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What is LIP magazine about?
Our aim is to present contemporary works of independent 
photography by emerging and established fine art photographers.  
Through discussion and debate we explore the motivations and 
the philosophies behind the images with a view to informing and 
inspiring our readers and members. 

About London Independent Photography
LIP is a friendly and informal forum for amateur and professional 
photographers that has been established for nearly 20 years. Its 
activities bring together photographers with different interests and 
levels of expertise who are interested in developing their skills and 
personal approach to photography. 

Group Activities
LIP organises programmes of practical workshops, master classes 
and talks as well as an annual and other exhibitions.  It also has 
satellite groups which meet regularly where members bring their 
current work for discussion.  Satellite groups are currently active 
in Croydon, Ealing, Harrow, Muswell Hill, Queens Park, and South 
East London. 

LIP Magazine
Our magazine is currently published three times a year and is free 
to members. It features photographs and articles from members 
and non-members, as well as book reviews and events of interest 
to anyone interested fine art photography. 

Membership
If you would like to know more about LIP or are interested in joining 
as a member, see the LIP website (www.londonphotography.org.uk) 
or write to the Membership Secretary by post to 4 Darnhills, Watford 
Road, Radlett, Hertfordshire, WD7 8LQ, United Kingdom or by email 
to membership@londonphotography.org.uk , and a membership 
application pack will be sent to you.  

Annual Subscription:  
UK £20  /  Overseas £25  /  Concession £16 (for students, retired 
persons and persons not in employment)

Front cover: Peter Jennings, from Six Go Mad in New Mexico series, 
2006. 

Back cover: John H Rhodes, Untitled from Disused Petrol Pumps 
series, 2005. 

Where to fi nd your local LIP group

Local groups of LIP hold regular meetings in various areas of 
London. All members are welcome to attend any of their meet-
ings. Please contact the local group hosts for details 
of time and place.

Croydon Sam Tanner 020 8689 8688
Ealing Mark Mitchell 020 8567 8574
East Dulwich Yoke Matze 020 8693 8107
Greenwich Nina Othen 020 8858 8351
Harrow Alison Williams 020 8427 0268
Muswell Hill Quentin Ball 020 8444 5505
Queens Park Brian Rybolt 020 8961 7767
Woolwich Dave Mason 020 8854 7156
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This summer will see the completion of a twenty-year 
photography project focusing on London’s streets and 
public places.  I decided to initiate the project whilst 
completing the London College of Printing (now the London 
College of Communication) diploma in photojournalism 
in 1986.  I had just quit my job as a development worker 
in a South London housing and homelessness project, 
primarily as a result of the senseless and appalling 
murder of Fred, a young homeless man who frequented 
the centre’s social and education club, and with whom I 
had worked closely.  

My intention was to take a year away from the stresses  associated 
with such work and focus on a long-held ambition to develop the 
passion I held for photography and fi lm.  The theory was that I would 
return to the ‘real world’ of adult education and perhaps fi nd a way to 
incorporate my newly acquired range of skills, either pedagogically, 
or within a media and social issue campaigning context.  Before my 
involvement with the housing project, I had formerly worked for the 
Greater London Council (GLC) as a community education worker in 
Greenwich, and recognised that the area of urban studies presented 
a number of possibilities for those photographers, artists and fi lm-
makers interested in making socially-connected work that explored 
the nature of the society that we lived in.  

On enrolling at LCP, I made the decision to spend as much of my 
spare time as possible walking the streets, partly because I was 
fascinated by how one might explore the ‘non-existent society’ that 
Thatcherism fulminated against as it appeared on the street within its 
public spaces.  It was around this time that Thatcher had famously 
pronounced that there was no such thing as ‘society’.  I set myself 
the task of walking the many and varied routes in central, middle 
and outer London in the naïve assumption that such tours would 
add to my understanding of the great metropolis. I became, in the 
Baudellairean sense, a neophyte fl âneur, although at the time I didn’t 
attach such a theoretical articulation to what was after all simply 
walking.  Initially, I thought that a geographic or spatial method was 
starting to materialise but it didn’t take too long to disabuse myself 
of this illusion.  Like the good social scientist that I had been trained 
to be, I tried to rationalise the process of walking so that I developed 
a balanced spatial and temporal grid involving sustained periods 
of visual research in specifi c sectors of the city.  The sheer lack of 
spontaneity and mind-numbing bouts of boredom forced me to re-
assess this approach a couple of years into the project, and thereafter 
I decided to submit myself to the methodology of the detour. 

Urban Detours
by Paul Halliday

Memorial for Roland Adams, Thamesmead.

The man holding the bouquet of fl owers is Richard Adams, the 
father of the murdered black teenager Roland Adams.  The image, 
made in the early 1990s was the fi rst from a series recording the 
impact of the activities of the far-right in the area of South East 
London, and gives a sense of the spatial alienation and bleakness 
of the area.  Compositionally, the intention was to emphasise the 
collective sense of grief at the loss of Roland, set against a sense 
of private space within which Roland’s relatives are lost within 
their own memories.  In the foreground there is an informally 
dressed security guard who was constantly on the look-out for 
neo-nazis who had threatened to disrupt the memorial.
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Man looking at an art exhibition in an East London Park

I was interested in the relationship between this man and the art exhibition still under wraps.  He lingered in front of 
the images for a while and then, unable to contain himself any longer, darted under the sheets to have his own private 
viewing.  I thought there was something of a surrealistic quality to the moment and this was reinforced by the way in 
which the sheeting obscures his head, almost as if he were in two dimensions at the same moment.  I suppose it is 
a comment on what art reveals and what it chooses to obscure.
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The detour has at its core the assumption of randomness – rather 
than attempting to be ‘scientifi c’ about the visual representation of 
a city space, the detour is all about engaging with the antithesis 
of geographic rationality.  Detouring is concerned with ‘the fl ow’ 
of city life, embracing its rhythms, contours, personal histories, 
idiosyncrasies and contradictions and most importantly, it is deeply 
intuitive by nature and practice. The ultimate aim of such an approach 
is not to establish an objective truth of the city, rather it is to construct 
a personal narrative of urban space and one’s relationship with it 
through the practice of walking.  In Michel De Certeau’s conceptual 
framing, walking might be thought of as an ‘everyday practice’ or 
what he calls ‘a space of enunciation’, not necessarily burdened 
with the psychological intentionality of leaving in order to arrive, of 
moving from place to place, but rather, photographic walking might 
be thought of a means by which the city can be experienced and 
made sense of through the medium of the camera.  Such a journey’s 
primary motivation is that of looking wherein the passage becomes 
the event.

During these walks I came to understand and re-establish a 
connection with my former self as a young teenager who had 
developed  more than a passing interest in photography, not just 
the technology, chemistry and physics of lens construction, but also 
the geographic and social possibilities it afforded by means of its 
inherent perambulatory and interactive qualities.  I was interested in 
what a camera allowed the holder to do; the access, rituals and social 
connectivities associated with the act of image-making. I retreated 
to the safety of the art, English and music departments spending 
most of my time either studying Bach and Bartok, reading Chaucer, 
or sloshing noxious chemicals around ancient nicotine-coloured 
developing trays.  The darkroom became a kind of sanctuary with 
its own community of serial absconderers, misfi ts and lost-boys.  In 
many ways my secondary schooling was essentially a sustained 
exercise in non-schooling as I somehow managed to miss large 
chunks of the formal curriculum with very few people noticing.

