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Abstract
This article explores the role of photography in the global work of justice by
way of a case study. It focuses on the publication, in December 2001, of a set
of photographs by the Mexican newsweekly Proceso, depicting events that
occurred in Mexico City on 2 October 1968. Taken at the culmination of a
summer of student activism, when the military opened fire on student demonstrators and bystanders, the published photographs showed previously
hidden scenes of detention and torture. Locating the publication of these
photographs in relation to the historical processes of democratic reform in
Mexico, the article aims to contribute to debates regarding the agency of
photographic images in the visual politics of humanitarianism, shifting the
emphasis away from questions of whether photographs work, to explore
instead how they work. In particular, it focuses on the circumstances that
authorized the simultaneous entry of the photographs of 1968 into the
Mexican and international media spheres, and seeks to illuminate broader
questions regarding their specifically photographic mode of address and the
intersection between the national settings in which human rights abuses take
place and testimonial appeals addressed to a global imagined community.
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From Cover to Cover: Photography, Cause, and Effect
N WEDNESDAY, 19 December 2001, ex-student leader Florencio
Lo¤pez Osuna was asked how he felt about the publication of his photograph on the front cover of the Mexican current affairs weekly,
Proceso. The photograph in question (see Figure 1) had appeared on
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Figure 1 Proceso, 9 December 2001: ‘Tlatelolco 68. The Hidden
Photos’. ß Proceso

9 December beside the capitalized, bright yellow headline ‘Tlatelolco 68.
The hidden photos’. One of 35 previously unseen images, it had been taken
in Mexico City three decades earlier on the evening of 2 October 1968, at
the violent culmination of a turbulent summer of student activism, when
the military opened ¢re on a peaceful demonstration, gunning down a still
undetermined number of students and bystanders. On witnessing the
image of his battered and bloodied younger self detained by paramilitaries
operating at the scene of the massacre, Lo¤pez Osuna declared that: ‘he was
shocked [estaba impactado], that some friends had telephoned to tell him
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that the photo had gone half way around the world, just like the famous one
in which the little girl is seen running from napalm burns during the
Vietnam War.’ And to be sure, like Nick Ut’s Accidental Napalm (1972) ^
an iconic image popularly assumed to have in£uenced US public attitudes
towards the Vietnam War (Harminan and Lucaties, 2007: 173) ^ the photograph had indeed gone half way around the world, appearing simultaneously
in the USA in The New York Times, in Spain in El Mundo, and in the
UK in The Guardian.1
In light of the global visibility achieved, Lo¤pez Osuna felt it was necessary to take advantage of the opportunity: ‘We’ve got to get involved. A
great opportunity is opening up to us that we must not miss. There has to
be a grand commission that reviews and sheds light on the facts’ (Delgado,
2001: 10). In short, the publication of the ‘hidden’ photographs was invested
with the catalysing potential to bring about the investigation and clari¢cation of human rights violations committed in the past, in a present in
which, to cite the opening of an in£uential essay by Nancy Fraser (2005:
69), ‘globalization is changing the way we argue about justice’.
On Thursday, 20 December 2001, a mere 11 days after the international dissemination of his photograph, Florencio Lo¤pez Osuna was found
dead in room 309 of the Hotel Museo in Mexico City. In the absence of
signs of violence, the director of the Forensic Medicine Service had certified
the cause of death as bowel obstruction. Nevertheless, for journalists at the
socially progressive Proceso, the publication of the photographs and the
ex-activist’s untimely demise, aged 54, were too much of a coincidence. On
23 December 2001, a second image of Lo¤pez Osuna, taken on the night of
2 October 1968, made the headlines on the news magazine’s front cover
(see Figure 2). In a cropped, half-body shot, bringing into sharper relief
his bloodied mouth, the slim-framed young man’s eyes are closed.2 The subtitle read ‘The strange death of Lo¤pez Osuna. What’s it about?’ Inside,
lamenting the o⁄cial silence that had greeted the evidential burden of the
earlier publication of the ‘hidden’ photographs, Proceso went on to ask
whether it was ‘in e¡ect a coincidental death, as indicated by the ¢rst investigations? Or is it a sinister message?’ (Delgado, 2001: 9).
In this essay, I tell the story of how and why a set of photographs taken
in Mexico City on 2 October 1968 came to make international news in
December 2001. My aim in so doing is to contribute to debates regarding
the agency of photographic images in the visual politics of humanitarianism,
where I propose to shift the emphasis away from questions of whether photographs work, to explore instead how they work.3 Any causal link between
the publication of Lo¤pez Osuna’s photograph and his mysterious death
remains unproven, and indeed un-provable; so too do any straightforward
catalysing properties attributed to the ‘hidden photographs’ in such globally-oriented struggles for truth and justice. Nevertheless, the gap between
the assertion of ‘e⁄cient causality’ (Connolly, 2005), and the impossibility
of establishing its existence, highlights one of the key paradoxes underpinning understandings of photographic (and other) images in what Fuyuki
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Figure 2 Proceso, 23 December 2001: ‘The Strange Death of López
Osuna: What’s it about?’. ß Proceso

Kurasawa (2007) terms the ‘work of global justice’ and its a⁄liated modes of
practice.
On the one hand, the global arena of human rights is brimming with
images, which are widely perceived to have important work to do.
Purveyors of visual knowledge of suffering and injustice ^ embodied
in the starving child, the destitute earthquake survivor, the victim of torture ^ photographs expose these conditions to public scrutiny, provoking
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a reaction in their viewers, impelling them to action, to ‘do something’. On
the other hand, when it comes to determining just what it is that such
images accomplish, more often than not they are found wanting. Icons of
outrage, as David Perlmutter (1998: 28) puts it, ‘may stir controversy, accolades, and emotion, but achieve absolutely nothing’. This paradox should
not, however, become an aporia, deterring us in the pursuit of an understanding of how photographs work to construct and enact claims for
human rights. Or, in the words of Thomas Keenan (2002: 114):
images, information, and knowledge will never guarantee any outcome, nor
will they force or drive any action . . . Still, the only thing more unwise
than attributing the power of causation or of paralysis to images is to
ignore them altogether.

