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Cet ouvrage est le fruit d'un colloque organisé en janvier 2019, entre
Geneve et Fribourg, par des collegues des universités de Fribourg
(Jean-Francois Fayet, directeur exécutif du département d'histoire
contemporaine), de Geneve (Sébastien Farré, directeur exécutif de la
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Humanitarian and Conflict Response Institute), avec la collaboration de
Davide Rodogno (IHEID).
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Manchester et de la Maison de I'histoire. Le FNS a de plus soutenu
I'édition du présent ouvrage.

Notre gratitude se porte aussi en direction des collaborateurs
de I'université de Fribourg: Niels Rebetez, qui a accompagné toute
I'organisation du colloque, de la recherche des fonds aux réservations,
Léo Bulliard, pour la relecture et la mise en page, Nicolas Constantin et
Donia Hasler pour I'assistance lors du colloque.

Nous souhaiterions, enfin, remercier Pierre Hazan (journaliste
et chercheur spécialisé dans le droit international et I'action huma-
nitaire), Pascal Hufschmid (directeur du Musée international de la
Croix-Rouge) et Valérie Gorin (CERAH, Geneve) pour leur participation
a la table ronde intitulée L’humanitaire s'expose ? Du passé au présent
qui servit de préambule au colloque. Notre réflexion s'est nourrie des
questions, critiques et réflexions abordées par ce panel rassemblant
des personnes ayant de I'expérience dans |'organisation d'expositions
«humanitaires », des praticiens de notre objet.
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«You find me, my dears, as usual, very busy; but that you will
excuse. The African project at present employs my whole
time»,

Charles Dickens, Telescopic Philanthropy, ch. 4, Bleak House, 1852".

Much as Balzac had lampooned humanitarianism as a fanci-
ful and abstract love for humanity in his novel Les Employés in
18387, Dickens mercilessly portrayed philantropists invested
in global projects as myopic to sufferings around them while
absorbed by distant visions of humanity. His characters infat-
uated with their African meliorist schemes thus neglect both
domestic and social needs and survive in squalid home cir-
cumstances and abstract Utopianism. In his 1852 novel, he
thus coined the phrase «telescopic philanthropy» to express
his contempt for misguided optics in charitable activism®. The
emergence of the paradox of devoting resources, material aid
and emotions on subjects distant from one’s own society is
indeed one of the key historical questions for anyone studying
the history of humanitarianism®. Many historians have thus
chartered the development of a humanitarian sensibility in
the eighteenth® and nineteenth century and have associated it
to the development of new narratives of pain and suffering’,
to a sense of economic empowerment brought about by global

1 Charles Dickens, Bleak House, London, Chapman & Hall, 1901, vol. XI, p. 32.

2 Honoré de Balzac, Les Employés, Paris, Le Club frangais du Livre, 1965, p. 1082.
3 Hugh Cunningham, The Reputation of Philanthropy since 1750. Britain and
Beyond, Manchester, Manchester University Press, 2020.

4 Ruben Flores, « When Charity Does Not Begin at Home: Exploring the British
Socioemotional Economy of Compassion», Sociological Research Online, 18, 1
(2013), p. 50-60.

5 Norman S. Fiering, «lIrresistible Compassion: an Aspect of Eighteenth-Century
Sympathy and Humanitarianism », Journal of the History of Ideas, 37,2 (1976), p. 195-
218.

6 Bertrand Taithe, « Humanitarian History?», in Roger MacGinty and Jenny Peter-
son (eds), The Humanitarian Handbook, London, Routledge, 2015; Karen Halttunen,
«Humanitarianism and the Pornography of Pain in Anglo-American Culture», The
American Historical Review, 100, 2 (1995), p. 303-334.
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trades in goods produced by slavery’, the civilizing project
resulting from the imperial affirmation of the European pow-
ers, to the reach of the press and media explosion in the mid to
late nineteenth century?®, to gender and class transformations.
According Alan Lester and Fae Dussart the latter brought a
bourgeois ethos and shaped what they consider a profoundly
conservative quasi-ideology’. The Genevan «moment», a dec-
ade after Bleak House and the Crimean war (1853-56), added
another dimension to a still nebulous humanitarian sensi-
bility. But, by bringing attention to the sufferings of one’s
own boys lost at war, this new sensibility also brought back
humanitarianism home. This focus on European wars arguably
changed the optics of telescopic philanthropy without widen-
ing much its focus, at least in its early days'’.

Whatever the origins of humanitarianism may be:
anti-slavery, colonial governance or the rescue of wounded
and sick soldiers at war, soon expanded to include the rescue
of victims of sudden onset disasters and epidemics'!, human-
itarian aid continues to need representing and explaining.
It was and is, to a very large extent, shaped by the optics
through which events, sufferings and aid can be seen. The

7 Thomas L. Haskell, « Capitalism and the Origins of the Humanitarian Sensibility,
Part 1 », The American Historical Review, 90, 2 (1985), p. 339-361.

8 Michael Barnett and Thomas Weiss, « Humanitarianism: a Brief History of the
Present», in Michael Barnett and Thomas Weiss (eds), Humanitarianism in Question.
Politics, Power, Ethics, Ithaca, Cornell University Press, 2008, p. 1-48.

9 Alan Lester and Fae Dussart, Colonization and the Origins of Humanitarian Gov-
ernance. Protecting Aborigines Across the Nineteenth-Century British Empire, Cam-
bridge, Cambridge University Press, 2014.

10  Rebecca Gill, « The Rational Administration of Compassion: The Origins of Brit-
ish Relief in War», Le Mouvement social, 2 (2009), p. 9-26; John F. Hutchinson,
«Rethinking the Origins of the Red Cross», Bulletin of the History of Medicine, 63
(1989), p. 557-578; Bertrand Taithe, « The Red Cross Flag in the Franco-Prussian War:
Civilians, Humanitarians and War in the “Modern” Age», in Roger Cooter, S. Sturdy,
and M. Harrison (eds), Medicine, War and Modernity, Stroud, 1998, p. 22-47.

11 John F. Hutchinson, «Disasters and the International Order: Earthquakes,
Humanitarians, and the Ciraolo Project», International History Review, 22,1 (2000),
p. 1-36.
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necessity to introduce, present, explain and demonstrate — the
need to develop a pedagogical process through which activ-
ists may be able to make sense of their activism, share their
enthusiasm and mobilise potential donors - is at the heart of
humanitarianism as a social enterprise. Entrepreneurs of local
charity had long built networks and commercial methods to
raise the profile of their enterprises and funds'?, but humani-
tarians had a harder task. While charity at home could and did
exhibit its activities very directly, philanthropists who claimed
to affect distant groups had to find ways of making intelligi-
ble the plight of their wards in moving terms. To represent
their work in wars, famines, epidemics or disasters entailed
complex forms of communication — the most participative of
which was that of exhibitions.

In an era of growing and increasingly sophisticated
forms of representation, panoramas of battles, photographic
accounts of war and sensational events, exhibitions increas-
ingly became a mode of representation which created order
out of confusion. They enabled flineurs to touch, test, expe-
rience and feel. This immersion in new urban spaces often
brought temporary disruptions to familiar public spaces:
tents, papier maché and prefabricated buildings would
suddenly sprout out with the singular purpose to create exhi-
bition spaces. Permanent structures, museums and didactic
monuments could also anchor forms of storytelling in the
quotidian landscape. Visual material, theatre, models, immer-
sive experiences, re-enactment villages, cinema and television,
new media and virtual reality have all been brought into a long
process of exhibition. This book is devoted to this emergence
of humanitarian exhibitions either as part of wider events or
in their own right, as a means of conveying the narratives of

12 Sarah Roddy, Julie-Marie Strange, and Bertrand Taithe, The Charity Market and
Humanitarianism in Britain, 1870-1912, London, Bloomsbury Academic, 2018.
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humanitarianism and focus attention while making sense of
the aid humanitarians provided. We thus argue for the cen-
trality of this exhibition process to the humanitarian project
as a narration of itself. It did not simply represent humani-
tarian work, it helped shape its essential identity and sense of
purpose.

This collection builds on a growing literature devoted
to modes of humanitarian representation which trace the
uses and rhetorical purpose of images, photographs, semi-
otics, narratives and their media uses'®. The vocabulary and
semantics of compassion which underpins the humanitarian
narrative — as Tom Laqueur put it many years ago14 - undoubt-
edly shaped the message of humanitarianism as a concept.
But, this volume argues, they were most effectively deployed,
at regular intervals, through physical engagements with
the public. These exhibitions (which included, as we will see,
displays or expositions as well as experiences and material
demonstrations) formed an essential part of the social and
political project of modern humanitarians. Beyond the cus-
tomary understanding of exhibitions as sites of knowledge
production and dissemination, we argue that their function
was to assert the cultural relevance of humanitarian ideas and
aspiration, define authoritative perspectives on the world and
to stage how organisations and social mobilisations might act.

13  Christina Twomey, « Framing Atrocity: Photography and Humanitarianism », His-
tory of Photography, 36, 3 (2012), p. 255-264 ; Aubrey Graham, « One Hundred Years of
Suffering? “Humanitarian Crisis Photography” and Self-Representation in the Demo-
cratic Republic of the Congo», Social Dynamics, 40,1 (2014), p. 140-163; Heide
Fehrenbach and Davide Rodogno (eds), Humanitarian Photography, Cambridge,
Cambridge University Press, 2015; Lina Dencik and Stuart Allan, «In/visible Conflicts:
NGOs and the Visual Politics of Humanitarian Photography », Media, Culture & Soci-
ety, 39, 8 (2017), p. 1178-1193. On the effect of such representations see Lilie Chouli-
araki, The Ironic Spectator. Solidarity in the Age of Post-Humanitarianism, London,
John Wiley & Sons, 2013.

14 Thomas W. Laqueur, « Bodies, Details, and the Humanitarian Narrative », in Lynn
Hunt (ed), The New Cultural History, San Pablo, University of California Press, 1989,
p. 176-204.
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To stage is also to provide a script for a compelling narrative
and in turn, this narrative may provide internal coherence to
humanitarian organisational cultures. Though our volume is
largely concerned with ephemeral manifestations — our com-
mon argument is that these revealed, renewed and reinforced
more fundamental re-emplotting of the humanitarian narra-
tive over time.

There is a considerable historiography devoted to exhi-
bition studies notably as a result of the cultural turn of the
1980s. The study of exhibition has expanded to include muse-
ums, shopping displays etc.'®, but there are remarkably few
studies of humanitarian exhibitions™. Yet humanitarians
established from their early years a network of actors and
publicists to develop a veritable policy of exhibition and com-
munication which needs to be questioned not as a mirror of
humanitarian action but as a project in its own right at the
heart of humanitarianism. From a theoretical perspective, a
starting point of our project was to think about the role of the
«exhibitionary complex» defined by Bennett'” many years ago
and to reflect on the purpose of displays in shaping a narra-
tive of modernity. Far from being a « communication strategy »
adjunct to a more sober core role, humanitarian exhibitions
enable us to identify the tropes and grammar of a narrative of
self-governance. They also enable us to identify how human-
itarian knowledge was produced. This dynamic role at the

15  Claire-Lise Deblie, Exposer pour exporter. Culture visuelle et expansion com-
merciale en Suisse (1908-1939), Neuchatel, Alphil, 2016.

16  Alexander C. T. Geppert, Freie Universitat Berlin, Germany, Jean Coffey and
Tammy Lau, International Exhibitions, Expositions Universelles and World's Fairs,
1851-2005: a Bibliography, Berlin, Freie Universitat Berlin, 2006.

17  Tony Bennett, « The Exhibitionary Complex», in Reesa Greenberg, Bruce W. Fer-
guson, Sandy Nairne (eds), Thinking about Exhibitions, London, Routledge, 2005,
p. 81-113; Tony Bennett, « Exhibititon, Truth, Power: Reconsidering The Exhibitionary
Complex», The Documenta 14 Reader, 2017, p. 339-352; Robert W. Rydell, « World
Fairs and Museums», in A Companion to Museum Studies, Sharon Macdonald, 2006,
p. 135-151.
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heart of the humanitarian enterprise entailed clearly a regu-
latory purpose. In this sense humanitarians were partaking
in a much broader enterprise embodied in museums and
exhibitions worldwide. As Bennett remarked: «Rather than
confinement, the public art museum is an institution of exhi-
bition, where visitors and artworks, subjects and objects are
all put on display according to a logic of self-regulation and
discipline». «The exhibitionary complex», he writes, «per-
fected a self-monitoring system of looks in which the subject
and object positions can be exchanged, in which the crowd
comes to commune with and regulate itself through interi-
orizing the ideal and ordered view of itself as seen from the
controlling vision of power.»'® Or as Kim West puts it: «In
other words, the public art institution is not the site of a nega-
tion of social life, but a place where social life is organized
according to another pattern, and a specific mode of subjec-
tivity is shaped: a space of biopolitical circulation rather than
of isolation and death »". In contrast to permanent collections
in museums, exhibitions constitute a moment of outstand-
ing visibility. Spaces devoted to the display of humanitarian
images and objects are places of knowledge and sacrality that
help to mobilise the public around causes, but also focal points
for the major charitable institutions®.

It follows from this notion of exhibition as circulation
of power that humanitarian exhibitions are not simply about
the elaboration of displays and their reception by a bovine
public. They entail the development of new ways of think-
ing about worrisome developments and emergencies. They

18  Bennett, « The Exhibitionary Complex», art. cit., p. 82.

19  Kim West, The Exhibitionary Complex. Exhibition, Apparatus, and Media from
Kulturhuset to the Centre Pompidou, 1963-1977, Diss. Sodertorns hogskola, 2017,
p. 16.

20 Christian Jacob, Lieux de savoir: Espaces et Communautés, t. 1, Paris, Albin
Michel, 2007 ; Dominique Poulot, « Qu'est-ce qu'un musée?», in Dominique Poulot
(ed), Musée et muséologie, Paris, La Découverte, 2009, p. 6-21.
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shape and are shaped by the public’s perception of them-
selves. Display cabinets serve as mirrors as much as windows
onto unknown vistas. The narrative function of exhibitions
escapes the agency of organisers and narrators. However well
designed, exhibitions and exhibition displays operate through
this interaction with the public and this interaction later shape
what organisations or humanitarians may be able to say about
themselves. This loss of control is of course a bye-product of
the incommensurability of humanitarian work. The nature of
that work itself: its mundane aspects, its often-derisory effect
on the vast scale of human needs, demand to be told in intel-
ligible ways. Exhibitions were often reliant on heroic tropes or
positivist and meliorist accounts of modernity. Proxies may
then serve to shape understanding — explaining what is done
and why through anecdotes and objects, images and narra-
tives — distort and assert humanitarian identities. = Most of
them serve as figurative and allusive approaches to unspeaka-
ble and distant needs or suffering. For instance, the difficulty
of explaining suffering can be circumnavigated by represent-
ing surgical and anaesthesia equipment — the promise of a
solution could thus be profoundly encoded in the very familiar
displays of industrial ingenuity and the soothing narrative of
medical progress.