Eventually, the head of art took me aside and confi ded that he no 
longer knew how to teach me photography as he had exhausted 
his knowledge of processes and photographic history.  He pointed 
me in the direction of some galleries and asked me how I spent my 
time outside school; I replied that I had always enjoyed walking and 
discovering places that were often hidden from view.  My teacher, 
perceptively and presciently, started to set me some walking 
assignments, designed, I now suspect, to get me away from the 
darkroom and its foul-smelling fumes, into the open air of suburban 
Greenwich.  During one such walk, around Woolwich, I came across 
a second-hand shop selling musical instruments, super-8 and stills 
cameras.  On entering, my eyes were drawn to a row of range-fi nder 
and 35mm cameras.  The following weekend, I convinced my father 
to accompany me on a walk to the same area and conveniently 
happened again on the shop.  Christmas was fast approaching and 
I knew that there as a good possibility that my parents might be 
persuaded to consider buying me a ‘proper camera’, with a real lens, 
shutter control and perhaps even a light-meter. 

Christmas day arrived, and with it, a black and chrome Praktica 
SLR camera.  I sat and stared at it for several hours and then 
started to imagine what I would be able to do with such a beautiful 
thing.  Shortly afterward, Tom - my late adopted father - started 
accompanying me on my photographic trips around Greenwich.  He 
liked to walk and would often tell me stories about the area; about 
the Thames, the ancient forests, the streets and the architectural 
details.  His knowledge was uncannily encyclopaedic and would 
be triggered by the process of moving through a specifi c space 
known to him.  Such local knowledge contrasted sharply with the 
stuffy, soul-less diet of battles, kings and queens and rote learning 
served up in its most unappetising form within the history classes 
at school.  History, geography and sociology became something 
alive and creative during those walks and without them I know that I 
would, in all probability, have never developed the interest that would 
consume much of my adult life.

Three men running, Brixton.

This image was made in Brixton’s 
Brockwell Park in the mid-1990s.  There 
had been torrential rain and these men 
decided to make a break for it to get to 
the beer tent - by the time they got there, 
they were absolutely soaked to the skin.  
Fortunately, I had taken a large umbrella 
with me that day and was able to stand 
in the middle of the fi eld, photographing 
people as they ran past.  I heard 
comments to the effect that they thought 
I was barking mad standing in the middle 
of a fi eld in a storm. 
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Dog and Angel

This image was made in the late 1990s as part of an Italian street festival.  I was fascinated by the bored fi gure 
of the angel who was waiting for the procession to start.  I set the 28mm lens on infi nity focus and waited to 
see what would happen in front of the lens.  Suddenly, a young child walked past with an infl ated plastic dog 
and at that moment, I recognised the concept for an image; the Dalmatian looking up to heaven, the bored 
angel and the sign with the legend – the visitation.
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Couple with Star Wars fi gure

There is something disturbing about the fi gure on the right of the image who appears to be full of malevolent 
intent.  I was interested in the level of pictorial depth within the scene as it appeared – we are not sure of the 
spatial relationship between the inside and outside of the restaurant and street;  a blurring takes place.  Also, 
there is something ambiguous about the way in which the woman is holding and studying the fork – has she 
spotted the remnants of a previous meal, or is she about to commit an unspeakable act of violence on her 
companion?
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One of the most memorable walks was to the grounds of an old 
abbey on the Kent borders, a site known for its rich archaeological 
deposits.  Tom rummaged around within a pile of archaeological 
debris and produced some beautifully preserved sharks’ teeth.  
Later, when I was to study anthropology and archaeology, I was to 
recall the sheer pedagogic brilliance of that journey as we walked 
from the river delta up the hill to the prehistoric forest.  He introduced 
the notion of history folded in on itself; of history layered and 
undulating, of memories and meanings buried beneath the surface 
and of the urgent need to look beyond the appearance of things.  To 
my knowledge Tom never read social and critical theoreticians such 
as Walter Benjamin, Roland Barthes or Michel Foucault, and yet 
right at the heart of his ‘talking walks’ was an active and passionate 
engagement with local knowledge and oral tradition. There was, for 
want of a better description, a kind of cultural practice unravelling 
before my eyes with each footfall, a practice that didn’t feel the need 
to defi ne itself in the often elevated and self-referential language of 
the social sciences; that made no claims to objectivity but readily 
embraced the subjectivity of experience and the personal account. 

After completing a masters degree in social anthropology and a fi lm 
for Channel 4 TV about the political geographies of the far-right in 
South London and the racist murder of Stephan Lawrence, I was 
invited to apply for a visiting fellowship at the Centre for Urban and 
Community Research (CUCR), part of the sociology department at 
Goldsmiths College.  The main purpose of my research was to explore 
the interconnectedness between qualitative urban ethnography 
– social research concerned with how people experience living in 
urban spaces – and the ways in which photographic media might 
contribute towards an understanding of such experiences.  One of 
the really exciting prospects of being based in the centre was not 
only the intellectual hot-housing associated with such an academic 
institution, but also that it was  the fi rst time in my academic career 
I found myself in a truly interdisciplinary centre where sociologists, 
anthropologists, geographers, political scientists, urban theorists, 
education specialists and media arts practitioners interacted, 
collaborated and exchanged ideas about the nature of the city and 
how it might be understood.  Central to this collective project was 
the development of visual languages within disseminatory practices 
associated with urban ethnography –  social researchers were starting 
to rethink how such knowledge could respond to an expanded notion 
of narrative beyond that associated with traditional academic writing. 
The impact of digital and media convergence was starting to have 
a profound impact on the very basis of the sociological imagination 
itself; to invite not only another way of seeing urban and cultural life, 
but also to think about other ways of telling.

What was initially intended to be a fellowship lasting a year or two 
became an extended period involving the establishment of a popular 
seminar series, a number of visual and research collaborations, and of 
utmost importance for my London project, I was able to have access 
to a desk and to the libraries of the university. After seven years 
‘fellow-ing’ in the centre, and as the London project moved closer 
to completion, it became apparent that we needed to bring together 
many of the intellectual strands involved with such a research culture 
in order to offer a postgraduate course for urban photographers, 
artists and those social researchers similarly interested in the visual 
evocation of urban spaces. The centre developed an MA degree in 
photography and urban cultures that enabled students to pursue an 
advanced theoretical training in urban theory, research and visual 
methods based on the production of a dialogical visual research 
portfolio.

