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How did you become director of Visa pour IQhage, Perpignan, 20 years
ago?

It© a long story! We were sick of seeing the photography festivals that were around at the
time and which always considered photojour nalism to be a sideline. One day, with my friend
Michel Decron who was editor of Photo magazine at the time, we said, as a joke, QVhat if
we did a festival just for photojournalism?0O In late 1988, we heard that the city of
Perpignan was putting out a call for tenders for an event to make people talk about the city.
We were selected, with support from Roger ThZrond, managing director of Paris Match.
t® important to remember that, because Roger played a key role, from the very beginning.

What had you done before the festival? What training did you have?

This will be quick! | hadn®done much, because | was convinced that my vocation was to be
a heart surgeon! | studied medicine for 6 months, and there were 1 025 students; on the
day of the exam, two had the flu and | ended up being 1 023" Sol applied to enroll in the
school of journalism (CRJ) in the rue du Louwre in Paris, and got through the entrance
exam.

| went to see the newspaper LibZration; at the time Denis Brunetti was in charge of the
arts pages, and I told him I wanted to be a journalist. He said (3t down thereO At the time,
their offices were in the rue de Lorraine, with small tables tied together with string, not
even any trestle tables. One day Brunetti asked if | liked painting. @h yesOl said @ love
paintingO | hadn® the faintest idea about painting! He said, Ghere® an exhibition on
Loutreuil in a gallery near Pont Neuf. | want a page on him!O Sol set off and pretended |
knew everything about Loutreuil, and wrote the article on him. | hardly need to say how
proud | was when | saw it publlshed in LibZration. My first article!

| was also taking photos and thought it was ever so trendy to have them developed by Spa
Laboratories, because they were open 7 days a week, 24 hours a day.

How old were you?

Twenty. One day when | went to Spa, | said Gello, I@ like to see Mr. SpahiogluQand heard
the answer (Jake a seat.O | suddenly realized how foolish | was, that 1@ been trapped and
that he would never see me. But ten minutes later | was ushered into his office, in rue
RoquZpine, and it was in the most unbelievable state of chaos. (You wanted to see me?Che
said. (Yes, Sr, | have an idea.O Gsksin gave me 500 francs plus 10 triXs (B & W films),
and said ome and see me again, and have these developed when you@e finished.O That
was the first day | felt | really was a journalist.
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What were those first photos?

| hardly dare tell the story. It was a crazy report! I@ come across some Polish activists
who had decided to rename the metro station CStallngradOand call it @dansk". | followed
them the night they intended to do the deed. They were wearing Brezhnev masks. And to
tell the full story, | ended up impaled on the iron fence when_climbing out of the metro
station at 4am, and spent the rest of the night at Ambroise ParZ hospital!

After that, GSksin got me to do minor stories of no real interest, although | did do one
report that sold well on Orthodox Easter celebrations in Rumania, in Maramuresh. Before
long | realized | was no great photographer, and that | preferred looking after
photographers whose work 1 liked, rather than trying to be one. Sol went to work for the
magazine Photoreporter.

How did you get that job?

It was in the late 1970s; 1@ received the January issue of my subscription which, in my
opinion, was packed full of i inaccuracies and mistakes. | grabbed my red pen, corrected it
and sent it to the boss, saying @ cancel my subscription because | know more than your
team does about photography and photographers,Oand concluded by saying, @ have one
great asset: I available.O Two days later, he contacted me and | started working that
evening. Sk months later | was deputy editor. | left Photoreporter to team up with two
friends who@ launched a publishing house called Qove me TenderO They bought up
Photorevue which was a technical journal, and we produced Photorevug, which, according
to the slogan, was @he leading magazine for ads, photos, video B and it® funnyOWhen we
took over, it was a monthly with a print run of 30 000; we got it up to 220 000. That was
agrand adventure.

Next came a whole pile of things; you®e going to laugh, but 1 was a reporter for the touring

magazine, Revue du Touring, and did plenty of reports for them. They offered me the job as

editor, and | refused, but | introduced them to a friend, Patrick Ribes, and he was given the

job. 6} turn up at the beginning of the month and say ook, 1@ like to do Italy and Wales,0
and off 1@ go! 1 used to do both text and photos, and loved it. At the same time, and for

years for basic income, | did Mew spotsOP restaurants, bars and so on B for the

magazine 20 Ans. They were bread-and-butter jobs. And for years, under the nom de
plume of Patrice Tounet, | wrote book reviews and critiques of photography exhibitions for

La Vie magazine. Next came Photo Magazine, | left there after a disagreement with

management.

At this time, in the 1980s, | met Syvie Grumbach who had launched the famous Palace,
and was working on the Bains Douches. She invited me to a fashion dinner one night and |
ended up next to Carine Roitfeld (now editor of Vogue magazine) and Dominique
Issermann. Syvie had asked me to make an effort, not to turn up in my safari jacket.
When Dominique Issermann saw me in my cowboy boots jeans and Yamamoto jacket, she
said: @Vow, that® a statement! Would you like to be my agent?Ol swear it® a true story!
| became her agent and | have to admit that it was the money | earned working with
Dominique that helped me launch the festival. Now, when she comes to Visa pour I@nage,
she wanders around Perpignan saying: @\l this is mine!OFor years | didn®make any money
out of Visa pour I@nage and just lived off what 1@ earned as Dominique® agent.



Are finances easier these days?

My salary is published: | earn 4 200 euros a month, which is not a huge amount; but (6)
the happiest person in the world because It free and am doing what | want to do. That
sort of freedom is invaluable. And there® another thing which is very important for me:
the photographers know what | earn and can©@suspect me of exploiting them, which is a
real guarantee of independence, as | see it.

Is there anything in your background (family or environment) that explains
your love of photography, and the commitment and enthusiasm seen with
Visa Pour /Ohage ?

My father was in finance and worked at the stock exchange. My mother® elder sister was
the only journalist in the family. | recently found an old exercise book | had when | was at
school, aged about five or six, with my answer to the question of what | wanted to do when |
grew up: Gurgeon or journalistO | wasn®@interested in photography then; that came later.

