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Introduction
	
“To photograph is to appropriate the thing photographed. It means putting oneself into a certain relation to the world that feels like knowledge—and, therefore, like power.” (Sontag, 2005)

According to Richard Du Toi (2002: 40) the word Photography stems from the two Greek words meaning “light” and “painting”. In today’s society, photography plays an important role. It is widely used in the media, helping people put an image to a story. This image can heavily influence someone’s opinion on said story, giving photography a purpose. 

Photography was properly established in the 1830’s where light-sensitive materials were used for the first time in a camera. However, the first cameras, known as ‘camera obscuras’, were dark chambers or rooms with a small hole in one wall. This can be backdated to 1558, as this was the year that Leonardo da Vinci published a description of the device. When light from a brightly illuminated scene is allowed to enter the dark room through the hole, it projects a dim image onto the wall. The image would be upside down due to the light rays from the top part of objects reaching the lower parts of the wall, and vice versa (Langford, 1980).

From this point, photography began to evolve; suitable telescope lenses were added to the holes, making the picture both clearer and brighter. Camera obscuras became smaller and portable by the 17th century. Mirrors were installed into the top of the portable box to reverse the upside down image, which was then projected onto a table for people to see; these were used as public attractions (Langford, 1980).

[image: k5_elgol_coast.jpg]Cameras and Photography itself has dramatically developed over the last two centuries. The technological advancements have been remarkable. These examples can show the advancements:

Left: Illustration 1 (Joseph Niepce, 1826), Right: Illustration 2 (Mark Hamlin, 2011)
However, photography has developed a lot more than just its technological side. It is now “an essential role in contemporary society. There is scarcely an aspect of human activity in which it is not used in one form or the other” (Freund, 1982: 4). It is also considered to be extremely significant to society due to its documentary validity- it is “seemingly both accurate and unbiased” (Freund, 1982: 4), which is why it is used in mass media, such as newspapers, television, advertisements and many more. Both newspapers and magazines print millions of photographs per day. A camera can permit every single distortion of reality: the character of the image is determined by the photographer’s point of view (Freund, 1982). Photography is powerful. It can be used to completely change someone’s opinion and perspective of someone, something or a situation; and this can lead to social change. This thesis will analyse the power of photography, and how it can change the perception of society. It will highlight how certain photographs from different decades impacted society’s opinion, which lead to social change.
Chapter 1 explores photography and its historical perspectives. It will include a number of historical events that were impacted and changed by photography, and its documentary uses. I will analyse Jacob Riis’ work who documented living conditions for immigrants during New York’s great depression in the 19th century, Lewis Hines’ photographic work, which revolutionised the working conditions for children along with the Farm Security Administration’s approach to assisting Americans agrarian culture during the 20th century, containing work from the likes of Dorothea Lange and Walker Evans. 
Chapter 2 will analyse photography and its military aspects. It will examine both historical and modern cases; comparing the work of Roger Fenton to the famous war photographer Matthew Brady, who revealed war for what it truly was. This chapter will also display work from Lee Miller and George Rodger from their time travelling with the US army through Europe at German concentration camps, work which shows true horror.
The aim of this thesis is to emphasise the importance of photography and to introduce the idea that there is a lot more depth to the subject. Beautiful imagery and good technology is not where it ends, as some of the most powerful photographs can be taken on the lowest quality cameras.
Photography has the “ability to shape our ideas, to influence our behaviour, and to define our society”- (Freund, 1982: 5) 














Chapter One
Historical Perspectives
Photography has been used throughout history for many reasons, one of which is for its documentary capabilities. “Photography, even in its earliest form has always been admired for its detail and ‘truth” (Langford, 1980: 80). It is the most accurate form of documenting in comparison to previous ways, such as a painting or a written description; both of these can be conjured up purely from imagination. Documentary photography provides pictures of actual sightings, situations and events. This means it is extremely important for a photographer to fully understand the situation, as these can be portrayed in many ways depending on the photographer’s point of view (Langford, 1980). 