Throughout this volume we will thus encounter differ-
ent means of expressing what aid might be or do. This volume
covers much of the political and institutional periods in
humanitarian history from the nineteenth century to the con-
temporary period. Where it differs from historians’ attempts
at establishing moments of acceleration, breaks and reinven-
tions is in focusing on self-representations and in the effort
to bring together a coherent narrative around humanitarian
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aid*. Thus we consider humanitarian exhibitions from 1867
until 2016 and highlight their continuities, consistent prac-
tices and tropes while each chapter emphasizes their political
and social significance in often very polarised world politics.
This volume thus brings together a range of perspectives on
the act of exhibiting, experiencing the exhibition and translat-
ing into an experience the complexity of political, diplomatic
and social humanitarian projects. It is organised in three parts
which cover three of the main objectives of humanitarian
exhibitions over time: the staging and exhibiting of human-
itarianism in its universalist context; the uses of exhibitions
to represent humanitarian diplomacy and the development of
humanitarian exhibitionary practices in the media as well as
the development of humanitarian media genres.

These three objectives run alongside each other and
do not represent stages in the history of humanitarian exhi-
bitions. They were often the coordinates of complex and
sometimes inchoate efforts to be present and to represent,
to act and to mobilise, to sell and to be invested in and legit-
imised. While there is undoubtedly a chronological drift
towards the third section of the volume, this reflects the state
of scholarship. As any volume devoted to a complex history
will attest, we cannot claim exhaustivity or even aspire to it
when the field is developing so swiftly. Nevertheless, by tak-
ing advantage of our two languages of communication we can
also tease some of the ambiguities and nuances each cultural

21 There is a healthy debate on the periodisation of humanitarian history: Barnett
and Weiss, « Humanitarianism: a Brief History of the Present», art. cit., p. 1-48; Enrico
Dal Lago and Kevin O'Sullivan, «Introduction: Towards a New History of Humanitari-
anism», Moving the Social, 57 (2017), p. 5-20; Kevin O’sullivan, Matthew Hilton and
Juliano Fiori, « Humanitarianisms in Context», European Review of History - Revue
européenne d’histoire, 23, 1-2 (2016), p. 1-15; Johannes Paulmann, « Conjunctures in
the History of International Humanitarian Aid During the Twentieth Century », Human-
ity: an International Journal of Human Rights, Humanitarianism, and Development, 4,
2(2013), p. 215-238.
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frame of reference brings. Exhibitions and expositions, man-
ifestations and demonstrations are faux amis in more ways
than one. The nature of the gaze between a flineur ambulating
among mock villages or amidst hospital tents is undoubtedly
different from that of a spectator in a cinema or of a visitor
contemplating the drawings of an art exposition. Though the
gaze and experience differ markedly, the intentions and aims
may have been very similar. The cultural and social work that
these events achieved may be difficult to trace historically but
our chapters may bring some of their context and significance
at the moment they took place. Exhibitions and exhibition-
ary practices are thus parties to wider development in the
history and communication of humanitarianism and also spe-
cific events which need to be analysed in their context. Not all
exhibitions proved epochal or seismic — many of the events
we analyse here may have been on the margins of wider cul-
tural displays or even were amateurish approximations as in
the case of some of the improvised «refugee camps» set up by
volunteers during world refugee year. We do not claim here
that the aims of organisers in winning spectators over were
ever fully achieved — nevertheless the chapters show that they
brought along crowds and, cumulatively and aggregately —
contributed to build modern humanitarianism.

The Universal
Humanitarian Exhibition
Our starting point in this volume refers to the Paris exhibition

of 1867. This event was the largest since the Great Exhibition
of 1851 which had launched universal exhibitions as a global
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movement”. It took place three years after what later became
the Red Cross had been launched. Following the reporting of
the severe deficiencies in medical care during the Crimean
and Italian Wars and the extraordinary brutality of mass
casualties during the American Civil war, the exhibition for
the first time made space for a specific humanitarian project
intended to succouring wounded and sick soldiers. Our end
point is extremely contemporary and reflects how exhibition-
ary processes have evolved and embraced different modes of
communication. Over one hundred and fifty-years, modern
humanitarians have sought to exist or maintain their posi-
tion in society and used exhibitions to do so. Humanitarian
institution building, the defining of new objects and new
means of eliciting support and express identities were all part
of an exhibitionary process which our chapters illustrate and
question. Our first thematic approach is to consider how exhi-
bitions participated in an effort to represent humanitarianism
as a universal cause — illustrative of a «civilising process» and
of its modernity.

The first chapter thus takes the 1867 universal exhi-
bition in Paris as a symbolic milestone which also illustrates
the ambiguities of presenting concurrently ideals and the
material tools of aid. Alongside Krupp guns, the early interna-
tional Society of Help to the Wounded and Sick presented its
wares and sought to win over public support for its humani-
tarian agenda. As Bertrand Taithe’s chapter shows™, medical

22 The great exhibition of 1851 celebrated free trade, industry and empire but it
also embodied a desire to demonstrate progress and organise a coherent representa-
tion of the world. Jeffrey A. Auerbach and Peter H. Hoffenberg (eds), Britain, the
Empire, and the World at the Great Exhibition of 1851, Farnham, Ashgate Publishing,
2008; Hermione Hobhouse (ed), The Crystal Palace and the Great Exhibition: Art, Sci-
ence and Productive Industry. A History of the Royal Commission for the Exhibition of
1851, London, A&C Black, 2002.

23  Bertrand Taithe, « Encasing the Word or the Deeds? Imagining and Represent-
ing Humanitarian Work in Early Red Cross Displays and Exhibitions ».
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humanitarianism devoted to war victims emerged almost at
its inception as an object of exhibition in 1867. The exhibit
was a node combining the exposition of tools of aid with
the noble aspirations of a new world order for modern war.
Combining legal texts and tools, inviting first aid demon-
strators to show off their skills while encasing and displaying
the loftier declarations on the nature of civilisation, human-
itarians sought to foster a dynamic of volunteerism which
would embody wider cultural shifts. In subsequent universal
exhibitions and increasingly also in events of their own a ten-
sion arose between these two aims. Covering the period up to
1914, this chapter sets out a humanitarian project in its early
phase of institutionalisation which sought to build its uni-
versalism around legal principles and the promotion of new
norms of care.

Yet notions of universalism remained contested and
fragile. The chapter of Wendy Asquith® interrogates the
humanitarian objectives of League of Nations exhibitions of
the 1930s at a time when humanitarianism was contested
by Fascist, Nazi and Soviet ideologies. By tracing the rep-
resentational strategies of League of Nations organisers she
illustrates how images of humanity were poignantly displayed
in a vain effort to maintain a political space for a universalism
under siege. She also shows how nations under threat might
use these exhibitionary spaces to articulate their victim sta-
tus. They thus framed their humanitarian needs in profoundly
political ways — eschewing any notion of neutrality in this
portrayal. A generation later and in the context of entrenched
population displacement in Europe, Peter Gatrell’s chapter®
shows how the UN sponsored World Refugee Year brought

24 Wendy Asquith, «The Humanitarian Sentiment on-display: The League of
Nations, the United Nations and World Expos ».
25  Peter Gatrell, « World Refugee Year, 1959-60 ».



26 L'Humanitaire s’exhibe (1867-2016) -The Humanitarian Exhibition (1867-2016)

about an efflorescence of exhibitions — small and large, spon-
taneous and well-funded to bring attention to the plight
refugees as priority humanitarian subjects. This chapter maps
out how humanitarian initiatives arose within the context
of growing globalisation of travels and consumption. Talita
Cetinoglu ends this section” devoted to global events through
her study of the United Nations World Humanitarian Summit
in 2016. She highlights how the host of the summit develop
their own objectives in relation to humanitarian universalism
and how the staging and exclusionary practices shaped the
global aims of the summit. As a United Nations event a mul-
titude of exhibitionary practices shaped the architecture of a
reform project while making political contestation impossible.
Alongside a diplomatic process, this humanitarian summit
reshaped humanitarian aspirations and projects as display
items in a depoliticised marketplace of humanitarianism. This
marketplace itself was carefully curated to exclude any real
political issues. This chaper also provides a transition with the
second section and opens up the volume to the broader ques-
tions of humanitarian diplomacy.

Exhibiting Humanitarian
Diplomacy
Our second main thematic section focuses on the exhibit-

ing of humanitarian diplomacy. In this section we explore
how humanitarian exhibitions framed competing forms of

26 Talita Cetinoglu, «World Humanitarian Summit and the Global Display of
Humanitarianisms (Istanbul, 2016) ».
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humanitarian diplomacy and aligned themselves with the
reconfiguration of the humanitarian market before and after
World War One””. To seek to establish a global humanitarian
regime was a paradox and contrasted with the greater political
alignment of Red Cross movements in their respective coun-
tries with the priorities of their government®.

In this context humanitarian work and its representa-
tions reflected the political polarities which dominated the
twentieth century until the end of the Cold War. Though
committed to a message of universalism and common ide-
alism, the national Red Cross exhibitions and those of the
International Committee of the Red Cross all intended to
demonstrate the superiority of their organisation and assert
their notions of excellence in humanitarianism. Exhibitions
thus contributed to the rise of a veritable humanitarian indus-
try and to increased competition around its political and
economic stakes.

Julia Irwin’s paper” is devoted to the camps and vil-
lages built by American organisations for displaced people
in Italy and North East China following natural disasters at
the beginning of the twentieth century. With American Red
Cross financing and under the administration of the military,
consular and diplomatic staff and voluntary organisations,
these camps were regarded from their founding as exhibition

27  Larry Minear et Hazel Smith, Humanitarian diplomacy: practitioners and their
craft, Tokyo, United Nations University, 2007; Philippe Régnier, « The emerging con-
cept of humanitarian diplomacy: Identification of a community of practice and pros-
pects for international recognition», International Review of the Red Cross, 93, 844
(2011), p. 1211-1237; Sommo Pende Rousseau, « Humanitarian Diplomacy», in Thi-
erry Balzacq et Frédéric Charillon (eds), Global Diplomacy. An Introduction to Theory
and Practice, London, Palgrave Macmillan, 2020, p. 253-266.

28  Larry Minear, « Humanitarian Action and Politicization. A Review of Experience
Since World War Il», in Antonio Donini (ed), The Golden Fleece: Manipulation and
Independence in Humanitarian Action, London, Kumarian Presse, 2012.

29  Julia Irwin, « Model Villages Amidst the Ruins: Disaster Refugee Camps as Sites
of Humanitarian Exhibition ».
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spaces, welcoming visitors and eliciting photographic and vis-
itors’ accounts. These accounts were then widely distributed
through books and periodical articles participating in ampli-
fying the exhibition. By turning these humanitarian spaces
into «model villages », the American organisations used these
camps to present and represent not only their modern take on
humanitarian aid but also their reforming goalsfor the recip-
ients of aid. These modern villages were intended to affect
durably moral, civic and sanitary behaviours according to
moden ideals.

Exhibitions and in more general terms the staging
(«kul'tpokaz») of the values and achievements of the Soviets
were one of the means of legitimating the regime within and
abroad in the aftermath of the civil war. In his chapter, Jean-
Francois Fayet® thus shows that despite their reluctance
to embrace bourgeois philanthropy, the Russian Red Cross
became a state sponsored agent in Soviet soft power. In the
West, anti-Communists reacted to its exhibitions despite the
wider public’s curiosity for its displays. On the international
diplomatic stage, the exhibitions of the Soviet Red Cross con-
tributed to the gradual rehabilitation of the Soviet Union
while internally they contributed to the spread of social, politi-
cal and sanitary norms and targeted in particular national and
sometimes rebellious minorities of Central Asia and northern
Caucasus.

Patrick Bondallaz’s chapter® is concerned with the
communication strategy of the Secours aux Enfants de la
Croix-Rouge Suisse (CRS-SAE), one of the organisations sup-
porting Swiss foreign policy during World War Two. The Swiss
situation during the conflict led the CRS-SAE to imagine

30 Jean-Frangois Fayet, «La Croix-Rouge soviétique s'expose (a toutes les cri-
tiques)».

31 Patrick Bondallaz, «S'exposer pour s'imposer: le secours aux enfants de la
Croix-Rouge suisse (1942-1949) ou la création d’'une image de marque ».
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sustainable funding strategies which could elicit the support
of the entire population in their national humanitarian pro-
ject. These would combine answering the needs of children
victims of war while promoting strict political neutrality
despite external pressures. By developing its own rhetorical
tropes and a visual register aligned with the expectations of
Swiss citizens and assuaging their need to help, the CRS-SAE
established itself as partner of government’s effort to re-es-
tablish the country’s international reputation.

The ICRC which experienced an unprecedented expan-
sion and diversification of its action during the Second World
War was also utilising exhibitions to assert its role as a key
international humanitarian actor serving the neutral con-
federation. Sébastien Farré’s contribution to this volume®
shows and questions how the ICRC exhibited artefacts pro-
duced by inmates in prisoner camps. These were exhibited
within the camps in the first instance and in museums or
mobile train exhibitions which criss-crossed France and
Switzerland. This exhibition strategy grew in complexity and
was elaborated through these different phases to find its
most mature expression in the mobile exhibition. This exhi-
bition entitled «Captivité» illustrated how the ICRC shifted
its self-representation from its institutional discourse to
focus instead on its primary domain of intervention: prisoner
camps and their inmates.

32 Sébastien Farré, « Du "Train-Expo" a "Captivité...". Exposer I'action de la Croix-
Rouge durant la Seconde Guerre mondiale ».
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The Humanitarian Media
Exhibition

Through their selection of items, their editorial choice of key
moments of their history, the identifying of admired figures
or the identification of memorable spaces, charitable organi-
sations developed a register and grammar of humanitarianism
through the medium of exhibitions. This emploting of iden-
tities, objectives and fundamental values built on the literary
tradition of humanitarian narratives of their experience of
the «field». As Marie-Luce Desgrandchamps shows in this vol-
ume, their writings have shaped «a specific representation of
humanitarian work in public imagination»®. These writings
gave a plot and meaning to memories and the recollection of
emotions and these narratives have then, in turn, played a cen-
tral role for humanitarian organisations. Some have become
«foundational » texts and the best instance is the canonical
account of Henri Dunant, Un Souvenir de Solferino (1862).

The emplotment of «adventures» in humanitarian-
ism and the importance given to accounts of emotions and
thoughts in the field highlight the significant role of books
in developing and prolonging the exhibition of the work of
humanitarians. Ana Carden-Coyne’s study is an exemplary
instance of the polymorphous nature of the humanitarian
exhibition®®. She unpacks the different developments of the
1949 exhibition devoted to the Universal Human Right decla-
ration organised by UNESCO in Paris. With the intention of

33  Voir Marie-Luce Desgranchamps, « Médecins et délégués en récit: évolution,
promotion et représentation du travail humanitaire (1935-2012) ».

