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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 I would quickly go through some steps that might help you to write the main 
body of your essay. We will also cover reflective writing, which is a type of writing that 
you can integrate in your essays and I didn’t have time to include in my previous 
presentation.


Finally 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 I began by giving you general feedback about your drafts.


Then we moved into violence and its representation. Some of the aims of the session 
were:


 - To provide a definition for violence and what do we mean by that concept.

 - To show how is recurrent in film and media and to question its appeal.

 - To explore how as with many other terms each of you will relate to it differently.

 - Depending on your cultural and your own experiences.

 - How our response to images of violence is based on what we consider violent and/      
o or aggressive. 

- Violence and its representation. Can we represent it without showing it directly?
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ANDY WARHOL


Andy Warhol, Car Crash, (1978).
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SHOMEI TOMATSU


Shomei Tomatsu, Nagasaki, (1968).
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ALFREDO JAAR


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

https://www.youtube.com/watch?v=QRPF3inleD0
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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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DRAFTS - GENERAL FEEDBACK

-You need to state which essay question you are addressing and answering it.


-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.


-‘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

-SOURCES. IMPORTANT. You need to demonstrate that you have used a wide range 
of sources including books, journals, etc. Try to use academic and primary sources, 
not only online sources.


-Avoid plagiarism, acknowledge your sources.


-Referencing. Harvard Referencing Handbook.
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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.




13

-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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Dana Schutz, Open Casket, (2016).

DANA SCHUTZ
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ACTIVITY

Activity 


COCO FUSCO

‘Whether Black intends it or not, her dismissive treatment of Schutz’s painting, her 
essentialist position on black and white racial identities, and her use of offence as a 
rationalisation for censorship reinforce elitist and formalist views that ethical considerations 
don’t belong in the aesthetic interpretation of art’.


-Defense of civic liberties and appeal for civility.

-Systemic racism

-Cultural equity
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https://www.youtube.com/watch?v=DzfpyUB60YY
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ACTIVITY

Activity - 10min.


Tina Campt in The Grain of the Amateur


-Visual frequency

Shattering footage - film culled from The Brith of a Nation  by D W Griffith 1915

Mobile phone video 

‘[…] archive of found footage posted by various online sites’. (p.38)

‘The video for Jay-Z’s 4:44 (2017) is full of love and loss, beauty and brutality’. (p.43)
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WHY DO I MEAN BY IMAGE AND RACE?

-Systems of visibility.

-Who get to be seen who remains invisible?

-The visible platforms?

-Ideas related with postcoloniality?

-The violent history of the British ‘empire’, and the postcolonial condition.

-Polarised society.
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BOOKS - POSTCOLONIAL

First published in 2019.
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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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Kader Attia, The Repair, The Debt (projection), (2012).

KADER ATTIA
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BOOKS 

First published in 2020. First published in 2021.First published in 1952.
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BOOKS - MARK SEALY

First published in 2019. First published in 2022.
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BOOKS - STANLEY WOLUKAU-WANAMBWA

First published in 2021. First published in 2022.
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WHY DO I MEAN BY IMAGE AND RACE?

-Systems of visibility. For example, who gets to be seen and who remains invisible?

-Structural racism - who has the right to representation and how that representation 
is framed?

-Ideas related with postcoloniality?

-UK as ‘empire’ the histories associated with it. the British Empire ended in the late 
1940s, the impact of its legacy still has meaning today.

-Relation to class, race, ethnicity and cultural assimilation.

-What practices go beyond the idea of visibility? Also provide an entry point to 
questions around systemic racism by challenging the framework for viewing 
blackness?
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STRUCTURAL RACISM - EARLY EXAMPLE - GORDON PARKS

Gordon Parks, Segregation in the South, (1956). Gordon Parks, Segregation in the South, (1956).
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STRUCTURAL RACISM - EARLY EXAMPLE - GORDON PARKS

Gordon Parks, Segregation in the South, (1956). Gordon Parks, Segregation in the South, (1956).
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STRUCTURAL RACISM - EARLY EXAMPLE - GORDON PARKS

Gordon Parks, Segregation in the South, (1956). Gordon Parks, Segregation in the South, (1956).
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STRUCTURAL RACISM - EARLY EXAMPLE - GORDON PARKS

Gordon Parks, ‘Life’ magazine spread published September 24, (1956).
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STRUCTURAL RACISM - EARLY EXAMPLE - GORDON PARKS

Gordon Parks, The Atmosphere of Crime, (1957).

https://steidl.de/Books/The-Atmosphere-of-Crime-1957-0017233350.html
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STRUCTURAL RACISM - EARLY EXAMPLE - GORDON PARKS

