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F
antasy could be a word best spoken in an 
altered voice, with echo and added reverb, 
or else hollered in a high pitch (while 
jumping with arms outstretched in the 
air). Its connotations may imply a topic 
not often discussed in certain company, 

exposing a threat of being misunderstood, or 
perhaps understood all too clearly! It is decadent, 
deceitful, or a dawdle; a source of psychological, 
emotional and superficial abstraction. Despite 
outside perspectives though, fantasy is a genuinely 
singular experience that we devise and develop 
privately in our own minds.

We encounter conflicts in our own imaginings 
too. ‘Be careful what you wish for, it might come 
true’ – this adage instils a sense of fear should we 
become at all too overwrought by whimsy. It tells 
us to ultimately use calculated consideration when 
dreaming, not heart nor gut. Alongside fantasy sits 
doubt, but as photographers we cannot easily be 
denied the latitude to explore these visions of ours.

Does it take bravery to share imagery that 
comes from such a personal place? Through fantasy 
we can venture beyond our guard, and escape into 
alternative worlds with a naivety that combines 
mystique and wonder with our existence. With this 
issue we have been invited along for the show!

The pictures within perhaps utilise more varied 
or convoluted techniques in their creation than are 
usually displayed in this magazine. To illustrate 
their ideas, some contributors have crafted images 
through layering, either by analogue or digital 
means, or during the moments of making images in 
the physical world. Looking at the work there’s an 
overarching sense that much of it should be viewed 
through the mind’s eye, to potentially move further 
into illusory scenarios and subconscious states. Our 
usual manner of perception can be set aside for an 
opportunity to suspend reality for a time.

An in-depth interview with Roger Ballen gives 
insight into long-term dedication to photography 
as a way of life. Also inside are details about 
LIP’s upcoming 23rd Annual Exhibition, with an 
enthusiastic call for entries by end of August. Our 
independent selectors are announced and will 
certainly contribute significantly to making this 
year’s show a highlight not to be missed in October. 

Wishing you all an episode or two of magic in 
the coming months, 

Tiffany Jones
editors@londonphotography.org.uk

Letter from the Zone
by Chris Dorley-BrownEditor’s note

A
ny pre-2005 copy of the A-Z shows the 
“zone” nothing more than an expanse 
of white, featureless no-man’s land 
so generous that it affords space to 
make notes, write a shopping list or 
even make a quick pencil sketch of a 

lover. Not anymore. From a vantage point high on 
Beckton Alp, a good seven miles away, London has 
now sprouted a 4th ‘city’ to add to distant towers of 
the West End, the City, and Isle of Dogs. 

You would have to travel to Beijing, Rio or 
Mumbai to witness a similar unbridled urban 
expansion. It looks like an apocalyptic opening shot 
in an sequel to Metropolis. It’s breathtaking and a 
little scary, given the economic outlook. 

London, so they tell us, is a photographers’ 
paradise, at least anyone interested in the city as 
spectacle. The 10-day athletics meet up at Marshgate 
Lane, due in about a year’s time is the epicentre of 
attention. My mission, at least on paper, appears 
easy; deliver a portfolio of tasteful images showing 
narrow boats, cobblestones and the arts and craftsy 
brigade cycling about, stopping for afternoon tea or 
sharing a pipe with a grizzly tiller-man, all in the 
shadow of the silver-white city emerging to the east. 
If only...

Activity around the area today with the 
Games as catalyst is just another phase in the 
history of Hackney Wick that is not so different to 
previous eras when the canal was the epicentre of 
commercial transport, industrial entrepreneurship 
and technical innovation. The place is loaded with 
ghosts of speedway riders, lightermen, tower-block 
speculators, river-dwelling anarchists, moonlighting 
lovers, fish-smokers, Hells Angels, vagabonds and 
land grabbers. No matter how hard I try, evidence 
of these poltergeists refuses to be etched onto the 
sensor of the Nikon.

I don’t think the photographs I’ve been making 
for a commission tell the whole story, or any story in 
fact. My pictures are mostly a fantasy, just like the 
2012 hype: happy families, sunny days, tranquility. 
The conflicts, fears, and tragi-comedies are omitted. 
I have never kept a diary before, at least not one 
chronicling the daily travails of making snaps of a 
canal towpath by a building site, so here are a few 
extracts that might be the more accurate story.

1st Nov 2010, 11.00am, Pudding Mill Lane E3
Camera on a tripod pointing at the Olympic Stadium, 
an illegally parked Porsche is being winched onto 
a flatbed truck. A Police BMW slows beside me, the 
two officers clock me, drive forward then U-turn 
back. My hand is inside my coat with the shutter 
release cable. I squeeze off a couple of frames as the 
WPC in the passenger seat gets out the jam sandwich 
and approaches me, “Remove your hand from your 
pocket sir.”
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LETTER FROM...

In a swift movement she has my wrist and shoves 
me in the back seat, she keeps a flat hand on my 
chest, I feel totally immobile. Also, strangely I  am 
slightly aroused, she is quite handsome. Before I can 
spell out the second of my double barrels, my date 
of birth speed types onto a screen on the dashboard. 
“So you have been stopped by Police quite a few 
times recently sir?” “Yeah but I dint know you were 
keeping score” I say. The routine conversation ensues. 
I establish my non-membership of al-Qa’ida, they let 
me know they are only doing their job. “Probably the 
same people who pay both our wages.” Good point. 
The driver gives me a business card:

Metropolitan Police
Specialist Operations
Olympic Unit
Working together for a safer London

There is a mobile number below. “Next time,” he 
says, “ring this and say the following phrase to the 
person who answers and you will be ok.” 

“er right, what’s the phrase?”
“HELLO BOYS I AM ON THE GROUND”
Have I just been the victim of a stag-do prank? 

16th Nov 2010, 9.30am, Wick Lane, Hackney
I am in a cul-de-sac. It has a name and postcode, 
there are two car repair yards at the end, the road 
is caked with sump oil. Attempting to photograph 
the Olympic stadium through a gap formed by 
two newly-finished but unlet blocks of flats that 
wouldn’t look out of place in Benidorm. I don’t get 

the viewfinder to eye-level before I hear “Oi” beside 
me, a Dublin accent. “You are on private land mate, 
what are you doing?”

