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Fig. 1. Many panoramas, such as this from 1885, were 
about wars and battles.  

 
Fig. 2. A panorama painting of a battle (early 19th century). 
 

        
Fig. 3. Frederic Villiers (dressed in his war correspondent attire) giving a lantern lecture in 
1887, probably on the Plevna campaign. (ILN?) 
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Fig. 4. Unlike most photographs, paintings could capture the 
heat of battle in dramatic style. (Denis Dighton, ‘Battle of 
Waterloo’ (1815). NAM) 
 

     
Fig. 5. Similarly, magazine artists stressed the drama and 
moments of action, as in H. Christy’s view of Americans 
advancing in the Spanish-American War. (LW 8 Sep 1898) 

 

       
 
Fig. 6. Artists could show key moments of action which no camera had caught. The 
destruction of the Maine, February 1898. (LW 3 Mar 1898) 
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Fig. 7. Critics suggested that the use of 
photographs in periodicals, by contrast, simply 
made the pages ‘black with unintelligent 
photos’. This page of photographs of the 
Philippines appeared just after Dewey’s naval 
victory at Manila Bay. (LW 12 May 1898) 

 

  
 
Fig. 8. News from the Philippines was again 
represented in this way (photographs showing 
the background or context) at the time of the 
outbreak of war between Philippine nationalists 
and America. (LW 20 Jul 1899) 
 

         
Fig. 9. Other visual media represented warfare in 
the 19th century. The opening slide from a mass-
produced war-related slide set (c.1900). 
 

     
Fig. 10. Nineteenth century painters sometimes 
employed symbolism in war subjects – especially 
about Napoleon. (Jean-Pierre Franque, ‘Allegoric 
sur l'etat de la France avant le retour d'Egypte’, 
1810. Louvre) 
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Fig. 1. The cinema was born into a world of conflict. These maps showing where wars, 
massacres, uprisings, riots, etc had taken place during the past year, were published just 
as the Lumière brothers were preparing to give their first public film shows. (New York 
World 15 Dec 1895)  
Map 1. The Old World 

   
 
Fig. 2. Map 2. North and South America. 
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    Fig. 3. ‘Remember the Maine’. 
Leslie’s Weekly cover of 17 March 1898, featuring the then ubiquitous 
figure of Uncle Sam. 
 

          Fig. 4. Uncle Sam also 
figured in this allegorical war film of 1898, by filmmaker Edward Amet. 

         
 
Fig. 5. Ads by two film companies using the term ‘faked war films’ (in 
contrast to ‘genuine war films’), demonstrate that this was a contemporary 
term, and not merely later, historical usage. (The Era, 4 Aug 1900.) 
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Fig. 1. Pooles’ Myriorama shows (c.1897) 
included a presentation on the ‘Turko-Greek 
War’. (NFA) 
 

    Fig. 2. 
A venue in West Street, Brighton in 1897, with a 
sign advertising ‘Greco Turkish [War]… 
Animated Photographs’ (i.e. Villiers’ films). 
(SEFVA).     Detail below: 

       

 
Fig. 3. The British consulate in Volo. (From 
Villiers’ autobiographical volume of 1902). 
 

 
Fig. 4. Greek refugees from the 1897 war. (From 
Villiers, 1902). 
.
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Fig. 5. Combat Naval en Grèce (Méliès, 1897). (CNC and NFTVA) 
 

     
Fig. 6. Frames from three Méliès films of 1897, including (centre) the 
interior scene of battle (sometimes screened by showmen as the Greco-
Turkish War). (Photograms of the Year, 1897). 
 

    
Fig. 7. A frame from a surviving print of the same Méliès film. (CNC). 
 

    
Fig. 8. De Neuville’s painting of the Franco-Prussian war, 1870-71. The 
similar setting and action suggest that the Méliès film (Fig.7) is of this 
war, and not of the Greco-Turkish War.  
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       Fig. 1. The drama of 
battle. The charge of the 21st Lancers during the Battle of Omdurman, 
from a sketch by Maud in the Illustrated London News. 
 

    Fig. 2. A 
photograph taken during the battle. It shows the distant formations of 
troops and smoke rising from the battlefield (but captures none of the 
drama of the drawn representation). 
 

