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 The A.B. C's of Cloth and Politics in
 Cote d'Ivoire

 Kathleen E. Bickford'

 Introduction

 Factory printed textiles are not new to the political arena in Cote
 d'Ivoire. Indeed, as Mona Etienne points out, the reigning Parti
 Democratique de la C6te d'lvoire (PDCI) has used gifts of factory produced
 cloth as a means of self-advertisement and internal reward for many years.'
 The practice continues to this day. Recently, one cloth wholesaler
 complained that during the 1990 presidential election campaign factories
 were so busy producing cloth for the PDCI that other orders were swept
 aside.2 Moreover, the election, the first multi-party presidential election in
 the history of Cote d'Ivoire, also led to the commissioning of a
 commemorative textile by the main opposition party, the Front Populaire
 Ivoirien (FPI).

 Frequently described as traditionally Ivoirian, factory textiles such as
 those printed for the PDCI and the FPI in the early 1990s are a dynamic
 platform for public discourse in Cote d'Ivoire. Worn by women and men
 as daily dress, a message embedded within the design of a factory textile
 has the potential for reaching a wide audience. The ability of these textiles
 to encourage popular opinion is enhanced by associations with history,
 wealth, and propriety which they can inspire. Meaning may be ascribed
 both explicitly in the representational design of a textile and implicitly in
 the popular names which more abstract designs are given. Often a motif
 is chosen or specially designed to be worn by participants at significant
 events including weddings, baptisms, and funerals. The evocativeness,
 combined with the relative affordability, of factory cloth makes it a highly
 effective medium for disseminating information and a powerful
 mechanism for public debate.

 Much of the underlying power of factory printed textiles resides in their

 l'athleen Bickford is a Research Assistant in the Department of the Arts of Africa, Oceania, and the Americas at the
 Metropditan Museum of Art in New York, 165 23rd Street, Brooklyn, NY 11232 She is working on her doctorate in
 African Art History at Indiana University. Research for this artide in Cote d'lvoire was made possible by the Social

 Science Research Council (summer, 1969) and the Fulbright - Institute of International Education program (1991-92).

 1. Mona Etienme, "Women and Men, aoth and Colonization: TheTransfonnation of Production-Distribution Relations
 among the Baule (Ivory Coast)," in M. Etienne and E Leacock, eds., Women and Colonizaton (New York. Praeger,
 1980), p. 232.

 2. Personal Communication, Mr. Diop, Nov. 1993.
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 prevalence and familiarity. At the same time that they are commonplace,
 the associative quality of factory textiles renders them intensely significant.
 By purchasing and wearing such textiles Ivoirians negotiate allegiances and
 define individual perceptions of identity on a daily basis. A great deal can
 be learned by observing these icons of contemporary Ivoirian life. As Jean
 and John Comaroff have stated, more attention must be given to "the

 everyday experience of common people; ...the routine forms of symbolic
 action that configure their social existence and their identities."3 They
 continue, "the work of ritual-of the building and contesting of social
 realities by way of formally stylized, communicative action-is unceasing.
 Which is all the more reason to regard it as a pervasive aspect of ongoing
 activity, to perceive the 'ritual in all politics, and the politics in [all]
 ritual'..."4 In Cote d'Ivoire the designing, marketing, purchasing and
 wearing of factory textiles is one place where politics and symbolic, or
 ritual, communicative action blend.

 The capacity of factory cloth to elicit strong emotional responses is vital
 to its use as a political tool. In his discussion of ritual and politics David
 Kertzer observes that a political leader who stages a dramatic presentation
 is more likely to achieve a lasting impression than is a politician who
 simply asserts his or her platform verbally. He elucidates, "In this way,
 power holders, or aspiring power holders, seek to promulgate the view of
 the political situation they would like the general population to hold. The
 drama not only constructs a certain view of the situation, but it also
 engenders an emotional response that associates notions of right and
 wrong with the elements in this view."5 Like the construction of political
 dramas, the marketing of politically motivated commemorative textiles in
 Cote d'Ivoire is an attempt to assert the point of view of those seeking to
 establish or hold onto political control. One way of doing this, Kertzer
 maintains, is by appropriating available symbols.6 However, of equal
 importance to the symbolic messages projected by commemorative factory
 textiles is the manner in which the public receives and defines these
 messages. By producing commemorative prints, political parties attempt

 to take advantage of the overarching popularity of factory textiles and to
 participate in what has become a dynamic and influential Ivoirian political

 tradition.