There are two interrelated strands to my analysis. The first focuses on
the circumstances that authorized the simultaneous entry of the ‘hidden’
photographs of 1968 into the Mexican and international media spheres and
illuminates broader questions regarding the intersection between the
national settings in which human rights abuses take place and testimonial
appeals that are ‘increasingly being addressed to a global imagined community’ (Kurasawa, 2007: 30). The second is concerned with the photographs
as agents through which claims regarding human rights abuses in the past
are transmitted into the (global) civil realm.
What makes the images under scrutiny here such a fascinating case
study for an understanding of the ways in which photographs ‘construct
fields of social action in ways that would not have occurred if they did not
exist’ (Edwards, 2001: 17) is that, through the combination of photographic
and globalizing protocols governing their framing in Proceso, they demand
in striking ways that their viewers participate in acts of identi¢cation and
recognition and, in so doing, they enter into what another contributor to
this special section, Ariella Azoulay (2008: 16), has termed ‘the civil contract of photography’, which is an attempt ‘to anchor spectatorship in civic
duty towards photographed persons’.
The Hidden Photos
The vast majority of photographs that appear in the news media serve to
illustrate an accompanying story, where text, rather than image, is conventionally believed to carry the burden of communicative and evidential
authority. In such scenarios, notwithstanding the photographic image may
be the element that draws the viewer-reader to the story in the first place,
it is deemed to lack narrative coherence and is the subordinate partner in
the text/image relationship. In the words of Kari Ande¤n-Papadopoulos
(2008: 7), ‘news images have traditionally been regarded as subjugated illustrations, incapable of telling stories or articulating complex ideas, except by
parasitical dependence on verbal reporting’, a tendency, she adds, that is
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symptomatic of a more pervasive iconophobia. Occasionally, however, an
image, or set of images, transcend this secondary, supporting role and,
owing to the con£uence of extraordinary visual impact and the circumstances surrounding their production and dissemination, constitute the
story itself.4 That the Mexico ’68 photographs were the news, rather than
mere visual anecdote ^ despite, moreover, depicting events that took place
a third of a century previously ^ was predicated on a matrix of factors
related to their evidential burden, and to the ways in which they entered
into public circulation at a speci¢c political juncture.
The image of Lo¤pez Osuna’s brutalized body was published as one of a
series of 35 photographs over two consecutive issues of Proceso (#1311
and #1312), and emblematized the events that had unfolded in the
Chihuahua building on the Plaza de las Tres Culturas in the working class
Tlatelolco neighbourhood of Mexico City on the fateful evening of 2
October 1968. Part of the global youth rebellion of 1968, the Mexican student movement was nevertheless couched in specifically national terms, as
a protest against the arbitrary patriarchal authority of the ruling party, the
Partido Revolucionario Institucional (PRI or Institutional Revolutionary
Party).5 On the eve of the Mexican Olympics ^ the ¢rst third-world country,
in the idiom of the times, to host the Games ^ sharp-shooters, widely
believed to have been under governmental command at the highest level,
opened ¢re from the vantage point of the surrounding buildings on the
mass of up to 10,000 peaceful student and worker demonstrators who had
gathered in the Plaza de las Tres Culturas for a rally. Amidst the demonstrators, the army and police had been deployed to control and contain the
masses assembled in the Plaza. Finding themselves also under ¢re, these
agents of the state retaliated.
In the violent and chaotic scenes that ensued, not only were an undetermined number of students and bystanders massacred, but the precise
affiliation of the sharp-shooters has never been established.6 The government of the day, headed by the severe and paranoid President Gustavo
D|¤ az Ordaz (1964^70), and aided by Interior Minister Luis Echeverr|¤ a,
claimed that student activists had been responsible for the opening shots.
They orchestrated an immediate cover-up of the violence in anticipation of
the inauguration of the Olympics on 12 October, when the ‘eyes of the
world’ would be trained on the nation, a unique opportunity to showcase
the economic and social modernity of the ‘Mexican Miracle’.7 The events at
Tlatelolco marked a turning point in 20th-century Mexican history: this
was the moment at which the full force of the repressive authoritarianism
of the PRI made itself publicly felt, triggering the slow process of democratic reform that eventually led to its historic defeat ^ after 71 years in
power ^ in the 2000 presidential elections, by the right-wing Partido de
Accio¤n Nacional (PAN, or Party of National Action), headed by Vicente
Fox (2000^6).
Concealed from view for over three decades, the photographs thus
burst into the national media sphere at a crucial turning point in Mexico’s
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democratic transition, into a context in which they carried a potent evidential charge. Not only did they bear witness to the never-before-seen torture
that took place when student protesters were rounded up in the Chihuahua
building. The photographs also provided visual proof ^ for so long the subject of oral testimony ^ of the presence of the Batallo¤n Olimpia [Olympic
Battalion], and the role of its members as perpetrators of the violence.
A military group which, as its name suggests, had been created as a security
force in preparation for the forthcoming Games, the Batallo¤n Olimpia
had received a specific set of instructions on the night of 2 October
1968. Namely, its members were to ‘dress in civilian attire, wear a white
glove on their left hand [in order to be identifiable to one another amidst
the chaos] and, on the launch of a flare, were to position themselves
at both doors of the Chihuahua building and prevent anyone from entering
or leaving, and in this way to detain the student leaders’ (Aguayo Quezada,
1998: 222).8
Here it is instructive to examine the layout of the front cover of the 9
December issue of Proceso, where a combination of visual and verbal cues
determines that the eye first fixes on the body of Lo¤pez Osuna. Dense in
iconological references to St Sebastian after the martyrdom ^ characterized
by his youthful body, naked save for a loincloth, his arms tied behind his
back, his flesh pierced (Proestaki, 2010: 82) ^ Lo¤pez Osuna’s slim form
occupies most visual space in the foreground. He stares intensely into the
camera’s view¢nder in 1968 and subsequently out across time, meeting the
gaze of the viewer in 2001. The viewer’s eye then travels to the bright
yellow heading ‘Tlatelolco: the hidden photos’, before alighting on the ¢gures
in the background to the right of the frame. Of these, one ¢gure stands
out. He has been caught in pro¢le, as if strolling insouciantly through this
violent scenario, his right hand casually tucked in his trouser pocket. It is
then that the minor yet striking detail of the gloved left hand comes into
focus.9
Depicting events that had taken place 33 years previously, the
Tlatelolco photographs were, by one reckoning, old news. Nevertheless,
their reappearance was made to happen at an important transitional
moment in national history, which Sergio Aguayo Quezada and Javier
Trevi•o Rangel analyse in an essay, succinctly titled ‘Neither Truth nor
Justice: Mexico’s De Facto Amnesty’. The Mexican political scientists note
that ‘As a candidate, PAN’s Vicente Fox had pledged to confront head-on
all state crimes committed by his predecessors. In fact this was one of the
promises that won him the so-called voto u¤til (useful vote) of those on the
left who wanted at all costs to oust the PRI from power’ (2006: 58). On
acceding to the presidency in December 2000, however, the dilemma
facing Fox was how to set about addressing the human rights abuses of the
past, where he had three options: either to create a truth commission, or a
special prosecutor’s office, or else to decree an amnesty.
