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Bachelor Thesis: Amazigh Culture in Moroccan Fashion
The Kingdom of Morocco is in the Maghreb region of North Africa and considered as
Europe’s gateway to Africa. Its geographical location and history bring various cultures and
influences together to create a rich and diverse cultural mosaic. The largest population of
Amazigh people, the native inhabitants of North Africa, count as forty to sixty percent of the
Moroccan population. They distinguish themselves, linguistically, ethnically, and culturally
from Arabs (Becker 42).
In Morocco, the Arab conquests happened in the 7th century, yet it is not until the
13th century that Amazigh culture melted with Arab and Muslim culture as large Arabization
and Islamization currents arrived from the Middle East (Becker 42). However, Amazigh
people especially in remote areas, such as the mountains of Morocco and desert, maintain
their language Tamazight and their culture (Becker 42).
In 1912, Morocco was declared a French colony. France’s “divide and rule” policies
emphasized the differences between Amazigh citizens and Arabs in the region, which led to
the rise of tensions and “the Arab-Islamic sentiment after the independence in 1956” (Becker
42). Consequently, Amazigh were represented as primitive, un-Islamic, barbaric, secondclass citizens, and became more and more stereotyped. That is to say that the common
negative sentiments felt by Arabs during and after the French colonization were probably like
what Amazigh felt with the Arab conquests as they tried to rip off their language and
culture.
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Since Morocco’s independence, efforts have been done to promote Amazigh culture.
Activists have been calling for the erasing of the name “Berber” to speak about the
indigenous people as they believed it carries pejorative meanings “from the Latin word
Barbarus or “Barbarian””. They suggested instead the use of “Imazighen” that means “free
people”, “Amazigh” being the “adjectival form” (Becker 42). Moreover, in 2001, the
organization IRCAM (Institut Royal de la Culture Amazigh) was created to promote
“Amazighness” as part of Moroccan identity and culture ("Présentation | Institut Royal De La
Culture Amazighe"). Nowadays, Amazigh traditions and arts are being presented and
commercialized as part of Moroccan culture. However, “Imazighen” are not being similarly
recognized in every-day life and political policies.
Some aspects of Amazigh culture that strike interest lay in the textiles, colors,
designs, dress, jewelry, and hairstyles, etc. These cultural elements continued to inspire many
artists and fashion designers who incorporated Amazigh motifs, embroidery, and symbols
into their creations.
As a Moroccan with Amazigh roots and considering all the above, I am interested in
investigating Moroccan fashion brands, whether set up in Morocco or abroad, that draw their
inspiration from Amazigh culture. The reason behind this interest is to explore how Amazigh
culture is represented by the Moroccan fashion industry and to draw the lines between
inspiration and appropriation.
While there is existing literature about the topic of fashion and cultural identity, an
account of Amazigh culture in fashion seems not to exist. Therefore, I will explore different
articles that can apply to my case study. A very recent study on the topic of cultural
appropriation and inspiration in Fashion was written by Barbara Pozzo and published in
February 2020. In her article “Fashion between Inspiration and Appropriation”, Barbara
Pozzo, a professor and coordinator of the Postgraduate Fashion Law at Insubria University
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explores fashion as part of “cultural identity” (“The fashionable lawyers”). She argues that
textiles and designs are difficult to “culture-classify” as the phenomenon of Orientalism goes
hand in hand with Occidentalism. Throughout her article, she explores current opportunities
for protecting folklore and cultural identity from a legal point of view as well as part of
“private governance” and “corporate social responsibility”. Through various case studies
worldwide, Barbara offers insights into cultural appropriation, orientalism in fashion and
identity issues, the commodification of culture and expressions of folklore, etc. All these
concepts will guide our analysis of the representation of Amazigh culture in Moroccan
fashion brands as an appropriation of the native culture called folklore.
The concept of Orientalism, coined by the post-colonial scholar Edward Said, is very
much part of fashion literature. Hiroshi Narumi, an associate professor of Sociology at the
Kyoto University of Art and design and co-author of “Japan Fashion Now” (“Japan Fashion
Now”), explores Orientalism in Japanese fashion in his article “Fashion Orientalism and the
Limits of Counterculture”. He addresses the notion of “ethnic dressing” as a way for Western
culture to represent a foreign one through an Orientalizing gaze. In addition to Edward Said’s
theoretical framework, Narumi supports his research with statements from Jennifer Craik, a
professor researcher of Fashion and Textiles at RMIT University (HRC). The latter analyses
how the Western fashion system distinguishes between Western cultures representing
newness and nowness and other cultures referring to the past, folk, and ethnic. Additionally,
Narumi argues that non-Western fashion also participated in the perpetuation of the
Orientalizing gaze by “essentializing their own culture”. Thus, Narumi introduced the notion
of “Self-Orientalizing” by appropriating the Western gaze. Narumi’s analysis contributes to
an understanding of patterns of self-orientalization in Non-western fashion, which is
beneficial for our analysis of the cultural representation of “Amazighness” in Moroccan
fashion brands.
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For our research, a semiotic approach will be conducted to analyze the fashion brands
inspired by Amazigh culture. An example of the literature where there is an application of
semiotic analysis in fashion is the article “Muslimah’s Clothing Brand, Identity, and Myths in
Barthes Semiotic Study”. The author Sri Rijati, a faculty member of Cultural Science in
Padjadjaran University (“Dr. Sri Rijati, M.Hum”), discusses Muslimah clothing in relation to
social class and identity and analyzes its patterns in the light of Roland Barthes’s semiotic
theory and concept of myth. Wardiani’s semiotic analysis can guide our analysis of Moroccan
fashion brands to extract the myths laying behind their representation of Amazigh culture.
Recently, there are several fashion brands and designers that draw their inspiration
from Amazigh Culture. The founders or designers are either Moroccans from Amazigh roots,
Moroccan immigrants, or foreigners, etc. Since the focus of my research is Moroccan brands,
I randomly selected two brands that identify themselves as Moroccan, one set up in Morocco
named Berberblue founded by a non-Moroccan, and the other set up in The Netherlands
named Dalilaculture founded by a Moroccan immigrant from Amazigh roots. The purpose of
this research is to analyze how Amazigh culture is represented in both brands’ digital content
(the official website and Instagram) following Roland Barthes’ semiotic analysis and in the
light of Edward Said’s post-colonial theoretical framework.
Thus, this paper aims to provide an answer to the research question: How do the
fashion brands Berberblue and Dalilaculture represent Amazigh culture in their digital
content?
Sub-questions:
 How does Berberblue represent Amazigh culture in its website and Instagram
content?
 How does Dalilaculture represent Amazigh culture in its website and Instagram
content?
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The research body will be organized into two main chapters. The first chapter consists
of an account of the theoretical framework of semiotics by Roland Barthes, and Orientalism
by Edward Said, a description of the methodology of analysis of the brands’ digital content
and an introduction of the brands Berberblue and Dalilaculture. The second chapter is
centered around the description, analysis and discussion of the digital content including the
official websites and Instagram accounts of the selected brands. Last, the conclusion will
recall the topic of debate and my contribution to the literature considering my findings, as
well as the research limitations and opportunities.
Chapter 1: Theoretical Framework and Methodology
Theoretical Framework:
In a critic of French Bourgeoisie, Roland Barthes a structuralist based his study on
sign theory of Ferdinand De Saussure. In his book Mythologies, Barthes conveyed his
thoughts by reintroducing the semiological schema composed of a sign, signifier, and
signified to study myth in French society. He presented myth as “a type of speech” (Barthes
107) that starts with the tridimensional semiotic scheme where the signified is the concept,
the signifier is the mental image, and the relation between both is the sign, and goes on to the
second-order semiological system where the myth is created. For Barthes, the signifier can be
empty of meaning (form) and meaningful (meaning), the signified is a concept, and the
relationship between both is the signification.
According to Barthes, the mythical signification is partly motivated. He states: “Even
the absence of motivation does not embarrass myth …” ( Barthes 125), as signs always carry
a myth even when it’s not intentional, which can also be considered as “a second-order
motivation” (125). Indeed, semiology is very much related to the passing on of ideologies,
and myth act as the naturalized speech. Myths are read innocently as facts, while they are
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deeply rooted in a semiological system. Barthes argues that the bourgeois ideology is passed
on through myths. In fact, myths are created by “the loss of the historical things” (Barthes
142). Through this loss, myths talk about things while depriving them of their history and
memories, which looks factual and innocent to the reader.
According to Barthes, the levels of meanings are conveyed through connotation and
denotation. These levels explain the relationship between the signifier and the signified.
Denotation is the level of signification that presents the reality, while connotation is the
second level of meaning. Through excess of speech, the connotation becomes a myth. Myths
are thus constructed and can change and work as ideologies, while ideologies define
individuals’ and groups’ perspectives of reality.
On the authority of Barthes, myth can present itself not just as text, but also image,
film, photograph, etc. Thus, clothing as a sign can be analyzed to reveal its meanings and
myth. In his book The Fashion System, Barthes distinguishes between three types of clothing.
By opening a fashion magazine, the readers confront themselves with “image-clothing” and
“written clothing” (12). Image-clothing is the drawn or photographed clothing while written
clothing is the linguistic description and translation of the actual clothing. Eventually, real
clothing is what the image and written clothing refer to, which is the real garment. These
types of clothing, “iconic”, “verbal” and “technological” (Barthes 14), can be the object of
semiotic studies since they act as cultural objects that produce and construct meanings.
Therefore, Roland Barthes offers a theoretical approach that can guide the analysis of
clothing both photographed and written, as cultural products that participate in the formation
of myth. Through our understanding of myth as a semiological schema composed of a
signifier as a form and meaning, a signified as a concept, and a signification that becomes in
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its turn a signifier, Barthes suggests the semantics of fashion. Thus, clothing presents itself as
a sign with mythical signification, carrying some type of ideology.
Also relevant to this research is the concept of Orientalism coined by Edward Said.
Edward is a Palestinian scholar who analyzed the representations of “the Orient”. In his book
Orientalism, Said articulates that the terms “The West” and “The Orient” are conceptual,
made up as identification with “the other”, and thus have been subject to manipulation and
construction throughout history (9). He believes that history is men made and that parts of it
were erased and exploited to shape the myth about “Orient” as being the “West’s” possession
(11). In his opinion, the attacks on “Orient” societies as being backward, primitive, nonmodern, and undemocratic, etc. reveal the narrow-mindedness of the “West” who does not
have real knowledge about the context and conditions of these societies. However, he makes
the distinction between the “West” seeking knowledge about “the Orient” for humanistic and
co-existence purposes, and on the other side for self-affirmation and control (11). Indeed,
based on ideological intervention, many western societies invaded “third world countries” or
declared wars against them. The enlightening and civilizing mission of many invasion carries
with it a vision of superiority of the “West” that has been naturalized throughout history.
With that, came the essentializing of the “Orient” as inferior, and the erasing of their
memories and history.
Through his book, Edward Said questions the legacy of modern imperialism in the
“Orient”. Certainly, the “Orient” has been called by modern scholars to accept its
responsibility and take in charge the present instead of dwelling in the past. However, Said
claims that it is an Orientalist perspective that does not consider the alterations in
consciousness imperialism has left on individuals and communities in the “Orient” (13). He
adds that nothing exists in isolation, and everything is related and influenced by outside
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elements (14), thus history and socio-economic factors should always be part of cultural
studies.
Said speaks about the “Orient” as a European invention that was conceptualized by
the colonizers as a romantic land with exotic people and ecstatic memories. In doing that, he
does not deny the role Orientals played in the perpetuation of this European representation
which helped to define the “West” and its contrasting “Other” (23). Said defines orientalism
as a discourse that helped to conceptualize and separate the “West” and the “Orient”
“politically, sociologically, militarily, ideologically, scientifically, and imaginatively during
the post-Enlightenment period” (25). Consequently, Orientalism which refers to the study of
“Orient”, always imposes its limitations and constraints. That means that the “Orient” can
never be “a free subject of thought or action” (25).
The author emphasizes the importance of cultural hegemony. By borrowing
Gramsci’s concept of hegemony where some ideologies influence people not by domination
but rather by consent, Edward explains how this notion strengthens orientalism. He asserts
that hegemony is exactly the cultural leadership that perpetuated the idea of Europeans being
superior to non-Europeans, and that participated in their stereotyping by Europeans. As a
result, Europeans’ ideas and representations have been engrained throughout time in the
“Orient’s” consciousness.
Methodology:
The method of this research is qualitative, based on text and image analysis. Imageclothing and written clothing will be analyzed considering the theoretical frameworks
suggested above; myths by Roland Barthes and Orientalism by Edward Said. The object of
analysis including text descriptions, photographs, social media captions, and legends will be
eventually collected from the clothing brands’ Berberblue and Dalilaculture official website
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and Instagram account. For the purpose of this research, the texts and posts will be selected
among others according to their implications for the study.
Berberblue and Dalilaculture:
To achieve the goal of this research, the digital content of two selected clothing
brands Berberblue and Dalilaculture inspired by Amazigh culture will be analyzed.
Berberblue’s main products are “Vintage Denim embellished by Moroccan Kilim Textiles”
(“Berber Blue | Vintage Denim & Moroccan Kilim”). It is a brand based in Taghazout, a city
in the south of Morocco known for attracting surfers all over the country and world. Cofounded by Beth James in 2017, it has brought into life her passion for “sourcing, rummaging
and finding vintage treasure and textiles” (“Berber Blue | Vintage Denim & Moroccan
Kilim”). The Vintage jackets are made by using denim jackets sourced from Moroccan
markets, and by adding Amazigh inspired textiles to make unique pieces. The brand’s name
is composed of Berber referring to Amazigh people of the region, and Blue as a reference to
Denim. The second fashion brand based in Amsterdam is founded by Dalila Abaouz in 2018.
Although born in the Netherlands, Dalila is a Moroccan fashion designer with Amazigh roots
who wants to inspire people to be proud of their origins through her brand. Dalilaculture’s
clothes and accessories are addressed to both men and women and are inspired by South
Moroccan designs, with a mixture of western fashion trends.
Chapter 2: Analysis and Discussion
Berberblue:
How does Berberblue represent Amazigh culture in their website and Instagram content?
The brand’s name:
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The brand’s name Berberblue is composed of two words: Berber and Blue. Berber
denotes Amazigh people or native people of Morocco who mostly live in the mountains of
South Morocco. However, as mentioned earlier, the word “Berber” is considered by some
Amazigh people as a pejorative label that means the primitive, barbarian, and wild people.
Thus, the word Berber connotes the history of oppression of native inhabitants of Morocco by
the Arab conqueror and French colonizer. Blue denotes the color and connotes Denim’s
color. According to Miller and Woodward, Conrads, and Sullivan, Denim signifies the
American culture and globalization, due to its spread across the world, or as referred to as
“Americanization” (qtd. in Maaik and Smelik 105). So, the word “blue” refers to Western
fashion and its globalization. The combination of Berber and blue in the brand’s name
signifies the mixture between native, local, and Western and global. As Barthes explains in
Mythologies: “That which is a sign (namely the associative total of a concept and an image)
in the first system, becomes a mere signifier in the second” (113). Thus, on the second level
of meaning, the brand’s name Berberblue signifies a combination of the traditional, primitive,
and wild associated with non-Western or “others’” fashion, and modern, fashionable, and
conventional associated with globalized Western fashion.
Logo:

Fig.1. Berberblue Logo
The logo appears in the home of the Berber blue official website, as well as a profile
picture of the Instagram account Berberblue (see fig.1). At first sight, the logo appears as a
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combination of forms and letters. It consists of a diamond-shape or lozenge drawn in black,
and from which emerge short lines and circle-shapes at the extremities. At the center of the
diamond-shape, the letters “BB” are written or drawn. The logo is in black against a white
background. The lines that form it are gentle, sometimes broken, as if painted.
The lozenge design is common in Amazigh art. It has various interpretations, among which it
is a symbol of maternity (Miller 207) femininity and beauty, or an eye, as a sign of protection
from evil (Bernasek, Lisa, et al 12). Maternity, femininity, and beauty refer to the feminine,
thus to ancient cultures, while protection from evil also belongs to ancient beliefs originating
from traditional cultures. So, the lozenge design refers to Amazigh culture as an ancient,
traditional, and feminine culture.
The letters “BB” refer to the initials of the brand’s name Berber-blue. They are written in the
form of mountains; a reference to the Atlas Mountains of Morocco where the large
population is Amazigh. So, the letters refer to the Amazigh land where the brand is located.
The form of lines refers to the form of “Henna” tattoos. Henna is an herb grounded as a fine
powder, then mixed with water to form a paste that is applied to the skin. This tradition
comes back to Amazigh nomads who adorned their bodies with henna and used it as a sign of
protection, joy, and strength (Williams). So, the lines refer to Amazigh customs and culture.
The Black and white colors refer to neutrality and the absence of colors. As David Batchelor
notes in his book Chromophobia, the significance of colors has been reduced to cleanse
cultures from colors. For that reason, colors have been associated with “foreign body”, “the
feminine”, “the primitive”, etc. hence, being worthless of consideration (22). Consequently,
the black and white theme of the logo connotes the neutralization of the colorful and feminine
Amazigh culture with the white and masculine Western culture.
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The combination of the lozenge design and “BB” letters at the center and the lines’ form
connotes Amazigh culture and land, which is the main inspiration of the brand. The absence
of colors in the logo forms the myth about Amazigh culture. As defined by Barthes: “… myth
is a system of communication, that it is a message” (107). The representation of Amazigh
culture in black and white portrays it as an old, non-vibrating, unchanging, traditional culture,
or connotes its neutralization by Western culture. The overall logo carries the myth of the
ancient, traditional, and primitive, in this case, Amazigh culture, and its neutralization by the
modern and revolutionary Western culture.
Website:

Fig. 2. Home. https://www.berber-blue.com/
The website is composed of six sections: home, about, Denims, “lookbook”, press and
contact. These sections are to an extent conventionally used in clothing and accessories
websites such as the known Moroccan brand Marwa (Marwa). Like the logo, the website’s
theme is in black and white. Also, the font used is Sans Serif, an all-purpose typeface that
connotes practicality (Bernazzani). This refers to the absolute standardization and
neutralization of the brand’s design. In the home section, the logo appears as a stamp in the
foreground of a picture of two models wearing Berberblue jacket, marking the originality and
branding of the photograph and website (see fig.2).
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“About” section consists of the brand’s description. It acknowledges the origins and source of
inspiration of the kilim textiles and Denim designs; Amazigh culture in Taghazout village
specifically and Morocco generally. Some words used in the description like “vintage”,
“sleepy”, “treasures” connote the old and mysterious, typically attached to the “Other’s”
culture, in this case, Amazigh culture. Attached to the text description is the image of the cofounder Beth James laying on Berberblue jackets and smiling at the camera. This photograph
connotes the Western tourist enjoying and benefiting from local Moroccan and Amazigh
resources, thus has references to the history of colonization in Morocco.
“Denims” section briefly describes the selection of Berberblue denim jackets and their
design. It also reveals the price of a jacket, which is 60 Euros. The price demonstrates that the
Amazigh inspired jackets are aimed at Westerners especially European tourists, as the price is
not mentioned in Moroccan Dirhams. Thus, the brand’s audience is mainly non-Moroccans,
which dictates the portrayal and representation of Amazigh culture in the brand’s digital
content.
The “lookbook” section contains four photoshoot sets. These pictures are also available on
the brand’s Instagram account. The Press section contains articles written about the brand,
and the contact section contains information to contact the brand.
Instagram:
Berberblue is a very active account that has 5461 followers and 1956 posts as to 22 nd
May 2020. The posts are diverse and range from displays of Denim jackets, Amazigh carpets,
reworked bags, everyday things, Moroccan landscapes, quotes, to models and clients wearing
Berberblue jackets. The biography of Berberblue’s Instagram account states: “(Moroccan flag
emoticon) Made in Morocco. Reworked Vintage Denim & Moroccan Kilim”, contact
information and address in Morocco. This biography acknowledges the source of textiles and
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designs which is Morocco but fails to mention the original inspiration and culture that is
Amazigh. For analysis of the representation of Amazigh culture in this brand, the selected
pictures will focus on the display of the main products, and photoshoots.