Photographers had, and continue to have an important role- especially in the media. The audience of photography had massively increased when it became possible to mass reproduce photographs onto the printed page in the form of newspapers (Langford, 1980). Accurate photographs were vital for any form of social change as they were the main source of ‘proof’. Freund (1974) believed that the industry, finance, government and the owners of the press were able to create a world out of their own interests through the media of images.
Jacob Riis, former police reporter turned social reformer, had fought for the elimination of New York’s lower east side slums with his social documentary. Riis was said to have done this “more persistently and with greater effectiveness than any of the more conventional social workers and civic reformers of his day” (Madison, 1970: 5). Riis was born in Denmark in 1849, and at the age of 21 he had moved to America to pursue his journalistic career. During the year 1870 America was suffering a deep depression, meaning that it was extremely difficult for immigrants to obtain a job and maintain a steady, healthy lifestyle. Due to these economic conditions Riis was homeless, jobless and even on the verge of suicide. After becoming a police reporter for the New York Tribune in 1877, he made first hand acquaintance with many of the poor caught up in police round-ups; homeless children sleeping in alleyways is just one distressing example. He had visited the homes of immigrants, which were often crowded with more than one family. All of these families were struggling to keep alive; suffering with hunger and unemployment. What he witnessed on this job made Riis very compassionate, which sparked his ideas and interest for social change (Madison, 1970).
In 1890 Riis published his book called ‘How the Other Half Lives’. The book contained powerful images revealing the true nature of New York’s slums- immigrants in need of support, living in discouraging conditions simply trying to make ends meet. The book was weighed with inescapable facts; its documentary validity made it a landmark in the annals of American social reform. Riis’ aim was to express his point to the people who would usually turn a head, in which he excelled. When the move towards reform finally came, it was extremely gratifying (Madison, 1970).  The book resulted in police lodging houses and rear-tenements being abolished and they even opened playgrounds. Riis was considered to be “the most useful citizen of New York” and even one of America’s most important photographers (Madison, 1970: 7). Here is an example of his work:
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Illustration 3 (Jacob Riis, 1888). This image is called “Street Arabs in sleeping quarters [areaway, Mulberry Street]”. Riis included many images similar to this within his book. This would have a strong effect on anyone who has children. This specific example contains 3 young children tucked away in a corner. All of which have their eyes closed, suggesting that they are trying to sleep. However, their facial expressions could also suggest that they are experiencing a lot of pain- both physical and emotional pain. Overall this image provides a very uncomfortable, cold atmosphere. The children are without shelter, food, family and are even without suitable clothing- the image shows the children bare foot.  It almost seems that the children are huddling together for warmth. This photograph is extremely powerful, it is fuelled by emotion, and is something that creates an emotional response. Images like this, along with many more are capable of triggering a response amongst society. 








Illustration 4 (Jacob Riis, 1888). This second example of Riis’ work is called “Bottle Alley, Mulberry Bend”. This image depicts an example of the tenements that people had to live in during the depression. Riis’ work consists of both landscapes and portraits, all of which are striking. This image provides visual proof of the conditions people had to live in. These shabby, run-down buildings are surrounded with litter and general waste; this shows that the residents of this area have almost given up. These seemingly rotting buildings were not inhabitable, yet they were more often than not overcrowded with more than one family. On a closer look there are two subjects- a boy stood in the doorway and a man in the window. Both of these have extremely vacant expressions on their face. These are both key to providing the image with its depressing, saddening atmosphere. Riis’ work was so powerful, his work changed the perception of society eventually leading to the social change that he strived for. His almost gothic styled photography work was then used as inspiration for future photographers who also strived for social change.