Fox’s advisors opposed the amnesty ^ the option favoured by the military in private meetings with the President ^ but were divided between the
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special prosecutor and the truth commission. Those in support of the former
option argued that it would work within the context of existing institutions,
thereby ‘respecting the legal and judicial processes established in the
Mexican Constitution, and consolidating the authority of the new regime’
(Aguayo Quezada and Trevi•o Rangel, 2006: 59). Meanwhile, the proponents of a truth commission maintained that a special prosecutor’s o⁄ce
would run up against di⁄culties, not least the power of the military to protect its own, and the potential for the judiciary to be intimidated or corrupted. By contrast, ‘a truth commission would identify individual
criminals and expose the secret mechanisms of the authoritarian system
that had allowed the abuses. If the workings of this system’s repressive apparatus, which still held on to much of its power, were better known, it might
be easier to dismantle it or at least restrain it, and this in turn, would have
a positive e¡ect on the security of the new regime’ (p. 59).
The entrenched power of the repressive apparatus of the old regime
became clear before the first year of Fox’s sexenio, or six-year presidential
term, was up. After appearing to support, and even going so far as to promise his special advisors that he would establish a truth commission, Fox did
a volte face. On 27 November 2001, he announced the creation of the
Fiscal|¤ a Especial para Movimientos Sociales y Pol|¤ ticos del Pasado
(FEMOSPP, Office of the Special Prosecutor for Historical Social and
Political Movements). Committed to ‘uncovering the truth and making
amends to the victims of past atrocities’, Fox ultimately created an organization that would ‘fail to bring the main violators of human rights to justice’,
where ultimately, ‘the real winners were those who wanted an amnesty’
(Aguayo Quezada and Trevi•o Rangel, 2006: 60). That this would be the
outcome, whilst strongly suspected by opponents of FEMOSPP, was, however, not a foregone conclusion when, 12 days later, Proceso published the
Tlatelolco photographs.
Without doubt, the photographs made the headlines of their own volition, so to speak, thanks to the forceful visual evidence that they carried
and made public at a significant juncture in national history. Nevertheless,
there is considerable ambiguity surrounding their origins that is worthy of
exploration here, for it exemplifies the act of bearing witness in the contemporary age as a fundamentally transnational phenomenon. On the one
hand, Proceso claimed that the photographs had come into its possession
thanks to an anonymous donation and were the work of an unnamed photographer employed by the government in 1968, where the text accompanying
the publication of the photographs in both the national and international
media make an explicit play on the mysterious circumstances surrounding
this act of donation. So, for example, The Guardian article commences:
‘A set of photographs sent anonymously to a journalist in Spain has provided the first proof in 33 years that Mexican governments have lied about
the role of paramilitaries in a massacre of students just before the 1968
Olympic Games’ (Tremlett and Tuckman, 2001). On the other, all the evidence points to the donation as a journalistic sleight of hand, designed to
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inject the photographs with the energy to project them onto the radar of a
global imagined community.
Let’s turn in the first instance to the question of the authorship of
the Tlatelolco images, where Mexican historian Alberto del Castillo has
firmly established that, far from anonymous, the maker of the incriminating images can, in fact, be identified as Manuel Gutie¤rrez Paredes
(1923(?)^ 82). Joining the Ministry for the Interior as official events photographer in the mid-1960s, Gutie¤rrez Paredes was subsequently assigned to
make a ‘meticulous inventory of marches, social mobilisations and all
manner of arrests’ during the summer of student unrest (Del Castillo,
2007: 206). These images had remained in Gutie¤rrez Paredes’ and, after his
death in 1982, his family’s private possession until December 2000. At
this point his extensive repertoire was subdivided by genre, and those
images relating to work classi¢ed as political, including the student movement, were sold to the Universidad Nacional Auto¤noma de Me¤xico
(National Autonomous University of Mexico, UNAM), where they now
form part of the Archivo Histo¤rico de la UNAM.10 Almost exactly one year
after their acquisition by the UNAM, Proceso published its selection of the
images, without, however, acknowledging their archival provenance, claiming instead that they had fallen into the magazine’s hands thanks to a set
of circumstances that signi¢cantly served to orient the photographs’ direction of travel.11
Sequestered from view for so long, it was no coincidence that the photographs came to light, so it was claimed, courtesy of the anonymous donation not merely to Proceso, but also specifically to its Madrid
correspondent, Sanjuana Mart|¤ nez. This is because the newsweekly owes
its inception, in part, to the events of October 1968, which had precipitated
a crisis in Mexico’s traditionally passive, pro-government press. Whilst
editor of the major daily Exce¤lsior, Proceso’s founder, Julio Scherer Garc|¤ a,
had started to pioneer a more socially critical form of journalism. This
stance had led to his ousting from Exce¤lsior and the launch, in 1976, of
Proceso, a weekly precisely committed to the principles of independence
and the democratization of the press.12 Not only was the choice of news
outlet signi¢cant, so too was the European location of its correspondent,
who made the act of donation and the anonymous telephone calls that followed it, a key feature of her special report, titled ‘2 October: Images by a
Government Photographer’.
