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SESSION OVERVIEW

Today we will quickly go through some areas that I have found out in your drafts that 
can be improved and take forward for your next writing stage.


Then we will see an array of examples within art and photography that represent 
violence. They range from approaches where they explicitly show violence or they 
make us aware of it through the traces but not by displaying it directly.


More than anything the aim of this session is to ask questions about the nature of 
those representations. About producing those images and our role as viewers. Effect 
of those representations. Expect open discussions about those topics.
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RECAP FROM PREVIOUS SESSION

In our previous session we analysed Richard Prince’s work Untitled (Cowboy) from 
1989. We discussed it in the context of Postmodernism’s strategies such as recycling, 
appropriation and de-contextualisation.


We also touched upon the idea of cowboy as a ‘myth’ and the mythic American West. 
Prince is using the cowboy because it is part of a ‘shared culture’ and it has a series of 
connoted messages. It becomes an aspiration, a dream. He integrates a magazine ‘ad’ 
within a gallery context bringing together high and low culture.
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RICHARD PRINCE


Richard Prince, Untitled (Cowboy), (1989). Magazine Ad.
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RICHARD PRINCE


https://www.youtube.com/watch?v=bxySP5R-IWs
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Some of the ideas that we discussed in our previous session: 

- Postmodernism and its relation to semiotics.


- Key ideas and strategies in relation to postmodernism.                                                
For example, we considered what it was called ‘the crisis of the real’ and the 
subsequent disbelief in politics. A questioning of ‘big narratives’ and an ‘end of history’. 
Feminism positions in relation to art and the lack of a diversity of voices.


- Some of the main strategies used in postmodernism include pastiche, recycling, 
appropriation, ready-made, de-contextualisation and eclecticism.


- The centrality of images in the questioning of narratives within postmodernism.          
We see an example with the ‘Pictures Generation’ and their understanding of visual 
representations of any form as ‘pictures’ instead of as paintings or photographs.


SUMMARY
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POSTMODERNISM - 80S - COMMODITIES


https://youtu.be/q48MJSK0Wp8
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GUERRILLA GIRLS


Guerrilla Girls, Do Women Have To Be Naked To Get Into the Met. Museum?, (1989).
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GUERRILLA GIRLS


Guerrilla Girls, When Racism And Sexism Are No Longer Fashionable, How Much Will Your Art Collection Be Worth?, (1989).
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GUERRILLA GIRLS


Guerrilla Girls, You’re Seeing Less Than Half The Picture, (1989).
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GUERRILLA GIRLS


Guerrilla Girls, Guerrilla Girls’ Identities Exposed!, (1990).
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HAIM STEINBACH


Haim Steinbach, Supremely Black, (1985).
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HAIM STEINBACH


Haim Steinbach, Untitled (cone, bear, kong), (2014).
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JEFF KOONS


Jeff Koons, Equilibrium, (1985). Jeff Koons, New Hoover Convertibles, Green, Red, Brown, New Shelton Wet/Dry 10 
Gallon Displaced Doubledecker, (1981-1987).
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VICTOR BURGIN


Victor Burgin, Gradiva (1982). Victor Burgin, InGrenoble (1981).

https://www.theguardian.com/artanddesign/gallery/2020/dec/16/what-lurks-between-the-confounding-work-of-victor-burgin-in-pictures
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VICTOR BURGIN


Victor Burgin, Hôtel Latône (1982).
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VICTOR BURGIN


Victor Burgin, Section from Office at Night (1986).

https://www.tate.org.uk/research/tate-papers/03/the-separateness-of-things-victor-burgin
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KAREN KNORR
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DRAFTS - GENERAL FEEDBACK
-When sending documents such as drafts, essays, etc. Name the file with your first 
and last name.


-You need to state which essay question you are addressing in your essay.


-You need to answer the essay question.


-You spent too much time introducing or talking about art movements but without 
addressing the specific question.


