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H moAwtikn tn¢ mapouciaonc:

Mepikég OKEPELG OXETIKA ME TNV KB PpwToypadLwv
Ebifananyi otnv kot ano tnv Ouykava

Andrea Stultiens

Tnv teAeutaia Sekaetia, eyw, poe OA-
Aavdn KaAALTEXVNG KAl EPEUVATPLO TIOU
emokédBnke tv OuyKAvVTO w¢ Toupi-
otag to 2001 kal to 2006, epydotnka Ku-
plwg pe dwroypadieg mouv éywav otnv
N mpoépxoviav amd auth T XWpo tTne
AvatoAwkic Adpiknc. WnolomowjBnkov
QPKETEG OUAAOYEG dwToypadLwy, KoL pE
tov Ouykavtelo kaAAtéxvn Canon Grif-
fin (1991) €otnoa tnv mMAatdoppa «H
lotopla e EEEAEN Ouykavtar® yia tn
61d0eon autwv Twv dwrtoypadlwv oto
€UPU KOWO. TNV KAAALTEXVLKY HOU TTpa-
KTLKN) QUTO 08AYNoe o€ ULa OElpd OKTW
BBAlwv e titho Ebifananyi, ta onola
ouvodeutnkav and ekBETELC TTOU €XOUV
TOPOUCLACTEL WG Twpa ot Autikr Eu-
pwrIN Kot TV AvatoAik Adpikr. Itnv
Ouykavta oL ekBEoEIC QUTEC éyvav Oe
ykaAepl KaL og €va pouoeio, aAA& emi-
ong KoL og TOMoug eBIKAC onpaociog
yLa TG OUAAOYEG, Omwg oxoAeia Kal éva
voookopeio. ZThv Eupwrnn oL napouvotd-
O€LG Eywvav o€ YkaAepl kal pouoeia adt-
epwHEVA 0T dwToypadIKE TEXVN.

Ebifananyi | ®Dwroypadisg otnv
Ouykavra
H eupela kow meplektikny Aé€n dwrtoypa-

1 BAéne www.HIPUganda.org kot www.
facebook.com/HIPUganda.

dbla xpnolponoleltal ouyvd ylo GUyke-
KpLpéveg dwTtoypadiec N TG TPAKTIKES
TIOU TG mapayouv. H Aéén mou xpnotpo-
noleital yu va SnAwosl T pwroypa-
bieg kot GAheg SLoBLAOTATEG €IKOVEC,
OMwG oL MIVaKeS Kal To ox&dia, elvatl
ekifananyi* otn yhwooa Lugandad. To
oucLaoTIKO ekifananyi Tpogpyetal amnd
10 pr’fua kufanana —elpol opotoc pe—
Kot GNAWVEL Lo kaTnyopio ELKOVWY TIou
HOLALEL pe kATL dANo. Auth n Kathyopla
glkovwy  umopel va  SladopornoinBei
QKON TEPLOCOTEPO, VLA TIAPASELY LA WE
TIPOG TOV TPOTO MAPOYWYIG TOUG, PEoA
oo ta oUpGPpalopeEVa oTa OTTola XPNoL-
pomotettal n Ae€n. Mepikég dopéc autd
ylvetal npooBétovtag dAleg Aéfetc. Mia
dwrtoypadia eivat houtdv ekifananyi kya
mu camera, Tou PeTappAIETOL WE OpOL-
otnta «dTlaypévn» amnd Kapepa. ITiC
TIEPLOCOTEPEG TIEPUTTWOELG, OUWCE, N K-

2 Ebifananyi eival o mAnBuvukdg, ekifa-
nanyi o evikéc.

3 H Luganda eival pio and tig moAég ka-
BouthoLpeveg yAwooeg otnv OuykavTa.
Xpnowonoleltar oty Notia-Kevipiki
Ouykavta, mou eival (emiong) to Paoi-
Agto NG Buganda. H Ouykdvta, 6mwg
TIOAAEG XWPEG OTNV abplkavikh ATELPO,
otnpiletal o LA amolklokpatiky Soun
KOLL TTPE TO Gvopd Tne amd autd To Paci-
Aglo.