When | was about 11 or 12, my aunt, who was editor of La Vie Catholique, helped me
discover the joys of a photo lab. Every Thursday afternoon, | would go off with the
photographer whose name was P wait for it! D Lucien Scoupe [pronounced @coop@ He
taught me everything. One day he took me on a job to cover an event for disabled children
at the Pierre de Coubertin Stadium. He gave me a huge Nikon F with a motor drive that
weighed 12 kilos, and said Qlow, take some photos for me. O That® how | had my first shot
published with the photo credit @ Jean+raneois LeroyO | was over the moon. | was 12
years old and thought it was just fantastic.

Were you also interested in the printed press, radio and TV, or was it just
photography?

Photography has always held pride of place. As a kid | was bowled over by the photos of
Larry Burrows and David Douglas Duncan. Duncan® book on the Korean war made a real
impression on me. You can tear out a photo, stick it on the wall or in your wallet, and it has
its own life. Twenty years ago, people said that video would kill off photography, but | don®
know any parents without photos of their children in their wallets, and | haven®seen any yet
who wander around with video recorders to show videos of their toddlers taking their first
steps. We were also told that radio would spell the death of books and the printed press,
but it didn@ And television hasn®killed off radio, and the Internet won® mean the end of
TV. There are more and more media, but they don®kill one another off.

What were the seminal encounters and friendships?_ You®e mentioned
Roger ThZrond as a faithful companion of Visa Pour IGhage from the very

earliest days.

| always say that, aside from my own father, | have had two @piritual fathers® Gsksin
Spahioglu, the first person to give me a chance and Roger ThZrond. My dreams as a
(beglnnerOhave come true. When | was twenty, | dreamt of working with Roger ThZrond,
just as | dreamt of meeting Michael Rand, Rolf Gllhausen, Arnold Drapkin and all those
names, so many of whom are no longer with us. These are the people who really shaped
me. | often say that at Visa pour I®nage we are the last dinosaurs. If | were a 20-ear-old
photographer today, who would | dream of meeting? No one. There are no more altime
greats who had such authority, talent and generosity. Those times are past, and it© a real
shame.



If you were asked to choose just three great moments that have gone
down in the annals of the festival, what would they be?

Three? Only three? That® tough! F|rst John Phillips, the photographer who reported on
Tito for 30 years. John was a huge man B 1m95 tall [ @ and around a hundred kilos
[220 pounds] D just massive, with broad shoulders. He was British, born in Germany and
educated at the Ecole Alsacienne in Paris, and spoke English, French and German. In
1994, at a cocktail at the Relais Sant Jean in Perpignan, he physically lifted up Jean-Paul
Alduy, the senator and mayor of Perpignan; Jean{aul© feet were off the ground. John
Phillips kissed him on both cheeks saying: (Ach, Monsieur le Maire, you have created the
Sdzburg of photojournalism!O That certainly stands out as a grand moment! Then 10
obviously cite Joe Rosenthal who first came in 1991. At the very beginning of the festival
we had decided to revive and rediscover @orgotten photographersQand we@e still doing
that every year.

Other great moments include Dimitri Baltermans, and Alberto Korda. Korda took the now
legendary shot of @heQand as he® dead now, | can reveal this story. Sywvie Grumbach will
tell you that in the 20 years of Visa pour I@nage, Alberto Korda is the only one who has
ever asked her where he could find some hookers! That® not a bad tale to remember!
Naturally | would cite Alfred Hsenstaedt whose visit was a great moment. He was a
German photographer who had fled Nazi Germany after doing that extraordinary portrait of
Goebbels. | met him in January 1990 and was determined to do a retrospective of his
work. It was: @K, I comeE. No, | won@E Yes, | WIllE Maybe, maybe notE Yes, | might, then
again | mightn@O In early July | caIIed him and said @re you coming or aren(Dyou’>OI need
to finalize my program.O He said, Qisten, I old and | won®come. 1t& too far and | have
lots of exhibitions in Phlladelphla Baltlmore Los AngelesEO | retorted: QVell, that® a
shame, because you can have all the exhibitions you want, but only Perpignan can offer a
15" century cathedral.O There was a long silence on the phone then he said: QVhat do
you mean by cathedral? Areal cathedral?Ol said it was. | was obviously thinking about the
Chapelle Saint Dominique (now called the Gglise des DominicainsQ. He said, @ real
cathedral? Well, then I come.O I@ promised that if he came Id meet him at the airport
and kiss his feet in gratitude. And I did! He thought it was very funny. For his 90" birthday,
| was the @iftO It was in New York, and | was hidden behind a curtain and had to come out
when it was time for the presents! For the rest of his life, Hsie was the best agent we
could ever have. He@ run into leading photographers who@ say they had a retrospective at
MOMA or some other prestigious venue, and his comment would be: (Yeah, but you
haven®been at Perpignan, so that® not worth anythlng'OAnd he got others to come: Carl
Mydans and Hansel Mieth, and he was instrumental in getting the Margaret Bourke White
and George Sik_ exhibitions here. Whenever he ran into anyone from the world of
photography, he@ talk about Perpignan and the Chapelle Sant Dominique. He was just
fantastic with us!

There have been a number of living legends and faithful companions for
Visa pour IGnhage, but you seem to have special respect and affection for

Joe Rosenthal.

You cannot leave out the man who took the photo of lwo Jima. He came to Perpignan for
the first time in 1991, and it was one of the greatest encounters in my life. Joe was living
in San Francisco; he@ been forgotten by everyone, and was destitute. We found him and
brought him over. As a human experience, it was_phenomenal, and it was a great and
lasting friendship between the man and Visa pour I@nage right up until his death last year.
We used to talk on the phone at least once a month. One day he turned up in Perpignan
and gave me his wisiting card. | was a bit surprised and wondered if he@ changed his
address or phone number. He said, Qlo, | took out the word @hotojour nalist®because
nobody can believe it any more.Ol thought that was superb!



What other greats have there been?

