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Friday 25 September 2009 
 
5.30-7.30 
 
Luis Sinco (Photographer, Los Angeles Times) in dialogue with Thomas Keenan (Bard 
College, USA) 
 
This is not a war story—it’s a love story. 
Luis Sinco 
 
It’s about the unlikely friendship between James Blake Miller, a young Marine from the coal-
mining mountains of Kentucky, and me, an accomplished photojournalist for one of the 
nation’s top newspapers. Ours is a story of fidelity, courage and kindness in the aftermath of 
war. How we overcame differences in age, geography, race, politics and culture to form a 
lasting bond. It’s about how he saved my life—and how I repaid the debt. 

I was embedded with the Marines in November 2004 as they mounted a bloody 
assault on the insurgent stronghold of Fallouja, Iraq. I followed Miller’s unit as they took 
cover from heavy fire inside an evacuated home. During a lull in the fighting, I transmitted 
images by satellite phone from the kitchen. Suddenly, an explosion rocked the house, and I 
headed to the action upstairs. Miller had barked orders into his radio, directing tanks to take 
out the insurgents who had us under attack. 

In the brief calm that followed, I looked across the rooftop at Miller, realizing he had 
just saved my life—and the lives of many others. I raised my camera and snapped a picture 
of the young warrior, a cigarette dangling from his lips, his face smeared with grit and 
camouflage paint, blood trickling from a cut on his nose, his eyes exhausted, haunted, yet 
somehow determined. 

The photo, immediately dubbed the “Marlboro Marine,” ended up on the front page of 
more than 160 newspapers. It evoked strong emotions around the world. Mothers wondered 
if the rugged young man was their son. Women wanted to marry him. Dan Rather waxed 
poetic about it on the evening news. Many recognized the “thousand-yard stare.” Even the 
Marine Corps command took notice, offering to give Miller a free pass to leave the combat 
zone. 

The photo thrust me into the limelight, earning me a finalist spot for the Pulitzer Prize 
and invitations to speak at prestigious institutions. Ironically, I wanted nothing more than to 
leave the photo – and the war—behind. I resented how the image had been misinterpreted 
as a swaggering pro-war emblem. I had taken so many other photos in Iraq, but all anyone 
remembered was the “Marlboro Marine.” 

My antipathy began to fade in the fall of 2005, when I learned that Miller, then barely 
21, had been diagnosed with Post-Traumatic Stress Disorder, a condition serious enough to 
get him discharged from the military. Soon, at the urging of my editors, and the 
encouragement of my wife, I headed to Kentucky, hoping to do a quick follow-up story. 

For me, it was a chance to set the record straight—to let the world know that the 
photo of Miller was not about “Kicking Butt in Fallouja” as the conservative New York Post 
had screamed on its front page. Despite my reluctance to get involved and the professional 
ethics that required me to remain objective, I found myself getting drawn into Miller’s crisis. 
After a particularly bad run of events, he fell into a deep depression and teetered on the 
brink of suicide. I had no choice: I had to put down my camera and pick up a young man in 
desperate straits. “If I had gone down in Fallouja, would you have carried me out?” I asked 
Miller. “Damn straight,” he responded. “Well, I think you’re hurt pretty badly and I want to 
help you,” I said. 



That day I coaxed Miller into my car and drove him to a treatment center in 
Connecticut, all the while knowing that I could lose my job for crossing the line that’s 
supposed to remain between journalist and subject. Over the next 18 months, I came to 
understand how war alters lives—not only Miller’s, but also mine. Together, we have 
struggled to make sense of a world where it seems nothing has changed but us. We became 
brothers. We found healing. 
 
Saturday 26 September 2009 
 
9.15-10.45 
 
Photography on the edge of crisis - Kenya 2008 
Benjamin Chesterton 
Multimedia producer, Creative Director, duckrabbit 
 

‘The night the violence started some of the listeners were calling in saying “We are being 
burnt inside our house, please help us.” 
You don’t know who it is, you don’t know where they are. All you can hear is screams 
and see fire. You can’t do anything. 
In the morning I could see women running with children, there was smoke everywhere. 
We lost many of our listeners. Now people just come to our office with death 
announcements for us to air.' 