The politics of presentation:
Some thoughts on exhibiting photographs
Ebifananyi in and from Uganda

Andrea Stultiens

Over the past decade I, a Dutch artist and
researcher who visited Uganda as a tour-
istin 2001 and 2006, mainly worked with
photographsin and from this East-African
country. Numerous collections of photo-
graphs were digitised and with Ugandan
artist Canon Griffin (1991) [ set up the
platform “History In Progress Uganda™?
to distribute these photographs for gen-
eral audiences. In my artistic practice
this resulted in a set of eight books titled
Ebifananyi, and accompanied by exhibi-
tions that, so far, took place in Western
Europe and East-Africa. In Uganda these
exhibitions were held in galleries and a
museum, but also on locations of par-
ticular relevance to the collections such
as schools and a hospital. The presen-
tations in Europe took place in galleries
and museums that are dedicated to art
or photography.

Ebifananyi / Photographs in Uganda

The broad and encompassing word
photography is often used to refer to
particular photographs or the practices
that produce them. The word used to
signify photographs and other two-di-

1 See www.HIPUganda.org and www.face-
book.com/HIPUganda

mensional pictures, such as paintings
and drawings, is ekifananyi? in Luganda.?
The noun ekifananyi is derived from the
verb kufanana —to be similar to— and sig-
nifies a category of pictures that looks
like something else. This category of pic-
tures can only be differentiated further,
for instance in their mode of production,
through the context in which the word is
used. Sometimes this is done by adding
other words. A photograph is then eki-
fananyi kya mu camera, translated as a
likeness “made in” a camera. However,
in most cases this kind of explication is
not made and the mode of production
and materiality of ekifananyi is not spec-
ified. | explore the origin and implica-
tions of this linguistic conceptualisation
of photographs in Uganda,* and relate it

2 Ebifananyi is the plural, ekifananyi the
singular.

3 Luganda is one of many vernacular lan-
guages spoken in Uganda. It is used in
South-Central Uganda, which is (also) the
kingdom of Buganda. Uganda is, as many
countries on the African continent a co-
lonial construct and was named after this
kingdom.

4 Similar linguistic conceptualisations of

photographs are used in other vernacu-
lar languages in Uganda such as Runyaki-
tara.




Capitalist Realism

ynon autr dev mapatiBetat kat To ldog
Topaywyng Kol UVAWKOTNTOCS Tou ekifa-
nanyi 6ev mpoabiopliletal. E€epeuvw tnv
TINYN KAl TG EMUTAOKEG TNG YAWGOLKAG
auThAS evvolomoinong twv ¢wrtoypadL-
wv otnv Ouykavta®, cuoxetilovidg tnv
HE OUUBAOELS YUpwW amod TNV MopaAywyn
KoL TIC XPAOELS TG dwrtoypadiag atn
AuTikn Eupwrn, drnou ekmonbeuTNKA. WG
dwroypadoc.

EkOétovtag dwroypadieg kat n
TOALTIKN TNG Mapouasiacng

Otav efetalel kaveic pwrtoypadieg GA-
Awv, divel Eudaaon otnv MOATIKY, 7 av
BéAete ota eunodla, TNG AVANMAPACTA-
ong®. Av kat elval anapaitnto va gival
Kovelc KkpLtkog pe Tic dopég efouolag
yUpw amo tig pwroypadiec pe dpoug
QVOmopaoTaonc, TPOTElVW TN peTado-
pa ™G €udaong otnV MOALTIKN TG Na-
poucioong, kaBwg autd PEeToKwel TNV
evBlvVn amod adnpnpévesg ovidtnTeg e
HaG, Toug avBpwmoug mou mapPoUGCIa-
Touv pwtoypadieg kot gpmAékovran |
QUTEC.