Gordon Parks, The Atmosphere of Crime, (1957).
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A BLACK GAZE

M. Campt, T. (2021) A Black Gaze: Artists Changing How We See. Cambridge, 
Mass.: MIT Press.


‘And it is through digital rather than analog technologies that we now document, 
archive, and disseminate the mounting threats to Black communities’. (p.4)


‘The ascent of the current group of Black artist-entrepreneurs has been enabled by 
the technological advances of the Internet and social media, which have allowed 
individual artists direct access to modes of production, marketing, and most 
significantly, to media outlets and audiences that were previously out of reach 
except by way of largely white gatekeepers in the music, television, film, and 
publishing industries’. (p.6)
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A BLACK GAZE

M. Campt, T. (2021) A Black Gaze: Artists Changing How We See. Cambridge, 
Mass.: MIT Press.


‘But while contemporary Black-produced popular culture brings broader visibility to 
Black life and history, more often than not its emphasis centres on the depiction of 
Black people and communities, while maintaining existing limitations of traditional 
ways of narrating the Black experience. Although it often proceeds from a Black 
point of view, its major accomplishment is frequently that and that alone. It adds an 
additional perspective - a Black perspective - but it doesn’t necessarily challenge 
the fundamental premise of the existing framework for viewing blackness. It 
does not challenge the fundamental disparity that defines the dominant viewing 
practice: the fact that blackness is the elsewhere (or nowhere) of whiteness’. (p. 7)
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A BLACK GAZE

M. Campt, T. (2021) A Black Gaze: Artists Changing How We See. Cambridge, 
Mass.: MIT Press.


‘[…] a group of Black fine artist are initiating a different and, I would argue, more 
transformative cultural, aesthetic, and indeed, political shift that is drawing 
unprecedented attention’. (p.8)


‘This growing and increasingly influential cohort of Black artists are choosing to look 
after, care for, and reclaim an uncomfortable Black visual archive that makes 
audiences work through and toward new ways of encountering the precarity of 
Black life. […] It is a Black gaze that shifts the optics of ‘looking at’ to a politics of 
looking with, through, and alongside another. It is a gaze that requires effort and 
exertion […]’. (p.8)


4:44 is a piece that requires us to be present we cannot simply ‘consume’ it.  We 
need to navigate and think through how to connect the different fragments into the 
piece 
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A BLACK GAZE

M. Campt, T. (2021) A Black Gaze: Artists Changing How We See. Cambridge, 
Mass.: MIT Press.


‘This book sketches the contours of this emergent Black gaze, focusing on a group 
of artists whose creative practice produces radical forms of witnessing that reject 
traditional ways of seeing blackness - ways of seeing that historically depict 
blackness only in a subordinate relation to whiteness. What defines and unites their 
divergent practices is their ability to make audiences work. They refuse to create 
spectators, as it is neither easy nor indeed possible to passively consume their art. 
Their work requires labor - the labor of discomfort, feeling, positioning, and 
repositioning - and solicits visceral responses to the visualisation of Black precarity’. 
(p.17)
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John Akomfrah, Vertigo Sea, (2015).

JOHN AKOMFRAH


https://www.sfmoma.org/read/interview-john-akomfrah/
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Steve McQueen, Year 3, (Tate Britain, 12 November 2019 – 31 January 2021).

STEVE MCQUEEN
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Steve McQueen, Year 3, (12 November 2019 – 31 January 2021).

STEVE MCQUEEN
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Steve McQueen, Year 3, (12 November 2019 – 31 January 2021).

STEVE MCQUEEN
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Steve McQueen, Year 3, (12 November 2019 – 31 January 2021).

STEVE MCQUEEN
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Steve McQueen, Small Axe, (2020).

STEVE MCQUEEN


https://www.google.com/search?q=steve+mcqueen+axe+trailer&rlz=1C5GCEM_enGB1029GB1029&sxsrf=ALiCzsZK0MNv_Hf_6S7XxmkckvW2i0a5Dg:1668878227339&ei=kw95Y46oFKLF8gLLuL0o&ved=0ahUKEwjOvafv37r7AhWiolwKHUtcDwUQ4dUDCA8&uact=5&oq=steve+mcqueen+axe+trailer&gs_lcp=Cgxnd3Mtd2l6LXNlcnAQAzIGCAAQFhAeMgYIABAWEB46CggAEEcQ1gQQsANKBAhBGABKBAhGGABQ7gRY0wxgjQ5oAXABeACAAY0BiAGHB5IBAzAuOJgBAKABAcgBA8ABAQ&sclient=gws-wiz-serp#fpstate=ive&vld=cid:db08ab22,vid:ZxFKkcUsSvE
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Steve McQueen, Small Axe, (2020).