Sayare FM (Eldoret) overnight announcer, April 2008 
 
On 27 December 2007 Kenya went to the elections to choose a new president. Three days 
later Kibaki was announced the winner in what was a rigged election, sparking massive riots 
across Kenya. Over the next hundred days at least, 1500 people were murdered and an 
estimated 600,000 people were displaced. Kenya was in crisis. At the beginning of March 
2008 I was invited to Kenya to help coordinate the media response to the humanitarian crisis 
in the Rift Valley, Kibera and Kisumu, where most of the violence had taken place and where 
the majority of people were displaced. The media, in an extraordinary act of contrition, put up 
their hands and admitted to playing a role leading up to the elections, in promoting ethnic 
hatred and in some cases actual violence. Whilst it was clear that many radio stations had 
contributed the chaos, it was less obvious how they might become part of a solution to the 
humanitarian crisis which gripped Kenya. 

The plight of the internally-displaced people was lost in the media to the frenzy 
surrounding the developing political situation. Their voices were not being heard anywhere in 
the media. Many radio producers were scared to enter the camps fearing that they would be 
attacked. In an attempt to refocus the attention of the media, I started to travel to the camps 
and record the stories of those affected. It was at this time that I first became aware of the 
photographic record of the crisis and began to work with local photographers to create audio 
slideshows. 

These were then screened at the radio stations identified as having played a role in 
the conflict. We shared the work and offered much-needed training as to how the stations 
could play a more positive role in covering the humanitarian crisis. Finally we managed to 
bring together forty key radio presenters in Nairobi, along with some of those displaced by 
the violence, to watch these slideshows and discuss how their stations might play a more 
effective role in advocating for the rights of those displaced. The response was remarkable. 
In the weeks afterwards a national conversation was began on the airways of Kenya 
between those displaced and the people who had displaced them. 

Anyone who doubts the power of photography to provoke change should take time 
out to sit and talk with Mitch Odero, one of the founding fathers of journalism in Kenya, and 
the founding chair of the Media council of Kenya. Commenting on the results of our 
campaign Odero wrote, ‘never in broadcasting in Kenya has media been engaged so 
effectively. The very frank discussion constituted a victim offender therapy’. 



 
At the conference I will be presenting some of this work and explore one of the most 
fundamental uses of photography, to advocate at a local, national and international level the 
rights of those caught up in humanitarian crises. 
 
Is it possible to empower through photography 
Tifanny Fairey 
Goldsmiths’ College, UK/Founder of charity PhotoVoice 
 
Emerging out of a tradition of humanist photography, participatory photography constitutes a 
new method of contemporary, socially-engaged photographic practice. It brings together one 
of the central discourses of international development, that of participation and participatory 
methods as an alternative to ‘top-down’ aid work, with the driving ethos behind the 
humanitarian photography project. In the last 20 years, there has been a proliferation of 
photographic empowerment initiatives working to put the camera in the hands of socially-
excluded groups, those who are ordinarily the subjects of humanitarian aid, rather than the 
creators of the documentary image. 

Contemporary pioneers of photographic empowerment initiatives, including Jim 
Hubbard, Nancy McGirr and Zana Briski all had established careers as documentary 
photographers and photojournalists before coming to work with dialogical methods. Driven 
by a desire to find more direct ways of working with their subjects, and to create imagery that 
provided an alternative to traditional humanitarian imagery, an increasing number of 
photographers have started to engage with participatory and collaborative methods. 

Commentators have noted that the tension at the heart of humanist photography lies 
in the unresolved moral and ethical dilemmas at the core of the photographic exchange 
between a photographer and their subject. Participatory photography seeks to overturn this 
power differential. It professes to provide an alternative to famine imagery, where the subject 
is ‘empowered’ to take their own images, to frame the world on their own terms. They 
become active agents rather than passive subjects. However what is actually being 
overturned or changed? Does handing over the camera absolve the photographic 
practitioner of responsibility? Critiques of photographic empowerment initiatives have noted 
that the aesthetics of the imagery produced often emulates styles of humanist photography 
and, they argue, as a field, simply constitutes another manifestation of neo-colonialism. 
Humanitarian bodies, such as NGOs and charities, are increasingly using participant-
produced imagery in order to raise funds and awareness. What kind of alternative does this 
imagery actually provide? 

My presentation will seek to explore the relationship between humanist and 
participatory photography, looking at how participatory photographic projects have 
developed out of the humanitarian tradition. Tracing links in the discourses informing the two 
practices and drawing on examples of participatory photography projects from around the 
world, I will question whether participatory photography provides a form of resolution to the 
moral, political, ethical and aesthetic tensions at the heart of humanitarian photography. 
 
