Icons of war photography

How war photographs are reinforced in collective memory
A study of three historical reference images of war and conflict

Patricia Gassner

Thesis presented in partial fulfilment of the requirements for the
degree of Master of Philosophy (e.g. Journalism)

at

Stellenbosch University

Department of Journalism

Faculty of Social Sciences

Supervisor: Simphiwe Sesanti
Date: March 2009



Chapter Five

Research findings

5.1 Introduction

660 students, 220 from Spain, 220 from South Afacal 220 from Vietnam have
been interviewed about their familiarity with thleré¢e selected photographs “the falling
soldier”, “children fleeing a napalm strike” andethmage of Hector Pieterson, the associated
photographers Robert Capa, Nick Ut and Sam Nzintatl@ corresponding wars in which
the pictures were taken: the Spanish Civil War, iietnam War and the Soweto uprising
during Apartheid. Questionnaires in three differdahguages (English, Spanish and
Vietnamese) have been distributed online, via dbffé social network websites such as
FacebookstudiVZ my language exchangm University student discussion forums and via a
large number of personal e-mails. Data were catégia an online form and then stored and
evaluated in a MySQL database.

In the section “personal data” of the questionnatedents were classified according
to various categories, one of them being genderceming their age they were classified into
four groups: 18-21; 22-25; 26-29 and over 29. Famtiore, classifications were made
regarding the students’ field of study: humanitisscial sciences, natural sciences, formal
sciences and professions, and applied scienceder@8tuwere furthermore required to name
the University they were currently studying at,ni@ke sure they were actually studying in
Spain, South Africa or Vietnam.

The general aim of the second section of the quasdire was to gain an idea about
how acquainted students are with the three selegggdmages, the photographers, and the
era the photographs were taken in. The four questio be answered were as follows:
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Have you seen this photograph before?
If yes, can you recall where you have seen thisqgraph?

Do you know who the photographer of the picture is?

YV V VvV V

Do you know where and in which war/conflict the pdgraph was taken?

In the last part of the questionnaire, student®vggren the opportunity to leave their

e-mail addresses if they were interested in reogivhe results of all students questioned.

Furthermore, students could get in touch with thhar of this paper via e-mail.

5.2 Goals and hypothetical assumptions

There are certain war photographs that have becoarefest in collective memory
and have reached iconic status; it has been asstimedmong them are the three selected
war images. The author assumed that among the $kteeted photographs, the war image of
Nick Ut, ,children fleeing a napalm strike”, woulze the best-known, due to its outstanding
aesthetic composition and multiple reproductionslavaide. It was furthermore believed that
people who recognise the photograph of Ut wouldlle to ascribe it to the Vietnam War.
However, it was also assumed that the photogralie Ut would be rather unfamiliar to
respondents. It was believed that the photografptmrert Capa would be well-known
internationally and associated with the war imatfe “falling soldier” due to a number of
factors such as the ongoing debate about the pistauthenticity or the fact that a prize for
photography was named after him. It was also erpgetitat the photograph of Sam Nzima
depicting Hector Pieterson would be well-known amddouth African students, but its
degree of familiarity was estimated to be far lowgth Spanish and Viethamese students.

However, if the photograph was recognised, it wessianed that students would also be aware
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that the image originated from the Soweto upriswlgich happened during apartheid. Due to
the fact that the photographer Sam Nzima did nat tve credits to this photograph for such
a long time it was believed that he would be re&dyi unfamiliar.

Overall, it was assumed that students would rathegnise the photograph that was
taken in their own country than the two photographat have been taken elsewhere.
Moreover, it was assumed that students studyinipenfield of humanities, social sciences
and familiar fields of study would recognise andoknmore about the war images than

students studying in the field of natural scienmefrmal sciences.

5.3 Research sample
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Chart 1. Total of students questioned from Spain, Southcafénd Vietham

Chart 1 illustrates the distribution of female andhle students that have been

guestioned as well as their classification intorf@age groups (figures are provided in
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percentages). Of 660 students in total (220 frooh &muntry), 55,8 percent were female and
44,2 percent were male. Furthermore, 34,7 % pemferegspondents were aged between 18
and 21, 40,9 % percent of students were aged bet22end 25, 12,4 percent of students
were aged between 26 and 29 and 12 percent ofrdtudere aged over 29. It is noticeable
that while about twenty percent of 18 to 21-yeasolere female, only 14 percent were male.
Similar results were found in the age group 22:&Bh 23 percent of female students and
about 18 percent male respondents. More femalestsidvere also found in the age group 26
to 29 although the difference to male respondemts Mss than 2 percent. However, about 2

percent more male than female students belongdektage group over 29.
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Chart 2. Total of students questioned from Vietnam, Spaih @auth Africa classified into different age

groups and according to gender

Overall, 45,1 percent male student and 54,9 peréemiale student have been
questioned. Regarding the findings of studentdldgheee countries in detail it can be noticed

that about 40 percent of Viethamese students wgeel detween 18 and 21. Of Spanish
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students questioned slightly less than half weetldgetween 22 and 26, while 28 percent of
students this age group were female and about t@mewere male. Less than half as many
Spanish students aged between 18 and 21 respanttezlquestionnaire.