“I just want to photograph the stadium, and err... 
this is not private land.”

“It is my land... and bollox to your stadium. Go 
suck on the dole you bastard.”

There followed a brief, rather one-sided 
discussion about civil rights, employment 
opportunities, my sexuality and a sincere promise of 
physical congress at our next meeting. The encounter 
was carefully observed throughout by his colleague, 
holding a spanner large enough to loosen a nut the 
size of a birthday cake.

I haven’t been on the dole since 1983.

17th Jan 2011, Wallis Road, Hackney Wick
I am removing my tripod from its quiver. My mood 
is workmanlike, must be the new year resolution. 
The Police (again) seem to appear from nowhere, 
except this time they don’t look like Police. They 
are wearing green chinos, blousons, kind of casual 
for coppers. More like security at LIDL, more like 
American Police. I find this unnerving. I am an 
artist I tell them. I usually avoid the word, I prefer 
“photographer”. I regret it immediately. I obviously 
don’t believe it myself. My voice is querulous, they’ve 
tumbled me I am a fraud. 

“Do you know sir, that this area has the highest 
concentration of visual artists in Europe, more than a 
hundred just in Hackney Wick alone?” I remain silent 
but can vaguely feel my wrists merging together 
behind my back, ready to receive the cuffs.
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‘I 
t’s hard to imagine what being a mother 
will mean in reality.” This is how one of 
the expectant mothers who I photographed 
during a year-long project summed up her 
feelings about the future. I had decided to 
use my camera to capture the profound emo-

tional changes that a woman goes through with the 
birth of her first child. 

First-time mothers are often preoccupied with 
the unknown experience of labour and spend much 
less time thinking about how motherhood will trans-
form the rest of their lives. Modern life encourages 
us to hurry back to our pre-pregnancy shapes and 
careers. The media is packed with images of celeb-
rity mums who seem to regain their figures almost 
instantly after giving birth. Little time is given to 
reflect on what being a mother actually means.

After I had my first child, I found myself scru-
tinising the expressions of famous new mothers in 
magazines to try and find some evidence that child-
birth had changed them. That is how I came up with 
the idea for a series of portraits that would capture 
women as they entered motherhood.  

I advertised for pregnant women who wanted to 
have their photos taken a few weeks before and after 
their first child was born. Plenty of volunteers came 
forward and I started visiting the expectant moth-
ers in their homes to create portraits. It was a joy 
to meet so many women as they prepared for such a 
significant change in their lives.

While photographing them I also asked the 
women to sum up how they were feeling about the 
prospect of becoming mothers. Most of them were 
both excited and nervous. All of them said it was hard 

to imagine the future, even as they tried to plan for 
it. Many talked of an inner calm and an acceptance 
of what was to come. Without exception there was 
a wonderful and optimistic air of expectation. Even 
though for many it was the first time they had been 
photographed alone in this way, they were happy to 
devote time to capturing this special moment in their 
lives. As I said goodbye, I knew that next time we 
met, their lives would have changed forever.

I was curious about the difference my camera 
would show when I went back to meet my subjects 
for a second time. Would the women look exhausted 
and drained by the experience of the first few weeks 
of motherhood? How would they be coping with life’s 
newfound challenges? 

We are fortunate in our society that most babies 
are born alive and well. I am delighted to say that 
the sixteen mothers who I photographed gave birth 
to seventeen healthy babies. The experience of child-
birth among the mothers varied massively: Some had 
home births, others hospital births; Some planned 
home births and ended up in hospital; Others planned 
hospital births and nearly ended up giving birth in 
the car. Some women were able to give birth without 
any medical intervention, others had planned c-sec-
tions, inductions, emergency c-sections, ventouses, 
forceps, epidurals and episiotomies to help them 
along the way.  

When I returned with my camera what I found 
was in many ways unexpected: My subjects were 
calm and relaxed and seemed to have grown into 
themselves. The presence of a photographer did not 
intimidate or particularly captivate them anymore. 
They were intensely focussed on the tiny human-
beings that they had created. Some of them hardly 
seemed to understand why I would want to photo-
graph them rather than their babies. They didn’t 
want to take their eyes off their child, or to put them 
down. However, in many ways it was much easier 
to take true portraits, because the women were no 
longer interested in any kind of pretense. There was 
an increased openness and confidence, no desire to 
hide anything from the camera lens. As one of my 
subjects put it, “I’m surprised how natural it feels 
to suddenly be a mother”. By looking carefully at the 
images, I think you can detect these changes in the 
women’s faces.

Entering Motherhood
by Fran Monks

‘I was curious about the 
difference my camera 
would show when I went 
back to meet my subjects 
for a second time’
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MY WAY

I 
spent my childhood on the edge of a housing 
estate in High Wycombe. But our house was 
only a couple of hundred yards from an ancient 
beech wood, just across a field behind our back 
garden. These woods were where I went to play 
or just to explore, even as an eight year-old. I 

was often with my brother, sometimes with my par-
ents, walking the dog at dusk, as glow-worms winked 
in the grass bank marking the medieval boundary of 
the wood. When I left home, this love of woodland 
stayed with me, even though I have mostly lived in 
cities ever since.

When I moved to Paris at the end of the 1980s 
I was struck by how different it is, as a city, to 
London, where I had been living. Although I fell in 
love with Paris, and stayed for nearly 20 years, I’d 
sometimes have to walk for 10 minutes to find a tree. 
Because many Parisians live stacked up in seven-
storey apartment buildings within a mile or so of 
the city centre, they don’t have gardens and there 
is little that resembles ‘nature’. There are plenty 
of parks and squares, but as a rule they’re intellec-
tual constructions, continuing the 18th century idea 
that Nature has to be ‘civilized’ to reach its highest 
potential. Trees are clipped and shaped into cubes 
and cones, lined up into rows and phalanxes. 

A hundred years earlier, the decadent writer 
Joris-Karl Huysmans had even described one of the 
most famous parks in Paris, the Jardins du Lux-
embourg, as “a real torture chamber for trees and 
shrubs...” I started to photograph these tortured, 
mutilated trees, tied up, hemmed in. My images 
were, at first, a reaction against this ‘civilization’ of 
Nature, a sort of Amnesty International appeal for 
freedom and dignity. But they also came from a kind 
of militant homesickness. 