11.15 – 12.45 
 
Rolleiflex Witness: Picturing the Nazi Camps 
Sharon Sliwinski 
University of Western Ontario 
 
Photographs of the Nazi camps both testify to events at the heart of civilization’s discontents 
and stubbornly remain at the limits of human understanding. Taking this antinomy as a 
starting point, this paper examines the images and reports made by American war 
correspondent and photographer, Lee Miller. From the time of D-Day, Miller journeyed with 
the Allied Front as it slowly moved into German territory. She entered Buchenwald and then 
Dachau concentration camps in April and May of 1945 and her pictures and words appeared 



in Vogue during the period. These remarkable reports testify to an encounter with 
occurrences that exploded the very grounds of understanding. Put simply, Miller’s work 
provides an optic through which to grasp the shock of confronting the Nazi camps. The 
reports undoubtedly fail to provide a transparent view or totalizing account of what occurred 
in the Nazi lagers. But they are nevertheless inscribed with all that she did not know of the 
events to which she bore witness. As Shoshana Felman has shown, testimony does not 
offer a complete statement but rather communicates the impact of events that cannot be fully 
assimilated into cognition, events which exceed the available frames of reference. With her 
Rolleiflex twin lens camera, Lee Miller pictured occurrences that could not be understood at 
the time of their unfolding, occurrences for which there were not yet words. Something that 
was unknown had to be represented and the photographer was charged with the task of 
transmitting these nameless dreads. The nature of this strange unintelligibility is what this 
paper pursues. If Miller’s photographs can be said to expose ‘the image of hell’ this is not 
because the Final Solution can be glimpsed directly. Rather Miller’s photographs bear the 
mark of this horror. And as spectators regarding them in the time of afterwards, our task is to 
interpret this mark—this naked vulnerability—as a disquieting resource for thinking through 
the paradoxes of witnessing human suffering in the age of the camera. 
 
Sensational Images, or: The Aesthetics-Politics Relation 
Mark Reinhardt 
Williams College, Mass., USA 
 
My talk will explore a variety of photographic images, particularly those involving atrocity and 
suffering, examining how the circulation of these images, and those like them, serves as a 
source of both political anxiety and political hope. At the core of both moods, I suggest, is the 
problem of how to understand the relationship between aesthetics and politics. I have earlier 
argued that critics who worry about the "aestheticization of suffering" are often incoherent 
when discussing the object of their worries, that they tend to harbor anxieties about the 
aesthetic as such; and I have criticized that anxiety as misplaced, proposing an "aesthetics 
of acknowledgment" as a counter-response. That response now strikes me as inadequate. 
The "aesthetic" itself turns out to be a rather bewildering category, and even those who have 
sought most ambitiously to theorize the appropriate relationship between politics and 
aesthetics have often ended up reinstating some of the very problems they would overcome. 
These difficulties fundamentally shape contemporary debates. In my talk I will thus aim to do 
the following: first, to show how and why understanding the social and political effects and 
possibilities of photography leads into the problem of the aesthetic; second, to trace the way 
in which significant theorists such as, for instance, Benjamin and Rancière illuminate the 
problem both through their insights and their shortcomings, and third, to begin, tentatively, to 
sketch an approach to the aesthetics-politics relation that aims to enable us to understand 
better the political work of photography. 
 
2.30-4.00 
 
‘“That was apartheid; thank god it’s all over”: researching the history of photography 
in South Africa’ 
Darren Newbury 
Birmingham City University, UK 
 
How and why did documentary photography develop in the way that it did within apartheid 
South Africa? How this was viewed and experienced by those involved? And how does the 
work of this period continue to shape photography in a post-apartheid era? These questions 
have provided the focus for this research. Based on interviews with photographers, editors 
and curators, and through the analysis of photographs held in collections and displayed in 
museums, the project has explored the distinctive contribution of photography to South 



African visual culture, and its interrelationship with the social and political context during the 
second half of the twentieth century. 

The research has had three key objectives. First, to analyse the photographs in their 
original contexts of production; for example, I consider: the photography from Drum 
magazine, known particularly for its visual record of 1950s urban black culture; Ernest Cole’s 
classic photo-documentary book House of Bondage (published in 1967); and material drawn 
from the photographic collection of the anti-apartheid International Defence and Aid Fund 
(IDAF). Second, to understand the working practices of the photographers from this period, 
the conditions they worked under and the ideas that were influential on their practice.  Third, 
to assess the significance of this work for contemporary visual culture in South Africa: for 
example, how photographs produced during the apartheid era are now being re-used in the 
presentation of the country’s recent history in a range of museums and exhibitions. 

This talk is based on the book, Defiant Images: Photography and Apartheid South 
Africa, to be published by the University of South Africa (UNISA) Press in 2009. 
 