In the first telephone conversation, the donor simply stated that ‘They
are photographs that I think will interest you. They are photos of ’68. They
were taken from the inside by a government photographer.’ In the second
conversation, Mart|¤ nez acknowledged that the photographs indeed represented a ‘spine-chilling document [un documento estremecedor] and historical material of great importance’, at the same time pressing the donor to
reveal the photographer’s identity and his own and, moreover, to state
his intentions in carrying out the photographic transaction. Refusing
to break anonymity, the donor simply stated that Mart|¤ nez should ask
Downloaded from tcs.sagepub.com at SWETS WISE ONLINE CONTENT on March 6, 2012

Noble ^ Recognizing Historical Injustice through Photography 193

Luis Echeverr|¤ a about the identity of the photographer (Mart|¤ nez,
2001a: 13). Minister for the Interior under D|¤ az Ordaz, before assuming
the presidency himself in 1970, Echeverr|¤ a was widely believed to have
been heavily implicated in the student massacre and had been singled out
by human rights activists as a key perpetrator and, as such, therefore
should be brought to justice.13
Although he does not make a direct reference to FEMOSPP, the donor
signals that he has chosen the time and place of delivery with great care.
In light of the recent murder of prominent human rights lawyer Digna
Ochoa, he asserted that ‘the sewers of the PRI are still intact’, and that
Vicente Fox had made a pact with ‘the guilty: the military, the paramilitaries, the police and those in power who killed and disappeared hundreds
of people’.14 For this reason, the photographs were to appear not only in
Mexico but in other parts of the world, notably in Spain, ‘where other dictatorships have been investigated, such as the Argentine and Chilean dictatorships’. He was, moreover, unequivocal regarding what he aimed to achieve
as a result of the donation to the Madrid-based Proceso journalist: ‘That
the Tlatelolco massacre is also investigated. The dirty war of the Mexican
government. The disappearance of more than 500 people. That justice is
done! We want justice! Here it is impossible. Impunity is on-going in
Mexico’ (Mart|¤ nez, 2001a: 13).15
Invented or real ^ and it would be difficult to resolve this issue conclusively ^ the anonymous donation bespeaks the political urgency of a pivotal moment in Mexico’s transition towards greater democratic openness, as
steps were being taken to start to investigate acts of state terrorism in the
past. As ventriloquized by the donor, it also signals the considerable ^ and
in retrospect, well-founded ^ anxieties and fears that greeted the recentlycreated FEMOSPP’s ability to bring the perpetrators to justice. For as
Aguayo Quezada and Trevi•o Rangel (2006: 61) demonstrate, from its
inception the FEMOSPP was characterized by a catalogue of errors, not
least in the calculated appointment of a weak and inexperienced special
prosecutor, Ignacio Carrillo Prieto. At the same time, the donation disavows
and thereby extracts the photographs from their site of origin ^ namely the
nationally located archive understood in conventional terms as a reifying
and ‘inactive space after the ¢rst act of appropriation’ (Edwards, 2001: 4) ^
launching them instead into the circuits of communicative power of the
global media sphere.16
As a cipher of intentionality, the donor’s declaration of what he seeks
to achieve through launch of the Tlatelolco images into the global media
sphere ^ ‘That justice is done! We want justice!’ ^ is unambiguous. How,
though, might these photographs be understood to participate in the enactment of justice? What is their transitive function? To start to sketch out
answers to these questions, we must turn, in the first instance, to the
national sphere, and to an exploration of the structures of identification
that are established through the publication of the Tlatelolco photographs
in Proceso.
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Bearing Witness through Photographs
The practice of bearing witness, according to Kurasawa (2007: 29), embodies three key features, namely intersubjectivity, publicity and transnationalism, which, he argues, can be understood through Paul Celan’s allegory
of the poem as a ‘message in a bottle’. F|rst, initiated by eyewitnesses ^
and/or their proxies ^ ‘who write messages, place them in bottles, and
send them out to sea’, the act of bearing witness is an ‘intrinsically dialogical
process of recognition involving both eyewitnesses and their audiences, the
two parties engaging in the labour of address and response through which
they constitute each other’s roles’ (p. 29). In short, the bottle ‘must reach
land, and others must both read and understand the message it contains’,
where the allegory signals the uncertainty that surrounds the message reaching its target audience. Second, the burden of political responsibility then
rests with the audience, who must ‘intervene accordingly with the aim of
alerting the world . . . cultivating empathy, remembering and preventing the
reoccurrence of the immediate or structural circumstances that are at the
root of the su¡ering’ (pp. 29^30). Third, bearing witness as an intersubjective process is a publicly-oriented activity with, in the contemporary world,
fundamentally transnational bearings, where actors, located beyond the territorial boundaries in which the human rights abuses have taken place,
‘play determining roles in acknowledging and publicizing atrocities, as well
as initiating judicial procedures on behalf of victims and survivors’ (p. 30).
We have already examined the socio-political circumstances that surrounded the transnational launch of the photographs ‘out to sea’, where the
mystery surrounding the anonymous donation guarantees a scale of publicity that arguably would not have been possible had they simply been
unearthed in the archives of the UNAM. We can now focus on what happened once they landed, taking us back to the front cover of the 9
December issue of Proceso. The appeal to a (primarily) national audience
is instigated, in the first instance, thanks to the layout and design of the
front cover, where the capitalized ‘Hidden Photographs’, superimposed over
the striking image of Lo¤pez Osuna ^ rich in connotations in the context of
an everyday visual economy suffused with Catholic iconographic traditions ^
takes visual precedence over ‘Tlatelolco 68’. In this way, curiosity is immediately piqued, prompting a series of questions: who is this young man?
Who has been responsible for concealing these photographs from public
view? Where and why? Compelled to read and see more, those who
encountered the ‘hidden’ Tlatelolco photographs between the covers of
Proceso were explicitly exhorted to engage with them in intersubjective
terms, as signalled by the red, capitalized subheading ‘RECONOZCA Y
RECONO¤ZCASE’ that followed the main heading of Mart|¤ nez’s article, and
framed the first tranche of 24 images, with more appearing in the following
week’s issue (see Figures 3 and 4).