There have been so many over the past twenty years. There® Khaldei, for example; he®
someone who really counts. In 1995, Visa pour I@nage came just after the 50"
anniversary of the liberation of France in 1945, after all the commemorations in
Normandy, so we had to find an idea. | thought about getting Joe Rosenthal, the man
behind the famous photo of the flag on lwo Jima, together with the man who had taken
another historic photo with a flag, the shot Khaldei took of the soldiers raising the flag on
the Reichstag in Berlin. | went through a journalist who was very proud of his fluent
Russian and asked Khaldei to do an exhibition of his war photos. The prints he sent were
pretty poor quality, so | asked the journalist (who was my middleman, as | couldn® speak
Russian and Khaidei couldn® speak English or French) to explain that the quality of the
prints was not good enough. The journalist got his translation muddled up and told Khaldei
that | didn® like his photos! | got a fax from Khaldei who was furious, refusing to have
anything to do with the festival, asking me to send back his photos and to forget about him!
It was an absolute tragedy. | called Khaldei and fortunately his interpreter was there, the
one who spoke French and had written the fax. |told her: Please explain to Mr. Khaldei
that there has been a complete misunderstanding. | was a bit disappointed by the quality of
the prints, but I loved his photos.OHe was in the background screaming: ai not listening
to anything. Send my photos back!O Then, | don®know what got into me. It was a Friday
morning, and | said @K then, 1@ bring the photos back myself.O He was taken aback and.
laughed, saying: ®1e® the dlrector he won®come!O| got out my diary and said Ot uesdayO
and he agreed. It was the year | had Lise Sarfati® first exhibition, and Lise was into
everything Russian, so when I told her | was going to Moscow the foIIowing Tuesday, she
asked if | had a visa. Lise managed to get the visa overnight, that Friday night, and | turned
up in Moscow with Khaldei® photos under one arm and two bottles of Bordeaux under the
other.

| went to Khaldei® place, which was a tiny little room in a huge apartment block on the
outskirts of Moscow. He had all his negatives in shoe boxes and then | realized that he
used a wooden plank on his bed to do his prints. He had done these prints all by himself,
with great love and dewvotion. | started by opening a bottle of Bordeaux, then the second
one; next he opened the vodka. | still had the box of prints sitting on mylap. | explained the
mlsunderstandlng and talked about Visa pour I@nage with great fervor. By the time it was
past midnight and we were totally plastered. | said, o, 1@ keep the photos and wed see
you in Perpignan, OK?0 He just said MalO We kissed one another and he turned up in
Perpignan in September. Both the person and the story are magnificent.

We really were the first to show Khaldei@ photo and tell the full story behind it, and to this
day not many know the truth; it is a fine example of the spin and manipulation that can be
done with news photography. The original shot by Khaldei had a soldier raising the flag, and
a second soldier holding onto the bottom of his trousers to stop him falling; they®e on the
roof of the Reichstag. In the original, the second soldier was wearing two watches, one on
each wrist. For years the Red Army tried to find the second soldier because the two
watches meant he had stolen one from a body. For fifty years a doctored version of the
photo was published, showing the soldier with only one watch; the second one had been
airbrushed out. 1think there are only about twenty prints of the original shot, with the two
watches, signed by Khaldei.

It was a wonderful moment when Khaldei and Rosenthal met, and it stands out as one of
the great highlights in the history of the festival. One day, the two of them went to Collioure
for lunch, with their respective interpreters, and when they got back, they@ obviously been
indulging in the local Roussillon wines; they were laughing away like two good old mates.
When | asked what they were Iaughlng about, they said: We@e just realized that we®e
both Jewish. Just think of what we did to Hitler!O



What ideas or words of advice have shaped your principles and
commitment to photojournalism?

The greatest lesson | learnt was from Roger ThZrond, in 1994. Two weeks before the final
evening program at the festival, we had decided to cancel the slide program originally
planned and to devote the entire evening to the genocide in Rwanda. Bernard Benyamin,
who hosted the evening shows then, had pointed out a number of times that there were no
photo credits because we hadn®had the time needed to include them. We had decided to
tell the story of the people and the country that had just been shattered by genocide. The
next Wednesday, a daily paper, published in the evening, came out with an outrageous
article b and 1@ say it again, because every time | think about it, | still get upset. The title
was Qe Rwanda ~ Perpignan, les photomatons de l@rgenceC{Rwanda in Perpignan,
Emergency Photo-booths]. |was genuinely upset and distressed because we had prepared
that evening show in a direct and honest way. Roger called me into his office. (In those
days, when | went into his office, if he said Gt downOIl knew everything would be fine, but
whenever he said ®Qhave a couple of words | want to sayQthen | knew | was in for it.) This
time he said Git down. Are things OK? Are you happy with your festival?O He talked about
the article and | must_admit that | got a bit misty eyed. I® never forget what he said then:
Qean+ran« ois, there® one thing you have to learn and that is that you have then enemies
you deser e, O That was a real lesson for me, and those words still come back to me today,
whenever I upset by some of the articles on Visa pour I@nage, | remember what he said.
When Roger died in June 2001, the TV station France 2 interviewed me for the news that
night; | said that | had been like a sponge, soaking up everything from Roger. Every time |
was with him, 1@ absorb things; whenever | was around him 1@ always lear ning something.

There® one story | love to tell. After the funeral of Lady Diana® father, every photographer
in the world had been there, and 5000 slides were spread across the light table at Paris
Match where Roger was sn‘tmg through them with his magnifying glass. Suddenly he
spotted a photo of the princess from behind. He said @D buy that!Oand offered an
astronomical price for a pretty ordinary photo. We went back to his office and | said
@xcuse me, Roger, but 1@ like to know why you bought that photo'OO’ou(]])seeChe said. He
then had a 30x40 print made, and there was a telephone number that the princess had
written on the palm of her hand. Roger was the only one who had seen it; the
photographer hadn®seen it, the editor at the agency hadn®seen it either. Nobody, except
Roger! He bought the photo, got the number, and wanted to know whose it was! He kept
that secret. He was a real journalist. Roger was unique, the only with such vision, a real
gentleman. They called him the Be.

YouOe great friends with Paul Fusco, from Magnum Photos, and often
work with him. WhatOghe story behind that friendship?

