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10 • Introduction

The idea of culture is rich – it encompasses our human ability to create a structure of 
knowledge, beliefs, art, and customs in which we thrive intellectually, socially, and 
morally. Culture is also an intricate concept to explore and describe, as culture is 

unique from one group to another. Further complicating the definition of culture, within each 
culture exist subcultures, which contrast with the dominant culture, but are complementary. 
It is this overwhelming complexity of explaining what exactly culture is, and its inherent 
tendency to be an ever-changing entity, which offers such opportunity to the anthropologist 
who seeks to study phenomena within any given culture.

One way to approach learning about a foreign culture and representing it in a sound way 
is to create a focused, appropriate, and responsible methodology that adheres to the basic 
tenets of the relevant anthropological subfield. According to the American Anthropological 
Society, there are four types of anthropology: socio/cultural, biological or physical, linguistic, 
and archaeological (“American Anthropological Association”). Cultural anthropologists 
study a society’s practices – how individuals live, organize, and create meaning for them-
selves – and are often interested in looking at similarities and differences within and among 
societies, especially in regards to race, gender, class, and nationality. By using a variety of 
methods – cultural immersion, participant observation, interviews, and surveys – cultural 
anthropologists place themselves directly among the people whom they are researching. As 
a branch of cultural anthropology, visual anthropology (or visual ethnography) approaches 
a culture by using audiovisual technology as a primary tool to produce meaningful data. 
Ethnographic photography, a specialization of visual anthropology, employs a camera as the 
primary data-gathering tool to create photographs while doing fieldwork. Analysis of these 
images can then stand to support and maintain an accurate description of the culture. An 

Chapter 1
An Introduction to Ethnography Photography 
and an Overview of my Ethnographic 
Analysis in Dakar, Senegal

“If I could tell the story in words, I wouldn’t need to lug a camera”
– Lewis Hine
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ethnography represents the qualitative analysis of observations, collected data, and conclu-
sions which reflect a facet of the cultural system and the elements that drive it.

Defining Ethnographic Photography

Ethnographic photography is one part cultural anthropology, one part visual anthropology, 
and one part documentary photography: it is the study of a people in their natural setting 
through the use of a camera, so that the images produced preserve the details of what one 
sees. Ethnographic photographers work to immerse themselves in a subject’s setting to gain 
insight into his or her perspective on beliefs, values, customs, and behaviors on the individual, 
societal, and/or global level. The resulting analysis describes these observations and thematic 
relationships in a narrative format, depicting the case study in a descriptive, informative, 
and responsible manner.

The importance of ethnographic photography lies in its ability to provide social knowl-
edge about a different culture. The photographer can capture images which directly reveal 
similarities and differences between the ethnographer’s own culture and the studied culture; 
these images may even challenge preconceived stereotypes. Images are particularly powerful 
when combined with text, which complements and explains the images. As always, though, 
a critical eye and questioning mind must be aware that the images and texts are records of a 
culture as represented by the ethnographer. Thus, an image reflects an ongoing tension be-
tween objectivity and subjectivity: of course, the ethnographic photographer wants to record 
accurately a culture, but he or she is innately influenced by gender, upbringing, education, 
among others It is necessary to remember that the information presented in an image is 
inherently biased and limited in this way, but it does provide an important glance into other 
cultures, a perspective with the potential to inspire and broaden the views of the reader.

Photographs produced by an ethnographic photographer are in the crosshairs of many 
gazes – that of the photographer, the subject, and the viewer – each of whom assigns his or 
her own interpretation and meaning to its contents. Ethnographic photography is a complex 
science; it requires negotiations of understanding and trust between those three involved 
in order to reach an understanding of the culture being portrayed. At the same time, the 
ethnographer is a storyteller, and strives to understand the native’s perspective in order to 
accurately relay the meaning of the studied aspect of culture. Thus the closer the reader can 
come to the ethnographic truth, the better the science and the better the story.

 Ethnographic photography draws influence from other types of photography, but it also 
has distinct concerns and ambitions. Ethnographic photography is anthropological in nature, 
so its primary purpose is to explore and educate, rather than to inspire social change; the 
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latter is reserved for photojournalists and social documentarians. These two groups work to 
bring attention to their subjects, those who are disadvantaged and perhaps in unjust, harmful, 
and/or discriminatory conditions; classic examples are Jacob Riis, who showed the terrible 
living conditions of immigrants living on the Lower East Side of New York City in the late 
1800s (Siegel), and Lewis Hine, who collaborated with the National Child Labor Committee 
to bring child labor to the forefront of American concern in the early 1900s (“National Child 
Labor Committee Collection.”). In contrast to these two mediums, ethnographic photography 
is a tool of observation, study, and analysis of a new culture, or an aspect, of a new culture. 
These images serve as evidence of an author’s observation and argument, but also as a way to 
record what is observed. Since ethnographic photography’s first appearance in the anthropo-
logical field in the late 1800’s, the photographers, theoretical approaches, and subject matter 
have changed but ethnographic photography’s main function – to gather visual knowledge 
in order to responsibly represent a new culture – is the thread that connects these elements 
together.

My choice of ethnographic photography as a subject of study, and an approach to my 
experience in Senegal, can be addressed in two ways. First, the idea that photography can 
be used as a tool to examine or study something is itself interesting – why do we trust the 
eye of the camera, or other imaging device, to help us draw conclusions? Photography is 
used in many fields in an applied manner. In the medical field, MRI, CT, and PET scans (to 
name a few) are imaging methods that look into the human body for diagnostic reasons. 
When you think a bone is broken, for example, an X-ray scan can assist in identifying dam-
age. Images in this context are important and necessary tools. So can image production be 
used in anthropology to study another facet of the human condition and enable us to draw 
conclusions? It is this idea that is at the crux of photography in anthropology, and it is one 
that inspires much debate. The second way follows from the first: the use of photography 
in anthropology is not completely objective, therefore causing us to question its value as a 
research tool. Unlike medical imaging which may be considered impartial, ethnographic 
photography is more subjective, since one person is studying the habits, attitudes, and way 
of life of another. So many variables enter into the practice of this type of photography; how 
can one depend on it to reveal a new cultural meaning? These two ideas speak to the trust 
placed in the ethnographer’s images and their significance as representations of another 
culture. I begin with these two ideas in an attempt to posit a research and cultural problem 
and, in due course, to propose a way in which one can produce an ethnographic photographic 
work that meaningfully shares a facet of a new culture.

In examining the practice of ethnographic photography, two opposing viewpoints posit 
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ethical and methodological considerations. One side recognizes the camera as a mechanical 
device that dutifully and impartially records what it sees; in this sense, the camera is the most 
objective way to approach something new and reliably record it. On the other hand, one must 
consider reflexivity, which recognizes that the ethnographer will introduce some degree of 
subjectivity into the work. Reflexivity, the involuntary, or perhaps voluntary, effect that the 
ethnographer’s personal background or identity has on his or her work, must be taken into 
account when viewing any image, since image production is influenced by the all-too-real 
bias of the ethnographer. Thus, the paradoxical nature of ethnographic photography consists 
in striving for the truthful portrayal of a culture, while recognizing photography’s inherent-
ly subjective position. Ethnographic photography must then overcome two challenges: to 
uphold the integrity of the images and to accept their status as representations produced by 
the ethnographer.

Only by recognizing and accounting for the pitfalls of reflexivity, is it possible to view the 
camera as a useful research tool, using it in a way to reliably and precisely accumulate visual 
facts. In support of photographic accuracy, details are frozen and, unlike those caught in 
one’s memory, do not change or unravel over time. The captured moment can be studied 
and revisited, in order to analyze the juxtaposition of actions and their actors at one time. 
Acting as a primary source of data, these still images transcend the category of ‘illustration’ 
to provide evidence for the ethnographer’s findings about the culture at hand. They contextu-
alize the ethnographer’s work by substantiating and complementing the proposed argument 
and by acting as a ‘real-time’ window into the ethnographer’s observations. As such, these 
images invite the reader to develop a personal sense of place and culture that can then be 
applied to an understanding of the text. The value of photography lies in its ability to supply 
data for the ethnographer to revisit, study, and share with the reader as a first-hand glance 
into another culture.

It is clear from what proceeds, however, that any ethnography must accept a degree of re-
flexivity from the researcher. This social science demands that the ethnographer and audience 
realize the conscious and unconscious choices made by the ethnographer during fieldwork: 
who and what to study, where to look, what to attend to, when to release the shutter, and 
so on. The process of selecting images to put into the ethnography, out of the many that are 
taken during fieldwork, is a reflexive process as well. The ethnographer must choose those 
that elicit the most information for the ethnography. Any gathered information is then 
filtered through the researcher’s experience and expertise, and subsequent conclusions are 
dependent on the researcher’s interpretation of data. Consequently, too many variables enter 
into the ethnographer’s work process for it to be or remain totally neutral. The challenge for 
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the ethnographer, then, is to construct an appropriate, focused interpretation from what was 
observed and from the pertinent information gathered. By accepting the reflexivity of the 
ethnographer, the reader accepts the impossibility of a completely objective, scientific view 
of the place and culture being observed.