4 Mopopole¢ YAWOOIKEC EVVOLOTIOLNOELG
yla ¢ pwroypadiec xpnolpomnolovvrol
og GAAeg Tomkée SlaAéktoug otnv Ou-
ykavra, éruwg n Runyakitara.

5 Tagg, ). (1988), The Burden of Represen-
tation, Basingstoke: Macmillan Press.
kal Kratz, C. (2001), The Ones That Are
Wanted: Communication and the Politics
of Representation in a Photgraphic Exhi-
bition, OxAavt: University of California

Press.

O oxsblaopdg twv ekBéocewv Ebi-
fananyi €MNPedOTNKE QTO TIC APXLKES
pou emadéc pue dwroypaodieg otnv Ou-
VKAVTQ, KOWE KoL oMo TG Wlattepotn-
TEC TWV EKDECLOKWV XWPwWY. Metédbepa
otnv Ouykavta tnv avtiAndn pou Tou Tt
gival ) Oa émpeme va elval pla €kBeon
KO TLC EPMELpieg pou amd tnv Ouykavta
oe petayevéotepeg ekBEéoelg otn Autl-
kr) Eupwrn. Me dedopévo OtL oL xwpol
otnv Ouykdvto Sev Atav oxedloopEvol
yla éKéson dwrtoypadLwy, oL enLPeAn-
TIKEC OTPOTNYLIKEG ToU aflorondnkay
£TIPETE VO LKAVOTIOL|GOUV TIG OTTOLTH-
OELC TWV OUYKEKPIUEVWY CUUdpalope-
vwv. & olyKpLon He tov oANovS kS Tpo-
TIO €pYyOCLOG E TNV QUOTNPN KATAVOUN
pOAwv, otnv Ouykavta ooxohoUpaL UE
10 oUVOAO TNG Mapaywyng Tng ékBeonc.
TeAwkd, auto pou mpoocedepe TN yvwon
twv Slféopwy SuvaToTATWY Yyl TV
napaywyn ¢pwTtoypadlKwV EKTUTIWOEWY
otnv Ouykavta orfpepa Kat pe Bondnaoe
va KataAdBw Tig ouvBrKeg oTlg Omoleg
ot Ouykavtélol pwrtoypadol napdyouv
kot Stavépouv tig ebifananyi toug,.

‘Eva napadeiypa

Me tnv oAokAnpwon tou Ebifananyi #6,
Baolopévou oe pLa oulhoyr dwrtoypa-
dLwv Tou BpéBnke oto moALdTtEPo KoBo-
Ao owkotpodeio tne Ouykavta®, pio Ex-

6 To oxohelo eivan to St. Mary’s College
Kisubi 4 SMACK. BAéne http://www.an-
dreastultiens.nl/ebifananyi/6-duc-altum-
dive-deep-st-marys-college-kisubi/

H rohroad vk napousiaone | The politics of presentation

to conventions around the production
and uses of photographs in Western Eu-
rope, where | was educated as a photog-
rapher.

Exhibiting photographs and the
politics of presentation

When considering photographs of oth-
ers there has been an emphasis on the
politics, or burden if you will, of repre-
sentation.® While it is necessary to be
critical of the power structures around
photographs in terms of representation |
propose to shift this emphasis to the pol-
itics of presentation, as this moves the
responsibility from abstract entities to
us, the people presenting photographs
and engaging with them.

The Ebifananyi exhibition designs
were responses to the initial encounters
with photographs in Uganda, as well as
to the particularities of exhibitions spac-
es. | brought my understanding of what
an exhibition can and should be to Ugan-
da, and my experiences in Uganda to
subsequent exhibitions in Western Eu-
rope. Given the spaces in Uganda were
not designed for exhibiting photographs,
the curatorial strategies deployed had
to meet the demands of the particular

5 Tagg, J. (1988), The Burden of Represen-
tation, Basingstoke: Macmillan Press.
kat Kratz, C. (2001), The Ones That Are
Wanted: Communication and the Politics
of Representation in a Photgraphic Exhi-
bition, Oakland: University of California
Press.

context. Compared to the Dutch way
of working with its strict distribution of
roles, I am in Uganda involved in the full
production of the exhibition. In hindsight
this provided insights into the resourc-
es that are available to produce photo-
graphic prints in present day Uganda and
helped me to understand the conditions
in which Ugandan photographers pro-
duce and distribute their ebifananyi.