     Fig. 3. War 
correspondents during the Sudan campaign, including (centre) René Bull 
and Frederic Villiers. The tent was apparently Villiers’ own design. 
 

      Fig. 4. Villiers’ bicycle 
being wheeled across the desert. (A previously unpublished image from 
the NAM). 
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Fig. 5. Villiers’ sketch of the Melik in action 
against the Dervishes. (ILN 1 Oct 1898) 
 

 
Fig. 6. Another view of the battle, this from the 
Melik itself, and therefore probably from a 
sketch or description (albeit uncredited) by 
Villiers. (ILN 24 Sep 1898)  
 

    
Fig. 7. J.M. Benett-Stanford. 
 

 
Fig. 8. The only surviving frames 
from Benett-Stanford’s Omdurman 
film are in a rare photographic 
journal. (PD Nov 1898) 

 
 

 
 
Fig. 9. Detail. 
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Fig. 10. A ceremony in the Sudan – probably just after the Battle of 
Omdurman. A man standing on the extreme right edge of the picture 
(in a white jacket) seems to be operating a film camera. 
(Hulton/Getty) See detail in adjacent column. 
 
 
 
 
 

 
 
 

 
 
Fig. 11. Detail. Note the 
rectangular box of the camera 
(beyond his hat), and the leg of 
the tripod to his left. 

 

 
Fig. 12. The Scots’ Guards marching through 
Cairo, either before or after the Battle of 
Omdurman. (NFTVA) 
 

 
Fig. 13. Another part of the same film. 
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Fig. 1. The latest war news displayed on notice boards 
outside the offices of the Journal and the Tribune, 
New York City. (Graphic 21 May 1898) 
 

   
Fig. 2. Artist’s impression of the Battle of Manila Bay 
(Graphic 21 May 1898) 
 

    
Fig. 3. Frames from an 
unidentified film (Biograph?) of 
US troops in the war in Cuba. 
(Quaker, 1899) 
 

 
Fig. 4. In this cartoon, cameramen call out to the US 
fleet: ‘Hold on! Don’t let the battle begin until we 
are ready’. (Photogram May 1898; apparently from 
the NY World) 

 

  Fig. 5. 
William Paley to the Edison Manufacturing 
Company, March 1898, agreeing to their terms and 
stating that he had been sick. (ENHS) 
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Fig. 6. Paley to Edison’s representative, 20 Apr 1898, 
agreeing to film the war for an advance of $500. 
(ENHS) 
 
 

     
Fig. 7. Paley filming at Tampa as troops prepare to embark for Cuba (transport ships are docked 
beyond the rail line). (Photoplay, 1917) 
 

        Fig. 8. Frame from Paley’s  
film of US troops coming ashore at Daiquiri, Cuba. (Library of Congress) 
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         Fig. 1. Frames from one of several 
‘flag films’ made during the Spanish-American War. (Quaker, Oct 1899) 

   Fig. 2. Frame from 
Edward Amet’s allegorical film, Freedom of Cuba (1898). Note that Cuba 
is portrayed as a child. 
 

 
Fig. 3. Production still of Amet’s fake war film of ‘soldiers’ off-duty in 
camp. (Lake County Discovery Museum [LCDM]) 
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Fig. 4. Photograph taken during the filming of Amet’s Battle of 
San Juan Hill (LCDM) 

   
Fig. 5. Amet at pool and backdrop used for filming his fakes. Presumably 
photographed years after the war. (LCDM) 

          
Fig. 6. Frames from Amet’s Battle of Matanzas. (LCDM) 
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  Fig. 7. A theatre at the 
Omaha Exposition, 1898, showing film of the Battle of Matanzas (presumably Amet’s 
fake version). (Nebraska S.H.S.) 
 

        
Fig. 8. Model of ‘USS Olympia’, allegedly used for Amet’s war filming. (LCDM) 

 

  
 
Fig. 9. Poster advertising Lyman Howe’s show: the film 
being projected was probably one of Amet’s model-based 
fakes.  
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Fig. 1. The war frenzy in America. A music-hall audience 
cheering as the manager announces the latest war news. 
(Graphic, 14 May 1898) 
 

    
Fig. 2. A ‘war show’, possibly somewhere in the mid-West. (‘Magniscope’, states one sign, 
referring to Amet’s projector which was being used). 
 