 3. Jean and John Comaroff, eds., Modnity and its Malcontents: Ritual and Power in Postcolonial Africa (Chicago:
 University of Chicago Press, 1993), p. xvi.

 4. IWd., p. xviii; John D. and Martha Kelly, "History, Structure, and Ritual," Annual Review of Anthropology v. 19
 (1990), p. 141, cited in Comaroff and Comaroff, Modernity, p. xviii.

 5. David 1. Kertzer, Ritual, Politics, and Power (New Haven: Yale University Press, 1988), pp. 4041.

 6. Ibid., pp. 42-43.
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 Kathleen E. Bickford

 Factory Textiles

 The evocativeness of factory cloth is rooted in its history and in the
 roles it has come to play in the daily lives of many Ivoirians. In Cote
 d'Ivoire, factory printed textiles, commonly called pagne, are of two main
 types: wax prints and roller prints (also simply referred to as "wax" and
 "fancy", respectively).7 Wax prints have been produced since the mid-
 nineteenth century using a technique developed by the Belgian firm
 Previnaire and Company which amalgamated into the Dutch N.V.
 Haarlemsche Katoend-Maartschappij in 1857.' The wax process invented
 by Prfvinaire allows for a thin resin or wax resist to be rolled by machine
 in a repeating pattern onto a large quantity of bleached cotton yardage.
 When the resin is dry the cotton is intentionally crinkled, leaving thin
 cracks in the resist. The cloth is then submerged in a dye bath, usually of
 indigo or of a deep brown-red, coloring the areas which are free of resin.
 As the dye seeps through the cracks in the resin, thin veins of color are left
 on the textile. Known as "crackling," these veins are one of the identifiable
 and valued characteristics of factory produced wax cloth. After the initial
 dying subsequent colors are applied by hand using felt-padded wood
 blocks, resulting in a slight overlapping and misalignment of color areas.
 Blocking increases the price of wax cloth because it is done manually and
 is therefore both time and labor intensive. Since wax prints were first
 introduced to West Africa, carefully controlled crackling and irregular
 blocking have been qualities of the factory produced batik process which
 have been vital to its aesthetic appeal and inseparable from its perception
 as valuable.

 Originally conceived for the Javanese textile market, wax prints from
 Holland first were brought to the Gold Coast, present-day Ghana, in the
 1890s by Ebenezer Brown Fleming, a Scottish textile wholesaler.' Not long
 after their introduction these prints began to be traded, whether by ship or
 through indigenous trade networks, into southern CBte d'Ivoire. A
 postcard featuring a photograph from the Agni region of southeastern Cote

 7. Pagne is a French word literally meaning loin-cloth, but also signifying cloth worn as a wrapper. In Cbte d'lvoire
 the word is further used to designate a standard measure by which factory textiles are sold (2 meters by 1.60 meters),

 and to designate factory textiles as a category of cloth different from others, including woven textiles (le pvgne tissO),
 resist textiles (IPindigo), chintz (le bazan), and yard goods (le tissu).

 8. Dr. W.T. Kroese, The Origin of the Wax Block Prints on the Coast of West-Africa (Hengelo, Netherlands: NV
 Uitgeverij Smit, 1976), pp. 16-17; Pedler mistakenly attributes the development of the wax print process to N.V.
 Haarlemsche Katoend-Maartshappij in about 1882. Frederick Pedler, The Lion and the Unicorn in Africa (London:
 Heinemann, 1974), p. 24Z- despite this, the text is of interest concerning the history of wax textile trade.

 9. Kroese, 1976, op. cit., pp. 47-55.
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 d'Ivoire shows an Agni chief, identified as Boua Kouassi, with a group of
 notables, several of whom are wearing wax wrappers (See photograph 1).
 Boua Kouassi, a wealthy cocoa plantation owner, became chief of the
 Indenie Agni in 1910.10 This postcard, showing Boua Kouassi and his
 entourage with all of the trappings of wealth and status, attests not only to
 the presence of wax textiles in C6te d'Ivoire at this time but also to the high
 regard in which they were held. Today, the names of early wax print
 wholesale houses such as King, Compagnie Franqaise de la Cote d'Ivoire
 (CFCI), and Lever Bros. (now Unilever) are still prominent in the
 production and trade of pagnes in Cote d'Ivoire.