34 Voir Ana Carden-Coyne, «“No Laboratory of Illusions”? UNESCQO’s Human
Rights Exhibition and Album (1949-1951) ».
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educating the international community into these universal
principles of the UN, the exhibition morphed into a book and
album: Human Rights Album. Human Rights Exhibition Album.
A halfway house between an exhibition catalogue and an exhi-
bition kit, this album presented panels, photographies and
texts around the declaration of 1948. It aimed to be a portable
exhibition and to circulate worldwide.

From an exhibition to an album and from an album to
a graphic documentary, the humanitarian exhibitions devel-
oped over the years a humanitarian visual culture and a rich
iconography: drawings, engravings, sculptures, paintings,
posters, postcards, photographs, stamps, films, documenta-
ries, TV programmes and social media...*® All these cultural
objects which were long neglected by historians, are now
extremely important sources provided one does not consider
them to reflect reality but instead analyse them as discursive
constructs anchored in ideological values.

Valérie Gorin discusses this visual material and devotes
her chapter to graphic reportage, in particular through the
MSF engagement with this medium since the early 2000%°.
Cartoonists and scriptwriters, she argues, have played a role
in re-imagining the representation of «victims» with greater
sensitivity than is often found in mainstream media. The rep-
resentation and staging of «totemic» figures, to use Susan
Sontag’s concepts”, such as women, children, refugees or the
starving highlight the complex questions humanitarian faced

35 La notion de Visual Culture concerne I'étude de tout ce qui est socialement et
culturellement congu et construit pour étre vu. Marisa Sturken, Lisa Cartwright, Prac-
tices of Looking: An Introduction to Visual Culture, Oxford, Oxford University Press,
2009; W. J. Mitchell, Picture theory: Essays on verbal and visual representation, Chi-
cago, The University of Chicago Press, 1994.

36  Valérie Gorin, « 'humanitaire en bulles: les Médecins sans Frontiéres dans la
bande dessinée (2003-2019) ».

37 Susan Sontag, Devant la douleur des autres, Paris, Christian Bourgois, 2003,
p.93.
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when organising exhibitions and shaping their appeals to the
wider public. NGOs are all, at least partially, funded by public
giving. Appeals thus need to generate emotions to raise funds
and the question arises of whether these appeals might privi-
lege emotions and empathy or invite a more reflexive response
which might be distancing?*®

This dilemma is particularly salient in the media exhi-
bitions of music stars and TV celebrities which has played an
important role in contemporary humanitarian campaigns.
These tend to ignore victims in their staging and they do not
«give them a voice in the humanitarian song chorus»*. Luis
Velasco-Pufleau builds on the work of Jacques Ranciére on the
sharing of the sensibilities to study a range of humanitarian
songs that have left an imprint on public memory, notably We
are the world (1984) or Des Ricochets (2012). His analysis of the
texts, music and staging of these songs leads him to conclude
that these songs, through their modalities of communication
and discursive coherence, simplify the humanitarian discourse
to make it uniquely focused on emergency aid and never on
social justice or the redistribution of wealth*.

This book thus opens up a new perspective on human-
itarian exhibitions and shows how humanitarians framed
and were framed by their exhibitions in their many guises.
Far from being prisoners or even victims of communication
strategies, humanitarian organisations have developed their
identity narratives and their work conjointly. Ultimately, exhi-
bitions and exhibitionary processes shaped perceptions of
humanitarian work within and without.

38 Denis Kennedy, «Selling the Distant Other: Humanitarianism and Imagery-Ethi-
cal Dilemmas of Humanitarian Action», The Journal of Humanitarian Assistance,
28th February 2009.

39  Luis Velasco-Pufleau, « Quand les chanteurs s'exhibent: régimes de visibilités et
abandon de la justice sociale dans les chansons humanitaires ».

40 Jacques Ranciere, Le partage du sensible: Esthétique et politique, Paris, La fab-
rique, 2000, p. 13-14.
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«You find me, my dears, as usual, very busy; but that you will
excuse. The African project at present employs my whole
time »

Charles Dickens, Telescopic Philanthropy, chap. 4, Bleak House, 1852".

A Texemple de Balzac qui, dans Les Employés (1838), considé-
rait '«humanitarisme» comme «un stupide amour collectif »
- et surtout abstrait — de ’humanité’, Dickens a impitoyable-
ment dénoncé la myopie des philanthropes internationalistes
a I'égard des souffrances les entourant, absorbés qu'’ils étaient
par les horizons lointains de '’humanité. Dans son roman écrit
en 1852, Dickens a ainsi inventé l'expression telescopic phi-
lanthropy pour exprimer son mépris a 'égard des conceptions
biaisées de l'activisme caritatif’. Ses personnages, inspirés
par un méliorisme focalisé vers I'Afrique, se détournent des
besoins de leurs compatriotes et se complaisent dans un uto-
pisme abstrait et dans un quotidien sordide. La philanthrope
télescopique de Bleak House s’exprime ainsi dans une maison
en voie de délabrement et désordonnée, a I'inverse d’'une cha-
rité bien ordonnée. L'émergence de ce paradoxe, consistant a
consacrer des ressources, de 'aide matérielle et de l'empathie
a des sujets éloignés de sa propre société, est en effet I'une
des questions les plus fondamentales de I'histoire de 'huma-
nitaire®. Nombre d’historiennes et d’historiens ont associé le
développement de cette sensibilité humanitaire, au cours des
XVIII® et XIX® siécles®, A 'élaboration de nouveaux récits de la

1 Charles Dickens, Bleak House, Londres, Chapman and Hall, 1901, vol. XI, p. 32.
2 Honoré de Balzac, Les Employés, Paris, Guy Le Prat, 1959 [1838], p. 404-405.

3 Hugh Cunningham, The Reputation of Philanthropy since 1750. Britain and
Beyond, Manchester, Manchester University Press, 2020.

4 Ruben Flores, « When Charity Does Not Begin at Home: Exploring the British
Socioemotional Economy of Compassion», Sociological Research Online, 18, 1
(2013), p. 50-60.

5 Norman S. Fiering, «lIrresistible Compassion: an Aspect of Eighteenth-Century
Sympathy and Humanitarianism», Journal of the History of Ideas, 37, 2 (1976), p. 195-
218.
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douleur et de la souffrance®, a une conscience de la puissance
des consommateurs face au commerce mondial des biens
produits par l'esclavage’, au projet civilisateur résultant de l'af-
firmation impériale des puissances européennes, a I'influence
de la presse et a 'explosion des médias au milieu et 4 la fin du
XX siécle® et enfin aux transformations dans la conception
du genre et des classes. Mais cette éthique bourgeoise aurait
faconné, selon Alan Lester et Fae Dussart, une quasi-idéolo-
gie résolument conservatrice’. Le «moment» genevois, une
décennie aprés La Maison d’Apre-Vent et la guerre de Crimée, a
ajouté une dimension supplémentaire a cette sensibilité huma-
nitaire encore floue, en portant l'attention sur les souffrances
de ses propres enfants tombés durant la guerre, ramenant
ainsi ’humanitaire a la maison. Ce recentrage sur les guerres
européennes a sans doute changé l'optique de la philanthropie
télescopique mais sans vraiment en élargir le champ d’action,
du moins dans un premier temps'’.

Quelles quen soient les origines — la lutte contre l'es-
clavage, le projet colonial ou le secours aux soldats blessés et
malades en temps de guerre, bientdt élargi au sauvetage des

6 Bertrand Taithe, « Humanitarian History?», in Roger MacGinty et Jenny Peterson
(eds), The Humanitarian Handbook, Londres, Routledge, 2015; Karen Halttunen,
«Humanitarianism and the Pornography of Pain in Anglo-American Culture», The
American Historical Review, 100, 2 (1995), p. 303-334.

7 Thomas L. Haskell, « Capitalism and the Origins of the Humanitarian Sensibility,
Part 1», The American Historical Review, 90, 2 (1985), p. 339-361.

8 Michael Barnett, Thomas Weiss, « Humanitarianism: a Brief History of the Pre-
sent», in Michael Barnett et Thomas Weiss (éd.), Humanitarianism in Question. Poli-
tics, Power, Ethics, Ilthaca, Cornell University Press, 2008, p. 1-48.

9 Alan Lester, Fae Dussart, Colonization and the Origins of Humanitarian Gover-
nance. Protecting Aborigines Across the Nineteenth-Century British Empire, Cam-
bridge, Cambridge University Press, 2014.

10  Rebecca Gill, « The Rational Administration of Compassion: The Origins of Bri-
tish Relief in War», Le Mouvement social, 2 (2009), p. 9-26; John F. Hutchinson,
«Rethinking the Origins of the Red Cross», Bulletin of the History of Medicine, 63
(1989), p. 557-578; Bertrand Taithe, « The Red Cross Flag in the Franco-Prussian War:
Civilians, Humanitarians and War in the “Modern” Age », in Roger Cooter, S. Sturdy et
M. Harrison (éd.), Medicine, War and Modernity, Stroud, 1998, p. 22-47.
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victimes de catastrophes naturelles ou d’épidémies'’ -, I'aide
humanitaire se caractérise toujours par le besoin d’étre repré-
sentée et expliquée. Il conviendrait méme de dire que, dans
une trés large mesure, l'aide apportée fut faconnée par la per-
ception du réle possible des humanitaires face aux événements
et aux souffrances. La nécessité de présenter, d’expliquer et de
démontrer - en développant un dispositif pédagogique par
lequel les militants peuvent étre en mesure de donner un sens
a leur activisme, de partager leur enthousiasme et de mobili-
ser des donateurs potentiels - est au cceur de '’humanitaire en
tant quentreprise sociale. Les promoteurs locaux et nationaux
de la charité avaient depuis longtemps construit des réseaux
et des méthodes commerciales pour améliorer le profil de
leurs entreprises et élargir leurs ressources, mais la tiache des
humanitaires fut plus difficile’. Alors que les organisations
caritatives locales ont pu exposer leurs activités de maniére
simple et efficace, les philanthropes qui prétendaient toucher
des communautés lointaines devaient trouver des moyens de
faire partager la détresse de leurs protégés. Représenter leur
action lors de guerres, de famines, d’épidémies ou de catas-
trophes impliquait des formes complexes de communication,
dont la plus participative était celle des expositions.

Durant cette période de la seconde moitié du XI1x° siécle,
caractérisée par lapparition de formes de représentation
de plus en plus sophistiquées - panoramas de batailles,
récits photographiques de guerre et d’actualités sensation-
nelles — les expositions s’affirment progressivement comme
un mode de communication qui donne du sens a des élé-
ments désordonnés, permettant aux flaneurs de toucher, de

11 John F. Hutchinson, «Disasters and the International Order: Earthquakes,
Humanitarians, and the Ciraolo Project», International History Review, 22, 1 (2000),
p. 1-36.

12 Sarah Roddy, Julie-Marie Strange and Bertrand Taithe, The Charity Market and
Humanitarianism in Britain, 1870-1912, Londres, Bloomsbury Academic, 2018.
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tester, d’expérimenter et de ressentir. Cette immersion dans
les nouveaux espaces urbains a souvent entrainé l'altération
temporaire des lieux publics familiers: tentes, structures en
papier maché et espaces d'exposition préfabriqués surgissaient
soudainement, avec un objectif précis. Les structures perma-
nentes, les musées et les monuments didactiques pouvaient
également ancrer des formes de narration dans le paysage
quotidien. Matériel visuel, théatre, maquettes, expériences
immersives, villages reconstruits, cinéma et télévision, nou-
veaux médias et réalité virtuelle sont entrés dans un long
processus d’exposition. C’est a I'émergence de ces expositions
humanitaires, quelles soient intégrées a des manifestations
aux thématiques plus larges ou exclusivement humanitaires,
que ce livre est consacré. Ces expositions constituent un
moyen privilégié pour focaliser l'attention du public, trans-
mettre le narratif de 'humanitarisme et donner un sens a
l'aide fournie. Nous posons ainsi I'’hypothése de la centra-
lité de ce processus d’exposition dans la narration du projet
humanitaire lui-méme. Il n’a pas simplement représenté le tra-
vail humanitaire, il a contribué a faconner son identité et ses
objectifs fondamentaux.

Cet ouvrage collectif s’appuie sur une littérature de
plus en plus abondante consacrée aux modes de représenta-
tion de '’humanitaire, ainsi que sur des analyses des usages et
de la finalité rhétorique des images, des photographies, de la
sémiotique, des récits et de leurs utilisations médiatiques™.

13  Christina Twomey, « Framing Atrocity: Photography and Humanitarianism », His-
tory of Photography, 36, 3 (2012), p. 255-264 ; Aubrey Graham, « One Hundred Years of
Suffering? “Humanitarian Crisis Photography” and Self-Representation in the Demo-
cratic Republic of the Congo», Social Dynamics, 40, 1 (2014), p. 140-163; Heide
Fehrenbach, Davide Rodogno (éd.), Humanitarian Photography, Cambridge, Cam-
bridge University Press, 2015; Lina Dencik and Stuart Allan. «In/visible Conflicts:
NGOs and the Visual Politics of Humanitarian Photography», Media, Culture
& Society, 39, 8 (2017), p. 1178-1193. Sur I'effet de ces représentations, voir Lilie
Chouliaraki, The Ironic Spectator. Solidarity in the Age of Post-Humanitarianism,
Londres, John Wiley & Sons, 2013.
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Le vocabulaire et la sémantique de la compassion qui sous-
tendent le récit humanitaire - comme I'a avancé Tom Laqueur
il y a de nombreuses années'* - ont sans aucun doute faconné
le message de 'humanitaire en tant que concept. Néanmoins,
le travail collectif proposé dans cet ouvrage défend l'idée que
ces éléments ont été déployés plus efficacement, et a inter-
valles réguliers, par le biais de dispositifs matériels destinés
a accueillir le public. Ces expositions (se déclinant dans des
formes diverses comme nous le verrons) ont constitué une
partie essentielle du projet social et politique des humanitaires
contemporains. Au-dela de l'analyse classique des expositions
en tant que sites de production et de diffusion de connais-
sances, nous soutenons que leur fonction était d’affirmer la
légitimité culturelle et éthique des idées et des aspirations
humanitaires, de définir une vision du monde faisant autorité
et de mettre en scéne les formes de mobilisations des organi-
sations concernées. Mettre en scéne, cest aussi construire un
récit identitaire et organisationnel. Malgré le fait que notre
volume s’intéresse principalement aux manifestations éphé-
meéres, nous partageons I'analyse que celles-ci ont mis a jour et
accompagné une réélaboration, constamment renouvelée, du
récit humanitaire au fil du temps.
L’historiographie consacrée aux expositions est considé-
rable, notamment depuis le tournant culturel des années 1980.
Létude des expositions s’est également élargie aux musées,
aux vitrines commerciales, etc., mais il y a encore trés peu
‘6tudes portant sur les expositions humanitaires'. Pourtant,

14  Thomas W. Laqueur, « Bodies, Details, and the Humanitarian Narrative », in Lynn
Hunt (éd.), The New Cultural History, San Pablo, University of California Press, 1989,
p. 176-204.