The bush of ghosts: photography and the Namibian-South African war (1980s) 
Patricia Hayes  
University of the Western Cape, South Africa 
 
From the mid-1960s the South West African People’s Organisation (SWAPO) began its 
armed liberation struggle against South African occupation of Namibia, culminating in a 
United Nations-brokered transition to independence in 1989-90. This produced the so-called 
Border War involving heavy militarization of the war zone in northern Namibia as the conflict 
extended into Angola after 1974; two decades of South African white male conscription; and 
tens of thousands of exiles leaving Namibia for neighbouring countries. Some call it the ‘last 
white war’ in Africa, or South Africa’s Vietnam. Photographically there are resonances with 
the latter, and the period of the 1980s is examined through the work of John Liebenberg, the 
main photographer for The Namibian newspaper and Reuters. A key feature that emerges is 
the penetration of the war into ordinary life for Namibian civilians, and (when it occurred) the 
ordinariness of violence for the South African occupying forces, giving rise to Liebenberg’s 
haunting motif of the ‘bush of ghosts’. It was illegal to take photographs in the war zone and 
most were taken in semi-clandestine conditions. SWAPO guerrillas penetrated in the rainy 
season from Angola, and the South African Defence Force (SADF) launched a series of 
military operations into southern Angola to counter this and support UNITA against the 
Luanda government as part of the Cold War. The SADF also engaged in a Winning the 
Hearts and Minds campaign (WHAM) in northern Namibia, employing conscripts as teachers 
and health workers and disseminating anti-SWAPO messages which included visual 
education. The latter incorporated film screenings in schools of the Ethiopian famine of the 
1970s as a portent of the dangers of black rule in Africa. Press photography was therefore 
pitted against this complex propaganda and security machine at the time, but its archives 
suggest considerable nuance and enigmatic detail when examined twenty years later.  
 
Tea 
 
4.30-6.00 
 
Memory works and visual correspondences 
Marcelo Brodsky 
Argentina 
 
Marcelo Brodsky will lecture on his photographic work and its relationship with Human 
Rights projects. The session will include a projection of photography and video works from 
his photo essays Good Memory, Nexo and Memory under construction, which combine 
photography, video, and text and are generally presented in exhibition, book or projection 
format. Marcelo Brodsky’s memory work deals with the Memory of the disappeared during 



the dirty war in Argentina, and it combines different media to transmit this experience to the 
new generations in an emotional and visual way. He will consider the repercussion in the 
press, internet, TV and other media as a natural extension of the artwork.  

Then he will present visual and factual information on the Monument for the Victims 
of State Terrorism in Argentina and on the Public Art project that it is part of. Marcelo is a 
founding member of the Public Commission that has been managing this project for the last 
twelve years. 

The lecture will conclude with a presentation of his most recent work and publications 
on Visual Correspondences. These correspondences exercise purely visual dialogues 
between artists, and they are an essay on photography as language, based in the epistolary 
format with a technological switch. The visual correspondences can be seen from a cross 
cultural perspective, they deal with visual culture, free association, visual language and 
alternative ways in which people can communicate with each other using image and web 
based technology that is globally spread, independently of the language they speak. 
 
Sunday 27 September 2009 
 
9.30-11.00 
Historicizing humanitarian photography: the case of Magnum Photos’ visual style 
Michelle L. Woodward 
Photo Editor, Middle East Report Magazine, USA 
 
This presentation will critically analyze the important role of Magnum Photos as an institution 
in defining the tradition of humanitarian photography. Since its establishment in 1947, the 
Magnum photo agency has represented many celebrated photojournalists known for their 
concern with humanitarian causes. Rather than focus on any one individual’s photographic 
style, I argue here that as a group Magnum has crafted an influential visual mode of 
depicting human suffering that privileges the creation of generalized, abstracted narratives 
about the ‘human condition’ over the depiction of particular events, contexts, and subjects. 
Rather than informing the viewer about the particular causes and implications of events in a 
specific time and place, Magnum-style photographs often aspire to the iconic status of 
images used to represent supposedly universal themes about humanity. This abstracting 
mode of representation limits what viewers learn about the world to nearly banal, 
predictable, and recurring statements about human dignity and suffering, the brutality of war, 
and the photographer's courage in witnessing. This visual style – the classic, modernist 
mode of Magnum photography – was defined by members of the group (particularly in the 
period of the late 1940s to 1970s), but still informs much contemporary documentary 
photography in the humanistic mode. 

