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Introduction

It has been noted by the Australian sports historian Richard Cashman that
histories of sport “have been slow to make use of visual sources.” Photographs,
cartoons and drawings, he argues, “have been used to enhance and add to written
monographs [rather than] as source[s] in their own right.”1 All too often, it appears,
photographs are included in sports history texts almost gratuitously, apparently
bearing no relation to the written word and bundled together at the center of a
book for what seems to be purposes of light relief. Yet photographs can act as a
source of historical information about sports. Clues about the nature of the sports
milieu, sports clothing, and even social class can be found in photographic images.

There can be no doubting the place of the photograph in the history of
sport. Its significance in communicating images of sports events was part of the
broader explosion in sports publishing during the early years of this century.
Photography has also been important in certain technical aspects of sports. That
the pioneering “technical” photography by Eadweard Muybridge and Etienne
Marey did much to aid the analysis of sports technique is well recorded.” Certainly
the invention of the photo-finish camera aided the judgment of officials in sports
such as track and field, swimming, cycling, and horse racing.’ It remains the case,
however, that the main method of analysis in the academic use of photographs in
sports history is through the application of content analysis. This often involves
the use of quantitative analyses of the characteristics of photographs over time. I
suggest that there is considerable room for the development of other forms of
visual analysis based around ideas from cultural studies that are founded on the
notion of representation.

In anthropology, literary studies, and geography, it has been recognized that
there is a “crisis of representation,” suggesting that both the written word and the
photograph should be read as ambiguous “texts” rather than as accurate records
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of “the truth.”* In other words, there is always a gap between reality and its
representation. A photograph is a highly mediated representation; it is pointed at
a particular space and framed by its cropped edges. It is inevitably a partial record,
sometimes produced with explicit motives in mind. Alternatively, the subconscious
intentions of the photographer can be interpreted by careful readings of the
photographic image. Hence, a photograph or other from of visual representation
may serve to not only denote a sports event or an individual athlete; it may also
possess many connotations.

Photography resonates strongly with history. It has been observed that
“cameras are boxes for transporting appearances.”” The photograph is a means of
communication that transports an image from one time period to another.
Photography fitted perfectly into the ethos of the late nineteenth and early
twentieth century travelers, who journeyed to the world’s remaining ferrae
incognitae. The instant record provided by the “truth-telling eye of the camera”
seemed to be the ideal medium for recording the life styles of peoples who would
shortly disappear forever.® Painting, prints, and, of course, writing had long
provided European armchair travelers with images of Africa and “the African.”
Indeed, some of these paintings of distant lands were “held to be dauntingly
objective and scientific,” as in the case of the work of the French orientalist painter
Jean-Leon Gérome.” Yet paintings were obviously hand-crafted images.
Photographs, on the other hand, belied the status of paintings as representations
of the world “and seemed instead to be truthful, uninflected restatements of that
world.”® The photograph, along with a number of other panoptical Victorian
innovations, involved collection, display and discipline, from which “objectively
sound ‘factual knowledge’ could be obtained.” Photographs could be used as a
summary of a culture and as a source for categorization and classification. But
the apparent authority of the photographs brought back from Africa and published
in the commercial world of travel writing was not without contradiction and
ambiguity. Today such photographs exemplify various “ways of seeing” the world
and its peoples. As John Berger noted, “The way we see things is affected by
what we know and believe.” For example, the European gaze that fell upon the
Masaai of Kenya in the nineteenth century meant something different from what
it might mean today.

This essay is rooted in the multidisciplinary field of postcolonial studies,
drawing in large part on the work of Edward Said and his canonical Orienzalism.”
Said all but ignored the visual arts, but there seems little doubt that photographs
played a major part in the construction of those “imaginative geographies” in
which distant facts were often transformed into western fictions. As Linda Nochlin
has stressed, the photograph “is hardly immune from the blandishments of
orientalism”'® and the late nineteenth and early twentieth centuries saw the
increasingly popular recording of Africa and “the African” by means of the camera
and cinematography. Within Said’s “imaginative geographies” can be found
“imaginative sport,” one of which forms the main subject of this paper. My specific
aim is the exploration of some visual representations of one body cultural practice
of the Tutsi of Rwanda during the first half of the present century.
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Tutsi Gusimbuka Urukiramende