Fig.3. Berberblue Denim Jackets
The main Berberblue products are Denim Jackets with Moroccan Kilim. They are
generally displayed against a mud background. The Denim jacket represents the Western
touch, while the Kilim represents the Moroccan/Amazigh touch. The mud background
belongs to South Moroccan houses built with mud. It is a representation of old ways of
building in Morocco generally and Amazigh architectural heritage particularly. These
pictures are mostly joined with various hashtags such as #vintagedenim #boho #gypsy
#moroccanstyle #oldisgold. These hashtags emphasize the vintage, old, bohemian, and gypsy
aspects of the products and brand. They connote the non-conventional aspect of the brand, a
characteristic that belongs to non-Western fashion or the “others’” fashion. The mention of
Morocco and Moroccan style takes place instead of the mention of Amazigh style or culture,
while the kilim symbols and accessories are mainly inspired by Amazigh culture. The
absence of this mention signifies the erasing of the original native culture and its blending
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with the dominant Moroccan and Arab culture. Thus, Amazigh culture is both represented as
non-conventional, bohemian, and gypsy, and as an old and suppressed culture.

Fig.4. Berberblue Models
From an observation of Berberblue’s Instagram account, the models are mostly white
Western females. They are portrayed in desert roads and places facing the horizon, or in
portraits, etc. From left to right, the first picture features four models walking down the road
barefoot, facing the mountains in Taghazout and wearing short skirts or shorts, and
Berberblue jackets. The four white female models signify a group of Western women
presumably tourists. Them walking barefoot can signify naturalness, wildness, and freedom.
The second picture is a portrait of a white female model. The jacket’s motifs do not really
appear as the emphasis is on the model’s face, and her blue eyes facing the camera. The blue
color of her eyes and her Denim jacket can refer to the word blue in “Berberblue”, to the
beach generally and Taghazout’s beach particularly as it is the brand’s location. The third
picture shows a female white model wearing Berberberblue’s jacket and facing the beach
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with her surfboard. Thus, this selection of pictures could refer to the wild and free woman
who wears Berberblue jackets. The persona of part of the audience, as observed in this
selection of photographs, is thus crafted as the Western or Westernized free-spirited woman.
As remarked, there is no mention of Amazigh symbols or culture as a source of inspiration
neither on the pictures nor on the caption or hashtags.

Fig.5. Local Craft
This selection of pictures pays tribute to Berberblue’s cultural inspiration and local
people’s contribution. The left picture shows a man sewing the Denim Jacket and Kilim in his
small work local. The caption mentions his name Brahim, and the hashtags state the city
#agadir and #keepingitlocal. Thus, this post signifies the recognition of locals’ work and
contribution to the brand. The picture in the right shows a rug with various patterns and
colors. It is an Amazigh rug and it constitutes the main fabric Kilim used to rework the
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Denim jackets. The hashtags mention #berbercushions #moroccanrugs acknowledge the
sources of inspiration although using the word “Berber” instead of “Amazigh”.
Dalilaculture:
How does Dalilaculture represent Amazigh culture in their website and Instagram contents?
The brand’s name:
Dalilaculture is composed of two words Dalila and culture. Here, Dalila is the first name of
the founder whose roots are Amazigh. Dalila is known as a Jewish name and can also refer to
the story of Dalila and Samson in the Bible, consequently to Dalila as a powerful woman. It
also means “pampered” in Arabic. Culture denotes: “The customary beliefs, social forms,
and material traits of a racial, religious, or social group” (“Definition of Culture”). The
combination of the two words suggests that the brand is about Dalila’s culture, in other
words, the founder’s culture. On the second level of meaning, Dalilaculture refers to the
cultural hybridity of the brand, as the founder Dalila is Moroccan from Amazigh roots born
and raised in Amsterdam, and her name refers to Jewish, Christian, and Arab backgrounds.
Logo:

Fig.6. Dalilaculture Logo
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The logo is a black drawing of an Amazigh fibula, a piece of jewelry worn by women
to attach their garments (Sorand). The fibula refers, in Amazigh culture, to femininity and
fertility, hence to the feminine aspect of Amazigh culture. On the second level of meaning,
femininity can be associated with traditional, primitive, and native cultures. The word Dalila
is written inside the triangular part of the fibula against a white background. Dalila refers to
the brand’s owner, thus her intercultural touch. The logo as a representation of the fibula is a
symbol of Amazigh culture as the native culture of Dalila. The black color refers to the
material of jewelry, as fibulas are generally iron made. The stamp of “Dalila” on an Amazigh
symbol connotes the fingerprint of the brand’s founder on Amazigh culture. On Instagram,
the logo is more compact emphasizing more the blackness. This can also refer to what has
been said earlier about the absence of colors and the neutralization of primitive cultures. The
overall logo is thus a representation of Amazigh culture as a feminine and native culture, and
the founder’s intercultural, or Western touch on it.
Website:
Dalilaculture’s website consists of six sections: home, about, “lookbook”, Desert
fantasy, and my account. The theme is black and white with a black Sans-Serif font over a
white background. Again, as mentioned earlier, the combination of these elements can refer
to the neutralization of the brand’s designs, and native culture’s colors and inspiration.
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Fig.7. My account. https://dalilaculture.com/
“Home” section displays Dalilaculture’s collections and photographs with a “shop”
option that directs the viewer to “my account” (see fig.7). The prices are displayed under
each featured product, and by clicking on the item the viewer gets a description and more
details for shopping. The prices range from 20 euros for accessories, 40 euros for hoodies, to
175 euros per jacket, etc. Above the page appear the logo, quick links to other sections, and
the founder’s blog and “help” section consisting of frequently asked questions and general
policy. The brand’s slogan also appears: “Be proud of who you are. Together we will make
the world a better place”. This logo refers to Dalilaculture’s pride in its origins and roots, and
its mission to make the world better through fashion.
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Fig.8. About. https://dalilaculture.com/
“About” section is a description of Dalilaculture (see fig.7). It states that the brand
was created in 2018 in Amsterdam and gives more details about the founder who is
Moroccan. According to the description, the brand’s values are diversity, pride, and
empowerment, and the brand’s vision is to inspire people to be proud of their roots. The
“Lookbook” and “Desert fantasy” sections consist of photoshoots with models, men, and
women, wearing the products ranging from suits and hoodies, to belts and earrings, etc. The
same photographs are available on the Instagram account.
Instagram:
Dalilaculture is a relatively small Instagram account. It has 1827 followers and fortyseven posts as in 22nd Mai 2020. The biography or description of Dalilaculture Instagram
Account is: “Power, Culture & Pride. Be proud of who you are (Heart emoticon). (Location
emoticon) Amsterdam”. The posts in Dalilaculture’s account vary from general pictures and
images to collections’ photographs. The legends attached encapsulate some of Dalilaculture’s
vision, values, and messages.
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Fig.9. Description and roots
From left to right, these images give an idea about the fashion brand’s roots. The first
photograph features an old woman with chin tattoos wearing a green turban and a white cape
in a balcony. The background consists of a few houses in nature. The caption informs the
audience that this woman is Dalila’s grandmother wearing a self-made cape. The hashtags are
Berber, Amazigh, tattoos, roots, culture, and family. In fact, the tattoos her grandmother
wears, as well as the cap are symbols of Amazigh culture and speak of the root culture of
Dalila and Dalilaculture. As the second image explains, the brand was born out of a passion
for cultures, fashion, and art. The founder’s culture is full of color and stories that inspire her
clothing designs and accessories mixed with modern culture and fashion. Dalilaculture’s
vision is to inspire people to be proud of their origins, thus the design of the logo (Berber
jewelry) symbolizing pride and power according to the brand. The last picture highlights
portrait pictures on paper of a girl, Dalila, wearing Amazigh symbols and jewelry, and a
frame with Dalila’s name in Arabic with the statement “May God protect her”. This Arab
influence refers to the Moroccan identity and the merging together of Arab and Amazigh
culture. It can connote again the story of Amazigh language’s and culture’s oppression in
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Morocco. The caption compares someone without their history knowledge to a tree without
its roots. This evokes the lack of knowledge about native cultures, in this instance Amazigh
culture, and its impact on identity formation. The hashtags are generally similar: Berber,
Amazigh, culture plus traditional.
Overall, this selection of images represents Amazigh culture as the root culture,
inspiration of Dalilaculture, and source of power and pride. The word “Amazigh” is usually
present in the hashtags, although absent from Dalilaculture’s purpose described in the second
image. As it is noted in the text: “Her culture consists of a lot of color and beautiful stories
that she wants to bring back in the form of clothing …”. In this statement, “Her culture” is
not defined and only presented as full of colors and stories, which can be interpreted as
primitive and mysterious. This is highlighted with the assertion “to bring back” denoting that
this culture exists only in the past and will be brought to the present through clothing and
mixing with “contemporary culture and fashion trends”. The hashtag “Berber” or the word
used denotes Amazigh yet can refer to the dominant culture’s perspective on native people as
barbarians or those whose language cannot be understood. This can refer to Selforientalization “which is the other’s gaze diverted to themselves through an appropriation of
the Western gaze …” (Narumi 313). It can also reflect the colonial history of Amazigh
people, especially in Morocco. The use of the hashtag “traditional” connotes the root culture
of Dalilaculture. However, the description of Amazigh culture as traditional reveals the
dichotomies modern versus traditional that belong to the colonial discourse that separates
between a superior and modern culture and an inferior and unchanging culture, thus between
the Western and Oriental culture.
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Fig.10. Desert Fantasy
This selection of images features Dalila’s first collection named “Desert Fantasy”.
The photographs portray dark and light skinned female models. Their clothing and
accessories are a mixture of contemporary fashion and Amazigh “inspired” items. For
instance, the belt the white model wears and the necklaces the two models put are very much
“inspired” by Amazigh culture. In addition to that, the white model wears in her hand a blue
tattoo that shows Amazigh symbols. The Amazigh fibula or “Tazerzit”, as the caption does
not fail to mention, is also present in the logo, as well as a piece of jewelry in the Black and
White photograph. The white model wears a hat in the Black and White picture as a symbol
for Moroccan culture in general.
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The white model can be a representation of the dominant white culture, while the
Black model can be a symbol of minorities’ culture. Them wearing the same compact shoes
can connote the similar and powerful ground in which the two cultures stand, and the yellow
connotes positivity and hope, etc. Thus, the collection showcases the combination of two
diverse cultures that share a common ground standing for hope and optimism. On the second
level of meaning, this interpretation could reveal the separation between cultures as dominant
versus minority’s cultures, standard versus unconventional, modern versus traditional, etc.
As mentioned earlier, the name of this collection is “Desert Fantasy”. Desert refers to
the Moroccan Desert, whereas fantasy refers to an imaginative state. Indeed, when referring
to the Moroccan Desert, some (stereo)typical images that belong to fantasy may come to
mind. These fantasies reveal the colonial and mass-mediated images, the West has
propagated about the Desert and its people, and that have been used conversely by the locals
to promote the region in a process of self-Orientalization. Thus, the collection is expected to
take people through these desert fantasies by bringing some of them to reality through selforientalization of Amazigh designs and style.
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Fig.10. We are One
The pictures above are selected from the second collection “We Are One”. They
feature a female model wearing hair locks, Amazigh inspired accessories and clothing, and
trendy black shoes. The model is shown in a “standing” position, looking into the camera, or
walking. Here, the Amazigh headgear with horns is worn as a necklace or belt. However, it is
usually put on the head by women of the region of “Ait Baamrane” in Morocco to show
fierceness and status (Waweru). Concerning dreadlocks, despite the debates around its
origins, it could symbolize pride in connection with Dalilaculture’s spirit. The model’s
grounded positions and her fiercely look show pride and power. She is photographed outside
in the mountains, a symbol of South Morocco, the Amazigh land. The overall fashion
pictures represent the Amazigh culture as fierce, powerful, and proud.
The captions joined to the pictures are also significant. From left to right, the caption
states in the first post “Tashtad”, which is the Amazigh name of the dress’s fabric. It is an
acknowledgment of a main fabric in the Amazigh clothing, usually worn above other clothes,
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and in different colors depending on the occasions and regions. The second caption states:
“Your secret is your blood”, it is a metaphor that asserts the importance of the origins. The
last caption is an Amazigh proverb: “The land where the stones know you is worth more than
the land where the people know you”. This means that the land of origin is worth more than
the land where you live. These captions as well as the pictures encapsulate the same message
of pride of the Amazigh culture. However, there is a lack of acknowledgment of the source of
the textiles, jewelry, proverbs, etc. as the audience does not receive more information about
it.
General Discussion:
This brief description and analysis of Berberblue’s digital content give an insight into
its representation of Amazigh culture. Indeed, Berberblue claims to be is “inspired” by
Amazigh textile and designs. It acknowledges the source of its “inspiration” on its website as
well as in some Instagram posts. The mention “Berber” is more prominent than “Amazigh”,
and the mention “Moroccan” is more prominent than both. The use of the word Berber, from
the brand’s name to the hashtags and descriptions reveal the dominant culture’s perspective