Regarding the South African sample of studentgant be noticed that about 43
percent of respondents were aged between 18 ameh2d another 40 percent of students
were aged between 22 and 25. Regarding the SoutltaAf sample of students the
percentage-wise distribution of female and malelestts among the different age groups is
fairly well balanced. However, in the group of 2629 year-olds only half as many female as
male students have been questioned. Percentagediffiseences between female and male
were far smaller regarding the Spanish sample tihase of the Viethamese and the Spanish

sample.
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Chart 3. Total of students questioned classified accordineir field of study

Chart 3 outlines the different fields of study bétrespondents. One third of students
were studying in the field of social sciences. A2l percent of students were studying in
the field of humanities and only slightly more resgdents were studying in the field of
professions and applied sciences. About 15 pefestudents were studying in the field of
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natural sciences and the least percentage of sgjdmvout 8 percent, were studying in the

field of formal sciences.
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Chart 4. Findings reporting where the photographs have keen

Students were asked to report where they had kegohibtographs. About 70 percent
of students that reported their familiarity with emage of war were able to say where they
had come across the photographs. Of these, 31meftstudents reported that they had seen
the photographs in some print media like newspagpéstory books or magazines. Nearly one
fifth of students reported that they had noticed tfhotographs on television while, for
example, watching documentaries. Another elevengmrof students reported that they had
seen the pictures at school, at university or mesother kind of educational course. Slightly
above four percent of students reported that they ¢ome across the photographs in a
museum and nearly five percent of respondentsdsthtd they had seen the selected images

on some internet sites.
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Where the specific images have been
seen
W Vietnameseimage M Spanishimage M South African image
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Chart 5. Students’ answers reporting where they had conmsacthe specific war images

Regarding these findings in detail it can be sdudt tthe percentage of students
reporting that they had come across the specifegegn in any print media turns out to be
about the same with all three photographs. Thigrithermore the case when the answer “the
internet” is at the center of focus. It is surprgsithat about 30 percent of students reported
that they had come across the Vietnamese imageehsaision while the other two images
had only been seen on television by about half @symstudents. It was moreover striking that
nearly one fourth of students that were familiathwthe South African image reported that
they had seen the photograph at school or uniyesstiile only 8 percent of students came
across the Spanish image at school and about ergenad seen the Vietnamese image at
school or university. These findings might suggdstt while in South Africa the Soweto
uprising and apartheid have become an issue taalght and discussed at school or at
university, it might be the case that the Vietnaenear is not rated as an issue to be taught at

school these days and students are therefore néoated with such images at educational
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institutions. It does not come unforeseen thatnmany students did come across the image by
Robert Capa at school, because although it hasntee@reference image for the Spanish
Civil War, it does not record a news event of olmgiomportance, such as the other two
images. However, the fact that this image depictiegth in war as a heroic and tragic event
has achieved iconic status is supported by thetlfi@tt10 percent of students came across the
photograph in a museum. It was, however, not femsbat only 5 percent of students had
seen the South African image in a museum. It wéseraassumed that far more students

would have seen the image at the Hector Pietersmeom.

5.4 Findings of Nick Ut's “children fleeing a napalm stike”
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Chart 6. Findings of all students questioned on Nick Ut'efalgraph “children fleeing a napalm strike”

About two thirds of all students being questionedponded that they had seen the
iconic photograph of Nick Ut before, which indicatte high awareness level of the image.
The fact that 57 percent of respondents were awaethis image was taken during the

Vietnam War suggests that this image has comepi@sent a whole era; and in particular it
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has come to represent the Vietham War. It was mqirising that the photographer Nick Ut
was only recognised by 8 percent of the studergstopned, since the image “children fleeing
a napalm strike” remains to be the only widely kngehotograph of Ut and the photographer

backed out of war photography and is now working aaparazzo.

