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INTRODUCTION
IMAGES OFCONFLICT

GIL PASTERNAK AND PAUL FOX

This collection of essays has its origins in a eosfice held at
University College London in March 2009 which adahed visual responses
to politically-motivated acts of violence of allpgs, including armed
conflict. The event provided a platform for devetaplinks between the
politics of violence and issues of memory formati@md visual
representation. Working out of the analytical fravoek of the discipline
of art history it nevertheless considered the entileld of visual
representation to include, for instance, documegrftan and reportage, as
well as images produced by individual agents favgte consumption but
subsequently made public in one way or anothetoiisidered questions
such as how pre-existing narratives of conflictvaitng within popular
culture and the academy condition the way in whigkaning is derived
from representations of politically motivated aoté violence, and
explored the implications for academic inquiry mbég shifts in imaging
technologies and the experience of war itself.

This book aims to reflect on some of the theorétisadl conceptual
preoccupations influencing the way politically-nvatied acts of violence
of all types are addressed across the academit delvisual cultures
today, as well as providing a cross section of aasps to visual
representations of conflict. Like the conferendewas conceived as a
reaction to the preoccupation with trauma and therfsic search for
indications of its presence, tacitly establishedato as the “obvious”,
naturalised, and dominant mode of theorising amprapriate” response to
the experience of conflict. We, the editors, sh&rancois Hartog's
concern with what he calls the “regime of histdyiti understood as both
“the way in which a society considers its past dedls with it” and “the
methods of self-awareness in a human communityfyairiicular, we note
Hartog's interest in the recent rise to dominantevioat he describes as
the “presentist” regime of historicity: “the swifievelopment of the
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category of the present until it has become obvithad the present is
omnipresent” (Hartog 2005, 7-8). In contrast witle hineteenth-century
“modern” regime of historicity invested in the déygment of the nation-

state as a spatial unit, and in the production stemsibly objective

accounts of irreversible progress over “lineagvarsible and teleological
time”, a presentist regime typically privileges nmm over history; is

located in the quest to hang onto the past andotlapse temporal

distance; and finds its home in accounts of traumua, address to
catastrophic events, and a haunting past thatdsept in everyday life
(Lorenz 2010, 70). The presentist conceptual frahegpes contemporary
modes of representing the past. But we consider ttiea contemporary
obsession with trauma is merely one of many possiays of exploring

responses to conflict in a disciplinary field ofjinry invested in the roles
assigned to both memory and history in shaping rnitethods of self-

awareness in a human community.

A significant reorganisation of knowledge and sbgisactices is
occurring today, as digitisation and its technadsgransform the ability to
produce images and to communicate at unprecedesgtedds to mass
audiences. Writing about an equivalent period i timeteenth-century,
Jonathan Crary suggests that the era entailed $siwgareorganisation of
knowledge and social practices that modified in iegrways the
productive, cognitive and desiring capacities ef tluman subject” (Crary,
Jonathan 1990, 3). For Crary, an “observer” is “ovfeo sees within a
prescribed set of possibilities, one who is embddde a system of
conventions and limitations” (1990, 6). In a perioflrapid change, an
observer’s rule-bound responses function as compsrad a disciplinary
field in which they were invested in a struggle ftreir enduring
legitimacy, manifested in the vocabulary of epistéagy. The task here
will be to identity just some of the vocabulary ttha currently being
modified, recycled, negated, abandoned-or simphelgs-which serves to
establish and police boundaries between what adadauthors, critics,
and artists claim are legitimate statements alimuekperience of conflict.

We, the editors, note a general disinclination éalddispassionately
with war and militarism in the disciplines of aistory and visual cultures.
Theories of trauma and victimhood are commonly k& as the only
possible—acceptable and ethical—start points frdniclwto make meaning
from images produced within or in response to alitconflicts. Alex
Roland’s observations relating to the history ahtelogy are applicable
in this context:

Among the distinguishing characteristics of [thetbiy of technology] is
an aversion in scholarly circles to things militaryMany scholars simply
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find war and its associated activities distastefidbmparable distaste has
not stopped historians of medicine from studyingdemic diseases, nor
has it stopped historians of science from studgingenics or historians of
technology from studying sewers. But it does seemieter many scholars
from studying war or things military ... Much of ehliterature on
technology and war succeeds in the academy by rigiegea decidedly
antimilitary tone or interpretation. Indeed, paft its success may be
derived from resonance with the antimilitary semtin within the
academy. (1995, S84-85)