An Example

With the launch of Ebifananyi #6, based
on the collection of photographs en-
countered at the oldest Catholic board-
ing school in Uganda® an exhibition took
place at the Uganda Museum in August
2016. | proposed to use the natural his-
tory wing of the Uganda Museum for the
exhibition because the displays include
“skeletons prepared by Mr. Sebastiane
Nsubuga with the kind permission of
Brother Adrian St. Mary’s College Kisub-
i”.7 The exhibition brought two related
histories of institutional knowledge and
education together. In line with the book
the combination of photographs and ob-
jects suggested the problematic relation-
ship between photographs of colonial

6 The school is St. Mary’s College Kisubi
or SMACK. See http://www.andreastul-
tiens.nl/ebifananyi/6-duc-altum-dive-
deep-st-marys-college-kisubi/

7 See documentation of the exhibition
http://www.andreastultiens.nl/exhibi-
tion/ebifananyi-6-exhibition-launch/
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Beon MAPOUGLATTNKE TOV AUYOUOTO TOU
2016 oto Mouoeio thg Ouykdvrta. MNpo-
TEWVQ VO, XPNOLHOTIOL oW Yo TN £kBeon
v ntépuya Guoikng lotopiag tou Mou-
oelou tng Ouykavta, yiati Ta ekBépara
nep\GpBavay «OKEAETOUG TIPOETOLHUA-
opévoug amd tov K. Sebastiane Nsubu-
ga pe TNV evyevikn adeta Tou AdeAdou
Adrian amno to St. Mary’s College Kisub-
i»”. H ékBeon édepe Kovtd Vo ouvde-
Sepéveg LoTopleg BEGHIKAG yvwong Kot
eknaibevonc. O ouvduacuog pwrtoypa-
PLIDV KOL OVTIKELPEVWY, OE Supdwvia Pe
0 BBAio, uTtovooUoE T TPOBANUATIKA
oxéon avaueoa otlg wroypadieg anot-
KIOKWV UTIOKELEVWVE, ToL orola avtl-
TPOCWRELAY Ot HaBnTEéG Tou oxoAeiov,
KoL TV OLkeLlomo{naon Tou mepLBAAAovVTOog
w¢ Puotkn Lotopia’.

OL pWTOYPaAPIKEG EKTUTIWOELG EYL-
vav ToTiKA o€ KapPd kot avaptnonkav
o€ POAG TOPABUPWY QMEVAVTL Qo Ta
povigo exBépata, evw aviituma Tou
BLPAiou tomoBetriBnkav o abeleg £00-
xéc. H nhextp} kahwdiwon o' auteg
TIC €00XEQ Empeme vo TLoXTEL ya va

7 BAéne tnv Ttekunplwon g €kBeong
http://www.andreastultiens.nl/exhibi-
tion/ebifananyi-6-exhibition-launch/

8 Vokes, R. (ed.) (2012), Photography
and Africa, Ethnographic Perspectives,
Melton: James Currey, . 212.

9 Pratt, M. L. (2007), Imperial Eyes: Travel
Writing and Transculturation, Novbivo:
Routledge, onpeio 929 and 6792 ToOU
e-book.