15  Claire-Lise Deblle, Exposer pour exporter. Culture visuelle et expansion com-
merciale en Suisse (1908-1939), Neuchatel, Alphil, 2016.

16  Alexander C. T. Geppert, Jean Coffey et Tammy Lau, /nternational Exhibitions,
Expositions Universelles and World'’s Fairs, 1851-2005: a Bibliography, Berlin, Freie
Universitat Berlin, 2006.
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les humanitaires ont dés les premiéres années mis en place
un réseau d’acteurs et de professionnels de la communication
au service d'une véritable politique d’exposition et de com-
munication qu’il convient d’interroger non pas comme un
miroir de l'action humanitaire, mais comme un projet a part
entiere, qui réveéle le cceur méme de 'humanitaire. D’un point
de vue théorique, nous sommes partis de la notion de dispo-
sitif d’exhibition (exhibitionary complex) définie par Bennett'’
il y a quelques années pour étudier le réle des expositions
dans la formation d'un récit de la modernité. Refusant de
cantonner cette narration humanitaire a une «stratégie de
communication», somme toute accessoire en comparaison
d’autres activités, nous la considérons au contraire comme un
objet central dont il convient d’analyser les ressorts, la séman-
tique et la grammaire. Le narratif au coeur de lentreprise
humanitaire implique clairement un objectif de régulation
sociale. En ce sens, les humanitaires prennent part & un mouve-
ment beaucoup plus vaste, auquel participent aussi les musées
et les expositions du monde entier. Comme I'a fait remarquer
Bennett: «Rather than confinement, the public art museum is an
institution of exhibition, where visitors and artworks, subjects and
objects are all put on display according to a logic of self-regulation
and discipline. The exhibitionary complex, perfected a self-mo-
nitoring system of looks in which the subject and object positions
can be exchanged, in which the crowd comes to commune with and
regulate itself through interiorizing the ideal and ordered view of
itself as seen from the controlling vision of power'®.» De méme,
comme laffirme Kim West: «perfected a self-monitoring system

17  Tony Bennett, « The Exhibitionary Complex», in Reesa Greenberg, Bruce W Fer-
guson, Sandy Nairne (éd.), Thinking about Exhibitions, Londres, Routledge, 2005,
p. 81-113; Tony Bennett, « Exhibititon, Truth, Power: Reconsidering the Exhibitionary
Complex», The Documenta 14 Reader, 2017, p. 339-352; Robert W. Rydell, « World
Fairs and Museums», in A Companion to Museum Studies, Sharon Macdonald, 2006,
p.135-151.

18  Bennett, « The Exhibitionary Complex», art. cit., p. 82.
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of looks in which the subject and object positions can be exchanged,
in which the crowd comes to commune with and regulate itself
through interiorizing the ideal and ordered view of itself as seen
from the controlling vision of power*®». A Topposé des collections
permanentes des musées, les expositions constituent d’ailleurs
un moment de visibilité exceptionnel. Les espaces consacrés
a la présentation d’'images et d'objets humanitaires sont des
lieux de savoir et de sacralité (du fait de l'exposition de ces
objets comme des reliques ou des symboles) qui permettent
de mobiliser le public autour de causes, mais qui fonctionnent
aussi pour les grandes institutions caritatives.

Il ressort de cette notion d’exposition comme espace de
mise en scéne et de circulation de pouvoirs que les expositions
humanitaires ne se résument pas a l'élaboration de dispositifs
visuels et & leur réception par un public passif. Elles impliquent
le développement de nouvelles facons de penser I'urgence ou
l'événement. Elles faconnent et sont faconnées par la percep-
tion que le public a de lui-méme. Les vitrines servent autant
de miroirs que de fenétres sur des panoramas inconnus. Ces
expositions invitent les spectateurs a ne plus 'étre et a parti-
ciper a une ceuvre, a la remettre en question et a entreprendre
une remise en question de soi. Cependant, la fonction narra-
tive des expositions échappe aux intentions des organisateurs
et des narrateurs. Quelles que soient les intentions de leurs
concepteurs, les expositions et le matériel d’exposition entrent
en interaction avec le public et cette interaction faconne ulté-
rieurement ce que les organisations ou les humanitaires sont
en mesure de dire sur eux-mémes. Cette perte de contréle
est bien sr un sous-produit de I'incommensurabilité du tra-
vail humanitaire. La nature méme de ce travail, sa banalité et

19  Kim West, The Exhibitionary Complex. Exhibition, Apparatus, and Media from
Kulturhuset to the Centre Pompidou, 1963-1977, Diss. Sodertorns hogskola, 2017,
p. 16.
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ses effets souvent dérisoires a l'échelle des besoins humains
exigent d’étre racontés de maniére intelligible. Souvent, les
expositions humanitaires recourent ainsi aux modes figura-
tifs et allusifs pour évoquer des besoins ou des souffrances
indicibles et lointains. Par exemple, la difficulté d’expliquer la
souffrance peut étre contournée par la présentation de maté-
riel chirurgical et d’anesthésie reproduisant le récit 1énifiant
du progrés médical et de 'ingéniosité industrielle.

Ce volume, qui présente différentes formes de ce que
l'aide pourrait étre ou faire, couvre la presque totalité du
temps de lhistoire humanitaire, du XIX® siécle & nos jours,
dans ses dimensions politiques et institutionnelles. A la dif-
férence des travaux historiques portant sur lidentification
des moments d’accélération, de rupture et de réinvention de
I'humanitaire, il se concentre sur l'autoreprésentation et la
tentative qui en découle de construire un récit cohérent autour
de T'aide humanitaire®. Si chaque chapitre met en lumiére la
signification politique et sociale de telle ou telle exposition
dans des contextes internationaux souvent trés polarisés, le
panel d’exemples abordé (de 1867 a 2016) permet d’interro-
ger les expositions humanitaires dans leurs continuités, leurs
pratiques communes et figures de style récurrentes. Le volume
rassemble ainsi un ensemble de regards sur l'acte d’exposer,
ainsi que sur l'exposition en tant quexpérience vécue, labo-
ratoire de la complexité politique, diplomatique et sociale du
projet humanitaire. Il se décline en trois parties correspondant

20 Il existe un débat trés vif sur la périodisation de I'histoire humanitaire, Barnett et
Weiss, « Humanitarianism: a Brief History of the Present», art. cit., p. 1-48; Enrico Dal
Lago and Kevin O'Sullivan, «Introduction: Towards a New History of Humanitaria-
nism», Moving the Social, 57 (2017), p. 5-20; Kevin O’sullivan, Matthew Hilton et
Juliano Fiori, « Humanitarianisms in Context», European Review of History - Revue
européenne d’histoire, 23, 1-2 (2016), p. 1-15; Johannes Paulmann, « Conjunctures in
the History of International Humanitarian Aid during the Twentieth Century», Huma-
nity: An International Journal of Human Rights, Humanitarianism, and Development,
4,2(2013), p. 215-238.
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aux trois principaux objectifs des expositions humanitaires:
leur ambition universaliste, leurs usages diplomatiques et la
diversification des modes de représentation médiatique de
I'humanitaire.

Ces trois objectifs se croisent en permanence et ne
sont donc pas abordés en tant qu'étapes spécifiques de I'his-
toire des expositions humanitaires. Tous découlent de la
volonté complexe et souvent implicite d’agir, de mobiliser, de
vendre et d’obtenir une forme de reconnaissance, si ce n’est
de légitimité. Et si un glissement chronologique seffectue
dans la troisiéme section du volume, il est surtout le reflet
de Tétat actuel de la recherche. Sans prétendre i une quel-
conque exhaustivité, ni méme y aspirer alors que le domaine
est en constante évolution, le bilinguisme de 'ouvrage permet
d’aborder les ambiguités et les nuances liées a chaque tradition
historiographique. Rappelons a cet égard que d’'une langue a
lautre, les termes d’exposition, d’exhibition et de représenta-
tion sont des faux amis a plus d’un titre.

La nature du regard d’un flineur déambulant parmi des
villages factices ou au milieu de tentes d’hopital est sans doute
différente de celui d'un spectateur assis dans une salle de
cinéma ou d’un visiteur contemplant une exposition d’art. Si
le regard et l'expérience différent sensiblement, les intentions
et les objectifs peuvent néanmoins étre trés similaires. Malgré
la difficulté de mesurer 'impact culturel et social suscité par
ces événements, les chapitres présentés offrent une analyse de
leur signification dans un contexte spécifique. Les expositions
et autres formes d’exhibition sont ainsi parties prenantes de
I'histoire de '’humanitaire et de sa communication, mais aussi
d’autres événements historiques qui doivent étre replacés
dans leur contexte. Toutes les expositions n'ont pas fait date
ou n'ont pas eu un effet sismique: nombre d’événements que
nous analysons ici se déroulent en marge de manifestations
culturelles plus larges ou sont le fruit de démarches initiées
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par des amateurs, a l'instar de certains «camps de réfugiés»
improvisés par des volontaires pendant I'année mondiale des
réfugiés. Nous ne prétendons pas ici que les objectifs des orga-
nisateurs en termes de nombres de visiteurs aient vraiment
été atteints, néanmoins les différentes contributions sug-
geérent que, cumulées, ces expositions ont attiré des foules et
contribué a construire '’humanitarisme moderne.

Lexposition universelle
humanitaire

Le point de départ du volume est l'exposition de Paris en
1867%" - la plus grande depuis la Grande Exposition de 1851
qui a lancé le mouvement mondial des expositions - trois
ans aprés le lancement de ce qui deviendra plus tard la Croix-
Rouge. Avec la couverture médiatique des graves déficiences
en termes de soins médicaux pendant les guerres de Crimée
et d’ITtalie, 'extraordinaire brutalité et I'importance quanti-
tative des pertes humaines pendant la guerre de Sécession,
l'exposition offre pour la premiére fois une visibilité a un pro-
jet humanitaire spécifiquement destiné a secourir des soldats
blessés et malades. Notre point d’arrivée est extrémement
contemporain et refléte la facon dont les processus d’exposi-
tion ont évolué et, ce faisant, adopté de nouveaux modes de

21 La grande exposition de 1851 célebre le libre-échange, I'industrie et I'empire,
mais elle incarne aussi la volonté d’affirmer le progres et d’organiser une représenta-
tion cohérente du monde. Jeffrey A. Auerbach et Peter H. Hoffenberg (éd.), Britain, the
Empire, and the World at the Great Exhibition of 1851, Farnham, Ashgate Publishing,
2008; Hermione Hobhouse (éd.), The Crystal Palace and the Great Exhibition: Art,
Science, and Productive Industry. A History of the Royal Commission for the Exhibi-
tion of 1851, Londres, A&C Black, 2002.
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communication. Pendant cent cinquante ans, les humanitaires
modernes ont cherché A faire exister ou & maintenir leur posi-
tion dans la société et ont pour ce faire utilisé les expositions.
La mise sur pied d’institutions humanitaires, la définition de
nouveaux moyens de susciter des soutiens et d’exprimer leur
identité de réformateur humanitaire font partie d’'un pro-
cessus d’exposition que les chapitres qui suivent illustrent et
questionnent. Notre premier axe montre comment les expo-
sitions ont contribué a l'affirmation de I'humanitaire en tant
que cause universelle, faisant partie d’un processus civilisateur
témoignant de sa modernité.

Le premier chapitre considére I'Exposition universelle
de 1867 a Paris comme un jalon symbolique, qui illustre toutes
les ambiguités de la présentation des idéaux et des instru-
ments humanitaires. Aux c6tés des canons Krupp, la premiére
société internationale d’aide aux blessés et aux malades pré-
sentait ses outils et appareils et cherchait a gagner le soutien
du public a son programme humanitaire. Comme le montre le
chapitre de Bertrand Taithe”?, 'humanitarisme médical consa-
cré aux victimes de guerre est apparu presque dés le début
comme un objet d’exposition, combinant l'étalage d’instru-
ments d’aide et 'énonciation d'un nouvel ordre mondial pour
«améliorer» la guerre moderne. Lexposition de 1867 combi-
nant des textes juridiques et des outils et appareils invitait un
groupe de spécialistes de premiers secours a faire la démons-
tration de leurs compétences. Cependant en s’appuyant sur
des déclarations ambitieuses sur la nature de la civilisation, les
humanitaires des origines de la Croix-Rouge ont tenté de favo-
riser la dynamique du volontariat tout en cherchant a définir
les normes de '’humanitaire en guerre. Couvrant la période
allant jusqu’a 1914, ce chapitre présente le projet humanitaire

22  Bertrand Taithe, « Encasing the Word or the Deeds? Imagining and Represen-
ting Humanitarian Work in Early Red Cross Displays and Exhibitions ».
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dans sa premiére phase d’institutionnalisation, alors qu'’il
cherche a affirmer son universalisme autour de principes juri-
diques et de nouvelles normes de soins.

Pourtant, les notions d'universalisme restaient contes-
tées et fragiles. Le chapitre de Wendy Asquith® interroge
les objectifs humanitaires des expositions de la Société des
Nations dans les années 1930, une époque lors de laquelle
I’humanitaire était contesté par les idéologies fasciste, nazie
et soviétique. En retracant les stratégies de représentation des
organisateurs de la Société des Nations, elle analyse comment
des images de ’humanité souffrante ont été utilisées dans une
campagne politique pour défendre les valeurs d’'un universa-
lisme mis a mal. Elle pointe également comment les nations
menacées pouvaient utiliser ces espaces dexposition pour
exprimer leur statut de victimes et formuler leurs besoins
humanitaires de maniére profondément politique, en renon-
cant, dans cette représentation, a toute notion de neutralité.
Une génération plus tard et dans le contexte des déplace-
ments de populations en Europe, l'article de Peter Gatrell*
analyse comment Année mondiale du réfugié, parrainée par
I'ONU, a entrainé une efflorescence d’expositions — petites et
grandes, spontanées et bien financées — pour attirer I'atten-
tion sur le sort des réfugiés en tant que sujets humanitaires
prioritaires. Ce chapitre témoigne d'une forme d’intégra-
tion du projet humanitaire dans une globalisation naissante.
Talita Cetinoglu® termine cette section consacrée aux mani-
festations universelles par son étude du Sommet humanitaire
mondial des Nations unies tenu a Istanbul en 2016. Elle met
en évidence la maniére dont 'héte du sommet développe ses

23 Wendy Asquith, «The Humanitarian Sentiment on-display: The League of
Nations, the United Nations and World Expos ».

24 Peter Gatrell, « World Refugee Year, 1959-60».

25  Talita Cetinoglu, « World Humanitarian Summit and the Global Display of Huma-
nitarianisms (Istanbul 2016) ».
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propres objectifs par rapport a l'universalisme humanitaire
et comment la scénographie et les pratiques d’inclusion et
d’exclusion ont défini l'articulation d’'un projet global. Dans
ce contexte de congrés des Nations unies, une multitude de
processus d’exposition ont défini 'architecture d'un projet de
réforme, tout en neutralisant les possibilités de contestation.
A la marge du monde diplomatique, ce sommet humanitaire a
transformé les aspirations des humanitaires en objets d’expo-
sition dans un marketplace humanitaire déniant les véritables
enjeux politiques. Il assure également une transition avec
la deuxiéme section du livre en ouvrant la réflexion sur le
domaine de la diplomatie humanitaire.