The paper uses stylistic analysis of Magnum photography as a tool to examine the 
ways in which photojournalistic and documentary photographs are constructed objects, 
subject to historical forces and the practices of the profession. The photographer’s stylistic 
choices in, for example, the use of light, framing, angle of view, depth of field, composition 
and juxtaposition creates a filter through which subject matter is interpreted. Magnum 
promoted a style characterized by the aesthetics of drama, documentary realism, narrativity 
and artistic expression and crafted the Magnum photographer as a heroic yet humanist 
author. This visual style creates highly ordered, clearly-arranged compositions, emphasizing 
a revealing moment, expression or gesture that implies an important understanding of a 
given situation. Both the visual style and the persona worked to set Magnum apart as a 
unique group of inspired authors in contrast to other agencies where photographers were 
most often viewed as technicians who simply recorded events. The presentation will also 
explore some of the historical factors that led Magnum to develop this visual style and 
discourse of ‘concerned’ or humanitarian photography. These factors include the members’ 
pre-Magnum experiences with the European photo agencies and picture magazines, their 
post-WWII belief in the urgent need to effect positive change in the world, and the demands 
of the marketplace. 



While Magnum Photos’ visual modes have been expanded and modified in particular 
ways and for particular reasons since 1947, many photographers concerned with social 
justice and humanitarian causes continue to work in a style inspired by Magnum’s early, 
post-WWII, modernist mode. This reading of photojournalistic style suggests that rather than 
continuing the popular debate over the ethics of combining aesthetics with photojournalism, 
we should develop a new critique centred on the question of the effectiveness of different 
visual styles of photojournalism in both illuminating and, alternatively, obscuring social and 
political subjectivities. 
 
Justice, memory, and recognition: photography and Mexico’s 1968 
Andrea Noble 
Durham University 
 
In December 2001, the Madrid correspondent of the Mexican weekly Proceso, Sanjuana 
Martínez claimed that she had received anonymous delivery of a parcel containing some 35 
photographs. The images contained within depicted the brutal events that took place in 
Mexico City on 2 October 1968, when the government-backed paramilitary squad, the 
Batallón Olimpia opened fire on unarmed demonstrators, with a toll of several hundred lives. 
Martínez later received a telephone call from the donor, who refused to reveal his identity, 
but confirmed that a government photographer had made the incriminating images. The 
photographs were duly published in Proceso in a special report in which the news magazine 
invited those readers with a story to tell about the events depicted to come forward and 
identify themselves. Placing an emphasis on issues of agency and social affect as they 
inhere in photographic images, this paper explores the valences associated with, and 
consequences attached to the acts of recognition underpinning Proceso’s mobilisation of 
photographic evidence related to 2 October 1968 
 
11.30-1.00 
 
Criminal photography and the police municipale in fin-de-siècle France, or 
Dehumanising Alphonse Bertillon’s humanist photography 
Zachary R. Hagins 
The Pennsylvania State University, USA 
 
Through the exploration of differing uses of photography by the police judiciaire and the 
police municipale in late-nineteenth-century Paris, this paper presents and examines the 
degeneration of Alphonse Bertillon’s implementation of a humanising photography in his role 
as director of the Identification Bureau of the Paris prefecture. This disintegration occurred 
once Bertillon’s standardized mug shots were employed by the police municipale whose job 
it was to preserve order and prevent crime. While Bertillon sought to individualise criminals 
through photography, an aspiration that Allan Sekula calls ‘a triumph of humanism’, these 
same photographs were merged into portable Rogues Galleries to aid in criminal 
identification on the streets. However, the multiplicity of images in these notebooks made it 
impossible to maintain independent mental visions of the criminals pictured, and the pace of 
the police municipale’s work often required them to recognize a potential criminal in a matter 
of seconds. Hence, it was often impossible to reference the images, so officers were more 
likely to react based on memories of the images, memories mediated by the ideal of the 
‘typical criminal’. This reduction of the photographs to a mental amalgamation of a new 
criminal type harked back to the ideas of an inherent criminal physiognomy as defined by 
Cesare Lombroso and the Italian Positivists. 

In examining this shift from a humanist criminal photography back to the medium’s 
use as a means of criminal profiling, this study draws on a wide variety of primary sources 
from the nineteenth century. Beginning with the director’s own writings as well as comments 
recorded by prisoners whom he interrogated, the definition of a ‘humanist criminal 
photography’ is detailed through an examination of Bertillon’s interaction with suspects. 