An Overview of my 
Ethnographic Analysis

I lived and studied in Dakar, Senegal for a six-week period during the summer of 2012. I 
chose this place of fieldwork because Senegal, and especially Dakar, offers a melting pot of 
different languages. These languages are often mingled together to create a unique way of 
communication. Since Senegal is a former French colony, the official language is French, but 
this is not the language of the community; here, the ethnic languages dominate, especially 
Wolof. When I entered the country, I was keen to visually represent Senegalese culture in 
some dimension through the use of photography. As I engaged in this process, I came to 
recognize that the use of visual imagery was a significant mode of communication within 
the culture itself. The different languages, most notably French and Wolof, were used in the 
visual imagery, reflecting their larger role in the culture as a whole. Thus my project became 
two-sided: I wanted to use my camera to explore and to capture some aspect or aspects of 
Senegalese culture, an important dimension of which would turn out to be how the Senega-
lese use images to communicate visually.

My analysis of the culture, and its representational forms, can be conceived as three con-
centric circles, and as I progress through each circle, I will explore further specific spaces, 
moving from Senegal as African space to the institutional confines of a children’s hospital, 
where French is the language of authority. Exploring each space in this manner also demon-
strates the importance of imagery in the culture. In the first instance, I will consider Senegal 
itself: how does the nation represent itself? That is, what kinds of national symbols are a part 
of daily life? Focusing on the city, I will then consider Dakar, and its markets, buildings, 
transportation, and people. How do the sights and sounds of the city connect the different 
cultures in the circles on each side if this one? Lastly, the national children’s hospital in which 
I had an internship, the Albert Royer Hôpital d’Enfants, provides an opportunity to record 
and to reflect upon how imagery is used within this space. In each instance, I will examine 
the nature of the imagery and that of visual communication. Language is intrinsic to the signs 
and symbols of visual communication, and I will consider what place French and Wolof has 
in this imagery by commenting on their reception and usage. The two have a contentious 
history in the realm of education and other official settings, such as media, administration, 
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courts, and the parliament; French is institutionalized in these settings, though is spoken by 
only a minority of Senegalese. My investigation will lead me to Albert Royer where French, 
the official language, and Wolof, the commonly spoken language, intersect. Placing these 
in context, I will reflect upon my experience of Senegalese culture through the lens both of 
ethnographic analysis and the camera itself.

 This thesis begins in Chapter 2 with a definition of ethnographic photography. In Chapter 
3, its development over the past century and evolving theoretical approaches are explored, 
from methods that are now considered outdated to approaches that are practiced in a con-
temporary context. This chapter includes an overview of the key ethnographic photographers, 
whose work shaped the field with these approaches. In Chapter 4, I present a timeline of 
photographic culture within Senegal. The two chronologies are intended to be complementary, 
providing a conceptual framework for the value and significance of photography within and 
beyond Senegal.

With this background, a foundation is set for my analysis of Dakar, Senegal in Chapter 
5. I will begin my exploration through the three levels of Senegalese visual culture, using 
photographs along the way as sources of illustration and data. I will also include with the 
case study a reflexive analysis of who I am and how this influenced how I photographed an 
unfamiliar culture. In this reflexive statement, I will explore the following subjects: my po-
sition as a foreigner and photographer, its limitations and advantages, and the challenges of 
portraying another culture appropriately, responsibly, and respectfully. This part of the project 
is crucial in acknowledging my strengths and weaknesses as an ethnographic photographer 
working in Senegal. The last chapter, Chapter 6, concludes the project with last reflections 
on the complementary nature of the history of ethnographic photography in and outside of 
Senegal and of my ethnographic analysis of Senegalese visual culture. Lastly, I will close with 
the importance of photography and its use as a research tool, as well as possible directions 
for photography’s place in future research.
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As ethnographic photography has a strong anthropological component, the 
mission of anthropology has large influence on the purpose of ethnographic 
photography. Since anthropology works to accumulate knowledge about 
humankind from the precivilizational past, through the modernizing de-

velopment to the contemporary ‘now’ (El Guindi 122-123), it follows that ethnographic 
photography seeks do the same, but through visual recording. The ethnographer places 
him or herself in a certain setting to observe, to listen, and to inquire about events that 
happen. By doing so, he or she can gain an insider perspective to better understand an 
aspect of the culture and/or society, and perhaps its relation to the whole. In some cases, 
past approaches have been superseded by the entrance of a ‘better’ or ‘more well-accepted’ 
theory as the field evolves, but some have remained to be the foundation of the field of 
ethnographic photography. The evolution of these theoretical frameworks reflects how 
ethnographic images are viewed; in the early part of the discipline’s history, images were 
made in a fashion likened to ‘transparent documentation,’ like the images of Bateson and 
Mead (Banks and Ruby 6). As different approaches were developed, images took on a 
new meaning, one where they strive to form a narrative that reflects the more social and 
experiential aspect of culture. In order to explore ethnographic photography’s theoretical 
history, from its emergence in the late nineteenth century until now, I will examine several 
key ideas and the ethnographers who used them. The different methodological approaches 
to their work are evident in their photographic composition and in the function of the 
photographs in their respective ethnographies. By examining the history of ethnographic 
photography and exploring its methodologies, one can understand their relevance today 
in guiding the creation of ethnographies.

Chapter 2
A Brief History of Ethnographic Photography: 
Theoretical Approaches and the  
People Who Defined Them

“Photographs really are experience captured,
And the camera is an ideal arm of consciousness in its acquisitive mood.”

– Susan Sontag
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The key to gathering valuable data and forming a pertinent analysis begins with a meth-
odology; that is, a way of thinking that can be taken through every step of the research 
process. Since ethnography is a qualitative process, an inductive, rather than deductive, 
way of thinking is emphasized. An inductive approach calls for the ethnographer to enter 
into the field with an open mind, thus having no preconceived theories. This way, they can 
gather data and allow results to emerge from it. In contrast, the deductive approach occurs 
when one enters into the field with a theory already in mind and seeks data to support it. 
The unreliability of this method can be seen immediately – if an ethnographer does field 
work with a theory at hand, then he could consciously limit his data to substantiate the 
theory and use the voices of his subjects of study to support his own. In this instance, a 
biased ethnography is produced, and it does not accurately portray the culture of interest. 
In modern ethnography, though, a totally blank canvas is impossible. The social world is 
too complex to bend to a singular theory, so ethnographers explicitly opt for the inductive 
approach. Thus the unrestricted researcher enters with a broad framework, in order to 
allow the theory to develop from the data with as few misconceptions and preconceptions 
as possible. As David Fetterman points out, “The ethnographer enters the field with an 
open mind, not an empty head” (543).

Recall the idea of reflexivity, in which the ethnographer’s character and background is rec-
ognized as a factor in the production of the ethnography. Reflexivity can be accounted for with 
inductive reasoning, by the ethnographer critically thinking about and locating him or herself in 
the context of researching and writing. After all, the ethnographer is a part of the world they are 
researching and should acknowledge their effect on it as well. When writing, ethnographers can 
express this in a number of ways, such as preparing an introduction that presents the reader with a 
setting, a personal recollection of feelings of uncertainty and strangeness, and/or an explicit state-
ment of how the fieldwork was conducted. Without this acknowledgement, ethnographers are in 
danger of assuming a voice that acts as if it is the sole accurate and authoritative voice on the subject  
(“Inductive and Deductive”).

With inductivism secured as the primary way to begin considering a methodology, 
three types of theoretical approaches fall under its type of reasoning: holistic, positivistic, 
and interpretivistic. As I explain these concepts, the historical figures that incorporated 
the concepts will be explored in parallel.

Holism is an analytical process by which the society as a whole is of interest, not the individ-
uals who are encompassed within it. In this vein of thinking, society is considered independent 
of external influence, and instead is bound by shared values and a shared culture that operates 
among the people who live within it. Therefore, culture is external to the individual so that it 
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exerts its influence on the individual, not the other way around. It is an integrative process of 
analyzing a society, because the parts are examined to see how they function to work within 
the whole.

Bronislaw Malinowski is considered to be one of the most influential anthropologists 
of the 20th century. He strived to develop a rigorous methodology to study a culture at 
a deep and thorough level, one that was systematic enough to be applied to the study of 
any culture. By doing so, cultures would be able to be cross-evaluated with each other. To 
create this methodology, he was one of the first anthropologists to encourage ‘participant 
observation,’ which requires the researcher to integrate him or herself into an unfamiliar 
culture to gain a close and comfortable familiarity with it. With this approach, he strived to 
understand the community in which he lived from the macro level to the micro level. The 
small nuances of daily life were just as important to him as the large events: the conflicts, 
celebrations, opinions, anything that helped him to understand the culture was considered 
indispensable for his study. He believed that the ethnographer must be able to see through 
the natives’ perspectives in order to understand their point of views, their ways of life, and 
their perceptions of their own world. Malinowski’s study of the Trobriand Islanders is an 
example of the holistic methodology – his obsession to gather the smallest details about their 
lives was based on his assumption that everything was related to everything else within a 
circumscribed, closed-off setting.