        Fig. 3. A show (at the Lyceum?) 
featuring a montaged (lantern) image of Admiral Dewey and a US battle ship.  
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Fig. 4. Kleine’s catalogue, 1902, suggested combining 
war films and lantern (‘stereopticon’) slides. 
 

     Fig. 5. In Spain 
there was great interest in the war, but relatively little 
‘war fever’ compared to the USA. (Graphic, 21 May 
1898) 

 

 
 
Fig. 6. Exterior of a film show in Cuba the year after the conflict – including, interestingly, 
several war-related films. (Munseys, 1899) 
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Fig. 1. Map of the central part of Luzon. Virtually all of the 
filming of the Philippine War took place between Lingayen 
Gulf to the north and Manila and Cavite to the south (roughly 
following the line of the railway). (LW) 
 

   Fig. 2. 
One of Burton Holmes’ films, 
showing American forces in the 
Philippines, 1899, charging past 
camera. (BH Lectures, 1901) 

 
 
 
 

 
 
Fig. 3. Joseph Rosenthal with local people 
during his filming assignment in the Philippines 
in 1901. (Warwick Trading Co. catalogue, 1901) 
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Fig. 4. Letter from H.N. Marvin, 
Vice-President of AM&B, to the 
Assistant Secretary of War, 23 
Aug 1899, proposing to send a 
Biograph cameraman to cover the 
war. (National Archives) 
 
 
 
 
 

 
 
 
 

 
Fig. 5. Letter of reply from the 
Secretary of War himself, Elihu 
Root, to Marvin, 7 Sep 1899, 
agreeing to Marvin’s request, and 
offering assistance to AM&B’s 
cameraman, C. Fred Ackerman. 
(National Archives) 
 
 
 
 
 

 
 

 
 
Fig. 6. C. Fred Ackerman standing beside his large crates of Biograph 
equipment, during his trip north to Lingayen Gulf when his camera 
broke down. (LW 10 Feb 1900) 
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     Fig. 7. Frames 
from one of Ackerman’s ‘arranged’ 
films, re-enacting a march by General 
Bell’s troops (and their mules) 
through the mountains of Pangasinan 
province. (Everybody’s, 1901) 
 

 
 
Fig. 8. C. Fred Ackerman posing with 
Aguinaldo’s son and mother who had been 
captured by American forces. (LW 10 Feb 
1900) 
 
 

      
 
Fig. 9. Newspaper article about the adventures of 
Ackerman while filming the Philippine War. (Post 
Standard, Syracuse, 18 Dec 1899) 
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Fig. 10. Poster advertising a lantern show with 
some films (c1900), partly about America’s new 
colonial conquests. (LoC) 
 

      
 
Fig. 11. Details. Note the significant words, ‘Our new possessions’, including ‘the Philippines… 
Hawaii and Porto Rico’. The picture to the right probably represents the Philippines.  
 

         
Fig. 12. A card from a commercial series by Suchard. Note the depiction of the Filipino fighters as 
semi-savages, using bows and arrows – actually very far from the truth. (Courtesy Martin 
Loiperdinger) 
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Fig. 1. Artists as well as cameramen experienced a new, kind of 
‘invisible’ warfare in the vast battlefields of South Africa. Melton 
Prior sketching the battle at Nicholson’s Nek. (ILN 30 Oct 1900) 

 
Fig. 2. Because of the long distance nature of this conflict, most photographers 
at the Boer War could only record troop movements and the like, rather than 
battlefield action. (Underwood) 
 

 
Fig. 3. In order to gain a sense of action under fire, some photographers (and 
film cameramen) ‘arranged’ troops artificially for their cameras. (Anon) 
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   Fig. 4. Surgeon-Major Beevor, 
soldier and Boer War cameraman. 
 

