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issionary photography in Africa

belongs to the larger framework of
the colonial discourse about the “Other,™
a discourse that was pursued in the West
in many different forms of cultural pro-
duction, such as travel accounts, scholar-
ly ethnographies, popular writing, world
fairs, and pictorial representation. Book
illustrations, drawings, paintings, and
photography were among its most influ-
ential components. Missionary societies
and missionaries actively participated in
and shaped this discourse when popular-
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izing their achievements in word and
image. The missionary enterprise, first
and foremost dedicated to the dissemi-
nation of Christianity, paralleled ideals
of the colonial enterprise, for the expan-
sion of Civilization and the advance of
Progress were the goals of both (Mu-
dimbe 1988:47). The depiction of con-
stant progress toward these goals was
at the heart of missionary writing and
imﬁ;:oductim,

propagandistic and ideological
aspects of missionary writing and pho-
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tography have been widely recognized,
and the stereotypical and conventional
character of missionary imagery has
been examined in several recent pub-
lications (Brown 1981, Corbey 1990,
Jenkins 1990, Muller 1984, Thiel 1987).
Most of these analyses, however, are
based on the public or official record,
for example missionary postcards,
lantern slides for lecture series, and pic-
tures published in missionary journals
and books. Seen from the perspective of
what these images tell us, they are
acknowledged as valuable sources on
the perceptions of missionary producers
themselves and of the readers/viewers
of the time, but they give fewer clues
about the Africans pictured in them.
Taken by themselves, there is little
doubt that their scope as historical
sources on Africans and things African
beyond the confines of the missionary
enterprise may be quite limited. Con-
trary to received wisdom, however, |
would suggest that official images may
also be a limited and sometimes inaccu-
rate reflection of the producers’ ep-
tions and their experiences. Private
photographs in the possession of the
families of missionaries frequently turn
out to be excellent and rich sources of
information about both producer and
subject. This situation has been stressed
by the few scholars who have explored
such visual sources.2

In the following, I will try to broaden
our understanding of missionary pho-



tography by demonstrating why and
how producers” perceptions and experi-
ences may have become obscured in the
official imagery. In order to do so | will
contrast public, that is, official, images
with the private holdings of missionar-
ies, which either were never intended to
be seen by the public or never entered
the public domain. An image may be
characterized as “public” or “official” if
the image-maker created it with an offi-
cial function in mind. “Public” or “offi-
cial” also refers to the way in which the
pictures are disseminated—in publica-
tions and in the form of postcards—or
where they can be found—for example
in institutional archives. | consider most
archival records as part of the public
domain. Aware of the official character
of the archives, missionaries would care-
fully select what they sent there: in other
words they would choose the “best” in
terms of subject and quality. The mis-
sionary employees who maintained the
archives would in turn prefer and
encourage the depositing of certain
imagery (see also Wagner 1990:466). In
short, any image in an archive, repro-
duced in a publication or as a postcard,
had been the subject of more than one
screening process.

Another key to distinguishing be-
tween those two types of images,
besides their form of dissemination and
actual location, lies in the relationship
that the viewer established with them.
The viewers of the private images
would be the missionary and his imme-
diate family, while the audience for the
public imagery would be the larger
public or particular interest groups
within this public. It has been suggested
that the private image acts as a sign that
stands for itself. In this case, the viewer
perceives the pictorial elements as “the
direct appearance of some concrete phe-
nomenon,” capturing personal experi-
ences (Albers & James 1990:347). The
private picture is largely viewed and
understood by the people who knew
the subject; they draw its meaning from
this relationship between photographer
and photographed. The public photo-
graph by contrast acts as a metaphor,
for to the audience it “represents an
appearance which through analogy
stands for something other than itself”
(Albers & James 1990:347). When one
takes this distinction into consideration,
it becomes clear how an image takes on
metaphoric properties as soon as it
moves from the private into the public
domain, and becomes part of the more
femral'u.ed discourse. In the process it
oses part or all of its specificity; the
photographer becomes invisible, and
the time, place, specific circumstances
of its production, and identity of the
subject disappear. Exactly this loss is the
precondition for its new incarnation as
a visual metaphor.

A case in point is missionary post-
cards, a highly conventionalized and
stereotypical pictorial genre* Similar to
mo:;;u lished writing, pub-
lis images, such as illustrations in
books and journals and above all these

tcards, monotonously repeat estab-

ished tropes, revolving around and artic-
ulating the ideals of the colonial/
missionary enterprise. They construct
binary oppositions of a political and
racial nature between the white mission-
ary and his charges, repeating in essence
one of the salient characteristics of the
Africanist discourse, which was built on
dichotomies such as “savage”/“civi-
lized,” chaos/order, naked /clothed, and
perhaps the most persistent of all,
dark/light (see also Mdller 1985:14 ff,
Wirz 1982:58). These oppositions find
their visual expression in careful photo-
graphic arrangements, such as that in a
postcard produced for Les Franciscaines
Missionnaires de Marie en Mission
(Zaire) showinia nun reading from an
illustrated book to her female charges
(Fig. 2). The caption “CONGO—"An-
noncez la bonne Nouvelle” ” (Announce
the good news) refers to the spreading of
God's word. While intended to be a rep-
resentation of the good and compassion-
ate work of the missionary sisters, this
image contains additional subtle mes-
sages to the viewer. [ts composition also
expresses a clear hierarchy and power
relationship between nun and children.
The nun’s patronizing smile and _E:nting
finger reinforce this impression. pose
of the girls, eagerly surrounding the nun
and one of them sitting at her feet,
emphasizes the centrality of the mis-
sionary. Their clothing, smocks of a pat-
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tern worn by female converts all over
Central Africa, speaks of their progress
toward Christianity, and, from the mis-
sionaries’ t of view, decency and civ-
ilization. The contrast between the nun, a
white apparition, and the black children
is striking, repeating and reinforcing the
notion of race.