-If you choose the following essay question: ‘3. Applying a range of critical theories, 
identify and discuss an artwork of your own choosing’. Then you need to state which 
critical theories you will be using. It might be that you will be using Postmodernism 
and Semiotics. For instance if your argument is that photography is plural and part of 
many histories, and social spaces then you will have to look into Postmodernism 
theory. Examples we have seen in the sessions include: Douglas Crimp, Abigail 
Solomon-Godeau and Rosalind Krauss among others.
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DRAFTS - GENERAL FEEDBACK

-Be specific. Avoid general statement or if you use them follow with specific examples. 
Then your reader knows what you are considering.


-Be precise, provide definitions. We have seen throughout the sessions how concepts 
can have different meanings, think about semiotics. Therefore it is useful that you 
elaborate what do you mean by ‘violence’, ‘politics of representation’ or whichever 
framework you are going to use. -Provide definitions for the terms. For example use 
dictionaries. Think about how I have provided definitions for ‘gathering’ and 
‘mediation’ in session 2.


-‘Artworks’ are not isolated pieces. It might be useful for you to consider them within 
the historical context in which they were ‘born’. For instance, an artwork from the 80s 
might be engaged with the socio-economic discussion of the time. Such as AIDS, of 
the fight for women’s rights that we have as a consequence of the politics from the 
70s. Think how everything comes as a kind of ‘response’. In that sense, things are 
more connected that what they look like.
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DRAFTS - GENERAL FEEDBACK

-Do not assume that your reader knows what you are writing about. Describe the 
artwork, be clear and precise. Provide images.


-Difference between everyday arguments and academic arguments.


-Avoid lengthy sentences. Remember one idea, one sentence.


-Academic English - avoid using contractions.


-Phrasal verbs, you use too many and it gives the impression of informal language.
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DRAFTS - GENERAL FEEDBACK
-Personal interpretations. For example if you want to talk about the plurality of 
meanings that every photograph or visual representation carries then you will have to 
look into those theories. Who has been talking about signs and photographs as 
polysemic?


-Academic writing is about expressing ideas, making arguments and making 
references to a range of sources that have used.


-Validity of sources. Recent sources. Most of you use online sources. However you 
need to demonstrate that you have used a variety of sources including books, 
journals, etc. Revise Emily Hywell’s presentation about library resources.


-Each of you need to use at least between 3 and 5 written sources. After that you can 
use as many online sources as you want. But the main 3-5 need to come from 
physical books and academic journals.


-Sources are not being referenced properly - Harvard Referencing Handbook.
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DRAFTS - GENERAL FEEDBACK

-Well done to all of you who submitted the draft but we still have work to do to get you 
through this module.


-The most important thing is that art modules/subjects are based on processes and 
not outcomes. The same applies to this module.
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1. ENGAGEMENT WITH LITERATURE SKILLS 40%



26

INSTEAD OF OPINIONS - MAKE ARGUMENTS - EXAMPLE
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DRAFTS - SELF ASSESSMENT

-How are you finding writing the essay?


-Any difficulties or areas that you will like me to cover in the following sessions?


-Do you see how through writing an essay you develop some of the following skills?


*Evaluating, assessing and connecting information in a relevant structure.

*Independent research.

*Autonomy within your own learning.


-These are all skills that we will useful in the following next two years and forward.
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HARVARD REFERENCING HANDBOOK

https://www.uwtsd.ac.uk/library/student-essentials/referencing-handbooks/
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DRAFTS - GENERAL FEEDBACK

-Essay structure. The importance of evaluating, assessing and connecting information 
in a relevant structure.
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REMINDER ESSAY STRUCTURE - INTRODUCTION

The introduction needs to: 


-Link the title in the introductory paragraph.


-Give background information on the subject.


-Tells the reader the general significance of the question.


-Sets out the aim of the essay.


-Gives the writer’s approach to the topic (their argument).


-Outlines the main ideas the essay will deal with and signals the structure.
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-Personal interpretations. For example if you want to talk about the plurality of 
meanings that every photograph or visual representation carries then you will have to 
look into those theories. Who has been talking about signs and photographs as 
polysemic?


-Academic writing is about expressing ideas, making arguments and making 
references to a range of sources that have used.