5.5 Findings on Robert Capa'’s “falling soldier”
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Chart 7. Findings of all students questioned on Robert Gaphotograph “the falling soldier”

It was found that about 26 percent of responderdse wamiliar with the iconic
photograph of Robert Capa and about 21 percent a@ecto recall that the photograph was
taken during the Spanish Civil War. Similar to Upkotograph it can be argued that due to
the fact that about 83 percent of all students hiaat seen the image before could assign it to
the specific war this picture has come to represkat Spanish Civil War. 9 percent of
students could identify the photographer RobertaCadthough this might not seem as if
Capa’s name is widely recognised, it has to becadtthat of all students stating to have seen
the photograph, nearly 36 percent were able to n#meeright photographer. In this
perspective it can be argued that Robert Capaerguéntly credited with the image “the
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falling soldier”, which can be interpreted as adi@ator of a high degree of popularity of the

war photographer.

5.6 Findings on Sam Nzima's photograph of Hector Pieteson
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Chart 8. Findings of all students questioned on Sam Nzirpht#tograph of Hector Pieterson

Slightly more than one third of all students wegeniliar with the photograph
depicting Hector Pieterson and 31 percent of stisdenew that the photograph was taken
during the Soweto uprising, in apartheid South @&riSome students could even tell the exact
date when the photograph was taken. Because réagdgrcent of all students that recognised
the photograph could also name the conflict it camce again, be argued that this iconic
image symbolises all the horror and brutality oaréipeid. The fact that only about 2 percent
of students were familiar with the name of the phoapher, Sam Nzima, was not unforeseen
either. One reason explaining Nzima’s low acquaicgaevel could be that he was given the
copyright for the photograph as late as 1999. leuntiore, Nzima left photography after the

Soweto uprisings and no other photographs by hive leaer been published.
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5.7 Comparison/Discussion of findings on all three phaigraphs
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Chart 9. Sam Nzima's photograph of Hector Pieterson, Niclk Whage “children fleeing a napalm strike” and

Robert Capa’s image “the falling soldier” in comisan

Chart 9 outlines the degree of familiarity of theree selected icons of war
photography, the photographers and the wars intwihie images were taken. Overall, it was
found that the names of the photographers rematneraunknown to a majority of
respondents. However, the photographer that seerhave received the highest degree of
familiarity is Robert Capa. With over two thirds student reporting that they have seen the
photograph of Nick Ut “children fleeing a napalmilst”, the image achieved the highest
awareness level. The fact that not even one tHistumlents recognised “the falling soldier”
was unforeseen, as it was believed that this phapbgwas widely known around the world.
Generally, it can be noticed that there existsreetation between the number of students that
have seen the photographs and the number of stutleatt could associate the photographs
with the correct wars with all three war photogspkVhile about 90 percent of student

recognising Sam Nzima’'s photograph were aware ef ¢bnflict in which the image

117



originated, about 83 percent of students recogniRobert Capa’s photograph and 85 percent
of respondents identifying Nick Ut's photograph kbyoint out the correct wars. These

results support Greslé’s (2006:13) assumption tihete are certain photographs that have
achieved iconic status, photographs that represemvent or an emotion. In this case, it can
be argued that due to the findings depicted in CBathe three chosen photographs are

historical reference images of the war or confhcivhich they were taken.

5.8 Gender, age-group and field of study
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Chart 10. Gender specific findings on all students questioned

Regarding gender specific differences among stsdehat were familiar the
photographs it is worth noting that while the SoAfrican and the Vietnamese image were
generally better-known by female respondents thas wot the case regarding the Spanish
image “the falling soldier”. In fact male respontemwere rather familiar with the Spanish
image to nearly the same percentage as femal studezre rather acquainted with the

Vietnamese and the South African image.
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Age specific differences
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Chart 11. Age specific findings of all students questioned

Regarding the four different age groups the findisgow some interesting variety. It
should be noted that the students aged over 29 eshdke highest degree of familiarity
concerning the Vietnamese and the Spanish imageaWareness level regarding the Spanish
image, with nearly half of all students aged ov@rb2ing familiar with the photograph, was
far higher than the familiarity of younger responide It is striking that the degree of
familiarity concerning Robert Capa’s photograpimiseasing the older the students are, with
15 percent of 18 to 21-year-olds being acquaintétl e image up to 47 percent of all
students over 29 years. Focussing on the Soutlkakfiimage, it is to be noticed that students
of the youngest group of age show the highest lef/&miliarity with the image, with about
43 percent, while 34 percent of students aged letwa?2 and 25 are acquainted with the
image whereas not even 20 percent of studentslzgfesen 26 and 29 reported to have seen
the photograph. However, the oldest group of stigdeimowed a higher awareness level of the