STEVE MCQUEEN


https://learningonscreen.ac.uk/ondemand/search.php/prog?q%5B0%5D%5Bv%5D=small+axe&search_type=1&is_available=&q%5B0%5D%5Bindex%5D=&source=&date_type=0&date=1952-01-01-00-00&date_start%5B1%5D=01&date_start%5B2%5D=01&date_start%5B0%5D=1952&date_start%5B3%5D=00&date_start%5B4%5D=00&date_end%5B1%5D=12&date_end%5B2%5D=03&date_end%5B0%5D=2022&date_end%5B3%5D=23&date_end%5B4%5D=59&institution=&sort=relevance
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William Kentridge, Arc/Procession: Develop, Catch Up, Even Surpass, (1990).

WILLIAM KENTRIDGE
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William Kentridge, I am not me, the horse is not mine, (2008).

WILLIAM KENTRIDGE
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William Kentridge, Art Must Defend the Uncertain, (2018).

WILLIAM KENTRIDGE

https://youtu.be/Dnweo-LQZLU


LaToya Ruby Frazier/ The Notion of Family / 2001- 2014/

LaToya	Ruby	Frazier,	Aunt	Midgie	and	Grandma	Ruby	(2007).		Gelatin	silver	print.LaToya	Ruby	Frazier,	Home	on	Braddock	Avenue		(2007).		Gelatin	silver	print.



Walker Evans and Gordon Parks

Gordon	Parks,	Washington,	D.C.	Mrs.	Ella	Watson,	a	government	charwoman,	with	three	grandchildren	and	her	adopted	
daughter,	July	1942	(1942).		Gelatin	silver	print,	printed	later.Walker	Evans,	New	Orleans	Houses		(1935).		Gelatin	silver	print.



LaToya Ruby Frazier/ The Notion of Family / 2001- 2014/

LaToya	Ruby	Frazier,	Aunt	Midgie	and	Grandma	Ruby	(2007).		Gelatin	silver	print.LaToya	Ruby	Frazier,	Home	on	Braddock	Avenue		(2007).		Gelatin	silver	print.

LaToya	Ruby	Frazier,	The	Notion	of	Family,	exhibition	view	(2018).		Gelatin	silver	prints.

LaToya	Ruby	Frazier,	The	Notion	of	Family,	Aperture	(2016).

LATOYA RUBY FRAZIER



Deana Lawson, MoMA PS1, New York /April 14 – September 05, 2022/

Deana	Lawson,	Hair	Advertisement	(2005).		Pigment	print. Deana	Lawson,	Coulson	Family	(2008).		Pigment	print.



Bill Owens / Suburbia /1972/

Bill	Owens,	I	get	a	lot	of	compliments	on	the	front	room	wall.	I	like	Italian	Syrocco	Jloral	designs	over	the	mantle.	It	goes	
with	the	Palos	Verde	rock	Jireplace	from	Suburbia	(1972).		Gelatin	silver	print.

Bill	Owens,	Ronald	Regan	from	Suburbia	(1972).		Gelatin	silver	print.
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Kara Walker, Grub for Sharks: A Concession to the Negro Populace, (2004).

KARA WALKER
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Kara Walker, Fons Americanus, (2019).

KARA WALKER

The Victoria Memorial outside Buckingham Palace, London being unveiled for the first time, (1911).

https://www.tate.org.uk/whats-on/tate-modern/hyundai-commission-kara-walkerhttps://www.tate.org.uk/whats-on/tate-modern/hyundai-commission-kara-walker


54

STATUE OF EDWARD COLSTON - BRISTOL - 2020
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THE BLACK ATLANTIC - PAUL GILROY

First published in 1993.
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Lorna Simpson, Vantage Point , (1991).

LORNA SIMPSON

https://www.hauserwirth.com/artists/2860-lorna-simpson/#films
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Lorna Simpson, Photo Booth, (2008).

LORNA SIMPSON
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Lorna Simpson, Wigs, (Portfolio), (1994).

LORNA SIMPSON
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Ellen Gallagher, DeLuxe, (2004-2005).

ELLEN GALLAGHER
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Ellen Gallagher, DeLuxe (detail), (2004-2005).

ELLEN GALLAGHER
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Ellen Gallagher, Bird in Hand, (2006).