In this context we note Michel Foucault’'s analysfsthe regulatory and
classificatory work that is constitutive of the “alanics of power” of the
academy:

In the course of the seventeenth and eighteentturies [disciplinary

methods] became general formulas of dominatioFhe. historical moment
of the disciplines was the moment when an art ef ibman body was
born, which was directed not only at the growthitsfskills, nor at the

intensification of its subjection, but at the fodation of a relation that in
the mechanism itself makes it more obedient agdbines more useful,
and conversely ... The human body was enteringchimery of power that
explores it, breaks it down and rearranges it. dlitigal anatomy’, which

was also a ‘mechanics of power’, was being bordefined how one may
have a hold over others’ bodies, not only so thaytmay do what one
wishes, but so that they may operate as one wistits the techniques,
the speed and the efficiency that one determid®91( 137-138)

The limitations implicit in this criticism of thepblitical anatomy” of
academic discourse are further explored by Rogeod¥q1996), who
cautions against research that shies away fromgengant with ideas,
ideology or imagery, not necessarily because, awdwdd have it, “they
are seen as surface phenomena which are unlikepraduce as much
information about motives and purpose as a coratiderof circumstantial
evidence” (1996, 5), but because the content isnddeunpalatable. Some
of the visual material discussed in the chaptersadhfalls into the
unfashionable, if not necessarily the unpalatatdéegory today. We hold
that it is necessary to address images of cordlien if they may initially
appear unattractive because they do not operatereasight wish.

We also consider that it is necessary explicitlyoiate research in its
broader historical circumstances. In the context ceftain literary
responses to the First World War, Woods notes ‘thatre is a tendency
for modern commentators to indulge in a snapshptageh ... to home in
on individual statements, on fragments of text” (Is, Roger 1996, 7-8).
The problem with this, he argues, is that suchestants are thereby
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stripped of their nuance and are presented as ugaous. The outcome
is distorted, “handy” version of the First World Wa

It has been suggested that books on the First VWadd... fall into one of
two categories: either they show it as a heroicnewr as a senseless
torture. In nationalist writings on the war it istest of manhood and
heroism, in pacifist writings the collapse of hurtan(Woods 1995, 7-8)

We argue that an equivalent tendency towards a yhamasion of
appraising visual responses to conflict is freglyediscernable in the field
of visual cultures today, occasioned by tacit ruegles and practices that
serve to police the boundaries of a disciplinagidfi Images on the subject
of warfare and violence are too frequently consdeonly in relation to
one of Woods'’s two categories: as heroising naatiin which case they
are likely to be regarded as uninteresting (or latphle), or as estimable
because they address the horror and futility ofevice.

The moral conviction that underpins this liberatlook is evident in
work influenced by the “New Art History” of the 103 and 80s. Consider,
for example, Paul Wood’'s “The avant-garde and theisPCommune”
(1999). Addressing art practice in the years immedly after the Paris
Commune, Wood observes that Meyer Schapiro coresidenpressionism
had a “moral aspect”: that it stands in relationptaposive action and
decision in relation to modern life. Wood notest thal. Clark points to a
“delicate problem” in this context: works includiiierre August Renoir’s
1872 Pont Neufdo not deal with the recent uprising. For Clarkara-
gardist works that addressed quotidian bourgeoidemmty in the years
immediately after the Paris Commune of 1871 appgeatroubled by
[their] subject's meanings”, and that they are “rmeélped by this
innocence” (Wood 1999, 121). The actual, not sdicdtd, problem here,
however, is that for an art historian of the “neit”, the “social history of
art” is the history of left-leaning opposition toet political right. On these
terms other, no less moral, meanings are inadnfesditence Wood does
not admit the apparent possibility that Renoir'skvmay be registered as
a celebration of the restoration of law and ordeejther does he
acknowledge that France was such an economic powsehthat it was
already beginning to recover from the material &indncial battering it
had taken in the recent war it had initiated agafrsissia in 1870—amid
popular scenes of rejoicing. Wood concludes thatoRedraws “a vell
across a chasm in French history” (1999, 121). diéar suggestion is that
any contemporary mode of cultural production tlalsfto mount a more
or less explicit critique of capitalism and the kgmoisie is, necessarily,
problematically “innocent”.
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The long shadow of protest against the Vietham Wanvhich the
artistic avant-garde was deeply implicated, canbpetignored in this
context. A catalyst for this volume was the confeeArt and the
American-Vietnam Warheld by the Courtauld Institute Research Forum
in May 2007. The programme trailed a disinclinattonconsider conflict
on any other than terms equivalent to those estaddi above. While we
appreciate the motivation to further academic ingunto this (art)
historical moment and to broaden the discourseosaunding its numerous
representations, we note that the very title of ¢baeference served to
announce the likely political character of the papas valorising the work
of artists who opposed the conduct of the war Bgem-imperial” USA:
the accepted name for the conflict is not American-Vietham Warbut
the Vietnam Warbecause it was fought between North Vietnam,
supported by its communist allies, and the govemtroé South Vietnam,
supported by the U.S. and other anti-communis¢stat