 Wax textiles were greeted with enthusiasm in West Africa. Like other
 luxury textiles imported to Cote d'Ivoire, whether of European or African
 production, they were assimilated quickly into systems of thought in which
 cloth was equated with wealth and status, entwined with daily events, and
 frequently given meaning through descriptive or proverbial names.
 Indeed, as part of the assimilative process wax print motifs were given
 names drawn from lived experience or popular wisdom, a practice which
 became associated with a design's success. Many of the early, popular,
 named motifs are still on the market today (See photograph 2). Considered
 classics, these textiles are imbued with the accumulative prestige of
 generations of use and acceptance. According to contemporary sources,
 names are given to wax motifs in the marketplace and disseminated by
 word of mouth. Today, a popular name is considered the single most
 important indicator of a wax cloth's success. When asked why wax cloth
 is given names, Ivoirians respond that names make wax sell. However,
 there is more to the significance of names than this statement would imply.
 The naming of motifs also is an attempt to forge a link between a new
 design and those wax designs considered classics. Such a linkage implies
 inherent value, respectability, and an ability to last. It is understood that
 named designs are not susceptible to the whims of the marketplace in the
 same way that other, more fashion oriented goods are.

 Quicker and less costly to make than wax prints, roller print textiles,
 first manufactured in the late eighteenth century, have been produced
 steadily in imitation of classic wax textile motifs since the 1950s. In the
 roller print process a design is incised onto a series of brass rollers, one for
 each color to be used. The rollers are then attached to the printing machine
 one after the next. As the fabric passes under the rollers, dye is applied on
 a single side in progression from the lightest to the darkest color. Because
 the roller print process does not use resin or blocking, the technique allows

 10. L. Tauxier, Religion, Mocurs, et Coutumes des Agnis de la C6te-d'Ivoire (Indenie et Sanwi) (Paris: Librairie
 Orientaliste Paul Geuthner, 1932), pp. 18-19.
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 Kathleen E. Bickford

 for greater detail, more color variety, and the inclusion of photo-silkscreen
 images. These characteristics have led to a blossoming of design
 possibilities for so-called "fancy" textiles which go far beyond the
 limitations of wax. Roller print textiles frequently are designed to
 commemorate specific events, places, and people. Today, these
 commemorative textiles often include photographically derived
 representational imagery, a direct result of such roller print innovations.

 Originally produced in Europe, fancy prints have been manufactured
 on the continent of Africa since the 1960s. This immediacy, combined with
 a short production time, permits roller print designs to pass from factory
 to market in quick succession. Coupled with the affordability of the roller
 print process, these attributes make roller printing an ideal medium for
 commemorative textiles. While dependent upon a timely release,
 commemorative cloth has instantaneous appeal, though perhaps only a
 limited audience or short-term popularity. Because it is relatively low in
 cost, people will buy fancy even if they know it may not remain in style for
 long.-' In contrast, wax is most often purchased in classic designs which
 can be worn for years to come. The purchase of wax cloth is seen as an
 investment. While commemorative wax prints are produced, they are
 made only for events with a certain and lasting attraction.

 Ivoirian Politics Today

 For the people of Cote d'Ivoire, the 1990s have ushered in an
 unprecedented amount of political change.'2 Rooted in an ever worsening
 economic crisis, accumulating social unrest has led to unheard of criticism
 of the governing Parti Democratique and of Felix Houphouet-Boigny, the
 larger-than-life father of the nation who served as president from
 independence in 1960 until his death in December, 1993.'3 Massive protest
 marches and strikes by students and workers beginning early in 1990 led

 11. In 1992 three pagne (six meters) of fancy printed in C6te d'lvoire cost between 3,900 CFA and 4,500 CFA (250 CFA

 = $1 .00 USD); in contrast, three pagne of Ivoirian wax cost between 7,000 CFA and 13,000 CFA.

 12. Yves Faure makes the important point that these changes must be seen within the process of political liberalization

 begun a decade earlier. "Democracy and Realism: Reflections on the Case of C6te d'lvoire," Africa v. 63, no. 3 (1993),

 p. 313.

 13. The death of F6lix Houphouet-Boigny was officially announced on 7 December 1993, Ivoirian Independence Day.

 See Kenneth B. Noble, "Felix Houphouet-Boigny, Ivory Coast's Leader Since Freedom in 1960, is Dead," Obituaries,

 New York Times (NYT), (New York) (Dec. 8, 1993), p. B9; and "For Ivory Coast's Founder, Lavish Funeral," NYl,

 (New York) (Feb. 8, 1994), pp. Al, A8. For more on Houphouet-Boigny's image see Jeanne Maddox Toungara, 'The
 Apotheosis of C6te d'lvoire's Nana Houphouet-Boigny," journal of Modem African Studies v. 28, no. 1 (1990), pp.
 23-54.
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 to a number of changes in C6te d'Ivoire including the acceptance of multi-
 party competition in elections to be held that very year.'4 Twenty-six new
 political parties were authorized in quick succession, among them the FPI,
 lead by Laurent Gbagbo, which soon became the major opponent of the
 PDCI.