Dialogue is right at the heart of what this visual project is about – an 
archaeology of seeing, a cultural geography of walking, a visual 
poem concerned with the fl uid, chaotic, impossible spatial and 
cultural mass that we call ‘the city’ with its in-built tendency towards 
incomprehensibility, ambiguities, paradoxes and misunderstandings. 
In an age where the cacophonous rants of outmoded and 
conceptually myopic critical photo-phobia seem to constitute 
many of the dominant voices within the academy and art schools, 
it seems to this author that many visual artists and photographers 
are rediscovering what Walter Benjamin has termed the ‘botonising 
of the asphalt’, and with it a sense of engagement with the lived-in-
ness of city spaces. We are witnessing an increasing rejection of 
those critical souls burdened by the weight of pre-packaged, self-
referential, inward-looking and tautological theory whose primary aim 
appears to be the joyless ‘interrogation of the image’ and perhaps 
moving towards a moment where visual artists feel better able to 
rediscover what Dolores Hayden has termed ‘the power of place’, 
combining the aesthetic, ethical and epistemological possibilities 
afforded by a re-defi ned notion of detouring as a form of praxis. 

Paul Halliday is a photographer, fi lm-maker and sociologist based in the 
Department of Sociology at Goldsmiths, University of London.  He originally 
trained as a photojournalist and fi lm-maker at the London College of Printing 
and Central Saint Martins, and studied social anthropology and art history at 
Goldmsiths and the University of Oxford.  He has worked for many years in 
adult and higher education, and is a former local government media consultant 
and British Refugee Council media adviser.  He is now the Course Leader of 
the MA in Photography and Urban Cultures at Goldsmith College.  
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Every year Quentin Ball organises a photographic trip 
from London to the American Southwest. This year it 
was New Mexico. Madness. Photography. Not a lot of 
difference. Six obsessive photographers blinked in the 
sun and stared across the vast vistas of New Mexico, 
each cradling their own madness. Quentin Ball the 
redoubtable tour-leader was, “looking to get something 
down on paper that would be worthwhile.” He wanted 
to, “cut what he was viewing to his heart and feel its 
essence,” adding, “with that magic light that makes that 
image, that image.” As cool as the beer (Route 66 IPA 
was particularly good) he steered the SUV to wherever. 
A man of immeasurable calm and decision. The lens on 
Jeanine Billington’s Leica appeared out of its hole like a 
gopher at moments a la sauvette. 

Also cool was the man with a Stetson, John (Doc) Tolliday, shooting 
with what looked like a buntline special. Four-hundred pixels a day 
and counting. Chris Ennis was here, was there, was everywhere for a 
sticky bun. Using fi lm (previously and still, sometimes, digital) ‘slowed 
down’. John Kenny found fi lm, “a wonderfully liberating experience” 
in his search for “the stuff of dreams”. 

And me with at least two agendas: a book of multiple images I call 
‘layouts’ and the idea of fi gures in a landscape picturing their own 
inner landscapes. In those 360 degree skies those ultimate images 
were as elusive as ever, but were out there, somewhere …. We found 
them with help from the spirits of DH Lawrence, Georgia O’Keefe, 
Tina Modotti, Edward Weston and Ansel Adams and the cosmic 
energy Jeanine had recognized in the Bisti Badlands. 

On the fl ight from Gatwick to Dallas I talked to an American Soldier. 
It was his third fl ight from Iraq and then one to Vegas. I watched 
a model plane inch its’ way across a video screen, an antidote to 
boredom along with the challenge of eating in-fl ight meals. John K 
was on the plane with me. The others came from other directions 
but Albuquerque was our meeting point and point of departure. We 
all met in the extraordinary light of New Mexico. From experience to 
experience we tasted the evening light - ‘sweet light’ to use Quentin’s 
term - of New Mexico. We were driven by, and ate, light but hopefully 
could eschew the Technicolor awe for personal vision. 

We had all landed in a landscape with no memories and jettisoned 
our own. A vast stream of consciousness. We became as one. As 
soon as the vital importance of choosing the ‘sandwich monitor’ for 

Six Go Mad in New Mexico
by Peter Jennings

the day was done we set off down the highway hungry for image 
making. We saw vast horizons, canyons - scenes of a thousand 
westerns – more spaghetti than John K could ever hope for. We were 
the posse ambushed with camera-club images without content but, 
confronted in a shoot-out with possibilities for images with comment, 
we sized-up the urban landscapes of ultimate wealth. There was the 
American Dream then there was the railroad track. We heard that 
lonesome whistle - of an outbound freight train - blow. 

Yes, poverty really is on the other side of the railroad tracks. We saw 
Native Americans and someone observed, “It must be nice not to 
be materialistic.” Someone else retorted, “ No, just poor – money 
is of as much concern to the rich as it is to the poor.” Yes the poor. 
Shantytowns and trailer camps and the class structure in the diner. 
‘Now hiring.’ Firing was Michael Paul Astorga who shot the (deputy) 
sheriff. We had the poster. The telly in the motel informed us he was 
captured in Mexico.

“Are you natural  history photographers?”, asked the elderly couple 
from St Louis. Lizards and beetles ran in the sand, one eagle soared, 
gophers shook heads but the rattlesnakes were in hibernation. We 
were historical until Quentin said, “Are we history?” There was history 
in plenty: ‘historic marker ahead’. “Must be an ancient felt-tip,” said 
Chris. Ancient graffi ti in the form of petroglyphs – animals, birds, 
plants AD 900 – but, as Quentin pointed out, no graffi ti on walls in 
Albuquerque. 

We are talking photography when I say I had a few shots in morning 
outside motel. Work began early, before the high cholesterol intake 
of breakfast. From that American Grand Slam at Denny’s we went 
on to where natural volcanic eruption in The Valley of Fires had left 
collapsed lava tubes. Unnatural eruption had left a hole in the ground 
at Trinity Test Site, courtesy Robert Oppenheimer. The dark side of 
the moon. 

The bright side: White Sands, three hundred square miles of pristine 
white sand is a virgin lunar landscape like a huge sound-stage set 
waiting for a production of a sci-fi  Greek tragedy. Wide screen 
stuff here; there could be no documentary shooting from the hip. 
Contemplation and intensity took over. As needs must. Quentin Ball 
on his knees duly paid homage.

Talking of sets, there is the last picture show in Carrizozo although 
this is for real, no false-fronts. Standing on the sidewalk we were 
really here in the small town. Does anybody live here? Lightening up, 
though, there were jokes. I start to tell one. ‘Two dogs …’ but they all 
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know it. John K recognises quality though; “a working chaos theory 
of a joke - a Mandelbrot of a joke”. We drive through Pie Town, a 
joke in itself. There is not much of it. “Looks like a one-horse town,” 
somebody says. “Looks like the horse has left as well.” Chris is on 
form today.

Let’s be serious. Pay attention now: Science and Scientists and 
some are on the trip. In the Sacramento Mountains is the National 
Solar Observatory. Inside the Vacuum telescope we watch scientists 
roped off like a rare protected species in a zoo and see stars doing 
exercises. There is more - The Very Large Array. Yes, it’s a name for 
(and this is impressive) twenty-seven large dish antennae crossing 
the desert, connected to form one large radio telescope. Wow, 
snakes alive - and they seem to be, though it is only a ventilation 
system blowing out little hisses.