on the native Amazigh culture as barbarian, primitive, and old. Also, the use of Moroccan
instead of Amazigh shows the dominance of the Arab Muslim culture in Morocco over
Amazigh culture and its success in the “homogenization” of diverse subcultures. This
branding overshadows the Amazigh inspiration, as it neglects to mention it or valorize it.
Instead, it focuses on the Moroccan branding generally without paying tribute to the specific
Amazigh culture inspiration.
The branding of Berberblue is based on the mixture between Western modern fashion
and native and traditional textile and design. It illustrates Amazigh culture as equivalent to
the bohemian and gypsy culture; non-conventional, vintage, and exotic. The models, mostly
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white, wearing Berberblue jackets are often portrayed as free, wild, and rebellious. They are
mostly non-Moroccans and represent the Western tourist in the region of Taghazout, not the
Amazigh locals. That reveals the appropriation of a minority culture, often portrayed as
traditional, barbarian, and old, to the benefit of a dominant Western culture. As Greaves
mentions:
The very cultural heritage that gives indigenous peoples their identity, now far more
than in the past, is under real or potential assault from those who would gather it up,
strip away its honored meanings, convert it to a product, and sell it. Each time that
happens the heritage itself dies a little, and with it its people. (Qtd. in Pozzo 5)
Although Berberblue acknowledges the source of inspiration and locals’ contribution, we can
say that it is engaged in a process of cultural appropriation. Indeed, it acts as a business
deriving from dominant culture and with little connection to the native Amazigh culture, yet
that commodifies it.
Similarly, the brief description and analysis of Dalilaculture’s digital content offer an
insight into its representation of Amazigh culture. The main inspiration of Dalilaculture is
mentioned in vague words in the website and Instagram; it is referred to as a culture of colors
and stories. The only mention of “Amazigh” is in Instagram hashtags, usually referred to as
“berber”. This reflects an absence of clear acknowledgment of the culture inspiring the brand.
However, Amazigh names of accessories, jewelry, and textiles are mentioned on Instagram
posts. The mentions do not bring sufficient knowledge to the audience, yet they are still
present. This could be interpreted as the presence of Amazigh culture as an aesthetic mean
but not a culture worth of knowledge.
The brand’s values of “diversity, pride, and empowerment” are evident in the digital
content. For instance, the founder grandmother’s photograph wearing her self-made cap that
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is a representation of the proud Amazigh woman The models’ photographs wearing the
brand’s products in Moroccan settings showcase the mixture of Western, Amazigh, and
Moroccan cultures, pride, and confidence. The Instagram posts’ captions, for instance, the
Amazigh proverb reflect the pride of the culture, although the origin of the proverb is not
mentioned. However, the brand value of “empowerment” can imply that power is given from
a powerful entity to another powerless one. In this case, it could be perceived that the
Western mixture with Amazigh motifs and textiles gives power to the Amazigh culture or
designs. This reflects a colonialist discourse that perceives Western European culture as
superior to the “others’”.
Dalilaculture as an Amazigh brand may have adopted a self-orientalizing gaze that is
present through the description of Amazigh culture as colorful and mysterious, or as an old
culture that needs to be refreshed through contemporary fashion and trends, and through the
mediation of colonial imagination of the desert, etc. However, the brand overall illustrates
rightfully its value statement: power, the pride of the roots, and hybridity.
Conclusion:
The general topic of this research is the representation of native culture in fashion
brands. Particularly, this research explores the representation of Amazigh culture as an
indigenous culture in Moroccan fashion brands. For that purpose, two brands “inspired” by
Amazigh culture were selected: Berberblue and Dalilaculture. Thus, the research question
concerned these two brands specifically and was formulated as the following: How do
Berberblue and Dalilaculture represent Amazigh culture in their digital content?
As discussed above, Berberblue juxtaposes Amazigh culture and bohemian and gypsy
cultures and combines it with a conventional, modern, and Western culture. It also claims to
be inspired by Amazigh culture while it appropriates it for the benefit of Western tourists or
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Westernized customers. On the other hand, Dalilaculture engages in a self-orientalizing process
by representing Amazigh culture as a feminine, traditional, colorful, and mysterious culture.
Yet, various branding elements in Dalilaculture combine to represent Amazigh culture with
pride, and from an intercultural perspective. These findings were informed by the literature
review about cultural appropriation and inspiration written by Barbara Pozzo, and fashion
orientalism by Hiroshi Narumi. While the research paper about Muslimah’s clothing guided
the analysis of the digital content following Roland Barthe’s semiotic study. Therefore, my
research added to the existing literature in cultural and fashion studies a perspective on
Amazigh culture and its representation in Moroccan fashion particularly.
The research methodology was solely based on the selection and analysis of digital
content. The sampling and method of selection of the brands and their content were convenient.
Since the brands’ digital content is mostly on Instagram and their official websites, the analysis
was focused on these two platforms. This method helped to make the research focused and
concise, but certainly neglected many other brands “inspired” by Amazigh culture, and a big
part of the digital content of the brands selected.
The theoretical framework focused on two main scholars Roland Barthes and Edward
Said. Barthes’ semiotic study enlightened the analysis of myth in the fashion brand’s digital
content, which enabled the exploration of the representation of Amazigh culture while Said’s
concept of Orientalism helped inform this analysis considering the history of Amazigh culture
in Morocco. Both frameworks worked together to extract the myth behind Amazigh culture
whose representation in Moroccan fashion brands is influenced by an Orientalist gaze.
Certainly, the choice of this theoretical framework is restrained as it excludes other theories
and concepts that can add up to the discussion and puts forwards others in a subjective way.
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For page limitations, the literature review, methodology, and theoretical framework
were reduced to the essential. Indeed, in the large topic of representation of Amazigh culture
in Moroccan fashion brands, more literature, theories, and concepts could have been used, more
brands and digital content could be selected randomly or following a set of criteria, and a deeper
analysis of the content could be carried. This certainly restricted the nature and scope of
analysis and findings.
Moreover, it is also important to state that this analysis was focused on the immateriality
of fashion by deconstructing its meanings, but overlooked the materiality of the clothes and
jewelry, etc. As Danielle Bruggeman argued in the chapter “Fashion as a New Materialist
Aesthetics: The Case of Viktor & Rolf”: “Rethinking fashion as a new materialist aesthetics
helps to liberate fashion’s materiality, its colours, threads, fabrics from its mere
representational function” (249).
In addition to that, as Pozzo argued in her article, it is fair to mention that we cannot
culture-classify fashion designs and textile (3). Indeed, Amazigh clothing, jewelry, threads,
patterns, etc. could find origins in another culture, which is complicated to research and study.
Hence, cultural appropriation comes out as a complex concept to detect as we cannot cultureclassify most of the fashion designs, textiles, and jewelry, etc. featured in Berberblue and
Dalilaculture. Moreover, the cultural hybridity of the brand Dalilaculture, for instance, adds up
to the discussion making it more difficult to describe how Amazigh culture is represented in its
digital content and to detect Orientalist or self-orientalist influences. Also, the history of
Amazigh culture stated earlier does not stand for the full history and can be very subjective,
thus informing a biased analysis. Indeed, as a Moroccan Amazigh myself, my analysis of this
topic can be informative to a foreign reader but can reveal some subjectivities.
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Future research could take these limitations into consideration and explore other
possibilities in terms of theories, concepts, and methods. As mentioned above, the analysis can
be carried in light of new materialism for more insights about the representation of Amazigh
culture in fashion. In terms of methodology, a larger sample of Moroccan or global fashion
brands could be selected and analyzed. Interviews with the brands’ founders could be carried
for an in-depth analysis. Future research could also shift the focus to the audience’s perception
of Amazigh culture in fashion brands. Thus, analyzing their comments on the brands’ digital
content and conducting interviews or surveys.
All in all, the aim of this research was to shed light on a minority culture in North Africa
generally, and Morocco specifically. The representation of this culture in the big industry of
fashion can inform the reader about the history of oppression of Amazigh people and culture,
and its repercussions in today’s everyday life. It can also inform brands about the different
ways native cultures, such as Amazigh culture, can be represented, with the purpose of raising
awareness and improving their representation optimistically.
Personally, this research pushed me to reflect on various aspects of my identity. As an
Amazigh who was born and grew up in the capital of Morocco, part of my Amazigh identity
was lost. It was replaced by a “dominant” way of making sense of the world, people around
me, and myself. Taking note of the history of colonization in Morocco helped me understand
the patterns of representation of Amazigh culture in mainstream media and everyday life. The
literature review as well as the theoretical frameworks helped me understand the concepts of
cultural appropriation, myth, orientalism, and self-orientalism that drove the discussion
forwards supported some of my reflections and rejected others. Moreover, I was pushed to
reflect on my subjectivity as an Amazigh cultural student, and how far I am skeptical about the
representation of my native culture. In the process, I found out that my subjectivity supported
with well-founded arguments is needed and of an added value to the existing literature review.
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Thus, I should consider my perspective as an Amazigh representative as legitimate as another
one, and one that should be heard no matter the difference in views. This could seem natural
and obvious for some, yet it took me time and effort to grasp it.
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Research question:
To what extent does Experience Egypt’s national branding on social media correspond to a
self-orientalist discourse?