Several years and hundreds of photographs later, 
I began to realise that what I had thought was home-
sickness, a hankering for my childhood woods, was 
more than that. It was something deeper. Not home 
sickness, just sickness. Taoist philosophers talk 
about the need to be in natural surroundings, to find 
a peaceful mirroring between the inner world and 
the outside world. “In dwelling, be near to the land,” 

said Lao Tse. But this is not the direction we are 
going in. More than half the world’s population now 
live in cities, cut off from ‘the land’. In some ways 
this is good, our footprint on the planet is smaller 
if we huddle together and share the resources a city 
provides. But there is a danger that we will lose our 
vital connections with the rest of nature. 

Without efforts to reconnect, ‘nature’ can become 
something we watch on TV, a fantasy, or a motley 
assortment of exotic plants in pots on the decking 
by the barbeque, unvisited by our native birds and 
insects. Once, in a village in the Rajasthan desert, a 
little girl asked me: “how many litres of milk do you 
get from a cow where you come from?” I didn’t have 
a clue. Milk comes in pint bottles from the dairy. 

Human-Nature 
Reflections on urban trees

by Peter Coles

‘My images were a reaction 
against the ‘civilization’ of 
nature … an appeal for 
freedom and dignity’

And we’re increasingly losing our connections to the 
natural cycles and rhythms of days, months and sea-
sons. Remembering my childhood, I could stand in 
the garden and see the Milky Way, a billion stars, 
dozens of constellations, all Seven Sisters of the Plei-
ades. Now, in an evening walk to get a bottle of wine, 
I might be lucky to see five or six stars, on a moon-
less night. Last week, I even bought an ‘app’ for my 
iPhone to tell me which phase the moon is in.

Over recent years my work on Human-Nature 
has started to shift. I’m looking more to celebrate 
the way trees endure, despite urbanisation and 
redevelopment, outliving us and the changes. I owe 
part of this shift to the great French photographer, 
Edouard Boubat, who I got to know a couple of years 
before his death. Famous for his gentle photographs 
of women and children, he always managed to find 
loving images even in war-torn places.





Thresholds
by Krystina Stimakovits

ubiquitous and urban
popular space divider
on its surface deliberate 

signs, haphazard gestures, 
perhaps traces of negligence and 
time

glass
itself near invisible almost 

unseen, it offers a window to 
a space beyond, a mirror to a 
reality behind

thresholds between visual 
fields

light falls
fusion and confusion, 

complexities in motion
layers in the real, ready-made 
without ado materials 

appear, stripped and hijacked 
from their context 

a world without narrative 
metamorphosed

a meditation
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B
ody language interests me, of both people 
and the material world. So far, I have 
focused my lenses on the latter. It seems 
to me the closer one looks at our physical 
surroundings, at the supposedly real and 
objective facts, the more mysterious they 

become. Not necessarily every inch or yard, only 
when and where constellations of lines, shapes, light 
and texture appear capable of expressing a mood, of 

touching a nerve or perhaps a distant memory.  
The quest to find and gather such imagery does 

not easily lend itself to a conceptual or methodical 
approach, for it is not the content or subject that 
matters here. It is rather about something elusive 
and ephemeral. Indefinable as to specifics, the 
relationships between objects, shapes or fragments 
are crucial, along with the light that happens to fall 
upon them at a particular moment, and one’s own 
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state of mind. Many times have I travelled back 
to a particular location with the hope of getting a 
‘better picture’, only to find there was nothing there. 
Whatever had seemed ‘special’  before had then 
vanished leaving barely a trace. 

For this Thresholds series all images were shot 
either directly at, or through, glass. Glass disguises 
and exhibits bits of reality we often only subliminally 
absorb. Window panes reflect fragments of an urban 

scene whilst simultaneously revealing an interior 
world beyond. Their surfaces may carry traces of 
dust or rain as well as imprints of human action. 
The resulting collision of visual fields tends to be 
rich, often incongruous, a fusion of an internal and 
external world. 

I find my senses and imagination stirred by this 
material, it strikes me as being emblematic of the 
complexities of urban life itself.



Made in 
 Germany 
1997-2009
by Christiane Zschlommler

I 
began the Berlin Wall project in 1997, creating 
a series of work using photographs of my body. 
I superimposed images of the remains of The 
Berlin Wall, as well as other objects and places 
that were significant or had a resonance with 
this subject matter. The work was a means of 

reflecting on my life in East Berlin, where I was 
born two years after the wall was built. I moved 
to London in 1992. Each time I return to Germany, 
shortly before landing at Schönefeld airport, I feel 
overwhelmed with a sense of my past in a country 
that no longer exists. 

Even after more than  20 years without the wall 
I realise the influence of East Germany’s dictatorial 
regime and how deep a mark it has left on me. The 
9th of November 1989, the day the wall unexpectedly 
opened, still has a genuine profound resonance.

i Die Mauer (The Berlin Wall) 
I was brought up living in a block of flats that backed 
onto the strip of No-Man’s Land opposite the Berlin 
Wall. Every night the floodlights invaded the privacy 
of my bedroom. Below, guard dogs barked as they 
ran up and down within clearly defined parameters 
tethered to a horizontal pole. From my window we 
threw food to them. For a while they would be quiet, 
and the only noise came from the city trains as they 
passed my window before disappearing into the 
tunnel which led to the West. 

When I was seven, I heard a woman scream as she 
was shot in No-Man’s Land trying to escape to the 
West: the incident was never mentioned by my family 
or reported in a newspaper, but I never forgot it. 

Even now, without the Berlin Wall, it is difficult 
and confusing trying to remember, and make sense of 
the absurdity of life under communism. The paranoid 
over-protectiveness of the regime whose dictatorial 
philosophy was omnipotent and omnipresent 
permeated every aspect of my experience. When I was 
growing up I would have never believed that this self 
important brave new world surrounded by a concrete 
wall could vanish, just burst like a soap bubble.
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ii Forbidden Places
Some of these images were created after visiting 
the former headquarters of the Ministry of State 
Security (STASI) in Berlin-Normannenstrasse and 
Wandlitz near Berlin, the gated living quarters for the 
Government officials and their families, today used 
as a sanatorium. Access to these places was strictly 
forbidden unless you were part of the communist 
establishment. In the mind of the people, Wandlitz 
was a forbidden city, filled with the decadent 
opulence of western goods that the ordinary East 
German could only dream of. 