Other missionary postcards allude to
the powerful “savage”/“civilized” di-
chotomy, often expressed in temporal
terms—the before-and-after photo-
graphs of the missionized. The depiction
of “unenlightened heathens” contrasts
with images of “advanced Africans,”
such as the remarkable postcard of a
Christian family in Zanzibar (Fig. 3),
which can be dated by the painted stu-
dio backdrop to the last two decades of
the nineteenth century. This backdrop,
reminiscent of the setting in a European
garden, places the subjects in a “civi-
lized,” controlled, and orderly setting.
The family, consisting of husband, wife,
and two children, reflects the Western
ideal of monogamy and thus moral
decency, which is clearly expressed in
the arrangement of the subjects and the
nature of the family’s clothing. Both
husband and wife are wearing local-
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style garments—the kanzu and fez for
men, and cloths elegantly tied around
the body and a headtie for women. The
two boys are clad in Western suits, one
even with a bow tie, and sport hand-
some, Western-style caps. The general
caption, "A Christian family in Zanzibar
(East Africa),” stresses the stereotypical
nature of the scene, even though it is
highly likely that this photograph might
have had a more personalized meaning
to the photographer, who may have
known the subjects ¢

Other popular themes—pictures of
missionary stations and churches—
“proved” the advance of Christianity
and material progress, as did equally
common photographs of baptisms, wed-
dings, and preaching to the “heathens.”
Photographs of schools and the teaching
of particular crafts denote the instilling
of proper skills, such as reading and
arithmetic, into young men and women
The classroom depicted in Figure 4
could have been in Belgium. Dominated
by a crucifix, portraits of King Albert of
Belgium and his wife, and two big maps
of Africa and the Belgian Congo, famil-
iar symbols of appropriate learning and
progress are everywhere: the blackboard
with the African student writing on it,
the globe, and what seems to be the life
of Christ in pictures, Two African teach-
ers in Western-style clothes watch the
male students, an indication that the
numbers of mission-trained indigenous
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teachers had grown by the 1920s, when
this image was taken.

Taken together, these elements in
postcards and other published images
form a powerful narrative structure to
which the viewer/reader can easily
relate (Corbey 1990:461). It becomes evi-
dent that published images are deliber-
ate constructions of the missionary
experience along the lines of a pervasive
narrative and a one-dimensional ideo-
logical representation of the Other,
which permeated the colonial discourse
as well. For the viewer who is part of
the public, these pictorial elements thus
allude to, indeed construct, meanings
outside the actual picture, as in the case
of the missionary postcard with its
restricted repertoire of themes. As
sources on the African experience and
African culture, such images tend to be
narrow, although, depending on the
kinds of questions asked of them, they
can provide important information on
the missionary effort.

Private holdings may tell a much dif-
ferent story. Their very nature—namely
that they are largely viewed and under-
stood by people who know the photo-
graphic subject and who draw the
image’s meaning from this relationship
between photographer and photo-
graphed—makes them excellent histon-
cal sources, if these meanings can be
revealed. Personal missionary collections
of photographs are fairly common to this
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day, yet only under the most fortuitous
circumstances will scholars have access
to them while they are still in the private
domain. By the time such collections
arnive in repositories, their creators have
mostly passed away; unless the mission-
ary has left extensive notes with the
materials, it is often impossible to explore
private meaning and retrieve detailed
nformation about the subject matter of
the images. | had the good fortune, how-
ever, to work with one such personal col-
lection while it was still under the care of
the missionary photographer himself.
This collection, the photographs and pri-
vate writings of Wilhelm Schneider
(1902-1990), came to the Eliot Elisofon
Archives at the National Museum of
African Art in 1991 ¢

The collection itself is relatively small,
numbering 148 black-and-white pho-
tographs, Schneider, a member of the
Basel Mission, took them between 1930
and 1940, while stationed in the Grass-
fields of Cameroon. Over the years he
sent prints of a few of his photographs to
the Basel Mission, but the majonty of his
photographs remained with him. My
involvement with these materials dates
back to 1975, when I visited Schneider
and his wife Maria after carrying out
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fieldwork in Weh; he had been the first
missionary in Weh, serving from 1931 to
1937. He ﬁnemusly allowed me to have
prints of his photographs made and to
use them in publications. In 1983-84, |
took his photographs back to Weh and
discussed them with many old people.

. --" e -

In 1985, Schneider shared with me all Of o carmn o me o Lot wa

his personal notes and official reports on
his stay in the Grassfields.” Several inter-
views | taped with him and his wife
gave me some idea about their back-
grounds and lives.