In 1914, Malinowski sailed toward New Guinea, to the Trobriand Islands where he con-
ducted his fieldwork. During his three year stay, Malinowski became one of the very first 
ethnographers to utilize photography in the field. Though anthropologists had been using 
cameras from the 1880s, they were used as another form of field notes, aiding the researchers’ 
later analysis. Malinowski claimed he did not have a natural aptitude for the medium but 
he forged on with it, collecting evidence for his fieldwork. Perhaps part of his troubles was 
the era of camera technology in which he worked; there were no small, easy-to-transport 
cameras with 35 mm film, but instead large bulky camera boxes with exposure plates. De-
spite setbacks and errors – missed opportunities, wrong exposures – he completed his work 
with an impressive amount of photographs that were not only valuable to his ethnography, 
but also had, according to some critics, an appreciable and clear aesthetic (M. Young 10). 
He employed the medium to record images with a context that was complementary to his 
written text; in some cases, they are considered independent from the text. In the latter case, 
the reader could use Malinowski’s written text as a way to understand and decode the pho-
tographs. Prior to this, images were not sources of primary data, and so did not constitute a 
formal place in publication, except perhaps as illustrations.
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Looking at Malinowski’s photographs, themes and patterns become evident; for example, 
most images are framed horizontally, not vertically. There are rarely any landscapes (prob-
ably due to equipment limitations). There are few portraits that have just one person; it is 
often two or more. When a person is featured, though, the camera matches their height, 
whether standing or sitting. There are sequences and series of images, those that are taken 
in a quick succession to capture movement over time. Sometimes there are demonstrations 
or re-enactments posed by Malinowski, but he preferred to shoot social action as it unfold-
ed. Above all, Malinowski was very aware of his framing and wanted to include frames of 
reference. For example, if a person was sitting at work with a tool, he would not focus on 
the tool in the hands. Instead, he would have the person fill the frame, but would be sure 
to include background details as well. Photographs, Malinowski thought, must be able to 
operate independently to illuminate or explain their content, so that the images could be 
‘read’ in terms of its social context.

National Geographic, another example of the holist perspective, was founded in 1888 
with the mission for “the increase and diffusion of geographic knowledge” and to present 
“the world and all that is in it” (Grosvenor 87). It was the January 1905 issue that marked 
the inclusion of images: the then-editor, Dr. Gilbert Grosvenor, had to fill up eleven pages of 
the issue in order to send it to press on time, so he inserted many pages of images, without 
accompanying articles – and, it was an instant success. Perhaps what the Geographic is 
most known for now is its imagery; throughout its history, from black-and-white to color 
photographs, the Geographic’s images place the subject directly within his or her native 
context. However, the magazine often fails to consider the culture’s context in a global per-
spective. Critics point towards the photographs’ tendency to portray cultures as somewhat 
static. Moreover, the images display a theme of classical humanism, which speaks for a 
common emotional base that transcends differences, such as race, class, gender, language, 
and politics. Western readers are encouraged to relate to non-Western subjects on this 
humanist basis, so that the social or historical causes of a particular subject’s situation are 
rarely elaborated upon.

The editors of the magazine have shunned what Roland Barthes calls the ‘historical’ – the 
details, the facts, the feelings, the context surrounding an event that gives it significance. Birth 
and death are facts, Barthes says, but without History, nothing more can be said about these 
mere actions (Barthes 101). Thus National Geographic has presented a regimented view of 
the “people out there,” ignoring the potential disharmony of history and historic context. 
In the words of Catherine Lutz and Jane Collins, this worldview is one that is full of “happy, 
classless people outside of history but evolving into it, edged with exoticism and sexuality 
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but knowable to some degrees as individuals” (116).
These qualities, though, must be taken into consideration in light of what the Geographic 

is: a popular entertainment and light science magazine, not an academic journal. Thus, it 
needs to cater to a Western reader, who is most likely not a professional in the field of the 
article discussed. With these constraints, it is understandable that the photographs must bend 
towards a classical humanist model; after all, National Geographic is a business that needs 
to attract readers to survive. Nonetheless, it makes its mark in the history of ethnographic 
photography because it popularized the notion of ethnographic photography to the public, 
and introduced them to new cultures as they are in their own context, even if in an abbre-
viated manner. By doing so, the magazine constructs a worldview for the American people 
by providing images that are self-evident and relatable, to which anyone can read and relate.

The holistic approach considered how the society functioned in its given temporal con-
text, but today critics point to the omission of history as a weak link; both Malinowski’s and 
the Geographic’s work are guilty of this. Ignoring a society’s history may leave gaps in the 
ethnography, since past influences will not be explained. Treating a society as a static entity 
does little to show potential relations and interactions with other societies. Contemporary 
ethnography still embraces the idea of holism, but in a modified form that reflects the glo-
balization interests of modern anthropology. Ethnographers still want to understand how 
people in certain locales go about their everyday lives, but also want to see why this is in the 
context of historical and global perspectives. External influences are addressed as well, and 
these additional approaches help to understand people in many contexts, whether it is local, 
regional, and/or global as well as economic, social, and/or cultural.

Positivism, the second theoretical approach, is based on an early attempt by nine-
teenth-century French philosopher Auguste Comte to come up with an empiricist model 
in the social sciences. His reasoning was that if sociology and anthropology could abide 
by a standardized doctrine, then their validity and reliability could be on par with the 
research conducted in the natural sciences. The following are the seven basic guidelines 
of positivistic theory (“Positivism”):

1. The individual human mind starts out as a ‘blank sheet’ on which knowledge is later 
written. All our knowledge of the world is received through our senses as we experience 
the world around us and interact with it.

2. Anything we claim to be true can be tested by observation or experiment (by experience).

3. We cannot know about anything that cannot be observed.

4. General recurring patterns of experience can be stated as scientific laws.
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5. Explanation of phenomena involves demonstrating that they are instances of such 
scientific laws.

6. If explaining a phenomenon is a matter of showing that it is an example or ‘instance’ of 
a general law, then knowing the law should enable us to predict future occurrences of 
phenomena of that type. The logic of prediction and explanation are the same.

7. Scientific objectivity rests on a clear separation of (testable) factual statements from  
(subjective) value judgments.

Positivism, or aspects of it, was utilized by the team of Gregory Bateson and Margaret Mead, 
and by John Collier, Jr. Bateson and Mead were both well-respected anthropologists in their 
own right, before they joined together as a husband-and-wife pair to research. As cultural 
anthropologists, they conducted research in Bali and New Guinea, from 1936 to 1939, to 
look into different aspects of Balinese culture. If Malinowski set the precedence for the use of 
photography in ethnographic study, it was Bateson and Mead who catalyzed its usage as an 
indispensable tool of study. Photographs, for Bateson and Mead, were tools. They treated the 
camera in a groundbreaking way: as a device to record visual data for later examination and 
analysis. These photographs could then serve as primary sources of data, not just as illustrations. 
Conclusions could then be drawn from the images, and supported by additional research from 
observations and interviews. After their field work in Bali was finished, the pair walked away 
with an astounding 25,000 photographic stills and 22,000 feet of film.

Bateson, the photographer of the pair, developed a shooting style that allowed the photo-
graphs to be thorough and informative. First, he sought to shoot what happened normally 
and spontaneously, instead of trying to decide what was normal and then asking the Balinese 
to act it out. The posed shot was not favored, since it immediately confronted the viewer and 
disrupted the illusion of observation (Edwards 178). Secondly, he worked to lessen camera 
consciousness. As evidenced by the massive number of photographic stills they returned 
with, Bateson habitually had a camera on him and was continuously shooting; the presence 
of the camera became second nature to both the Balinese and him. Third, he realized some 
methods to reduce camera shyness. For example, if Bateson was photographing a mother 
and her baby, he would focus more on the baby than the mother, so that the mother forgot 
she was in the frame as well.

Bateson’s desire to shoot natural activity relates back to the third convention of positivism. 
They believe that recording passive action was the only way to record accurate information, 
since “simply to watch someone is to learn something about them” (Pink, “Future of Visual 
Anthropology” 25). Thanks to Bateson’s shooting style, his photographs provided a window 
into the Balinese culture. Since the photographs capture natural movement, they are intended 
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to be objective so that they can provide a direct relationship between the Balinese within 
the image and the audience.

The positivistic perspective that Bateson and Mead adopted guided not only the creation 
and usage of the photographs, but also the format of their subsequent analysis. In accor-
dance with the fourth idea of positivism, Bateson and Mead analyzed their photographs for 
significant and telling patterns. From the 25,000 images, 759 were selected and assembled 
into 100 plates for the publication of Balinese Character: A Photographic Analysis in 1942. 
The plates were then divided into ten sections that portrayed specific themes: Introductory, 
Spatial Orientation and Levels, Learning, Integration and Disintegration of the Body, Orifices 
of the Body, Autocosmic Play, Parents and Children, Siblings, Stages of Child Development, 
and Rites of Passage. The plates are a major component of information presented in each 
section, pointing towards Bateson and Meads’ confidence in them to display the observed 
patterns that described for the viewer certain aspects of Balinese culture.

Looking next at John Collier Jr., his work contributed greatly to the fields of visual an-
thropology and applied visual anthropology since he approached the field with a critical yet 
humanistic eye. Perhaps what most defines Collier’s image production is his employment of 
a combination of positivistic and holistic methodologies. Through this combination, image 
data is systematically collected and analyzed, so that his work took great strides in promoting 
the application of photography. He showed that it could be used as a way to count, measure, 
and understand ways of living. This methodology allowed him to create a standard way 
of looking at his photographs, one where he looked for the common element(s) between 
images, in order to seek patterns and draw conclusions. This likens back to the mindset of 
Bateson and Mead, whose ten sections within Balinese Character: A Photographic Analysis, 
were based upon this idea as well. In this way, Collier guided the camera by asking questions 
in an objective manner: “The most beautifully and technically superb photograph is useless 
in visual research if it does not conform to the needs of systematized observation” (Collier 
and Collier 163).

