


IN COMMEMORATION OF THE 21ST ANNIVERSARY Of the deaths Of more than 8,000 men and boys from Srebrenica, the 

Historical Museum of Bosnia and Herzegovina, SENSE - Center for Transitional justice and Documenta- Center for 

Dealing with the Past have joined together to present an exhibition of photographs by the British forensic photo

grapher Tim Loveless, and the Interactive Narrative SREBRENICA: Genocide in Eight Acts. A production of the SEN

SE - Transitional justice Center, SREBRENICA: Genocide in Eight Acts presents how the events that unfolded in july 

1995 in Srebrenica have been investigated, documented and prosecuted by the International Criminal Tribunal for the 

former Yugoslavia (ICTY). In addition to the audio-visual presentation of eight segments of the Srebrenica tragedy: 

Investigation; Exhumations; Survivors; Guilty Pleas; Unwilling Witnesses; Powerless Eye-witnesses; Lasting Consequ

ences and judicial Epilogue, the narrative includes a selection of cou rt exhibits made up of some 250 key documents, 
video recordings and photographs. ------ ----- -------- - -------

The SENSE- Transitional justice Center in Pula is the successor to the SENSE Agency and builds on the Agency's 

past achievements, unequalled expertise, extensive documentary and audiovisual archive of court proceedings, and 

unprecedented institutional memory of the work of the ICTY. The aim of the Center is to cont inue " the Tribunal's story" 

after the ICTY closes its doors and to make visible and permanently accessible the best of the ICTY legacy: established 
and adjudicated facts about the war crimes committed in the former Yugoslavia. -------- Mirko Klarin 

The photographs were taken in 1999 and 2000 on a Linhof large format (5 x4") camera at various mass grave sites 

identified by the investigation team as relating to Srebrenica. At that time I was the photographer for the ICTY {Inter

national Criminal Tribunal for the Former Yugos lavia) forensic fiel d team which was an international group, led by 

Professor Richard Wright, and made up of expert forensic archaeologists and anthropologists, scene of crime offic

ers, a surveyor and the logistics team. This portfolio of images is designed to complement the 

main body of photographic evidence which was taken on 35mm colour film and recorded every detail of each site. 

Standard practice is to include an evidence number, photographic scales and a north arrow in each frame. The 35mm 

record is held in archive at ICTY, numbered and documented as part of the forensic evidence. Because of 

the importance of the tribunal's investigations, particularly those relating to Srebrenica, I fe lt that another layer of 

documentation was necessary. In the course of our exhumations we removed all of the evidence and restored the land 

to its original state. We were, therefore, a very small group (about thirty at any one time) who would ever see the mass 

graves from Srebrenica. These images then are intended to convey how it felt to be on site dur

ing the excavation process. They deliberately do not have any identifying names or numbers which might distract. 

They are in black and white which helps to focus the attention and to create a feeling of overall historical significance 

rather than a site specific forensic record. I hope that they show, not just the horror of violent death but also the 

extraordinary individuality and dignity of the victims even in the extremity of a mass grave. Tim Loveless 

ONTHEAUTHOR ------------- ------------------- ---

Tim Loveless studied photography at the Kingston University and from 1999 works as a free lance photographer in the 

Middle East and Europe. He specialized in the documentation of historical buildings, 

archeological remains and in former Yugoslavia and Iraq; he worked as a forensic photographer documenting the 

locations where people were killed as well as the locations of mass graves. A part of his work was used as evidence in 

the processing of war crimes. He was born in 1966 in Sussex, UK, but for a considerable 

amount of time he has been living and working in Alexandria in Egypt. - ----- - - --------
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SREBRENICA, Sarajevo, gth of july 2016 
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STUDENTS DF EUROPEAN ART HISTORY invariably come across Francis Bacon's well-known studies of Velasquez's 1650 por

traitof Pope Innocent X, which Bacon created in various forms between the late-1940s and the mid-196os. One feature 

common to many of those paintings, exemplified in Study after Velazquez's Portrait of Pope Innocent X (1953) is the 

imposition of a screaming face on the seated pontiff, which numerous scholars have likened to the image of the face 

of a wounded nurse struck by gunfire on the Odessa steps in Sergei Eisenstein's 1925 film Battleship Potemkin. These 

images are often described as visceral depictions of the existential agony embedded in the human condition. -

-------- One possible reason such images are so easily linked to the experience of agony, trauma or 

death may be their relationship with our skeletal structure and the deep association we create between the symbolic 

form of the skeleton and death, both through biological knowledge as well as cultural conditioning, including images 

such as vanitas artworks. In order to view forensic image-based documentation of a crime scene 

as something other than what it is-a visual record of facts that are preserved to use as indicators of what has hap

pe ned (evidence)-one must identify qualities that may transcend its original purpose, allowing the image to convey 

so mething more than what it actually depicts. Here, I would suggest at least two aspects of Tim Loveless's imagery 

t hat should be considered . First: selection . A forensic photographer 

w ill take many, many images of a particular scene in order to ensure that essential details are not missed. Sometimes 

it is not known until much later in the course of an investigation that a particular fact is important, and therefore the 

photographer will try to capture as much of the scene as possible from different perspectives and distances. What be

comes useful as proof in a trial, however, may differ from what may carry aesthetic qualities that merit consideration 

in an artistic context. In either context, the selection of what to show (and the closely related question of how to show 

it) is key. I would suggest that the sek!ction of these images for presentation in this context is an essential criterion for 

evaluating them, and I would venture that their aesthetic value, which extends beyond the initial shock of what they 

contain, derives from the common relationship they have with Bacon's paintings, Eisenstein's film and the vanitas. In 

other words, their silent screams convey a specific type of existential pain, horror and sadness that remains univer

sal ly recognizable. Second: colour. One type of visual information 

th at may be of interest to preserve in a criminal investigation is colour, which can permit the viewer of an image to 

distinguish or identify different objects with precision and to understand the view of a scene in terms that may come 

closer to matching the view of a physically-present observer. But as every photographer knows, what is gained in co

lour photography in terms of the emphasis on shades and hues can come as a distracting sacrifice for the qualities of 

light, form, texture and contrast in an image. Here, the decision to show black-and-white images is an important one, 

because it emphasizes the physical qualities of the material depicted-the contrast of white bone against dark soil, 

t he texture of clothing, the form of a person's remains. Allowing the viewer to access these aspects of the images more 

easily by withholding color not only permits a more immediate experience of the scene itself, it also assists in what 

must be an intended reading of them: that they stand for something beyond the date, time and place they were taken. 

Given photography's long history of black-and-white imagery, these photographs at first glance become less easy to 

place in time, and more readily represent one of the darkest aspects of human civilization that has, so far, shown itself 

to be timeless. jason File 

jason File is an artist, 

a lectu rer in fine art at the Roya l Academy of Art in The Hague, 

and a war crimes prosecutor at th e ICTY. 
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An Existential Moment 
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