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lack of reflexivity is a familiar theme, with Spencer’s
analysis of his own case studies showing a similar
pattern. While he helpfully articulates the ways in which
‘the process of looking and seeing (the landscape and
human relations with it) is in itself motivated and
shaped by cultural concerns’ of those doing the looking
(71) too little attention is paid to the way in which the
process of videoing itself mediates particular accounts
and ways of being.

A strength of this book is the discussion of visual
research ethics. Whilst Spencer does at times become
entrenched in the well-rehearsed discussion of covert
versus overt visual research he makes good use of Wiles
et al.’s (2008, 2010) significant contribution to the
literature to discuss the importance of protecting the
dignity, privacy and well-being of participants. This
emphasis on an ethic of ‘care’ is very nicely presented
with reference to Roger Brown’s articulation of an ‘an
existential commitment of care for the subject’(67).
I would have willingly read more of this and, in
particular, would like to have seen an exploration of
some of the tensions around the challenges of an ethical
approach which focus on integrity and how this might
sit with institutional ethical frameworks.

REFERENCES

Buckingham, D. 2009. ‘Creative’ visual methods in media

research: Possibilities, problems and proposals. Media,

Culture and Society 31: 559–77.

Heinn, J.R., J. Evans, and P. Jones. 2008. Mobile Methodologies:

Theory, Technology and Practice. Geography Compass 2

(5): 1266–1285.

Pink, S. 2009. Doing sensory ethnography. London: Sage.

Trell, E., and B. Van Hoven. 2010. Making sense of place:

Exploring creative and (inter)active research methods

with young people. FENNIA 188 (1): 91–104.

Wiles, R., J. Prosser, A. Bagnoli, A. Clark, K. Davies, S. Holland,

and E. Renold. 2008. Visual Ethics: Ethical Issues in Visual

Research. NCRM ESRC National Centre for Research

Methods. Working Paper. http://eprints.ncrm.ac.uk/421/

Wiles, R., A. Coffey, J. Robinson, and J. Prosser. 2010. Ethical

regulation and visual methods: making visual research

methods impossible or developing good practice. ESRC

National Centre for Research Methods. http://eprints.

ncrm.ac.uk/812/2/ethical_regulation_and_visual_

methods.pdf

© 2012 Helen Lomax

Introduction to visual culture: 2nd edition
by Nicholas Mirzoeff
New York, NY: Routledge, 2009, 352 pages
ISBN-10: 0-415-32759-8 (paperback) Price $39.50
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I refer students to the first edition of this book constantly
and now the new second edition has been extensively
revised. It has been given a more historical structure, but
also colour images throughout, plus an improved layout
and additional studies, for instance on the Abu Ghraib
atrocities. Mirzoeff begins the new edition by marking its
changes, a more historical timeline being the main one,
but he also flags up the geo-political shifts right from the
start, signalling his deep engagement with them:

Since 1999, when this book was first published,
we have collectively seen more and less than we
could have imagined. We saw a peace dividend
disappear. We watched hijacked planes fly into
buildings. Once again, people accused of crimes
began to “disappear,” rather than appear in
court. We were shocked and awed by the live
broadcast of the bombing of Baghdad.
We gazed in horror at photographs and videos
of torture and execution. (1)

Mirzoeff does not pretend to occupy some fake position
of neutrality, but manages to bring our attention back to
the media and make the seemingly transparent opaque,
again and again. The new edition also provides screen
grabs, and I have long been arguing that such things are
as historical as a Victorian post card, but remain
transparent to us, evaporated by everyday ubiquity.
A shot from The Sims shows a preppy, middle class
restaurant scene, and a screen grab from the Orient
Express website demonstrates how the invention and
re-invention of ‘the west’ is not ‘back there’ in
Marlborough cigarette adverts, but ever-evolving. Bad
visual culture courses and texts rest on old examples, but
Mirzoeff avoids these shortcomings.

Again, the inclusion of Mark Wallinger’s State Britain
(2007) is very welcome, and illustrates the benefits of
revising this kind of resource thoroughly, although as I
write, the obituaries of the associated peace campaigner
Brian Haw are still on my desk, another reminder of the
need to constantly refresh works. History and mortality
never wait.