Riis laid the foundation for social reform through photography. This created a pathway for others to follow. Lewis Hine was a former teacher of nature to children of less successful, immigrant families at the progressive Ethical Culture School on the upper west side of New York. Hine had used the medium of photography in the practice of social work- he would make pictures to raise public awareness of social conditions, usually amongst the working classes. His photography work started in 1904 when he took his camera to Ellis Island to capture immigrants in their first experience of the so called ‘Promised Land’ (Trachtenberg, 1989). These photographs are said to be “amongst the finest in all of photography” (Rosenblum, 1977: 12). It was evident that the subjects of his work in Ellis Island were destined for cheap labour, starvation wages, and ugly tenements without heat, hot water or even suitable toilet facilities. However, these factors were nothing on the exploitation of children as labourers which families would soon experience (Rosenblum, 1977: 12). 
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Illustration 5 (Lewis Hine, 1905). This is an example of his work from Ellis Island. This particular piece is called “Peace, An Ellis Island Madonna”. Hine managed to capture a vast amount of emotion in his photographs. This example captures optimism in the child’s face- she looks almost nervous but excited of what will follow, yet the mother seems cautious. Both of the subject’s clothes and jewellery look pristine, which has a strong contrast to some of Hine’s later work. He saw a beauty in his subjects, it was a “distillation of the known terror of the past and the uncertain hope of the future” (Rosenblum, 1977: 12) 
“Children became the focus life” (Gutman, 1974: 17). Growing up, Hine had worked in furniture factories, banks retail stores all for 13 hours a day, 6 days a week only for four dollars in wages. This drove his eagerness for change and “filled him with a passion from which he could never escape” (Rosenblum, 1977: 11). In the space of 7 years (1909-1916) he travelled around all of America- the cotton mills in New England, New York City tenements, Baltimore canneries, fishing boats in Biloxi, Colorado’s beet fields and many more in an attempt to expose the working conditions. Cornell Capa (1974: 5) quoted Hine in his segment in the book ‘Lewis W. Hine’ (1974) - “There were two things I wanted to do. I wanted to show the things that had to be corrected. I wanted to show the things that had to be appreciated”. 
He was extremely devoted to this cause; he would often visit child labour factories to try and gain access. More often than not he was turned away; he would resort to waiting outside factories to photograph the children leaving work or be there at the dimness of 5:00am to photograph the children’s brutal early morning start to their day of work (Gutman, 1974). Hine was known to be a good actor by his students and took on many disguises to gain access to many of the mills, mines and factories etc. This exposed him to harm and even death but he saw it as his moral responsibility (Rosenblum, 1977). 
“No matter the weather or his state of health, Hine was in the field documenting the misery of the exploited children” (Rosenblum, 1977: 12) 
Hines images of breaker boys working in coal mines are amongst the finest examples of his work:
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Illustration 6 (Lewis Hine, 1911). This particular image depicts an almost nightmarish scene, something which would be considered as unspeakable in modern society; young boys, along with adult men, working in a coal mine. Their job consisted of separating coal from slag, usually for around twelve to fourteen hours a day, six days a week for a very pitiful wage of seventy-five cents per day. The subjects, black with soot, only show life through the white of their eyes- each face full of trust and dignity. “Each fragile personality seems strangled by the environment: young dreams suffocating in coal dust” (Rosenblum, 1977: 13). This image provides a clear vision to why Hine’s photographs were an extremely important influence in America’s passage of child labour legislation (Rosenblum, 1977). Hine’s range of photographs proves his loyalty to the cause- it is clear that he wanted to help children in many different working environments.  
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Illustration 7 (Lewis Hine, 1909). Here is another example. This image simply depicts a young girl working in a mill. This is a perfect example of how strong Hine’s imagery really was. The girl’s expression is very important here; it has a sense of fear and confusion. The image forces you to make uncomfortable eye contact with the subject, almost enabling you to share her experiences.  Her ruffled hair and tattered clothing emphasises the injustices of child labour and the hard, almost painful work a child would have had to endure. 