European and North American travelers who visited Rwanda during the first
half of the twentieth century often obtained a photographic record of gusimbuka
urukiramende. For convenience I have abbreviated this to gusimbuka throughout
this essay. This was usually translated into English as “high jumping” and was
practiced by an elite corps of boys and young men (infore) who were recruited to
the court of the mwami (king). Together with spear throwing and dancing, gusimbuka
was also provided as a kind of entertainment for the mwami and other chiefs on
various festivals and other special occasions throughout the year.

The final decade of the nineteenth century witnessed the production of the
first photographic records of Rwanda and Burundi. Between the late 1890s and
the early 1950s, travel photography that recorded these two small kingdoms placed
considerable emphasis on the corporeality (physical or bodily qualities) of the
ruling Tutsi. As with written texts, photographic representations of the physicality
and athleticism of the Tutsi were presented as “different” but also as something
that could be readily domesticated and turned into western forms of athletic
sport via such rhetorical modes as appropriation and surveillance. Alongside these,
the tropes of idealization and naturalization can also be clearly seen.”’’ At this
time, the internal politics of Rwanda were characterized by Hutu-Tutsi tensions
and a rapidly growing “Tutsification” of the country. There was a increasing class
rigidity that, sometimes quite arbitrarily, designated people as “Hutu” or “Tutsi.”
Various “invented traditions” emerged to bolster the power of the minority Tutsi
that also served to racialize the economic and social differences between them.
What Liisa Malkki calls “mythico-histories” proclaimed the Tutsi as innately
superior, in both intellectual and corporeal terms."

A recurring theme in the colonial representation of “Africa” and “the African”
has been its ambivalence and contradiction. Such instability in Africanist
representation is reflected in the images of the idle native on the one hand and of
the noble savage on the other. In terms of visual records of “African corporeality,”
the representation of the Tutsi can be used to illustrate not only the variety and
the instability of the images being represented but also the different “ways of
seeing” the apparently innocent image of a man jumping over a rope or bar. In
many photographs of gusimbuka, it seems that the object was to record, as
unambiguously as possible, an indigenous African form of body culture. Such a
view reflected a realist tradition. In other photographs, however, the presence of
a European not only deflected attention from the African but also raised questions
about authenticity. When captured by “scientific” modes of representation, such
as diagrams, the Tutsi gusimbuka can be interpreted in other ways.

I argue that there are three primary modes of analyzing gusimbuka
representation. It is implied in the writings of many travelers that the aim of
their visits, armed with a camera, was to record the “real” Africa. After all, given
the shortcomings of linguistic representation, what better way to achieve mimesis
than by capturmg it visually—the European would see the event just as the explorer
saw it in Africa.”® As Blrnbaum put it, his photograph provided “proof” of the
Tuts?’s high jumping skills."* If T. Alexander Barns was in any way representative,
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the objective of the travel
writer and photographer

-~ who explored Africa in the

r P 1920s was “to place before

his public the beauties of

"# " this African Wonderland
—— which still lie hidden from

so many.””® The American
explorer Attilio Gatti

sought “the routing of

disbelief, for the conquest
of new bits of information,
for triumph over age-long
mysteries.”'® In seeking to
reproduce an accurate

image ofthe more
mysterious and “remote”
parts of the world, the

photographer  would,
through the traditions of
realism, strive “to preserve
the purity of the cultural
other that he represents.”"’
In such representations

Figure 1. (Source: Roome, Tramping through Africa)

.18
there was no room for connotations.

