ‘fancy cloth’, which
is acquired primarily for a single event to acknowledge their support in this asym-

metrical symbiotic relationship. The women support and promote their star or
/ely wear these dresses, which combine the concept of

leader when they collectiv

the uniform — which Is otherwise made of cloth that does not feature portraits
and is worn by members of associations that have a common home region or inter-
est — with individual styles that express the preferences of the women. The clothes
therefore make the person, and, in our case, they make two people at the same
time: the women who wear them and — even more so — the stars whose portrait

they bear.
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the meanings of clothing: i )
on which photograg}?sn g}lt e}’;{glores the history, uses and local meanings of fabrics
in the 2000s, entreprene Puf IC personalities are printed in Bamako. In Bamako
gion, media, art, e ducagrs rom different sectors of society, such as politics, reli-
business opf,om’mit ,nllon and commerce, rediscovered this type of cloth as a
where large, hetero )én ey have produced decorated fancy textiles for events
they mUJtipfv the imga eous groups Of.people‘ participate most often, and where
tribute the cioth a ge printed on their clothing. Some of these personalities dis-
dfchass fabe § promotional gifts, while others make their fans and followers
photo e rgﬁ as evidence of their admiration. The uniforms decorated with
gwneri onth d ect a tendency towards asymmetrical relationships between the
¢ dresses and the personality depicted on them. Some of these rela-

g??ﬁ?g:e :;';1 encourage individual styles that transgress the uniform character

RESUME

Lgssee:g:l de lta htt.ératu,l:e consacrée au tissu porte sur sa capacité en tant que
moyen de construction d’identité dans le contexte politique, économique et ethni-
que, ainsi que da’ns le contexte de ’age et du genre. A cet égard, les propriétés
égalisatrices de I'uniforme sont souvent mises en contraste avec la création de
styles vestimentaires individuels. Cet article traite d’une autre dimension dans la
complexité des significations de la tenue vestimentaire ; il examine I’histoire, les
usages et les significations locales des tissus sur lesquels sont imprimées des
photos de personnalités publiques 4 Bamako. Dans les années 2000 4 Bamako,
des entreprencurs de secteurs de la société aussi divers que la politique, la religion,
les médias, I'art, I’éducation et le commerce, ont redécouvert ce type de tissu en
tant qu’opportunité commerciale. Ils ont produit des textiles élaborés décorés
pour des manifestations rassemblant le plus souvent d’importants groupes
hétérogénes de personnes qui multiplient I'image imprimée sur leurs vétements.
Certaines de ces personnalités distribuent le tissu sous la forme de cadeaux promo-
tionnels, tandis que d’autres font acheter le tissu & leurs fans et sympathisants en
gage de leur admiration. Les uniformes décorés de photos refiétent une tendance
vers des relations asymétriques entre les propriétaires des vétements et la
personnalité qui figure sur ces vétements. Certaines de ces relations encouragent
méme des styles individuels qui transgressent le caractére uniforme des tenues

vestimentaires.
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