In order to fathom and appreciate
the nature of Wilhelm Schneider’s ex-
periences as a missionary in Cameroon,
it is crucial to devote a few paragraphs
to his background, He grew up in
Tieringen, a small town in Wiirttem-
berg, Germany, among farmers and
workers. At the age of fifteen, after fin-
ishing elementary school, Schneider
became a farmhand for a rich farmer in
his hometown. He then went on to
Ebingen, where he worked for a while
ina (actorty producing scales. But he
wanted to further himself, and one way
to do so was to join the Basel Mission,
as had many young men in this region
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which was the stronghold of German
pietism. In fact, the majority of Basel
missionaries hailed from this part of
Germany. Schneider thus had roots in
the rural environment, among devout
and industrious people, a fact that
may account for his empathy and
sympathy for the Africans he was to
encounter in the villages of Cameroon.
He spent four years in Basel, finishing
secondary school and missionary
preparation before he left for the
Cameroon Grassfields. It was October
of 1930, and he was twenty-two years
old. Basel missionaries had been active
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in the Grassfields since 1902, when they
founded the first missionary station in
Bali-Nyonga.

For eleven months Schneider stayed
in Bali-Nyonga, but later he was as-
signed to Weh, a small village chiefdom
in the northern periphery of the region,
where he arrived in October 1931. The
evangelist Daniel Foningong, a Meta*
man, who had worked in this area for
several years and whose name is famil-
lar to Weh people to this day, showed
Schneider the site selected by the chief
for the mission station—a hillside over-
looking the village (Fig. 1). With the
help of several Weh men assigned to
him by the chief, Schneider immediately
went to work and built the first provi-
sional houses. A few months later,
Schneider’s fiancée, Maria, arrived in
Cameroon. The young couple got mar-
ried in Bali, and Maria joined her hus-
band in Weh in May of 1932, the official
date of the establishment of Weh as a
mussionary station. Typically, missionar-
ies in these outposts lived in isolation,
with few European visitors coming
AN ST SCEISR A o e through (Wagner 1990:467).% Schneider,
a pious young man full of energy and
enthusiasm, and his hard-working wife
would stay in Cameroon until 1940,
when they and their two children had to
leave the area because of the Second
World War.

A self-taught photographer, and an
accomplished one at that, Schneider and
occasionally his wife took photographs,
some on glass plates, others on celluloid
film. Some of the images document the
growth of the congregations and mis-
sionary activities in the Weh area, and
parallel in their emphasis the standard
mussionary narrative. Although Schneider
clearly intended them to be official rep-
resentations, they allow private readings
as well, as will be shown below. How-
ever, there is another side to Schneider’s
photographic work. Pictures of African
celebrations and rituals, and frequently
of Africans at work in their fields and
compounds, demonstrate his interest in
aspects of the everyday life of these
farmers, He never perceived these pho-
tographs as a systematic effort to docu-
ment the culture and art of those among
whom he lived. For Schneider the
images were first and foremost a person-
al account of his experience
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Schneider’s curiosity about the peo-
ple among whom he lived is also obvi-
ous from his writings. He delved into
local culture in order to understand
which elements would facilitate or stand
in the way of conversion. While his pri-
vate notes show that to some degree he
shared the paternalistic attitudes of his
contemporaries, most of these writings
are straightforward accounts—without
much ornate wording and only occa-
sional contemplation of the “darkness
surrounding the heathens” he intended
to missionize. Schneider was first and
foremost a practical man who, as he
stated in the 1985 interview, "really
liked the Weh people,” traditionalist or
Christian. This may explain why to this
day people in Weh remember him fond-
ly. while many of the later missionaries
are all but forgotten,

In contrast to his private writings,
Schneider’s monthly, quarterly, and
annual reports follow the official re-
quirements and contain formulations
that were an integral part of the mis-
sionary genre of writing, of construct-
ing the missionary narrative. This
discrepancy between his personal and
official texts is reminiscent of an ob-
servation about missionary writing in
general, namely that some missionaries
not only aspired to effective expression
of their observations in the missionary
context, but also wrote in the “objec-
tive” ethnographic genre (see also
Thornton 1983: 507). Monographs such
as Anna Rein-Wuhrmann’s account of
the Bamum (1925), or the writings of
the Baptist missionary Paul Gebauer,
who created a systematic and compre-
hensive body of photographs and
scholarly writings on the peoples in the
Grassfields (1979), are conscious efforts
in what | would call genre-switching.
Schneider, however, had no aspirations
to produce official ethnographic ac-
counts. Like the photographs, his pri-
vate records grew out of the lived
experience.

Some photographs in Schneider’s
private collection were clearly intended
for the official record, but nevertheless
admitted private readings. Among
them are images of life at the mission
station and the beginnings of the new
congregations, such as the building of
the different houses of the new station.
Figure 5, a photograph taken by Maria
Schneider, shows her husband up on
the roof and several older workers and
young boys who attended the mission
school making clay to plaster the walls
of the building. Judging by Schneider’s
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official annual and quarterly reports,
building activities took up much of his
time and energy. While he tried to use as
much in the way of European materials
as possible, in particular corrugated iron
roofs, the remoteness of the Weh station
forced him to modify elements of Weh
architecture to suit his needs. Thus he
early on developed an interest in and an
appreciation of the local architecture. As
one would expect, some of these “build-
ing activity” photographs made it into
the Basel Mission Archive, for they
clearly enhance and parallel the mis-
sionary narrative.'0

Descriptions of construction with
unusual materials and under adverse
circumstances is a common feature in
the official reports from most mission-
ary stations and in published accounts.
Like the story of the hard voyage to the
place of one’s calling, they belong to the
missionary narrative that casts the pro-
tagonist in difficult situations away
from civilization, gaining the first
foothold through establishing a house fit
for human (i.e., European) habitation.
Not unexpectedly, the house thus stands
as a metaphor for taking hold in the
wilderness, for progress to come. Hence
building pictures are common in many
official and private missionary photo-
graphic collections.