Under a reproduction of a photomontage foregroumdin young
amputee drawn from Martha Rosler’s origitdduse Beautiful: Bringing
the War Homeseries, the programme lists papers including: #dng as
Drowning Out the Sound of Bombs”, “Peace Towersptésts and
Commemoration”; “The Art of Mourning: Maya Lin’s ¥inam Veterans’
Memorial”; and “Never Trust Anyone Over Thirty: L&ges of Youth
Protest”. The conference affirmed as an articlefaith the view that
service personnel were brutalised by their expedenf military training
and war service during the Vietnam years. Dissenticues to figure as
the new (old) heroism of modern life, thereby dragvan exclusive veil of
its own making across a chasm in history. Withouhiat of irony,
participants in such events “mobilise” both themssl and the
historiography of the twentieth-century avant-gaaephold on exclusive
terms art practice that privileges pacifism and¢sb

We observe that it is difficult to break free ofceédved modes of
thinking and writing about conflict and its repretion when the subject
remains so ideologically circumscribed, and theotaed icons of 1960s
anti-war protest go unchallenged. Martha Rosleglzrise of the original
House Beautiful: Bringing the War Homseries referenced by the
Courtauld Institute, above, addresses American réeeqee in Irag after
2003. Rosler continues to employ a mode of instinal critique
established more than thirty years ago. Its recaptflects the legacy of
left-wing art historical responses to artists’ it against the Vietnam
War, frequently valorised in survey accounts of hiigtory of twentieth-
century modernism. Yet Rosler's work is, we considamachronistic in
circumstances in which the USAal-volunteerarmed forces operate in
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circumstances that bear little relation to thoss ttharacterised inter-state
conflict during the Cold War. Furthermore, the geshtion of internet
access, of hand-held digital imaging and socialvogting technologies,
make it all but impossible to ignore the realitidsiolent confrontation in
and around the homes of people living in confliongs—a premise of
Rosler’s original series.

We identify in the academy a deep-rooted tendea@ptice discourse
about the visual image when the argument focusesvamn warfare,
conflict and militarism. We do not suggest thatsthitate of affairs
necessarily prevails throughout the disciplinesrespnted here. But we
are arguing that it is necessary to be scepticatrwlncountering art
historical work that, by default, adopts a hossitance to the exercise of
military power, or adopts, unreflexively, the naiview that the soldier is
necessarily a dupe, or brutalised victim. Thiselatattitude surfaces
continuously, functioning as a frequently undedavedering principle for
research. Examples in publication include, for epl@nRichard Cork’s
1994 A Bitter Truth: Avant-Garde Art and the Great Wamd Linda
McGreevy’'s 2001Bitter Witness: Otto Dix and the Great Wiar which
the identity of the artist and/or his/her subjezt@abused victim surfaces
repeatedly.