Is the question already suggesting the results of analysis?

Literature Research:
Good
Theoretical Framework:
Solid
Method: Good division of analysis (Visual representation of monuments, subjects, and text
analysis).
Results and Conclusions:
Good analysis and discussion
Structure:
Very Good structure
Form and presentation:
References are not well used, and inconsistent. You need to use pages and works cited if you
are using MLA style, or years and references if you are using APA. Not all claims and
concepts are referenced. Also, use Times New Roman 12, double spaced, etc.
Overall:
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Very good use of literature and theories which shows your knowledge about the topic. A
good conclusion that includes your research’s limitations as well as future opportunities.
Referencing and style is what you can improve.
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Research question:
To what extent are New Age/spiritual practices culturally appropriated on Instagram by
white, Western influencers of the millenial/Gen Z generation?


Good research question. Can it be more specific? Which New Age/ spiritual
practices? and who are the White Western influencers of the millennial/ Gen Z
generation? Or what are their Instagram accounts?



Would it be helpful for the reader to provide later a definition of Millenial/Gen Z
generation in addition to the definitions you are providing of concepts such as New
Age and cultural appropriation?



Good acknowledgment of the complexity of the research and its limitations.

Literature Research:
It needs two or more sources. Make sure to separate between literature that can help you
provide some definitions and theories used for analysis.
Theoretical Framework:
Delete “multitude of sources” as it’s vague and not realistic.
Method:


Criteria of selection: What is the number of followers that makes an account
influential? How are you going to measure brand image?



Delete “several accounts” as it’s not specific. Provide a realistic number of the
accounts you are going to analyze.
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Precise explanation of method (going from hashtags to posts to accounts). Make sure
to be consistent in terms of the methodology used throughout the paper.