 
Fig. 5. Beevor’s film of his regiment, the Scots’ Guards, entering 
Bloemfontein, March 1900. (NFTVA) 

       Fig. 6. Beevor’s film of 
captured General Cronjé being taken away in a cart, Feb 1900. (NFTVA) 
 

       Fig. 7. Artist Mortimer 
Menpes drew Cronjé on the same occasion (and indeed saw Beevor filming the 
captured General). 
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Fig. 8. The Biograph crew in their 
camp. Dickson is standing near to the 
left cart wheel. (LW 1 Mar 1900) 

          
 

 
 
 
 
 
Fig. 9. The Biograph 
camera set up on the 
battlefield. (The Biograph 
in Battle) 

 

        

 
 
 
 
 
Fig. 10. Dickson’s 
‘arranged’ shot of 
General Roberts in 
Pretoria receiving a 
dispatch.  
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Fig. 11. Joseph Rosenthal, cameraman for the Warwick Trading Co. 
(WTC), was feted by the British press (and not only in Jewish 
publications) on his return to England. 

        
Fig. 12. Detail of the same: Rosenthal with the basic filming kit that he 
had developed for mobile work. 
 

  
Fig. 13. Edgar Hyman also covered the war for WTC, and was 
photographed on the same occasion as Rosenthal. 
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   Fig. 1. Lantern 
slide from a set about the Boer War. (Private collection) 
 

 
Fig. 2. Ibid. The themes of such slides – courage, sacrifice, 
nobility, etc – were also found in films of the war. 

 
Fig. 3. Robert Paul made a series of fakes about the war – based on expert advice, he 
claimed. (Paul catalogue) 
 
 

 
Fig. 4. Frame from one of Paul’s surviving fakes, Attack on a Picquet. (MACE) 
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Fig. 5. M&K’s Boer War fakes were on sale a year and more after the 
conventional phase of the war had ended, testimony to their 
popularity. (Showman’s Yearbook, 1902 [Bodleian]) 

 
 
Fig. 6. Letter of complaint to a trade journal about the demonisation of the Boers 
in Gaumont’s fake war film, Boer Atrocities. (OMLJ, Nov 1901) 
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Fig. 7. A modern day view of Buttes-Chaumont park in Paris. It 
was probably in this hilly location that the Pathé series of Boer 
War fake films was shot. 
 

 
Fig. 8. Pathé’s series, as listed in their British catalogue. 

 
Fig. 9. Ad by Edison Mfg. Co. (NY Clipper, 12 May 1900) 
 

 
 
Fig. 10. Lubin ad, which appeared just below Edison’s. (NY Clipper, 12 May 1900) 



Illustrations for Chapter 11 
 

29 

            

 

 
Fig. 1. The Boer War was widely 
represented in the visual media, including 
in advertising. 

Fig. 2. Special displays of war news appeared 
outside the offices of the Illustrated London 
News. (l'Illustration, 5 May 1900) 

Fig. 3.For years after the war, there were stage productions and 
pageants referring to the events, such as this live show in 
Chicago in 1905. 

    

 
 
Fig. 4 Lantern slide makers produced Boer War slides 
in a wide variety of formats, styles and genres: 
photographic, life model, and (as here) drawn. 
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Fig. 5. There was widespread popular support 
for the war in Britain. The relief of Mafeking, 
for example, was celebrated with near 
hysteria – here pictured in Portsmouth. 
(Graphic 26 May 1900) 

   Fig. 6. As 
well as filming at the front, cameramen 
filmed departing troops, sometimes in 
near close-up. (Today, 23 Nov 1899) 
 

      Fig. 7. Detail. 

       Fig. 8. War films were 
shown everywhere in Britain. (NAM) From Banff… 
 

        
Fig. 9. …to Birmingham.  
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In continental Europe there was 
overwhelmingly a pro-Boer and anti-British 
sentiment. 
 
 

 
 
Fig. 10. The Boers were feted in popular 
culture with the same fervour that the British 
backed their own side. 
 

 

 
 
Fig. 11. The anti-British tone reached its 
height in France and the low countries, and the 
British authorities grew alarmed when Queen 
Victoria herself was pilloried. 
 