South African image (28 percent) than students dgédeen 26 and 29.
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Findings regarding different fields of
study
W Vietnameseimage M Spanishimage M South African image
75,7%
80% [ 73,3% = 70,7%
53,3% 52,7%
E0ke 48,3% " 47,3%
,0%0
40 % 5% 3 28,9%
20% . 1
0%
Humanities Social Natural Formal Professions
sciences sciences sciences and applied
sciences
\ Students from different fields of study )

Chart 12. Findings on all students questioned regarding fiels of study

Findings regarding students from different fieldsstudy suggest that the image
“children fleeing from napalm” is rather known byudents studying in the fields of
humanities and social sciences followed by studshiging natural sciences compared to
students from the fields of formal sciences andigasions and applied sciences. Similar
findings apply regarding the Spanish image. WhenSbtuth African image is at the center of
focus it can be said respondents studying in takldi of humanities and professions and
applied sciences both recognised the image to alti@s same percentage (47 and 48
percent). About 37 percent of student studyinghm field of natural sciences were familiar
with the South African image, followed with 29 pent of students studying in the flields of

formal sciences and 18 percent of students studwitige field of social sciences.

120



5.9 Findings on South African students

Students from South Africa
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Chart 13. Findings on South African students

When the responses of South African students atbeatenter of focus, it can be
noticed that more than three quarters of studeaitsgbquestioned recognised the image of
Hector Pieterson. Nearly as many students couldtifgethe correct conflict in which the
image was taken. However, it is also striking ttied photographer of the possibly most
famous South African war image is not known by eatymajority of students; only about 2
percent of students identified Sam Nzima as theecophotographer.

It is interesting to note that more than half df &buth African respondents were
acquainted with the photograph of the Vietham Wt &ere able to identify the war. Robert
Capa’s photograph evidently did not reach a higtaramess level among South African

students, with only about 7 percent of studentsntep their familiarity with the image.
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Findings on South African students of

different age groups
H Nick Ut'sphotograph ® Robert Capa's photograph ™ Sam Nzima's photograph
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Chart 14. Findings on South African students of different ggeups

Regarding the findings on South African studentdifiérent age groups the degree of
familiarity of Robert Capa’s photograph among tiféecent age groups is striking. Of South
African students that reported their acquaintanith the Capa image, 57 percent were aged
between 22 and 25, which is about 15 percent hitier the percentage of students of the
same age group being familiar with Nick Ut's or Shizima’s image. Furthermore, only 21
percent of students that being familiar with thetplgraph were aged between 18 and 21
which is about half the percentage of students hef $ame age group reporting their
acquaintance with the other two photographs. Magothe degree of familiarity regarding
Capa’s image among students aged between 26 ayebhP®was about two thirds higher than

that of Nzima’s image and about one third highantthat of Ut's image.
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5.10 Findings on Spanish students
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Chart 15. Findings on Spanish students

The most surprising result is the fact that aceggdop the findings depicted in Chart
15 more than three quarters of Spanish respondeete familiar with the photograph
“children fleeing from napalm”. This percentagensaccordance with South African students
recognising the South African image and it excabdsnumber of Viethamese students being
familiar with the Vietnamese photograph. The fédettSpanish students were familiar with
the Vietnamese photograph supports the assumgiiatigh international awareness level of
the image.

Regarding Robert Capa’s photograph “the fallingdsol, it can be said that about
half of all Spanish students recognised the phafdgand were able to identify the exact war.
Although this number is lower than expected, it ttabe noticed that about 36 percent of all
Spanish students being acquainted with Capa’s phapb could identify the correct
photographer.

Sam Nzima’'s photograph of Hector Pieterson wagivelst unknown among Spanish
students, with less than 10 percent reporting flaeniliarity with the image.
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Findings on Spanish students of different
age groups
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Chart 16. Findings on Spanish students of different age gsoup

Regarding the findings on Spanish student of dfierage groups on the three
different images no striking differences can baasak It is noticeable that the of the students
being familiar with the photograph “children flegia napalm strike” nearly half belonged to
the age group 18 to 21. However, more than 40 peafethe same age group were familiar
with Robert Capa’s image and about 37 percent lbatecacross Sam Nzima’s photograph.
Overall, findings rather indicate that there isemeral level of knowledge among students of

the different age groups that is reflected in #gsults.