A£LTOUPYHOOUV T PWTA KOl Va glvol Ta
BBAla opatd. H ékBeon Ba Slapkouoe
uTtoTiBeTalL TEVTE NUEPEG. Thv TeheuTaia
$opd buwe Tou BpEBNKa OTO HOUTELD,
tov lavoudplo Tou 2018, oL EKTUTIWOELG
ATav akopn avoptnpéves. Eixav apxi-
oet va feBwpldlouv, oA Onwe eine
¢vac maAatog empeAntrig tou povoeiou:
«8elxvouv wpaieg koL Sev EXoUE TUTOTE
dMo vo Bahoupe exel». AvtiBeta, otnv
EupWMn oL GUVBRAKEG Kat oL GURPWVIES
VLol TIG EKBECELG TV EUKOAOTEPO VOl KO-
TavonBolV Kal va. ETOLUACTOUV OO OTL
otnv Ouykdvta. Autd kuplwg egattiog
TNC OLKEWOTNTAG HOU HE TIG CUMBAOELS
TOU TIWE OL XWPOL AELTOUPYOUV KaL ETtL-

KowwvoULv.

AvTISpALOELG KOIL GUVETELEG TWV
ekO£oewv oTnV OuyKavia

H mapatipnon 6t ta UAKA mapouct-
QONG «TIPEMEL vaL £XOUV yivel ekTOG»™
Atav cuxvh Kol évog EUGNUOOG Tou
UTtovooUoE OTL N €kBeon £8eLve KoAn
kol SUVETIWE Sev Ba propoloe va eixe
nopaxBet otnv Ouykavta. Ev PEPEL, WG
avtibpaon ¢’ QUTEG TIG MAPATNPHOELS,
£YLVE QVATIOOTIOOTO LEPOG OAWV TWV EK-
Béocwv, TEPIMAUBAVOUEVWY KAl QUTWY
otnv EupWwnn, va MopouoLAlovTaL EKTU-
Twoelc mou eixav mapayBet otnv Ou-
ykdvta. Q¢ amotéAeapa, yvwpilw TAEOV

10 To «Tpémel va €Xouv Yivel EKTOCH elval
L0 TUTUKY €KDPAGT) OUYKAVTE(IKWY ay-
yAkwv A «Uglish»,

H noAwikn tng napouciaong | The politics of presentation

Andrea Stultiens, ?\snrlouépsta ano thy ékBeon pe agoppr TV £kSoan tau PLRAlou Ebifananyi #5
Duc in Altum, St. Mary’s College Kisubi. The Uganda Museum, 2016. ’

Andljea Stultiens, detail from the exhibition on the occasion of the book launch of Ebifananyi #5
Duc in Altum, St. Mary's College Kisubi. The Uganda Museum, 2016. ’

subjects,® personified by the students of
the school, and the appropriation of the
environment into natural history.®

The exhibition prints were locally
produced on canvas and mounted into
blind windows opposite the permanent
display while copies of the book were

8 Vokes, R. (ed.) (2012), Photography and
Africa, Ethnographic Perspectives, Melton:
James Currey, p. 212

9 Pratt, M. L. (2007), Imperial Eyes: Travel

Writing and Transculturation, MAovSivo:
Routledge, location 929 of 6792 of e-book

placed in empty niches. The electric wir-
ing in these niches had to be fixed for
the lights to work and the books to be
visible. The exhibition was supposed to
last for five days. However the last time
| was at the museum in January 2018,
the prints were still up. They were los-
ing their colour, but as one of the senior
curators of the museum said: “they look
nice and we have nothing else to put
there”. In contrast, in Europe the con-
ditions and agreements around exhibi-
tions were easier to grasp and prepare
for than in Uganda. This was largely due
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T Sabéopueg duvatdTnteg yla TV na-
paywyn EKTUTWOEwWV otnv Ouykdvrta.
ExAopBdvw auth TV EUNAOKN OF Kata-
otdoelc mou kdrolog Sev katavoel ava-
YKQOTIKA WG Evov TPOTo vo. KnBel Ka-