 Collier’s goal in creating images was to observe and confirm cultural identity in order to 
seek the holistic viewpoint. Through his work, Collier championed three ideas that helped 
shape ethnographic photography: the use of the camera as a means of entry into a new culture, 
the ability for photographs to generate data, and the ability of photographs to show social 
relationships. His trust that the camera was ultimately reliable allowed him to argue that its 
limitations were only at the hands of the user. Though his ideas are somewhat controversial, 
they are pillars in the field because they demonstrate the functionality of the camera as a 
powerful evidentiary tool.
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Collier worked on a number of projects, including collaborating with Cornell University 
and the University of San Marcos in Lima, Peru on the Vicos Inventory, in which he pho-
tographed the transition of Indians and Mestizos in the Andean Sierra of Peru from being 
colonization to liberation during the years of 1954 - 1955. The universities worked to pro-
vide the 2000 inhabitant of Vicos with new agricultural techniques, expanded health and 
educational programs, and other services to build the community’s energy and confidence 
in its ability to better function independently. Collier was there in the third year to take an 
inventory of a random sampling of homes to see how outside influence had affected daily 
living for the Indians. His approach was to use the camera as a tool to gather information in 
a positivistic documentary manner, one where he strived to be objective as possible. From 
these images, qualitative information about the way people lived – what they wore and ate, 
how they entertained themselves, for example - could be readily seen across the population. 
He photographed every eighth house, as randomly generated from a census list, and looked 
at the exterior and every bit of the interior. Collier also photographed the people of the town, 
the Mestizos (defined by Collier’s context as those of mixed Indian and European descent) 
and the Indians, and their relationships with one another. By evaluating people’s clothes and 
spatial relationships, people can consciously and unconsciously signal their status and convey 
their participation in socializing. Collier’s intense study of the Peruvians – documenting 
everything from their living conditions and quarters to their social activities – demonstrated 
his desire to create a holistic portrait, just as Malinowski strove to do so.

In modern ethnography, positivism is considered not practical. Critics regard the idea of 
the ‘blank sheet’ mindset, in combination with the desire to obtain an objective perspective 
based upon observation, as impractical and unnecessary. Ethnography should strive to be 
reliable and valid, and subjecting interpretation to an observation-only basis has the potential 
to severely limit these two factors. Thus, data should be regarded as subjective. Reflexivity, 
then, must be taken into account; if not, the researcher’s interpretation of the findings would 
be regarded with doubt. Further, reasoning with the data is crucial for ethnography to be of 
practical use – this practicality only comes through letting subjectivity and its limitations 
surface. That aside, not all positivist tendencies in research should be shunned. The empirical 
method does encourage rigidity, so embracing a systematic way to collect data, for instance, 
would be a method of organization in the field.

The last theory to be discussed is interpretivism. Interpretivistic theory is anti-positivistic. 
It is the response to the idea that society can be studied through the use of scientific principles. 
Instead, interpretivism places its emphasis on interpreting and understanding the actions 
that take place within society and how the people who do these actions attribute meaning 
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to them. In framing the ethnography in an anti-positivistic manner, the ethnographer has 
to organize and make sense of his or her observations, not passively accumulate them By 
interpreting observations, the ethnographer acknowledges the reflexive stand he or she is 
imposing on the analysis, and in doing so, acknowledges their presence as part of the society, 
which is a powerful contribution to the veracity of the analysis. In a sense, it is anti-holistic 
as well, since interpretivism looks at how individuals are ‘actors’ in a social world, rather 
than being acted upon by it.

An interpretivistic framework is widely accepted in ethnographic research. It understands 
that society is complex, with ties to the global field as well as links to its own past, both of 
which are necessary to understand choices made by individuals. By creating a broad inductive 
framework, the ethnographer is encouraged to study interactions and choices people make 
in a given society in order to draw comparisons and seek contrasts between the individuals. 
In this way, the society as a whole can be better understood.

Irving Penn may be most well-known for his high-fashion and commercial photography, 
but he also found an outlet in ethnographic photography, where he became part anthropol-
ogist, part photographer. He freely mixed both sides to produce a body of work for Vogue 
during the 1950s and 1960s that was later published in a book called “Worlds in a Small 
Room.” His methodology of composing and producing each image speaks to his aesthetic and 
his goal: to make records of the culture and its people, in an attempt to preserve their culture.

In his work, Penn made his photographic choices for his images based on aesthetic con-
ditions. Since he found that pictures that tried to show people in their natural habitat were 
‘disappointing,’ he accepted his propensity for stylization over naturalization. He began his 
process by selecting his subjects, grouping them (if multiple), and posing them all in an 
aesthetically pleasing fashion. Penn used only clear northern light to illuminate his subjects 
and placed them before the plain backdrop, emphasizing the isolation from the natural 
environment. The subject was in his or her own clothes and adornments, free to shed the 
troubles of daily life in this new and alien space of the studio. In front of the camera, the 
subject realized that they were now an individual. Through this realization, they donned 
the importance of representing their self. The exclusive focus on the subject reveals the very 
essence of the person: without this neutral environment, Penn believed, this self-transfor-
mation could not have occurred.

Thanks to this unique approach – placing the subject in an ‘unnatural’ habitat – Penn 
readily acknowledged his own presence in the photograph, much in an anti-positivistic way. 
He was interested in how the individual was representative of his or her culture, and also how 
they interacted with it. For instance, Penn’s Dahomey collection in the book contains a set of 
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images that show several different ethnic groups from Dahomey in West Africa (today, it is 
now known as Benin). In one of them, a group of young women are assembled, and Penn’s 
caption details their clothing and how it signifies their marital status. Though his work is 
undeniably subjective – since he does place his subjects in a studio and pose them – they 
are still excellent examples of ethnographic photography because of their explicit focus on 
the individual’s relationship to his or her culture.

Jacob Langvad Nilsson is a Danish photographer and visual ethnographer1 living and 
working in New York City today. While he does freelance editorial and commercial photog-
raphy, his main focus is applied visual ethnography which he conducts through a business 
he co-founded, Tender Research. His interest lies in emerging markets, where he conducts 
market research by going to the individual level. He seeks out people in his target demograph-
ic, and interviews and photographs them and their interests that align to his research. By 
utilizing these intense qualitative studies, Nilsson’s work complements his client’s quantitative 
research; this two-pronged approach can effectively bring the business and consumer closer.

Nilsson’s work provides an example of the interpretivistic viewpoint since he seeks to 
photographically study the interactions between people to better understand the choices 
they make in relation to what his market research pertains. A past project of his was a study 
in Latin America on behalf of Nike. He immersed himself in the language, culture, and 
people to better understand how football (soccer) reaches young people, both in urban and 
rural settings, and how it affects them on a social and personal level. By understanding the 
motives of young people, he wanted to see their place in, and how they contribute to, the 
broader context of football culture, not the other way around. By seeking out case studies of 
people within his target demographic, Nilsson can compare and contrast how they relate to 
the product; this information can then be analyzed with his own participant observations. 
These two components of his research – understanding culture from the bottom-up and 
cross-analyzing case studies – brings it to an interpretivistic focus since he is actively crafting a 
view of the culture from not only the perspective of his case studies, but from his own as well.

Ethnographic photography’s long history full of contributors changed its course and de-
velopment over time. This is not an exhaustive list of historical figures by any means, but it 
highlights those who could be considered key players. They have initiated change, challenged 
methodologies, and provided different applications for the field. Thanks to them, this field 
continues to grow and thrive today, challenging its practitioners to work within established 
methodologies, but to also seek new ways to innovate and evolve the field. Their influence 
has shaped my photographic methodology for my ethnography in Senegal, and I will explain 

1. In a personal interview with me, Nilsson said that, in his opinion, the terms ‘visual ethnographer’ and ‘ethnographic photo-
grapher’ were synonymous. I use the term ‘visual ethnographer’ at this point, as it is how he labels himself.
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which particular approaches had influence. The approaches are put forward by John Collier, 
Jr., whose work and methodology I have discussed previously, and Elizabeth Edwards. In 
image analysis, I used the ‘iterative-deductive’ framework as proposed by O’Reilly to inte-
grate my images, data, and research into a cohesive whole. In this way, I tended to focus on 
the holistic viewpoint, as my ethnographic analysis sought to understand Senegalese visual 
communication and culture in the greater context of Senegalese culture. This section will 
just cover my fieldwork process of gathering images and the background methodology.

Collier believed that using the camera as a research tool was a step-wise process, in which 
one begins with an orientation phase. In his book, Visual Anthropology: Photography as a Re-
search Method, Collier takes several example settings, such as rural environments, and charges 
the photographer with noting several economic, cultural, and psychological variables: the 
presence of farm equipment, trucks, and cars and their proximity to the house; the condition 
of the house walls, roof, and windows; the intrinsic care and decorative painting of the house; 
the self-expression in the garden, perhaps as evidenced by the abundance of flowers (Collier 
and Collier 39). By looking for elements in these areas that perhaps would be considered 
mundane, it is possible for the ethnographic photographer use them as sensitizing concepts, 
ones that can help build a foundation for later research. From this phase, the ethnographer 
can then start to look for areas of interest, therefore narrowing the focus of research. In tan-
dem with his funneling approach, Collier found it best to approach ‘human organizations’ 
in a similar sequence, from the public to the most private, from the formal to the informal 
(Collier and Collier 27). Logically, he pointed out, total documentation is impossible and 
unhelpful, since it will provide too much information to be helpful. Instead, a large amount 
of representative samples can be sufficient to reflect and reconstruct a contextual view of the 
culture. Even though his work has been criticized for being too reliant on empirical values, 
I found his suggestions essential in forming my own photographic methodology.