 The birth of multipartisme sparked a burgeoning of politically motivated
 commentary and propaganda in Cote d'lvoire. Most visibly, opposition
 newspapers flooded the marketplace as new parties vied for public
 backing. With a mind to more firmly establishing control over the
 situation, Houphouet-Boigny waited until the end of September to
 announce that the presidential election would be held on 28 October and
 that his opponent would be Laurent Gbagbo of the FPI. Despite such
 attempts to sabotage the opposition, the PDCI found itself in an unusually
 defensive position. An all-out campaign was launched to enhance the
 support of those still loyal to the party-line and to reclaim those who had
 deserted, while encouraging as much discord as possible among splinter
 groups.'5 These tactics combined with the still considerable personal
 popularity of Houphouet-Boigny allowed the PDCI to orchestrate a victory
 over Laurent Gbagbo despite growing frustration and ongoing calls for
 political change.'6

 Yet, even after the October 1990 presidential election, political issues
 continued to assert themselves onto the front pages of newspapers and into
 the minds of Ivoirians. Multi-party legislative elections were held on 25
 November and multi-party municipal elections on 30 December 1990. Both
 elections saw widespread incidents of political infighting and violence.'7
 Meanwhile, the rivalry between the PDCI and the FPI persisted, becoming
 ever more divisive. It is a widely held perception among Ivoirians that FPI
 support comes from the predominantly Bete western forest region centered
 around Gagnoa, the home of the FPI's leader Laurent Gbagbo.'8 POCI
 support is said to be strongest especially among those who, like
 Houphouet-Boigny, are of Baule origin.'9 While today those of Bete origin
 and those of Baule origin live as neighbors, socialize, and marry, Ivoirians

 14. See Faure, 1993, op. cit., p. 317.

 15. For the most part the PDCI waged a high profile propaganda campaign; however, coercive action also was
 suspected. On 23 June 1990 members of four opposition parties met in Korhogo to discuss cooperative action. The
 meeting was diwupted by the supposedly spontaneous gathering of a large crowd of PDCI supporters. The opposition
 claimed the protest was organized from within the PDCI and that outside agitators were brought to Korhogo
 specifically for the event. See Fraternite Matin (FM) 25 Juin 1990, p. 6.

 16. For an insightful analysis of the campaign and its results see Faure, 1993, op. cit.

 17. For an analysis of these elections see, ibid., pp. 318-20.

 18. As Faure points out, the FPI does enjoy inter-regional support, most notably from the Agni region. See ibid., p. 322.

 19. In an attempt to combat this impression, previous to the 1990 presidential election articles were printed almost
 daily in the FraternitE Matin documenting grassroots support for Houphouet-Boigny region by region.
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 Kathleen E. Bickford

 are conscious of a long-time rivalry between the Bete and the Baule, a belief
 which is easily transferred into the political arena as an explanation of the
 rivalry between Gbagbo and Houphouet-Boigny. The supposedly Bete-
 dominated FPI is viewed by some as radical and aggressive, a belief which
 was strengthened in February 1992 when an FPI-led protest march in the
 central Plateau district of Abidjan tumed into a window-breaking, car-
 burning riot.20 Following the demonstration Laurent Gbagbo, Martial
 Ahipeaud, the leader of the F6d6ration Estudiantine et Scolaire de COte d'Ivoire
 (FESCI), and several other opposition members were jailed. Rumor had it
 that the riot was started by PDCI-hired thugs.21 The ensuing controversy
 was exacerbated by the noticeable absence of the tangible leadership of
 Houphouet-Boigny, who was in Europe for much of the first half of the
 year. It was fueled further by the reticence of the Ivoirian government to
 act upon the findings of a special commission formed to investigate the
 beating and rape of students by military personnel in a university housing
 project in Yopougon in May 1991.2

 Pagne and Political Change

 The appearance of two commemorative textiles, one designed for the
 PDCI, the other for the FPI coincided with this volatile political climate.
 Entering the market around the time of the presidential election, the PDCI
 textile was still available one year later when the FPI textile was introduced
 (See photographs 3 and 4).3 At the same time it appeared that nostalgia for
 an idealized past, spurred on by the worsening Ivoirian economy, was
 being echoed in an intensified resurgence of classic cloth designs, many
 dating from the first half of the twentieth century (See photograph 2).
 These textile motifs were known to extend back through generations,
 having been wom by mothers and grandmothers. History is what people
 value in pagne, the merchants whom I visited told me. Women, the
 primary pagne consumers, generally were not interested in politics.24

 However, despite a desire to keep politics in the background the

 20. The protest took place 18 February 1992. For more information see, Zyad Limam, 'Democratie cherche

 democrates," Jeune Afrique (27 Fevrier - 4 Mars), 1992, pp. 7-9.