Both private and public collections
abound with depictions of the new
churches and the congregations. Among
Schneider’s personal pictures were sev-
eral that showed one of the most impor-
tant and proud moments of his life in

Weh, the dedication of a new large
church in 1934, He sent some of these
more conventional images to the Basel
Mission Archive. As one of these pho-
tographs (Fig. 6) demonstrates, the
church was built in the Weh architec-
tural style, although it was larger than
the average house. A central beam sup-
ported the grass roof. Considering for a
moment whether this image tells us
anything about Weh culture beyond the
notion of accommodation of the
Christian mission, one is struck by the
inted walls, which are quite unusual
or this area of the Grassfields. Ac-
cording to Schneider’s recollection and
notes, this decorative element had been
added by Chief Ndse-Bii-Ndumm:

...the chief himself had put his
hand to it in praiseworthy manner
and built the platform for the table
[altar] himself. He also designed
the drawings for the outside coat.
The door frames and the table top
were carved by one of our friends!'!!
in the village. Thus the church
became an indigenous work of art
and the most beautiful and largest
house in the village. It has 250
seats, which is presently enough
for the needs here.
(Schneider 1935:268;
my translation)

From an art historical point of view,
the wall paintings are thus the most
interesting feature of the new church.
Ndse-Bii-Ndumm mandated that black
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circles be drawn with the help of im-
ported enamel dishes. He applied simi-
lar geometric patterns to the walls of
his palace. According to old Weh peo-
ple’s testimony, which [ collected when
discussing images with them, the stim-
ulus for this art form came from the
chief’s personal experiences. A former
soldier in the German army, Ndse-Bii-
Ndumm had seen the world outside
Weh, and when he returned, he began
to emulate some of the splendor he had
encountered in other chiefdoms to the
south and east. Partaking of the materi-
al forms of expression common among
more influential chiefs of the Grass-
fields also included putting up figurative
pillars in the palace (Geary 1985). Ndse-
Bii-Ndumm’s half-brother, the chief of
Zua, a hamlet near Weh, followed similar
strategies of Jegitimizing his rule through
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material symbols of chiefship common in
other parts of the Grassfields; he had the
walls of one of his houses painted, and
posed in front of it (Fig. 8). None of the
wall paintings have survived into the
present, and the practice has been aban-
doned. Schneider’s images of the church
that were officially deposited in the Basel
Mission Archive—and some of his pri-
vate ones as well—thus capture a fleet-
ing moment in regional artistic ex-
pression. They also attest to the effort by
Ndse-Bii-Ndumm to use the mission-
ary’s project to further his own political
and social agendas.

Private images often allow candid
glimpses into the daily life of the mis-
sionary families. As opposed to the ones
in the archives, which may capture for-
mal activities such as the missionary
wives helping the sick or instructing
local girls and women in sewing, and
missionaries teaching in schools (Figs. 2,
4), the personal pictures often focus on
the mundane, such as missionary wives
feeding chickens or working in the
kitchen. Images like the depiction of the
Schneiders” first-born son Karl Wilhelm,
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which has the characteristics of a snap-
shot, are rarely found in archives (Fig.
7). To today’s viewer this photograph
seems ironic, even amusing, and it cer-
tainly can be read as a metaphor. The
contrast between the little nanny in Weh
attire, which for women consisted of a
beaded string around the waist, and the
overdressed little white boy in a knitted
sweater and cap who is tied firmly into
the baby buggy once more conjures up
the dichotomy between “savage” /“civi-
lized,” black/white, and servant/mas-
ter. To the Schneiders there are private
readings of the same photograph, which
draw on their relationship with African
children. The little fellow, for example,
who shares the baby buggy with the
Schneider boy was among the many
orphans or sickly children taken in by
the family. Since there were at times too
many orphans to be cared for by Mrs.
Schneider, she requested that the fami-
lies of the orphaned children send older
girls, like the one in the picture, who
would watch the little ones during the
day, thus acting as what is known in
Pidgin English as a “nurse baby.”

Both official and private missionary
collections share an emphasis on depic-
tions of chiefs on whose graces the mis-
sionaries depended, if they wanted to
carry out their work successfully. Ar-

chives and publications of all kinds
abound with formal portraits of chiefs
often accompanied by written accounts
of their support for the missionary cause
In Schneider’s pictures the chiefs assume
formal poses, as in the photographs of
the chief of Zua with his retainer (Fig, 8),
the Weh chief and his children (Fig. 9),
and a Big Man (important compound
head) in the neighboring kingdom of
Kom, who is surrounded by his sub-
servient wife and children (Fig. 10). The
photographs of the Weh and Zua chiefs
pose an interesting question of photo-
graphic convention. When Grassfields
chiefs present themselves to the camera,
they prefer the formal, symmetrical, and
frontal portrait.? Therefore both Figure 8
with the smiling chief and Figure 9 with
the chief looking into the distance are
somewhat unusual. It may speak for
Schneider’s ingenuity as a photographer
that he chose a side view over the more
commonly found frontal depiction.
However, it may also demonstrate that
chiefs in this peripheral region of the
Grassfields were not as famihiar with the
photographic product as their neighbors
and had not yet imposed their prefer-
ences on the photographer.