Breakfast in café on Route 66. The coffee provides the kicks while 
Jeanine takes ceiling shots a la Eggleston – although I believe he 
used a revolver instead of a camera sometimes. Back in the SUV: “ 
a sneak attack on your Pearl Harbour wife ...” comes on the radio. I 
realise I’m surrounded by more pixels than I could ever cope with. 

So back again on to Route 66 I take a group photograph on good old 
colour fi lm to ease my retro mind. Now that does sounds like a song. 
But fi lm or digital - at times, we all take the same shots. I pray that 
we are not the new New Mexico Camera Club, as one prays for rain. 
I see a faded coke cup on The Continental Divide; Nancy Newhall 
could have written a poem about it but my 35mm replaces Adam’s 
10x8. We listen to doo-wop as we head out to Bisti Badlands. I name 
‘Phallus Valley.’ 

We have a mouse in the SUV. Mouse pee is detected. We head to 
Shiprock and a very cold wind sweeps round the old Bill. ‘Can’t 
direct the wind; can adjust the sails,’ seen on advertising hording on 

car sales lot, sets the tone for the day. As usual when we stop the 
SUV John K is off like a rocket and soon is as a speck in the distance. 
So is Jeanine who walks to the vast edifi ce of Shiprock and is nearly 
there. We men didn’t go so far: “Lazy bastards.” Lie with your back 
to the rock for energy and/or radiation.

We eventually stopped for that pee break and Janine buys a can of 
corned beef for some stray dog. Further along the highway, rocks 
spread like diseased giants’ feet and we see rats on the Continental 
Divide. 

Into ABQ again and there is a Vietnam veteran on one traffi c island 
and a Katrina refugee on another. The fi rst:‘wants work – hungry- 
anything will do; the latter wants ‘out of here’. We see curious signs 
all over. Chris says Americans think of words with no etymology. 

Why not round your trip off with a visit to a local camera store? We did. 
We went to Camera and Darkroom in north-east Albuquerque only 
to fi nd ex-pat Brit, Mick serving. For the next course an Albuquerque 
Turkey sandwich (at last, for me, some chillies) with french fries and 
three jugs of beer. Next morning a last Great American Breakfast. 

“What are you guys doing?”asks a friendly lady from LA. I murmur 
about landscape and Americana as my mind drifts off to the return 
to England and commitments. 

“Are we out of here: are we history?”
Goodbye Quentin, Jeanine, Chris, John K, John T.
We are history.
Did we battle with pictorialism and lose?
We are history if we have lost.
“We return to grey skies,” says John K.
He was right! 
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What is the relationship between photography and 17th 
century Dutch painting? A recent exhibition entitled ‘After 
Vermeer” at Hoopers Gallery in London presented the 
work of Paul Kilsby who explores this question through 
focusing his medium format camera on reproductions of 
paintings by Johannes Vermeer. 

His current images have evolved from that work and from an 
exhibition and book entitled ‘The Seer and the Seen’ in which he 
explored the intensity of the gaze, both photographic and painterly. 
Here reproductions of paintings were torn, cut, burned, collaged 
and added too with objects before being photographed. This recent 
work is not so radical; the manipulations are more subtle - and 
limited to the work of one painter, Vermeer. 

Vermeer seems an appropriate choice as it is now confi rmed that 
he used a ‘camera obscura’ in planning his paintings. (See Philip 
Steadman and David Hockney). If the photographic image from the 
‘camera obscura’ was the beginning of a painting, then Paul’s use 
of his camera - just another box with a lens attached - to make 
a fi nal image seems to complete a circle. Optical seeing through 
use of the Camera Obscura is what gives the paintings their very 
modern seeming veracity; when photographed, the stillness in the 
painting becomes transformed into a photographic caught moment, 
just a glimpse of everyday life. By using a particular quality of lens-
sight (as opposed to painterly eye-sight), depth of fi eld or differential 
focus, Paul manages to turn the timelessness of a painting into a 
fi lmic encapsulation of specifi c time. What was in a painting a stilled 
gaze becomes in the photograph a momentarily captured glance. 
Whereas the paintings are theatrical, geometrically composed and 

Paul Kilsby: After Vermeer
Written by Virginia Khuri

precisely lit, the photographs of them become fi lm stills, incomplete 
and questioning. The use of parts of pictures, geometric interferences 
and of half drawn curtains seems to refer to and augment this 
transformation.

The one image, which seems to me to sum up the relationship of 
painting to photograph is “The Geographer” in which cones extend 
out from the geographer’s eye to the near window and from his hand 
across to the opposite side of the frame. The eye and the gesture of 
hands are constant themes in all the images and are both involved in 
the transformations from painterly to photographic meaning. And it 
seems to ask the eternal question, what produces the ‘art’, hand or 
eye? Is he trying to chart the future of image making?

Finally, it is fi tting that these images were printed large, as large 
as some paintings (20”x24”) and using the long tonalities of the 
19th century platinum/palladium process, he has transformed the 
delicate light and rich colours of the original paintings into the equally 
sensuous and glowing tones of a photographic print. Paul worked 
very closely with the printers at ‘31 Studio’ to make both the large 
computer generated negatives and from them contact prints on the 
coated watercolour paper. These sixteen beautiful prints, homages 
to Vermeer, when hung in the elegant space of Hoopers Gallery, 
were a delight to both eye and mind.

Paul Kilsby is known to many LIP members through the workshops he has 
given for the group. (See a review by Nancye Gualt in the April 2000 LIP 
magazine.) His background education was in fi ne arts, training as a sculptor, 
but he is currently a lecturer in photography at the Royal College of Art where 
he gained his PhD with a study of modernist European photography. 
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The Ealing group is the newest London Independent 
Photography satellite group, filling a geographical hole 
in West London for those who cannot make it to satellite 
meetings elsewhere. Already an exhibition is being 
planned, and work is being posted on a group website 
– www.ealinggroup.org.uk. 

Mark Mitchell

London Plane: I was stuck for a subject one day so I closed my 
eyes and jabbed a fi nger in a book (Jane Eyre, actually). After a few 
surreal results I came up with ‘wood’. This fi tted the bill – a London 
plane tree in Bunny Park, Ealing, where there are no bunnies. I got 
lucky with the mist and the clouds. This has become the start of an 
occasional tree series ...

…like this stitched panorama, taken high on a hillside in Italy. The 
title refers to a Robert Frost poem, which I don’t particularly like but 
I remembered as I walked through the wood. I’d like to see it really, 
really big, and maybe wrapped around inside a room.

Loro Ciuffenna: This was taken in an apartment I rented in Tuscany 
in the Summer. Flagon, windows, shutters … something about the 
light appealed. I made two exposures (one for the interior, one for 
the exterior) and combined them. It was too hot to do much else, 
frankly.

Ron Mccammon

I photograph events involving friends especially weddings, sport and 
music events. At present I’m going through an experimental period, 
fi nding my preferences, since I enjoy photographing many diverse 
subjects.

