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War memorial

Anthony Haughey’s photographs of the victims of various conflicts are understated yet very powerful

A TINY, faded, black-and-white photograph
with scalloped edges depicts a class of 10-year-
old children, sitting with their teacher on the

steps of their school. Taken in 1973, it is such a

familiar type of image that it could almost be any

school or any group of children. Except for one

unsettling, inescapable fact: the face of every sin-
hed out. e
g, violent, dehumanising.
takingly take the time to erase
the face, and the identity, of each child?

The photograph was discovered by Northern
Irish photographer Anthony Haughey when
he visited the city of Pec in Kosovo in August
1999. He found it in a primary school that had
been used as a barracks for Serbian soldiers
between February and June of that year. As you
look at the photo you are forced to wonder
what became of these ethnic Albanian chil-
dren, who they were, if they are still alive. The
violation of the image is all the more poignant

because they are innocent children, unawareof

what would face them some 25 years later,
when war broke out in Kosovo.

This image forms the touchstone for Haugh-
ey’s exhibition, ‘Disputed Territory’, at Dublin’s
Gallery of Photography. The title refers to a long-
term, ongoing project in which he is investi-
gating the legacy of conflict in several European
regions, including Northern Ireland, Bosnia
and Kosovo.

In Haughey’s images there are no dramatic
decisive moments, and none of the emotional,
violent or bloody images usually associated
with war photography. Instead, he presents us
with understated, restrained images that depict
the aftermath of war and that often seem, at
first, to be quotidian and detached in the
extreme. But by doing this, Haughey address-
es the complexities of conflict on a powerful and
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profound level.

The first photograph you encounter encap-
sulates Haughey’s strategy. It is hanging on its
own in a small room. The square shape, which
he uses for all his photographs, undermines the
traditional rectangular landscape format. It
depicts an area of charred land scattered with
bits of rusted metal. The title gives a clue to its
meaning: ‘Destroyed files, Bosnia Herzegovina,
1999’. Immediately, the photograph takes on a
darker significance.

This destruction of archives and documents
is an erasure of history, a cancelling-out of
identity and the past.

But Haughey’s recording of it redresses, or
at least acknowledges, this destructive act.
This is emphasised further when, later in the
exhibition, you see the violated photo of school-
children and a life-size projection of the same
image. It is a strong evocation of the faceless,

“anonymous victims of war and it underlines

Haughey’s interest in documentation, remem-
brance and the restoration of identity.
Powerful suggestions are hidden in the titles

_or the details of Haughey’s images, imbuing

seemingly everyday scenes with significance
and symbolism.

The viewer may even read more into an
image than is actually there. ‘Men digging,
Pristina, Kosovo, 1999’, for example, depicts a
woodland scene with men at work in the back-
ground. While it is impossible to tell what they
are digging up, inevitably the viewer will won-
der if it is a mass grave.

The centrepiece of the show is ‘Resolution’,
an installation focusing on the massacre of
some 8,000 Muslim men in Srebrenica in 1995.
Hanging on the wall in a scatter arrangement
are 19 photographs in small rectangular light
boxes. The images depict catalogued objects in
plastic bags - glasses, watches, combs, keys -
things that were once personal belongings. On
the adjacent wall a video piece documents a
white-suited, gloved figure emptying out bag
after bag of muddy, crumpled clothes. Five
more light boxes have been placed on the floor,
featuring photographs of bullet-wound scars.

As you take in these images and watch the
video, you are also listening to testimonies by
people who narrowly escaped death during
the conflicts in Bosnia and Kosovo. One man,
shot 12 times by a firing squad, somehow man-
aged to survive. Another escaped from a mound
of burning bodies. These recollections are all the
more horrifying because they force you to won-
der: for every person who made a miraculous
escape, how many died?