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Illustration 8 (Lewis Hine, 1918). This example has a great contrast with the previous. This is photograph of a young girl in Paris. There is no evidence to suggest that this child is part of child-labour work, however the dirt on her face and the condition of her clothing suggests that she is either from a poor background, or homeless. The child’s expression displays a vast amount of happiness, her eyes and smile almost emit her innocence. This alone is an indicator to why children should be free and happy, and it also shows Hine’s relationship with his subjects. These children were his inspiration for social reform. 
“Wake up smug America” (Curtis, 1989: 5) 
This was just one of the more than five hundred tourist responses to the exhibition named “How American People Live” in the Grand Central Palace, New York in 1938. This collection of photographs belong to the Farm Security Administration. The FSA, formally known as The Resettlement Administration, was founded by President Franklin Roosevelt and was headed by his advisor, named Rexford Tugwell (Curtis, 1989). Tugwell believed that all forms of media might become “tools of dishonest propaganda” (Curtis, 1989: 6), but believed that if they were properly used it could “promote public education” (Curtis, 1989: 6).
Roy Stryker was appointed the position of project director; his job was to produce visual evidence for a substantial educational campaign. Stryker had visualised a task force full of photographers who would travel across the country to gather information on American landscapes and the FSA’s relief efforts. The country’s agrarian culture was developing at a rapid rate, its traditions were being uprooted by economic chaos; farmers and their families were being tossed to the streets, even highways in search of food, shelter and employment. Stryker’s team of photographers were to document this suffering in the form of photography; the FSA’s publicists would be able to draw freely from their work to supply images to newspapers, magazines, investigative agencies and congressional committees (Curtis, 1989). The photographs had “emphasised not technological innovation but the consequences of an agricultural depression that for more than a decade ravaged the country” (Curtis, 1989: 5). 
Stryker’s team contained a vast amount of photographers; some of which are now seen as very talented and inspiring due to their involvement with the FSA. Dorothea Lange, born in 1895 in Hoboken, New Jersey is “widely recognised as one of the most eloquent and original photographers in the mediums history” (Davis, 1995: 6). In her work, she created a deeply personal artistic vision by applying tools of a dispassionate, documentary approach. Keith Davis (1995: 7) states that: 
“her photographs are “bluntly factual and deeply sympathetic”- they were symbolic of the strength of the American character, which was the strength that was needed by millions of the American population to carry them through the “long, frightening chapter in the nation’s history”.
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Illustration 9 (Dorothea Lange, 1936).  One of Lange’s most famous and celebrated images is called ‘The Migrant Mother’. This image contains a mother (of seven) depicted with two of her children. This agricultural family had just sold their tent to buy food (Davis, 1995). 
“It is widely accepted as a work of art with its own message” (Elliott, 1966: 7)
Lange was an artist; she was obsessed with obtaining the most effective composition. Through patient experimenting with the poses, she had achieved the final composition, providing the image with a very striking effect- it reveals a commentary on middle-class attitudes towards the family (Curtis, 1989). 
It is understandable why this photo is so powerful- the mother, fragile and almost beaten by poverty, strikes the viewer with her emotion; her compassion and love for her children. Each child clenches to the mother for protection, safety and comfort- this makes the mothers strength clearly visible. The expression on her face suggests worry and stress; and despite the fact that the children cling to her for support, it is evident, whilst her mind wanders through anxiety provoking thoughts of reality, that she too is worried for her family’s future. All of these factors clearly express the dread and fear that an agricultural family would face during this period. 
Another fine example from Stryker’s team is Walker Evans. Born in 1903 in St. Louis, Missouri, Evans came to photography with the eye of a poet. Evans believed that the camera offered a direct engagement with the actual and the tangible- “he saw in the camera a means of adapting the poet’s vision to his own ends” (Fonvielle, 1979: 6). 