In 2000, Jean-Bernard Maurel, who was working with Magnum Photos at the time, told me
he@ found something in a drawer and was | interested. He pulled out a report Paul Fusco
had done in 1968 after Bobby Kennedy® assassination. Paul had covered the funeral train
carrying the coffin placed on an open car and draped with the American flag, going all the
way from Los Angeles to Washington. Thousands of Americans had gathered along the
railroad track to see the funeral train go by and pay their last tribute to Bobby Kennedy.
Paul, who was beside the coffin, photographed all these people, this crosssection of
America bidding farewell to a dead man. For 32 years, the report had never been
published! No one had shown any interest in it! We featured it as an exhibition at Visa
pour I@nage, in a linear presentation, as if we too were in the train and were traveling
across the States. When Paul arrived in Perpignan, he gave me a hug and said: @\t least
there® you to understand my work.O And we@e been great friends ever since. | really
admire him as a photographer; his work on Chernobyl was outstanding and had all of
Perpignan in tears. | think it@ such a shame that there are some people today who make
millions, and a man like Paul, whose work is of such historic importance, is virtually
destitute! That really riles me!



Without mentioning any names, some of the top ten photographers in the
world today, including war photographers, dive in a garretQ surviving on

less than 1000 euros a month, struggling to make ends meet.

Yes, it® a real problem; Idgive two examples Yuri Kozyrev is a contract photographer for
Time magazine, and has been going to Baghdad a couple of times a year for the last five or
six years. Now look at his work, at what he produces, then compare it to what you see in
Time. There is a gaping abyss between what his real work is and what gets published.
Another example is Stanley Greene who wanted to do a report in Afghanistan and needed
to find 8000 euros to get there, but couldn®raise the money. 1@ sorry to have to say this
yet again D everyone® getting sick of it, and I@n told that I@n biting the hand that feeds me
P but we have to stop saying that the press doesn®have any money! The press can find
the money to buy exclusive rights to celebrity photos. A couple of years ago, one weekly
magazine paid 150 000 euros for the exclusive rights to JeanPaul Belmondo® wedding;
and they can@fork out 10 000 euros to send Stanley Greene to Afghanistan for a month!
It just makes me wonder. Hfteen years ago, when a newspaper commissioned a report,
the paper would insure your equipment, pay for 150 rolls of film, cover all the lab
development costs, and so on. Nowadays, you do digital work, your cameras aren® paid
for, you@e not even given a memory card B nothing. A digital camera costs a lot more than
the camera you had fifteen years ago. And we®e not supposed to voice any criticism?
Over the same period, the price of a page of advertising has gone up by a factor of 2 or 2.5;
compare that to the prices paid for photos which have gone down by a factor of 2 or 2.5!
Christophe Calais told me that he wanted to go to Kenya to report on the events there; he
called a magazine he often works with, and was told Qisten, if you get the chance to take a
shot of Cbama@® grandmother, and if we do a doublepage spread, |0 give you 300 or 400
euros.O Helll He wasn®going there to do a Grandma Obama celebrity shoot! That@® the
real problem, you see. BEverything has become celebritized, everything is nice and clean,
and we(e told that we mustn® show any violence, but celebrities instead. Yet when you
look at @eal TVQyou®e shown violence! Lucas Menget, a top reporter with France 24 and
a member of the Visa pour I@nage team, did an excellent 26-minute report on Irag, and you
can see violence there in his report. Just talk to Stanley Greene, Christophe Calais, Enrico
Dagnino, Paolo Pellegrin, No* | Quidu, Laurent Van der Stockt, and so many others whose
names | haven® mentioned; they see violence out there in the field, in the events they
cover. That@® the real story!

When we ask our parents and grandparents what they did about the Nazi concentration
camps, they tell us that they didn© know about them. And it@ true that many people only
discovered what had really happened in the camps when they saw photos taken by Lee
Miller and Margaret Bourke White. Today we®e lucky enough to be able to see everything.
No country is completely closed off; it might be difficult to take pictures in Burma or North
Korea, but you end up getting somethlng With modern transmission facilities, satellite
phones and all the advances of communication technology, it® much easier than it used to
be. Sowhat will we say when our children and grandchildren ask us what we did about
Darfur? It@ a philosophical problem.

Photographers and journalists, whether with the written press, radio or television, often run
the most extraordinary risks so that they can show what@ really happening. For years we
were told we had a duty to history, then a duty to remember, so let® now say that we have
a duty to see and to look! | don®want to live in a virtual world, a nice little, cuddly, fluffy
world where everybody® happy, where everyone is sweet as sugar candy and where
everyone has heaps of money. People often say that Visa pour I@nage is a festival with
commitment; | would say that we are activists, that we want to be militant because we, the
organizers and photographers at the festival, are journalists.



Do you think that Visa pour IGhage, would have been the same festival
without this stated, and often vehemently asserted, ambition of having an

editorial line and position?

That® an interesting question because | think that it is indeed this editorial line, the
conscience and commitment which produce the loyalty, with photographers, picture
editors, agencies, labs, sponsors and the general public coming back year after year. At
Visa pour I®nage, you can say what you like, you can show what you like, you can be
committed, have your set ideas and attitudes, and, most importantly, there is complete
editorial freedom, without anyone overseeing the content. If | can come back to Roger
ThZrond, it ended up being a gag: at the end of every evening show, Roger would always
say, in his deep woice: @, Leroy, isn®it great to be left-wing! It looks so good!O I@ reply:
Roger, wee not Ieft-wmg, we® humanists!O And we@ burst out laughing! When | hear
politicians saying that that there are people who revel in their support of the Third World,
our answer is: Well, if you think it© an insult to show interest in the Third World, we think
it© a compliment, so keep up the insults.

Would you say that Visa pour |Ohage has helped write a page in the history
of photojournalism? _

If you look at Visa pour I@nage as it was twenty years ago, we were a lot less radical than
we are today. We have reacted against the press which has become increasingly bland
and clean. "Fortunately there are photographers who say @ doing this to show in
Perpignan, otherwise it@ never be seen anywhere.O It won® be seen by general press
readership. We are, 1@ say, a professional forum that offers freedom of expression to
journalists and photographers. It© a great source of pride for us. For the tenth
anniversary of the Festival, the American magazine Aperture did a special issue and asked
photographers what Visa pour I@nage had meant for them. Alexandra Boulat answered:
Qeroy is the last Stalin in the business, but he knows what he wants.Ol see that as a great
compliment. And because we have our own opinions and attitudes, we can be criticized for
being biased. But look at the content of the festival, objectively;, we provide a forum for
reports, with screenings and exhibitions which are not necessarily my cup of tea, but |
believe it® important to show them, because it® our duty.