Most—but by no means all—of the Tutsi high jump photographs that I
have seen excluded any obvious evidence of a European presence. In most,
Europeans were hidden from the camera. Such photographs stressed the
orderliness of the high jump occasion, as in the scene shown in Figure 1, which
was initially published in a book by William Roome in 1930."”” This rather
naturalistic view may be worthy of comment because gusimbuka was generally
associated with the courtly exhibitions of the king’s pages, the inzore. The
representation of the Tutsi high jumper, as captured in Figure 1, can be read at
several levels. It certainly denotes an African clearing a bar more than 7 feet above
the ground. But what does it connote? There is no one meaning. The fact that a
European ook or shot a photograph symbolizes a power relationship, and, certainly,
the objects of the camera’s gaze can be substituted for the objects of a Foucauldian
“discipline.” Based on the work of Michel Foucault, this is summarized succinctly
by Simon Ryan, who notes that a “dissociation of the see/being seen dyad . . .
represents the visual desire of the explorer to reduce the threatening complexity
of interactive observation by distancing the observer from the observed, and to
construct observing moments as a ‘small theatre’ and the indigene as an ‘object of
information,” never a subject of communication.”*" The camera’s disciplinary power
can capture the observed objects without the source of the gaze being seen, a

’ L«

modern analogue of Foucault’s “panopticon.””” But although the “scene” in the
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“theatrical space” could be
read in different ways, in this
case it also seems to be

photographing an example
of “discipline.” By appearing
somewhat distant from an
aristocratic spectacle, such
images may be trying to re-
present a “natural” body in a
more “natural” landscape
and imply a more wide-

spread practice of gusimbuka
than may have, in fact, been
the case. Here we see man
and nature as one, an aesthetic
that creates a sense of

innocence. The image’s

meaning is highly ambiguous,
and there are many acceptable
meanings that could be taken
from it. Is it an image of an
African corporeal triumph or
of a European visual trophy—
or both?

Figure 2, however, is a
low angle shot with the

\ \ athlete’s body seen against

- 4 “‘, ) the sky, which has enabled
Figure 2. (Source: Gatti, South of the Sahara)
the photographer to place an
emphasis on height, power
and achievement. The verticality of the performance is emphasized, and the dress
of the page boy on the left connotes an aristocratic ambience. Such contrasting
views demonstrate the flexibility of colonial representation in its ability to show
the high jump as both an idealized form of innocent, childlike playfulness and as
an African athletic spectacle.

To what extent could the events photographed have been choreographed by
the photographer? The fact that it was taken by a European makes it, of course,
a colonial rather than a Tutsi event. Indeed, power and the orchestration of the
event are reflected in the photographic record of the micro-geography of the
sites. They present images of order; the African corporeality is confined to a
cleared space. There is ample room for the event, and it takes place in an
atmosphere of structure and possibly rehearsal. The audience is orderly and well
controlled. The Africans are identified by their seminudity and their exotic activity,
but they are domesticated by the photographic capture and the European-imposed
order.”’ T cannot deny, however, that the photographs also idealize the Tutsi.
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They project corporeal achievement. For the athlete, the camera’s gaze does not
record the savagery of native dancing. Instead, it is grace and corporeal power
that is being communicated here. Because Roome recorded that the athlete was
jumping over seven feet, it also posed a threat to European sporting hegemony—
if it was read as a “sport,” which it invariably was.>* The point I am making from
these two examples is that there are various “ways of seeing” body cultural practices.
Each can be read as something more than simply a man jumping over a bar.

Scratches on the Negative?

Among the 5,000 photographs taken on the expedition of the Duke of
Mecklenburg in 1907-8 (at least) three were of one display of Tutsi gusimbuka.
Two of them were included in the duke’s book, In the Heart of Africa, published
in English in 1910. His chapter on Rwanda and Burundi—including these two
photographs—was reprinted in The National Geographic Magazine two years later.
A third picture is clearly recognizable as having been taken at the same event and
was first published in 1911. » Undoubtedly the most well-known of the
Mecklenburg photo-
graphs, and by far the
most frequently re-
produced of any of the
Tutsi high jump, is the
one showing the duke and
his adjutant, von Weise,
standing between the two
high jump uprights with
a Tutsi high jumper
passing over their heads to
clear, according to
Mecklenburg, a height of
2.50 meters (Figure 3).
Mecklenburg’s two other
photographs of the high
jump event did not con-
tain any Europeans, and
this may be one of the
reasons why they have not
been reproduced so often,
despite being somewhat
more pure (though as I
shall show, far from
“accurate”)  “anthro-
pological” records. The
National  Geographic
Magazine carried this