Whilst working for the FSA, Evans saw himself as a “roving social historian” (Fonvielle, 1979: 8). He had photographed a variety of different subjects ranging from the views of a Pennsylvanian mining town, black neighbourhoods in various Southern cities to even documenting the effects of soil erosion on farmlands (Fonvielle, 1979). Evans had a deep love for America; his sympathy was based around his natural respect for people and “all testaments to honest labour” (Fonvielle, 1979: 8).
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Illustration 10 (Walker Evans, 1936). This was one of Evans’ most famous images, it is of the Fields family in Hale Country, Alabama. It depicts a poor family who are sat in a run down, wooden home all in tattered clothing. It is apparent that the family posed for this image, which conflicts with Evans’ usual way of working. He would usually go to great efforts to cloak such arrangements in his imagery- this was because it may have been seen as a “violation of the canons of documentary photography” (Curtis, 1989: 13).
Despite this image being unconventional in a sense due to the half-naked child in the foreground (one viewer left the comment “shameful to hang it” (Curtis, 1989: 12), this still displayed the truth and the suffering of the average agricultural family. The photograph, filled with emotion, presents exasperated expressions dressed in battered clothing. Bare foot upon splintered wooden flooring, this family is a prime example of the typical stresses of the depression during the 1930’s. Images like this were key in the FSA collection- the naked child emphasises how the family have no pride, and that public opinion is the last of their worries. The wellbeing, health and life in general of the family is priority. This image would make one reflect on one’s life, and in that the comparison to the subjects in the photograph is inevitable. This would provide the viewer with a completely different perspective on the problem that Stryker and his team were trying to assist.
To summarise, chapter 1 included many photographs that are clear indicators of the power that photography has had throughout history. Jacob Riis was one of the first photographers to accomplish social reform through exposing living conditions in New York; this work was inspirational to many photographers to follow. Lewis Hines’ photography revolutionised the working industry for children; this alone shows how impacting photography really can be; it shows how photography can be the reveal that society needs. With efforts from the likes of Dorothea Lange and Walker Evans, the FSA project proves to us that emotional photography can act upon us directly; triggering an emotional response, which is extremely powerful.








Chapter Two
Photography and the Military
Photography has always had a very important role in the military world. Without photography, the true nature of war itself could have only been revealed through first-hand experience as a soldier. War photographers brought light to the sheer horror of war and the conditions the soldiers had to live in without living the experience- “Photography enables us to study the world around us without physically moving”- (Coe, 1980: 8) . Photography is still used in the media covering modern day conflicts, and can still highlight issues that need to be resolved. 
According to Freud (1974), Roger Fenton is the name of the lawyer who became one of the first war photographers. In 1855, Fenton and four assistants were given permission by the British Government to document the Crimean War frontline, sponsored by a publisher named Thomas (Langford, 1980). The exhibition was financed only if he did not photograph the horrors of the war. Not to frighten the families of the soldiers, Fenton photographed “well-groomed soldiers behind the firing line” (Freud, 1974: 106) and “battlefield landscapes” (Langford, 1980: 81). These gave a false impression of the war, it glorified what it was like to be a soldier. 
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Illustration 11 (Roger Fenton, 1853-1856). Here we have a photograph of well-groomed soldiers looking smart, healthy and without injury. The uniform and weaponry are all in great condition, this was because “a new government needed to prove that they were giving troops the right facilities” (Langford, 1980: 81). In this photograph, soldiers have a stance that suggests heroism and masculinity, which would have been extremely encouraging to the male population. The photo suggests that if you joined the military you would also be seen as masculine and heroic. Images like this would have been used as propaganda due to its extremely encouraging features, and is a prime example of how photography can influence the perceptions in society.
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Illustration 12 (Roger Fenton, 1853-1856). Here is another example. This one is also very misleading; it suggests that joining the military will be nothing more than enjoying the battlefield landscapes with fellow soldiers and escaping the stresses of life. There is not an aspect of Fenton’s work that displays the sheer hard work and horror a soldier would face on a daily basis. Fenton created an illusion with his photography work about the Crimean War, and there was no other evidence to suggest otherwise.