124



5.11 Findings on Viethamese students
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Chart 17. Findings on Vietnamese students

Regarding the responses of Vietnamese studentmitoe noticed that nearly three
quarters of respondents were acquainted with Nitls Photograph and of these most
students were able to point out the correct warth@frespondents being familiar with Ut's
photograph, about 20 percent could also name theeatophotographer. However, it is
striking that, overall, Vietnamese students werefamiliar with Capa’s or Nzima’s image.
Less than 10 percent of students reported to heme “the falling soldier” before, and only 3
percent of students were able to associate theewé the Spanish Civil War, and less than
one percent of Vietnamese students were able tdiigdRobert Capa as the photographer.
Nzima’'s photograph seems to be slightly better kma@among Vietnamese students, with
about 13 percent reporting their familiarity wittetimage and about 8 percent being aware of
the correct war. With about 3 percent of studemgorting their familiarity with the
photographer Nzima, it might seem as if he is neli-known among Vietnamese students.

However, regarding the percentage of studentshihdtseen Nzima’s image before it can be
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said that about 23 percent recognised the photbgrapvhich indicates a high degree of

popularity.
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Chart 18. Findings on Vietnamese students of different age:gs

Regarding the findings on Vietnamese students féérdnt age groups it is striking
that of the students aged over 29 years not ordestuvas familiar with the photographer
Capa. The student group aged between 18 and 2leghbw highest percentage, between 42
and 47 percent, of students being familiar withtlatee photographs. Similarly, of students
aged between 22 and 25 students were familiar thiéhthree photographs to a similar
percentage; between 32 and 35 percent. It wasisimgthat of the students that had come
across the image one quarter belonged to the aygp gf 26 to 29-year olds while only 11
percent of the same group were familiar with thetamese image and 12 percent with the

South African image.
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5.12 Recapitulation and interpretation of findings

In a personal E-mail, Professor Dr. Gerhard Pad082, who is a professor of history
and didactics at the University of Flensburg, Gerynaonfirms the selection of the three war
photographs in the present study, as they meatritegia of “global icons”, meaning a high
awareness level in very different cultures. Regaydihe awareness level of Nick Ut's
photograph “children fleeing a napalm strike”, fimgs support the hypothetical assumption
that this image would be the best-known among siisgdesince about two thirds of all
students questioned reported their acquaintande tvé image. The fact that the Vietnam
photograph was the best-known image among the ttinesen pictures, did, according to
Paul (2008) not come as a surprise, because itheut doubt the most published of the three
images. Findings furthermore support the assumptltat students (85 percent) were
generally able to ascribe the photograph to thetndim War. The supposition of the
respondents’ low degree of familiarity with Nick (8 percent) could also be supported. It
was especially interesting to note that more tlnmaet quarters of Spanish students had seen
the Vietnamese photograph before and more thandfadil South African students were
familiar with the image. These findings suggestigh hnternational awareness level of the
photograph. On the basis of the findings it canabserted that the photograph “children
fleeing a napalm strike” is the most widely recagal photograph among the three selected
images. However, the fact that a greater numberSpénish students recognised the
Vietnamese image rather than the photograph thdtldeen taken in Spain rejects the
hypothetical assumption that students would res®gthie image that was taken in their own
country rather than the two other photographs. E2008) points out that he was surprised by
the results in detail, as he would have assumddhbaawareness level of the photograph by
Robert Capa would be significantly higher. PaulO@0suggested that the awareness level of

this image would be much higher in European coestri
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Regarding Robert Capa’s photograph “the fallingdsol, findings could not fully
support the hypothetical assumption of Capa’s kighree of popularity, because only about
9 percent of students identified the photographkiEwever, compared to the acquaintance
level of the other two photographers, Nick Ut (&gemt) and Sam Nzima (2,1 percent),
Robert Capa remains to be the best-known amongmstsidvioreover, of all Spanish students
reporting their familiarity with the image about 3frcent were able to identify Capa.
Therefore, it can be said that the photographeraCes been credited more often with the
iconic image “the falling soldier” than the two ethphotographers with their photographs,
which is, at least to some extent, an indicatorhisf great acquaintance level and the
respondents’ general ability to associate thisicamage with its photographer. It has been
assumed that a great number of students would trépair familiarity with the image “the
falling soldier”, but findings suggest that lesanhone third of respondents had seen the
photograph before. However, of those 27 percestudents 85 percent were able to ascribe
the image to the correct war, which indicates thgumption that the war photograph is a
historical reference image that represents theiSp&ivil War.