We take dispassionate note of the fact that forymzople in many
places in the past, war has been celebrated arantiz adventure, a dirty
job well done, a crusade against evil, or mereiyn@ when life was lived
more vividly, an experience shared, however tangkystand artists have
represented it as such. Historians of visual cefunust treat their subject
with no less dispassionate academic rigour if #u@yto develop a diverse
social history of the visual image as it pertainsthe experience of
conflict. Because scholarly literature on artisttesponses to the
experience of conflict tends to focus on acts obtgst against, or
resistance to, the apparently arbitrary disposaavfer by “perpetrators”,
rarely does it explore the use of visual imagerythe negotiation of
power; neither does it often delve into the pddititunctions of objects as
images or objects of exchange. We observe thataidiag, or ignoring,
these aspects of the socio-cultural and politidal éf the visual image
itself, such scholarly literature risks utilisingswal representations as
primarily a means to validate a political stancather than serving the
demands of academic inquiry in pursuit of greatedesstanding of the
cultural economy of a historical moment.

The role of images in contesting attitudes to cmpterary conflicts,
we argue, amounts to more than the mere aestlatiicisof historical
tension, or the explicit politicisation of the inegn propaganda. The
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visual image in its political formation materialiss@access to power by
mediating a view or an ideology. Donna Haraway refsireaders in
Siminas, Cyborgs and Women: The Reinventidiadfire that “an optics
is a politics of positioning. Instruments of visionediate standpoints;
there is no immediate vision from the standpointsthe subjugated.”

(1991, 193) The visual image operates on threindidevels, we suggest:
it offers information; it defines the viewer as bBu@and it subjects the
viewer to the mediated vision. Furthermore, a qmamise of studies in
visual cultures is that the creation of oppositlpnar at least

supplementary imagery, in response to formal histbaccounts, would

never have been necessary had existing imagery peeteived as
representative of the entire political spectrunie“production of images
serving contested agendas in the historical morein indication of

conflict and power negotiations that must be ackadged and explored
by the academy.” (Roland, 1995, S84-85).

Conflict has been an omnipresent theme of visyalesentations since
the growth of modern mass media. For Susan SorgQ2f, explicit
depictions of human suffering—especially photogeajaine conventionally
understood to evoke sympathy and concern in thaerie helping to
realise the physical and emotional realities of wapne remove. In her
view, however, the meaning and effect of such péstuis ambiguous.
Their audience sometimes include those who hauveakytlived within
the reality they represent, as well as those faorwisuch representations
function as visual reports on the lives of othdrsirthermore, when
focusing specifically on photographs of human giuifg Sontag claims
that, on the one hand, they can serve to generateosity towards the
perceived perpetrators of violence, thereby promgptiiewers to support
its reciprocal continuation; while on the other thatiney can also stimulate
the repudiation of violence. We argue that the ¢émegt towards ambiguity
of meaning offers multiple interpretations of thsual image of conflict
and the formation of social, political and cultunamories.

Visual representations of conflict are not to bedemstood as
receptacles containing consistent meanings, nouldhae understand
them as merely serving their intended function, teter it may be.
Rather, we propose that one thinks of visual reprdions of conflicts as
a segment of what Charles Taylor calls “the sdamaginary”: the images,
stories and legends through which people “imagiagr tsocial existence,
how they fit together with others, how things go loetween them and
their fellows, the expectations that are normallgt,mand the deeper
normative notions and images that underlie thepe@ations.” (2004, 23)
Visual representations of conflict are core resesiia social constructions
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of memory. They comprise sources to be selected iaterpreted
selectively to validate the identity of groups virgh to make specific
political points about war and violence. By adogtian approach that
assesses dispassionately the role played by imagtse formation of
competing accounts of the meaning of violent emsodesearchers can
productively bypass discussions of right and wrgagtice and injustice,
without having to compromise their personal staoittp it offers a way to
discuss politically significant material without auating judgementally
the violent historical event they represent, orgheies involved. What is
fundamentally at stake is the use to which viseptesentations are put in
political discourse about war and violence. Abovle ia allows one to
avoid the assumption that one mode of visual addseautomatically, or
of necessity, more credible or appropriate thaersth

The contributors to this volume address a wide eafgrisual responses
to all manner of conflicts. In compiling this calteon of essays we, the
editors, attempt to contribute to academic discmwrgploring the role
visual imagery of all types continues to play india¢ing the experience
of conflict in both public and domestic circumstascOur intention is to
present visual material that has not yet receivedeat deal of academic
attention, and to expose alternative ways of suggests relevance to
discourse on the experience of conflict.