Not all historical war photographs are as light-hearted as Fenton’s however. Many historical war photographs contain gruesome battlefields and emphasise the horror and death that a war truly entailed. Unlike Fenton, photographer Matthew Brady financed his own war photography (Freud, 1974: 107). Brady is widely recognised as one of, if not the most important photographers of the nineteenth century- Mary Panzer (2001: 4) states “Brady discovered how to use a camera to tell true lies”. Brady is recognised worldwide for his famous portraits, especially photos of President Abraham Lincoln, taken in 1860. Brady had already shown his interests in history when he published ‘The Gallery of Illustrious Americans’, so when the American Civil war broke out in 1861 it was a perfect opportunity for him to expand his interests (Newhall, 1982). 
Brady, known during the war as “that grand picture maker” (Newhall, 1982: 89), was accompanied by a small group of photographers- These included Alexander Gardener, Timothy H. O’Sullivan, and George N. Barnard. Unlike Fenton, Brady and his men had photographed every aspect of the war that they were capable of, including battlefields, ruins, officers, men, artillery, corpse’s ships and railroads (Newhall, 1982). For the first time in the history of documentary, civilians were able to witness areas of scorched earth, burnt houses, distressed families and the vast amount of dead in the form of a photograph, which had never truly been expressed within previous war reporting (Freund, 1982: 108). 
Brady and his team had exposed the war for what it truly was. An editorial from The New York Times on October 20th, 1862 stresses the impact of Brady’s work- “If he has not brought bodies and laid them in our door yards and along the streets, he has done something very like it” (Newhall, 1982: 91). The pictures were said to have a “terrible distinctness”. Looking upon these photographs with a magnifying glass, identities of the victims of war could be revealed. 
“We would scarce choose to be in the gallery, when one of the women bending over them should recognize a husband, son, or a brother in the still, lifeless lines of bodies, that lie ready for the gaping trenches” (Newhall, 1982: 94). Here is an example of Brady’s work:
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Illustration 13 (Matthew Brady, 1861-1865). This photograph contains dead Confederate soldiers behind a stone wall. This has an intense contrast between Fentons work- this image strikes you with genuine horror, unfortunately displaying the truth of the civil war.  The lifeless, limp and almost ragdoll bodies scattered in the trench are extremely impacting, and considering that these are the first ‘truthful’ images of war, would have provided society with an extreme sense of fright- especially if ones family member was in said war. Brady has created this image for the sole purpose of exposing war for what it really is, meaning he would have taken the composition into consideration. The leaf-less tree suggests death in itself, but it also creates a cold amosphere. This along with the single, lonely house in the background could suggest that these now life-less soldiers are lying in the middle of nowhere upon the freezing cold ground. The image provides a numbing sensation- to look upon this knowing your family member is partaking in the same war is utterly devastating, and to find a family member in one of these photographs would be soul destroying.                                                       
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Illustration 14 (Timothy O’Sullivan, 1864). This is another example of Brady and his teams work, however this piece in particular belongs to team member O’Sullivan. It contains a rifleman lying in his death. This is a portrait of a man who lived, and this is the spot where he ended; this is how he looked at the very moment his life had expired. 
“Therein lies the great psychological difference between photography and the other arts; this is the quality that photography can transmit more strongly than can any other picture making” (Newhall, 1982: 94).
War has always been prominent within our history as human beings. It’s almost seen as human nature. No war can be seen as good, however some were so destructive, chaotic and inhumane that they are almost imprinted in memory. The Second World War was a catastrophic event, dating back to September 1st 1939 when Germany invaded Poland (Black, 2003). It effected millions of lives globally. German dictator Adolf Hitler, known worldwide for his atrocities, sought to gain control over Europe, consequently creating the Aryan-dominated Europe he so desired (Black, 2003). A goal of Hitler was to exterminate the Jewish people along with their culture. Concentration camps were made and scattered around Europe; Jews, people of colour and homosexuals were sent to these destinations essentially to await an inevitable death.