 

 
 
Fig. 12. Told of an alleged insult to the Queen 
in a film show in Brussels, the British 
ambassador complained, prompting the local 
police to commission a report. (PRO) 
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       Fig. 13. Ad for a lantern 
show about the Boer War in Russia. (Rashit Yangirov) 

 

 
Fig. 14. Many Boer War films were shown in the USA (this is in Tacoma, 
Washington), where public sympathies were more evenly divided than in 
pro-Boer Europe. (LoC) 

 

 
 
Fig. 15. In Canada (then part of the British Empire) film shows helped to 
raise funding for the cause, and for the Canadian troops who fought on the 
British side. (CIHM) 
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         Fig. 1. French troops departing to 
China from Marseille (Le Petit Journal, 26 August 1900) 
 

       
Fig. 2. Departure of German troops from Wilhelmshaven. At a similar 
troop embarkation, Kaiser Wilhelm delivered his notorious ‘huns’ speech. 
(Courtesy Martin Loiperdinger) 

      
Fig. 3. A French General negotiating with Chinese officers during the 
Boxer campaign. 
 

              
Fig. 4. ‘Au Pays des Mandarins’. Gaumont’s films about China after the 
Boxer uprising (catalogue courtesy of Sabine Lenk) 
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Fig. 5. During his journey to China, Burton 
Holmes pauses to show Mongols in the 
Baikal region some moving images in a 
‘Kinora’. (Burton Holmes Lectures, 1901) 
 

    
Fig. 6. German troops entering Pekin, 17 Oct 
1900 (an event filmed by Rosenthal). 

      
 
Fig. 7. Frames from a film shot by Holmes 
in Pekin, 1901. (Burton Holmes Lectures, 
1901) 

    
Fig. 8. Letter from AM&B to the Secretary of War, 16 
Aug 1900, requesting transport for Ackerman to film 
in China. (National Archives) 
 

  Fig. 9. Ackerman on 
ship to China. (LW 22 Sep 1900) 
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Fig. 10. Frame from Ackerman’s Biograph film of himself greeting Li 
Hung Chang. (HW Apr 1904) 
 

 
Fig. 11. Li Hung Chang looking at the mutoscope viewer which Ackerman 
(on the left) has just presented to him. (Review of Reviews, Sep 1910) 

   Fig. 12. Frame from 
Ackerman’s film, Assault on the South Gate of Pekin (B&W Budget, June 
1901) 
 

   Fig. 13. Cartoon satirising a 
cameraman stage-managing the troops in China. Ironically, this was 
surprisingly close to what Ackerman was actually doing. (Kladderadatsch, 
2 Sep 1900) 
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     Fig. 1. China had 
long been the victim of international intervention – and this was 
even celebrated on the lantern screen. (ILN, 1858) 

     Fig. 2. Equally, the Boxers 
had their own form of visual propaganda: puppet shows, 
demonising foreigners. (ILN 25 Aug 1900) 

 
Fig. 3. Lubin’s Beheading the Chinese Prisoner (1900).  
 

 
Fig. 4. Photograph taken during production of Amet’s ‘Boxer Rebellion’ film. (LCDM) 
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Fig. 5. Ad by Gibbons for Pathé’s 
fakes of the China events. (Era 17 
Nov 1900) 

         
 
Fig. 6. Though captioned in this magazine as 
showing the allies’ assault on Pekin, in fact this 
scene was filmed at a French gymnastic school. 
(Everybody’s, 1901) 

 
Fig. 7. George Campbell’s enquiry (1902) to the Secretary of War 
as to whether a film allegedly showing the assault on Pekin was a 
true representation of the events. (National Archives) 
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Fig. 8. Bom-
bardment of Taku 
Forts (1900) 
distributed by 
Edison, but 
probably made 
by Lubin. (LoC) 
 

  

 
   Fig. 9. Representation of the same event in a commercial  
   image. (Courtesy M. Loiperdinger) 

 

  
Fig. 10. A lantern slide of the same event, though interestingly this one depicts the attack as seen 
from the Chinese (i.e. landward) side.    

 

Fig. 11. 
Arrest of a 
Pickpocket 
(Birt Acres, 
1895). 
Words on 
the hoarding 
include a 
headline for 
‘Peace.. 
between 
China and 
Japan’. 

 