La diplomatie humanitaire
sexpose

Dans cette deuxiéme partie, 'exposition de I'humanitaire
est interrogée en termes de concurrence diplomatique et de
reconfiguration du marché du secours international. Cette
tentative de mise en place d'un régime humanitaire global,
qui se manifeste dés le début du Xx° siécle et plus encore au
sortir de la Premiére Guerre mondiale®, s’est paradoxalement
accompagnée d'un alignement politique des acteurs Croix-
Rouge de tous les pays sur les positions adoptées par leur

26  Larry Minear et Hazel Smith, Humanitarian diplomacy: practitioners and their
craft, Tokyo, United Nations University, 2007; Philippe Régnier, «The emerging
concept of humanitarian diplomacy: Identification of a community of practice and
prospects for international recognition », International Review of the Red Cross, 93,
884 (2011), p. 1211-1237; Sommo Pende Rousseau, « Humanitarian Diplomacy », in
Thierry Balzacq et Frédéric Charillon (éd.), Global Diplomacy. An Introduction to
Theory and Practice, Cham, Palgrave Macmillan, 2020, p. 253-266.
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gouvernement”’. Dans ce contexte, 'action humanitaire et sa
représentation refletent la polarisation politique qui carac-
térise le Xx° siecle jusqu’a la fin de la guerre froide. Bien que
participant a la diffusion d'un idéal universel commun, les
expositions humanitaires des sociétés nationales de la CR et du
Comité international de la Croix-Rouge lui-méme entendent
en effet toutes démontrer la supériorité de leur organisation
et imposer leurs critéres comme autant de standards d’excel-
lence. Les expositions ont ainsi favorisé I'émergence d’'une
véritable industrie de ’humanitaire, dont les enjeux sont aussi
économiques et politiques.

Le chapitre de Julia Irwin®® est consacré aux camps de
déplacés établis par les organisations américaines au début du
xx° siécle en Italie et dans le nord-est de la Chine, a la suite
de catastrophes naturelles. Financés par la Croix-Rouge améri-
caine et administrés par des officiers et des troupes militaires,
des agents diplomatiques et des volontaires civils américains,
ces camps furent deés l'origine considérés comme des sites d’ex-
position appelés a accueillir des visiteurs. Les photographies
prises et les textes rédigés par ces derniers furent largement
diffusés dans des livres et des périodiques, multipliant ainsi
les déclinaisons d’'une méme représentation. Conceptualisant
ces espaces humanitaires comme des «villages modéles», les
Etats-Unis ont utilisé ces camps de réfugiés pour présenter
non seulement des méthodes modernes d’aide humanitaire,
mais aussi des comportements sanitaires, moraux et civiques
idéalisés.

Les expositions et, d'une facon plus générale, la mise
en scéne («kul'tpokaz») des réalisations et des valeurs du

27  Larry Minear, « Humanitarian Action and Politicization A Review of Experience
Since World War Il», in Antonio Donini (éd.), The Golden Fleece: Manipulation and
Independence in Humanitarian Action, Londres, Kumarian Presse, 2012.

28  Julia Irwin, « Model Villages amidst the Ruins: Disaster Refugee Camps as Sites
of Humanitarian Exhibition ».
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régime sont 'une des principales composantes du processus
de légitimation externe et interne entamé par les Soviétiques
au sortir de la guerre civile. Dans son chapitre, Jean-Francois
Fayet montre ainsi que, malgré la réticence des bolcheviks a
‘égard de la philanthropie bourgeoise, la Société russe de la
Croix-Rouge s'impose comme un agent para-étatique du soft
power soviétique, dont les mises en scéne suscitent la curio-
sité du public occidental, tout comme 'animosité des milieux
anticommunistes®. Si, sur le plan extérieur, les expositions
de la Croix-Rouge soviétique contribuent a la réinsertion pro-
gressive de I'Union soviétique sur la scéne diplomatique, sur le
plan intérieur, elles participent a la diffusion des normes sani-
taires — mais aussi sociales et politiques du régime — auprés
des minorités nationales, parfois rebelles, d’Asie centrale et du
Nord-Caucase.

Patrick Bondallaz s’intéresse pour sa part aux repré-
sentations véhiculées par la stratégie communicationnelle du
Secours aux enfants de la Croix-Rouge suisse (CRS-SAE), une
composante du dispositif de politique étrangére mis en place
par la Confédération pendant la Seconde Guerre mondiale®.
La configuration particuliére dans laquelle se trouve la Suisse
impose a la CRS-SAE d’'imaginer des modes de financement
pérennes, susceptibles d’intégrer 'ensemble de la population
suisse dans un projet humanitaire national devant pallier les
besoins des enfants victimes de la guerre tout en répondant
aux exigences d’'une neutralité politique mise sous pression.
En créant ses propres codes rhétoriques et en développant une
identité visuelle calibrée sur les attentes des citoyens, la CRS
a fait du Secours aux enfants un instrument au service de la

29 Jean-Frangois Fayet, «La Croix-Rouge soviétique s'expose (a toutes les cri-
tiques)».

30 Patrick Bondallaz, «S’exposer pour s'imposer: le Secours aux enfants de la
Croix-Rouge suisse (1942-1949) ou la création d'une image de marque ».
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Suisse, capable a la fois d’apaiser les consciences individuelles
et de rétablir 'image du pays.

Le Comité international de la Croix-Rouge, qui connait
durant cette période du second conflit mondial une expansion
inédite de ses activités, entend lui aussi affirmer par le biais
des expositions son role déterminant d’acteur humanitaire
international au service de la neutralité de la Confédération
helvétique. Dans sa contribution, Sébastien Farré présente, en
les interrogeant, les efforts déployés pour favoriser l'exposi-
tion d’objets fabriqués par les prisonniers, d’abord au sein des
camps de prisonniers, puis hors des camps, dans des musées
ou des trains-expositions circulant a travers la France et la
Suisse®’. La scénographie, qui se réinvente au fur et & mesure
de ce déploiement pour aboutir a 'exposition itinérante inti-
tulée «Captivité», illustre le glissement qui s’est opéré du
discours institutionnel du Comité a la représentation de son
champ d’intervention privilégié: le camp de prisonniers.

Expositions médiatiques

Sélections d’objets, choix de moments significatifs, figures
admirées, lieux mémorables, les institutions caritatives par-
ticipent, par lintermédiaire des expositions consacrées a
leurs activités, a la cristallisation d’'une grammaire humani-
taire. Livrée au public, cette mise en récit de leur identité, de
leurs valeurs et de leurs objectifs suit la tradition des témoi-
gnages écrits par les collaboratrices et collaborateurs des
organisations humanitaires au sujet de leur expérience sur

31  Sébastien Farré, « Du "Train-Expo" a "Captivité...". Exposer l'action de la Croix-
Rouge durant la Deuxiéme Guerre mondiale ».
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le «terrain». Comme le montre Marie-Luce Desgrandchamps
dans ce volume, leurs écrits ont faconné «une certaine repré-
sentation du travail humanitaire dans I'imaginaire collectif*”».
En scénarisant leurs souvenirs et leurs émotions, leurs récits
ont joué un réle central, voire fondateur, pour les organisa-
tions humanitaires, a 'exemple du témoignage canonique de
Henry Dunant, Un souvenir de Solférino (1862).

La mise en scéne de ces «aventures» et l'exposition de
leurs réflexions et de leurs émotions désignent le livre comme
un moyen de prolonger et de transformer la mise en exposi-
tion des acteurs humanitaires. L'étude d’Ana Carden-Coyne
est exemplaire pour suivre le caractére polymorphe de l'ex-
hibition humanitaire®. Elle décrypte notamment la grande
exposition consacrée a la Déclaration universelle des droits
humains, organisée a Paris, en 1949, sous 'égide de 'UNESCO.
Dans l'intention d’éduquer la Communauté internationale aux
principes universels promus par 'ONU, l'exposition est trans-
formée et adaptée sous la forme d'un livre-album: Human
Rights Album. Human Rights Exhibition Album. Entre le cata-
logue et le kit d’exposition, cet album propose des panneaux,
des photographies et des textes illustrant les articles de la
déclaration de 1948, dont l'objet est de faire circuler dans le
monde entier les valeurs de cette derniére et de servir d’expo-
sition portable.

De lexposition a l'album, et de l'album au reportage
graphique, l'exposition de 'humanitaire s’inscrit dans laffir-
mation d'une culture visuelle humanitaire qui est a l'origine
d’'une imposante production iconographique: dessins, gra-
vures, sculptures, tableaux, affiches, photographies, cartes
postales, timbres, images filmées, ciné-journaux, émissions

32  Marie-Luce Desgranchamps, « Médecins et délégués en récit: évolution, pro-
motion et représentation du travail humanitaire (1935-2012) ».

33 Voir Ana Carden-Coyne, «“No Laboratory of lllusions”? UNESCO’s Human
Rights Exhibition and Album (1949-1951)».
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TV, publications sur les réseaux sociaux... Ces aspects qui
autrefois étaient vus avec méfiance par les historiennes et les
historiens sont désormais devenus un objet particuliérement
fertile pour I'histoire, a condition de ne pas les prendre pour
un «reflet» du réel, mais plutét comme un discours et une
construction véhiculant des valeurs idéologiques.

Ce patrimoine visuel est discuté dans le travail de
Valérie Gorin consacré a la bande dessinée-reportage, en parti-
culier a travers lexpérience de Médecins sans frontiéres (MSF)
depuis le début des années 2000%. Dessinateurs et scénaristes
ont réélaboré la relation difficile entre médias et institutions
humanitaires, en participant a la visibilisation des victimes
avec une plus grande pudeur et réflexivité. Cet enjeu de mise
en spectacle, notamment des figures «totems » pour reprendre
la notion de Susan Sontag®: enfants, femmes, réfugiés, affa-
més, nous permet de mieux cerner les réflexions menées
par les acteurs humanitaires sur les formes d’exposition, les
images livrées a tous, mais aussi leurs objectifs au moment de
mobiliser le public. Les ONG sont partiellement financées par
des dons privés. Les émotions suscitées par les témoignages et
les images sont souvent suffisantes pour générer des efforts
de solidarité importants. Est-ce que l'on privilégie I'émotion,
la proximité ou au contraire un travail de mise a distance qui
invite a la réflexion®”?

34  La notion de Visual Culture concerne I'étude de tout ce qui est socialement et
culturellement congu et construit pour étre vu. Marisa Sturken, Lisa Cartwright, Prac-
tices of Looking: An Introduction to Visual Culture, Oxford, Oxford University Press,
2009; W. J. Mitchell, Picture Theory: Essays on Verbal and Visual Representation, Chi-
cago, The University of Chicago Press, 1994.

35 \Valérie Gorin, « L'humanitaire en bulles: les Médecins sans Frontieres dans la
bande dessinée (2003-2019) ».

36 Susan Sontag, Devant la douleur des autres, Paris, Christian Bourgois, 2003,
p.93.

37 Denis Kennedy, «Selling the Distant Other: Humanitarianism and Imagery-Ethi-
cal Dilemmas of Humanitarian Action», The Journal of Humanitarian Assistance,
28 février 2009.
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Ce dilemme fait écho a l'exposition médiatique des stars
de la chanson et de la télévision qui ont joué un réle important
dans les mobilisations humanitaires contemporaines. A T'op-
posé, les victimes restent dans I'angle mort de ces dispositifs
médiatiques et «n’ont jamais eu de voix dans les cheeurs des
chansons humanitaires®». En étudiant un répertoire de chan-
sons humanitaires qui sont restées dans la mémoire collective,
a lexemple de We Are the World (1984) ou Des ricochets (2012),
la contribution de Luis Velasco-Pufleau s’inspire notamment
des travaux de Jacques Ranciére sur le «partage du sensible».
Son analyse des textes, de la musique et de la mise en scéne
des stars lui permet de conclure que le «régime de visibilité »
et I'«unité discursive» de ces chansons traduisent 'émergence
d’'un discours plaidant essentiellement sur l'aide d’urgence
et non plus sur une justice sociale basée sur la redistribution
équitable des richesses®.

Cet ouvrage collectif ouvre un chantier de recherche
sur les expositions humanitaires. Les humanitaires ont
défini — mais se sont aussi définis — par ces expositions, sous
toutes leurs formes. Loin d’étre prisonnier, voire victime de
cette stratégie de communication, ce livre collectif présente
les expositions et le processus de l'exhibition comme une
narration de soi et du travail humanitaire qui élabore, pour
le public et les humanitaires eux-mémes, notre rapport a
I'humanitarisme.

38 Luis Velasco-Pufleau, « Quand les chanteurs s'exhibent: régimes de visibilités et
abandon de la justice sociale dans les chansons humanitaires ».

39 Jacques Ranciére, Le partage du sensible: Esthétique et politique, Paris,
La Fabrique, 2000, p. 13-14.
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Introduction

Within the humanitarian project of the Red Cross movement,
in all its variegated manifestations, engaging with displays
proved an initial imperative - core to the propagation of ide-
als and central to the development of a coherent mission.
Emerging as early as 1867, the humanitarian exhibitions
pre-empted action to a large instance and prefigured a field
of practice yet to be established. At a time of doctrinal uncer-
tainty and practical doubts, humanitarians began to exhibit
their wares and themselves within 3 years of the signing of
the Geneva convention at a time when even the emblem of the
movement was almost totally unknown or ignored.

This chapter will thus follow the earlier phases of the
exhibitionary complex discussed in our general introduction,
to explore the role it played at the heart of humanitarian insti-
tution building. This chapter will argue that these exhibitions
were concomitant with the development of a community
concerned with practices of aid and relief — an epistemic com-
munity’. 1867 seems a fitting start for this exploration, not
because it represents the first exhibition of some humanitar-
ian work or indeed ideals but because it located humanitarian
work within a universal exhibition and proclaimed human-
itarian universality while narrowing down what it might
actually stand for. It had precedent in the work of antislav-
ery campaigners. Anti-slavery campaigners raised much of

1 Michael N. Barnett, « Humanitarian Governance», Annual Review of Political
Science, 16 (2013), p. 379-398. On how humanitarian epistemic communities emerge
and diverge also see Clair Gough and Simon Shackley, « The Respectable Politics of
Climate Change: the Epistemic Communities and NGOs », International Affairs, 77, 2
(2001), p. 329-346; Bertrand Taithe, « The Cradle of the New Humanitarian System?
International Work and European Volunteers at the Cambodian Border Camps, 1979-
1993», Contemporary European History, 25, 2 (2016), p. 335-358.
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their funding by exhibiting their work through conferences,
pictures and goods, producing a veritable industry of rep-
resentation and providing platforms for their humanitarian
subjects from which to speak”. In this tradition, the 1867 exhi-
bition set humanitarian ideals and the material and tools of
humanitarian work within the same space. It juxtaposed the
words and grand statements of what humanitarian ideals
ought to be alongside the small and great innovations, tools
and instruments, that were required to transform the fate of
wounded and sick soldiers. It began to set on parallel tracks
aspirational declarations of principles and the shape of norms
to come to turn them into effective action.