Some of these formal pictures of
chiefs, which follow the conventions of
the missionary narrative, allow quite
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unexpected private readings that get
lost in their transformation into official
records. For the Schneiders, the image
of Chief Ndse-Bii-Ndumm with several
of his children captures one of their
biggest achievements in Weh—com-
batting infant mortality caused by ritual
practices after childbirth. Schneider's
notes and remarks during the inter-
views show that he had carefully stud-
ied the reasons for the high death rate.
A description referring to childbirth in
Befang and Modelli (also known as Ide)
in the Metchum valley demonstrates his
interest. He observed that after the
umbilical cord had been cut, an infant
was immediately fed a piece of plantain
that had been chewed by the mother
(Schneider 1934:233). As soon as he dis-
covered that newborns everywhere
were given solid food, he convinced the
Weh chief that this was a harmful prac-
tice. Ndse-Bii-Ndumm ordered his
wives to discontinue it, and from then
on many more of his children survived
Thus for the Schneiders, the emphasis
of this picture was not on the chief but
rather on the children who had sur-
vived the first years of their lives. Weh
people who saw this image focused
both on chief and children—trying to
identify them—and on the architecture
and features of the palace where the
image was taken

Most of the images in Schneider’s
private collection, though, do not ad-
dress the themes one would expect to be
emphasized in missionary photography
They depict a wide range of subjects,
from everyday activities of men and
women to rituals. Many pictures show
men and women at work in the fields
and in their compounds. Working the
soil, planting, and harvesting—a wo-
man farmer’s task is documented in
some detail. We see women walking to
and from their farms, often many miles
away from the village, carrying heavy
loads, or working in the fields with their
short-handled hoes, covered by local
umbrellas made from raffia and reeds.”
Figure 11 shows women threshing mil-
let, a sight one does not encounter any-
more because the women farmers many
years ago abandoned the labor-intensive
planting of millet in favor of growing
maize. In this picture as in so many oth-
ers, Schneider seems to have captured
his subjects unaware, attesting to his
inconspicuous presence. A fixture in
Weh and the surrounding areas for
many years, he was familiar with the
people, and his photography rarely
interrupted them in their endeavors.
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I the Grassfields, as elsewhere in
Africa, there was a strict division of labor
along gender lines. Women did the farm-
ing except for the heavy clearing of fields
and carrying home very large loads. The
latter were men'’s tasks, along with culti-
vating trees, caring for the raffia palms
that provided building materials and the
much cherished raffia palm wine, main-
taining the buildings in the compounds,
and engaging in crafts such as smelting
and smithing, carving, and in some
places pottery making (Geary 1976:54
ff.). In his photographs Schneider paid
equal attention to the domains of female
and male work. An interesting picture,
for example, shows a potter in the vil-
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lage of Munkap located north of Weh in
the Fungom region, where men pro-
duced large pots for the storage of raffia
palm wine and for festivities when
abundant quantities of wine had to be
served. In the photograph a man is form-
ing such a pot and creating the pattern
typical of these vessels by pressing its
surface against a coarse raffia weave
draped, according to Schneider’s de-
scription, over a gnnding stone (Fig. 12)
Sturdy Munkap pots, which could reach
enormous sizes (up to 90 cm. tall), were
a much desired commodity and traded
widely in the region.

Schneider’s interest in farming and
other work processes manifests itself in
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many of the photographs. This preoccu-
pation with work might be understood
if one takes his background into consid-
eration. Schneider had worked and
lived among farmers and craftsmen
before he joined the mission, and
seemed to relate to their way of life. A
series of pictures taken among the
Esimbi in the Metchum river valley
recounts the steps in the production of
palm oil, the major commodity of some
low-lying areas in the Grassfields, which
linked them in well-established trading
networks to their neighbors residing at
higher altitudes. Palm oil is a key ingre-
dient in cooking in the Grassfields, and
since the oil palm only grows below an
altitude of 1,300 meters, its exploitation
is a regional specialization (Warnier
1985:15 ff.). This series, of which only
one image is represented here (Fig. 13),
is one of Schneider’s most accomplished
from a photographic point of view. It
shows the harvesting and the different
stages of cooking the palm kernels in
huge pits and in large pots. This particu-
lar image of a man silhouetted against
the steam from the boiling palm kernels
is an arresting composition as well as a
valuable document.

Photographs of men, women, and
children demonstrate the missionary’s
interest not only in their everyday life,
but also in the appearance of people
around him. Taken with obvious empa-
thy, the pictures seem to reveal little in
the way of the before-and-after docu-
mentation one associates with the mis-
sionary visual narrative. These are
straightforward depictions, some in the
form of snapshots, such as an image of
women and their children (Fig. 14).
There are no close-up portraits; rather,
people are “doing things.” Equally miss-
ing are pictures of the anthropological
“type"” variety. Schneider never singled
out people as specimens, although this
photographic practice still existed to
some extent in the 1930s

This is not to say that there are no
posed or exotic images among his pho-
tographs. A portrait of a woman in
Betang clearly demonstrates Schneider’s
awareness of pose and sense of compo-
sition (Fig. 15). Someone who did not
know his complete photographic record
would probably be misled by this
image, which is reminiscent of exotic-
erotic photography by other European
photographers in Africa. It is worth-
while to point out that, on the one hand,
this particular picture provides valuable
ethnographic evidence on the adorn-
ment of Befang women—the sculpted
coiffure; the ear, nose, and lip plugs; the
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beaded necklace; the belt with cowries
and buttons that holds tufts of grass in
the front and rear; and the metal brace-
lets and leg rings. The woman's back
seems to have been rubbed with cam-
wood, usually applied for ritual occa-
sions. On the other hand, the photograph
falsifies the record, for the woman is sit-
ting in a field—and clearly she is not
ready to do any farming. Surely she
would not have sat there in the first
place had the photographer not request-
ed her to do so.