Figure 3. (Source: Mecklenburg, In the Heart of Aftica)
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photograph twice in seven years.*® It continued to be widely reproduced in
subsequent decades in a variety of popular and academic publications. In the
1990s alone these ranged from (yet again) The National Geographic to the cover
of a book on German foreign policy in Rwanda in the early twentieth century,
from Allen Guttmann’s Games and Empires to a copy of The Times (London)
newspaper. >’ It can be read as a western icon of African athleticism. It can also
be seen as a work that has shaped subsequent representations and that connects
with the question of representation. The athlete is performing or “representing”
with his body the characteristics of one form of Tutsi body culture and the evidence
of his athleticism. But these characteristics are also being “re-presented” to the
western world in the very different language of sport, a language which
appropriates the Tutsi body culture in western terms.

To include a European traveler as an unfortunate trace in an otherwise
“accurate” representation of African places or people could, according to some
observers, be a means of disturbing the effectiveness of the photograph as an
anthropological record or “an image of uncontaminated diiference.””® The presence
of a westerner would be “a sort of scratch on the negative, a blemish that betrays
the presence of the photogragher and his culture.” Re-production and not
production should be stressed.”” Photography longed for the invisibility of its
producer—a dream of purity of image “in the quest for an unblemished
primitivism.”*’ The photograph would provide “total visibility and knowledge of
‘the other.”" Yet, in the case of gusimbuka, Europeans were central to many of
the photographs. It is this apparent contradiction that raises a number of questions
of representation.

Some people, when viewing the photograph in Figure 3, believe it to be a
forgery.”> However, the speculation of forgery is not central to my present
discussion. What is important is that the photograph not only follows the trope
of colonialism and has been set up for the camera (a metaphorical montage if not
a literal one), but also that it appears to have set a precedent for several subsequent
representations, i.e., the European being included with the Tutsi jumper as part
of the overall image.

How may this classic image be read? The clear demarcation of the Africans
and the Europeans suggest an emphasis on “difference”; it emphasizes the binary
opposites of white and black, European and African. It connotes a feeling of
power. The African objects of the gaze are captured, to be sure, and the over-
dressed Duke of Mecklenburg and his militarily uniformed adjutant, von Weisse,
are shown standing under the Tutsi jumper as he clears the rope between the two
uprights. European power is contained centrally within the image. Even though
the positioning of the camera enables the jumper to be outlined against the sky,
hence (literally) heightening the dramatic effects of the jump, it cannot be said
unequivocally that the high jumper is given “visual primacy” over the German
visitors. Although the high jump performance is regarded as the subject of the
photograph in most of its captions, the Europeans’ centrality, upright posture,
and military uniform carry messages of power and control—the condition of
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European hegemony over Africa. It is not clear who the photographer wished to
privilege. Hence, it is unclear what the “preferred meaning” is.

This kind of scene was perfect for reproduction in The National Geographic,
which was fond of showing not only the juxtaposition of the binary opposites of
“black” and “white” and “civilized” and “primitive” but also the control that white
domination bestowed on the 'cropics.33 The Europeans command the center even
if they are not the subject of the photograph. The man next to the upright
(seemingly questioning the entire episode) appears to be some kind of “assistant”
(to the Germans or the jumper is not clear). He is certainly not in charge: he
knows his place. But this “assistant” could be read as being part of a cultural—
even racial—hierarchy. The jumper may have represented a stereotypical, dominant
and powerful Tutsi and the passive attendant a stereotypical Hutu.