REMINDER ESSAY STRUCTURE - BODY
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The conclusion is the final part of your essay. It should flow logically from the previously 
presented text; therefore, you should avoid introducing new ideas, or a new direction. 


Link your conclusion to your introduction as both frame your essay. Sum up the main 
points of your essay.  


Ideally, the conclusion should leave the reader with a clear understanding of your essay 
and the main ideas addressed in it.

REMINDER ESSAY STRUCTURE - CONCLUSION
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VIOLENCE

What do we mean by violence? Definition.

As many other terms each of you will relate to you differently. Depending on your 
experience and understanding of it.

So our response to images of violence would be based on what we consider as 
violent/agressive.

Can we have images of violence but without representing it directly?

What is the appeal of violence? Why is so recurrent in media?
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Activity - 10min.


Susan Sontag in Regarding the Pain of Others states that: 


And photographs of the victims of war are themselves a species of rhetoric. They 
reiterate. They simplify. They agitate. They create the illusion of consensus. Invoking 
this hypothetical shared experience (‘we are seeing with you the same dead bodies, the 
same ruined houses’), Woolf professes to believe that the shock of such pictures cannot 
fail to unite people of good will. (pp.3-4) 


-What does she mean by photographs of victims as a rhetoric?


-How do you think images of violence reiterate, simplify, agitate and create the impression of 
a shared experience, a consensus. Discuss.


-What are your thoughts on the following statement: ‘No ‘we’ should be taken for granted 
when the subject is looking at other people’s pain’. (p.4)
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ACTIVITY

Activity - 10min.


-Do images numb us?

-Photography’s tendency to dislocate and fragment reality.

What does Sontag mean when she states: ‘[…] as Simone Weil affirms in her sublime essay 
on war, ‘The Iliad, or the Poem of Force’ (1940), violence turns anybody subjected to it into a 
thing’. (p. 9).
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WHY WE WATCH?

Empathy? Does the photographer or painter have empathy for their subjects?

Why are we drawn to images of violence?
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Rembrandt, Elsje Christiaens Hanging on a Gibbet, (1664).

REMBRANDT
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David Lynch, Blue Velvet, (1986).

DAVID LYNCH


https://www.youtube.com/watch?v=k_BybDB_phY
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David Cronenberg, Crash, (1996).

DAVID CRONENBERG
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Michael Haneke, Funny Games, (1997).

MICHAEL HANEKE


https://www.youtube.com/watch?v=bH2HS6uWIhQ


41
Quentin Tarantino, Reservoir Dogs, (1992).

QUENTIN TARANTINO


https://www.youtube.com/watch?v=2KLZ4fSXtgI
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Claire Denis, Beau Travail, (1999).

CLAIRE DENIS


https://www.bfi.org.uk/sight-and-sound/interviews/claire-denis-beau-travail-michel-subor-denis-lavant-gregoire-colin-french-foreign-legion-djibouti
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Steve McQueen, Hunger, (2008).

STEVE MCQUEEN


https://www.youtube.com/watch?v=K9IiUbBV4zc
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TIMOTHY H. O'SULLIVAN


Timothy H. O’Sullivan, A Harvest of Death, Gettysburg, Pennsylvania, (1863).
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FRANCISCO DE GOYA


Francisco de Goya, The 3rd of May 1808 in Madrid, or “The Executions”, (1814).
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ROBERT CAPA


Robert Capa, The Falling Soldier (1936).
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EXAMPLES
Francisco de Goya/ Desastres de la guerra/ 


Por qué?, (1810 - 1814).
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EXAMPLES
Francisco de Goya/ Desastres de la guerra/ 


Fuerte cosa es!, (1810 - 1814).
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EXAMPLES
Francisco de Goya/ Desastres de la guerra/ 


¡Duro es el paso!, (1810 - 1814).
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EUGENE SMITH


Eugene Smith, Spanish Wake, (1950).
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EUGENE SMITH


Eugene Smith, The Civil Guard, (1950).
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Pablo Picasso, Guernica, (1937).

PABLO PICASSO
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Bertolt Brecht, War Primer, (1955).