When | showed these photographs to
men and women in Weh, the most com-
mon reaction among the younger gener-
ation was amazement at their forebears’

lack of clothing. One comment in Pidgin,
often repeated, summarized most every-
body’s sentiment: “How we don walk
empty so!” (How did we walk around
naked like this!) Local reading of the
photographs primarily focused on their
individuality, on the specific nature of
what they told about the people in them,
a reading not unlike that elicited by an
album of family photographs. Older
people would reminisce about their
youth and deplore the fact that many of
the old skills shown in the pictures had
vanished. Most viewers tried their best
to recognize the people in the pictures,
and in many instances those depicted
were indeed identified.'S As mnemonic



devices, the photographs triggered
accounts of great value to the researcher.

Schneider’s photographs of festivi-
ties and rituals capture entertainment
dances (Fig. 16), the solemn dances of
members of the women's Kefab society
(Fig. 17), and some mask performances,
and culminate in a series taken during
a man’s funeral (Figs. 18, 19). One of
the photographs of dances clearly
struck a cord with older Weh people
(Fig. 16). According to Joseph Kwe, it
shows the dance kennjomm, performed
by the waa Nenngetou (the children [lin-
eage] of Nenngetou). The man at the
left, playing the drum, is Ket Miie
Tshile; the man playing the second
drum toward the center of the picture
is Kuu-Mbang. Joseph Kwe did not rec-
ognize the xylophone and the slit-gong
players. In any event, the photograph
led to interesting information about the
origin and diffusion of kennjormm in the
Weh region.

One of the most dramatic sequences
depicts the funeral of a Weh compound
owner (Figs. 18, 19). It was taken during
the funeral of Njong Nzie in the village
quarter of Usu—an identification |
received from his son, Shapia Njong,
who during the funeral attended to his
deceased father and is seen in Figure 18
sitting in front of the corpse. Judging by
Schneider’s notes and his remarks dur-
ing interviews, he was profoundly inter-
ested in mortuary rites and the role
different secret societies played during
such events. His written accounts of
what other missionaries might have
condemned as “sinister pagan rituals”
are descriptive rather than derogatory
or prejudicial. As in every other case, he
turns out to be a sympathetic observer
when he describes the appearances of
the Kweifo society, a powerful men’s
secret society in charge of carrying out
its deceased members’ funerals (see also
Geary 1990b:300). Mambu, the herald
mask that announces the arrival of nko’,
the wild and terrifying mask that will
ultimately carry the deceased to his
grave, is among the main protagonists
during the bunal

A brief quote from a lengthy ac-
count by Schneider on death and buri-
al in the Cameroon Grassfields shows
that he was well aware of what he
photographed. He writes about the
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performance of mambu and nko”.

The Quifo [kweifo—he means in
fact mambu] is a man of the secret
society with a long gown studded
with feathers. He 1s armed with a
stick and spears. He dances wildly
around the deceased. Misfortune
to the woman who falls into his
hands. She is beaten unmercifully.
Therefore the women wildly dash
away before he appears.

Yet another being appears with
the Q. lkweifo), this is the Ko [nko’]!
This one has a huge mask and has
a raw gown made from bark and a
stufferf‘r)nmkzy on its back. Like a
crazy person he rushes towards the
deceased, shouts at him and yells
into the grave, runs into the house
and pulls some of the grass [roof]
down. He acts like a madman or a
wild beast. This is obviously what
he represents, or more likely a
force which unchecked causes
much harm. Therefore he is tied at
each arm with a long rope held by
one man each.

(Schneider, n.d..24-25;
my translation)

Rarely have missionaries documented
African funerals in such detail, unless
they specifically wrote in the ethno-
graphic genre. 't

Juxtaposing these few examples of
Schneider’s images and their private
readings with official missionary
imagery should suffice to elaborate on
some issues raised at the beginning of
this essay. Clearly, images are superior
sources on the missionary experience as
well as African culture, if their private
readings have been documented or can
be revealed. Yet it was pointed out that
some of Schneider’s pictures, especially
the ones that made it into the Basel
Mission Archive, had achieved official
status, and that some of the private pic-
tures lent themselves to be read as
metaphors, for lhci' fit the missionary
narrative. Their multiple meanings thus
put the burden of decoding them on the
present-day viewer.
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If, as | have shown, an official / pub-
lished image works as a metaphor
because it has been stripped of personal
meanings, then one might assume that
this process is reversible. In fact, to re-
insert official images into the private
domain, to transform them into signs
and to fathom their private meanings
through accompanying documentation,
is at the heart of some of the recent inter-
pretive exercises of photographs, among
them the remarkable exegesis of two mis-
sionary images by Paul Jenkins (1990). In
discussing a photograph showing young
women knitting socks and another one of
a woman using a spinning wheel, he
demonstrates how accompanying re-
cords allow a private reading of the pho-
tographs. To introduce the private
readings by those people pictured in the
images or by their descendants repre-
sents an additional, much needed, and
most useful step in interpretation.