Elizabeth Edwards advocates the use of both ‘creative’ and ‘realist’ images as ways to express 
culture; they should be considered complementary, not mutually exclusive. As its name hints, 
realist photography has a documentary approach to recording information, and in a sense, 
tries to capture the truths in the world. In contrast, expressive photography can be used to 
work creatively within the medium, so that images are created from the expression of the 
ethnographer’s aesthetic vision (Pink, “Doing Visual Ethnography” 155-156). It works in a 
manner opposite of realist photography by portraying fragments and details of life, even in an 
ambiguous way. Though it may take the acknowledgement of the complex and unruly nature 
of culture to the extreme, expressive photography finds its value in making the viewer question 
the very nature of the subject within the image, and its place in the larger social context. It 
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forces the reader to see the ethnography through different eyes and consider different per-
spectives, as opposed to what is seen in the more straightforward documentary photograph. 
When used in conjunction, she says, these two methods work together to produce a larger 
breadth and depth of knowledge by taking more than one approach in representing a subject.

In my work in Senegal, I took Edwards’ ideas into consideration while photographing. 
While ‘creative’ images make up the minority of the images I used in my ethnography, I did 
utilize some images that could be considered as such to evoke more meaning for the reader. 
It should be stated explicitly that by ‘creative,’ I mean compositionally. I used a combination 
of tight close-ups and large environmental scenes to give the reader a sense of the setting 
from many perspectives. It should be stated explicitly that no digital manipulation was done 
to any of the photographs. Instead, images were lightened or darkened in order to express its 
information better. If an image were manipulated digitally, then it would lose its meaning as 
a reliable source of data gathered during fieldwork.

Conclusion

The success of the ethnographic analysis lies in a sound methodology. Before starting on 
an ethnographic project, the ethnographer is faced with a choice on how to begin building a 
theoretical framework. As an ethnography seeks to understand and expand upon the native’s 
point of view, the theory that guides the ethnographer’s fieldwork determines how he or 
she gathers and analyzes their data in order to best represent it. The theoretical approaches 
presented in the chapter provide examples of ways this can occur. Of course, not one pure 
methodology is used in the modern ethnography, but a combination suiting the ethnographer. 
Theory is particularly important to image production and study when photographs are used 
as primary sources of data, since they are used to reveal cultural patterning. Representing a 
culture in a sound way, through text, images, or both, is the main goal of the ethnographer; 
careful consideration and application of theory helps to ensure that this is achieved.
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While it is important to consider the growth of ethnographic photography over 
the past century, it is equally important to look at the influence of photogra-
phy in Senegal over this time period. How was photography used and was it 

regarded in the past, and how is it used and perceived now? Who and what was the subject 
of the image, in respect to both past and present? Exploring these questions will provide 
a parallel to what occurred outside of the country, and will end in a final analysis of how 
photography is received and utilized in Senegalese culture today.

Beginning with the intersection of French colonization and photography in Senegal in the 
late nineteenth and early twentieth century, the tumultuous relationship between Senegal and 
France can be seen through the early usage of photography via the postcard. These images 
on the postcards are considered controversial today, though, because they express Social 
Darwinistic idealism. The idea of Social Darwinism was in vogue in the mid-Victorian age. 
Social Darwinism is the idea that superior groups of people will dominate those that are 
considered inferior; categorization of people into superior and inferior groups is based on 
their physicality, race, and ethnicity. This theory, combined with the advent of photography 
in a colonial setting, allowed images taken by French settlers, officials, and ethnographers 
for official documentation. These images of the native peoples were then categorized and 
placed into the dominance hierarchy (Landau 142).

The photographs images that were amassed for bureaucratic use also created a body of 
images for personal circulation – that is, for postcards. Postcards were a popular medium 
among the colonizers for communication. Though a postcard seems like a trivial object, it 
had great power in this time period, as it was a source of imagery from the far-flung French-
man to his homeland. They were the dominant route in which photographs were sent back 

Chapter 3
A Component of Senegalese Visual 
Culture: Photography Then and Now
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to France, but the postcard’s images were skewed in how it portrayed Senegalese culture. 
Certain stereotypes were impressed upon the people the postcard’s represented, because 
it was biased through the French perspective. Not only was Social Darwinism a factor in 
how photographs were recorded, but also French photographers were notorious for being 
haphazard with the facts of the people and places they captured. They often confused ethnic 
groups, placed subjects in supposed ‘traditional’ wear, or spoke in generalities about places 
within the photograph. Traditional names were often ignored, and places were reduced to 
assigned titles, like village noir, le village, or a variation of such terminology (French, ‘black 
village,’ and ‘village,’ respectively) (Prochaska 45). Of important note, these postcards exploited 
exoticism, racism, and fetishism as evidenced by the framing and styling of the images, as 
well as captions that sometimes went along with the postcards.

 The French postcard photographer Edmond Frontier had a lengthy career in which he 
created thousands of photographs. One collection of his demonstrates how the French viewed 
the indigenous people; these images have undeniable sexual overtones. A certain collection 
of 310 photographs of women and young girls, were known simply as études (French, ‘stud-
ies’). In them, many of the subjects are semi-nude, and are accompanied by sexual or racist 
captions. For example, a postcard shows three Serer (an ethnic group found in Senegal) 
women, with one seated and two with their hands on the seated woman’s shoulders. The 
caption announces ‘West-Africa-Senegal-Serer-Nones.’ On the front, another caption states 
‘Samples of beauty,’ but on the back reads: ‘We can say without exaggeration that these are 
crocodile mouths.’ (Mustafa 176).

The postcard phased out during the mid-twentieth century, but the idea of the portrait 
was still central to the Senegalese aesthetic. During the 1940s and 1950s, African-owned 
portrait studios opened. In the beginning, with Mama Casset as the first Senegalese portrait 
artist, a new portraiture paradigm was founded and established. Instead of being placed 
into subservience, as they were by the French, a mutual relationship was created between 
the African portraitist and his or her subject (Mustafa 177). Photography had now taken on 
a new role in Senegalese culture.

 With independence from French rule acquired in 1960, movements in the practice of 
photography were further perpetuated. African photographers worked together with their 
patron to establish a desirable self-image, and so often incorporated objects of significance, 
such as European pens, phones, or flowers. Seydou Keïta was a famous Malian photographer 
who focused on portraiture as his defining body of work, by mastering the techniques of 
lighting and framing (Geary 91). He was a self-taught photographer whose early work was 
thematically similar to those of early Senegalese portraitists, as Senegal and Mali shared 
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historical ties of cultural and political importance (Mustafa 176). Like Senegalese portrait-
ists, he was especially known for bringing in luxurious props, such as costumes, Vespas, and 
luxury cars. Women who sat for portraits tended to utilize fewer props, though, and instead 
focused on their personal attributes, such as their hair, clothing, and jewelry; displaying 
jewelry prominently was considered especially important. Even though French cloth was 
highly valued and used in making clothing, it did not supersede the value of the locally made 
gold jewelry that women wore, such as rings, earrings, bracelets, and hair decorations. The 
attention paid to jewelry makes the portraits of Keïta’s Senegalese clients unique, as they 
stood out due to the “abundance, intricacy, and originality of their jewelry” (Rabine 307). 
In addition, Keïta offered his clients a variety of poses, such as standing poses, posing with 
chairs, or reclining; he also worked closely with his clients to achieve their best representa-
tion. Thus, he epitomizes the new perspective that engaged the subject as they wished, and 
not as the colonizer desired.

 Much importance is placed on photography, as it is a representation of an individual’s 
wealth and status; by extension, then, it resonates with the family as a signifier of their wealth 
and status too. In addition to jewelry, cloth has an important stance within the society: women 
in the finest of cloth are held as the ideal. Thus, photography and fashion go hand-in-hand for 
Senegalese. Due to the global and local cycle of import and export of photographs, women 
are constantly renewing their sartorial choices. The combination of photography and fashion 
reverberates as a way to seek self-identity and maintain the family’s reputation.

Portraiture is united under one idea that is immediate and pervasive in Senegalese culture: 
the sañse. Sañse is a Wolof-French word that refers to the whole dress, comportment, and look 
of a woman in her photograph. It is a form of self-invention where women portray themselves 
in the way they want to be seen for the camera (Mustafa 173). The ideal is a solemn stature, 
showing the subject as refined and elegant, while also striving to be as fashionable as possible. 
These images are invaluable in social relations, as they are the medium for displaying and 
sharing familial and individual wealth.

As sañse is the standard toward which Senegalese women strive, it seemingly verges on 
fetishism or obsession. Women are constantly renewing themselves to maintain their image, 
because of the importance placed on them as the front for the family. The highest form of 
sañse is seen in the album, especially ones that shows a wedding or baptism. Photographs are 
collected into albums, such that they can be arranged to tell the story of the event. Important 
to both visual culture and traditional expectations, the album is narrated to the audience, 
with the thread of narration following who is in each image, what they are wearing, and 
how this bears significance on their family’s financial standing. Albums, then, are a source 
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of visual and verbal memory.
As for my personal experience, I was visiting a friend, Ndolane, at his family’s house and, 

at his family’s urging, Ndolane pulled out a large stack of color 4 x 6 photographs to share 
with me. We slowly went through each one, and he pointed out everybody in each picture, 
and told me their names and their relation to him. There is Ndolane and his friends, there he 
is with his first customer at the barbershop, there he is with his brothers. In the photographs, 
sañse was evident – the women were posed and solemn, and men in the pictures rarely smiled, 
but instead looked straight into the camera with an air of formality and ceremony. With me 
was a schoolteacher that had helped me find the way to Ndolane’s house; even though neither 
man knew each other, the schoolteacher was completely absorbed in Ndolane’s narrative and 
asked several questions about the people in the pictures. I believe this reflected the value of 
photographs in Senegalese culture, because they were treated and received with great respect.