It can, according to Paul (2008) be assumed tlemtntlage “the falling soldier” owes
rank two concerning its awareness level to the $amp Spanish students, which is an
indicator that the image of Sam Nzima is bettervkmon the other countries, Vietham and
Spain. Findings support the hypothetical assumptbra high awareness level of Sam
Nzima’'s photograph depicting Hector Pieterson am®agth African students. Furthermore,
findings support the assumption that in most catedents would be able to associate the
image with apartheid and the Soweto uprising (al®@upercent). Although it was believed
that the image depicting Hector Pieterson was wikebwn among South African students, it

was also assumed that it would be far less knowrstogents from Vietnam or Spain.
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However, findings suggest that the image of Sanmidzis generally better-known among
students than the image of Robert Capa. One rdastime higher awareness level of Nzima'’s
photograph could, according to Paul (2008), befabethat it is chronologically closer to the
chosen sample of students, while the originatioilCapa’s photograph can be dated further
back in time.

Acording to Paul (2008) it came as a surprise shah a great number of students
were able to contextualise all three photographeammg their ability to associate the
photographs with the correct historical events arswOne reason for this high percentage of
students being aware of the correct wars coulermiefy to Paul (2008), be the academic
sample, which consists of students only.

In this context, Paul (2008) points out that regagdhe results it has to be kept in
mind that the three chosen countries have onendiste feature in common, which is the fact
that at some point in the past all these counttidsnot command a free market of pictures,
but the freedom of opinion and information was amdsome instances still is restricted.
According to Paul (2008) it can only be assumed #haimilar study in European countries
such as Germany, Great Britain or France would glshbcome up with completely different
findings.

Overall, findings suggest that all three imagesiemas of war photography and have
become historical reference images representingeaifsc war or conflict. However, the
respondents’ awareness level of Nick Ut's photolgraghildren fleeing a napalm strike” was

exceptionally high and exceeded the author’'s egpiecis.

5.13 Summary of chapter five

Although every one of the three selected photograf@atures specific aesthetic

elements that are in their way exceptional, it ¥easd that Nick Ut's photograph “children
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fleeing a napalm strike” owes its prominence toreag degree to the outstanding aesthetic
composition of the cut version of the image. It waghermore found that tying in with
already known images such as famous painting$,veasi the case with Nick Ut's photograph
and the very well-known painting of Edvard Munchétscream”, increases the opportunity
of photographs to be remembered. Furthermore,agbenblance to other already known and
internalised Christian motifs, as it was the cagh Wt's photograph as well as Sam Nzima's
photograph of Hector Pieterson also increases lthace of images to be remembered by a
majority of people.

To the author’s surprise, the empirical data showwed Sam Nzima’'s photograph
depicting Hector Pieterson was better-known than Spanish image “the falling soldier”.
One assumption to explain this finding is suppotigdontag (1980:19), according to whom
the degree and quality of emotion that observensgadher in response to war photographs
depicting suffering and horror depends on the degfdamiliarity of the observers with such
images. This means that if an observer or clossives were involved in the war depicted,
the direct proximity of the event increases thetphmaph’s awareness level for the observer.

Robert Capa’s photograph was taken more than 76 y&g and, according to the
findings, is not as well-known as the other two ges that were taken in 1976 and 1972
respectively. Although none of the students quastiowere directly involved in any of the
wars, it was the generation of their parents, thacles and aunts and information about the
Vietnam War and the Soweto uprising during apadtivain still be gained at first hand. This
is another factor found, the criterion of direcoximity, which is influencing a photograph’s

prominence.
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Chapter Six

Conclusions and Recommendations

6.1 Introduction

This chapter calls attention to the conclusionsetiasn research findings of the

three selected iconic war photographs that have besle in this thesis. Special attention

will be given to recommendations for future resharcthe field of war photography.

6.2 Icons of war photography and the media

Overall, this thesis is an attempt to make a cbatidon towards a clarification on
the question of whether or not certain war photplgsshave achieved iconic status and are
anchored in collective memory. Three war photogsdmve been examined from different
perspectives, with the general aim to give the begsssible description of the
circumstances and criteria that made the seleateges famous and explain their iconic
status. It was important to actually investigateywihese images can be and often have
been described as icons of war photography in dmlegain an understanding of what
makes a photograph achieve iconic status.

After the examination of the three selected phapis it is still difficult to single
out certain criteria that would automatically mak®y photograph achieve iconic status.
However, it can be said that an outstanding aasthetomposition and formal elements
attracting the viewer’s attention and especially tdontrast of a horrific image depicting
suffering with a beautiful pictorial composition cam controversy over this contribute

towards the high prominence of a photograph.
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As this thesis examined, one important factor c¢buating towards the achievement
of iconic status is that of a public debate. Suatebate took place in the case of Robert
Capa’s image, with the general aim to clarify theestion about the photograph’s
authenticity. Until today this debate is not futlgnclusive, which adds mythical quality to
the photograph. Furthermore, due to this ongoirgatieand the recent find of suitcases of
negatives, the photograph is once again movecetoehtre of focus, attracting the media’s
attention as well as that of an interested pulilican therefore be assumed that after the
release of new information regarding the photogmmuthenticity, which is to be
expected by February next year (2009), results tath@udegree of familiarity would turn

out to be much higher than they are now, espedatigng Spanish students.