Other important questions are raised by Mecklenburg’s powerful image. Was
the high jump event a Tutsi-initiated performance or was it set up by the European
“visitors”? Although the photograph itself makes the event a European production,
it could be read as a record of the successtul adoption of western achievement
sport by the Tutsi. Indeed, Mecklenburg claimed that the event was undertaken
under his direction and organization,34 possibly implying less an act of “discovery”
than a colonial cultural contribution or a sign of German benefice. Though the
most well-known and most widely reproduced, it contains so much evidence of
the photographer’s culture that it is arguably the least typical photograph of Tutsi
high jumping ever taken. The bags of sand at each end of the rope are reminiscent
of the apparatus that would have been used in German schulturner jumping. The
roughly hewn branches comprising the uprights with their crude calibrations are
also atypical of the high jump apparatus shown in most subsequent representations,
in which long, rigid reeds form both the upright and the crossbar. The photograph
therefore explicates the power of the European to orchestrate or negotiate the re-
enactment of indigenous performance genres. 5 It also reveals the presence of the
colonial culture within the re-enactment. Mecklenburg and his adjutant were
not unfortunate “traces” in the photograph which would spoil an otherwise
“anthropological” record, but a central presence in the event’s (and the
photograph’s) construction. The photograph not only recorded-or
reconstructed—an indigenous custom and live objects of display, it reinforced
European power.

The image of the Tutsi high jumpers as super-athletes obtained substantial
publicity following the publication of Mecklenburg’s book in Germany, Britain,
and the United States, and its further dissemination via National Geographic. Even
if their jumping skills were not always illustrated by photographs in articles about
the region, they were commonly alluded to in passing.”® By the 1930s European
visitors to Rwanda were said to “infallibly” stand under the crossbar at a high
jump exhibition.”’ It was not unusual for them to return with illustrations of the
event, similar in arrangement to Mecklenburg s. It seems that a sort of “structure
of expectation” had been created “where the p1ctures c1rcu1at1ng around sights
were more important than the sites themselves.” ¥ The prior expectations of the
Europeans, set up by Mecklenburg’s famous and powerful image, could be argued
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to have framed what would be subsequently seen. After the First World War, a
number of Europeans adopted poses similar to that assumed by Mecklenburg
and von Weisse. Figure 4, published in 1937, depicting English traveler Patrick
Balfour is 1:ypical.39

The common European presence in such photographs of the Tutsi high jump
invite some further ways of reading such depictions. There are some fairly obvious
reasons why Europeans should have included themselves in the photographic
record of Africans. One would have been to provide a scale by which the height
of the jumps could be gauged. Another was to demonstrate to the reader that the
traveler writing the text really was there—a means of authenticating the expedition.
They may have also provided a personal memento of the African visit. It was also
possible that these travelers, though not “scientific anthropologists,” may have
followed something akin to “anthropological methodology and orientations . . .
showing the ethnographer in-there-with-them, as [became] characteristic of
ethnographic amthropology.”40 In addition, however, a number of other
interpretations can be adduced, based on an exploration of more symbolic
meanings of the European presence.

As noted earlier, it is virtually certain that the event photographed by the
Duke of Mecklenburg’s expedition was actually organized by the duke himself.
But the setting up and the zaking of the photograph-itself a demonstration of

Figure 4. (Source: Balfour, Lords of the Equator)
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both surveillance and appropriation—was not always enough, and I would argue
that the physical presence of the European was thought necessary to reveal and
make explicit colonial power. Central to popular European imagination in the
early twentieth century was the notion of occidental superiority. To be included
in a photograph of native lands and/or people suggested asymmetric power
relations. Whether it was the African’s athletic power or the German or Belgian
political and cultural power that was being shown to the European audience, the
African was being photographed for purposes he did not define.”! In the
photographs considered here, the European tended to be placed in a posed, central
position, framed not only by the edge of the picture but also by the rectangle of
the high jump equipment (seemingly emerging from the portals of Africa) with
clear evidence of the African Other (spectators) in the background. There is a
visual hierarchy (which symbolizes the world system) in which the Europeans
are at the center with the Africans occupying various degrees of peripherality,
simulating a map of the colonial world system.