Sue Walker's “Fragments and the Epic: Soldierly jSciivity After
Napoleon” addresses the content of Napoleonic ties in text and
image that proliferated in the decades after 18ts chapter conforms
most closely to the mode of inquiry we associat¢hwhe presentist
regime of historicity: she invites questions abthg relationship between
memory and history as she interrogates Nicolas-§ains Charlet's
lithographic practice through a reading of the phify of trauma. She
argues that the sheer volume of related maters@bkan conceptualised as
an epic composed of a multiplicity of individualjbgective narratives.
This network of responses has, she suggests, bez@merce of aesthetic
fascination, and that this has repressed lingetiages of war-induced
trauma. Working out of Francois René de Chateaniisal848Memoir
and Georg Lukacs' 19Zkhe Historical Novelshe points to Chateaubriand's
use of higher ranking, more literate, or otherwéseeptional narrators,
and Lukacs' abstract notion of the “mass”, to ssgdww accounts of
ordinary soldiers and their traumatic pasts hawenheffaced. The notion
of an oral culture, whereby Napoleonic veteransatad their own stake
in history was, she suggests, submerged by nindt@emtury literary
authors, such as Honoré de Balzac and Victor Hwho, effaced the voice
of the veteran as they conflated fiction and histdrevent.
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The appealing idea of a Napoleonic epic composedndividual
voices is here challenged by contrasting the idgadiferation with that
of repetition. Repetition, Walker argues, militates the anonymity of
ordinary soldiers and the standardisation of thairatives in the cultural
imagination. She draws on psychoanalytical concdptsn Freud's
“Beyond the Pleasure Principle”; Jonathan Shagtsilles in Viethamand
Margaret Iverson's analysis of Maya LiN®&tnam Veterans’ Memoriab
present repetition as a symptom of trauma, andrasponse to repression.
Through the designation of the veteran narrativstaisdardised, repetitive
and recurring intermittently across Charlet&uvre a narrative of trauma
is in play. Charlet's lithographs are here undexsto function as a check
on the romantic notion that the Napoleonic warsraigel as a font of
cultural inspiration and self-realisation, conceglitheir destructive and
traumatic character.

In “Camp life;: News Pictures of Military Men andobesticity in
British and French Imperial Armies ¢.1870 to ¢.290m Gretton turns
his attention to accounts of imperial campaignsliphbd in illustrated
magazines in London and Paris in the late nineteegntury. While many
of the illustrations addressed the topography damiliar places, others
focused on key events, turning places into spasewhich colonising
events had recently occurred, including marchegmsh and battles.
This study, however, addresses representationgatidign life in military
camps.

Gretton’s contribution considers peaceful formsadiability, including
images of eating, grooming, rest, and recreatioe ekplores the
iconography of domesticity and of re-enactmentslitd at home”, and
assesses the contribution made by such imageseirtdhtext of wider
representations of violence, and the prevailingléecy to assert that the
application of overwhelming military force againstss well equipped
opponents was part of a civilizing mission. Gretrgues that these
images advance a distinction between the categdideslian” and
“combatant” manifest in the off-duty behaviour ofitBh and French
soldiers. Colonial armies in repose are presengedilising agencies,
whose members promote appropriate modes of behawoexample.

Gretton here distances himself from narratives efted violent
events, with their potential for investment in mnesst concerns, in order
to consider those depicting the quotidian routimdscamp life that
deflected attention from violence acts, and dreveihover the implicitly
barbaric social arrangements of the subjugatedlpsag empire: on the
one hand, disciplined, reasonable and domesticatdgjects represent
civilisation; on the other, there exists only “atlimg wilderness”.
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Thomas Cauvin's “Commemorating Historical Conflidsiring the
Peace Process: The Bicentenary of the 1798 Readltiolreland and
Northern Ireland”, addresses directly the relatipdetween history and
memory and notes how, in the context of politiedanciliation, museum
curators deliberately distanced themselves fronseumiist concerns with
trauma. It explores how the 1798 rebellion in Inelavas reinterpreted in
museums north and south of the border during thenbénary in 1998.
The event coincided with th®ood Friday Agreement major step in the
Northern Ireland Peace Process. The curators’ exigdl was to account
for a conflict whose memory had hitherto been digsin a climate of
political reconciliation. Cauvin compares commentioeexhibitions held
at the National Museum of Ireland in Dublin, ane thister Museum in
Belfast. He interrogates exhibition guides andlogtzes, and casts his eye
over two contrasting modes of display to assesshémrical strategies of
these “official” narratives of the past.