I eventually found out that I had STASI file and 
could make an appointment to see it. When I did in 
1998 I could not believe the absurd pettiness and 
the manpower involved in collecting, checking and 
vetting the nation’s mail. 

My file contained meticulous photocopies of a 
few personal letters including both fronts and backs 

of envelopes and picture postcards I had received 
from a friend who left East Germany. Also included 
were copies of teaching material I had requested 
from West German academic institutions. There was 
a report included suggesting that I should be sacked 
from my job at a secondary school in Berlin as they 
felt I was unlikely to teach socialist principles in 
my biology and chemistry lessons. As a result I was 
transferred to a new school in September 1989 where 
I met another teacher with whom I became involved 
with a dissident political organisation trying to 
reform the education system. 

In 1999 I also photographed The Reichstag, a 
symbol for the divided Germany, and Potsdamer 
Platz, a broad stretch of forgotten waste and No-
Man’s Land during the Cold War. The wall ran 
straight through this once world famous square. 
Since its disappearance, and now marked by a double 
brick line sunk into the street, Potsdamer Platz >
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My life has totally changed since The Wall came 
down. I live now with my partner and 10 year old 
daughter on a self built houseboat in Surrey, and 
teach photography in a local college. Living on the 
Basingstoke Canal, water is omnipresent in our 
everyday life; you have no choice but to respect 
its presence. This connection to nature has left 
an indelible stamp on the photographic work I 
produce now. In Britain the creative possibilities 
are limitless for me. I have become fascinated with 
the play of light in the reflections on the surface of 
water and the patterns of skeletal branches against 
the cloudless sky.

Christiane’s book Made in Germany; 20 years 
without The Berlin Wall is available at  
www.blurb.com/bookstore/detail/642979

has become one of the most valuable pieces of real 
estate in the whole of Europe. Today it is filled with 
glitzy shopping centres, office blocks, restaurants 
and even a casino; a fitting monument to the modern 
unified Germany with all signs of the divided past 
well hidden.

iii Reminiscence 

In 1992 I moved to London and found myself living 
in a shared house in Crouch End far removed from 
the familiar environment where I could read the 
signs, understand the networks and had a full grasp 
of the language. In London everything seemed alien, 
I felt very much the foreigner. Never before had I 
experienced a world where so much was dictated 
by money. A world focusing on price rather than on 
value was as foreign to me as the language I was 
trying to learn. 

<
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'Even now, without 
the Berlin Wall, it is 
difficult and confusing to 
remember and make sense 
of the absurdity of life 
under communism'



The reality of 
fantasy
Images from 'Spice of Eden'
by Cinnamon Heathcote-Drury

I 
am fascinated by the preconscious maelstrom: 
an anarchic underworld that belies the surface 
and aesthetic ideals of order and perfection. Its 
reality exists, yet our conscious acknowledgement 
is often suppressed or deflected into wilful 
idealisation, false projection, or adult fantasy. 

Through my work, whilst not expressly courting 
aesthetics of the ‘ugly’ or ‘grotesque’, I explore 
psychological debates surrounding visual 
discomfort, leading me frequently to challenge 
‘conventional’ portrait depictions of both women and 
men. If successful, my images seek to evoke a slight 
anxiety, identified by Ernst Jentsch as ‘intellectual 
uncertainty’, or ‘fear of the unfamiliar’: of what 
lies concealed, is only inadvertently revealed, or 
secretive; rather than being transparent, straight-
forward or tame.

In R. Gray’s lecture Freud and the Literary 
Imagination (1995), Gray suggests “The uncanny is 
the subject of aesthetics… because it has to do with 
a certain kind of feeling or sensation, with emotional 
impulses.” He states that  “in general, aesthetics 
has neglected to study the uncanny, preferring 
to concentrate on beauty, and generally, on more 
positive emotions: the attractive, the sublime.” Time 
then, to redress the balance. Fantasy and perfection 
are only idealised illusions of reality, and tools of 
escapism. Traditional children’s fairy tales are not 
safe or fluffy: indeed, it tends to be adults who are 
troubled by Grimm’s Fairy Tales (1812), which have 
recently fallen out of favour with parents. In the 
same misguided way that schools have now banned 
kids from the physical perils of climbing trees, or 
playing with conkers: so modern parents attempt 
to protect and sanitize the psyche of their children 
from the realities of life and death, fear, hostilities 
of the world, and primal impulses.

Portraits from ‘Spice of Eden’ play with a long-
established aesthetic presumption that young 
women are objects of beauty, and as idealised 
objects, tend to be clean, safe, and straightforward 
or innocent. Traditional aesthetics also demands 

that they present or exhibit themselves for the 
male, (voyeuristic) viewing gaze. The pair ‘Aneta 
with Round Dudhi’, and ‘Afshin with Anthurium’, 
were shot to celebrate femininity in different and 
contrasting ways. Aneta wears white, and has long 
blonde hair: she represents the Western visual cliché 
of idealised virgin ‘purity’, with elements of youth, 
simplicity, and Spring harvest evoked.  She also taps 
into an aspect of the Adam and Eve story, a legend 
of early temptation initiated by the woman upon 
man, holding what is in fact an Indian vegetable 
but resembling an apple, and held over her womb 
suggesting fertility.    