In most cases I would suggest that the presence of the European deflected
the attention of the (European) viewer from the ostensible African object of the
photographs—who also happened to be performing what were perceived as
stupendous feats of athleticism. In photographs of the high jump, the European
could not “look down” on or stand over (literally) the African—a popular
positioning in the relation between African and European in many of the photos
carried in, for example, The National Geog“rczp/yz'c.42 Power over the African by
means of the central positioning of the Europeans was the next best thing, and it
symbolically revealed them reaching out into African space and appropriating it
as their own.*

Many photographs of African “types’—either individually or in groups—
were obviously posed; the Africans were clearly “put there.”™ In the Tutsi/
European photographs the pattern seems to be inverted. The African high jumper
appears more “natural” than the self-objectified European, and it is less easy to
see in these pictures the African as the Europeans’ “trophy.” The presence of
explicitly threatening postures in the more posed photographs might have defeated
their objective of showing Tutsi-European compatibility. Paternalism—or
maternalism in the case when Queen Astrid of Belgium assumed the Mecklenburg
role during a visit to Rwanda in the 1930s—seem better descriptions (though
through the appropriative characteristics of photography they obviously were
trophies). The western presence can be said to have cemented the contact between
the European and the African.* Like certain other colonial photographs, those
of Europeans at the Tutsi jumping displays seem to represent a peaceful yet uneasy
relationship possessing a tension which had yet to explode.46

A paternal presence was found only rarely in photographs of African dancing.
The African tradition of dancing was “obviously” savage by European standards
and so different from the European equivalent that there was little need for any
western presence in its representation to show occidental superiority In a rare
example of a depiction of a European accompanying African dancers, James
Augustus Grant (traveling companion of John Hanning Speke) was shown
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incongruously assuming the formal movements of the (“superior,” more controlled)
western dance style in contrast with the uninhibited and wild movements of the
African.”’ But the Tutsi high jump was not savage; its exotic character was
tempered not only by its perceived gracefulness but by the similarity of its form
(though not its function) to that of the western high jump. Its superficial similarity
to the western form of jumping made for its easy rhetorical and visual
appropriation. But the apparent superiority of the Tutsi over the western and
Olympic records needed to be countered by the maintenance of cultural distance.
Gusimbuka was too close to the western model for comfort, and perhaps western
standards—and the Europeans themselves—were threatened. Difference had to
be sustained by a visible and recognizably European presence. The Europeans
could not be recorded as matching the astonishing heights of the “natural” Tutsi
jumpers; nor given their lack of training could they use western techniques to
make their presence felt or even to take part in the Tutsi high jump. They could
not mimic the Tutsi by posing in their clothing and by replicating their customs
in the way that some orientalists did by taking on the image of “the East.”* But
they could, by their very presence, posture and dress style, communicate to a
European audience their cu/tural superiority over the African and, at the same
time, serve to preserve the essential difference (culture/nature) between European
and African in the multicultural content of the photographs. Despite the
interlocking practice of high jumping, a display of power asymmetry could be
retained.”’

An alternative way of seeing the presence of westerners in the photographs
is that they allow us to be more aware of ourselves as actors on the world stage.
Of course, whether Europeans appeared or not, they were there, but “in pictures
that include a Westerner, we may see ourselves being viewed by the other, and we
become conscious of ourselves and our relationships. The act of seeing the self
being seen is antithetical to the voyeurism that many art critics have identified as
intrinsic to most pho'cography.”50 The traveler photographed with the “primitive”
was made as much a star of the story as was the Tutsi high jumper.

Captured by Captions

Photographic images are invariably surrounded by written text. Among the
most potent forms of such texts are photographs’ captions that serve to guide the
reader or suggest one of several possible meanings of the photogralph.51 They are,
therefore, what Gren calls “semantic significations” because a particular part or
arrangement of the photogragh is distinguished from another in defining or
describing the representation. % As a result, the caption can sometimes assume
supremacy over the image and can divert the audience’s attention away from
what might, at first sight, appear to be the central object of the photograph. In
such cases, “the image no longer illustrates the words; it is now the words that,
structurally, are parasitic on the image.”*The captions to the photographs of the
Tutsi jumpers that featured Europeans often referred to both the African and the
westerners. One caption read, “This fellow easily leaps a good foot over the heads
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of the members of the Gatti expedition."54 Another noted: “While the author
(Martin Birnbaum) stood his ground, one after another of these tall natives
demonstrated that they could top the official world’s record o By making
reference to both the Tutsi and the European, the above captions detract from
the Tutsi presence and performance by noting the European standing his ground.
In addition it establishes the two “types.” From these examples, we know the
“author” is Birnbaum; we are told the expeditioners are with Gatti. Whereas the
Europeans are individual human beings, the African high jumpers are
essentialized; they are generalities—a Tutsi, a “tribesman,” “tall natives” or a
“fellow.” This was part of a discourse that represented “the African” as an object
“to be looked at rather than a self-constituting subject.”56 It was a rhetorical form
that was ubiquitous in the visual representation of the Tutsi high jump, despite
the fact that the names of the high jumpers were recorded orally by the indigenous
culture.”’