Throughout the war, photography was used in vindictive manners, Nazi’s had used photography as a way to humiliate and degrade their victims (Struk, 2004). Many of these photographs “were accidentally lost or intentionally destroyed, but it is estimated that more than a million still exist” (Linfield, 2010: 68). However, others made it their mission to use their artistic eye to produce photographs that could be used for their documentary purposes; simply to inform others of these terrifying incidents.
Lee Miller (originally known as Elizabeth Miller), born in 1907 in Poughkeepsie, New York was the only female combat photographer to follow the Allied advance through Western Europe in the Second World War (Scherman, 2005).
 “Lee’s war photographs were informed by years of training as a professional photographer, including her participation in the heyday of surrealism” (Haworth-Booth, 2007: 152)
Miller had led an eventful and a very prodigious life. As a teenager, she had moved from New York to Paris “with the remains of the ‘20s Lost Generation” (Scherman, 2005: 8). Here, she had worked in a Montmartre theatre alongside many famous French painters. Miller had then moved back to New York and became the “cool, incredibly-beautiful high fashion model” (Scherman, 2005: 8) for publisher Conde Nast’s Vogue magazine. After moving back to France in 1929, she had perfected the dark-room technique of Solarisation whilst being the apprentice of the American Surrealist and photographer Man Ray. Whilst living with whom, Miller had also become the star of ‘The Blood of a Poet’, the classic 1930’s film (Scherman, 2005).
[image: Related image]Miller’s introduction to war photography begins with her photograph of two young women, sat at the entrance to an air raid shelter at 21 Downshire Hill (Haworth-Booth, 2007). 








Illustration 15 (Lee Miller, 1941). This photograph was seen as “too imbued with those ‘art values’- in particular her knowledge of surrealism” (Haworth-Booth, 2007: 152). 
This image really emphasises Miller’s power and skill when it comes to portrait photography. The two young women in the photograph are pictured with an aspect of elegance as they are dressed in neat, proper clothing. The hairstyles and skin tones of the subjects also suggest femininity, yet the eye-shields and helmets they wield, which would have been worn as protection from incendiary bombs (Haworth-Booth, 2007: 153), suggests a rather frightening atmosphere. One of the subjects is also holding an air raid wardens whistle. This alone “emphasises the puny defences available in a time of total war” (Haworth-Booth, 2007: 153). Although this photograph is a portrait containing two subjects, eye contact is scarce, which produces an unsettling, uncomfortable feeling within the viewer. This almost apocalyptic photograph was considered as too macabre to be published during the war period (Haworth-Booth, 2007). 
This photograph, however staggering it is, has a strong contrast to her work from concentration camps, most of which depict scarring scenes of abuse; almost torture like scenes. Miller arrived in Dachau’s concentration camp, Germany on the 30th April 1945, which had been liberated on the previous day (Miller, 2005).  Miller told of her experience during Dachau in her book ‘Lee Miller’s War’. She wrote:
“The cars are still full of skeletal dead, and the paths beside the trains are littered with the fleshless bodies of those who tried to get out and walk to their execution.” (Miller, 2005: 182)      
	
Miller reveals the true essence of horror within her concentration camp photographs. Illustration 16 (Lee Miller, 1945) is just one example.                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                   
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This image displays two American soldiers examining a rail truck which is full of dead, presumably Jewish prisoners. This photograph is profoundly emotional. The contrast of life and death is immense- the bodies in the truck express their final days of life through their gaunt, lifeless selves. Although battered and beaten, they are now at rest from the suffering of the merciless soldiers. In knowing this, the photograph, despite it emphasising the harsh reality of the concentration camps, somewhat brings the viewer peace. The composition of this photograph is very successful. The soldiers are almost symmetrical, which is extremely pleasing to the viewer’s eye. This consequently directs you to the middle of the photograph, making you focus on the dead within the truck, which is clearly the most important aspect of the photograph.