A New Life
The shoe is on the other foot

Edward Lee

Purity and Freshness: Dew results from atmospheric moisture that 
condenses after a warm day and appears during the night on cooled 
surfaces as small drops. Culturally, dew is often associated with 
purity and freshness. 

Frost – a touch of ...: Frost, like snow, is the result of deposition of 
water vapor in saturated air. If solid surfaces in contact with the air are 
chilled below the frost point, then spicules of ice grow out from the 
solid surface. The size of the crystals is dependent on time and the 
amount of water vapor available. Vegetation will not necessarily be 
damaged on a night where the air cools leaves below their freezing 
point. However, once frost forms, the leaf cells may be damaged by 
sharp ice crystals. 

Colin Ember

The Arch
The Unkept Grave

Brigitte Flock

These are sculptures by Charles Umlauf (1911-1994), internationally 
acclaimed sculptor infl uenced by Rodin, Epstein, Barlach and 
Lipschitz. In his work he was profoundly infl uenced by World War II. 
He is famous for his lyrical sculptures. Much of his work can be seen 
at the Umlauf Sculpture Garden & Museum in Austin, Texas. I love the 
immense humanity in both these sculptures. 

War Mother
The Poetess 

Satellite Groups: Ealing
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When people think of Greenwich they most invariably 
think of a place on the south shores of the River Thames 
with its colourful mix of East End life together with all the 
historical sights that a world heritage site can offer.

Since moving to Greenwich little more than a year ago, my view has 
become increasingly infl uenced by the contrast presented by another 
side. The north side of the river. Canary Wharf. A towering complex 
of mostly fi nancial institutions that seems to dominate every vista. 
Especially so when lit at night they stand in stark contrast, like two 
distinct worlds. One of the old industrial world, the other the new 

Brian Keane: A river runs through it
by Brian Keane

world of services and fi nance. Dissecting the two is the River Thames, 
like a metaphorical moat defending the glistening utopian citadel of 
modernity, from the defeated worn out dreams of an older time.

Spending the last year documenting these two distinct worlds. The 
images shown here have been taken from a series which focused on 
the remaining remnants of that old world that can still be found dotting 
the southern shore of The Thames. Old ship’s docking platforms, 
stand like abandoned siege towers. Steel gates with “No Entry” signs, 
high defensive walls, storage silos towering over the shoreline, lights 
that stare blankly into the black of the river’s night.  Scars in landscape, 
the stark reminders of the seperation of two distinct worlds.
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The title of the exhibition, Still, initially derives from an 
impression often left on experiencing the wild, dense 
forests and vast, open lakes of Finland. Stillness is, also, 
a quality found to be pronounced in the practice of many 
of its fine art photographers. The exhibition introduces 
three young, emerging Finnish photographers, together 
with two new British artists, whose work attains 
something instinctive and speaks, essentially, to the 
senses. To London audiences, photographic art which 
presents a visual language distinguished by such distinct 
qualities, captivating in their sheer lack of embellishment, 
offers a unique experience to gain insight into the subtle 
differences in culture and sensibility. 

Still: contemporary photography 
from Finland and the UK

Written by Natasha Nelson

However, the exhibition does not wish to categorise this as a type 
of photography, nor does it wish to portray it as essentially ‘Finnish’. 
What it does propose, is to explore manners of depiction in relation 
to the conceptual links between spoken and visual language. This 
line of enquiry was inspired by an idea recently expressed in a UK-
exhibition of photographic work from the Baltic States, curated by 
Liz Wells (2004, Facing East, Impressions Gallery, York). 

Still aims to focus specifi cally on Finland and the UK, and to create 
a dialogue that queries the inherent differences in expression, yet 
allows for intersections to gradually emerge. What is signifi cant is 
a marked difference in outlook and interpretation, which is most 
certainly the result of a specifi c kind of upbringing. In Finland, being 
brought up close to nature, with a lot of open space a regular feature 
in one’s life, inevitably leads to a distinct outlook on life. Interestingly, 
the point that arose out of the artists’ talk, and discussion that 
followed, was how the concept of stillness is treated differently. The 
three Finns, Asanti, and Leppälä, see stillness as a quality associated 
with constancy and endurance, when for the show’s two British 
artists, Byrne and Wiltshire, it is, instead, something under threat, 
that will soon be wiped away (as in Wiltshire’s nostalgic images of an 
environment doomed for destruction).

One cannot preserve a physical moment, but what one can preserve 
is the feeling evoked by that moment. Therein lies the thread of what 
led me in my choices as curator of this show; a gravitation towards 
those works that would make the viewer stop, and pause for a 
moment. To be with the images in the space created by their visual 
presence and not be limited to, merely, ‘consume’ them.

The artists
Lauri Asanti’s (b.1975) work embodies a distinctly individual style of a pictorial 
tradition held in much esteem in Finnish photographic art. He is especially 
inspired by the photograph’s existence as a trace of the string of ephemeral 
events that Life is essentially made up of.

Anni Leppälä (b.1981) is interested in a more engaged approach, informed by 
research and refl ection. Her composed images are compelling in their store of 
stories contained beneath the photograph’s glossy skin.

Lisa Byrne (b.1973) is, also, intrigued by the fl eeting nature of our day-to-day 
lives and, especially, in the seemingly mundane or chance choices we make. 
Her body of work shown here, Lone late night walks, is brimming with familiar 
sensations, deliciously eerie in their presence.

Nicholas Wiltshire (b.1971) examines the subtle histories of objects and 
places through his meticulous recording of creation-use-decay. He perceives 
objects and places as having moments physically etched on to their surfaces. 
This, particularly personal, series of work follows the decline of the Old Queen 
Mary’s Hospital in Roehampton.

The curator
Natasha Nelson (b.1973) is a freelance photographer based in London, 
but originally from Helsinki. She has recently written her Masters’ thesis on 
contemporary Finnish fi ne art photography. Still is an independent project and 
is her fi rst group exhibition as curator, having organised several independent 
photography exhibitions.
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Disused petrol pumps have a special place in the icon-
ography of photography, one that is closely connected 
with the classic symbol of modernity the automobile. 

John H Rhodes: Disused petrol pumps
Written by Michael Roth

As Geoff Dyer noted in his recent book ‘The Ongoing Moment’, the 
early images of petrol pumps affected the thinking of some of the 
twentieth century’s most infl uential photographers. Photography had 
changed the subject from one of seeming insignifi cance into a potent 
icon fi lled with symbolism and meaning. 

The early photographs depicted new petrol pumps proudly placed 
outside the traditional corner shops and car garages. These gave 
way to photographs showing rusty and dilapidated stations and 
pumps and also sleek modern establishments with their large, 
illuminated forecourts and multiple pumps which were the cause of 
the former's demise. 

John Rhodes’ images follow in this tradition, but one of them 
in particular reminds us that the cycle continues unabated. It is 
the photograph of a deserted and roofl ess forecourt of the fi rst 
generation of modern petrol station. It is like the skeleton of some 
large, impressive creature - no doubt the victim of a shiny new 
twelve-pump petrol station complete with integrated convenience 
shop. The old and rejected falls into dilapidation, slowly rusting and 
decaying, waiting to be reclaimed by nature. 