Eugene Smith, who attracted a great deal of criticism with his book on lead poisoning in
Minamata (Japan) used to say that @bjectivityOwas the first word to banish from the
folklore of journalism, and that if we started with honesty, that@ be pretty good start. We
are not claiming to be objective, we are trying to be honest.

In 2007, each evening show ended with a full screen shot of Anna
Politkovskaya, the Russian journalist who was assassinated. Do you see the
idea of not forgetting, of maintaining awareness, as important as showing
photos and prowviding information. Is this a duty for Visa pour I@nage?

Yes, it certainly is. Yes, yes, yes! You no doubt recall the screens blacked out for Algeria
that we had for ten years. Just because we didn® have any pictures to show didn©@ mean
that we shouldn®talk about it; that would have meant that the people who stop journalists
and photographers from doing their work had won out. Yes, it©@ a stance, a commitment.
Anna Politkovskaya now stands as a symbol of threats to freedom of expression and a
journalist@ right to find information. Yes, we have to get people to wake up and be aware.
Between 1994 and 2002, we were one of the very few to present regular reports (every
year) on Chechnya. In 1995, we had a memorable evening program on Chechnya,
featuring 95 photographers who had all covered the conflict B it was amazing. On the last
night of the 2001 festival, on September 8, we had 45 minutes on Afghanistan.
Afterwards, people asked me why we had 45 minutes on Afghanistan; | said: @ut look at
what® going on there!OThe next day we heard that Massoud had been assassinated, then
two days later was Qine-elevenO That meant we were focused on what was happenlng
We have consistently drawn attention to Darfur, for the same reason, to make sure it is
not forgotten.



Other examples of this spirit of @ommitmentO can be seen with the
invitation you extended for Palestinian photographers to come to
Perpignan to report on what they see and experience in the course of their
everyday work.

We have always endeavored to have dbcalO photographers, because a Palestinian
photographer who lives in and with the conflict day in day out, who has to contend with the
humiliation and bomb attacks, will obviously have a different view compared to someone
who goes there for two weeks. In Irag, the cameramen and photographers now working
for all the international agencies are mainly Iragis, and it®@ only logical for us to pay tribute
tothem. Theyare part of our world in Perpignan, and part of our family.

Do you think that this commitment, or refusal to be @bjectiveQ and the
militant approach to journalism which you defend are the reasons for the
ongoing support you have from the sponsors who help fund Visa pour

I@nmage?

| think our partners are quite proud of the festival. Take the main partner: the city of
Perpignan gives us support and assistance not only for funding but also with all the
infrastructure. Bveryone knows that I not on the same side of the political spectrum as
the mayor of the city, Jean-Paul Alduy, but Jean-Paul has respect for us and leaves us free
to express our opinions. 1@ sure that other sponsors see things the same way; by funding
Visa pour I@nage, they convey a message that shows people they are being given a unique
forum for freedom of expression and choice.

t® extraordinary to think, for example, that over the last twenty years, we haven®had to
pay for one single print. The photo labs keep on funding the prints for the exhibitions
because they believe it© important to provide support for this unique forum for expression.
There® a great story on this: when Madame Gallois, the managing director of Central
Color, handed the business over to her grandson (Jean+rane ois), she invited me to lunch
and told him: Qean+raneois Leroy is the only Central Color customer who never pays his
bills and who still gets invited to lunch.OBy being part of the event and providing support for
us, all the Visa pour I@nage partners are saying that they are part of the family. t@ be nice
if some of them kept on saying it for more than just a week or two every year, and my
dream would be to find a weekly magazine that would give us a few pages every week to
feature the reports that are never seen outside Perpignan. That hasn®been done yet, and
| suppose it never will be, but why not? At Visa pour [@nage, we have pictures from around
the world,; photographers send them to us because they know wedlook at them, they know
we talk about them, whereas in the pressrooms, they don®even have the time any more
to look at the photos sent in.

How do you choose a picture?

| think a good photo is a picture that forces me to ask questions, that makes me wonder, it
makes me sit up and think, or triggers an emotional response. | always say that | choose
on the basis of my own bad taste, because | believe in the right to make mistakes. But
when | like a picture, | get carried away. We haven® missed out on much over the past
twenty years. WeQe discovered lots of young photographers who have become
professionals, and some at the verytop. We were the first festival to feature exhibitions of
photos by Luc Delahaye, and Laurent van der Stockt, Stanley Greene, Lise Sarfati, Paolo
Pellegrin, Enrico Dagnino and Chris Morris. We discovered quite a number of talented
figures in the world of photojournalism today who have gone on to become top names in
photography. We®e provided support for different generations. We@e gone from Nogue s,
Dejean, Turnley and Laffont to Kozyrev, Grarup, Sessini, Blenkinsop, Herbaut, Bollendorff
and others. Visa pour I®nage is a reference festival for all photographers, both young and
not so young.



Are there any pictures you have refused to show?

In the course of these twenty years, there are two series of photos which really raised
guestions. One was on Rwanda in 1994, a series by Albert Facelli, where you see a road
littered with dead bodies and a guy pushing his motorbike, a yellow Suzuki, over_the bodies.
I@never be able to forget that picture; it made a lasting impression. And there® the series
by Patrick Robert that shows kids in Liberia running after a man, cutting his head off, then
playing football with it. | ended up deciding not to show them, and I not sorry about that.

The Festival is often criticized because people say there® too much blood
and violence in the pictures, or that there@ a certain warped satisfaction
in showing such violence. What is your response to that?