The exhibitions were conceived as part of a wideocess that
challenged existing narratives of 1798; neitherirdef the event as a
sectarian rebellion, and yet they adopted differeqproaches to
remembering the pastJp in Arms-iin Belfast—constructed its account
around the concept of community relations: the é#l8fuseum advanced
the idea that both Catholics and Protestants h&dntgart in the
Rebellion: a past people could share really hadstedi However,
Fellowship of Freedornin Dublin—presented the United Irishmen as
agents of conciliation.

Cauvin assesses how the museums explored what ithegly are
underlying historical truths. While the Ulster Muse appealed to the
historical “facts”, the Dublin exhibition includegihibits to suggest how
the event had been remembered in the service ef patlitical agendas.
This distinction permitted~ellowship of Freedonto address the United
Irishmen’s ideals of pluralism and democracy, whitguing that accounts
that perpetuated the memory of sectarian violeneevan aspect of the
later politicisation of the Rebellion: political édls were presented as
historical facts, narratives of sectarian violenae memory. While
Fellowship of Freedompromoted the United Irishmen as agents of
national unification, in Belfast)p in Arms offered an account of the past
that people across the sectarian divide could acted

The contents of this book are ordered chronololyi¢alorder, in part,
to obtain a sense of how the development of phafdgr and related
technologies of reproduction and communication hempacted on the
way conflict has been represented in visual cultuRaul Fox’s chapter,
“Cohesion in the face of chaos: the Ullstein Presmembers the
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Spartacist revolution in Germany” is located in &éna when cameras were
cumbersome and it was not yet technically feasiblerint images of
acceptable quality in mass-circulation daily nevpsgra. He addresses an
unprecedented illustrated weekly: days after thdeda Communist
revolution in January 1919, Ullstein & Co, a leaglitiberal Berlin
publishing house, issueBerliner Sturmtage a special edition of its
illustrated weekly newspaper, thgerliner lllustrirte Zeitung Berliner
Sturmtageoffered its readers 24 pages of photographs amagvidgs
assembled around two textual accounts of the kegntev known
collectively as “Spartacus Week”. Fox addressestéss assigned to
history and memory by conservative elements of Gersociety after the
catastrophe of defeat and revolution in 1918—1% idquiry into the
framing of a narrative account of recent eventsgests disciplinary
overlap with media studies, represented elsewlmetfes volume, while its
address to memory formation is indebted to the vedrdultural historians.

Fox analyses how Ullstein invited its readers toede to a coherent
narrative that ordered and made sense of the etieeyshad just lived
through. With reference to the dynamics of combat af crowd events,
the chapter considers how images of violent stdndefe employed to
mount a positive account of the actions of Germsausgcurity forces. He
concludes that representations of standofBarliner Sturmtagealways
falls back on the need to contain memory—to makmaong safe—on terms
that appealed to white-collar workers, property ewsnand the business
community. The special edition advances a reaggundmnrative calculated
to establish the terms on which the social memdritsoreaders would
take shape in subsequent months. Fox thereby oHearsalternative
perspective on an event that has received its stiang historical attention
from the revolutionary perspective.

Photography expanded the terms on which the exprief conflict
could be addressed. When photography was introdtigeas presented as
a mechanical device that captured incont estalglality” (Sekula, 1981).
Despite numerous attempts to undermine this misguigerception,
starting at least as early as 1840, and in spiteadfy voices suggesting
how the new technology could be manipulated to adeapolitical
agendas, the view that the camera never liesestdures in some circles
(Batchen 2002; Winston 1998).

Martina Caruso’s contribution works out of a readiof selected
histories of documentary photography. She recorsidee genesis of
Italian humanist photography in the light of Italidcascism, arguing
against established academic approaches thattledtumanist genre in
Italy as no different from its manifestation elsen Her chapter, “The
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Counter-regime Photographer Under Fascism”, corsidspects of the
history of photography in Italy that have hithetteen neglected. She
works to identify the early roots of humanist plwtphy in Italy and, in
doing so, exposes contradictions in existing sahpliterature. Caruso
argues that proto-humanist, photographic practiggmar to developed in
opposition to Fascist propaganda photography anhlgi realist styles.
She delivers an account of the character of eatynanist Italian
photography, which has otherwise been commonlyritest as a mere
appropriation of contemporary French and Americands.