The fantasy of ‘Eden’ and its Utopia is an ancient 
illusion, inhabited initially by naïve beings, such as 
Aneta, in her simple pale dress: yet she embodies 
the power of temptation and fertility, hinting in 
reality that she is anything other than ‘innocent’, 
and perhaps even pregnant. Her counterpart Afshin, 
by contrast is richly adorned in Autumnal shades, 
with painted red fingernails and ornate dress. She 
offers the mystical hint of ‘Eastern Promise’, opium 
indulgence and more obvious seduction (another 
Western fantasy), presenting a single, phallic 
Anthurium flower to the viewer. Perhaps she is 
also ‘spice’, the colloquial Indian term for ‘girl’, 
representing a sexualized female youth. Designed 
to be hung high, and over a metre in size, Afshin’s 
human identity disappears as her dark hair melts into 
the background, eerily suggesting she is a headless 

'These portraits play  
with a long-established 
aesthetic presumption  
that young women are 
objects of beauty'
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entity, and drawing attention to the flesh tones of 
the flower with its suggested perils of temptation. 
Together they create the illusion of silent Pagan 
saints presiding over a room, somehow too austere 
and motionless to be real, offering balance as well 
as warning. They challenge the viewer to pause and 
try to read symbols, crane harder to look for clues, 
make out facial features that will never be revealed, 
or construct a context or narrative for what they are 
seeing.

‘Spice of Eden’ developed as a series, expanding 
to present different flowers (symbols or offerings of 
defiance? loss? commiseration? welcome?) and new 
vegetables, held either in front of the female bodies, 
with hair brushed over, or behind, hinting they 
are Janus, looking both forward and back. Their 
faces are always absent, with a potentially sinister 
undercurrent, and they defy the viewer’s gaze by 
shielding specifics of their age, genetic origins, 
and identity with their long hair. Poignantly, these 
images have been selected for exhibition promoting 
Cancer Research UK, in the acute awareness that 
chemotherapy strips women of this asset and 
beguiling characteristic almost immediately.

The collection aims to stimulate interest both 
through reinforcing and denying established 
clichés in relation to female portraiture, whilst also 
demonstrating female solidarity against the beauty 
myth: the fantasy of the feminine.  It plays upon 
anxiety and elements of unease: the uncanny threat 
of Oedipal confusion and intrauterine entrapment, 
and even permeating fears relating to contemporary 
arranged marriages. Without seeing the faces of 
these women, or potential brides, they may offer 
false promises in relation to their age, gender or 
suggested beauty ….and we should not trust our 
presumptions. The bride could be the horror, the 
crone or bearded witch under the veil: which is 
provided here by a deceit of hair, itself existing 
paradoxically within a dubious sphere of suspended 
presence, in the impossible, fantastical realm of 
both living, and dead.
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I
f you find Roger Ballen’s photographs 
disturbing, you are not alone. His subjects and 
portrayals appear impossible to encounter in 
reality, yet are too palpitating and raw to be 
representations of false occurrences.  Time spent 
with Ballen’s images renders him unforgettable 

as an artist;  his depictions are marked echoes from 
his own psyche, visual translations of his personal 
existence. He proclaims that his purpose in taking 
photographs over the past forty years has ultimately 
been about defining himself. Ballen has published 
eight monographs to date and is now in progress on 
another. He spoke by telephone from South Africa to 
discuss his current project Asylum, and his evolution 
as an artist.

You’re in Johannesburg, how did you find yourself 
there? 
Well, in 1973-74 as a young man I hitchhiked from 
Cairo to Capetown. There wasn’t any further to go and 
I didn’t want to end up at the South Pole, so I stayed 
in South Africa for about a year and a half. Then I 
made a trip from Istanbul to New Guinea. During 
this period, say ‘73-77 I did my first photobook, 
called Boyhood, then I went back to America which 
is where I was born and did a doctorate degree in 
geology. I came back to South Africa in 1982 and I’ve 
been living here since.

When you started in Johannesburg you were 
shooting more sort of documentary work weren’t 
you?
 Yes, well the work had an aspect of the documentary, 
in the first two projects from 1982 to 1994. Dorps 
was the first project, ‘82-86, and I tried to capture 
the unique aesthetic sensibility of the small towns. 
Then Platteland dealt with a group of marginalized, 
poor white people living in the countryside here. 
They both had some aspect of the documentary but 
beginning in about ‘95 the Outland pictures started 
to leave that zone and perhaps planted a more 
personalized, artistic sensibility.

So these days do you work in a studio? 
Well not really, I work in different places that I’ve 
worked for a number of years, like Shadow Chamber 
was made in the Shadow Chamber building and 
Boarding House was in a place where people lived, 
it looked like a big warehouse. Now I’m working on 
a project in a house here full of people. There’s a 
lot of birds in the house and birds outside. The 
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project focuses on the relationship of the birds, 
the animals, the people, drawings, the place, the 
objects and the photographic relationships in that 
interaction. So the place becomes a studio in some 
way.

The house you are working in, could you describe 
what it’s like, the feeling of being there? 
I’ve worked in many places similar to the house that 
I’m currently working in. Like in the boarding house 
and the Shadow Chamber building, the house is full 
of animals and transient people from all walks of 
life. There are people who are penniless; criminals, 
abandoned children, and the sick and the homeless. 
The building is sometimes full of people, especially 
in the winter and less so in the summer. The house 
smells like a mixture between kerosene, which is used 
for lighting since there’s no electricity, cat urine and 
old clothes. Unlike the other buildings that I worked 
in, there are feathers from the birds the dominate 
many of the rooms, they can be seen from one place 
to another in the house. I’ve gotten used to working 
in these type of spaces so I feel very much at home in 
a place that would probably give others nightmares. 
I’m rarely ever depressed by my experience in the 
building. I have developed deep friendships with 
many of the inhabitants and enjoy seeing them on a 
regular basis.

What attracts you to the birds, is it just that they 
are there, or is it an aesthetic thing, or something 
about the character of birds? 
I think it’s probably all those, yeah. All animals, 

whether it’s a rat or a fly or a mosquito or an elephant 
or a donkey, all have metaphoric meanings to them, 
some are culturally or perhaps universally defined. 
The birds are also formally interesting to work with, 
they’re very beautiful and sculptural. You know, 
birds can fly, most animals can’t.

Do you feel an involvement with the subjects in 
your photographs? 
Yeah, but the subjects to me are not necessarily the 
people. The subject can be the rat or the bird or the 
room itself. That’s the way I look at my pictures, 
everything in a picture is a subject. I have quite a 
formalistic way of looking at photographs and to 
me a photograph is very organic and everything has 
integrated meaning so that a mark on the wall is as 
much a subject as a person’s face. 