1@ say it® not true. If you look at the 2007 program, there were 30 exhibitions in all, but
only eight or nine of them showed scenes of violence. This is a festival of photojour nallsm

and obviously anyone who® a journalist is duty bound to show what® really happening in the
world we live in. "And that @eal worldQI@h sorry;, is violent. Here | would iike to thank Jean-
Paul Alduy, senator and mayor of Perpignan, who has always supported us and refuted
such criticism. You can have exhibitions of photos of goldfish and sunsets owver rice
paddies, which may be pretty, but they bore me to tears! Another example is Michael
Subotsky® exhibition on Sauth Africa which won the 2007 City of Perpignan award for the
best young reporter: the violence is inferred in the pictures, and while you may not see any
blood, or any bodies, the scenes are real, and they®e violent! OK, the media today love to
@lean upCQthe news we see. When | look at David Douglas Duncan@® photos of the Korean
War, | can see violence and attacks, and nobody is shocked. Nowadays, people always say
o shots with violence; readers don®want that.O How can they say that readers don®
want it? When you see the exhibitions in Perpignan at_the weekend, it@ almost impossible
to get through the crowd to see the photos. Sothere@® something funny going on: we are
told that people don®want to see certain pictures, that they only want to see celebrities, or
lightweight versions of things that are @rettifiedQ but last_year alone we had record
attendance with 182 000 wisitors to exhibitions at Visa pour I@nage D that© enormous!

This year, how can you report on the events in Kenya without showing bodies? How can
you report on Iraq without seeing people who have been killed. There may be the Dappy
fewOIover little chaps living in a state of sheer bliss, but | don®think that Visa pour I@nage
is designed to report on them. And even if we do @eleb plcsOD and we do D there®
humor and perspective. A few years ago we did a Chrono news review in the evening show
with shots from Paris Match, Point de Vue Images du Monde, Fortune, L@xpress, People,
Le Nouvel Qbservateur, Stern, and various other magazines, saying: Qhe international
press is pleased to announce the birth of little Louis of Monaco!ORoger ThZrond was there
that evening and just couldn®stop laughing. Now, how many magazine front pages did you
see on Darfur last year? And how many have you seen on Carla Bruni-Sarkozy this year?
It doesn®take long to add up the figures. tQ simple!

How do you QellO Visa pour I@nage to new partners? How do you
negotiate partnerships with major sponsors? They®e not philanthropists,
and without them, there would be no Visa pour I@nage.

Canon is our long-standing partner and is our second largest source of support after the
city of Perpignan. Canon openly admit that they finance us because they like us, but also
because they do a huge amount of business here. No one® pretending to be altruistic. A
sponsor has to have a return on the investment made. The path of the festival and the
sponsors has not always been easy, but we have always found solutions. Our partners
today are proud of the event; they promote the partnership and do business, and just as
well. There are also companies with attractive slogans that look promising, and who have
refused to support us.



How much does Visa pour |0mage cost per year? N

In cold, hard cash, Visa pour I@nage costs just over a million euros. ItG not a great deal
when you compare it to budgets of other festivals. | know some festivals that have three
times that amount as an operating budget. And you mustn(Dforget that Visa pour I@nage
is free B the exhibitions, evening shows, the meetings with photographers and the
symposium at the Palais des Congres b it® all free of charge and open to everyone. We
attach great importance to the principle of a free festival. The Festival therefore @ostsO
one million euros in cash a year; if we had to pay for everything provided by our partners
(prints, cars, computers, technical facilities and so on), we@ get up to more than 2.5 million
euros. The Festival is managed efficiently, and the result is work worth more than 2.5
million euros, produced with just over one million euros. There are no fulltime staff other
than Delphine Lelu, my assistant, and a coordinator based in Perpignan. All team members
are professional journalists: Lucas Menget, Claire BaudZan, Caroline Laurent, and CZdric
Kerviche, all with their own jobs; the Festival is extra. They believe in it and enjoy the news
forum the festival offers with such broad scope and freedom. Everyone who was part of
the venture when it started up in 1989 is still with me, except for Michel Decron who left in
1994. And there® the same enthusiasm and dedication with everyone in the team,
whether out front or behind the scenes: people such as Eric Delpico, Michel Debailleux,
Alain Tournaille and so many others, the drivers and the crew who hang the exhibitions, and
Syve Grumbach® 2e Bureau team managing all the PR, communication and logistics for
everyone exhibiting and accredited, plus the Abaxteam producing all the evening programs.
One of the key @nonymousOfaces is Eric Delpico who is in charge of framing; he and his
team do a fantastic job. Bvery year there are around twenty of them who have to hang all
the exhibitions, in the evening after a full day® work, and at the weekend. As a human
experience, Visa pour I@nage is an exciting venture.

Gven the delicate financial balance of the world of photojournalism, how
can you make sure that Visa pour I@nage survives? In the space of one
month, we saw two agencies sold, and they certainly weren® the smallest
ones: first Getty Images, then Reuters which was bought up by a Canadian
group that isn®even in the press. At this point in time [February 2008, at
the time of the interview], can you be sure of the longterm survival of the

Festival?

I@ like to say that | can be sure of the next three years. We have signed an agreement with
Getty Images for 2008, 2009 and 2010; and with Canon I confident, and hope, that
we( be signing up again in September for 2009, 2010 and 2011. We should therefore
be CK for three years, but longterm survival is a real concern, when you see the number of
photographers who have to do bread-and-butter jobs just to survive; e.g. JZr "e Sessini, a
young freedancer who has no money to fund his travel expenses or produce reports, and
he® not the only one in that situation. When you look at cases like that, you have to wonder
about longterm survival. In three or five years time, will there still be the pictures needed
to produce a photojournalism festival? 1@ like to think so. | hope so!

The market has changed so much over the past twenty years. The three leading agencies
(excluding AFRP, AP and Reuters) were Sygma, Gamma, and Spa; today, while Gamma has
survived, Sygma is dead and buried D literally buried, as the archives have not been digitized
and were buried in salt mines in Pennsylvania, USA in a moisture{free environment, when
Corbis bought up the Bettmann Archive and Sygma. Last year, the agency Noor was
launched in Perpignan, and | said that if it didn® work the situation would really be
desperate. Well, when you look at the difficulties they have had to contend with, it is
desperate D truly desperate.



Has the Internet changed the scene?