Ano tn Zykaroupn pe ¢puon

Alexander Supartono

To 1819, 6tav o Stamford Raffles anoda-
oloe va petatpéPel To Hikpo Yapoviol
ota otevd Malacca og eumopikd ALpdvt
NG Bpetavikrg Etatpeiog AVOTOAKWY
Iv8uwv, eldytota davtaldtav Tov avti-
kturo Tou Ba eixe autd otnv e&EMEN
NG pwroypadiag TNV MEPLOX HETA TO
Seltepo piod tou 190u awwva. |Staite-
pOL EMNPEACEVOG OO TOV aflocEPacTo
tote Adam Smith kaw tnv Wéa tou David
Ricardo mepi elelBepou epmopiou, o
Raffles petaocynudtioe to vnol oméva-
vTL ané T Mahalolavry Xepoovnco o€

nUAN Tou Tpocédepe TARPN amaAoyh

OTIG ELCAYWYEC, OTIG e€aywYEC, Kot KAOE
dAAn epmoptkry i Saopoloykny xprion

velg mépa amno tnv emupaveELAKOTNTO TTOU
AKOMN ETUHUEVEL 0T «wToypadiar.

{HeTddpaon arod ta ayyALKe
HpaxArg Nanaiwdvvou)

Tou Alpaviou.

H B¢on tng Iykamolpng we Slape-
TOKOULOTIKO KOl EUTIOPKO KEVIPO TNG
MepLoxng ovviopa petétpede to vnol
oe pwroypadko mupnva otn Notioo-
vatohkr) Acla. OL mpwtol Eupwraiol
dwrtoypddol mou tafidepav otnv Ava-
ToAfi ApBav mpwrta otn Iykamoupn
npw eykotaotabolv ot SLadOPETIKEG
TIOAELG TNC TIEPLOXNG, KaL oo ekel €ka-
Vo TIC GwTOYPAPLKEG TOUG TIPOUAOELES
H mepvoucav amo To vnol KaTa Tnv ML
otpodr touc otnv Eupwmn. Xapn oth
OUVEXN OUTH pofy n Zykomoupn €ywe
KOUBOG TwV GWTOYPUDLKWY TIPAKTIKWY

kot StktUwv tne NotloavatoAkrig Aolag,

H seodwtua o rapousiaons | The politics of presentation

to my familiarity with the conventions
from which the spaces worked and com-
Mmunicated.

Responses to and consequences of
exhibiting in Uganda

The remark that display materials “must
have been made from out”,'° was regu-
larly made and could be interpreted as a
euphemism meaning that the exhibition

10 “made from out” is a typical Ugandan En-
glish or ‘Uglish’ phrasing.

From Singapore with nature
Alexander Supartono

In 1819, when Stamford Raffles decid-
ed to turn the small fishing island at the
Malacca strait into a trading port of the
British East India company, little did he
know its impact to the development
of photography in the region since the
second half of the 19 century. Highly
influenced by then the admirable Adam
Smith and David Ricardo’s idea of free
trade, Raffles transformed the island
off the tip of the Malayan Peninsula as
a port that charged nothing for import,
éxport, and any use of the harbor for any
other duties or trade.

Singapore’s position as the region’s

transit and trading centre soon turned

looked good and therefore could not
have been produced in Uganda. Partly
as a response to these remarks | made it
a point for all the exhibitions, including
those in Europe, to display prints pro-
duced in Uganda. As a result | now know
which resources are available to produce
prints in Uganda. | take this kind of in-
volvement in a context that one does
not necessarily understand to be a way
to move beyond the skimming of surfac-
es that still persists in “photography”.

the island into the photographic meet-
ing point in Southeast Asia. The first Eu-
ropean photographers to travel to the
East arrived first in Singapore before
settling in different cities in the region
and returned to get their photographic
supplies or passed through the island on
their way back to Europe. This unremit-
ting traffic enabled Singapore to become
a hub for photographic practice and
networks in Southeast Asia, where pho-
tographers in the region met and learnt
from one another’s works, businesses -
and experiences. Following his success
in Prussia expedition to East Asia, August
Sachtler settled in Singapore in 1863 and
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