Derived from the Latin recognoscere, the Spanish verb reconocer,
conjugated here in the second-person singular formal imperative, and
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Figure 3 Proceso, 9 December 2001: ‘2 October: Images by a
government photographer’. ß Proceso

second-person formal pronominal imperative, literally means ‘identify others
[reconozca] and yourself [recono¤zcase]’. Readers who did indeed literally
recognize themselves or others were encouraged to get in touch with
Proceso’s editorial team on the telephone number or email provided, if they
had a story to tell about the people ^ victims or perpetrators ^ depicted in
the photographs. In short, as framed within the context of Proceso, recognition, or identification, was the starting point for the construction of an
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Figure 4 Proceso, 9 December 2001: ‘Identify [others] and yourself.
Those who have a story to tell about the people, victims and victimizers, that appear in these photographs, contact the Proceso
editorial team, on. . .’. ß Proceso

ethico-political relationship with the people and past events represented in
the images, where acts of identification would, in turn, lead to a further
inflection of the verb ‘reconocer’, namely, acknowledgement of that past.17
Further, such acts of identi¢cation and acknowledgement drew on speci¢cally photographic protocols, whereby readers of Proceso were called on to
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bear witness to the turbulent scenes that took place in the hallways of the
Chihuahua building through the structure and conventions of a sequential
photo story that unfolds over the ten pages of Mart|¤ nez’s special report.
As framed through its layout in Proceso, the primary visual narrative
thread of this photo story revolves around a situation of chaos that gradually
gives way to a restored order with specifically visual inflections. At the
beginning of the sequence, the images are characterized by a combination
of unconventional and skewed camera angles, with blurred and overexposed
figures that cut across the photographic frame. In these opening images,
the bodily gestures of those involved, their attention fixed on the action in
which they are caught up, suggest that victims and perpetrators alike are largely oblivious to the presence of the photographer. In a medium close-up
on the first page of the report, a truncated, suited figure strides towards
three young men who cower on the floor; the eyes of the young man on the
right are transfixed ^ in a look of terror ^ by something that is taking
place behind him, beyond the photographic frame (see Figure 3).
In the next image, a wide-angle shot affords a glimpse into the depth
of the building, where four men in civilian clothes, each conspicuously sporting a white glove on his left hand, appear in a range of action poses, their
attention focused on something that is obscured to the photographer and
viewer by the cordon of their bodies. To the left of the frame, behind the
overexposed head of a bespectacled figure, is a man with a camera hung
around his neck (see Figure 4). On the next page, clad in a mackintosh,
this photographer appears again, striding across the picture plane, under
the caption ‘the unknown photographer’ (see Figure 5). Is he one of the
photo-journalists who were also caught in the building, and whose ¢lm was
subsequently stripped from their cameras before they were released?18 Or,
more likely, given the freedom of movement that he clearly enjoys amidst
the cowering students, is he a second government photographer?
Scenes of chaos gradually recede, however, as order is restored, and the
photographer’s real task commences: the production of images that conform
^ albeit loosely rather than precisely ^to the formal conventions of the
mug shot. As the influential work of Alan Sekula (1986) and John Tagg
(1988) has demonstrated, photography has a long history of use in the practices of law enforcement and criminal identi¢cation. W|th its roots in
19th-century portraiture which, from its inception, had both honori¢c and
repressive functions (Sekula, 1986: 6), the formal conventions of the mug
shot were rapidly established: ‘the body isolated; the narrow space; the subjection to an unreturnable gaze; the scrutiny of gestures, faces and features;
the clarity of illumination and sharpness of focus; the names and number
boards. These are the traces of power, repeated countless times, whenever
the photographer prepared an exposure, in police cell, prison, consultation
room, asylum, home or school’ (Tagg, 1988: 85).
True, the circumstances under which the Tlatelolco photographs were
produced militate against the tightly controlled conditions of the police
mug shot described by Tagg. Its conventions are nevertheless at play in
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Figure 5 Proceso, 9 December 2001: ‘The unknown photographer’.
ß Proceso

many of the images taken of those students trapped in the Chihuahua building: conventions which are further reinforced via their layout in the context
of Proceso. For instance, in a sequence of 12 images, individual students
are isolated and photographically registered as they descend a stairwell. In
some cases, the subject is prevented from moving on before the photographer has completed his task by the restraining, gloved hand of one of the
paramilitaries. Captioned ‘Batallo¤n Olimpia: mission accomplished’, this
sequence is significantly set out over a full page in a regular three-by-four
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pattern, invoking a form of rogues gallery: those carefully ordered albums
collected by ‘police departments world wide’, enabling them ‘to record criminal activity and identify repeat offenders’ (Finn, 2009: 6; see Figure 6). At
some point, the corralled students have been ordered to strip and made to
line up against the wall, the camera scrutinizing their gestures, faces and
features in carefully ordered groups of three (see Figure 7).
An instrument in the apparatus of power, the photographs were subsequently deployed as evidence in the legal proceedings that followed, leading

Figure 6 Proceso, 9 December 2001: ‘El Batallón Olimpia: mission
accomplished’. ß Proceso
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to the incarceration of significant numbers of students, including of Lo¤pez
Osuna. At the same time, however, insofar as they function as mug shots,
they do so in an improvised fashion that does not entirely obey the protocols
of this photographic form. As such, they morph readily, from documents
with legal status admissible in 1968 in a court of law to incriminate their
student-subjects, into documents that precisely provide evidence of the
criminality of the state. Viewed in hindsight, the very existence of these
clandestine images makes manifest a political environment in which individual rights have been suspended, and the absence of the rule of law
becomes encrypted in the photographic frame itself. In this photographic
situation, the students have been stripped half naked and members of the
military can pose with impunity as if in a group portrait beside citizens
whose rights, like the clothes on their backs, have been stripped away
(see Figure 8).