We could complain that the media use the same pictures that are on the Internet again

and again, and don®pay for using them, while advertising income on the Net has increased

fivefold in just two years! Ten years ago, you were told: QVe can put your pictures on the
Net, but can® pay for them because they don® generate any profit; we®e losing money.O
No one should be using that argument any more as the media are now making money out

of the Internet!

One example, which only made a couple of lines in the French press, is that the Washington
Post is going to stop publishing the paper edition and will only be published on the Net;

That@© a revolution! The Washington Postl One of the greatest papers in the world, the

paper that pushed Nixon out of the White House, is going to disappear! If the owners and

directors of the Washington Post stop the printed edition to focus on the Internet version,

then it proves there is a profitable economic model for a Website!

When you see news sites such as Rue89 and Arret sur Images, you can see that there are

economic models that work on the Internet, but when it comes to paying photographers for

their pictures, there® never anything for their rights.

Why doesn® Visa pour I@mage have a better Website?

Early on, in 1989, we used to say that Visa pour I@nage was a tool to be used by
photographers and agencies. We missed the critical turning point in Internet development;
| realize that, but we are going to catch up and make extra efforts. | hope that in one or
two years time, the world of photography will really be able to rely on the Visa pour I@nage
Website.

In the early 1990s, there were four or five agencies offering systems for viewing pictures
and downloading them. At the time it was low resolution and took between 22 and 25
minutes per picture, so it was pretty unwieldy. Today, with a good broadband connection,
you can download a photo in just 12 seconds. CZdric Kerviche, our picture editor for the
Festival who has to find the best news shots for us, has access to 270 sites; that means
270 logins, and 270 passwords. No one working for a magazine has the time to look at
that many pictures every week. If you work for a weekly magazine and you®e told to find a
photo on Kenya, maybe Ceil Public, Tendance Houe or Noor has the best picture, but you®e
bound to find one with AFP, AP, Reuters or Getty Images. So you go to that site on a
regular basis because you don® have the time to find the best shot somewhere else.
That@ areal trap!

The agencies, collectives and young photographers made a mistake, and I weighing my
words here. Ten years ago, | told them to get together and form a group: @&ach one of you
can keep your personal or trade name, but create a portal called pressphotography.com
(or whatever you like); then, when people are looking for a shot on Kenya, they® see Ceil
Public, Cosmos, Tendance Houe, Vu, Contact, Magnum, and others.O Today, if you go
looking for something on China and globalization, or on the market economy in China, we
know the place to go is Ceil Public for Samuel Bollendorff® reports, because we know him,
but someone in Mexico looking for a picture will go to Corbis, Reuters, Cetty Images, AP,
Spa and AFP, because they® always find a suitable photo; they won®go to Ceil Public. |
think the young agencies really missed out on this opportunity; they didn©see how crucial it
was to join forces as a group, and that it didn®mean compromising on either their identity
or their soul.

Look at recent events in Kenya and what@© been published in the press: you see Dagnino,
some van der Stockt and some Terdjman, but plenty of other photographers were there. If
those photographers don®have their shots on line in real time, they send them on a CD to
Paris Match, VSD, Newsweek and the rest, but it® too late, because the events are over
and the papers have moved onto another story. There is, however, one very promising
development in France: PixPalace.



Listening to you, we might get the impression that t® not photojournalism
that® dead, but rather the way it® presented that @ dying.

True, photolournallsm is not dead. Just look at the programs for the different Visa
festivals, and you can see we still have both quality and quantity. In Beirut in 1982, anyone
wor king for AFP, and who did not have a Belinograph wire photo machine, had to take their
own films to the airport and get a passenger to carry them; then a motorbike courier
would pick them up in Paris. There was a whole chain: the shots were then edited and
duplicated and everything was sent off to the photo departments of the different papers
and magazines. From the time the shot was taken to the time it was printed, some 24 to
72 hours had elapsed. And there were people acting as filters. Now there® digital
technology. With the war in Irag in 2003, we first saw AP photographers with
transmitters on their backs linked up to their cameras; as soon as they took a shot, it went
straight to AP in real time. That speed can be good, but then the newspapers are less
demanding because they want to have the same scenes as the TV news. With only a few
rare exceptions, the photos that have gone down in history did not make the front page the
day after they were taken; often they were spotted much later, or rediscovered on contact
sheets. Now with digital photography, shots can be erased if they don®appear to be of any
immediate relevance. Digital technology may mean that great chunks of history could be
lost.

When you@e in a basement in Grozny, or wherever, during a bombing raid, | don®know how
you can burn a DVD or make back-up copies. You go for the basic essentials and a whole
aspect of the work is lost. Twenty years ago, whenever a photographer showed me a
report, he@ turn up with 100 photos. There are plenty of photographers today who turn
up with 15 photos on a story, because they were only commissioned to work for two days,
whereas in the past theyd be paid for two weeks. When you®e sent to Kenya and are told
you have 48 hours, what can you expect to do on the events in the country? You do
generic illustrationtype shots.

It@ clear that everything is going downhill for photojournalism, with fewer
pages in magazines, less money and fewer resources for photoreporting in
the field. Yet every year in Perpignan, we see plenty of picture editors,
magazine/ newspaper editors, and editors4n-chief, in other words all the
decisiondmakers in the industry. There must be some hypocrisy involved
here.

Three or four years ago, I@ tell professionals in the press: top saying you like
photojour nalism, buy it instead!O You see plenty of people who come to Perpignan and go
into raptures: GDh that® quite remarkable, wonderful, magnificent!O So why don® the
same people buy the reports? Why don(Dthey publish them after the Festival? | can
remember a story, in 1998, by Btore Malanca, on the children at Bucharest railway
station. He@ shown it to everyone and hadn® got it published anywhere, but after his
exhibition in Perpignan, he made a number of sales; that was great. But that® increasingly
rare now. Last year we screened 100 photos Diane Grimonet had taken over a tenyear
period reporting on social outcasts and disadvantaged people in Fance; VSD and
LibZration wer e the only ones to commission anything from Diane after that © no one else!

It is positively crazy that photographers such as Fusco, Greene, Dagnino, van der Stockt,
Quidu and others cannot make ends meet. It is absolutely insane! These guys have talent
and are genuine journalists who go out in the field. This is a real problem for me, a
philosophical problem: why can®they find the funds needed to set up reports and/ or get
their work published on a regular basis?