Caruso seeks to recreate links between photograptgr Fascism and
post-war photographic cultures. She argues thatothiburst of Italian
humanist photography amounted to more than confonnio photographic
orthodoxies. Instead, she portrays it as a subegehat developed
underground, conceived as a reaction to FascisBVisulture. The two
external bodies of documentary photography Carwaws upon in order
to highlight the political character of humanisppdgraphy in Italy are the
Farm Security Administration photographs producednd) the American
Great Depression, and the 1955 Museum of Moderne&hibition of
humanist photographi,he Family of ManHer investigation leads Caruso
to a rigorous account of the close link betweent@in@phic realism and
political ideology. This informs Caruso’s readinfghemanist photography
in ltaly as a photography that might have servdaversive ends had it not
been censored and therefore remained largely umkechantil after 1945.

Caruso challenges art historical orthodoxy. Herculision of the
shifting notions of realism from the 1930s to tH#5Qs reveals the way
realist styles were framed and appropriated to difiise political and
ideological agendas. Overall, the notion of a cstetd photographic field
was connected to notions of social renewal andtipaliemancipation
from the old order. Fascist commentators employ&odtqgraphy to
repudiate liberalism, while the humanigénre was employed in Italy
during and after the Second World War to advanctéjin, aspirations for
national emancipation from the orderings of thecisastate. By analysing
the ambiguities and contradictions located withpparently politically
conscious photographic practices during and afterwar, Caruso asks
guestions about the ideological implications of lanit photography, not
least in the context of representations of mispaghos and enmity.

This discussion of the politically subversive patainof photography
is further developed by Gil Pasternak. In his chagptPlaying Soldiers:
Posing Militarism in the Domestic Sphere”, he expothe political life of
family photographs and the social rituals attendimg practice of family
photography in an attempt to broaden and politisid®larly literature on
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this subject. Focusing on Israeli society, Pastésneontribution delves
into the micro-politics of family photography praetd specifically by
Jewish-Israelis in the context of the Arab-Ziorgsnflict that developed
after the formal establishment of the Israeli skat&948.

Pasternak presents an unconventional approachnidyfphotography
by addressing images selected from collectionsrigeto his own family.
This approach epitomises his desire to developrecequtual framework
distinct from conventional art historical approa&hBasternak argues for
the need to study the photographic apparatus beybadtraditional
parameters of dominant social taxonomies and finescribed significances.
In doing so, he questions the common understandinghe family
photograph as apolitical.

Pasternak’s contribution examines portraits of memsbof his own
family imaged while serving in the Israeli Deferfearces (IDF). Whereas
there is nothing unusual in producing and accurmgatfamily
photographs of soldiers, it is a practice, he asgtheat reveals the lack of
clear boundaries between the state, society, amdticlear family. In a
country such as Israel, where militarism and viblealitical conflict are
part and parcel of the everyday, posing militarisnthe domestic sphere
appears as necessary. Pasternak introduces sdcadlogand
anthropological perspectives on Israeli attitudeshe army and military
service in order to enable readers to fully appmditee values and visions
the IDF symbolises in the eyes of the vast majooityJewish-Israelis.
Since the IDF is the one organisation endorsed dith Wewish-Israeli
society and the state, he argues that portraitsvisljomembers of the
family in military uniform operate as declaratioas social assimilation
and approval. However, while he demonstrates howh stamily
photographs assist in perpetuating and solidifyisigeli social norms,
including positive attitudes towards the Israelingr he also shows how
the protocols of the genre of portraiture—not lgasting for the camera—
can subvert the coherence of their putative messhgeeby interfering
with cultural constructions of martial identitieacitly endorsed by the
state.