In this project and the last, the human presence 
is much more minimalized so it’s hard to know 
what’s going on in the rat’s or the rabbit’s or the 
duck’s mind. The nice thing about working with an 
animal is you can’t draw so many conclusions about 
it, it has its own mysterious sensibility, whereas 
with a person in the picture, you immediately have 
so many value judgements to try to figure out what 
that person’s about and sometimes the other aspects 
of the picture are overwhelmed by the person.

Whereas the animal is perhaps more symbolic.
Where you have a dog or a cat, you never know what’s 
going on in their minds. You can’t even answer the 
most basic question, how do they think? A dog can’t 
use words, how does he think? So you get into these 

<
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philosophical issues that will always exist and never 
will be solved. The animal is an important part the 
human experience and the metaphors that come 
through my photography.

This transition that you made with your work in 
the mid-90s, does it reflect a transition in your 
life? 
I think a good artist can’t separate his life from his 
work. Your work is there to define your life. That’s 
what an artist should be doing, not defining himself 
by the amount of pictures he sells in the marketplace. 
The purpose of art is like a diary, to define your life. 
That should be the purpose of doing art. The last say 
20 years people tend to do art as a profession and 
make money, but fundamentally to me that’s never 
been the purpose of doing art.

In a previous interview you mentioned you’ve been 
using the same camera for how many years? 
Well I’ve been using the Rolleiflex 6x6 camera for 
about 30 years now, and for film and paper it’s the 
same stuff year after year. I think there’s something 
to be said in that, not moving from one thing to the 

next, but everybody’s got their own way of doing 
things. The main thing is what you produce. You 
could be standing on your head with your eyes 
closed and using the most advanced digital camera 
in the world, well it doesn’t matter. The only thing 
that matters is the meaning of the image.

But there’s something about working within a 
consistent framework that allows you to form 
your own vision or aesthetic, or boundaries even, 
do you feel that? 
Yeah I would agree with that. It’s true. The camera 
has become like an extension of my own mind, and 
I’ve developed within that style. The style or the 
camera hasn’t dictated to me, it’s been a friendship 
in some ways, a real integration. There’s something 
to be said about mastering something - we don’t 
hear that word very much anymore, that somebody’s 
a master of this or that. Those days are long gone. 
So I feel very positive that I’ve mastered the camera, 
mastered 6x6, black and white, and I want to continue 
getting better at it rather than shift into something 
else. There’s just an endless path down the road 
and when you think you’ve said everything you can 
say you wake up one morning and find something 
different, that’s the nature of life. 

You say you’ve got a good friendship with that 
camera.. 
The camera is really like a hand, an extension of 
the mind, it should become part of your body in a 
way. It’s like when if you’re a great golfer the club 
becomes an extension of your arm, if you’re a 

'I feel very much at  
home in a place that 
would probably give  
others nightmares' >
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great skier the skis become an extension of your 
legs. So the camera becomes like an extension of my 
mind. It’s like a pencil that an artist draws with, or a 
paint brush, you hardly realise it’s there. 

Do you feel like your ability to express yourself 
in photographs has allowed you to live a more 
authentic existence? 
Yeah I think so because my pictures are fundamentally 
psychological, not social or political. If they’re 
psychological then they come from your own being. 
So the answer is yes. Definitely. 

You worked as a geologist for some time, are you 
still doing that work? 
I do a little of it. I enjoy it, it’s a nice job and it gets you 
out into the countryside with nature and it’s poetic 
in its own way. I’ve supported myself in my geology 
for a long time before I started to sell pictures. If it 
hadn’t been for my geology I probably never would 
have been able to do so much photography, it’s 
been the thing that’s kept it going. I like exploration 
geology, it’s a bit similar to treasure hunting. I really 
enjoy that part of my life.

'In a painting there's 
thousands of paintbrush 
marks that make the 
picture, and it's the same 
in my photographs'

When you are spending so much time maybe going 
deeper into yourself psychologically, and making 
these personal explorations, how do you come 
out in the world and function, is it a shock to the 
system? 
Not at all, there’s zero effect. My mind is clear about 
what I do. I don’t get myself into issues. I’m 61, so 
for about 40 years I’ve been doing this and thinking 
about photography every day of my life, even when 
I was spending more time in geology or academics, 
I was always focused and that’s my personality. I 
don’t get pushed off the mark and I feel comfortable 
whether it’s in business or doing pictures. It’s all 
part of the same job in a way. I’ve always had this 
saying, there’s plenty of landmines around and 
the wind’s always blowing, so when things are too 
calm you better watch out. I tend to believe that the 
experience of chaos dominates over order; we spend 
our entire lives trying to mitigate chaos but in the 
end it predominates.

<
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So you’re not the struggling artist, but refining 
your vision more as you go? 
Yes, I think these bird pictures are my best 
photographs. They are very complex in a way and 
they get into people on all sorts of levels. For meaning 
and mastering the art, mastering photography, 
having a vision that’s complex and also personal at 
the same time, I think this last series that I’m doing 
is by far my best photographs.

And how long have you been working on this? 
About two and a half, three years already. Each project 
of mine takes about five years and then I do a book 
out of them. I’m amazed how people can do books or 
projects in six or eight weeks. I always believe each 
picture has to be a really strong, great photograph to 
put in a book. And taking great photographs is really 
hard, it takes a lot; a lot of work, a lot of energy, a 
lot of focus, discipline, vision, whatever it is. It just 
doesn’t come easy.

How much are you shooting, every day? 
I shoot 5-6 days a week.

So after five years you have quite a collection. 
Yeah a lot of collection and my pictures become a 
lot more complex. In the last series of work I haven’t 
taken as many photographs as I did in the past. It 
seems like it’s taking longer and longer to make these 
photographs as they have many more parts than my 
previous works.

You do have interesting scenes with people, do you 
give direction? 
No. Well the birds don’t listen, the cats run away. 
People come and go. At the end of the day you find a 
1/500th of a moment that puts everything together, 
that’s all you’re trying to do. Faster than you can 
blink you are fixing time to find a meaning. It’s 
tricky and you’ve got to be able to anticipate those 
moments. Your mind has to be able to see, not just 
ten or twenty things but maybe thousands and 
thousands of things to be able to put that moment 
together. People always think of photography as 
one plus one equals two, you know a sunset over the 
horizon, pretty. But in a painting there’s thousands 
of paintbrush marks that make the picture, and it’s 
the same in my photographs. There’s thousands of 
little things that must be put together in a coherent 
fashion to create an organic whole. Ultimately, the 
photograph must have its own life outside of mine.