The section on monarchy and representation,
particularly around Princess Diana’s life and death, is an
excellent exemplification of the way visual culture can be
tackled by someone who is tooled-up with theory, and
this aspect makes the book a crucial one for my students,
and for visual sociologists. As Mirzoeff puts it,
comparative visual culture as a subject ‘is not a lofty gaze
from the ivory tower but a place in the midst of conflict’
(2). We cannot stop at theory, the whole point is to move

D
ow

nl
oa

de
d 

by
 [S

te
ve

 H
an

so
n]

 a
t 0

8:
29

 0
6 

Fe
br

ua
ry

 2
01

2 
112 Reviews

lack of reflexivity is a familiar theme, with Spencer’s
analysis of his own case studies showing a similar
pattern. While he helpfully articulates the ways in which
‘the process of looking and seeing (the landscape and
human relations with it) is in itself motivated and
shaped by cultural concerns’ of those doing the looking
(71) too little attention is paid to the way in which the
process of videoing itself mediates particular accounts
and ways of being.

A strength of this book is the discussion of visual
research ethics. Whilst Spencer does at times become
entrenched in the well-rehearsed discussion of covert
versus overt visual research he makes good use of Wiles
et al.’s (2008, 2010) significant contribution to the
literature to discuss the importance of protecting the
dignity, privacy and well-being of participants. This
emphasis on an ethic of ‘care’ is very nicely presented
with reference to Roger Brown’s articulation of an ‘an
existential commitment of care for the subject’(67).
I would have willingly read more of this and, in
particular, would like to have seen an exploration of
some of the tensions around the challenges of an ethical
approach which focus on integrity and how this might
sit with institutional ethical frameworks.

REFERENCES

Buckingham, D. 2009. ‘Creative’ visual methods in media

research: Possibilities, problems and proposals. Media,

Culture and Society 31: 559–77.

Heinn, J.R., J. Evans, and P. Jones. 2008. Mobile Methodologies:

Theory, Technology and Practice. Geography Compass 2

(5): 1266–1285.

Pink, S. 2009. Doing sensory ethnography. London: Sage.

Trell, E., and B. Van Hoven. 2010. Making sense of place:

Exploring creative and (inter)active research methods

with young people. FENNIA 188 (1): 91–104.

Wiles, R., J. Prosser, A. Bagnoli, A. Clark, K. Davies, S. Holland,

and E. Renold. 2008. Visual Ethics: Ethical Issues in Visual

Research. NCRM ESRC National Centre for Research

Methods. Working Paper. http://eprints.ncrm.ac.uk/421/

Wiles, R., A. Coffey, J. Robinson, and J. Prosser. 2010. Ethical

regulation and visual methods: making visual research

methods impossible or developing good practice. ESRC

National Centre for Research Methods. http://eprints.

ncrm.ac.uk/812/2/ethical_regulation_and_visual_

methods.pdf

© 2012 Helen Lomax

Introduction to visual culture: 2nd edition
by Nicholas Mirzoeff
New York, NY: Routledge, 2009, 352 pages
ISBN-10: 0-415-32759-8 (paperback) Price $39.50

Reviewed by Steve Hanson, Hereford College of Arts and
Goldsmiths Sociology

I refer students to the first edition of this book constantly
and now the new second edition has been extensively
revised. It has been given a more historical structure, but
also colour images throughout, plus an improved layout
and additional studies, for instance on the Abu Ghraib
atrocities. Mirzoeff begins the new edition by marking its
changes, a more historical timeline being the main one,
but he also flags up the geo-political shifts right from the
start, signalling his deep engagement with them:

Since 1999, when this book was first published,
we have collectively seen more and less than we
could have imagined. We saw a peace dividend
disappear. We watched hijacked planes fly into
buildings. Once again, people accused of crimes
began to “disappear,” rather than appear in
court. We were shocked and awed by the live
broadcast of the bombing of Baghdad.
We gazed in horror at photographs and videos
of torture and execution. (1)

Mirzoeff does not pretend to occupy some fake position
of neutrality, but manages to bring our attention back to
the media and make the seemingly transparent opaque,
again and again. The new edition also provides screen
grabs, and I have long been arguing that such things are
as historical as a Victorian post card, but remain
transparent to us, evaporated by everyday ubiquity.
A shot from The Sims shows a preppy, middle class
restaurant scene, and a screen grab from the Orient
Express website demonstrates how the invention and
re-invention of ‘the west’ is not ‘back there’ in
Marlborough cigarette adverts, but ever-evolving. Bad
visual culture courses and texts rest on old examples, but
Mirzoeff avoids these shortcomings.

Again, the inclusion of Mark Wallinger’s State Britain
(2007) is very welcome, and illustrates the benefits of
revising this kind of resource thoroughly, although as I
write, the obituaries of the associated peace campaigner
Brian Haw are still on my desk, another reminder of the
need to constantly refresh works. History and mortality
never wait.