Framing Recognition between the Local and the Global
A set of photographs produced in 1968 as mugshots to foster one form of
identification, framed within the pages of Proceso in 2001, this same set
brings about another form of identificatory process, one triggered by the
imperative ‘reconozca y recono¤zcase’. Within a national context, as the provision of the telephone number and email indicate, on one level, the photographs appealed for recognition to those with a direct relationship to the
events that took place on 2 October 1968. Indeed, what makes the
Tlatelolco photographs such an unusual and rich set of images for an

Figure 7 Proceso, 16 December 2001. ß Proceso
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Figure 8 Proceso, 9 December 2001: ‘Luis González de Alba and
Florencio López Osuna’. ß Proceso

understanding of the visual politics of humanitarianism is that an important component of the audience addressed ^ namely, the ex-students ^
were simultaneously eyewitnesses. Some identified themselves, caught in
what Marianne Hirsch (2003) has termed the ‘perpetrator’s gaze’; meanwhile, others were identi¢ed and tracked down by Proceso journalists,
coming forward to tell their stories related to the photographs: stories
which were published in the following week’s issue of Proceso, dated 16
December 2001.
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Figure 9 Proceso, 16 December 2001: ‘The Photos of 68: The
victims speak’. ß Proceso
For a second week, a ‘68 photo’ made the front cover, this time with
the headline ‘The victims speak’ (see Figure 9). In a lead article, ‘They
lived to tell the tale’, Proceso journalist Jose¤ Gil Olmos (2001: 8) states:
‘It was abroad that the documents acquired the echo that was denied them
at home.’ But he continues: ‘Fortunately, the appeal that our magazine
made to those who identi¢ed themselves in these photographs did indeed
obtain a response: a response from the victims who have the guts to
bear witness to what happened in the Plaza de las Tres Culturas’ (p. 8).
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In short, the images that had appeared the previous week had done their
work, hailing a range of participants in the events depicted, giving rise to a
permutation of the before-and-after photograph, a juxtaposition that starkly
dramatizes the passing of time.
On the first two-page spread, an image of an empty interior captioned
‘The corridor of the Chihuahua building today’ appears above a smaller photograph of ‘The same place, 33 years ago’, populated by the white-gloved
Batallo¤n members who had appeared in larger format in the preceding
week’s issue (see Figure 10). Then, on the following page, a photograph of a
middle-aged Lo¤pez Osuna, pointing to something beyond the frame,

Figure 10 Proceso, 16 December 2001: ‘They lived to tell the tale’.
ß Proceso
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captioned ‘On the third £oor of the Chihuahua building: Lo¤pez Osuna is
today deputy director of the Voca 5 [school]’, and a portrait of Luis
Gonza¤ lez de Alba, ‘now a writer and journalist’, are reproduced beside a
smaller inset image of the two ‘then leaders’, in which they have been made
to pose with the soldiers holding them captive (see Figure 11). The accompanying testimonies describe what the then students were doing at the Plaza
de las Tres Culturas; their reactions to the photographs; how they had been

Figure 11 Proceso, 16 December 2001: Florencio López Osuna
(above) and Luis González de Alba (below). ß Proceso
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treated; their impressions of the men whom they subsequently learned to be
members of the Batallo¤n Olimpia. Thus, Lo¤pez Osuna had been the ¢rst
(and only) student leader to give a speech to those gathered for the rally,
before it had dissolved into violence, hence clarifying why he in particular
had attracted the camera’s surveying lens on several occasions. Meanwhile,
Luis Gonza¤ lez de Alba declares: ‘The photos are the proof, the absolute evidence of what we, the leaders of the movement of 68 have been saying for
over 30 years: that the Tlatelolco massacre was started by men dressed in
civilian clothes with a white glove on their left hand, and a pistol in the
right’ (Gil Olmos, 2001: 11).
Whilst the ex-students’ testimonies are accorded privileged status in
the 24-page feature dedicated to the Tlatelolco photographs on 16
December, they are supplemented by a range of other voices whose testimonies all focused on the photographs, and that equally merit attention. First,
within the national sphere, the photographs also spoke directly to an
ex-member of the military, Mario Alberto Sierra, who was working undercover in the Plaza and who, whilst not pictured amongst the perpetrators,
recognized himself in the situation and decided to offer his testimony as
an ‘act of conscience’ (Gil Olmos, 2001: 17). Second, evincing the photographs’ international resonance, an inset details a range of instances of
their international dissemination and comment, which ‘has put President
Vicente Fox’s willingness to the test to ful¢l his campaign pledge to subject
the past to thorough scrutiny’ (Gil Olmos, 2001: 8). Including the Lo¤pez
Osuna photograph as reproduced in The New York Times under the headline ‘Flashback to Deadly Clash of ’68 Shakes Mexico’, the inset, like The
Guardian article cited earlier, alludes to the mysterious provenance of the
images: ‘a series of chilling black and white photographs mysteriously
emerged this week to o¡er the ¢rst graphic documentation of the role in
the violence played by a special security force that called itself the
‘‘Olympia Battalion’’’ (see Figure 12).
Third, and most significantly, in a follow-up to her special report, in
an article titled ‘Fox, facing an inescapable obligation: Garzo¤n’, Madrid correspondent Mart|¤ nez focuses on the Spanish judge’s reactions to and opinions on the legal implications of the photographs.19 Gaining international
attention for issuing a warrant for the arrest of Augusto Pinochet in 1998,
in addition to ¢ling genocide charges against the leaders of Argentina’s
brutal military dictatorship (1976^83), Baltasar Garzo¤n ¢nds much of interest in the photographs: ‘The photos are really eloquent and important’, he
states; ‘they ‘‘lay out on the table’’ something that has been debated for
years: the expectation that justice will be done with regards crimes committed in the past, expectations that increased a year ago when Vicente Fox
assumed the presidency.’ Furthermore, he asserts: ‘these are criminal acts
that can be categorised as crimes against humanity and as crimes against
the international community, even though they have taken place in Mexico’
(Mart|¤ nez, 2001c: 25, emphasis in the original).