Next, the focus shifts to primary sources in eugenics and physiognomy to ascertain how 
these concepts were utilised in police work at the time. Seeking to uncover the role of the 
police municipale and their daily activities, the paper passes to reports from officers and 
French police manuals about the use of the Rogues Galleries in identifying criminals before 
they could commit a crime. Through the consideration of the inherently corrupt nature of the 
mediated memory and its interpretation of images, the reduction of specific images to a 
delineated structure is revealed, a construction in which the people pictured lose their 
idiosyncratic physical traits. This reduction, combined with the work environment of the 
police municipale, led to the weakening of Bertillon’s humanist photography. Indeed, while 
the police municipale were eliminating the criminal’s individuality by developing mental 
images of a born criminal type, Bertillon’s own system was being invalidated and his desire 
to maintain the criminal as an individual effaced. Hence, as these mental constructions of a 
Lombrosian criminal man intensified, the police municipale effectively erased the criminal’s 
identity, assimilating him instead into the group of society’s Others who deviated from the 
standard, law-abiding citizen generally considered worthy of humanistic photography at the 
time. 
 
Humanism and the comparative method: the construction of an anthropological 
archive 
Christopher Morton 
Pitt Rivers Museum, University of Oxford 
 
This paper explores a general historical relationship between humanism, photography, and 
the comparative method in anthropology, and in particular that form of cultural 
comparativism developed within the ethnographic museum in the early twentieth century. 
The paper examines a single archival box of photographs (following Edwards & Hart 2004) 
in the archives of the Pitt Rivers Museum, University of Oxford, which contains a variety of 
photographs brought together as a cross-cultural research resource. The archival groupings 
pose a series of questions about the historical connections between cultural comparativism, 
typological classification, and humanism, especially in the accretions of institutional meaning 
that such institutional processes bring about. 

In the 1930s, curators at the Pitt Rivers Museum initiated a project to systematically 
arrange many of its anthropological reference photographs into both a geographical and a 
typological series. The result was the creation of a number of archival groupings on a 
number of cross-cultural themes, such as ‘Magic & Religion’, ‘Dance & Drama’, etc. This 
archival procedure was entirely in keeping with its displays of artefacts, arranged according 
to object type or cultural theme, rather than by geographical region. Within these archival 
series, photographs taken by a wide variety of photographers between the 1870s and 1930s 
were brought together. In doing so, the Museum intentionally backgrounded both the 
historical contexts of the photographic encounters visually represented, as well as the 
original photographic intentions of their makers, and foregrounded the evidential and 
indexical potential of the images for ethnographic purposes. Such processes of archival 
restructuring self-consciously play with photography’s inherent mutability in order to impose 
new layers of institutional meaning – in this instance the creation of a thematic archive based 
on visual content – in which the indexicality of the image is used to ‘read’ both cultural and 
physical surface, as well as embodied practices. 
 The intellectual rationale for cultural comparativism has shifted a great deal over the 
last century within an ethnographic museum such as the Pitt Rivers. In the founder’s words, 
cross-cultural typological displays ‘were arranged in sequence, so as to trace, as far as 
practicable, the succession of ideas by which minds of men in a primitive condition of culture 
have progressed from the simple to the complex, and from the homogenous to the 
heterogeneous’, a theory derived from Herbert Spencer’s writings on human development. 
However, the Museum’s method of cultural comparativism was soon re-thought within the 
Museum itself, with evidence suggesting that its first Curator (Henry Balfour) sought to 
emphasize problems of cultural homology, analogy and diffusion rather than development, 



and few ‘evolutionary’ series survived once the collection arrived in Oxford. Since the middle 
of the twentieth century, the comparative arrangement has taken on a new mantle: that of 
the universal celebration of human problem-solving; or even further, of human diversity 
within unity. Where once it served the notion of cultural hierarchy from primitive to civilized, 
the comparative method has been latterly appropriated by a more general humanist agenda, 
fully exploited by the Museum in its ongoing attempt to find relevance in the contemporary 
world. 
 This paper will raise a series of questions then about the way in which this 
transformation of the institutional context for cultural comparativism over time has inflected 
meanings in its visual archive. It will also address questions about the ongoing relationship 
between humanitarian discourse and the anthropological archive. 
 