Results and Conclusions:
Good discussion so far.
Structure:
The structure is so far clear with the two practices (smudging and Yoga/meditation) being the
main analytical parts. With further research, it can be clearer for the reader.
Form and presentation:
So far, it looks like that the references are going to be put when needed.
Overall:
Interesting case with a catchy introduction. The topic of research is relevant to cultur al
studies. With more research and structure, this sounds like a good thesis.
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Bachelor Thesis
10th March 2020
First Introduction Review
I was born and I grew up in Rabat, the capital city of Morocco where the main
language is Moroccan dialect, or so called “Darija”. However, my parents come from the
South of Morocco and they used to speak Tamazight or Berber at home. Every summer, we
used to travel back to the south where I would be amazed by the diversity of the Amazigh
culture although not very knowledgeable about it. So, I used to be this kid who is more
familiar with the Amazigh language, traditions, art, etc. than an average Moroccan, but less
than Amazigh people in the south of the country particularly.
Fast forward to 2018, I had the idea with a group of friends to create a clothing and
accessories brand that incorporate Amazigh symbols. I was so excited to showcase my
original culture, and discover more about it in the process, but as we were progressing, I was
feeling confused about the whole idea. I was wondering if we were appropriating Amazigh
culture for our commercial benefits, if we were exoticizing their symbols without really
understanding the real meaning behind them, and if we were doing more harm to the culture
than good. Being personally brought up in a mixture of Amazigh, Arab, and French culture, I
couldn’t claim myself knowledgeable about Amazigh symbols and arts, and thus couldn’t
take that risk.
At that point, I couldn’t understand the reasons behind these feelings, and I didn’t have a
name for that which I was afraid of. Today, as I understand more the complexity of culture

and identity, I am interested in delving into this problematic in order to conclude with a
guideline for brands that want to incorporate ethnic symbols. Considering my background, I
would like to investigate Amazigh symbols and culture in clothing brands to understand
the limits of cultural appropriation and cultural appreciation. Thus, my research object is
“Amazigh Culture” in clothing brands, whether set up in Morocco or abroad in recent years.
To explore the topic of Amazigh culture in clothing brands and its relationship to cultural
appropriation or appreciation, I will briefly look at the history of Amazigh people in Morocco
and the impact of colonialism (Arab conquests and European colonialism) in their actual
situation. Then, I will review existing literature around cultural appropriation and
appreciation in fashion in order to define the concepts and set the frame of analysis.
I will collect primary (Not sure if I can find, no access to the library) and secondary sources
by reviewing studies done in the topic of history of Amazigh people in Morocco and
colonialism, Amazigh symbols, as well as cultural appropriation and cultural appreciation in
fashion branding. This research will help me make an account of the existing literature in the
topic of my study, understand the best approaches and methods to evaluate the use of
Amazigh symbols and culture in clothing brands, and formulate my research question and
sub-questions.
By investigating this topic and the research problem, I can contribute to the literature around
Amazigh identity and culture, its effective use in branding, and provide an ethical guideline
for clothing brands that want to adopt these symbols in their products.
The methodology of this research will be centered around an analysis of representation in
images and texts. After selecting two clothing brands, set up in Morocco or abroad, that
incorporate Amazigh symbols (or claim to do so), I will analyze their social media (Instagram
and/or Facebook) accounts, posts (image and text) following semiotic analysis.

The analysis will be carried out following the semiotics and postcolonial theoretical
frameworks, and the definition of the concepts of cultural appropriation and cultural
appreciation in order to identify when branding tends to express cultural appropriation, or
appreciation.
The review of literature around this topic, the method of analysis and study of theories will
operate together in order to answer the main research question:
How do clothing brands Berberblue and Byberbera represent Amazigh culture in their digital
content?
Sub-questions:
1. How does Berberblue represent Amazigh culture in their website, Facebook and
Instagram contents?
2. How does Byberberism represent Amazigh culture in their website, Facebook and
Instagram contents?
3. What are the similarities and differences between Berberblue and Berberism’s
adaption of Amazigh culture in their digital content?
The research body will be divided into three chapters. The first chapter consists of a brief
introduction of the history of Amazigh people in Morocco and a literature review of the topic
of cultural appropriation and appreciation in fashion brands. The second chapter will be
centered around the description of methodology and theories that will be used for the analysis
of the two selected Moroccan brands’ digital content including social media (Facebook and
Instagram) and/or website, mainly semiotics and postcolonialism theories . The last chapter
will consist of a discussion of the analysis in the light of the selected theories, followed by a
conclusion.

Research Plan

Chapter 1: Introduction (2000 words)


History of Amazigh in Morocco



Literature Review (Still need to work on it)



Introduction of the brands Berberblue and Berberism

Chapter 2: Methodology & Theory (2000 words)
Chapter 3: Analysis & Discussion (3000 words)
Conclusion (1000 words)
Bibliography: (Potential articles)
Playing The ‘Berber’: The performance of Amazigh Identities in Contemporary Morocco
Cultural Branding, Geographic Source indicators and commodification
Muslimah’s clothing Brand, Identity, and myths in Barthes semiotic Study

Introduction
History of Amazigh People: (I still need to find a source
Literature Review: (I still need to read the new sources and write)
The Brands:
For now, I selected two clothing brands: Berber Blue and Byberbera. They both adapt
Amazigh symbols in their clothing, but their website and social media content, both texts and
images look different in their representation of Amazigh culture. It is thus interesting to
compare between the two brands and analyze their semiotics from a post colonialist
perspective to assess cultural appropriation.
About The brands:
BerberBlue:
“Berber Blue is a unique vintage denim line, originating from the sleepy surf village of
Taghazout.
Why Berber? Berber, or amazigh, are the descendants of the pre-Arab people of Morocco
and other parts of North Africa. This is the culture behind the creation of the kilim textiles
that inspire Berber Blue's vintage look with a Moroccan twist.
Why Blue? Each denim is carefully selected and sourced from different souks (street
markets) around Morocco. No single jacket is ever the same and each piece is a one of a kind
item, designed and handmade with care, here in Morocco.
Berber Blue was born out of a passion for sourcing, rummaging and finding vintage treasures
and textiles. Weekends and free time, spent exploring new areas, making new pieces and
gathering inspiration. This idea has developed and grown with the support and guidance of
some beautiful friends, from the encouragement, enthusiasm and sharing of Berber Blue, it
has become what it is today.”
https://www.berber-blue.com/

Byberbera:
“byBerbera is an upmarket brand of prêt-a-porter certified ethically correct clothing and
accessories brand line for women.
All byBerbera products are 100% handmade by highly skilled craftsmen and women.
All byBerbera products are made with Merino superfine 100% wool. The wool is Italian
quality brand and origin as is non-mulesed guaranteed, and carries a certified label.
The fabrics are totally handmade and woven traditionally by berber craftsmen and women in
Tameslohte, near Marrakech.
The embroidery is a special aspect of the products as each and every design piece is unique
and carries a special meaning based on the intricate history of the Amazigh Culture. The
reproduced drawings are based on the Amazigh History and their meaning is explained in our

website. All the embroidery is made in the Atlas Mountains in two villages called Agouim
and Midelt.”
https://www.byberbera.com/
Methodology and Theory:
For the theory I will mainly use Roland Barthes’s semiotics to analyze the images on social
media and the websites.
I will analyze the text on the websites and captions on Instagram following a post colonialist
perspective (I still need to look for a source and authority/ primary source +Not sure if that
makes sense).