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Figure 12 Proceso, 16 December 2001: ‘Foreign press: Reactions
and impressions’. ß Proceso

It should by now be clear that the three characteristic features of bearing witness in the contemporary world identified by Kurasawa are at play
in the presentation of the Tlatelolco photographs in Proceso: namely intersubjectivity, publicity and transnationalism. There is, however, more to be
said about intersubjectivity as it plays a part in the dissemination of these
photographs. That is to say, if the act of bearing witness is ‘a dialogical process of recognition involving both eyewitnesses and their audiences, the
two parties engaging in the labour of address and response through which
they constitute each other’s roles’ (Kurasawa, 2007: 29), then it is important
to underline that this process is explicitly foregrounded in the presentation
of the photographs in Proceso. This is manifest, on the one hand, in the
framing imperative ‘reconozca y recono¤zcase’. On the other, it is signalled in
the very staging of both direct and indirect responses to the images: explicitly on the part of the student eyewitnesses themselves and Garzo¤n, the
expert legal witness; and implicitly, on the part of the global international
community embodied in readers of The New York T|mes. These responses,
in turn, frame and shape the response of those other onlookers who, lacking
a direct involvement, are nevertheless called on by Proceso to take part, to
acknowledge ^ reconocer ^the acts of state terrorism committed in the past.
Contrary to Kurasawa’s formulation, however, the recognition of historical injustice through photographs such as that of Lo¤pez Osuna’s brutalized body does not involve an empathetic engagement with the victim,
where such responses after the fact can never amount to more than empty
gestures. That this is the case crystallizes if we unpack further the viewing
positions provided for the spectator who is called on to bear witness to the
violent past. As the photographs are framed in Proceso, this viewing position must be understood through the viewing position of the ex-students,
which is simultaneously that of eyewitness (they were there) and that of
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spectator (they now look on). The middle-aged student eyewitnesses-spectators are called on to identify (with) their younger selves caught in the photographic apparatus, whose function is to make them visible and thereby
identifiable within the juridical structures of state control. At the same
time, the intervention of Garzo¤n in the act of photographic interpretation
qualifies the gaze in which they are caught as evidence of state terrorism.
Thus, the students gaze straight into the camera and beyond both to their
future selves and to potential viewers, viewers whose gaze, in turn, is
framed by theirs and those called forth to examine the evidence. In this
way, taking into account ‘all the participants in photographic acts ^
camera, photographer, photographed subject, and spectator ^ approaching
the photograph (and its meaning) as an unintentional effect of the encounter between all of these’ (Azoulay, 2008: 23), the possibility of a di¡erent
relationship with the photographed subject opens up. This relationship is
predicated on what Azoulay has termed ‘a civic duty’ to the injured person,
in which the image stages an ethical demand for recognition, where recognition involves seeing oneself seeing within a network of gazes in which the
local and the global intersect.
Conclusion
In ‘The Abu Ghraib Archive’, an essay about the eruption into the ‘global
iconosphere’ of another, more recent ‘body of shocking images of torture’,
W.J.T. Mitchell (2008: 168) re£ects on the desire for political or aesthetic e⁄cacy that surrounds the notorious photographs from the Iraqi prison. This
desire, he asserts, ‘was especially acute in the immediate aftermath of their
unveiling, when it was hoped that the images were the ‘‘smoking gun’’ that
would bring down the government that had produced them.’ (Mitchell,
2008: 176). From the invocation of Accidental Napalm as a template,
through Florencio Lo¤pez Osuna’s own assertion that the publication of the
photographs provided an opportunity for political action, to the aims articulated by the anonymous donor in handing the images over to Proceso, the
entry of the Tlatelolco photographs into the transnational public sphere in
2001 was su¡used with the language of power and e¡ect. Seemingly larger
than the story that they depicted, the photographs qua photographs were
invested with catalysing properties by those involved in their dissemination.
As we have seen, their publication was not, however, intended to bring
down a government; rather, it was hoped that it would compel the recently
installed administration of V|cente Fox to make good his election pledge to
investigate and clarify human rights violations committed during the long
authoritarian rule of the PRI. That the photographs were attributed with
the power to make things happen was ironically crystallized in the causal
link that, Proceso insinuated, existed between the publication of the cover
photograph and its subject’s death. Only here, on one level, the e¡ects were
surely unintended; or to pursue Mitchell’s metaphor, the photographs as
‘smoking gun’ back¢red.20
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What, though, can the Tlatelolco photographs tell us about the process
of bearing witness through photographs to acts of state terrorism committed
in the past? If we attempt to answer this question through the terms of
what William E. Connolly (2005: 869) calls ‘e⁄cient causality’, ‘in which
you ¢rst separate factors and then show how one is the basic cause, or how
they cause each other, or how they together re£ect a more basic cause’, the
photographs will always be found wanting. It would be impossible to state
with any authority that their publication led to any of the intended or unintended outcomes articulated by social actors involved in the process.
Rather, we must abandon the notion of causality, and instead focus on the
speci¢cally photographic e¡ects produced by the framing of the images in
Proceso ^ and particularly the ways in which they fostered acts of recognition ^ as they intersected with testimonial appeals addressed simultaneously to national and global imagined communities. As agents in
operation in the work of global justice, what an analysis of these photographs show us is that bearing witness is a fundamentally intersubjective
and transnational practice. But more importantly, they show us seeing,
where showing seeing itself is central to the work of global justice.
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Notes
1. See Thompson (2001); Tremlett and Tuckman (2001); Mart|¤ nez (2001b).
2. We might also note further symbolism in the layout, where Lo¤pez Osuna’s head
is superimposed over the ‘es’ in the title Proceso (where in Spanish ‘es’ is the
third person singular of the verb ‘ser’, to be).
3. This article builds on some earlier work (Noble, 2009), in which I explore the role
of family photographs in global struggles for human rights, arguing against the tendency to view such images as mere props, rather than endowed with their own speci¢cally photographic agency. Cultural agency has particular in£ections within the
sphere of Latin American Studies and social practice explored in the introduction
to a collection of essays edited by Doris Sommer (2006: 3), Cultural Agency in the
Americas, where she argues: ‘Culture enables agency. Where structures or conditions can seem intractable, creative practices add dangerous supplements that add
angles for intervention and locate room for maneuver.’