6.3 Conclusions of research findings and arguments

Generally, this thesis reasserted the iconic stafube three selected images of
war. It was found that a relatively high numbeg. iover 80 percent, of students
interviewed in this thesis, was able to associaéeselected war images with the correct
wars. These findings strongly suggest that the efnogar images have come to represent
specific wars and can therefore be described &asritigl reference images.

After a thorough examination of the possible cirstemces and criteria that make a
war photograph achieve iconic status it can belysafesumed that one reason for such a
classification is an outstanding aesthetic composit The cut version of the war
photography by Nick Ut “children fleeing a napalmike” is such an image with an
exceptionally aesthetic composition, which is ofiehe main reasons why this image is
iconic.

It was moreover found that tying in with alreadylMeown images such as

famous paintings, increases the opportunity of @dy@iphs to be remembered. This was
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the case with Nick Ut's photograph and the vernpag of Edvard Munch “the scream”.
Findings furthermore suggest that the resemblamothier already known and internalised
Christian motifs also increases the chance of imdgebe remembered by a majority of
people. This was the case with Ut's photographMzicha’s image of Hector Pieterson

It was moreover found that the exact moment thaqgraph was taken at plays a
crucial role. If the image of “the falling soldiefiad been taken only a second later, the
photograph would most probably be of no importadepijcting a man and a rifle lying on
the ground. In the case of the other two images,\fiethamese and the South African
image, the photographers did take more than onegfraph of the scene and the images
that had been taken only seconds after the iconages are not remotely as fascinating
and meaningful.

Various researchers have conducted research ifretdeof war photography; most
of the studies were of qualitative nature as theegd aim was to gain understanding
rather that to quantify data. A quantitative stagdyit has been conducted in this thesis with
the aim to clarify how well students are acquaintgth the selected images has never
been accomplished before. The high explanatory posferesearch findings can be
interpreted as a contribution towards a clarifmatwhether or not the selected images are
anchored in collective memory.

In this thesis the concept of a historical refeeeimage has for the first time been
underpinned by numerical data, which reaffirmedjtistified usage of the term in relation

to the war photographs discussed.

6.4 Recommendations for future research

It would be interesting for future studies to exaeiif findings regarding the

awareness level of the photographs differed andhtat extent they did so if the research
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sample consisted of older people and not merektudents. Furthermore, it would be of
interest how well-known the images are in otherntoes and continents of the world,
such as South America, the United States, Austoalreorthern Europe. It would also be of
special interest to re-conduct this study in tetm@anty years’ time, as the factor of direct
proximity decreases among the younger generati®imce the research sample of this
study consisted of students only, it would be oécsal interest to find out how well
acquainted older people are with the selected imafjewould then be interesting if
significant differences regarding the acquaintamicelder people with the selected images
in comparison with the student sample exist.

The research study of this thesis could furtherntmeused in order to examine

other war photographs and gain knowledge about #tgjuaintance amongst people.

6.5 Summary of chapter six

This chapter discussed conclusions and meaningfdinggs of this thesis. Although
the selected war photographs have often been Hedcas icons of war photography or as
historical reference images that came to represevdr or an era and have been committed to
collective memory, such statements have never hlisgnonstrated. Apart from research
findings in this thesis there does not exist anig@&we that the specific photographs are
actually recognised by a majority which outlines thgnificance of this thesis. Therefore, it
can be stated that this thesis is a contributionalmademics that are engaged with war

photographs or icons of photography.
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Appendix
Questionnaire — Icons of war photography in Englisi Spanish / Viethamese

Dear fellow students, as | am writing my mastersitien Journalism at the University of
Stellenbosch, South Africa, | do depend on youphel complete a short questionnaire. |
promise you it won't even takieve minutes of your time Please fill out the following
questionnaire about war photography to the begsbaf knowledge as not the right answers
but your individual response is of importance.

| would be very thankful if you could forward thésirvey to as many of your student friends
as possible.