Rhodes fi rst photographed disused petrol pumps when he came 
across three disused and covered petrol pumps in a Scottish 
Highland village (left). For him it was reminiscent of a family in stress 
with the parents looking outward from each other and the child 
sandwiched in the centre, unable to comprehend what is going on. 
Having responded to the one such set of pumps, he became aware 
of others and started to create a portfolio. Signifi cantly, since taking 
these pictures, most have been demolished. 

John's images and work in progress can be viewed by visiting his website at 
www.johnhrhodes.co.uk.
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A great deal of my work deals with the sea and the objects 
left behind by the receding tide. The pictures shown 
here are a case in point. The east coast of England and 
Scotland has many advantages for my photography, not 
least, the lack of people, and the fact that it is cold even 
in late spring or early summer. The shoreline is not often 
disturbed too early - occasionally a dog and it’s owner 
and, even less often, horses being exercised in the sea.

This allows me time to wander and find things which fit 
into a general pattern without interruption. Nor do I have 
to contend with scuffed sand. I am left to photograph 
the trails and patterns left by the water. (Photography 
is a solitary occupation and never more so than when 
one works in the landscape; I have always enjoyed this 
solitude.)

Three years ago I was invited to have an exhibition of my work 
in Corfu. Last year I was asked again, and accepted. I thought it 
appropriate to have a show on the island where I have had so much 
enjoyment with my photography. There is something about the light 
of Corfu. I have been going there for 20 years, and photographing it 
for 12, and even today I am inspired by its unique qualities which I try 
to extend into all my work to achieve a similar ‘feel’. 

The gallery Ilios where my photographs will be shown, is 
predominantly an artisan workshop. Signifi cantly many of the pieces 
designed there depend on their inspiration, like me, from objects 
found in the sea and on the shore. Shells and stones are cast in silver 
or gold and mounted into individual pieces of jewellery. Alexandros 
Pajatakis opened the gallery/workshop 10 years ago and I have 
known both Alex and many of his colleagues during all of this time 
and photographed them at work. They also run jewellery courses 
and seminars on music, poetry and photography with this year’s 
theme being the ancient gods of Olympus. 

If anyone feels inclined to visit Corfu, which still has large areas 
unspoilt by tourism, they would be very welcome to visit Ilios in 
the bay and village of Agios Georgios on the north west coast. The 
roads are not brilliant but the villages are small and interesting mainly 
closed against the sun during the day their doors and windows open 
in the evening and the villagers come out to eat and drink and to 
discuss the day. The exhibition will run from the beginning of May 
until the middle of October. 

Corfu Seas and British Tides
by Avril Harris
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Last December I visited Egypt. My journey took me 
along the Nile from Luxor to Aswan. It was an incredible 
experience, visiting the temples of Edfu, Philae, Kom 
Ombo and Karnak along the river. I could see and touch 
the hieroglyphs representing common objects in ancient 
Egypt.

Travelling in a group makes taking photographs quite diffi cult. You 
cannot go to the places you like or choose the most suitable time in 
terms of the lighting conditions. Often you can not leave the group 
because in many places it is not safe to wander off on your own.   

The tourists are protected by armed soldiers. You become quickly 
used to their presence. I managed to break away from the ‘tourist 
bubble’ twice  - but not for too long - and saw and experienced a 
different Egypt, if only momentarily.

These images are taken in the Temple of Amon-Ra at Karnack north 
of Luxor containing the largest and the most complicated architecture 
in Egypt. Egyptian cult temples like Karnak were dedicated to gods 
who were served there by the pharaoh and his priests. In return, the 
gods gave life and order to the land of Egypt.

In Egypt
by Yoke Matze
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Linear House has metamorphosed into something that no 
one could have anticipated. Originally a receiving station 
for the poor of Greenwich in the 1800’s, it later became 
a school dinner kitchen. Dereliction followed. Now  
transformed beyond all relation to its former guises, it 
has become a creative art space for creative minds to co-
exist and inter-relate both commercially and artistically.  
Twelve photographers and visual art companies have 
taken up residence ranging from traditional artisan film 
photographers and processors to state-of-the-art large-
scale digital printing and product shooting. 

Viewfi nder Photography Gallery itself takes up the entrance space 
to Linear House, offering a venue for the appreciation of the 
photographic image. It is a not-for-profi t organisation which aims 
to break down the traditional modes of corporate function and 
enliven the building and the creative group that exists there. More 
importantly though, the space serves the community as a free, 
exciting, constantly changing, graphic means of social and artistic 
expression. 

We believe it is important to look both within and outside the rhetoric 
of photography. Photography moves on, and we seek to assimilate 
circumstance and technology. All can be seen and moments 
captured in a framed lens. Exhibitions are a way of allowing this 
process to have effect. 

Viewfi nder Photography Gallery seeks to show coherent and cohesive 
photographic works that form individual meaningful environments.  
This has developed into a diverse program that combines artistic 
merit with community and global awareness. As such, we consider 
photography as a medium in the widest possible sense to encourage 
both the traditional and modern aspects of its use. As a medium it 
can be immediately accessible and powerful – and yet it can still be 
omitted (as often happens) from the thought processes that we might 
apply to conceptual art work or bodies of work. Photography as a 
concept should be continually investigated. It is not a medium that is 
under threat from new technology, commercial use and multiplying 
possibilities – but continually challenged and re-invented by them 
– just as its subject matter is continually challenged and re-invented 
by our rapidly changing world.  

Gallery Insight
Written by Nina Othen, Viewfi nder Photography Gallery

Viewfi nder Photography Gallery has recently exhibited images 
of slide projections of public space in private gardens, plastic 
surgery operations of breast implants, 50 years of pharmaceutical 
branding, a documentary showing dying of cancer, and an exhibition 
on Srebrenica today. The current exhibition is ‘Double Take’ by 
artist and photographer Paul Malone (as shown above), showing 
three dimensional red and blue anaglyph ‘wall sculptures’ of rock 
formations, sky and bricks – little framed portals of possibility that 
challenge our senses.

The gallery aims to develop a program that avoids complacency with 
image making asking: What are the images of?  Why have they been 
taken?  And, most importantly, where are they going? The space 
between the world itself and the image you choose to take of it, is 
loaded with the potential of representation. Viewfi nder Photography 
Gallery aims to offer a space to encourage that possibility and exhibit 
its efforts.

Viewfi nder Photography Gallery
Linear House, Peyton Place, London SE10 8RS
W: www.viewfi nder.org.uk
T: 020 8858 8351.  
E: gallery@viewfi nder.org.uk
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Exhibitions

JOHN H RHODES  
Beyond the Obvious: Photographs from the Scottish 
Highlands

Photographer John H Rhodes presents his one man exhibition 
Beyond the Obvious: Photographs from the Scottish Highlands. His 
images are a celebration of Nature’s processes within which man 
was once an integral part, but has now only an uneasy relationship. 
The exhibition comprises approximately thirty large images taken 
over recent years mainly detailing the depth of beauty which can be 
found in the Sutherland landscape of Scotland. “In Nature man was 
evolved progressing from a sea bound to an earthbound creature. 
Yet man, having turned his back on Nature, destroys rather than 
nurtures her. Modern man sees only the bright colours, the more 
obvious visible delights of Nature. Few look beyond the obvious or 
see the relationships between the myriad elements, which make 
such complex yet beautiful visual structures of colour and form. 
Move the tripod a foot this way or that, return in an hour, a day, a 
week, a month or a year and all is changed.  Constantly re-arranging 
herself Nature never rests.”