So are you shooting a scene repeatedly trying to 
get that moment? 
Oh sometimes you shoot twelve shots in a row and 
the bird flies away or the person runs away or the 
electricity stops or everybody wants to go jump off 
the roof. I don’t know, you just don’t know, it just 
happens. It happens sometimes in a short period >
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of time, it all comes together and then it just 
dissipates.

It sounds like an organic experience then. 
It’s completely organic. But it’s not spontaneous, it’s 
not just happening out there. The only reason those 
pictures happen is because I stand there. Those 
pictures are just a function of my reality. You’re 
seeing Roger Ballen’s photographic reality, that’s 
all, nothing more, nothing less. So the result’s not 
organic, it’s a figment of my mind.

When you make selections from images for your 
book, how critical are you from one to the next? 
Well you see the pictures and choose a hundred or 
two hundred, put them out on the floor and try to 
choose the ones that really are great photographs. 
You don’t want to have too many of the same thing, 
if you’re doing a book. It’s like making cinema. There 
has to be a rhythm to the book and to the pictures. 
You try to get the right rhythm with the greatest 
photographs.

It seems you’ve gotten into a rhythm for your 
expression and aligned all these elements to reach 
a point of cohesion. 
I think my photographs are very different from most 
photographers; most photographers are very content-
driven and not formally orientated. My photographs 
have integrated aspects of painting and drawing 
and sculpture, but only work  as a coherent whole 
because I understand photography. You see a lot of 
artists trying to do photography and the pictures 
don’t work, they don’t have any impact because they 
don’t understand photography. 

It’s a struggle to reach that sort of stage where 
you just know. 
It’s never easy. Every day is a bit of a struggle and 
it’s just one step at a time, one block at a time trying 
to lay a foundation. It’s an ongoing commitment and 
lots of hard work and an ongoing passion. I mean look 
at this business, for every one that succeeds there’s 
probably ten thousand that can’t make any money. 
How many people walking around with cameras 
thinking they’re photographers - thousands, millions 
of people. How many end up in the Tate? How many 
make any money out of this and can survive off it 
- as artists, not as wedding or fashion or advertising 
photographers? For people doing it as an art, it’s 
one out of a million or something. It’s so difficult 
to be able to create a true, authentic, meaningful 
image that has some sort of lasting power, that’s 
not hyped up for a month or two then disappears 
again. It takes a lot of energy and discipline and 
that’s not necessarily going to sell your pictures 
either. You then have to go into a marketplace that’s 
very complicated and hard to quantify in any way. 
So this is the nature of being in the art business I 
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guess. You’ve just got to do it out of a need to do it 
and hope people recognize and appreciate it, and put 
some value on it.

So is all the work you do, done with a particular 
end result in mind? 
For me the book is the most important part of 
the process. I see the book as the final goal of my 
projects. It takes 4 or 5 years usually, that’s what I 
work towards - books. It’s like reaching a plateau at 
the top of a mountain before you look up and there’s 
another one in front of you. I don’t really work for 
exhibitions. Exhibitions come and go then you’re 
back home again, and you get newspaper clippings 
at the end. Books have a lasting effect, they stay 
in libraries and people keep them and they’re put 
together. It’s a good synthesis of what you did over 
those years.

I wanted to ask, how you would describe your 
aesthetic to a blind person? 
I’ve given a few classes over the years, I’m not a 
teacher but have been invited to a few places in the 
world to teach for a week or a couple of days. One of 
the assignments I have given people is when I said, 

No. You can’t do that. You’ve just got to work with 
the environment at the time you’re in there. I’ve got 
to deal with the world in front of me.

Do you take inspiration from music at all? 
No. I think inspiration for me starts in nature, always 
with nature. It doesn’t mean that inspiration helps 
me make good pictures. The only thing that helps 
me is my own focus, my own concentration and my 
discipline and passion to see the picture through and 
being able to concentrate in my own way to create 
those pictures as they occur. As I make them.

You have these running threads, not just animals 
but drawings, wires and cables for example. Are 
these things that demonstrate particular links 
from your own mind? 
They must, but I always say the better the picture, 
the less you can say about it. So I don’t think I 
can easily say what the meanings of anything is. I 
shouldn’t, the pictures have complex meanings and 
opposite meanings. They mean a lot of things we 
don’t have any words for. 

So you’re illustrating 
I’m illustrating, and I’m expressing my internal 
world through photographing the external reality. 
With photography the camera’s the same as a 
paintbrush or a pencil. There’s nothing objective 
about photography, there’s nothing objective about 
anything.

So it will be a couple of years until your next book 
is released? 
If I’m walking, healthy and have good concentration, 
work hard, hopefully the next book will come out end 
of 2012 to middle of 2013. 

Do you see it as having direct links from your last 
book, Boarding House? 
Well they’re all linked. You’re building all the time 
and so definitely it’s a progression from Boarding 
House. The vision has become more complex. My 
ability to integrate the world out there into a more 
focused, pure, personalized vision has become more 
sophisticated. And so yeah, that’s the way it should 
be. At least in this business, it’s not like an athlete 
where you fall apart by the time you’re 30. Hopefully 
I’ll get better as time goes on. And I’m personally 
happy with the direction that I’ve been going and 
feel comfortable with it. The day that I think that I’m 
going backwards then I better stop for awhile.

Ballen has a retrospective at Museum Het Domain, 
Sittard, Holland until 28 August, is a featured artist 
in Le Mois de la Photo, Montreal in September 2011, 
and exhibits at Manchester Art Gallery, March 2012. 
www.rogerballen.com

'I always say the better the 
picture, the less you can 
say about it … They mean 
a lot of things we don't 
have any words for' 
“Close your eyes. Turn your eyeballs around and 
photograph what you see...” Well? Who knows what 
you see. You may see one thing but then you’ve got 
to visualize it and you’ve got to find an alignment 
in the outside world. Photography’s not painting 
or literature, it’s different. You’re working with 
the physics of light and lenses and objects. It’s not 
painting where you can work directly from the mind 
to the paint board. You actually have to photograph 
in a physical space. So you’ve got to find something 
in that physical space which is a metaphor for what 
you might see when you turn your eyeballs inward. 
It’s a pretty hard assignment.