Queridos colegas, estoy escribiendo mi tesis ddemés la Universidad de Stellenbosch,
Africa del Sur, y necesito su ayuda para complatacuestionario. Les prometo que no tarda
mas que 5 minutos de su tiempo para rellenar estiomario. Por favor, rellena el
cuestionario abajo sobre fotografia de Guerra aomegnocimiento, si no sabéis la respuesta
correcta, su opinioén individual es importante.

Estaria muy agradecida si podéis enviar esta dansu&ntos amigos estudiantes que posible.

Xin chao cac bn, minhdang lam 1 bai nghiénra \é journalism 4i truong dai hoc
Stellenbosch, ndh nam chau Phi. Minhin sr gitp dd cua cac kn dé co tté tra 1oi hoan
thién mot s cau i nho. Minh dam bao < khéng 6n qué 5 phutiea cac bn! Cam on vi da
quan tam va giugd minh.

Néu c6 the xin cAc fan tré 16i nhitng cau bi sauday bing Tiéng Anhdé phuc wu viéc nghién
ciru &€ dang lon, xin camon cac lan rat nhiéu.

Personal data / Data personal:

Fields marked with * are required!
Gender / Sexo:*

‘ hd |

Age / Edad:*

i ‘

Student at the University of / Estudiante de lavdrsidad:*

Field of study Asignatura / Especialidad: *

‘ hd |
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Photograph 1:

Have you seen this photograph before?*
Ya has visto esta fotografia?*
Ban da nhin tliy bic anh trén bao @i chra?*

| -]

If yes, can you recall where you have seen

this photograph?

Si ya la has visto, de acuerdas, donde la hasisto
Néu c6 ban c6 thnhs noi da tirng nhin ty

birc anh nay khéng?

Do you know who the photographer

of the picture is?

Conoces el fotégrafo de la foto?

Ban c6 bét ai ¢4 chup birc anh nay khong?

Do you know where and during which
war/conflict the photograph was taken?

Sabes donde y durante que guerra el fotografo
ha sacado la imagen?

Ban c6 tte cho bét buc anh trénduoc chup tai

dau va trong tbi diém dién ra c@c chién tranh
hay xungdét nao khdong?

Photograph :
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Have you seen this photograph before?*
Ya has visto esta fotografia?*
Ban da nhin tly bic anh trén bao @i chera?*

| -]

If yes, can you recall where you have seen

this photograph?

Si ya la has visto, de acuerdas, donde la hasvisto
Néu c6 ban c6 thnhs noi da tirng nhin tay

birc anh nay khéng?

Do you know who the photographer

of the picture is?

Conoces el fotégrafo de la foto?

Ban c6 bét ai ¢4 chup birc anh nay khong?

Do you know where and during which
war/conflict the photograph was taken?

Sabes donde y durante que guerra el fotografo
ha sacado la imagen?

Ban c6 tté cho bét birc anh trénduoc chup tai

dau va trong tbi diém dién ra céc chién tranh
hay xungdot nao khéng?

Photograph 3:
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Have you seen this photograph before?*
Ya has visto esta fotografia?*
Ban da nhin tly buc anh trén bao @i chua?*

‘ hd |

If yes, can you recall where you have seen

this photograph?

Si ya la has visto, de acuerdas, donde la haswisto
Néu c6 ban c6 thnh noi d& trng nhin tiy

birc anh nay khéng?

Do you know who the photographer

of the picture is?

Conoces el fotégrafo de la foto?

Ban c6 bét ai da chup birc anh nay khéng?

Do you know where and during which
war/conflict the photograph was taken?

Sabes donde y durante que guerra el fotografo
ha sacado la imagen?

Ban c@ tié cho bét buc anh tréndugc chup tai

dau va trong tbi diém dién ra c@c chién tranh
hay xungdét nao khéng?

Thank you very much!!!l If you are interested irettesults of 900 students contacted, please
enter your E-mail address and | will send the tiatgou as soon as possible.
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Muchisimas gracias! Si estas interesado en lostaelas de los 900 estudiantes contactados,
escribe tu correo electronico y te voy a mandad#iss o mas pronto possible.

Camon céac lan rat nhiéu!!!! N éu ban mubn biét két qua thu thap tir 900 hoc sinh, haydé lai

dia cH email @a kan va téi § gii thong tindén cac lan ssm nhit c6 tte.

e-mail address:

el addr

Please push the submit button to send your data.
Por favor haga clic en el buton “entregar” parai@ntu data.
Hay nHin “submit” dé giri két qua sau khi hoan thanh.

Submit

The survey is now complete

Thank you very much for your time and cooperatiorcompleting this questionnaire. Your
input is very valuable to this research and youp eegreatly appreciated. If there is anything
you want to add please feel free to conRadtricia Gassner
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