This is the power of Haughey’s work - his
ambiguous images make suggestions, pose
questions, and leave the viewer to draw con-
nections and conclusions. This is appropriate
for the subject he is dealing with, for how can
you sum up the catastrophe of war? How can
you address the unimaginable concept of eth-
nic cleansing? It can only be represented in frag-
ments - the viewers must use their imagination
to fill in the gaps. His images, by their very
nature, acknowledge the impossibility of ade-
quately representing war.

The death last week of Slobodan Milosevic
was a strong reminder of the relevance of
Haughey’s work, and of the enduring legacies
of conflict. Without a trace of sentimentality,
without any dramatic or provocative images,
this exhibition is so subtly powerful and quiet-
ly moving that it will continue to haunt you long
after you have left the gallery.

‘Disputed Territory’ continues at the Gallery of
Photography until 15 April
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Darker days

PHOTOGRAPHY
Disputed Territory

Nicholson & Bass, €40

Irish photographer Anthony
Haughey has spent time in Northern
Ireland, Kosovo and Bosnia-
Herzegovina and Disputed

Territory brings together his work
from each of these areas. Haughey’s
images deal with the aftermath of
conflict, rather the conflict itself. As
such there are no gory pictures of
the so called ‘decisive moments’,
but rather the residual effects of
warfare on the people and

the landscape.

The photographs from Northern
Ireland testify to a world of
surveillance, in which an otherwise
innocuous landscape is peppered
with objects pertaining to
vigilance; a security camera, for
instance, peeping over the branches
of a tree or surveillance devices
towering above a hedgerow in
South Armagh, suggests a culture of
suspicion and mistrust.

In Bosnia & Herzegovina, the
landscape is understandably more
afflicted by the ravages of warfare
with images of burnt out buildings
and scorched earth. The image
Srebenica (UN Safe Area) Bosnia
2002 has a rather grisly history; in
1995 Serb militiamen began their
final assault on Srebenica and
20,000 Muslims took refuge in the
Dutch US army base in Potocari.
Under threat from Serb commander
Ratko Mladic, 8,000 Muslim men
were released and systematically
murdered by Serb militia. Haughey’s
picture of the base, some seven
years after the atrocity, appears
surprisingly benign but it is the
accompanying dark history that
modulates the viewer’s perception of
the photograph.

The central image from the section
on Kosovo is a 1973 class picture of
Albanian schoolchildren (in which
the face of each child had been
scratched out by Serbian militia)
retrieved by Haughey in Pec
(pictured). Using the photograph as

a starting point, Haughey began to
research the fate of each of the
children, who would have been in
their thirties during the conflict in
Kosovo. Most had survived, though
many had been displaced and were
living in other parts of Europe. The

image, corrupted as it may have been,
provided a means of researching the
lives of those otherwise silenced by
conflict. Haughey may eschew the
traditional approach of capturing the
bloodiest moments of warfare but
these quieter images are only

marginally less unsettling
and important. Daragh Reddin

An accompanying exhibition runs until
Apr 15 at the Gallery Of Photography;,
Meeting House Square, Temple Bar
D2. Tel: (01) 671 4654.
www.irish-photography.com




‘Bearing the

scars of conflict

Aidan Dunne

Reviewed :

Disputed Territory, Anthony Haughey,
Gallery of Photography until April 15
(01-6714654); | Am Here Somewhere,
Clodagh Emoe, Temple Bar Gallery until
April 8 (01-6710073); The Lake, Stephen
Loughman, Kevin Kavanagh until Mar 25
(01-8740064)

he Disputed Territory in Anthony

Haughey’s exhibition is a general

term for several sites of former
conflict in contemporary Europe. Made
over a period of several years, his work
records landscapes and events that we
generally do not see because they are not
newsworthy in conventional terms. He
shows us areas in Ireland, Bosnia and Kos-
ovo following the conclusion of violence,
subsequent to the departure of the
world’s media, scenes of aftermath rather
than action.
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We have never been so inundated with
photographic imagery as we are at this
point in our history. Digital media have
created something close to a climate of
universal depiction.