The section on monarchy and representation,
particularly around Princess Diana’s life and death, is an
excellent exemplification of the way visual culture can be
tackled by someone who is tooled-up with theory, and
this aspect makes the book a crucial one for my students,
and for visual sociologists. As Mirzoeff puts it,
comparative visual culture as a subject ‘is not a lofty gaze
from the ivory tower but a place in the midst of conflict’
(2). We cannot stop at theory, the whole point is to move

D
ow

nl
oa

de
d 

by
 [S

te
ve

 H
an

so
n]

 a
t 0

8:
29

 0
6 

Fe
br

ua
ry

 2
01

2 

Reviews 113

back out into everyday life (I refuse to say ‘the real
world’) and employ our knowledge there, in an engaged
and ethical manner. Mirzoeff provides a solid guide to
this practice.

This introductory text weaves many key references and
works into an insightful, detailed overview of what Chris
Jenks called ‘the centrality of the eye’ in western,
post-enlightenment culture. But what is exceptional
about Mirzoeff’s book is that he refuses to rest on this
lofty theoretical platform, marching on into more
contemporary texts and issues: gender and sexuality as
well as images and conflict.

Mirzoeff understands the social dimensions well, which
again recommends his book to visual sociologists over
some of the more general introductory texts. Multiple
lines run through the writing, coming out of Marxism
and Dubois, via Fanon and Lacan, and on into Judith
Butler, repeatedly delineating how power and the visual
are tangled together at all times. Theorising a hybrid,
everyday multi-culture is the positive goal here, but
Mirzoeff also understands how visual culture itself
can be employed negatively against this utopian urge.

If there are omissions here, I think the absence of real
note has to be the sprawling reach of pornography,
which the Visual Culture academic world has begun to
explore with the same seriousness as its other, more
traditional aspects (if one can use the word ‘traditional’
at all in relation to such a young subject). To be fair to
Mirzoeff, he also begins by saying that the project cannot
be – and is not intended to be – comprehensive, but the
very ubiquity of pornography and the way it saturates so
many other dimensions of contemporary life puts it in
line for a full chapter in edition three. It is the elephant
in the room, occasionally brushed-against, but not
explored in full. There are already excellent chapters on
sexuality, the fetish and the gaze, which could
pre-figure it.

But these are pedantic quibbles. This book provides
everything I look for when choosing introductory texts: I
always demand that they provide their own sort of
positive double-consciousness; they must be
simultaneously accessible and challenging,
contemporary and deeply historical, entertaining and
pedagogical, politically-engaged, yet objectively
measured. Somehow, Mirzoeff manages all of this with
an easy style and flourish which will make the book a
core resource for visual sociologists for some time yet, as
long as this kind of thoroughgoing revision keeps taking
place.

© 2012 Steve Hanson

Photography and Africa
by Erin Haney
London: Reaktion Books, 2010, 197 pages
ISBN: 9-781-86189-382-6 (paperback) Price $29.95
Reviewed by Adam A. Solomonian, University of British
Columbia

This eighth installment in Reaktion Books’ exposures
series, Photography and Africa, presents a diverse array
of photographic types and tropes, along with a focused
analysis, that attempts to unpack a dense history of image
making. One of the central strategies author/curator
Erin Haney uses is an intentional diversion from
a standard, albeit critical, scholarly narrative that focuses
all too much on outsider imagings of Africa rather
than on images made by Africans themselves whether
native, newcomer or in the diaspora (14, 23, 32).

Haney uses photographic images
to explore themes of visuality, circulation, agency,
materiality and memory throughout the text. Nowhere
is this better demonstrated than in her discussion
of portraiture. The collection of images presented
attests to the visual range of portraiture and draws from
a diverse set of Africa-based producers. Portraiture is
presented as a practice that straddles the divide between
public and private, surface and depth and Haney’s
discussions of the relationships established – between
photographer and photographed, between the image
and its audiences, between context and meaning – in the
making of a portrait are all illuminating (68, 74, 76, 83).

The legacies of colonialism are explored through the
histories of two distinct documentary photographic
traditions, one in the Belgian Congo and one in South
Africa. Haney uses these two examples to look at how
certain kinds of images were used to not only reinforce
colonial domination (99, 102), but also mobilise a
broader public outcry against its abuses (101, 107, 121).
The images in this chapter are some of the text’s most
shocking, but also some of its most powerful, and serve
as a testament to the non-neutrality of the photographic
image (115). From here Haney expands the text’s scope
to look at the intersection of photography with other
visual media. Here, images display the wide array of
visuality incorporated into various spheres of
performance, display and iconicity across the continent
(142, 146). It is the attention to materiality here that
stands out and Haney has done an excellent job bringing
together a diverse set of image-objects to consider. The
book closes with a focus on more recent work from
across Africa and the diaspora that emphasises the
activist role of contemporary photography (158, 170)
and its potential to continually re-imagine the fluid
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