Far from being narrowly defined along some Dunantist
ideals of humanitarian principles, yet to be fully defined, the
1867 exhibition took place precisely at the end of Dunant’s
leadership of the Société de secours (later to be known as
the Red Cross). Over the following 47 years — until the San
Francisco exhibition of 1914 - the Red Cross participation in
exhibitions and exhibitionary events were illustrative of ten-
sions within humanitarian organisations and opened avenues
to the expression of ambiguities within the humanitarian pro-
jects of the era. Beginning with universal exhibitions and the
tensions and ideals they revealed, the chapter will then con-
sider competitions organised by the Red Cross.

2 Clare Midgley, «Slave Sugar Boycotts, Female Activism and the Domestic Base
of British Anti-slavery Culture», Slavery and Abolition, 17, 3 (1996), p. 137-162; John
R. Oldfield, Popular Politics and British Anti-Slavery: The Mobilisation of Public Opi-
nion against the Slave Trade 1787-1807, London, Routledge, 2012; Teresa A. Goddu,
Selling Antislavery: Abolition and Mass Media in Antebellum America, Philadelphia,
University of Pennsylvania Press, 2020.
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Humanitarianism in

Universal Exhibitions
1867-1914

Historians of universal exhibitions have emphasized the
significance of these immensely popular events in promot-
ing trade, fashion, the internationalisation of norms and
even the development of capitalist ethos. The sheer accumu-
lation of resources, objects, architectural representations,
technology showcases and fine arts embodied growing compe-
tition amongst industrialised nations but also enabled public
demonstrations of new ideas and practices. It was in this orgy
of wealth and innovations that the first humanitarian partici-
pation, in the terms of the Genevan movement, took place in
1867 at the Paris Universal Exhibition. One of 50,000 exhibits
the humanitarian display was not central to the main hall but
it benefited from its location, near one of the main entrances
- almost impossible to ignore when coming by the new
crowd-pleasing bateaux-mouches launched for the exhibition.
This relative prominence and the space afforded to the
display reflected the significance of the humanitarian pro-
ject for the Imperial government of Napoleon III. The 1867
exhibition was a profound political statement for the Second
Empire. Much like the pioneering Great exhibition of 1851
in London had reflected the political choices and aspirations
of Prince Albert, the 1867 event reflected the changes taking
place at the heart of the regime of Napoleon III. The exhibi-
tion was thus an exhibition of progress and modernity. Halls
of machines, weapons and products were classified accord-
ing to their categories. The pavilion of the Société de Secours
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Internationale, was thus strategically located near the
entrance of the «quart francais» in the parc’, the largest of
the sections of the exhibition. The display was not unlike the
display of a better established «humanitarian» organisation,
that of the Société de Protection des Animaux (SPA). Aligning
the two exhibits made much sense since the two organisations
shared eminent members, including the holder of an iconic
name, médecin général Hippolyte Larrey®. Both were part of
the landscaped space of the exhibition, away from the crowded
spaces of the main building and this enabled the pavilions to
exhibit outdoor as well as indoor. Though their display differed
from that of the main buildings, in humanitarian matters like
in all other domains of industry, setting norms and stand-
ards was the main preoccupation and the explicit organisation
principle.

This normative purpose was key to the design of the
universal exhibition itself. At the symbolic heart were the
standards of weight and measure - the kilogramme and metre
(prior to the international agreement setting Paris as the
centre of the international bureau of weight and measures
in 1875)°. - and much of the purpose of most other sections
were to define quality, norms and standards - ranging from
woven material to beer, wine or humanitarian surgical kits.
The normative aims of the 1867 exhibition were primarily

3 The exhibition favoured a very Utopian spatial representation in quarters. Hippo-
lyte Gautier, Les Curiosités de I'Exposition universelle de 1867, Paris, Delagrave,
1867, p. 25, 64-65; Michel Chevalier (ed), Exposition universelle de 1867 & Paris. Rap-
port du jury international, Paris, imprimerie Paul Dupont, 1868, 13 tomes. The organi-
zation of the exhibition was under the direction of Frédéric Le Play, cf. Edouard
Vasseur, « Pourquoi organiser des Expositions universelles? Le “succés” de I'Exposi-
tion universelle de 1867 », Histoire, Economie & Société, 24, 4 (2005), p. 573-594.

4 Hippolyte Larrey was the president of the SPA from 1878 to 1881. P. Vayre, «Le
Baron Hippolyte Larret (1808-1895). Chirurgien de Napoléon Il ou le défi d'un héri-
tage », Mémoires de I'’Académie nationale de chirurgie, 4, 2 (2005), p. 42-48.

5 Terry J. Quinn, « The Metre Convention and the Creation of BIPM», in Patrizia
Tavella, Martin J. T. Milton, Massimo Inguscio, Natascia De Leo, Metrology: from Phy-
sics Fundamentals to Quality of Life, Amsterdam, |OS Press, 2017, p. 217-249.
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Fig. 1 Provost, Champ-de-Mars et ses abords, Paris, Ledot, 1867. © Bibliotheque
nationale de France.

practical and sought to foster collaborations and standards
around medical military rescue work.

The 1867 Paris universal exhibition was the arche-
type of circulatory model. The conference building was circular
and could be visited through concentric path or segmented
thematically. As an organised space it sought to provide a
coherent reading of the world. Within every space of the exhi-
bition models of knowledge production existed and enabled
governmentality and legibility. It is within this context that
contemporary humanitarian exhibitions came into existence.

It did not significantly identify the legal or interna-
tionalist agenda as a priority for exhibition. The Genevan
committee display was separate from the Swiss in which
Dr Appia’s writing and system for the transportation of
wounded soldiers featured. Invited in August 1865, the
International committee had been invited as part of a Swiss
delegation in order for «Switzerland to occupy the impor-
tant place that befits her in this demonstration of the
international initiative and which was consecrated in a
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European Congress...»°. Instead of merging with the Swiss,
the international committee opted to present its specific
mission in a separate display. Within the display of the Swiss
branch of the société internationale one could find some short
publications, the armband of Dr Appia from the brief Danish
war of 1864, a system he had devised and some equally mod-
est remnants of the 1866 conflict’. The Genevan committee
limited its display to a copy of the organisation of committees,
photographs pictures surrounded with some explanatory text
and a copy of the Geneva convention. This textual display was
at odds with the intentions of the rest of the humanitarian
display.

For all other participants, the aim of the exhibition was:

(...) to establish in each group of similar items a model
type which could be adopted in principle by all the societies,
each retaining the right to adapt it according to the specific
circumstances of its climate. In view of this aim and in order
to facilitate the judgement and comparison, we have distrib-
uted our exhibition in five sections, each of them collecting
the objects of a similar nature and in the alphabetical order of
the committees.®

There was nothing much representing the Geneva con-
vention beyond a humble display window cabinet and the
visitors might have entirely missed it among the mountain of
equipment and the libraries of documents presented by the
French, Prussians and Americans.

6 Archives CICR, A, AF/6, 1-2 correspondance France 1863-73, Serurier invite,
9th August 1965, 8-1.

7 The presence of Dr. Louis Appia and the new use of the emblem were the only
innovations of 1864. Thomas Wiltberger Evans, Les Institutions sanitaires pendant le
conflit austro-prussien-italien. Suivi d’un essai sur les voitures d’ambulance et d’un
catalogue de la collection sanitaire américaine de l'auteur, Paris, Masson, 1867.

8 Dr Gauvin cited in Exposition universelle de 1867 a Paris, catalogue général,
2nd édition, p. 1526.
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In contrast one could visit the full display of an
American civil war field hospital (including the Lieber code
in a glass display). The hospital itself had been given to an
American committee led by Dr Thomas Evans®, private den-
tist of the imperial family and imported for the exhibition. It
contained equipment for amputees, the material used for the
selection of fit soldiers etc. The range of objects was matched
by the display of the French committee which also listed med-
ical equipment promising rehabilitation and field deployment
capability™. The Prussians also presented a field tent and
ambulance carriage as well as the full pharmaceutical equip-
ment of a battalion of infantry. The disproportion between the
Genevan display and the American field hospital™ reflected
their influence on the military health reformer'’. The scale of
the Central American Association for Medical Assistance had
profoundly impressed the need to reform the French health
provisions*®.

As a military health project, the humanitarian exhibit
could find a dual inspiration for its fledging organisation.
From a military point of view the American experience, ide-
alised and simplified in a perfect form through the exhibition,
promised a futurist toolkit'*, including died food supplies, cof-
fee waggon and moral support with its field library while the
SPA, on the other side of the quart, presented the example of

9 Thomas W. Evans, Voitures et tentes d’ambulance, Paris, Paul Dupont, 1867.
10 Chevalier, Exposition universelle de 1867, op. cit., p. 1537.

11 Philip Mark Katz, From Appomattox to Montmartre: Americans and the Paris
Commune, Cambridge, Harvard University Press, 1998.

12 Cf. Rapport sur I'Exposition universelle de 1867 a Paris, Paris, Imprimerie impé-
riale, 1869; the world’s fair received 11 million visitors and was the subject of unpre-
cedented media hype in France.

13 Emmanuel Domenech, Histoire de la campagne de 1870-1871 et de la deu-
xiéme ambulance, dite de la Presse frangaise, Lyon, Imprimerie du Salut Public, 1871,
p. 45.

14  Cf. Jean-Frangois Chanet, Claire Fredj, Anne Rasmussen, «Soigner les soldats:
pratiques et expertises a I'ére des masses», Le Mouvement social, 257, 4 (2016),
p. 3-19.
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an emotional educative campaign which had already achieved
some legislative progress and had set out public awareness of
sufferings including new features in the urban setting. By that
stage the French SPA led the way since 1845 and claimed a
major piece of legislation in 1850 (Grammond Law)™.

From a Genevan perspective 1867 could not have
been a more awkward period for the new movement. The
Genevan leadership had recently intimated to Dunant that
they had accepted his resignation — though he had not sent
them one - and they understood the transfer of the commit-
tee’s archives from Dunant to Moynier as the symbol of his
withdrawing from the société. The organisers of the exhibi-
tion were troubled by this and sought to provide for him'.
Dunant was one of only two members of the Genevan com-
mittee who could claim to have worked on a battlefield as a
humanitarian. By including war seasoned American exhibits
the French exhibition was considerably more inclusive. To
add insult to injury the Geneva convention itself was largely
presented as a French diplomatic initiative'’. At a time when
French «Ultramuntane» Catholics resented the dominance
of Calvinist Genevans, nothing was less assured than the
position of Geneva in the international geography of human-
itarianism.’® The 1867 conference of the movement was
the strategic meeting for deciding where the international
committee should reside'®. Geneva appeared neither safer

15  Especially since the Grammont Act according to Eric Pierre, « Réformer les rela-
tions entre les hommes et les animaux: fonction et usages de la loi Grammont en
France (1850-1914)», Déviance et Société, tome 31, 1 (2007), p. 65-76.

16  Archives CICR, A, AF/ 6, 1-2 correspondance France 1863-73, 6-1-97.

17  Archives CICR, A, AF/6, 1-2 correspondance France 1863-73; AF/6, 1-94-111
exposition de Paris.

18  On religious tensions in Second Empire France see Natalie Isser, « Protestants
and Proselytization During the Second French Empire », Journal of Church and State,
30(1988), p. 51.

19  Archives CICR, A, AF/6, 1-2 correspondance France 1863-73; AF/6,1, 110 rap-
port du Comte Breda.
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socially than Paris, nor Swiss neutrality a firm certainty con-
sidering the swiss had recently «re-armed in an extraordinary
manner »”°.

Nevertheless, by virtue of not being French and appeal-
ing thus to the jury’s aim to avoid the growing tensions
between Prussia and France, the Genevan committee won the
grand prize of the exhibition. The Gold medal was then copied
in Bronze and 4 copies were minted”. The general secretary
of the French committee strongly objected to the award being
made to the Genevan committee but was overruled by the
prize committee of section 1 of the Exhibition?. The award
revealed the incongruity of a Genevan international commit-
tee which had no international members and which had no
other legitimacy than the ideas of its now disgraced previous
leader and the organisational acumen of its current one®.

After the dismantling of the fair, the humanitarian
exhibits of 1867 were either returned to exhibitors or put
into storage. The bulkiest exhibits were used, as an American
field hospital, during the siege of Paris a little less than 3
years later. To a degree this serves as a metaphor for human-
itarianism itself. The exhibition preceded the existence of the
genuine widescale deployment of aid. The exhibit pre-empted
the material reality of humanitarian relief work. Interestingly
these exhibits had a life beyond the exhibition. The modest
display from the Geneva committee found a home in a corner

20  /bid., p.3.
21 Archives CICR, A, AF/6, 1-2 correspondance France 1863-73, 111 letter of Le
Play.

22  See Archives CICR, A AF/6, 1-2 correspondance France 1863-73, 127, letter of
comte de Rohan Chabot. Rohan Chabot had been part of the French delegation to
Geneva in 1863-4, Letter from Henry Dunant to Gustave Moynier, 29 mai 1864, in
Natalie Isser, « Protestants and Proselytization During the Second French Empire », in
«Avant le Congrés de Geneve», Revue internationale de la Croix-Rouge et Bulletin
international des Sociétés de la Croix-Rouge, 36, 426 (1954), p. 499-503.

23  Archives CICR Vernes, A, AF/6-1,97 (T) 15.06.1867; AF/21-3 b. The conference
at the Athénée in August 1864 had not set a clear hierarchy between the societies.
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Fig. 2 L'Ambulance américaine a Paris, photographe anonyme, 1870. © Musée
Carnavalet.

of hétel Metropole in Geneva®. The exhibits contained pri-
marily the texts of the conventions, the first armband ever
utilised in wartime bearing the emblem of the society, reports
and group portrait of the founders. Dunant was largely absent
from the Genevan exhibit.

Though it had not won a gold medal, the Evans exhi-
bition played a more substantial role. In July 1870 it was
completed by a gift from the American government which
enabled it to be deployed as a full field hospital avenue du
Général Uhrich [avenue Foch]®.

24  See the transfert of these collections listed in CICR A, CR/23, 51 Musée de la
Croix-Rouge Genéve, note sommaire sur le futur musée de la Croix-Rouge, G. Vua-
gnat, 25.9.1946. The Hotel Métropole had been an operational centre for the ICRC
between 1942 and 1946.