2.00-2.30 
 
Landscapes of suffering 
Eugenie Shinkle 
University of Westminster 
 
Landscape images have long served two apparently contradictory functions: as well as sites 
for the inscription of ideologies, such images also function to mask and neutralize ideological 
content, concealing it behind a veil of ‘nature’ and ‘the natural’. In the 1970s, the 
photographic work of the New Topographics pulled this veil aside and offered a candid 
depiction of the American landscape as a mirror for the ideologies of expansion and 
consumerism that were driving its radical transformation. This work paved the way for an era 
of politically and socially engaged landscape photography. Nonetheless, landscape 
photography continues to be seen as relatively free from the social, moral, and ethical 
determinations which bear on other genres of photography – particularly those which 
address issues around humanitarian crises and human suffering. 

This paper will examine the question of humanitarian photography from the 
perspective of the photographed landscape. Landscape imagery appears more and more 
frequently within the context of recent humanitarian photography – the work of 
photographers like Paul Seawright, Simon Norfolk, Sophie Ristelhuber, Edward Burtynsky, 
Luc Delahaye, Larry Towell, and others, addresses the human cost of political upheaval, 
natural disaster, and environmental ruin by depicting not just the human victims, but the sites 
which bear the traces of disease, famine, war, or environmental devastation. 

Unlike images in which the viewer is confronted with immediate visual evidence of 
human suffering, landscapes of suffering are often photographed outside the timeframe of 
the events to which they bear witness. These indirect references to human suffering point 
backwards to past events, and, also, in the case of environmental damage, forward towards 
impending ones. Rarely is the landscape depicted as ‘natural’; instead, it is presented as a 
site that is created, transformed, and sometimes destroyed by human agents.  

Such work lacks, for the most part, the forthright and sometimes manipulative voice 
of more conventional forms of humanitarian photography. It locates human crisis within the 
broader context of lived space, understanding the latter within the context of the 
geographical and geopolitical, as well as the material and geological – the shared substrate 
of human life. While landscapes may be shown to bear the traces of human suffering, they 
can also act to displace that suffering, neutralizing tragedy and struggle by presenting them 
in terms of aesthetic strategies that are all too easily emptied of political currency. Yet it 
could also be argued that landscapes of suffering replace the shock and horror of more 
confrontational images with a different kind of affect, one that plays less on the difference 
and privilege of the (often Western) viewer, and more on deeper and more primal emotional 
ties between self and environment. In offering a different kind of viewer identification, such 
images also suggest a different kind of emotional and political response. They speak not 
simply to the individual, and to the moment of crisis, but to issues which stand outside the 
time span of individual human lives, and which demand different solutions. 



 
Taking pictures over soldier’s shoulder: reporting on human rights abuse from the 
Palestinian Occupied Territories 
Ruth Ginsburg 
Bar-Ilan University, Israel 
 
For Eitan Diamond the decision to work with B'Tselem, the Israeli information center for 
human rights in the Occupied Territories, came in his last military reserve duty. While he was 
watching over the defence fence between Israel and the Gaza Strip he experienced two 
striking encounters, the first whilst talking on the phone with his girlfriend. In response to her 
question about the noises she could hear, he answered that ‘it is just sounds of shooting to 
scare off Palestinian children playing near the fence’. She fell silent. The second event 
occurred when the tank barrel, in which Diamond and his comrades were sitting, was 
diverted. Instead of aiming at a close Palestinian alley, it was directed to a road in ‘Nachal 
Oz’. There they were shocked seeing that the target in front of them was a Jewish 
settlement. On these two occasions, the deterritorialization and reterritorialization triggered 
Daimond to rethink actions. In the first event the deterritorialization and reterritorialization 
was a distancing from ‘here’ to ‘there’. In the second, it was displacement from ‘them’ to ‘us’. 
In a way, I argue, this is precisely what Israeli human rights activists are asked to do through 
humanist photography, which they circulate in their reports. 

Since its invention, photography has enabled individuals to perceive more then their 
eyes can see. Thanks to photographic technology, it is possible to extend both time and 
distance and, importantly, to observe what was witnessed by others. Via photography, the 
recorded event that happened ‘there’ can be observed ‘here’, and ‘they’ can be brought 
closer to ‘us’. As Daimond himself put it, the two encounters reminded him of his acts: ‘it was 
like a camera behind my shoulder taking pictures of me and my actions’. 

A comparison of pictures displayed in Israeli human rights reports with their 
international and Palestinian counterparts, shows that many Israeli soldiers appear in the 
Israeli reports. In many cases, they have been photographed over the soldier’s shoulder. 
Resembling Daimond’s description, while the photographer took the picture behind his back, 
he was near his point of view. 