The desire for photographs of the Senegalese originated with the colonization of Senegal 
by France. Over time this desire remained constant, but the photographer, however, has 
changed from a French documentarian to that of African-owned urban portraiture studios. 
In this evolution, the subject matter has changed from the French domination over their 
Senegalese counterparts to an equal relationship between photographer and sitter. Even as 
the 1980s allowed cameras to be placed in more people’s hands, it was still the studio por-
traitist to whom people turned.

Today in contemporary Dakar, a diverging kind of portraiture has emerged. The use of 
cell phones equipped with built-in cameras and the access to computers with internet is 
common. As in America, Facebook is heavily used among the young people of Dakar as 
another way to socially connect. With the convergence of these three technologies, a new 
era of photography is here. Facebook profile pictures are more relaxed in comparison to the 
images that heavily stress sañse. Friends hugging and big smiles are easy to see. However, 
there is still the element of sañse – some images are very posed, with a certain head tilt, eyes 
heavily done up, and hair coiffed just right. Thus, photography continues to be an important 
way to share portraits, in whichever way it is used, from the formal album to the informal 
Facebook snapshot. With its transition from past to present, the usage of photography has 
been incorporated as a mainstay into their modern visual culture.
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My first contact with Senegalese culture confronted me with different languages 
and ways of life, bringing forth the question: How can I rationalize these expe-
riences in a meaningful and informative way? Living within Senegalese culture 

demanded negotiation between what I was experiencing and how it could be placed in a 
broader context. Further, as an ethnographic photographer, I grappled with capturing the 
vitality of Senegalese identity and visual culture without taking images that in any way exoti-
cized or misinterpreted them. As I went about living and photographing in Dakar, I realized 
that approaching this new culture required me stratify it into different levels of visual culture. 
By creating a hierarchical order, I had a framework in which to place my daily experiences 
and photographs – even more, I could analyze them in a way that drew out connections be-
tween the different levels. As I learned more about visual culture, and Senegalese culture in 
general, I began to see how relationships between the levels I perceived were complementary 
and reflective of one another. This system, then, served to better unite my understanding of 
Senegalese visual culture and communication.

Examining the visual culture in Senegal will be done in a three-level approach, where I 
will begin broadly with Senegal, then Dakar, and finally the National Children’s hospital. At 
each level, different perspectives will be used to examine the nature of visual culture, how 
images are used to communicate, and to whom they are directed. The visual culture at each 
level expresses the unique linguistic culture of Senegal, where different languages intermin-
gle, sometimes forming new hybrids. It is important to understand the linguistic basis of 
visual communication and its historical significance, especially when considering French, 
the colonialized and institutionalized language that is still used today. Through this analysis, 
I will appreciate the historical background and cultural significance of images and text used 

Chapter 4
An Ethnographic Analysis of 
Senegalese Visual Culture
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The top image was taken at Lac Rose, or Pink Lake, where salt is harvested.  This is  a boat of a harvester, and has Senega-
lese-specific visual imagery:  the colors of the flad (red, green, and yellow), the word ‘Senegal,’ and the baobab tree.  In the 
bottom image of a back of a taxi, the driver has placed stickers of the continent of Africa.
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in the Senegalese visual culture in order to better understand the visual culture as a whole.
In 1960, Senegal gained independence from France, and Léopold Sédar Senghor was 

elected the first Senegalese president. In drafting the new country’s constitution in 1971, he 
unambiguously maintained French as the official language – there was no mention of any 
ethnic languages (Diallo, Chapter 1, Location 75)1. He made this choice, not only because he 
favored the French language, but also because he saw French as more globally accessible for 
the people than any of the ethnic languages: it was in their best interest to learn French in 
order to communicate with a wider audience. Thus, French became the medium of instruc-
tion in schools. Senghor had previously written a primary school textbook in 1953 about a 
hare named Leuk-le-Lièvre, which was aimed at a young audience as an introduction to the 
French language. This book, titled La belle histoire de Leuk-le-Lièvre: Cours élémentaire des 
ecoles d’Afrique Noire, was incorporated in elementary education coursework, though its usage 
has decreased today and is now viewed as a child’s storybook. However, pressure among the 
Senegalese to recognize the ethnic languages was growing, and in 1972, Senghor added an 
amendment that recognized six ethnic languages as national languages. There were some 
early efforts to try to teach in an ethnic language starting in primary school, but these efforts 
were futile, mainly due to the lack of teaching materials and curricula developed in these 
languages. Thus, French continues to be the language of education today. No government 
schools at any level in the education system teach literature, mathematics, physics, finance, 
computer science, or any other subjects systematically in any six of the national ethnic lan-
guages (Diallo, Chapter 4, Location 1001).

Despite the shift from the rejection to recognition of ethnic languages, French continues 
to dominate certain sectors, such as education, administration, and the media, even though 
it is only spoken fluently by about 20% of the population, and is the first language learned 
by less than 1% (Diallo, Chapter 4, Location 986). It is one of the six recognized national 
languages – Wolof – which is the lingua franca of the major cities in Senegal, especially in 
Dakar, the capital of the country. It is the first language of approximately 43% of the Senegalese 
population, but is spoken by more than 85% of the people (Diallo, Chapter 1, Location 300). 
Wolof is preferred by street vendors, taxi drivers, and market merchants; it is the language of 
choice for just about anyone in Dakar. The ability to speak Wolof in Dakar is a sign of social 
integration and modernity, so it holds a certain prestige among the Senegalese people. The 
country is undergoing what is termed a ‘Wolofisation,’ in which ethnic identities of non-Wolof 
peoples are shifting towards the language and culture of the Wolof. Though it has encountered 
some resistance by the non-Wolof speaking communities who fear for the longevity of their 

1. This is an e-book citation, as Kindle editions of e-books do not contain page numbers.
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These are a child’s pair of sandals, showing the Senegalese flag and the word ‘Senegal.’
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own language and culture, the ubiquitous use of the language in the spectrum of Senegal’s 
social strata has secured its place as the most widely spoken language in Senegal.

On a national level, language and national symbols interact to create a specific visual 
culture. First and foremost, the country’s colors – red, green, and yellow – dominate Sen-
egal’s visual landscape; they adorn t-shirts, shoes, bags, flag pennants, and many other 
items that people can wear and/or carry. In addition, the actual flag of Senegal can be 
used, but has the same function as the colors: to quickly code it is Senegalese in nature. 
Two words compete for the same popularity that the country’s colors have, and their usage 
decorates the same mediums, such as clothes, but are also written or painted on surfaces. 
These words are ‘Senegal’ or ‘Sénégal’ (as spelled in French) and ‘Africa.’ The words may be 
used in conjunction with the colors, or may stand alone. Using these two words to create 
an identity for oneself is as powerful as using the country’s colors. Sometimes, the shape 
of the country of Senegal or the continent of Africa is used, but it conveys the same idea 
that the word would. This is just like the using the nation’s colors versus the nation’s flag 
to evoke Senegalese-ness. In this way, the colors and words act as an automatic label that 
reads “I am Senegalese” and this message is easily signified to others.

Moving from the outermost level to the next, I am shifting my focus from Senegal to 
Dakar. Just like symbols are used at the national level to indicate one’s identity as Senega-
lese, pictures and signs are used at the Dakar level to denote who and what a business is 
and does, thus creating an identity for the business. Actual “signs,” like the ones we would 
see in America for example, that stand upright away from the building or project of off the 
building, are uncommon in Dakar. Signs like this are characteristic of imported businesses 
or chain businesses; for instance, Shell gas stations and some banks use these with their logos 
to advertise. However, a brand that is recognized worldwide takes on a different meaning 
in Senegal. Michelin is a French company that sells tires, and their iconic symbol of the 
Michelin Man as a stack of white tires is recognized and associated with the company. Many 
tire vendors paint a running and/or waving Michelin Man, frequently without words, on 
their buildings to code for what they sell. The way that the Michelin Man is used, not as 
an actual but as a painting, shows that he is being absorbed into a Senegalese context as a 
generic symbol. For tire vendors, it is way of saying “I sell tires” but not necessarily “I sell 
only Michelin tires”, demonstrating the transformation of the Michelin Man as a business 
logo to an advertising code in the Senegalese context.

Context is crucial for understanding many of the visual images painted on buildings; 
many of them are specific to the Senegalese culture and way of life. Just like the Michelin 
Man is used as a symbol to represent tire vendors, businesses use images to represent 
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what they offer, either in complement to words, or independent of words. These images 
code specifically for what the business does, allowing the consumer to recognize this 
immediately. Sometimes, images are used to ‘sum’ together in order to illustrate the type 
of business. For instance, a dibiterie vendors use very specific images to show exactly 
what they sell. Dibiterie, which uses the Wolof word for lamb – dibi – with a French 
ending, is often called dibi for short. It is a popular fast food consisting of any type of 
dish made of grilled lamb, an animal that is commonly raised both in and around the 
city. The images of a knife and a lamb illustrate exactly what this business does, and 
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this visual advertisement complements the word dibiterie to clearly show that they sell 
dibi. Another example shows the exclusive usage of pictures; the multitude of images of 
building materials and tells what the business has to offer. Painted representations like 
these are necessary in Senegalese advertising to effectively communicate the identity of 
the businesses in a way that is specific to Senegalese culture.