25 Thomas Evans, History of the American Ambulance Established in Paris During
the Siege of 1870-1871: Together with the Details of Its Methods and Its Works, Lon-
don, S. Low, Marston Low and Searle, 1873, p. 16. Gregory Seltzer, «Organized Effi-
ciency in a Disordered Medical Setting: The American Ambulance in Besieged Paris,
1870-1871 », Diss. University of North Carolina, Wilmington, 2009.
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The exhibits became actants in what in many ways
represented the first genuinely global expression of human-
itarianism in action following the Geneva convention.
Unusually the collection of artefacts did not make its way into
a museum which might have neutered their relevance to real
sufferings (as for instance many weapons did or other objects
leading for the Great Exhibition to the creation of the Victoria
and Albert Museum) - they became the centre of tourism and
the theatrical display of solidarity and what Pinder called the
practice of «humanitarian civility» by reference to Balibar, as
«possibility of responding to extremes of violence in order
to displace or limit it» in his account of the museum of the
ICRC in the early XXI** century®. This field hospital set within
the walls of Paris was the object of journalistic attention and
as a reminded of the universal exhibition and international
solidarity:

Paspect général... est vraiment pittoresque. Aux alentours
sont plantés de jeunes sapins en assez grand nombre, dans le

but de purifier I'air.”’

Other foreign private initiatives under the red cross emblem,
such as the ambulance of Richard Wallace or the Irish
Ambulance which joined the internationalist war effort of
1870 received equal attention®®. While the objects of the 1867
exhibition became once again tools of humanitarian work
(or indeed became for the first time utilised as some of the

26  John Yves Pinder, «A theatrical critique of humanitarian civility in the ICRC
Museum», Research in Drama Education: The Journal of Applied Theatre and Perfor-
mance, 23,4 (2018), p. 483-498.

27 Alexandre Piédagnel, Les Ambulances de Paris pendant le siege (1870-1871),
Paris, Librairie générale, 1871, p. 84.

28 Francisque Sarcey, Le Siége de Paris: impressions et souvenirs, Paris,
E. Lachaud, 1871, 2 vol.
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original soldiers’ kits were)*, the text of the Geneva conven-
tion itself was mass published for the first time and distributed
systematically to all German soldiers, and throughout the war,
circulated in the French press until the last publications of the
Commune of Paris in May 1871%.

The International committee display of 1867 was also
revived in Vienna at the Universal exhibition of 1873 when
it sent a «tableau» including the international conference of
1863, a copy of the Bulletin International (founded in 1869)
and a document referring to it Basel international agency for
the wounded and prisoners launched in 1870. The exhibit
(apart from the prize of 1867) was entirely composed of
reports from Basel®, lists of prisoners, Bulletins and a potted
history of the «oeuvre de la croix rouge »**.

This first presence at a universal exhibition highlighted
the tensions at the heart of the humanitarian exhibitionary
process when it sought to fit alongside weights and measures
and other indexes of normalised modernity. Among 50,000
other exhibits, the humanitarian exhibition expressed a desire
to internationalise and regulate, normalise standard setting,
frame and coordinate responses according to a range of sci-
entific parameters. Although a small adjunct exhibit of the
ministry of war, one could argue that the conceptual heart of
the exhibition was the Genevan display despite its vacuity in
practical or field legitimacy.

Following the Geneva convention, the aims of the pro-
ponents of the humanitarian project was clearly to set out
standards and some kind of regulatory framework to make

29 Bertrand Taithe, Defeated Flesh: Welfare, Warfare and the Making of Modern
France, Manchester, Manchester University Press, 1999, p. 76.

30 Bertrand Taithe, « L'Humanitaire spectacle ? La presse et le reportage de souf-
france durant les sieéges de Paris», Revue d’histoire du xix® siecle. Société d’histoire
de la révolution de 1848 et des révolutions du xix® siécle, 60 (2020), p. 177-190.

31 CICRA, AF/21,5, Basel commitee.

32 CICRA, AF/21,11, Exposition de Vienne.
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them operational. Humanitarians participated here in a
broader agenda still in its infancy. 1867 was extremely early
in a process of «unions universelles». Weights and measures
were set in 1875 in Paris, Geodesy in Berlin 1886, copyright in
Brussels 1886, the anti-slave trade in Africa and tax rates and
in Brussels in 1890 and 1896 respectively, epidemic control
in Desden in 1893. The idea that a treaty might justify a cen-
tral control and a regulatory administration, the international
committee, was the product of new forms of internation-
alisation which universal exhibitions helped structure and
popularize. The Swiss claimed the « Union des administrations
télégraphiques» in1865, postal union in 1874, the union for
the protection of industrial copyright 1885 and the protec-
tion of works of art in 1888, and the railway transport in
1890%. In subsequent universal exhibitions one finds the Red
Cross included in the military section of hygiene and display-
ing a multitude of inventive solutions and fixes witnessing
to the what some have called the technological fetish of
humanitarianism®.

Yet throughout the First World War era the exhibitions
of normative or divergent humanitarian practice and ideas
were to alternate and balance each other. Either as organising
body or as participants, the red cross organisations continued
to alternate between a normative imperative and the compet-
itive urges of a humanitarian marketplace open to innovation
and industry.

33  Ernest Roethlisberger, « Le Role international de la Suisse», in Paul Sieppel, La
Suisse au dix-neuviéme siécle, Lausanne, Payot, 1899, vol. 1, p. 538-552.

34  Katja Lindskov Jacobsen, The Politics of Humanitarian Technology: Good Inten-
tions, Unintended Consequences and Insecurity, London, Routledge, 2015; Tom
Scott-Smith, « The fetishism of humanitarian objects and the management of malnu-
trition in emergencies», Third World Quarterly, 34,5 (2013), p. 913-928.
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The Augusta Prize
and Humanitarian
Competitions

The ambiguities and range of possibilities at the heart of
humanitarian practice were the object of a sequence of ini-
tiatives which aimed at anchoring and tying back a range of
extremely diverse initiatives and potentially dissonant organ-
isations. The Franco-Prussian war had been a baptism of
fire for the entire new movement and for the Genevans too.
Refugees and internees (soldiers from the French army of the
Jura led by General Bourbaki) had flooded Geneva itself in
January 1871%. The Genevan committee needed to take stock.
Moynier published throughout the 1870s a series of impor-
tant texts which defined the role of the Red Cross as not only
the provision of aid but as a centre for the elaboration of new
codes and laws, norms and practices™®.

In 1873 the empress Augusta of Germany endowed a
prize which would allow a competition bringing together the
best minds of Europe to reflect on recent events and set out
some kind of independent dogmatic understanding of human-
itarian aid. The first competition took place in 1874 and a

35 Gilles Vogt, Neutres face & la guerre franco-allemande (1870-1871) ?: diploma-
tie et dynamiques d'opinions dans les Etats de Suisse, de Belgique et du Danemark,
Diss. Strasbourg, 2018; Vincent Genin, « The Institute of International Law’s Crisis in
the Wake of the Franco-Prussian War (1873-1899) », in Inge Van Hulle, Randall Lesaf-
fer (eds), International Law in the Long Nineteenth Century (1776-1914), Leiden, Bos-
ton, Brill Nijhoff, 2019, p. 214-232.

36  Wylie Neville, Melanie Oppenheimer, James Crossland, The Red Cross Move-
ment: Myths, practices and turning points, Manchester, Manchester University Press,
2020.
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small number of memoirs were presented in German, Italian
and French®".

The text that won the prize was authored by a Prussian
Carl Lueder - professor of Law at the University of Erlangen
-- and his text was translated into French in 1876 by the inter-
national committee under the title: La Convention de Genéve au
point de vue historique, critique et dogmatique®®. His portrayal of
the war was harsh on all volunteers and called for a significant
curtailing of spontaneous humanitarianism in favour of coor-
dination under the strict control of the military — a significant
concession which entailed significant changes on the part
of the military too. Under the new humanitarian order the
military would prove respectful of humanitarian neutrality,
protect the wounded and the medical personnel and respect
their right to act according to the strictest impartiality.

The Augusta prize generated a wide interest across the
red cross movement and being set up as a biannual event, it
continued to welcome texts from various sides. It soon became
apparent that the purpose of the prize was not to challenge
but to reinforce Genevan understanding of the concept of
humanitarian aid. Rejected manuscripts were often defined as
incomplete, showing poor understanding or even «heresy». As
a doctrinal centre the Genevan committee sought to define a
coherent approach based on pragmatic rather than idealistic
advances.

Of course, Genevans were not the only actors in the
development of humanitarian law: there were conferences
in the Hague and in Brussels which furthered international-
ism without Swiss leadership. Yet, insofar as the Genevan

37 CICR A, AF/21, 12, Concours Augusta, not to be confused with the Augusta
fund which created at the death of the empress became a subscription fund which
accumulated resources until 1904 when having reached 100,000 frs it was deployed
in aid of the German Red Cross in Manchuria and Japan. AF/23, 2 and 4.

38  Published in Paris and Brussels by Edouard Besold.
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committee could, these «open» invitations to contribute to
the elaboration of the Red Cross were purposefully disciplin-
ing contradictory understandings of what humanitarian aid
might be and they set out to anchor Genevan primacy and its
fragile legitimacy.

Yet if this competition invited dogmatic rigour and
added to the growing volume of legal texts originating from
Geneva, other competitions sought to address the volunteer-
ing urges or the development of practices. Three public events
disseminated in the press or lending themselves to public
exhibits are exemplary of alternative forms of exhibition and
regulation.

The first one was the oddly named « concours d’improv-
isation» which brought a Franco-German jury of veterans of
the Franco-Prussian war to arbitrate on the merits of prop-
ositions on how to improvise humanitarian work. Set at the
extreme opposite of the display cabinets and procurement
markets of 1867 — this competition intended to show how
humanitarian initiative might actually embrace the absence
of prepared resources, pre-deployed trained staff or consist-
ent tools. That the jury ended up praising the American entry
which denounced the concept of improvisation as antithetic to
good humanitarian work revealed the tension of this particu-
lar project which nevertheless rewarded a proposal offered by
an industrialist, the Picot bed maker of Paris whose field camp
beds dominated the market®.

At the relatively modest universal exhibition of
Antwerp in 1882 - the international committee attempted to
take the lead in shaping the agenda and the display through a
competition which clearly invited industrialists to offer their
wares to become approved procurement items for humanitar-
ian organisations and armies. The purpose of the exhibition

39 CICRA, AF/35, 1, Concours d'improvisation.
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was to set norms in modular barracks field hospitals. The
Red Cross set up its own competition to be displayed on a
7,700 square meter section of the exhibition next to the sec-
tion devoted to the red cross. Once again located towards the
entrance the Red Cross exhibition was some distance from the
heart of the events but benefited from being open to the pub-
lic without an entrance ticket*.

Against the spirit of pure improvisation, the red cross
concours of Antwerp in 1885 invited industrialists and inven-
tors to present full scale or 1/5 models of their flat pack
barracks for medical use in wartime. To the winner desig-
nated by a Jury composed of a genuinely international group
of medical doctors presided by the Lawyer Moynier, Empress
Augusta would award a medal and 5,000 francs while the com-
mittee would disseminate to all national committees the name
and business proposition of the winner*'. The aim of the 12
beds structure was to be «useful before all in rapid improvi-
sations, either in theatre of war or in epidemics which might
take place in the hinterland», it had to be prefabricated, easy
to put down and to be transported by road or rail. In the
1885 conference the notion of improvisation took a different
meaning and referred to its speedy deployment. Thirteen full
barracks were put up, 36 models were exhibited and 10 set of
plans and drawings were entered in the competition. All but
one flat pack originated from Europe and only three were from
Red Cross organisations. Most originated from businesses and
inventors. Ultimately two industrialists (systems Doecker and
Tollet) both won the main prize while another ten shared the
silver medals of a suddenly increased competition. Though it
did not produce a clear winner and incontrovertible provider

40 CICR A, AF/35, 2, Concours Anvers pour un modéle type de baraque d’ambu-
lance mobile, 1885 (annonce).
41 CICRA, AF/35, 2, Concours Anvers baraque, letter of 3rd February 1885.
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for humanitarians, the competition enshrined a number of
requirements, basic norms of ventilation and hygiene and
most important set the Red Cross movement as the sponsor
and arbiter in these matters. The main objective of the event
was to have taken place, brought into the limelight the Geneva
committee and its powerful Royal patron®.

Exhibiting Humanitarian
Aid in the Aid Marketplace

From 1867 until the «Exposition Nationale Suisse» in Bern
(1914) which corresponded to the red cross’ 50" anniver-
sary®, organisations of the Red Cross movement stimulated
and regulated the market for ideas, ideals and objects. Calling
inventors to submit their innovations for approval and con-
tributors to add to the humanitarian enterprise — only to
correct them should they contest it — the Red cross emblem
became a kind of trademark which was not without compet-
itors despite its efforts to regulate «abusive usages of the
emblem» (once again through an open competition)**. The
St John Ambulance in the British Empire had developed field
expertise and credibility in the domain of first aid as well
as a kitemark of approved products®. At national level the

42 CICR A, AF/35,2, Rapport du jury sur le concours pour un modéle type de
Baraque d’ambulance mobile institué a Anvers au nom de la troisi€éme Conférence
internationale des sociétés de la Croix-Rouge, 1885.

43 CICRA, AF/24, 5, Exposition nationale suisse, A AF 24 7 Anniversary of Conven-
tion.

44 CICRA, AF/35, 3, Concours sur I'emploi abusif de I'embléme.

45  Christopher McCreery, The Maple Leaf and the White Cross: A History of St.
John Ambulance and the Most Venerable Order of the Hospital of St. John of Jerusa-
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competitive marketplace of aid could lead to rivalry when it
came to practical training or deployment®. In the domain of
public health and hygiene in which Red Cross national organ-
isations also operated, the Red Cross movement was often a
key adjunct to wider campaigns rather than the originator or
regulator”’.

As the humanitarian movements bearing its emblem
grew worldwide, the Genevans took stock of the new activ-
ities of national societies. They could map out before 1914
the extent of their work in peacetime. The ICRC was a regular
invitee in the more specialised conferences on hygiene, insur-
ance, public health or military medicine. Each event reflected a
different aspect of a movement which had protean forms and
which, uncheckered might grow its remit in every direction.

The international committee and several societies of the
Red Cross (Sweden, Austria) were thus invited to exhibit to
the Dresden international Exhibition on Hygiene in 1911 or
the congress in Berlin for the assistance to the mentally ill but
declined to steer too far from their main business®. Despite
this reluctance, wars on disease could mobilise as effectively
as armed conflicts and hygiene campaigns were significant
events in their own rights. Key actors in the red cross move-
ments were often themselves engaged in setting up national
campaigns of communication which took some of the key
messages out of the exhibition space to make them supportive
slogans which health actors could embrace®.

lem in Canada, Toronto, Dundurn, 2008.

46  See for instance an interesting thesis on how such a rivalry was eventually sett-
led in Canada in 1951. Deanna Toxopeus, 1957 agreement between the Red Cross
and St. John Ambulance: A Case Study of the Effect of Civil Defence on Canada’s
Health Care System. Diss. Carleton University, 1997.