Yet just as digital imagery - generally
of poor optical quality - has become
pervasive, many photographers have
become increasingly wary of convention-
al pictorial narratives. Whereas in the
past it seemed desirable to tell simplified
stories in a summary fashion in iconic im-
ages, now a whole generation of photogra-
phers has grown up with an inbuilt scepti-
cism about such images. Haughey is one
of those who sets out to reconsider the
way photography is used to convey infor-
mation about the world. i

The largest piece in the exhibition,
Resolution, made in co-operation with
the International Centre for Missing Per-
sons, is an audio-visual installation. Both
symbolic and exemplary of myriad, frag-
mentary details, multiple electrical leads
snake their way to a series of tiny backlit
screens distributed irregularly on a wall
and the floor of the gallery.

Each screen features a single image of
an object, such as a pocket knife or a ciga-
rette lighter, or a part of a human body
with a distinctive marking, such as a
tattoo or a scar. On a larger monitor we
see a technician sifting carefully through
soil-stained clothing. An audio recording
recounts first-hand, hair-raising stories
of survival and escape in the midst of mas-
sacres. The objects and details we see are
used as a means of identifying the dead.

Destroyed files,
Bosnia
Herzegovina,
from Anthony
Haughey’s
compelling
exhibition
Disputed
Territory

Relatives of missing individuals can sift
through albums of such details.

In his large format colour photographs,
Haughey tends to focus on things that are
at first glance innocuous or peripheral: a
scattering of metal scraps on a piece of
burnt scrubland, or a field at the edge of a
town churned into muddy heaps of earth.

In each case he is inviting us to ask
why. The metal scraps are all that remain
of a heap of incinerated files in Bosnia
Herzegovina, while the field adjoins the
Garvaghy Road at Drumcree and its
disarray relates to the efforts of British ar-
my engineers to prevent the Orange Or-
der marching in August 2002.

Recurrently he alternates between the
long view and the fragmentary close-up,
avoiding easily readable constructions.
There is a certain uneasiness about his im-
ages that that surely derives from his own
wary uneasiness: a sense that he is care-
fully picking his way through a problemat-
ic landscape. Disputed Territory is a
compelling exhibition.
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In I Am Here Somewhere, Clodagh
Emoe suggests a correspondence
between physical and mental spaces. The
human effort to grasp the immensity of
the physical world symbolises and is per-
haps interchangeable with the effort to
grasp our existential predicament. In
both cases she sees us teetering on the
edge of an immense nothingness, a void,
to which we are, of course, irresistibly
drawn. There is a retrospective quality to
many of her pieces, and perhaps a nostal-
gia for an era of epic, confident explora-
tion.We see old documentary footage of
mountaineers ascending a Himalayan
peak (perhaps Everest - the mountain is
not identified). The title, Past the Point of
No Return, suggests that they are setting
off into an unknown.

Equally, the writer of the text partly
legible on the disintegrating pages of a
yellowing volume of The Approach to Phi-
losophy steps with great sureness into the
cognitive reaches.

A video piece, The End is in the Begin-

ning, and works called The Change of
Heart introduce a different note, further

‘undercutting the idea of heroic endeav-

our and any assumed confidence about
our place in the universe. The French art-
ist Yves Klein famously staged a Leap in-
to the Void, in fact a jump from a high win-
dow, a work which understandably result-
ed in injury.

In Emoe’s video a figure comically
scrambles back up a variety of edifices,
thinking better of a leap into the un-
known. The artist herself makes a
number of deft moves and conceptual
leaps in what is a fine solo show.

In his exhibition, The Lake, Stephen
Loughman presents us with a series of
paintings that may or may not be sequen-
tial steps in a narrative sequence. His im-
ages are expertly made and draw on cine-
matic conventions, but in a stylised way.
That is, he announces the artifice of what
he is doing at the outset. We know we are
looking at contrived scenes and we can
guess that they are not going to link up in-
to a coherent, linear plot. Rather, he is
drawing our attention to the way narra-
tives are set up via structured images.