BERTOLT BRECHT/ ADAM BROOMBERG & OLIVER CHANARIN


Adam Broomberg & Oliver Chanarin, War Primer 2, (2011).

https://www.youtube.com/watch?v=-HyZhw2eN1U
https://mackbooks.co.uk/products/war-primer-2-paperback-br-adam-broomberg-oliver-chanarin
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FRANCIS BACON


Francis Bacon,Three Studies for Figures at the Base of a Crucifixion, (1943-1944).
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FRANCIS BACON


Francis Bacon,Triptych August 1972, (1972).
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FRANCIS BACON


Diego Velázquez, Portrait of Pope Innocent X, (1650). Francis Bacon, Study after Velázquez's Portrait of Pope Innocent X, 
(1953).
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FRANCIS BACON


Francis Bacon, Dog, (1952).
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ANDY WARHOL


Andy Warhol, Little Electric Chair, (1964).
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ANDY WARHOL


Andy Warhol, Electric Chair, (1964). Andy Warhol, Big Electric Chair, (1967).
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ANDY WARHOL


Andy Warhol, Twelve Electric Chairs, installation view, Brant Foundation (1964).
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ANDY WARHOL


Andy Warhol, Black and White Disaster #4 (5 Deaths 17 Times in Black and White), installation view, Kunstmuseum 
Basel, 2018, (1963).
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ANDY WARHOL


Andy Warhol, Race Riot, (1964).
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CHARLES MOORE


Charles Moore, Dogs used by Birmingham, Alabama Cops to quell Race Riot, (1964).
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ANDY WARHOL


Andy Warhol, Installation view of ANDY WARHOL/SUPERNOVA: Stars, Deaths, and Disasters, 1962–1964, with Race Riot and Pink Race Riot, (1963).
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ANDY WARHOL

Andy Warhol stated that: ‘When you see a gruesome picture over and over again it 
doesn’t really have any effect’.


Andy Warhol, quoted in “What Is Pop Art? Answers from Eight Painters, Part I,” 
interviews by Gene R. Swenson, Art News 62, no. 7 (November 1963), pp. 60-61.


Do you think that repetition and constant exposure to violence undermines its 
capacity to have an effect on the viewer?
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ANDY WARHOL


Andy Warhol, Car Crash, (1978).
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WEEGEE


Weegee, Car Crash, (c. 1940 - 1950).
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WEEGEE


Weegee, Car Crash, (c. 1940 - 1950).
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WEEGEE


Weegee, Car Crash, (c. 1940 - 1950).
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WEEGEE


Weegee, Car Crash, (c. 1940 - 1950).
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DAN GILROY


Dan Gilroy, Nightcrawler, (2014).
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DON MCCULLIN


Don McCullin, Shell-shocked US Marine, (1968). Don McCullin, A Dead North Vietnamese Soldier, The Battle of Hue, (1968).

https://www.tate.org.uk/whats-on/tate-liverpool/don-mccullin/exhibition-guide
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DON MCCULLIN


Don McCullin, The Bogside, Londonderry, Northern Ireland, (1971).
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DON MCCULLIN


Don McCullin, Catholic Youths Attacking British Soldiers in the Bogside of Londonderry, (1971).
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DON MCCULLIN


Don McCullin, Northern Ireland, Londonderry, (1971).
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DON MCCULLIN


Don McCullin, Gangs of Boys Escaping C.S. Gas Fired by British Soldiers, Londonderry, Northern Ireland, (1971).
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SHOMEI TOMATSU


Shomei Tomatsu, Nagasaki, (1968).
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SHOMEI TOMATSU
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JEFF WALL


Jeff Wall, Dead Troops Talk (A vision after an ambush of a Red Army patrol, near Moqor, Afghanistan, winter 1986), (1992).
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THÉODORE GÉRICAULT


Théodore Géricault, The Raft of the Medusa, (1818-1819).
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ACTIVITY

Activity - 10min.


Who are ‘we’ to look at other’s people’s pain?


Consider the ethics of you as a viewer looking at those type of images and possible 
producer of those images.


Why should you have the right to look at those images?