 21. See, Elimane Fall "Gbagbo a-t-il perdu?" Jeune Aftique (5 - 11 Mars), 1992, pp. 18-20.

 22. The incident took place at the Cite Universitaire de Youpougon. The special commission's findings, which
 confirmed many of the students allegations, were released 29January 1992.

 23. Cloth merchants with whom I worked indicated that these textiles became available around the time of the

 presidential election. Fieldnotes, Bouake market, 22 May 1992.

 24. Fieldnotes, Interview with Diakite Chaka, 22 May 1992.
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 disturbing events of February 1992 stimulated lively debates in markets,
 cafes, and courtyards. It was these discussions which led me to begin
 asking questions about pagne with political themes. Upon prompting,
 several people informed me that a Front Populaire cloth was available in
 Cote d'Ivoire. A friend living in the same small town as I, some 25
 kilometers east of Bouake, was the first to tell me about the cloth which she
 had seen while visiting relatives in Gagnoa. My friend, who is both Bete
 and a self-proclaimed FPI supporter, said that the cloth was known as
 "Liberation," or "The Cloth of Gbagbo" and warned me that I was unlikely
 to find it in the Bouake market, as Bouake was PDCI territory.' The people
 I knew who sold factory textiles in Bouake confirmed this; while they
 agreed that an FPI cloth was available, they were unable to describe it or
 to tell me where it might be obtained. Friends in Abidjan suggested I
 might be able to purchase the cloth at the FPI headquarters but warned that
 it was more expensive than other fancy prints.

 When eventually I did find the FPI cloth in the Bouake market, it was
 not at a roller print stall but at a stall where the quilted backpacks, duffel
 bags, and school bags which have become especially popular among
 students and tourists were for sale. The textile was sewn into a school bag
 (See photograph 3). It features a small, diagonally repeating motif in which
 a hot pink rose extends across an electric blue silhouette of the continent of
 Africa. Africa's horn rests in the fingers of a hand raised to give the "V"
 sign simultaneously indicating victory and peace. A large white circle
 containing a photo-silkscreen portrait of Laurent Gbagbo appears
 periodically on the ground. The circle is bordered by a looping black line
 and is flanked above and below by the word "Liberte' and the year " 1992."
 Lone white bands, also proclaiming "Libert4," are scattered across the
 ground amid small black dots which fill up any remaining space.

 Upon close scrutiny of the bag I was struck by the way its design
 obscured the partisan political message of the FPI textile from which it was
 made. Gbagbo's portrait is folded in half on the flap forming the
 overlapping closure of the bag. The handle stretches across the portrait's
 middle, hiding Gbagbo's face and leaving the sweeping symbols of Africa,
 a rose, fingers raised to signal peace or victory, and bands proclaiming
 "Itbert' (See photograph 5). I wondered if Gbagbo's face had been covered
 expressly; and if so, was it an insult, a way of making a discreet political
 point, or simply a good use of scrap material? In questioning people about
 the image on the bag it became apparent that in the Bouake region the
 imagery on the cloth was not automatically associated with the FPI. With
 Gbagbo's face covered the only due which tied the bag in any concrete way

 25. Fieldnotes, Interview with Mme. Koudou Hortense, 10 March 1992
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 Kathleen E. Bickford

 to the FPI was concealed. This left neon coloring and a combination of
 broad, easily romanticized symbols. These elements made the cloth ideal
 for a school bag, such bags tending to be sewn from the trendiest prints
 with the greatest appeal for young people.