This provokes some final thoughts
about the locus of production of the mis-

sionary and by extension the colonial
discourse. Is it the author/photographer
who was shaped and constrained by a
particular world view, not to say ideolo-
gy, and who in turn shaped and promul-
gated it? Not entirely! If this were so,
why do we stress some photographers’
unique and often unexpectedly sympa-
thetic view of Africans, especially that of
those image-makers whose work has
been studied, such as Torday, Lang,
Wuhrmann, Thorbecke, and others?'” It
seems that the missionary discourse and
by extension the colonial one was the
result of a process of construction that
only began with the photographer. It
relied above all on the increasing trans-
formation of the lived, private experi-

ence into the stm'eot{:pocal, be it through
archiving or through different forms of

dissemination. The missionary discourse
as embodied in photographs ultimately
evolved along the continuum from pri-
vate to public, from sign to metaphor.

Notes, page 95
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thanh in partioular his deughter, Dr Maria Petaold of
Reutlingen. and his son. Walter Schoeider of York
Peansylvama, for generously donating the photographs,
thus carrving vet their Father's wishas.



T Ithank Glinthor W Mahle of Westerkappeln, Cormany., for
-mgum»mmm
5. The Meta live west of Bamenda, im an ares where Lhe
Bose | Mission began 10 sviislonior insersily alter the First
Waorld War.
9 In the 1955 isterview, e Schoonlon memtioned that other
missaenanes rarely came %0 Weh. The Beituh district officer
whe was d in Bamenda passed haough ealy once 2
your on has offioal inspection toar
10 When | reviewed Schoeider s matenals in the Basel
Mission Archive. the phatographs. Like many of the images
Thist bt come i Befween the b World Wars, were anscat
od and mostly unclamifend . | remember having wen oaly »
vory few “offical” omes. Schrwsder ter confirmed that he
wepe mast of his images. In the meantime, the Basel Misvion
Archive snder the gudance of Paul Jeakins bas embarked
o6 4 majr sulomation project, paming it hokdings oo dag-
wal dask. The matentals that came m between Se two Work
Wars are mndoded i G project.
11 Acooeding to oy findimgs ins Wi, bis friemd win GehMis
also known by the mackramw of Ndoangedzu (Pointed
Mm&-oawmu‘mﬂhmmg
e did not convert so Cheistianity. Knows to be a “wisch”
the Weh people. he remvsrnd & radsmonalist asd poly gasast
.mnwnmmmm-uwm
trweatihip b the Jot craftioan snd anist sed
the y th n eting light om Schnwider’s
mieraction with the Weh people
12, Thes cbmervation also halds true dor other parts of Africa
A recent exhibimon 3t the Natoowl Muaseum of Afrcan Arnt
presented contemporary plmphmmmby Ners
Vidie Ward of chids In Slerra Leces. Wand encour
the chiefs to choow thew poses, and virtually all of
them selected this pose (Peremewnt Chiefe of Sierrs Lovne,
1990}, See abo Geary 198845, and Sprage 19780, 19750
13, See abo Geary 1967, an srtiche im wehich the mapriey of the
photagraghs camw from e Schaider Collictin.
14 Anehvopological “sype pholograpdy” had I heyday dur
g the Lot two decades of e mineleenth contury, although
thn practice can be fosnd in later photographic collecions as
well tsee abo Edwands 1000, Banta & Minsley 198622 ff)
¥While mestly practiced by anfhropolopsts, the wdwom was
sometmes adoptod by photegraphers of other backgrounds
a5 well
15 This Jed 10 & comstant ol vasllors b my
m.unmmm.m'mmdu
nox find thomeshves in the p One man searched
nmhawﬂhuw e felr that Schnesder
bad net been far m neglectng %0 take 3 provaze of his tather,
who had worked for Schawider for muny yewrs.
16, Among Schavidurs Pl e sveral othens show:
Ing seenbers of the Kwodo wcret sockety with Sheir parapher.
naka Following the winbes of Chaef Simon N3 of Weh, ther
have not boem publsbed here, because they would revesl eso-
terx knowledge acoesssble anly % Knvifo sembers.
17. On Torday see Mack in 1his dssue, on Lang sew
Schubdieoul i Bis isoe, an Walenuas see Coary 18119
., on Tharbecke see Coary 0,
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1 Dhwew are twar substantul srchives of
cuated with Torday One is that held by the lmlsl
Museum's Depurtmen of Ethnography (Lhe Museum of
Mankind) and covenng the whole of the period of
Torday's wark in Central Africa m msociation with the
Museur. The sexund o that of the Royal Asthropological
Iastitte of Great Britain and lreland, which appears o
have bewn digosted there by MW Hillsa-Simpson, wha
acvompand Tonday enly on the st of his f::llm\ -
1035 Betwown T and 1909, Tha, snd the h‘l
Framm Fliton- Sanpeon d the prabl
in Central Africa, strongly -pem that N nlhr M
Torday himself, more or Jess aced in this lates period 22
epediton pholographer. There is considerable overlap in
the holfings of both insntetions
2 These lemers tugether with orgnal handweittes fiekdnoles
Awhiach fowe organized mbo publishable foem) «
port of the archive Meld by the Braisd Museum. A field diary
writien by Hilos Simpson and cevening the 19071905 pens-
of s held tn typescripl by the Royal Anthrepological
Institute, Loadon, though other versioas also east. for
instance in the Natsonal Museum of African At
Washingten. DO This typescript is the bams of Hillos
Sumpson’s own published account of his expedition with
Toeday (Hiton-Sempeon 19110
1 = additon 1o the Brtuh Museum collectons, ofher col-
lecloons of alpects went 1o the Pt Rivers Museus s
Ouxford. the Neprajzi Muzeum ia Budapest, and the
University Museum. University of Penmaylvasia Mile-
delphin The colibection of Sie Heary Wellooms sso indud-
od a substantial hedding of Torday objects These dave
v gome 10 2 wide vanely of masewms in Brtain
and elsewhere with the .ln'cvul ol ck ﬂhm.uph:
matenal of the Well