Born in South East London during the 1940’s he has over the years 
found a greater empathy for the countryside than for the urban 
environment where he was brought up. A late discovery of the 
far north of Scotland was a revelation to him. That such exquisite 
landscape was so easily available was magic. For many years he 
photographed the prehistoric and clearance sites together with 

buildings unique to northern Scotland, the brochs.  Having previously 
worked in monochrome he is presently working in colour using the 
techniques honed over the years in view camera usage and exposure 
evaluation. 
John admires the work of Eliot Porter (see “In Wilderness is the 
Preservation of the World”, Sierra Club Ballantine Books) and began 
working in a style that was similar and yet personal and individual.  
“The view camera gives me control of the image he wishes to capture 
and, together with its movements, I have complete control of the 
plane of focus.  The large fi lm format gives wonderful detail, excellent 
colour gradation and feeling of light that requires a contemplative 
approach to image making, which I consider shines through in my 
landscape work. Not for me the grand vista but the more intimate 
revelations of Nature’s processes.”

John’s Exhibition runs from Saturday 3 June until Sunday 25 
June 2006. Saturdays and Sundays, 11am to 6pm (other times by 
appointment). At The Dissenters’ Gallery, Kensal Green Cemetery, 
London W10.  Contact: johnhrhodes@btinternet.com , www.
johnhrhodes.co.uk or www.dissentersgallery.co.uk
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GARY ALEXANDER 
Not Strictly London

Part of a group show called Snapping Little Britain which runs until 
30 April 2006 at the Orleans House Gallery, Riverside, Twickenham 
TW1 3DJ. 

TIM THOMSON

On-going Exhibition of black and white wet processed contemporary 
landscape photographs of  Cornwall on permanent show in the 
Railway Inn, 10 Vicarage Road, St.Agnes, Cornwall, the ideal place 
to pop in for a pint and a viewing! 

DAVE MASON & TREVOR CRONE

Dave and Trevor share wall space with eight other photographers 
in a show by the Mirage Group. The Exhibition is on show at the 
Fairfi eld Halls, Park Lane, Croydon until 15 April 2006. 
Contact: 020 8681 0821 (to check on opening times). 

MATTHEW PEARL
First Exhibition

A mix of photography (portraits, contemporary photos, travel) and 
digital art in Matthew’s fi rst Exhibition. One portrait entitled ‘Angst’ 
is to be featured in Professional Photography magazine as part of 
the Photographer of the Year competition. The Exhibition runs until 
Wednesday 26 April 2006.  At Zoom Internet Cafe, 155 Kings Cross 
Road, London WC1X 9BN. Contact: www.pearlypearl.com

JUDIE WALDMANN 
Exhibition of Photographs, Video, Writing and 3D work 
inspired by The Clive Project (a group that supports 
youngerpeople with dementia) and SPECAL(specialized 
care for Alzheimer’s patients) 

The Exhibition explores how different individuals experience memory 
loss. Judie has been working with these groups for the last year 
and a half, encouraging willing individuals to express themselves 
through the camera and words. The Exhibition includes their work 
as well as her own. The video piece for practical reasons can only 
be shown at weekends. The Exhibition runs from 13 May to 4 
June 2006. Weekdays 10am to 4pm. Weekends 12 to 5pm. At the 
Jacqueline du Pre Music Building, St Hilda’s College, Cowley Place, 
Oxford, OX4 1DY. Contact: Judie Waldmann 07831 402763 or email 
‘judie5538@aol.com’. 

ANGELA INGLIS
Catching St Pancras

The Exhibition is a photographic record of the transition of St. 
Pancras International Station and surrounding railway buildings 
from the magnifi cent arched roof which Barlow designed and built in 
1866/1868 to the thrusting domestic & international terminal ready 
for 2007. 
We are reminded of the relocation of the Water Tower, the beauty 
of the old Pancras Road Railway Bridge, the magical quality of the 
Coal Drop Arches, the Embellishment of Gasholder 8, the skill of 
21st century engineering, the moment when new rails were laid, the 
architectural excellence of the Gymnasium, and the extraordinary 
evening light over King’s Cross reminiscent of Dutch paintings.
The Exhibition is located at the Gymnasium Gallery (opposite the 
new entrance to St Pancras Station, and runs from 15 March 2006. 
Monday to Friday 8.30am - 6.30pm. Saturday 9am to 12 noon. Closed 
Sunday. Contact: Angela Inglis angelainglis@blueyonder.co.uk.  The 
Exhibition is supported by London & Continental Railways. 
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The Terrible Boredom of Paradise
Artist: Derek Henderson
Publisher: CCP
Price: £35

By far one of the great fi nds of this years photographic publications, 
Derek Henderson’s 4x5 large format photographs of New Zealand 
are a joy to look at. Henderson records this enchanting place that 
to many conjure images of vast rural landscapes and wilderness 
in much greater depth to inform and mesmerize. The beautiful and 
colourful veracity of New Zealand is incredibly moving. Yes, there 
are gloriously sublime landscapes present here, but this is only the 
tip of the iceberg. 

Taken over a period of just three months Henderson has covered 
a great deal of geographical and environmental ground. They are 
reminiscent of Stephen Shore and Joel Sternfeld’s explorations of 
the United States for all the right reasons. Henderson’s aesthetic, 
subjective and compositional choices are undeniably perceptive. 
By refusing to retreat from these comparisons he invites further 
inspection of his work. Presented with place names, times and dates 
he leads the viewer to witness spellbinding skies, domestic and 
public architecture, and endless roads and even on one occasion 
into someone’s home. The magnifi cent colour rises and falls before 
the eye to display a meditative wonder of a country so rarely seen 
with such clarity.

American Surfaces
Artist: Stephen Shore
Publisher: Phaidon
Price: £35

Stephen Shore’s American Surfaces is a classic. With many 
previously unpublished images taken from 1972-3 Shore had all 
the work processed simply at a colour lab in New Jersey (the book 
comes in a reproduction of a Kodak processing envelope) at a time 
when colour photography was far from revered as a true art form. 
By placing the photographs in sequential order you are taken on a 
journey with him across the United States to marvel at the plethora of 
scenery, people, places and ordinary moments and things of interest 
he chose to record.

The retro feel to the colour in the work places it precisely in the time 
it was taken. Unlike his crisp clean use of colour in series such as 
‘Uncommon Places’ we are reminded of our own snapshots, which 

arguably deems the work even more accessible today. Furniture, 
architecture, cars, hairdoos, food and décor all trigger memories of 
a time where taste was not high on the agenda but remains nostalgic 
even to those who may not be old enough to remember the seventies. 
Looking at this work one can pick up fi lmic references and without 
the presence of kitsch. There may be kitsch things on view but they 
are dealt with in the true spirit of photojournalism for us all to enjoy 
again and again. Buy this book. 