 The fact that-the FPI cloth was so quickly rendered anonymous outside
 of the Bete region underscores its shortcomings as a commemorative
 textile. The design is ambiguous. Most obviously, neither Gbagbo nor the
 FPI are identified on the textile by name. In addition, its imagery.is not
 immediately associated with the FPI as an organization, its stand on
 political issues, or its vision for political change. The lack of substantive
 content projected by the FPI cloth can be perceived as in keeping with more
 general concerns about the party's platform. As Yves Faurd suggests, one
 reason for the low level of support for Ivoirian opposition parties in general
 is that "particularly on economic and social issues the opposition had very
 little to offer in the way of real alternatives."26

 Such shortcomings aside, the iconography of the FPI cloth also can be
 interpreted as a unique attempt to compete with the extraordinary sphere
 of influence which is maintained by the PDCI, and with the legendary,
 even mythic stature of the late FPlix Houphouet-Boigny. The use of a
 transnational symbol such as the continent of Africa, and the highly

 charged theme of libert, with its connections to righteousness, revolution,
 and the inevitable and just triumph of democracy, can be seen to embody
 a strategy for creating a new symbol system separate from those areas
 dominated by the historically sanctioned Parti Dbnocratique. Further, the
 appropriation of the medium of factory cloth itself, as well as the peace
 sign, representing a theme which, as shall be seen, is strongly associated
 with Houphou#t-Boigny, illustrate the FPI's desire to co-opt and redefine
 old, powerful, PDCI-dominated symbols.

 The Linking of Classics

 Unlike the FPI pagne I frequently saw the PDCI pagne tailored into
 clothing and worn by men and women both in Abidjan and in the Bouakl
 region. While by late 1991 the textile was becoming difficult to find in
 large markets, I easily found it for sale at the weekly market in the small
 town where I lived. The motif on the PDCI cloth was inspired by one of
 the original Dutch wax designs, popularly known as "A,B,C,D." On the
 turn-of-the-century postcard already discussed the man farthest to the right

 26. FaurE, 1993, op. dt., p. 326.
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 wears an early version of this motif (See photograph 1). Today there are
 many versions of the design, both in wax and fancy, all featuring children's
 lettered building blocks (See photograph 2). Some versions, such as the one
 from which the PDCI cloth is derived, use the lettered blocks to outline
 larger squares containing the image of an open book or a chalkboard with
 writing on it. On the PDCI version, the letters "P,D,C,I" fill the building
 blocks which alternately surround an illustration of an elephant, the
 Ivoirian national symbol, charging towards the viewer across an open
 plain, and the PDCI logo, an outline of Cote d'Ivoire with the stencil-like
 figure of an elephant encircled by the letters "R,D,A" (Rassemblement
 Dbnocratique Africain) above and "P,D,C,I" below. The slogan, "Notre Grand
 Parti' (Our Grand Party) is written on a ribbon above this logo, while

 below a ribbon proclaims, "Hier, Aujourd'hui, Demain, Toujours" (Yesterday,
 Today, Tomorrow, Always).27

 Consistent with its prototype, the PDCI commemorative textile mimics
 many of the qualities of wax cloth which are considered aesthetically
 desirable. Wavy lines, imitating the crackling so sought after in wax, run
 throughout the design. A mottled ground, associated with ultra-expensive
 "superwax" textiles, is also used.2" Finally, the spacing of colors, each
 limited to a defined area, gives the appearance of color blocking. Hence,
 even though the PDCI cloth is a fancy print and, therefore, much less
 intrinsically valuable than a wax textile, its design and its style are
 calculated to evoke wax. The visual references to wax are reinforced by the
 words used on the textile to describe the PDCI, words which echo
 sentiments associating classic wax motifs with durability. It is said that
 classic designs are worth saving because they will never lose value; while
 their popularity may ebb and fall, they will never be out of style. The
 sayings, such as "Our Grand Party" and "Yesterday, Today, Tomorrow,
 Always," written on the cloth, reiterate this underlying message which is
 implicit in classic wax print motifs such as "A,B,C,D." The inference is that
 the PDCI, like the "A,B,C,D" design, is tried and true. Both have a long and
 glorious history, both have a proven durability, and both are guaranteed
 a continuing success well into the future. Taking this idea further, for

 women the wearing of classic wax motifs is associated with moral fortitude
 and respect for the ways of the past. A woman who wears wax is
 projecting an image of propriety and discretion. Thus, through its design

 the PDCI cloth also insinuates that support of the PDCI is linked to being

 27. The slogan also is associated with Houphouet-Boigny, as demonstrated in this headline, "Houphouet, I'homme
 d'hier, d'aujourd'hui, de demain," FratertitE Matin 27 Septembre 1990, p. 8.