State politics and the nuclear family, the familyofpgraph and its
perceived cultural values, are also at the centreKaty Parry's
contribution, “Haven't | seen that before? Britiflness photographs of
Family Loss during the Iraq War". Perry’s researiclvestigates the
conventions of photojournalism. Here, she explarseigle trope of news
photography: the image of a person presenting dyfgghoto-portrait of a
loved one. This type of image attracts interest tuthe presence of two
photographs, one taken by the news photographerpter the family
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photograph clutched by the subject. The mode afesgmtation in which

the private family portrait is offered to th@ublic within the secondary
journalistic photograph is a well-established conion often used when
reporting accidents, news of people who have “gisaped”, and in

coverage of crime and natural disaster. Althouggrttode of representation
dates back as early as the first half of the nangttecentury, Perry focuses
on the application of this visual strategy in tlentext of contemporary
political conflict and loss, with reference to Wsft press photography
associated with the 2003 war in Iraq.

The normative working practices of photojournalisequently lead to
a standardised visualisation of conflict, not léagbhotographs reproduced
in national newspapers. According to Perry’s resegphotographers and
picture editors are well aware of the rhetoricalteptial of stylised
photographs, with their instantly deciphered infative and symbolic
content: certain dominant tropes readily offer hpirt intended meaning
and are therefore newsworthy. With reference toessath photographic
examples that circulated widely in the British gre®verage of the Iraq
invasion in early 2003, Perry explores the dissmrsinterconnections
established between family, nation, and traditiopahdered roles. Her
chapter demonstrates how the devices of visualifirgrare employed to
construct particular roles for depicted subjectcamformity with wider
narrative accounts of the conflict. In the partizutontext of wartime
journalism, she argues, the affective power of spbbtographs is in
danger of becoming reduced to mere cliché.

In Chapter Eight, “The Authentic Snap? D.l.Y. Repay in the Age of
“We Media”, Alexandra Moschovi leads the discussiéwisual responses
of conflict into the realm of the World Wide Webxptoring lens-based
vernacular practices in the context of the 2008etgiots, when young
protestors put digital technology to tactical use arder to organize,
mobilize and coordinate nation-wide protest. Mosthseeks to
investigate the formation and sustainability ofratives of conflicts in the
light of the wide-spread of new technologies of tplgoaphic production
and dissemination. Such technologies, she argusse ldeprived the
mainstream media of the ability to offer exclusa@herent accounts of
newsworthy events. Social networking platforms pgeusers to adopt the
role of “citizen journalists” representing all walkf life. The distribution
of mainly visual information is no longer the exsile concern of media
corporations.

Moschovi argues that the ability of people to maphte in fact-
checking, cross-referencing, and in reporting nbas transformed them
from mere consumers of reports into the producértheir own copy,
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collapsing the space between journalism and itsswmers. Websites
specifically devised for citizen journalists, wetpdo chat rooms, wikis,
social networking media, and video- and photo-sigavirtual environments
constitute platforms for commentary, interactive nadyonous and
asynchronous news reporting. Such sites provideomnuinications
framework in which vernacular images of events Wate to political
effect. Moschovi's assessment of this virtual eoninent suggests that
attitudes to pictures produced by casual usersafjing devices need to
be reconsidered. Thus, she rethinks such recuttignmges in visual studies
as the credibility of imaging practices and thehauaticity of the resulting
product; the credibility of the producer of visusws; and the ends the
medium of photography can serve in the contexttifipal discourse.

Academics in the disciplines of art history anduegiscultures, social
and cultural history, and media studies, make aritanion to conflict
resolution and the de-escalation of political tensivhen they expose the
role images play in discourse about violent episoded their political
meanings. We argue for a dispassionate addreseorelationship
between conflict, its representation, and subsdquweralysis in the
academy. The chapters in this volume are to beratwel as contributions
that disavow “presentist” concerns. The book peiyds research that does
not set out to affirm the political convictions thfe author; in which the
experience of conflict is not merely boiled dowratset of simple binaries
that define the terms of the inquiry, such as mepierpetrator; state v.
protestor; or soldier as dupe of the political slaBhe contributors work
out of contemporary theoretical frameworks. Howeuwbey search for
means to think in a dispassionate manner abouyirth@uction, circulation
and interpretation of images of conflict. The fallag chapters present
research findings that analyse the political ineohent of visual
depictions in critical ideological processes withgatting their object of
research in motion. We wish to regard this voluma& alynamic reminder
of the visual domain’s transitional memory, of thie played by the
visual domain in shaping regimes of historicitydahus of how societies
attend to their past.