Visa pour IOnage has been a showcase for a number of istoricO
generations of photojournalists. How do you see the up-and-coming

generation? What style do they have? Can they do what the previous

generation has done?

In 2004, we exhibited the work of a very young photographer called RZmi Ochlik who had

gone off to Haiti on his own. When he got there, fortunately, he met No‘' | Quidu and

Laurent van der Stockt who really helped him, offering him guidance and advice. He

brought back some outstanding work. Here was a guy who believed in what he was doing,

and he still believes in it, but he@ now forced to do corporate shoots because he can©keep

the wolf from the door with the income from his reports.

Twenty years ago, plenty of unknown photographers would set off to cover a story, just
speculating, i.e. paying their own expenses. If they came back with a good report, theyd
always manage to sell it.

How about mobile phones?

| think it® just a trend. In 1990, at the second Visa pour I@nage festival, we did an
exhibition called Mews Stories by AmateursOand showed photos taken in the past by
amateurs. Roger ThZrond wrote the text, and calculated that there were 200 000 people
in Japan at the time capable of taking a shot that could make the front page of Paris Match
the following week. The phenomenon has always been around, but when you see agencies
specializing in amateur photos (in the UK or Italy, and it® starting up in France), with the
exception of the bomb attacks in London and the execution of Saddam Hussein B and
that® hardly the best example B it® still fairly marginal. The sort of shot you get from
amateur phone photographer agencies is mainly Bruce Willis doing body-building, or
Britney Spears having her hair cut or buying a croissant. The day | see someone setting off
for Baghdad with a cellphone, | might start worrying about the profession, but for the
moment, I8 never seen a professional photographer heading off to do a report on Grozny
with a cellphone!

Over the last two decades you have been renowned for your outbursts.
What was the latest one?

The trouble is that people don®see the difference between being strong-minded and being
badtempered. I strong-minded but | don® put on temper tantrums; | get carried away
because I outraged and appalled by things. When you see the quality of the work done by
photographers, and then look at the press, there is such a gap, such a huge distance that,
OK, that really makes me mad! | think that the papers could be so much better. Look at
ventures that have been both demanding and ambitious, such as the launch of XXI (and the
first issue certainly augurs well). 1@ like to see lots more photos and visual reports. 1@ sick
to death of this fashion for portraits; I&e said it before and I@say it again: there is nothing
more tedious than portraits of American soldiers in Iraq or the Taliban in Afghanistan. 1do
NOTwant to see any more portraits.

What do the last two decades of Visa pour I@nage add up to in figures?

In 1989, 123 people registered for professional accreditation, there were seven agencies,
and two countries (including Italy with Annie Boulat who brought along Grazia Neri).
2007, there were 250 agencies and collectives from 68 countries and accreditation for
nearly 3 500 professionals. It certainly shows the need for a festival such as Visa pour
I@nage. We have really succeeded in carrying off an extraordinary challenge. You realize
that our gamble paid off when you see photographers coming back even when they don®
have exhibitions. Visa pour I@nage has become a professional event for everyone in the
industry, and that® great.



For the general public, we had fewer than 24 000 people vsiting the exhibitions twenty
years ago. In 2007, we had 182 000. In the second week of the festival, we had to
evacuate the Couvent des Minimes for safety reasons: there were 5000 kids aged
between 6 and 18 who had come to see the exhibitions. | see something very exciting
happening here. Another example is the person who has become our Europe contact
person with Canon and who is originally from Perpignan. She recently told me that she@
@aught the bugCthe day her philosophy teacher had taken her class to an exhibition at Visa
pour I@nage. | saythis is great!

Still on figures, how many people attend the evening shows at Campo
Santo, and how many pictures are seen on the screen each night?

Campo Santo has seating for 2 650, and for the last three days of the week, there are
another 800 people watching the same show via a simulcast on a huge screen on the
open square of place Gambetta. This year we® be moving from place Gambetta to place
de la RZpublique which is bigger and can hold around 1 500 or 2000. Between 10 000
and 12 000 photos are screened over the whole week, i.e. nearly 2000 photos per night.
For years | didn® want to change over to digital projection; | just didn® believe in it and
thought the quality wasn® good enough; | didn©want to surrender the freedom we had
when projecting slides. Now we®@e up to our third digital festival and | think that the
projection system is phenomenal.

You often say that you plan Visa pour I@mage as you would a newspaper.
Yes, | like that parallel. We have the best prints in the world because we work with the best
photo labs in the world. And we can present reports with 40 to 70 photos per exhibition.
There are no ads between the reports. There® just one problem: we have only one issue a
year and it can®be sent out to subscribers!

Will there ever be a printed version of Visa pour I@mage?

| must admit that I somewhat disappointed. For twenty years now one of our leading
partners has been one of the largest magazinepublishing press groups in the world,
HachettebHilipacchi, now Lagardere Active. If that group had believed, if only for a second,
that a project such as Visa pour I@nage Magazine could be viable, then I think they would
have done it. So I@n disappointed because you® never convince me that, with the content
we have, we couldn® produce an edition in two languages (French and English) and that
they couidn®sell 400 000 copies a month. Honestly | can®believe it. It must therefore be
a question of choice. There® the content, we have the people to do it, and there are plenty
of journalists who would be willing to write for a magazine like that.

Without giving away any secrets for the 2008 festival, how do you intend

to celebrate the 20" anniversary of Visa pour /(Dnage’P

With both flamboyance and discretion. Twenty years is a big chunk of life, even though |
feel as if my first Visa pour I®nage was only yesterday. We have devoted a great deal of
energy to it, from the entire team, and a great deal of love and dedication over all these
years. We want to celebrate this 20" anniversary, but at the same time you can be sure
that the 2007/ 2008 news stories will not be sacrificed for festivities. We@e all
determined to keep moving along the same path. Soit® news, news and news b the story;,
the full story and nothing but the story. And one of the six evening shows will be set aside
for a review of the stories that have really left a mark on us all.

Interview by: Claire BaudZan, Caroline Laurent & Lucas Menget