Miller was just one of the photographers that were noted as inspirational for their work during the Second World War. “George Rodger has gone to more sweat and pain to get a few pictures than any other photographer” (Bondi, 1975: 5). Rodger, born in 1908 in Cheshire (Bernard, 1994: 8), was the only British free-lance photographer who travelled through Africa, the Middle/Far East and European areas during the Second World War (Bondi, 1975). 
Rodger was a photographer for Life magazine, and he felt like he could use his photographic skills to contribute to the war efforts by bringing the readers an understanding of how the country was under threat to Nazi invasion. In his pictures, he was able to show much the country needed fuel, food, money and war materials (Bondi, 1975). However, the work he produced throughout his time at concentration camps provides us with a shocking revelation to the vast quantities of lives that were taken as a result of Hitler’s Aryan-dominated goal. Here is an example:
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Illustration 17 (George Rodger, 1945) is called “Mass Grave” and it was taken in Dachau concentration camp, Germany. The image almost screams terror towards the viewer. Upon viewing this, you are plunged into a deep nightmare, and it almost seems as if this image is a hoax- something so barbaric, horrific and cruel should not be a part of human history, but unfortunately the camera does not lie. The image depicts hundreds of dead bodies, all of which are practically skeletons due to the starvation and torture they endured. Upon a closer look, each and every expression causes upset. Pain and misery were leading emotions with each individual lying in the grave. A thought crosses mind whilst engaging with this photograph- each and every body within this grave were once living, happy and healthy souls, yet now they lay here as empty vessels, naked. They have been tossed away as if they were nothing, yet these people had a life, jobs and a family, all of which likely endured the same harrowing experience within a concentration camp. 

To summarise the second chapter, it is clear how important photographers actually were during warfare. Without said photographers, certain issues would not have been broadcasted to the public, and therefore the public would have been oblivious. This chapter has also expressed that even though photography can be very powerful, it can also be extremely deceiving, as photographer Roger Fenton presented with his ‘light-hearted’, scenic photographs. Brady counter-acted this with his truthful, ‘real-life’ photographs for the Civil War, which reassured that photography can be used for exposing lies and changing the public’s perception. Photographers like Miller and Rodgers weren’t responsible for exposing the war for its truth. They reinforced and expanded what Brady’s photographs proved- war is nothing but chaos, upset and death. Both of their images certainly emphasised the power that a camera can wield.









Conclusion
In conclusion, it is clearly evident that photography, undoubtedly, possesses great power, and this power can be used to change society’s perception, even leading to social change. Throughout this study, there has been many references to different photographers and their work, all of which have somewhat reflected how effective photography can be with triggering a response amongst society.
This thesis has explored a variety of photographs, but it is clear that photographs containing people, dead or alive, are extremely effective with changing opinions. Emotion can easily be projected from the subject of the photograph to the viewer, this triggers emotional responses amongst viewers, making them reflect on oneself and comparing their lives to the subjects in the photographs. Illustration 17 (George Rodger, 1945), which is displayed on page 34, is an exceptional example of this, as the first comparison the viewer makes to the subjects is life itself. 
However, the power of photography is so dominant on us; this consequently opens up many other queries. One of which is- can photography be used as a way to control society’s thoughts and beliefs? If so, photography can in fact be seen as a dangerous aspect. It can be seen as a tool of manipulation, something which no one in our society doubts or even tries to look past. Photography is extensively used within the mass media to document stories and incidents, but what if our perception of these events is actually controlled by photography? The composition and the view point of the photographer determines the outcome and view point of the photograph, this is then a heavy influence on our opinion.
Photography is powerful. It is, and always has been important. It has helped us identify issues amongst ourselves as a collective of human beings, provided us with knowledge, understanding, emotions and opinions- consequently giving us the power to progress and not let history repeat itself. 
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