Three Acts
Artist: John Divola
Publisher: Phaidon
Price: £27.50

Three Acts is an intriguing book full of reminders. His investigation 
into abandoned houses and interaction with them results in a 
poignant visual language, which builds into a collage of colour, 
texture and abstraction of form throughout the book. Entering the 
houses illegally and using spray-paint to mark and pattern the walls 
Divola photographs the vandalised interiors in both colour and black 
and white. Each method produces less than obvious theoretical and 
aesthetic differences. The colour work has moments reminiscent of 
Joel Meyerowitz’s Cape Light with glimpses of luminous sea and 
sky outside. The windows act as a frame for the beauty beyond the 
dilapidated interiors that in them selves have an unlikely worn charm. 
They merge together onto one plane and can be read as abstracted 
compositions in the vein of Aoron Siskind’s work. This expressive 
invasion explores our relationships with both the domestic and 
public spaces that houses inhabit. Just as Robert Adams and Lee 
Freidlander did before him, Divola takes the work further to its logical 
conclusion through photographing each space from multiple angles 
to reveal details of past inhabitants lives, from the furniture, objects 
and wallpaper left inside. The before and after images of houses 
removed from their plots leaving curious spaces, sometimes revealing 
more of the landscape beyond obscured prior to demolition are a 
perfect illustration of the fl eeting nature of the life of the house. He 
breathes life into otherwise lifeless sites without the need for human 
presence, which keeps you coming back for more.

The Photographers' Gallery Bookshop offers LIP members a 10% 
discount on these books upon presentation of a LIP membership 
card at time of purchase

Photobooks: Recommendations 

by Laura Noble,
The Photographers’ Gallery Bookshop 
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London Independent Photography
18th Annual Exhibition

Call for entries
It will soon be time for our annual exhibition, a chance for all LIP members old 
and new to showcase their best new material to each other and the general 
public.  The venue will once again be The Atrium at The Cottons Centre, which 
has an excellent location next to the Thames in central London.  The exhibition 
will take place from the 14th to 29th October 2006.  Our selectors this year will 
be Richard Sadler MA FRPS Hon PrD and Sarah McIntosh MA.

Richard is the former head of the School of Photography at the University 
of Derby, Chairman of the Contemporary Group of the RPS and member of 
the management committee of ‘Exposure’, the Hereford Photography Festival.  
Richard has worked extensively since his retirement in photographic education 
and training across the UK.  In 2005 Richard was awarded the prestigious 
Fenton Medal by the Royal Photographic Society for his outstanding 
contributions to the fi eld.

For 4 years Sarah was the curator for well known the Zelda Cheatle gallery 
which specialised in the exhibition and sale of vintage and contemporary fi ne 
art photography.  She is now working as Research Assistant to Joy Gregory 
and is also involved with the Terence Donovan Archive.  She also holds an MA 
in the history of art.

The date for selection will be 5th September and the exhibition will be hung 
on the 14th October with the Private View on the following day, Sunday 15th 
October.  The private view is an invitation to LIP members to come and see 
the exhibition before it opens for public display, details to be announced at a 
later date.

Every year the bar is raised as more and more members submit work of a 
very high quality.  Last year we received over 400 prints of which 135 where 
selected.  Whether you are a regular contributor to LIP or have never exhibited 
before in your life this is your chance to submit your work to the selectors.  If 
successful you will exhibit for 2 weeks at what is an excellent and very public 
venue.  Please do use this as an opportunity to show new work, and develop 
new ideas.  We particularly (but by no means exclusively) welcome small 
groups of images, which develop a theme or idea.  The submission form is 
enclosed with this issue of the Journal and it will also be possible for it to be 
downloaded from the website where members, who are new, can see images 
from the 17th Annual Exhibition (Click on Exhibitions then LIP 2005 Gallery).

WEB GALLERY
As usual, a representative image from each selected member can be put 
on the LIP web site. If successful you can send us one of your images as 
soon as they have been selected, you do not need to wait until you deliver 
pictures to the gallery. Submitting your pictures early will enable us to better 
promote the exhibition on the web site before it opens. Please supply a 
jpeg of maximum 600 pixels on the longest dimension (if your picture is an 
unusual ratio, e.g. panoramic, please get in touch). This can be emailed to
webmaster @ londonphotography.org.uk

If you would rather post a disk please get in touch for an address. If you don’t 
have any way of producing a jpeg you can send a 10x8 print, which we will 
scan for you. Finally, however you send your images please ensure the image 
title and your name are visible.

I hope this year’s exhibition will be as interesting as the last but as usual it 
is down to you, the members, it will only be as good as the images you put 
forward for selection.

John Stead
Exhibitions Organiser
exhibitions @ londonphotography.org.uk

Ken Griffiths - 11 March 2006

Our Events programme kicked off this year with a sell out workshop 
given by Ken Griffiths. Ken produces beautiful photographs, 
using the technique of carbro printing, a method of printing with 
colour pigments invented in the 1860’s. His series of landscape 
photographs of China, ‘Three Gorges’ was exhibited at the Michael 
Hoppen Gallery last year. Having seen the exhibition, committee 
member, long standing LIP member Virginia Khuri, assumed “that 
the photographer must have been Chinese because the photographs 
were so redolent of traditional Chinese landscapes but at the same 
time very obviously seen with a modern photographic eye. It was a 
real privilege to hear the photographer speak about the making of 
them.” We also watched ‘Gandolphi - Family business’ -an award 
winning documentary about the two brothers who devoted their lives 
to making the large format cameras that Ken takes his picture on. 
Virginia continues, “I have always coveted their cameras and in fact 
had learned the basics of large format photography on a borrowed 
one. The film of the brothers was beautifully done and very moving.”  
An enjoyable and inspirational day.

Geoff Dyer talk - 6 April 2006

A record number of people attended Geoff Dyer’s illustrated talk 
exploring the ideas in his latest book ‘The Ongoing Moment’. 
Afterwards, there followed a lively question and answer session. 
Jonathan Leslie, who was attending his first LIP event, writes 
- The talk delineated metaphysics of photography in a subtle 
and illuminating way. Because photography is so ostensively ‘of’ 
the visible it becomes ‘about’ the limits of what can be seen in a 
photograph. The idea that the limit that constitutes the medium of 
photography reflects and records mortality itself seemed to hang in 
the air as he built his argument through a construction of the idea 
of a genre of the Blind Man in the work of Strand, Hines, Winogrand 
and others. The hard factuality of photography seems to make us 
need to find or intuit the something beyond what is seen; the hidden 
story, the tradition or the sequel. In being so rooted in the moment, 
photography seems to call up a prescience or prophetic sensibility in 
the lives and work of some of the photographers Dyer examined. 

Workshop & Talk Reviews

by Laura Noble, The Photographers’ Gallery Bookshop 
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