4. Amongst the most notorious recent examples are the Abu Ghraib photographs,
which have also rapidly become one of the most widely discussed sets of images
in the history of the medium, with academic interventions including Mirzoeff
(2006); Ande¤n-Papadopoulus (2008); Mitchell (2008); Eisenmann (2007); Butler
(2009). Other examples of the representation of the event becoming the media
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story include the TV footage of F|kret Alic¤ and others imprisoned at the Trnopolje
camp in Bosnia in 1992 (see Campbell, 2002a, 2002b), or Operation Restore
Hope in Somalia, 1992 (see Keenan, 2004). What distinguishes this material
from the Mexico 68 and the Abu Ghraib torture photographs, as we will see
below, is that the latter were forms of perpetrator images and not produced for
public dissemination, which in part contributes to their newsworthy status.
5. It is not possible to classify the PRI in terms of conventional left or right-wing
politics. Emerging out of the Mexican revolution (1910^20), the PRI’s forerunner,
the Partido Nacional Revolucionario, formed in 1929, to be reconstituted in 1938
as the Partido de la Revolucio¤n Mexicana, and then as the PRI in 1946. One of
its key characteristics was to deploy corporatist policies, combined with increasing
corruption, to tie divergent sectors of society into a centralizing project of state
in order to maintain the party in power for 71 years.
6. Drawing on work by forensic anthropologists, Gonza¤ lez de Bustamante (2010: 9)
has suggested that it is likely ‘that close to 500 people died in the con£ict’.
7. The ‘Mexican Miracle’ refers to the period of sustained economic growth from
the 1940s through to the 1970s. It came to an abrupt end with the economic
crisis of 1982. See Zolov (2004) on the 1968 Olympics and the showcasing of the
‘land of tomorrow’. The literature in Spanish on the student movement is extensive.
See, for example, Aguayo Quezada (1998) and Scherer Garc|¤ a and Monsiva¤ is
(2002 and 2004); in English, see, for example, articles in the recent special issue
of the Bulletin of Latin American Research edited by Brewster (2010); Carey
(2005); Gonza¤ lez de Bustamante (2010); Witherspoon (2008); Zolov (1999).
8. As Aguayo Quezada (1998: 222) makes clear, the di¡erent state agencies
involved in the operations of 2 October ^ the police, the regular army, and the paramilitaries ^ received con£icting sets of instructions from those coordinating the
crack-down on the student movement. So determined was the government to contain the student protests that it was prepared to sacri¢ce the lives not only of students and civilian bystanders, but also members of its own military and police force.
9. The photograph has been cropped for reproduction on the front cover of
Proceso, as evinced by the version that appeared in The New York Times on 13
December 2001, which features two further soldiers to the left of the frame
behind Lo¤pez Osuna.
10. See URL (consulted 21 February 2010): http://ahunam.wordpress.com/2008/
12/04/fondos-sobre-la-revolucion-mexicana/.
11. Del Castillo (2007: 211) notes that nearly two years after the UNAM’s acquisition of the photographs, Proceso published a special issue, Memoria Gra¤ fica del
68. Del Archivo secreto de Gobernacio¤n (Graphic Memory of 68. From the secret
archive of the Ministry of the Interior), in which the images are accorded their correct archival provenance and authorship.
12. For an analysis of the development of the media in Mexico and their relation to
the authoritarianism of the PRI, see Hallin (2000), and Lawson (2002). Scherer
Garc|¤ a, it should be noted, has co-authored two important books on the
Tlatelolco massacre with the late Carlos Monsiva¤ is (2002 and 2004).
13. Echeverr|¤ a was in fact charged with genocide and placed under house arrest
but exonerated in July 2006. As Aguayo Quezada and Trevi•o Rangel (2006:
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62) point out, political genocide had no basis in law and the FEMOSPP’s implementation of ‘questionable judicial strategies . . . at times appeared designed not
only to fail but to set dangerous precedents that would hinder future
investigations’.
14. Digna Ochoa y Pla¤ cido (1964^2001), a human rights lawyer with a reputation
for representing some of Mexico’s most marginalized citizens against powerful
government interests, was found shot dead in her office in Mexico City on 19
October 2001. Her death was officially declared a suicide, despite previous
attempts on her life. See Diebel (2006) for an account of her life and death.
15. The so-called dirty war in Mexico took place between the 1960s and 1980s and
was prosecuted by the government and military, during which massacre, forced
disappearance and systematic torture were used against those perceived to be
opponents of the regime. The official report on the ‘dirty war’ can be found at the
following URL: (consulted 3 March 2010) http://www.gwu.edu/nsarchiv/
NSAEBB/NSAEBB209/index.htm.
16. In this way, the donation betrays a stereotypical attitude towards the archive,
understood as a low-powered, dusty repository, rather than the archive that has
emerged in the extensive scholarship on the subject. For a cogent overview of the
debates, see Schwartz and Cook (2002).
17. The concept of recognition and its place within an ethical project of re-conceiving the other as a subject, particularly at the contemporary geo-political
moment, has a rich theoretical literature. For accounts that in different ways privilege recognition as fundamental to the processes of ethical relation, see for example Fraser (2000) and Butler (2009). By contrast, see Oliver (2001) for a
trenchant critique of what she terms the ‘pathology’ of recognition.
18. Amongst the journalists present were the late John Rodda of The Guardian,
Fernando Choisel of the radio station ‘Europa Uno’, and Charles Courrie're of
Paris Match. The latter was advised by a member of the Batallo¤n Olimpia to put
a white handkerchief around his left hand, which he was told was a ‘signal’. Later
he was taken by two men wearing white gloves to the bathroom of a nearby flat,
where he was ordered to strip and the film from his camera confiscated
(Mart|¤ nez, 2001a: 15).
19. See Rothenberg (2002) for an in-depth interview with Garzo¤n. Most recently,
on 14 May 2010, Spain’s General Council of the Judiciary demanded that Garzo¤n
be suspended from his post on the grounds that his investigation into crimes committed during the Spanish Civil War (1936^39) were covered by a 1977 amnesty.
20. On another level, and mixing metaphors, the death of Lo¤pez Osuna, whilst
unintended, added fuel to the fire. If the aim of publishing the photographs was
to push the Tlatelolco massacre back into the forefront of public consciousness in
the pursuit of bringing the perpetrators to justice, the mysterious death of the exstudent leader could not but reinforce this pursuit, insofar as it suggested that
the same historical actors continued to exercise power and influence in the
present.
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