 28. In making superwax a roller, incised with a mottled design, is used to apply a second coat of resin over an already
 dyed wax textile. Subsequent colors are then blocked-in over the resin. Superwax is more expensive because its
 production is more labor intensive and time-consuming than other hand-blocked wax prints.
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 a moral and upright citizen.
 A second commemorative textile underscores the message implied

 more subtly in the design of the PDCI cloth (See photograph 6). This
 textile, honoring Felix Houphouet-Boigny, also was printed around the
 time of the October 1990 presidential election and features two large,
 photo-derived portraits of the President.29 One image shows Houphouet
 as a young man, gazing seriously towards the viewer, the other him as an
 elder, smiling and grandfatherly.'0 Ribbons flanked by ram's heads hang
 below each portrait. On the ribbon below the portrait of the young
 Houphouet is written "Hier" (Yesterday) and on the one below the elder
 Houphouet is written "Aujourd'hui" (Today). The portraits are connected
 by a rectangle proclaiming "Houphouet Esprit Toujours Jeune" (Houphouet
 Spirit Always Young) and are framed with images of coffee, cocoa, and
 cotton. Ram's heads and doves are interspersed in the background while
 lines of imitation crackling run throughout the design.

 This cloth is full of significant iconographic details. The dual portraits
 of Houphouet-Boigny celebrate his far-ranging career. President from 1960
 until his death in December 1993, Houphouet was a powerful political
 force long before Ivoirian independence. In 1945 he was elected to the
 French Constituent Assembly where he proposed the bill ending forced
 labor in French colonies. He then served for 14 years as a member of the
 French National Assembly. In 1956 Houphouet was named mayor of
 Abidjan, and in 1957 he was elected President of the Grand Council of
 French West Africa.

 The dove, a symbol of peace, represents both the themes of Ivoirian and
 world peace which Houphouet-Boigny embraced as an important part of
 his political rhetoric. This symbol also is invoked in the recently
 constructed basilica, Notre Dame de la Paix (Our Lady of Peace), supposedly
 financed entirely by Houphouet's private income. Indeed, the dove on this
 cloth resembles the dove which appears on the stained glass window at the
 apex of the basilica.

 The ram's heads refer to one of Houphouet's nicknames, "Le Belier de
 Yamoussoukro" (The Ram of Yamoussoukro). According to Jeanne
 Toungara, boigny, the Baule word for ram, is a symbol of Houphouet's
 family which he added to his name in 1945.31 A strong, masculine animal,

 29. Following Houphouet-Boigny's death in December 1993, the textile was reissued in white and blue, colors wom
 at Baule funerals.

 30. Nana, a Baule honorific meaning grandfather, is often used in referring to Houphouet-Boigny.

 31. Toungara, "Apotheosis," op. cit. p. 27.
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 the ram features prominently in Akan folklore and is part of Houphouet's
 identity as an Akan chief, respected, strong, and wise.32

 Coffee, cocoa, and cotton were, until the mid-1980s, C6te d'Ivoire's most
 lucrative natural resources, forming the basis of the Ivoirian economy
 which was remarkably strong throughout the 1960s and 1970s. The
 triumph of the Ivoirian economy, which resulted until recently in the
 steady improvement of the standard of living in the country, is credited to
 Houphouet's bold, insightful leadership.

 Finally, the textile addresses the question of Houphouet's ability to
 continue to be a strong leader despite his advanced age, describing him as
 a "spirit always young."33 The wax-like characteristics of the cloth support
 the message delivered by word and image. Like classic wax designs which
 have proven their durability through the years Houphouet was valued all
 the more because of his rich experience and proven ability to lead.

 Conclusion

 As David Kertzer observes, evocative symbols can be influential in
 helping those who seek power to legitimize their claims and add credence
 to their actions.34 In Cote d'Ivoire wax and roller print textiles have the
 capacity to elicit strong emotional responses. For this reason they can be

 useful in rallying popular support and influencing public opinion. Just
 such a shrewd use of wax imagery is illustrated by the textile
 commemorating the reigning PDCI which was introduced to the market as
 part of a hard driving campaign to resurrect the flagging popularity of the
 party shortly before the October 1990 presidential election. Much of the
 PDCI cloth's potential for popularity can be credited to the fact that, with
 its long and in many ways glorious history, the PDCI still held sway over
 a large constituency. Yet, the cloth would not have been successful had the
 design not been appealing to consumers. By masterfully drawing upon the
 PDCI's place as the established, time-honored party, the designers of the
 cloth fully exploited the medium of factory textiles; this included

 employing well-known imagery with associations of durability, value, and

 a respect for the past, all of which were important factors in the design's
 evocativeness. The result was a textile which not only sold well, but also
 inspired feelings of loyalty, pride, and nationalism. In the climate of
 frustration and nostalgic longing which followed the 1990 elections in Cote

 32. Houphouet-Boigny became a Chef du Canton in 1940, when he inherited land from his maternal uncle. He also
 organized the Association des Chefs Coutumiers (Association of Traditional Leaders).