ELLEN GALLAGHER
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ELLEN GALLAGHER

What’s seen as political in [my] work is a kind of one-to-one reading of the signs as 
opposed to a more formal reading of the materials ... I think people get overwhelmed 
by the super-signs of race when, in fact, my relationship to some of the more over-
determined signs in the work is very tangential. What I think is more repeated than 
that in the work is a kind of mutability and moodiness to the signs ... And I think 
that’s where you can talk about race in my work ... that idea of the abstract ‘I’ ... 
what it means to look at somebody who was eighteen in 1939 ... whatever she was. 
That’s specificity. It’s impossible to know who that was. But try anyway to have 
some kind of imaginative space with that sign ... Sometimes it’s hard for people who 
don’t make things to understand labor, joy, attention, and whimsy. But it’s in the 
work – I don’t think it’s something I need to explain.


Quoted in ‘Ellen Gallagher Interview: eXelento and DeLuxe’

‘Ellen Gallagher Interview: eXelento and DeLuxe’, Art:21–Art in the Twenty-First 
Century, http://www.pbs.org/art21/artists/gallagher/clip1.html

http://www.pbs.org/art21/artists/gallagher/clip1.html
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James Barnor, Drum Cover Girl, Erlin Ibreck, London, (1966).

JAMES BARNOR AND DRUM MAGAZINE


James Barnor, Drum Cover Girl, Erlin Ibreck, London, (1966).

https://www.youtube.com/watch?v=AahRg_Ilsis
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James Barnor, Untitled, Studio X23, Accra, (1975).

JAMES BARNOR


James Barnor, Sick Hagemeyer shop assistant, Accra, (1957).
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MAHTAB HUSSAIN


Mahtab Hussain, You Get Me?, (2017).
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MAHTAB HUSSAIN


Mahtab Hussain, You Get Me?, (2017).
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Zanele Muholi, Somnyama Ngonyama, Hail, The Dark Lioness, (2017).

ZANELE MUHOLI
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ZANELE MUHOLI

Zanele Muholi, Somnyama Ngonyama, Hail, The Dark Lioness, (2017).
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ZANELE MUHOLI

Zanele Muholi, Somnyama Ngonyama, Hail, The Dark Lioness, (2017).
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THEASTER GATES


Theaster Gates, Amalgam, (2019).

https://www.youtube.com/watch?v=lCSF1GOcvMw
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THEASTER GATES


Theaster Gates, Black Chapel, (2022).
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THEASTER GATES


Theaster Gates, Black Chapel, (2022).
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FRANK BOWLING


Frank Bowling, Middle Passage, (1970).Frank Bowling, Who’s Afraid of Barney Newman, 
(1968). Frank Bowling, Tony's Anvil, (1975).
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FRANK BOWLING


Frank Bowling, False Starts, (1970).
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FRANK BOWLING


Frank Bowling, Marcia H Travels, (1970).
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LYNETTE YIADOM-BOAKYE


https://www.youtube.com/watch?v=6ee5gGkW7nk&t=60s
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LYNETTE YIADOM-BOAKYE


Lynette Yiadom-Boakye, The Generosity, (2010). Lynette Yiadom-Boakye, Coterie Of Questions, (2015).
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LYNETTE YIADOM-BOAKYE


Lynette Yiadom-Boakye, A Passion Like No Other, (2012). Lynette Yiadom-Boakye, No Such Luxury, (2012).
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ZOE LEONARD AND CHERYL DUNYE


Zoe Leonard and Cheryl Dune, The Fae Richards Photo Archive, (1993-1996).
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ZOE LEONARD AND CHERYL DUNYE


Zoe Leonard and Cheryl Dune, The Fae Richards Photo Archive, (1993-1996).
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EXHIBITIONS
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EXHIBITIONS
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EXHIBITIONS
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LUBAINA HIMID


Lubaina Himid, Installation view of Lubaina Himid at the Tate Modern, (2021-2022).
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LUBAINA HIMID


Lubaina Himid, Freedom and Change, (1984).
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LUBAINA HIMID


Lubaina Himid, A Fashionable Marriage, (1986).
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Michael Armitage, The Fourth Estate, (2017).

MICHAEL ARMITAGE
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Michael Armitage, The Promised Land, (2019).

MICHAEL ARMITAGE
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Rahim Fortune, I Can’t Stand to See You Cry, (2021).

RAHIM FORTUNE
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Rahim Fortune, I Can’t Stand to See You Cry, (2021).

RAHIM FORTUNE


https://loosejoints.biz/products/see-you-cry
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Some of the ideas that we discussed today are: 

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


- Representation and race. Questions about visibility and who is allowed to be visible. 


- Contextualised those questions in relation to different practitioners and we discussed 
text exploring those ideas.


SUMMARY
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Session 10 - Tue 6 Dec 2022.

Re-telling or History Happening in the Present.

NEXT SESSION



THANK YOU

Estéfani Bouza: e.bouza-arnoso@uwtsd.ac.uk/ November 2022  