5 Norman Hardy, a painter of pumalistc images for the
Mastreted Lovdon News, only semained with he Tarday
Wml«&wmuumnmmw
10 3 visit 10 Ihe Kuda Ngoogo. befoee they
visited the Bushong and before Torday returned to the
Kol
omwumnnmmmuu
deplay i Sve Ethnagraphy Calleries before the Firet Workd
Wwar Almlmo(hméonuuu
restored condition, Sough minor disferences in the coloning
of the restoraton of the armv—in accord with good miseum
Lm—nu-wmnumuum
o
7 The allowing lew paragraphs oripmally prepaced for
inclusion @ this paper are ako spemiad with sppropriawe
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. We have boen able 10 locate a welererew 0 this partionls
s, bt oot the set ibweld
4. Some prists wenw keft Bebind and have surfaced in several
other thoes of people who visaed the acea later. Oww
image, the portrait of Queen Nenzima, was used as the
model ler & Zawron of Nenzms made i the 19e0s.
!lmoﬂ(&ﬂ-whﬁcmolh“d
for mamy J in the Amorican Musesrs
of Natusal History, Iolly tvln‘houlu.cuwf-
cant part of the hobdings of the dep
£y, mamealogy, amm;,,m -(th‘ngv
and mvertebrates.
& The sumber of pictuses Lasg sock I net haown ke o
1 the ramber usually cited s 10,000 although is s
irterview T with Lang (Wisehart 192241) the sumber given
nl
7 's natvee language was Cerman, aihough he spobe
and French fluently. As s the case here. hs word
e sometimes Detrays the act that English was oot ha

A
A Eather Pasadory ramed INs stie when | presenied o paper
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Tamm gratetul so the following individeals who rvad, com
manied, and In other ways belped with this paper
Chrstraud Geary, Curtis Keum, Sheiia MacComeck, Thoess
R Muller, jobn Vaa Couverng, Andrea LaSak, Rardass
Mathe, Desals Flanis, and Jackic Sechets
1 Lovpald 1L Kiag of the Belgions. rvled 1he Congr Free
Sate as a private estate from TSNS 10 1905, Afwer intemation
ol protests about alleged atrocities = the Comgo Free State.
the Bulpan government took ever the admmnistraton of the
Belglan cokoalsd roe Listed antd 1960 The auntey
mllsmm Zaire, 18 1971,

2 Merbert Lang was boen in Cermany in 1879 and came 10
e Unived States o 1900 after reoeiving training in tavs
dermy m Pars. He was employed by the Musewm as 2
m)&mnnlhn—mk‘yWIMhe-m
ntha‘ the Congo Evp haning pre

London frem the 1950y awunb Hinn-Sum'wa (] 'n-
sonal collection wan s o of Al his Beath, most
mumlml(mhuumal Birchingtowco-Sea

Englind
4 A alier accoamt of Tondaw's Bte and work is 5 be found =
ny Lovdl Toudvg snd the At of the Cangs, PO 1509 (19900

1 & wealthy game hunter and Museum dsnoe
on an n’dum to East Africa After the Conge Evpe
ditiem, Lang became an Assivtant Curstor of Mamsakogy
and went on asother American Museum expedition o
Angola Lang left the Museum 1o the late 19N and
mwoved b0 Sauth Africa, where be marmied and became »
wildiife photographer.

of Natural History and The Unnvenyer
of Washingion Press.
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KRATZ. Netos from poge 55

Thanks 10 Robert Leopold. Mary |o Arnaldi and Roslys

Walker for helptul dscusssons whde prepamng thes review.

1. Other versions of the show. with 3 &dlerent selection of

phosographs and dulferent captions, have been shown

o Usiversty of Tulsa, Indisnns Usiversity, and Wabash

e

2 Ome final comanent om 1he texiual representation of
chufs & of the exdibiton's geographical

ul‘nmtux women chiels of Southern and Easters

Provinces did sot appear untd halfway theough (althoggh

Dy wene enconimsened snrlier through the odher eoirance!

A Limal wall dext in the third reom discussnd womes as

MM bt thetr evstence might have been noted
In the text and i od in the illus
trated beochure Arl il lonts wime teprodeced there ewept

that cewe. Wamen cluels ave nat caly of greal seredt 1o 2o
Amescan sidwree, they ase ethmogoaphicsly (uae uruso:
o This beowder combent might have bewn noted, slong with
the disbnciveness of this TegIon 107 WHDEN's SecTet M0~
etes that are of equal s22%s 10 mea's and wear masks of

3 The chiefs’ poses were her chesce, #ly not
debated Nonethelem, Vidite dewwthh-h»
ry of photography in Sierss Leose might Mave iluminsed
t:tunl conventions in the portrans Only one chiet

2ks the formalny of prse: Chiet Magons of Barn
Chietdom sits askew in b wosden throne, leaning = »
mory rolaed postuse.