 33. Officially, Houphouet-Boigny was born in 1905; however, many speculate he was as much as seven years older.

 34. Kertzer, 1988, op. cit., pp. 4243.
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 Kathleen E. Bickford

 d'Ivoire such imagery proved extremely alluring.
 In contrast, the textile commemorating Laurent Gbagbo, the leader of

 the FPI, issued one year after the PDCI cloth, does not borrow from well-
 known wax textile imagery, nor does it make use of imitation crackling,
 superwax-like mottling, or overlapping color areas meant to give the
 appearance of wax. Instead the textile invokes symbols, like the continent

 of Africa and the concept of liberte, with a broader appeal. Moreover, the
 FPI textile is printed in colors associated with the trendy, fashion-oriented
 roller print designs popular among young people, further separating it
 from the conventionality of classic wax imagery. It can be argued that in
 its unconventionality the design of the FPI cloth reflects a determination on
 the part of the FPI to separate itself from the PDCI and from the old guard
 in general. By rejecting wax-like imagery and using the latest colors the
 designers of the FPI cloth might have hoped to underscore the party's
 commitment to change and to a new order.

 As Jean and John Comaroff make clear, "consequences do not invariably
 follow envisaged scripts and scenarios: some ritual practices aimed
 explicitly at changing received circumstances do not do so at all... Some
 turn out to be highly significant, others insignificant; some become
 saturated with meaning, others languish in meaninglessness; the impact of
 some is enduring, others fleeting. Such things are never fully
 predictable."35 While the designers of the FPI textile perhaps hoped to
 create a new symbolism, in actuality the lack of conventional imagery in
 the design of the FPI cloth served to dispel much of the evocative content
 and symbolic potential of factory textiles as a medium, resulting in a design

 which projects a transience in direct opposition to the durability and
 dependability associated with wax textiles and, most importantly, desired
 in a political party. However, the design of the PDCI textile and its

 counterpart commemorating Houphouet-Boigny could as easily have failed
 to capture the imaginations of Ivoirians. The strikes and marches of spring
 and summer 1990 could have led to greater ongoing disillusionment and

 distrust of the party. The evocation of symbols such as coffee and cocoa

 might have reminded people of the continuing loss of income from these

 commodities and the swiftly failing Ivoirian economy. In the end, many

 factors combined to create a context in which the FPI textile failed to gain

 national acclaim while the PDCI textiles, with their wax-inspired imagery,

 prospered. These include the greater access of the PDCI to financial
 resources, textile factories, and markets; the PDCI's overwhelming and

 35. Comaroff and Comaroff, 1993, op. cit., p. xxx.
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 often underhanded campaign tactics; the emotionally draining series of
 multi-party elections held in C6te d'Ivoire in October, November, and
 December 1990; the lack of unity among Ivoirian opposition parties; the
 lack of convincingly viable options offered by the FPI platform; and a
 budding nostalgic longing for a glorified past.
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 Photograph 1:
 'S. M. Boua Kouassi, Roi des Anyi, et notables." Photographic postcard
 with letterpress divided back, c. 1910-15. Photographer undetrmined.
 "34-A.O.F. C6te d'Ivoire" Series, G. Lerat publisher or distributor. The
 Metropolitan Museum of Art, The Photograph Study Collection,
 Department of the Arts of Africa, Oceania, and the Americas.
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 Photograph 2:
 A classic wax textile motif cailed "A,B,C,D," orginally produced in the
 late nineteenfh or early twentieth centuy. This textile was pnted at the
 Uniwax factory in C6te d'Ivoire and was purchased in the summer of
 1989 (photo: Larry Bickford).
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 Photograph 3:

 A school bag made from the Front Populaire Ivorien (FFI)
 commemorative roller print textile, purchased in the Bouake market in
 mid 1992 (photo: Lary Bickford).
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 Photograph 4:

 A roller print textile commemorating the Parti Ddmocratique de la COte
 d'Ivoire (PDCI). The cloth was printed in C6te d'Ivoire at the Utexi
 factory and was purchased in the Brobo market in early 1992 (photo:
 La2y BicA ATrd).
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 Photograph 5:
 The handle of the school bag is placed over the face of FPI leader Laurent
 Gbagbo (photo: Larry Bickford).
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 Photograph 6:

 A roller print textile honoring the late President Felix Houphouet-
 Boigny. The textile was printed at the Gonfreville factory and purchased
 at the Bouake market in late 1992 (photo: Larry Bickford)
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