The same photograph might be accompanied by different captions in a variety
of publications. In its original English language source, the most famous of the
Mecklenburg photographs is simply captioned “High jump by Mtussi (2.50
meters).* When reproduced two years later in National Geographic, it was amplified
as “The champion high jumper of Africa.” In Guttmann’s Games and Empires,
however, it is captioned as a “Wattussi tribesman leaping over the head of Herzong
[sic] Adolf Friedrich von Mecklenburg, leader of an ethnographic expedition to
German East Africa.” In the first example, as in many others, the caption first
appropriates the Tutsi gusimbuka by using the European term “high jump” and
by applying metric measurements; in the second it applies the occidental idea of
a “champion of Africa”; and in the third it engages in “othering” and negating the
African by only naming the European. The western sporting terms (“high jump,”
“champion”) describe an indigenous body culture as a western sport—an “imagined
sport” as part of Said’s “imaginative geographies” of the broader Africanist project.

Picturing Power/Living Diagrams

The concerns of at least some of those who represented Tutsi corporeality
were its technical dimensions. Here was a form of body culture that could not
only be measured but where technique could also be analyzed. An example is
provided in some photographs taken by the Belgian physical anthropologist Joseph
Ghesquire who, while working mainly in the Belgian Congo, was a visitor to
Rwanda in 1950. Professor Ghesquiere took a large number of photographs of
Tutsi high jumping that he has retained in his private collection and that were
never intended for publication. Professionally, his data were quantitative rather
than photographic, his specialism being anthropometry. His photographs might,
in general, be described as the snapshots of an amateur—a European athletics
tan—though, as I will try to show, at least one of them betrays his scientific
t]raining.58 Most of his photographs show Tutsi jumpers clearing the bar during
the course of a demonstration of their skills in Kigali. On one occasion, however,
the mwami invited an infore jumper to perform for him, and the photographs of
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this performance reveal a more clinical concern with technique. One of them
shows an intore high jumper posing with his foot placed at the angle at which he
would take off from the termite stone. Here Ghesquire is unable to resist a
technical representation—the intrusion of the close-up exemplifying Africanism
as a history and discipline of detail.”’ Here the photograph precisely, and with
geometric analysis, provides technical proof of its object of knowledge.

The concern with technique was demonstrated in a much more ambitious
form by Jokl, who can be seen as having applied the nineteenth century
experiments of photographers who sought to identify the movement characteristics
of the human body. These experiments were most popularly associated with the
work of Eadweard Muybridge and Etienne-Jules Marey, each of whom included
examples of high jumping in their experiments.60 Muybridge’s technique had
enabled him to depict a single body, frozen in flight, in different stages of the
jump’s progress. From such photographs, measurements could be produced that
would enable a more efficient training regimen for the bodies involved. Jokl's
representation, based seemingly on Muybridge’s approach, classically illustrated
the modes of surveillance, idealization and appropriation noted previously, In
1941 Jokl published a short paper on Tutsi high jumping technique in which he
selected cinematographic records of jumping scenes for pictorial analysis as part
of his search for “the mechanical elements of technique efficiency.” Such motor

Figure 5. Source: Jokl, “High jump technique of the central African Watussis.”)
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performances, it was assumed, could only be learnt in a long course of “analytical
t1ralining.”61 This, he said, was “the first scientifically analyzed observation in
primitive men of a movement pattern which, because of its degree of
differentiation, has hitherto been thought to belong to the category of technically
involved muscular actions.”®* The language here is one of power, of technicalities,
standing in contrast to that used to idealize the gracefulness of Tutsi jumping
that I noted in the previous chapter. Jokl’s analyses produced a set of diagrams,
three of which are shown as Figure 5.