How does it make you feel as a viewer.


Think about specific examples. Consider as we have been discussing in the different 
sessions the influence of media and how images shape our perceptions of reality.
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SUSAN SONTAG
Sontag’s suspicious of the camera’s power to ‘shape and distort’ our relationship to the real.


Dangers of reportage photography and the risk of compassion fatigue as readers are 
inundated with images of trauma.
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ALFREDO JAAR


Alfredo Jaar, The Rwanda Project, (1994-2010).

https://www.youtube.com/watch?v=312gkMepISg
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ALFREDO JAAR


Alfredo Jaar, The Eyes of Gutete Emerita, (1996).

https://alfredojaar.net/projects/1996/the-rwanda-project/the-eyes-of-gutete-emerita-web/
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ALFREDO JAAR


Alfredo Jaar, The Silence of Nduwayezu, (1997).

https://www.youtube.com/watch?v=QRPF3inleD0
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ALFREDO JAAR


Alfredo Jaar, The Silence of Nduwayezu, (1997).
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ALFREDO JAAR


Alfredo Jaar, The Silence of Nduwayezu, (1997).
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ALFREDO JAAR


Alfredo Jaar, The Silence of Nduwayezu, (1997).
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ALFREDO JAAR - IMAGES ARE NOT INNOCENT


https://www.youtube.com/watch?v=3-t2Yx3mz5k
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Jo Ratcliffe, End of Time, (1996/99).

JO RACTLIFFE


Jo Ratcliffe, Roadside stall on the way to Viana, 2007, from the series Terreno Ocupado, (2007).

https://aperture.org/editorial/jo-ractliffe-traces-the-ghosts-of-loss-and-trauma-in-southern-africa/
https://www.youtube.com/watch?v=Sr4-4gL5bVk&t=27s
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Ernest Cole, House of Bondage, (1967).

ERNEST COLE


https://placartphoto.com/book/1581/house_of_bondage_:_a_south_african_black_man_exposes_in_his_own_pictures_and_words_the_bitter_life_of_his_homeland_today-ernest_cole
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Kader Attia, The Repair from Occident to Extra-Occidental Cultures, (2012).

KADER ATTIA
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Kader Attia, The Repair, The Debt (projection), (2012).

KADER ATTIA
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ALLAN SEKULA - THE BODY AND THE ARCHIVE, (1986)


Allan Sekula in 'The Body and the Archive’ (1986) 
argues that projects such as Alphonse Bertillon’s 
police archive of the nineteenth century are at the 
intersection of a number of discourses from different 
disciplines that range across statistics, physiognomy, 
photography and social legal practices of the time. 
Therefore, he examines the conditions of production 
of these archives to explain how they produce a 
specific system of knowledge with its own rules.


This process described by Sekula allows us to see 
how the instrumental use of photography is 
constructed. Thus Sekula exposes the archive as an 
image of control and the violence inflicted to those 
bodies through a classification system.
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Taryn Simon, Zarah/Farah, (2008-2011).

TARYN SIMON
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Taryn Simon, Caption that accompanies Zarah/Farah, (2008-2011).

TARYN SIMON
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Taryn Simon, Installation view of Zarah/Farah at Kunstmuseum Luzern in Switzerland (2018).

TARYN SIMON
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Michael Armitage, The Fourth Estate, (2017).

MICHAEL ARMITAGE
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Francisco de Goya, Disparate ridículo, (1820).

FRANCISCO DE GOYA
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Michael Armitage, The Flaying of Marsyas, (2017).

MICHAEL ARMITAGE


Vecellio Di Gregorio Tiziano, The Flaying of Marsyas, (1488–1576).
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Michael Armitage, The Promised Land, (2019).

MICHAEL ARMITAGE
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Some of the ideas that we discussed today are: 

- Overall feedback and guidance to take forward for your essays.


- What do we mean by violence?


SUMMARY
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Session 9 - Tue 28 Nov 2023

Image and Race.

NEXT SESSION



THANK YOU

Estéfani Bouza: e.bouza-arnoso@uwtsd.ac.uk/ November 2023 