47  CICRA, AF/24, 8, Premier Congreés international Gand, 25th-30th August 1913.
48 CICRA, AF/24, 9, Exposition internationale d’hygiéne de Dresde, 1911.

49  See Julia Irwin, Making the World Safe: The American Red Cross and a Nation's
Humanitarian Awakening, New York, Oxford University Press, 2013, chapter 3.
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Some key endemic diseases could be framed as key con-
cern for humanitarian fundraising and work in peacetime.
The American Red Cross thus resourced in 1908 the «strug-
gle against tuberculosis» through 32 sanatoriums and 10 in
the state of New York alone. This global effort against what
the Red Cross called a «social disease» was matched by the
Swedish Red Cross in 1881, Hungarian in 1895, the German
one in 1896, only to recur in different forms in Belgium, 1908,
Greece, 1909, Spain 1912, Japan 1914 and Romania 1919. As
the movement became particularly apt at mobilising images
and the press, it could devote matching effort to a present-
ing campaign for hygiene routines and health prevention as
humanitarianism.

Seemingly a long way from the original displays of
1867 which reflected the lessons of war surgery in 1866, the
Austrian Red Cross in 1897 could thus engage with the same
rhetoric against alcoholism and anaemia. The Italian Red
Cross identified Malaria as a key «humanitarian» target from
1899°°. Other diseases such as small pox, typhoid, diphthe-
ria were the object of shorter term campaigns as and when
epidemics occurred (1879, 1883, 1884, 1896 for diphtheria
in Russia for instance; for typhoid 1881 in France, 1889 and
1896 in Denmark, 1903 in Spain and 1908 in Uruguay)*".

As the Red Cross diversified it ran the risk of disap-
pearing into a rising tide of public health concerns, first
aid training and social issues. The divide that emerged
between the ICRC, which would lead on wartime activities,
and national associations which would lead on disasters was
a product of the history of the red cross movement itself as
it sought to occupy the many niches of humanitarian con-
cerns for social meliorism. The American Red Cross itself was

50 CICRA, CR103-1, L'ceuvre de la Croix-Rouge en temps de paix.
51 CICRA, CR103-1, L'ceuvre de la Croix-Rouge en temps de paix, épidémies.
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largely a product of peacetime mobilization even if it could
also claim the legacy of civil war humanitarianism as shown
by Irwin®*. In the global aid market, the humanitarians were
only one set of experts and norm setters among others and
they were invited to contribute on the basis of their expertise
responding to war and peace events. Thus, in the international
insurance conference that took place in San Francisco in 1914
(«a city built on insurance» since it had been rebuilt entirely
after the earthquake and fire of 1906)>, the organisers sought
to pool together a display of help societies, rescuers and epi-
demiologists whose work would inform actuarial calculus and
worldwide norms of insurance solidarity®*. The participation
of the Red Cross alongside other mass organisations devoted
to first aid and health prevention set it as part of a «social»
agenda redefined afresh as global humanitarian concerns®.
The Red Cross movement could embrace «social providence »
[prévoyance sociale] as a humanitarian pursuit and join in
global gatherings mixing policy makers, insurance brokers and
health providers.

Conclusion

Through universal exhibitions, competitions and participation
in health promotion campaigns, humanitarians deployed their
aims over their field of activity and established over time their

52  Irwin, Making the World Safe, op. cit.

53 Tilmann Roder, From Industrial to Legal Standardization, 1871-1914: Transna-
tional Insurance Law and the Great San Francisco Earthquake, vol. 3, Leiden, Marti-
nus Nijhoff Publishers, 2011.

54  CICRA, A, AF/24, 6, Exposition de San Francisco.

55 CICR A, CR 103-1, L'ceuvre de la Croix-Rouge en temps de paix, prévoyance
sociale.



80 L'Humanitaire s’exhibe (1867-2016) -The Humanitarian Exhibition (1867-2016)

legitimacy. They began doing so before any substantial deploy-
ment had taken place, in 1867, by enforcing the primacy of
ideals over experience. Through dogmatic scaffoldings, com-
petitive awards rewarding orthodox interpretations and the
furthering of norms to be applied in the field, humanitarians
associated with the Geneva committee attempted to project a
clear image of what humanitarianism should be and eventu-
ally succeeded in their undertaking. Simultaneously national
organisations broadened and widened their remit to embrace
a much more extensive understanding of humanitarianism
which encompassed social and public health issues, preventive
measures and campaigns. Between first aid, disaster response
and reconstruction, insurance and war medicine, humanitar-
ian action as depicted in red cross exhibitions lost some of
the initial clarity of purpose of the «société de secours aux
soldats des armées de terre et de mer», yet what remained
was a desire to discipline, manage and validate what might be
humanitarian aid in peacetime and in war.
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Introduction

An expanding scholarly literature has been dedicated to exam-
ining humanitarian visual culture: from its symbiotic origins
with the birth of photography, to its emotive qualities, the
ethics of its use and the relations of power that govern its
creation and propagation®. Case studies have predominantly
focused on the role that NGOs and associated media have
played in developing this mode of humanitarian communica-
tions®. Yet states and intergovernmental organisations have
long made claims to, inhabited, and increasingly dominate the
spaces of humanitarian action — not just through militarized
intervention but also - to participate in disaster response,
relief aid and programmes of development and thus are
involved in related practices of humanitarian imaging®. A par-
ticular concern with interrogating the historical antecedents
and evolution of contemporary fund-raising imagery seems
to have driven this focus on the picturing practices of civil
society, voluntary aid, faith-based and activist organisations®.

2 See, for example: Heide Fehrenbach, Davide Rodogno (eds), Humanitarian Pho-
tography, op. cit., 2014; Lilie Chouliaraki, The Spectatorship of Suffering, London,
Sage, 2006; Emma Hutchison, « Humanitarian Emotions through History: Imaging
Suffering and Performing Aid », in Dolores Martin-Moruno, Beatriz Pichel (eds), Emo-
tional Bodies: The Historical Performativity of Emotions, Chicago, University of lllinois
Press, 2019.

3 Nandita Dogra, Representations of Global Poverty: Aid, Development and Inter-
national NGOs, London, |.B. Taurus, 2013; Henrietta Lidchi, « Finding the Right Image:
British Development NGOs and the Regulation of Imagery», in Fehrenbach, Rodogno,
Humanitarian Photography, op. cit., p. 275-296.

4 Fabian Klose (ed), The Emergence of Humanitarian Intervention: Ideas and
Practices from the Nineteenth Century to the Present, Cambridge University Press,
2016; Michael Barnett, The International Humanitarian Order, London, Routledge,
2010; Nandita Sharma, «Anti-trafficking is an inside job», Open Democracy,
18th November 2020.

5 Emily Baughan, «Every Citizen of Empire Implored to Save the Children!»,
Empire, Internationalism and the Save the Children Fund in Inter-war Britain, Histori-
cal Research, 86, 231 (2013), p. 116-137; Heather D. Curtis, « Picturing Pain: Evangel-
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These preoccupations have also led to a predominant analyt-
ical focus on printed, published and broadcast sites for the
circulation of humanitarian visual culture in forms such as
posters, billboards, leaflets, mailouts, tv adverts, music videos
and telethons. Spaces of exhibition have received scant atten-
tion in comparison.

In an effort to draw greater attention to the entangle-
ments of humanitarian visual culture with institutions of
global governance, this chapter will examine how, when and
consider why the twentieth century’s leading intergovern-
mental organisation (IGO) - the United Nations (UN) and its
predecessor the League of Nations — adopted visual vocabular-
ies of humanitarianism within a series of major World Expos in
the immediate pre- and post-WWII eras. The events which will
be the focus of attention here are: the Peace Pavilion at Paris’
Exposition Internationale des Arts et Techniques dans la Vie
Moderne (1937), the League of Nations pavilion at the New
York World’s Fair (1939) and the United Nations and UNESCO
pavilions at the Exposition Internationale du Bicentenaire de
Port-au-Prince (1950). These three exhibitions straddle a cru-
cial period of transition for the IGO. In the late 1930s, with
the onset of tensions leading to WWII, the League’s founding
raison détre as the protector of collective security was under-
mined and the organisation, hemorrhaging member states
and staff, eventually became all but defunct. Quietly, dur-
ing the global conflict that ensued, the organisation’s rebirth
was being planned at closed diplomatic gatherings®. In 1946,
following the Allied Victory, the League was finally decom-
missioned and the bulk of its assets and remaining personnel
were transferred to its successor: the United Nations.

icals and the Politics of Pictorial Humanitarianism in an Imperial Age», in Heide
Fehrenbach, Davide Rodogno (eds), Humanitarian Photography, op. cit., p. 22-46.

6 Mark Mazower, No Enchanted Palace: The End of Empire and the Ideological
Origins of the United Nations, Princeton, Princeton University Press, 2009.
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In this period of transition (from 1937-1950) with
global geopolitics in turmoil, the IGO had to reconsider, recon-
figure and rearticulate its presence and activities across the
globe. First the League was fighting for its for survival and
then the UN was making a case for its legitimacy and antic-
ipating a greatly expanded membership, which would place
new postcolonial populations amongst its constituents’. In
this context there was an unprecedented need for the organi-
sation to connect with global publics around the world in new
ways. It is little surprise then that, at this time, the high-pro-
file international platforms offered by major World Expos
were identified by the IGO’s successive departments of pub-
lic information as particularly opportune venues via which to
engage with multinational audiences on a large scale. Indeed,
in the first half of the twentieth-century, the means for image
circulation worldwide were much more limited and protracted
than we are now accustomed to. It is often said that in the
twenty-first century «we live in a visual age» where images
flow almost instantaneously around the globe®. But the pur-
ported visual democratization facilitated by the internet and
social media platforms, or even the possibility of reaching
mass international audiences with moving images via televi-
sion networks were all a thing of the future in 1950. In this
context, the power and importance of public exhibition spaces
was significant. These were sites at which audiences could have
communal experiences centred on visual media.

It has been said that World Expos from the mid-nine-
teenth to the mid-twentieth centuries «were the largest

7 Louis Emmerij, Richard Jolly, Thomas G. Weiss, Ahead of the Curve? UN Ideas
and Global Challenges, Bloomington, Indiana University Press, 2001.

8 Roland Bleiker, « Mapping visual global politics », in Visual Global Politics, Lon-
don, Routledge, 2018, p. 1-29.
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gatherings of people — war and peace - of all time»°. Indeed,
states on every continent continue to be so convinced of the
socio-political and, potential, economic gains to be made by
hosting such events that they invest substantial time and
money in staging them'®. Among the events that are the focus
of this study, for example, the Paris Expo of 1937 cost over
785 million Francs and attracted an audience of over 31 mil-
lion across its six-month run, while the New York World’s Fair
of 1939 cost over $155 million with an attendance of 45 mil-
lion across its two seasons'. Yet their significance extends
beyond being an unconnected series of ephemeral sites for
mass spectacle and edutainment. World Expos have always
been part of a network of institutional sites — or an «exhibi-
tionary complex» — for the circulation of curated worldviews.
At these events the latest «technologies of vision» facilitated
the propagation of new disciplines and discourses — or ways of
seeing and thinking - to mass, international audiences. For
hosting nations these sites were bound up with the expression
of state power/knowledge and the constitution and ordering
of citizenries. Yet for other participating state and non-state
actors — like the League and UN - World Expos could also be
spaces in which to constitute communities of interest, feeling
and allegiance.

9 Since Paul Greenhalgh made this statement in 1988 pilgrimages in Asia and the
Middle East rival the attendance of World Expos. However, for the period that is the
focus here (1937-1950) this statement remains apt. Paul Greenhalgh, Ephemeral Vis-
tas, Manchester, MUP, 1988, p. 1.

10  Forexample, Chinainvested $45 billion in hosting the largest World Expo to date
in Shanghai.

11 The cost of Haiti's World's Fair is disputed but is said to range between $4-6 mil-
lion with an attendance of 250,000 across the fair's six-month run: Matthew Smith,
Red and Black in Haiti: Radicalism, Conflict, and Political Change, 1934-1957, Chapel
Hill, NC: University of North Carolina Press, 2009; Gage Averill, A Day for the Hunter a
Day for the Prey: Popular Music and Power in Haiti, Chicago, University of Chicago
Press, 1997.

12 Tony Bennett, « The Exhibitionary Complex», New Formations, 4 (Spring 1988),
p. 73-102.
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Having identified World Expos as venues through which
to connect with large and diverse international audiences
from the late 1930s, the League (and later UN) was then faced
with the challenge of how to effectively communicate at these
events. In order to constitute a global citizenry, or, at least, a
worldwide community of advocates the IGO had to identify
and/or devise visual vocabularies that could express the organ-
isation’s purported universal values, principles and ideals.
Making a case for the centrality of images and spectatorship to
the development of human rights in modern history, Sharon
Sliwinski argues that our shared ideas about humanity - or
what it means to be human - and the rights that accompany
that recognition have been integrally shaped by aesthetic
encounters: in particular with images depicting the violation
of human rights, which have the power to constitute com-
munities of collective feeling'®. To demonstrate this Sliwinski
analyses a series of «visual flashpoints » or «aesthetic scenes »
beginning with the imagery of enslaved suffering deployed
by abolitionists from the eighteenth century. In this period,
visual representations of suffering were considered to be
the most effective means by which to stir the humanitarian
sentiment and provoke action'®. As a result graphic and emo-
tionally affective images of victims in distress quickly became
the lynchpin of humanitarian campaigning; seen to be a nec-
essary mechanism by which to engage audiences™.

13  Sharon Sliwinski, Human Rights in Camera, Chicago, University of Chicago
Press, 2011.

14  Karen Halttunen, «Humanitarianism and the Pornography of Pain in
Anglo-American Culture », art. cit.

15 Elaine Scarry, The Body in Pain: The Making and Unmaking of the World, Oxford,
Oxford University Press, 1987; Sonya de Laat, Valérie Gorin, «lconographies of
humanitarian aid in Africa», in Christina Bennett, Matthew Foley, Hannah B. Krebs
(eds), Learning from the past to shape the future, London, HPG Working Paper, Octo-
ber 2016, p. 15-30.
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Images of human suffering do not function alone
in humanitarian visual culture. Fuyuki Kurasawa explains
that, for humanitarian organisations, depictions of effective
humanitarian action have long been a vital counterpart to
images of human suffering as the former facilitate the «del-
icate task» of harnessing powerful emotional responses
towards «appropriate outlets» such as advocacy and dona-
tion'®. These two categories of visual protagonist — the
suffering victim and the heroic aid worker — have been valu-
able visual tools for humanitarian organisations for over two
centuries. They have featured so recurrently as mainstays of
humanitarian imagery since the late eighteenth century that
they have reached iconic status: having the ability to not only
constitute new communities of feeling and action but also able
to quickly reconstitute pre-existing communities of feeling
familiar with anterior visions of victimhood and heroism'’.

The case studies to follow will explore how supporters,
advocates and personnel of the League and the UN sought to
use the spaces of exhibition at major World Expos of the pre-
and post-war era to constitute global