Public transportation in Dakar, in the form of taxis and cars rapides (French, “fast cars”), 
reflects the importance of images, symbols, and words to everyday life. They integrate sym-
bols from a broad array of categories, but especially focus on those which are patriotic to 

The left panel shows two images of goats and sheep being raised in an urban environment.  The dibiterie vendor uses  
the combination of a knife and sheep to symbolize selling dibiterie.
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country and continent, and those which are religious. Each car rapide is unique in its deco-
ration, but they all have one thing in common – the phrase Transport en Commun (French, 
“Public Transport”) written on the sides. Senegal is largely Islamic and a branch of Islam, 
called Sufi Islam, is practiced there. Sufi Islam is considered a more mystical side of Islam, 
and its practitioners are organized into large communities, called brotherhoods. There is a 

In the top image, a tire vendor, a cosmetic dentist, and a photo studio stand side-by-side.  On the left-hand side of the dentist’s 
sign is a faded painting of the Michelin Man (see inset image).  Also note the use of ‘Before’ and ‘After’ teeth to advertise the 
dentist’s abilities. In the bottom image, pictures of building tools show what type of vendor this is.  
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Cars rapides are the most inexpensive, but slowest, form of transport around Dakar.  All of them have the same color scheme, 
being half yellow and half blue, but upon close inspection, their unique characteristics stand out.  Note the photograph of the 
religious leader in the windshield of the car rapide in the top image. 
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Clockwise from top left: the same image of Amadou Bamba shows up in many styles on a variety of surfaces, including vendor’s 
stalls, houses, and boats.  On the facing page in the top left corner is the only surviving picture of Bamba from which artists 
draw their inspiration (Internet image citation number: 1). 
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Graffiti, in both words, symbols, and images, cover many of the buildings and walls throughout Dakar.  Here, in both images 
is political graffiti, perhaps the most common type.  In the top image, written in blue, reads ‘Wade, l’espoir,’ which translates to 
‘Wade, the hope,’ signalling support for then-president Abdoulaye Wade at the time his potential re-election in April 2012. In the 
bottom image, in contrast, ‘La Nouvelle Republique’ is apparent, showing support for Wade’s opponent Macky Sall.  Sall, as it 
turns out, ousted Wade in the controversial April 2012 elections.  
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hierarchy of power within the brotherhoods, and pictures of the faces of the leaders within 
brotherhoods dominate the inside and outside of taxis and car rapides. Especially important 
is Amadou Bamba, the founder of one of the largest Sufi brotherhoods, the Mourides. Only 
one photograph of him exists, and it is found everywhere in all manner of variations and 
translations – on the sides of houses, businesses of all kinds, cars, taxis, car rapides, and other 
forms of public transport. Car rapides, apart from symbols, are often brightly decorated with 
patterns, colors, and pictures. Unlike car rapides, taxis are decorated on a personal level and 
represent the opinions and beliefs of the driver; they are more likely to have pictures and 
symbols that represent their religion and patriotism.

Senegalese visual culture utilizes words and images that are often Senegalese-specific; they 
assume different meanings when used at the public level and the private level. These images 
can have different ways of expression, such as being complementary to the text, or standing 
independently. They also have different functions, like being a generic symbol of a trade (like 
the Michelin Man) or being a specific representation, as in the case of the dibiterie vendor. 
Pictures and images, often patriotic and religious, cover the cars rapides and taxis of Dakar, 
giving each a unique look. It does not end here, though. Graffiti is a popular form of expression 
for artistic and political purposes in Dakar as well. Words and phrases in Wolof, French, and 
English, as well as pictures and stenciled images, cover public surfaces, adding to the diversity 
of visual culture.

Now, I turn my focus to a specific place within Dakar, which represents the third level of 
the three-level approach. Here at Albert Royer, the National Children’s Hospital of Senegal, 
the intersection of education, language, and visual imagery is present at the individual level. 
Two pieces of evidence aid in the understanding how these three components are present: the 
doctor-patient interaction and the presence of painted imagery within the hospital.

This hospital was founded by a French-Canadian pediatrician named Dr. Albert Royer in 
the mid-twentieth century; his presence is memorialized with a large bust at the gates of the 
hospital compound. While other hospitals in the country offer healthcare services for children 
as well, Albert Royer is the only hospital dedicated exclusively to children. Caregivers travel 
from all over the country to bring their children here for healthcare. I frequently met caregivers 
who had travelled several hours over the dusty roads of Senegal by car, bus, taxi, or setpalaas 
(Wolof, “seven-seat taxi”) for their appointment. With the flow of patients and their parents 
through the hospital, and their interactions with the doctors and staff, the linguistic divisions 
become very apparent. The language spoken in the waiting room and the hallways between 
children, parents, doctors, and staff is Wolof. I believe this is so because these places represent 
a more casual space, where serious matters are typically not discussed. Light conversations or 
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quick questions, such as directions to the pharmacy, are saved for these spaces.
It is not until one steps into the doctor’s office that French may be spoken. As I was 

working in the consultations office, where HIV-positive children were seen and treated, the 
topics of these conversations were not meant for the hallway: here in the office is where the 
more serious conversations occur. The language spoken by the patient’s parent first is what 
will drive the doctor-patient conversation. The patient’s parent always initiated a greeting, 
in either French or Wolof. So, if the parent speaks Wolof, the doctor will speak Wolof. If the 
parent speaks French, then the doctor will speak French. In my experience, Wolof was always 
spoken when the caregivers were older, particularly with grandparents. When I asked a doctor 
about this trend, I was told that people of this age typically had not gone to much school, and 
so had not learned French. Instead, the caregivers who spoke French were often younger, in 
their twenties and thirties. Though younger parents did not always speak French, I think the 
trend of younger caregivers speaking French more often than older caregivers demonstrates 
an important trend. This younger generation is more likely to have been more educated in 
comparison to the older generation. Looking at statistics of 1960, the enrollment rate at the 
primary level was 36% for boys and 0% for girls (Diallo, Chapter 6, Location 2197). These 
figures indicate an alarming lack of formal education at this time, providing context for why 
the older generation of caregivers does not speak French – they simply never learned. In 

The bust of Dr. Albert Royer on the grounds of the hospital named after him. Inset: A photograph of Dr. Royer from the Univer-
sité de Montréal archives (Internet image citation number: 2). 
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Articles 21 and 22 of the Senegalese Constitution adopted in January 2001, education was 
granted to all children, free of charge until the age of 16; in fact, it was deemed compulsory 
(“Senegal,” U.S. Dept. of Labor 436). However, the Senegalese public school system does not 
have the means to handle every student that must enroll each year. In 2002, the net primary 
enrollment was 69%, showing a large increase in children enrolled in public school, but this 
not a number near 100%. This statistic from 2002 also does not reflect the number of children 
who seek education from informal means, such as apprenticeships. Nevertheless, the trend 
is positive: more children are attending school now than in the past, and this is evident in 
the differences between the caregivers who walk through the doors of Albert Royer.

To bring past to present, a storybook character mentioned earlier makes a colorful ap-
pearance at Albert Royer: Leuk-le-Lièvre, the heroic hare created by Senghor for primary 
school textbooks. The waiting room, just like one would expect in a children’s hospital, is 
brightly decorated: dinosaur curtains, tot-sized tables and chairs, and, the decorative aspect 
I want to focus on, the painted wall with a mural of Leuk himself. Why would the hospital 
choose to place a school book character on the wall? I believe it is because Leuk has gone 
from being a lesson plan in primary school to something much larger: he has made his way 
into the mainstream culture as a cultural icon recognizable to any Senegalese child. At first, 
Leuk’s purpose was to provide a way to teach French to young children. In the primer written 
by Senghor, his stories are told in 68 short chapters that are written in simple French. Ac-
companying the stories are often pronunciation guides and/or glossaries at the end of each 
chapter. During his stories, Leuk meets friends and has adventures. They are fable-like tales, in 
which simple lessons can be learned: it is better to be good than evil, or one must learn from 
those who are wise, for example. In this way, the Leuk’s adventures are interesting, short, and 
easy-to-follow, which seems to be an effective way to introduce French to young children.

Leuk, though, adopts many mannerisms, actions, and ideas that are Senegalese in nature, 
not French. This, it seems, was a tool of that Senghor used to make his character more relat-
able to Senegalese children. If Leuk could embody some characteristics that these children 
associate with, they would be more likely to want to follow Leuk and what he does. It is 
simply more interesting to them! Senghor’s incorporated aspects of Senegalese culture in-
clude, specifically, certain traits of Wolof culture. For example, the names of the characters 
follow the same format, where his or her name is the type of animal he or she is, first named 
in Wolof and then in French. Leuk, being a hare, is thus called Leuk-le-Lièvre, and an elder 
friend of his who is known for his greedy ways is Bouki-l’hyène. Though Leuk and Bouki 
are not related, Leuk addresses Bouki as “Uncle,” which is a sign of respecting one’s elders in 
Wolof culture. These subtle moves by Senghor, with the convention of naming and addressing 
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others in accordance with Wolof culture, makes the characters, at first imposing with their 
foreign language, seem more familiar and enticing for children.