An empty pub interior leads on to two
moderately creepy landscapes set deep
in forestry plantations. A full moon glows
through tree tops. A baby sleeps peaceful-
ly. A cabin looms in the mist, illuminated
from within. Leaves undulate beneath the
surface of The Lake. A rope dangles in the
water . .. and so on.

The work depends on our not being
able to put two and two together. Lough-
man must be able to generate a strong
sense of narrative associations and expec-
tations without sacrificing the meaning of
his images to a functional role in an actual
narrative. Once an image has done its job
in narrative terms it’s finished. With The
Lake, we are suspended within an extend-
ed moment of uneasy anticipation. The
show is pretty much, and very satisfactori-
ly, a composite installation, and the pic-
tures work best in each other’s company.




Disputed Territory

Anthony Haughey’s photographs of disputed territories focus on Northern Ireland,
Bosnia-Herzegovina and Kosovo, his images concentrating on the efforts of people to cope in
the aftermath of war. Haughey deals in memory and identity rather than the photogenic action
of conflict photo-reportage, using to good effect, in his meditation on the struggle for survival in
ravaged liminal territories, passport photos and photographs of schoolchildren found with their
faces scratched out (above). The show’s centrepiece, Resolution, uses film and light boxes to
catalogue the personal effects of some of the estimated 8,000 mostly Muslim men massacred
at Srebrenica. As with the other pieces, the lack of drama here paradoxically heightens the
emotional impact, the calm sifting of artefacts saying more than any obviously visceral image
could about the determination of survivors to remember those systematically destroyed.
Catherine Leen

Gallery of Photography, today 1pm-6pm, Tue-Sat 11am-6pm, free (01 671 4654)

Culture Magazine, The Sunday Times, 19 March 2006
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REVIEW

Disputed Territory by
Anthony Haughey was at

the Galerie Bodo Bullet hole in telephone kiosk,
Niemann, Berlin, Co. Tyrone
January 23rd -

February 27th, 1999.

Other work by Anthony
Haughey

Bombed Bridge, Fermanagh/
Cavan Border

http://www.source.ie/issues/issues0120/issue19/is19revremcon.html

Remnants Of The Conflict

In the small space of the gallery | am
surrounded by Anthony Haughey's large,
square-format colour photographs. They
were taken during the recent armistice, and
show the no man's land between the borders
of the Repubilic of Ireland and Northern
Ireland.

Although | have never been to Ireland there
is a phalanx of 'lrish' images in my head: on
the one side the advertising industry's trope
of green hills and red-haired youngsters on
folk music record sleeves and on the
posters sticking to the building site fences
all over Berlin, announcing slide shows
about Ireland which are ever so popular with
the Germans. On the other side there is the
movie and media coverage of the "Troubles'
with its often sensational imagery of brutal
shootings, exploding car bombs and
snipers. And then there is an incident which
enables a personal link to the feeling of
unease emanating from Haughey's pictures.
It is the memory of a telephone call to
another Irish artist, Victor Sloan, living in
Portadown, in the course of which a car
bomb exploded nearby his house and within
hearing distance. The shock of being
witness to an event that appeared to be a
slice of daily life - | would have thought it
was part of an exaggerated and stereotyped
notion of Northern Ireland as the site of a
permanent threat of violence erupting out of
the blue - is comparable to the shock of
revelation when one starts to read and
understand the particulars of Haughey's
images of the border land.

At first glance they are just impressions of a
pastoral landscape. There are no people in
his photographs, but the traces they have
left in this 'disputed territory' are telling. It is
the small detail which is disturbing the
seemingly tranquil scenery: the pieces of
barbed wire amongst the greenery, the
broken glass panes on the grass, the torn
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