Such abstractions can be read as a juxtaposition of bodies and machines—
“the translation of the natural into abstract and disembodied laws of force.”®
The photographs on which Jokl’s diagrams were based made it possible “to pierce
the apparent opacity of the body bringing to the surface new visibilities: visibilities
that help propose a machine analogue” for the athletic body—a body which would
thence be redesigned to synchronize with the technical rhythms of sport.* Here
we witness the modeling of the Tutsi. The diagrams seek to generalize the Tutsi as
athletes and the “awkward” presence of any European (indeed, any extraneous
“noise”) is erased. Once seen, everybody will know that this is not a particular
Tutsi high jumper but rather that the Tutsi per se are good high jumpers. It added
to, and scientifically legitimated, the Tutsi as a docile technical object, perhaps
part of “an alienated world of bodies in autonomous motion.”® According to
Seltzer these kinds of representations are “the calibration of body movements,
the conversion of bodies into living diagrams, the practices of corporeal discipline
that appear at once as a violation of the natural body and its transcendence.”®®
Just as the African landscape had to be mapped, so did the African body. Of
course, technique, that the representations sought to identify and improve upon,
was central to modern sports to which the Tutsi gusimbuka was symbolically
appropriated. Here I see the representational modes of appropriation, idealization
and surveillance collapsing into one another.

Conclusion

I have tried to suggest “ways of seeing” various kinds of visual representations
of Tutsi corporeality that attracted a good deal of interest during the first half of
the twentieth century. Photographs of Tutsi athleticism served to establish the
European presence. Of course, the Europeans were there, if absent from the
photograph, but the fact that they were sometimes included could be seen as
” “scientific” picture of the “new” Africa than if they
had simply stood behind the camera in search of what they perceived to be
“authentic” images. These photographs may not have been perceived as “scientific,”
but they may tell us more “in a modern documentary sense” than many
photographs intending to stand as scientific records?®’

I have also tried to show how the photographic evidence of Tutsi high jumping
can be read in a number of ways. In photography we can never be sure of the role
of the photographer nor that of the photographed. Having said that, the

photographs included above do seem to me to connote the power and control of

presenting a more “accurate,
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the European over the African. The modes of appropriation and idealization are
also evident. The illustrations I have explored produce a variety of ways of seeing
Africa and “the African’—as exotic, mysterious, powerful, and athletic. The
presence of the European in the high jumping photographs served to emphasize
difference but at the same time could present the African as vastly superior to the
European.

A further reading is that the European presence made the Tutsi more like
the European than the Hutu. I have also shown how bodily performances such as
gusimbuka, while obviously occurring in a particular space, need not be seen as
being set in the rational space of the taken-for-granted-that of spectators
(sometimes including Europeans) simply watching a spectacular form of corporeal
entertainment. The space of gusimbuka is not completely knowable and
transparent. A space that constitutes the rationality of the European and invariab(lgy
male observer may also be “a space riddled with fantasies, pleasures [and] fears.” s
The space of gusimbuka may almost have been “canonised in a geography of
attractions,”®’ satisfying the fantasies of the European and supplying the pleasures
obtained from the spectatorial gaze. But the fears that “the African” could not
only entertain but also assume athletic dominance in future Olympic Games
were also played out in these spaces. So too were the political aspirations of the
Tutsi (and perhaps the Hutu).

This latter point is important, in my view, because it links the photographic
images of the physical and athletic dominance of the Tutsi with the later political
tragedy of Rwanda. I find it impossible to uncouple the historical, athletic
representations from the sorry events of Rwanda’s recent past. Such positive
stereotypes reveal that the apparent innocence of a photograph of a man jumping
over a bar can clearly be linked to a nation’s political history. These photographs
in no way deny the Tutsi stereotype; indeed, they reinforced it to a voyeuristic
European public. In their own small way these images can be seen as being
complicit with the “invented traditions” that were to create the Tutsi as the “natural
leaders of Rwanda—a stereotype that was to contribute to the “racialization” of
Rwanda and, in its own small way, to the eventual tragedy of genocide following
the overthrow of the Tutsi by the Hutu.
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