This crafting of Leuk for Senegalese children can be seen further by examining the brightly 
colored illustrations of the book. Leuk’s interactions with people, animals, and environments 
have strong “African” influences. For example, grass-and-wood huts and baobab trees are 
featured in many of the illustrations. The people are dark-skinned and often wear traditional 
clothing, like brightly colored wrappers or grand boubous, a type of draping robe worn by 
men and women. One illustration shows a line of hyenas wearing wrappers, carrying pots 

Top Image:  Standing at the entrance to the waiting room at Albert Royer, Leuk’s image is immediately apparent.
Bottom set of images, clockwise from top left: Leuk leads a line of hyenas, who display Senegalese characteristics, such as car-
rying items on top of the head; In the background is the baobab tree, which is a tree that dominates the countryside of Senegal; 
Leuk speaks with a man wearing a traditional Senegalese garment, the grand boubou.  
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It is easy to see where the artist who did the painting on the wall in Albert Royer (bottom image) took his inspiration from: 
directly from the pages of Le Belle Histoire de Leuk-le-Lièvre (top image)
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on their heads, hauling baskets on their backs; one even has a baby hyena slung on her back. 
Each are actions that a Senegalese child would recognize as familiar. Thus, Senghor appropri-
ated certain cultural signs in his novel to make it more accessible for a Senegalese children.

 Even though this primer is no longer used in the elementary education in Senegal, Leuk 
and the other characters are still popular with children, such that any child would recognize 
this hare with his large ears and walking stick. His entrance into popular culture makes him 
an equivalent to American Disney and Pixar characters. Just like American children know 
Nemo and Aladdin, Senegalese children know Leuk and Bouki. Therefore it is no surprise 
that Leuk adorns the walls in the consultation offices, because of his popular status. Since he 
is so well-known, he is something familiar and comforting to children, who may feel scared 
and unsure in a hospital setting.

 The use of painted portrayals of Leuk and Bouki at Albert Royer signifies a larger cultural 
phenomenon. Advertising of any kind is done chiefly through hand-painted words, symbols, 
and pictures. In each of the three levels of visual culture in Senegal, this same pattern is seen: 
Senegalese-specific signs are used to communicate certain information to other Senegalese. At 
the broad level of Senegal, the nationalistic signs and symbols associated with the country and 
its continent dominate. In the second level, that of Dakar, signs are used with specific functions, 
like the Michelin Man and his implicit message of selling all tires. More importantly at this level, 
these cultural signs and symbols are used to reinforce the ‘Senegaleseness’ because they tap into 
the very identity of Senegalese people. By drawing on specific themes, like religion, politics, 
and food, the distinctive culture of Senegal is represented through paintings by its people, for 
its people. At the third and final level, the same phenomenon is found at Albert Royer, the 
National Children’s Hospital in Dakar. Leuk and Bouki are two popular children’s characters, 
and their painted presence on the walls of the buildings within the hospital compound shows 
that the Senegalese are well aware of the familiar status of the two characters in their culture. 
Directing these images towards children represents a very specific use of visual imagery to 
communicate ideas of familiarity, comfort, and lightheartedness. French and Wolof languages 
and ideas are blended at all three levels, such as wearing a ‘Sénégal’ t-shirt to represent being 
Senegalese, using the Michelin Man, a French logo, to communicate being a tire vendor, and 
using Leuk, originally a character to teach French, as a symbol with whom Senegalese children 
can connect. Wolof still has the dominant hold as the major language spoken in Senegal, but 
some integration of the French language and culture has nonetheless influenced the Senegalese 
culture of today. These examples show that these two languages, and the cultures associated with 
them, have intertwined to form this unique visual culture; a visual culture that demonstrates 
the power of images to communicate and represent facets of Senegalese identity.
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A Reflexive Statement

 Living in a new culture brings to light personal strengths and weaknesses very quickly. 
It is at this point that I recognize them in order to readily situate the case study I did in the 
National Children’s Hospital. I am a young, white female, proficient in French with only a 
conversational grasp of Wolof. While able to effectively communicate with doctors and staff at 
the hospital in French, my lack of Wolof was limiting at times, such as during doctor-patient 
conversations. Being white was also a limitation that must be recognized – I was immediately 
labeled as ‘different,’ and was sometimes even considered exotic, as evidenced by one time a 
female teenage patient wanted to snap a picture with me on her phone. Quickly, though, my 
daily presence in the hospital became ordinary, even expected. The doctors began to accept 
me; they became more relaxed and automatically answered questions they knew I was going 
to have about a patient case (i.e. “What’s the cause?” What’s the treatment?” “Is this typical?”). 
When they were at ease with me being there, I believe that patients could notice, so that in 
their eyes I became another healthcare professional.

 From a personal standpoint, I found it a strength to be aware of my limitations, because 
I realized that the images I produced were representative of what I saw. It allowed me to walk 
in each day with an open mind for what I was going to experience, because these experiences 
were going to be, most likely, new for me. While I was in the internship for six weeks, I actually 
photographed for the last two. I took this approach so that I could immerse myself in the ways 
of the hospital and also gain acceptance by the people who worked there. Doing participant 
observation – learning how to do a task and then trying it for myself – was another method I 
used to become a member of the hospital culture; for example, I was taught the basics of how 
to perform a check-up and then did one on my own, under supervision. Another method of 
immersion was to wear the hospital white coat, which signaled to other hospital workers and 
patients that I was “one of them.” I believe this was one of the most important steps in the 
immersion process, because it was an automatic sign of directly association with the hospital. 
Only after this, after I gained the trust of the people I observed and after I learned the roles of 
individuals and how the organization functioned, did I bring in my camera.
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Ethnography is the process of observation and representation, a way to create knowl-
edge about social processes in another culture. As a social science, it has always 
dealt with the challenge of being valid, reliable, and comparable. Many tools, such 

as note-taking and interviews, are methods that work to streamline data collection while 
ensuring its reliability at the same time. Even with the use of such tools, working in the 
complex and often messy domain of culture makes life difficult for the ethnographer. The 
use of the camera serves as an additional tool that has several unique characteristics, such as 
recording scenes quickly and reliably. As an ethnographer, I used photography as my primary 
tool, a way to record observations and information that could later be used in an analysis. 
I believe that the photographs that came out of my time at Albert Royer were invaluable in 
creating an ethnographic analysis and strongly support the continued use of photographs 
as tools of research.

Before beginning my ethnographic analysis of Senegalese visual culture, I took time to 
explore the history of ethnographic photography, including key photographers and meth-
odological theories. I took this approach while diving into the history of photography in 
Senegal as well. Exploring these two routes of ethnographic photography was necessary for 
two reasons. The first is that it set the stage for understanding the process and value of ethno-
graphic photography. Secondly, I used it as a springboard for my own ethnographic analysis, 
since it helped place me, as a practicing ethnographic photographer, in the modern day and 
in Senegal. By tying together the history and theory with my own analysis, I could create 
meaning for an ethnographic photography project that examines visual culture in Senegal.

This thesis on ethnographic photography began with the question: How do I visually 
represent a culture while exploring a certain aspect of it? I explored this question during my 

Conclusions

“One can snap a shot or take a photograph; ‘to snap a shot’ means reckoning 
with chance, and ‘to take a photograph’ means working with contemplation – 

that is, to comprehend something, or to bring an idea from a complex to a  
consummate composition.”

– August Sander
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time in Senegal and after, another as well – how does visual representation take place in the 
culture? This was a deep question, entrenched in language and politics beginning decades 
ago, but the search for these two answers revealed that use of language and signage takes 
place on several levels of cultural life. Approaching Senegalese visual culture in this manner 
helped to stratify each of the levels and indeed see that the visual culture is not only pres-
ent, but is represented in a different way at each level. In devising a way to understand the 
processes at each level, I found photography invaluable during my research process. Using 
the camera directly shaped my methodology in the field. As I realized that I had to create a 
hierarchical system to understand the visual culture, I noticed I could use the images I took 
to establish and maintain each of the three levels. By using a system such as this, I worked 
within an iterative-deductive framework, as mentioned in Chapter 2. I was continually 
taking photographs, analyzing their content to place them at the appropriate level, and also 
evaluating the photographs I had already placed. Through this framework, the three-level 
approach to understanding visual culture became more focused and well-defined. Thanks to 
the refinement, I could see the relationships forming between the levels and appreciate the 
perspectives within each. Exploring each of the levels – Senegal, Dakar, and Albert Royer – 
exemplified and reinforced the idea that visual communication is heavily integrated into the 
culture through culturally specific representations. Through these three levels, I achieved 
a more holistic understanding of the relationship between Senegalese identity, signs, and 
visual communication.

In terms of future research, the challenge is to promote photography as a well-accepted 
tool for research. From the past with John Collier Jr. to now with Jacob Langvad Nilsson, 
photography has been shown to be a vital tool in the field for gathering information. It should 
continue to be encouraged and be incorporated, at the very least as illustrations and at the 
most as primary sources of data, in all types of anthropology. I agree with Elizabeth Edwards’ 
advocation for using both sides of photography, the documentary and aesthetic, to blend 
and create a deeper and more representative visual ethnography. A step further, as suggested 
by Sarah Pink, will be a greater emphasis on sensory ethnography, one in which one strives 
to focus on the textures of daily living – the food, clothes, materials, etc. By photographing 
these aspects, the reader can see and imagine tasting, feeling, and hearing these culturally 
specific sensations, which will bring them closer to the culture.

In observing the evolution of photography’s presence in research, from the time of Broni-
slaw Malinowski to now, it is clear that photography holds great potential as a research tool. 
It has been, and continues to be, a source of great utility, inspiration, and debate. At the very 
least it can complement a researcher’s field notes. However, using photography to its fullest 
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capability – by integrating images directly into one’s written work – is the most effective way 
to use it. Images help the reader understand the people, ideas, and actions of a new culture. 
If I can bring readers closer to understanding the beauty and value of understanding a new 
culture by sharing images from it, then I believe that photography should continue to be 
used so that these images can broaden people’s perspective of the world.
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