In this paper, I explore the significance of the Israeli soldier, whose image frames the 
viewers gaze. Although the soldier is located at the picture’s edge, thereby framing the harm 
that is photographically registered, such images represent the Israeli activists' political-
ethical view. I point out that focusing on the Israeli policy executor in the visual 
documentations represents the preoccupation of the Israeli activists. Rather than 
apprehending their practice as being engaged only with protection of Palestinian rights, I 
claim that their concern is located in the responsibility of the Israeli perpetrator procedures. 
Or, to put this otherwise, instead of being occupied with the discourse of rights, they are 
rather engaged with the discourse of duty. 
 
4.00-5.30 
 
Bearing witness 
Paul Lowe 
London College of Communication, University of the Arts London 
 
Photojournalism’s primary role is often considered to be journalistic, to report the news as it 
happens. However, many practitioners consider their role to go beyond this assumption, and 
describe their wok using terms such as witnessing, testimony, documentary, history, 
partisanship, propaganda and effecting change. These issues are at their most intense and 
relevant when the subject is Genocide. What is and what should be the role of 
photojournalism in documenting instances of atrocity, war crimes and genocide: is it to 
provide evidence, to win hearts and minds, to produce the moral imperative to intervene, to 
expand our general moral universe, or simply to ‘be there’ and to witness, to allow others to 



interpret the evidence? Can we establish criteria in terms of the representational strategies 
employed and in terms of the end use of images that would put the role of the 
Photojournalist on a secure moral and ethical footing in the context of documenting atrocity? 

This paper will examine what the concept of ‘witnessing’ brings to this debate, 
especially in terms of the legal role of eyewitness testimony provided by photographic 
evidence at the ICTY in the Hague in relation to the prosecution of war crimes suspects from 
the Balkan conflict of the 1990’s. Zelizer (1998) has established the concept of ‘bearing 
witness’ in relation to the Holocaust, and this has been extended by Margalit (2002) into the 
idea of the ‘moral witness’, identified as a vital source of ethical knowledge of atrocity, whilst 
Baer (2005) talks of the ‘spectral evidence’ embedded in every image. 

From this position, drawing on Hariman and Lucaites (2007) and Hirsch (2003), a 
concept of the role of photography in ‘moral memory’ will be then be posited. It will be 
argued that photographs, particularly those that attain some element of ‘iconic’ status, enter 
into society’s civic discourse and collective memory in such a way as to act as moral 
interrogators of the audience. They thus pose significant questions about the relationship of 
the viewer to the subject and situation represented, forcing them to confront uncomfortable 
ethical dilemmas about intervention or action to either prevent or respond to the scenario 
portrayed in the image. Such images then become generic markers of the greater moral 
questions that face society, such as should we intervene in the politics of other countries, 
should be send aid to the starving, should we end dictatorships. Photographs thus have the 
power to provoke moral debate, as well as provide documentary evidence. 
 
Truths and travels of photographs  or: do galleries permit humanitarian 
interventions? 
Marta Zarzycka 
Utrecht University 
 
Photographs of atrocities have become widely recognizable contemporary figures of human 
suffering, framed to enhance certain modes of remembering and forgetting. Widely 
reproduced, awarded prizes, professionally acclaimed, and frequently viewed on the 
internet, they have compelled people to donate money and, finally, entered the art gallery 
spaces. Photography of atrocities is currently undergoing a veritable blending of genres: 
photographers trained in photojournalism (Luc Delahaye, Sebastião Salgado, James 
Nachtway) now produce photographs specifically for museums. The Abu Ghraib Pictures 
have been appropriated by such artists as Salaheddin Sallat, Forkscrew Graphics and 
Richard Serra. In a reversal of this trend, artists exhibiting in galleries have recently turned to 
magazine reporting (Nan Goldin). 
This paper deals with the problem of the visual transport of images of pain and suffering 
from a press context to a gallery setting. I will trace how the shift from the press to the 
exhibition space is often pursued through de-politicization and de-contextualization, calling 
for admiration rather than active resistance or support. I will also pay attention to whether 
(and how) the loss of veracity due to this transport is linked to our capacity to co-suffer 
emotionally and intellectually. This paper will point out how visual transport runs the danger 
of viewers’ contemplation being directed toward the image itself, not to the ways it came into 
being (i.e. persecutors, governments, systems). Qualities of photojournalism such as 
timeliness (a chronological record of events), accurateness and narrativity might be lost in 
the name of pictorial integrity. In what Boltanski calls the sublimation effect, an initial moment 
of horror is transformed into aesthetic appreciation; photographs of atrocities stay with us as 
an experience of aesthetic indulgence, which might result in the image being ‘alive but also 
dead’ (Mitchell, 2005:10). 
 