You’re forced to look outward..
to find what’s inward, and that’s the process of 
an artist, a photographer artist. That’s exactly the 
process.

So do you look back  to previous work as reference 
for moving on, for what you’ll do next? 
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T
o choose one image from the many I 
have found inspirational is incredibly 
difficult. Innovative photographs such 
as those from Paul Graham’s A1, Martin 
Parr’s The Last Resort, Karen Knorr’s Bel-
gravia, Nan Goldin’s The Ballad of Sex-

ual Dependency and any of Diane Arbus’ extraordi-
nary street portraits, have each in turn inspired new 
directions in my practice. But if I look back to the 
beginnings of my interest in photography, as a teen-
ager, I remember leafing through my father’s photog-
raphy book collection and this is certainly where my 
first excitement about photography grew.

As a keen amateur photographer my father kept a 
small library of predominantly French photography 
books and my interest in documentary photography 
came out of a combination of looking at the candid 
street photographs of rural Spain he had made in the 
late 50’s, and the books he collected. Atget, Cartier 
Bresson, Brassaï and Brandt were his favourites 
and it is in the Brassaï book, Paris at Night, that I 
discovered photographs that inspired me to want to 
look beyond the traditions of documentary practice. 
Brassaï photographed the unseen sides of everyday 
life – what happened after nightfall, behind closed 
doors and in open streets. It was an awakening to 
something secret and exciting; a world that I had 
never imagined, having grown up in rural Britain. 

Lovers in a Café; a couple, perhaps about to kiss, 
possibly lovers but maybe in some other kind of 
relationship, in a Paris bar at night. It is an image 
that hangs on a poignant moment, but what kind of 
relationship are we witnessing? The composition is 
precise; objects on the table laid out carefully as part 
of the story, evidence of what has gone before? He 
has had tea but what is she drinking? Her cigarette is 
poised elegantly between her fingers and her expres-
sion expectant, perhaps hesitant. He has cornered 
her and the mirror reflects his determined eyes. The 
photographer has cornered them too – what was he 
thinking? The couple are immaculately styled as if 
for a fashion shoot, but it is supposed to be candid. 
Later writings about Brassaï’s work talked about 
the staging of some of his photographs, and this too 
intrigued me.

The unique composition of the photograph and 
the intricate detail are a reminder of the magical 
quality of documentary photography. But is this 
a preserved moment or a fictional construction of 
an imagined moment?  The corner mirror is used 
 beautifully within the frame to reveal what we could 
not ordinarily see; a total of four different images 
through multiple reflections, each one seeming to 
lend different perspective to the scene.

The photograph that inspired me
by Anna Fox

There’s a telling comment on the problems of 
framing the documentary image, and a wonderfully 
magical illustration of the photograph as an illusion 
– frames within the frame, worlds within a world. 
Seeing all these different expressions extends the 
narrative of the image and questions our under-
standing of a “decisive moment”. Mirrors are always 
extraordinary in photographs.

The woman, whose face we can see in the fore-
ground, with a smile on her glossy lips, seems confi-
dently poised for the approaching moment yet she is 
trapped by the man whose eyes look so determined. 
The man, with arms containing his prey, (or is he 
hers?) seems to attempt to lift the woman up towards 
him, her backward lean suggests a degree of resist-
ance. In a sense it is alarming.

This is not a photograph of a woman empow-
ered. I remember being interested that she was out 
at night, possibly transgressing social boundaries, 
breaking the rules, taking a risk. It was not an image 
that said don’t go out at night, it breathed a tense 
kind of excitement that said, “be here if you dare”. 
The detail in the image is enthralling and the close-
ness of Brassaï to his subjects shocked me. 

Brassaï did not seem to be simply the flâneur/
voyeur; he seemed to want a connection, to be seen to 
be part of something. I have always been fascinated 
by the personalities behind the camera and why a 
photographer wants to collect images of the world 
through their own lens. Brassaï revealed things that 
lay undercover of darkness; bringing to life the city 
at night. His pictures give me the sense that he liked 
the place.

To view the image go to http://bit.ly/mmpGwz

Anna	Fox has worked in photography and video for over 20 years, 
influenced by the British documentary tradition. She has had solo shows 
at The Photographer’s Gallery and The Museum of Contemporary Pho-
tography, Chicago, and Anna Fox Photographs 1983 -2007 by Val Williams 
was published by Photoworks in 2007. She is Professor of Photography 
at University for the Creative Arts at Farnham. www.annafox.co.uk

Lovers in a Café in Paris 1932, Brassaï

‘It was not an image 
that said don’t go out at 
night, it breathed a tense 
excitement that said  
‘be here if you dare’ 
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1&2 - Ewa Lachowicz

3 - Oliver Schneider
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11 - Richard Baker
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12- Howard Goldberg
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13 - Gordana Johnson
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14 & 15 - Anne Clements
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16 & 17- Chris Ennis
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18- Tom Gifford
19 - Howard Goldberg
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20 - Len Salem

21 - Sandra Ciampone
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22 - Sandra Ciampone
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23 - Jo Stapleton
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25 - Anita Strasser

24 - Clare Park
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HOW WE SEE: FANTASY

Theme	Cover  Ewa Lachowicz
1&2 Ewa Lachowicz - I have explored self-portraiture for some 
time. Now, however, in the series Expression I tried to twist the 
idea and instead of recording a self-portrait, I allowed myself 
to look into a hidden world of inner self. The world of strong 
emotions and feelings, colourful fantasy and harsh reality. Each of 
the photographs comes to life as result of experiments with lights, 
long exposures and the self. At some point I even forced time to 
stop for a moment, just to be able to step on both sides of the 
camera. I am both observer and performer in the explored scene, 
the visitor and citizen of that world where time stops for 5-6 
minutes every now and then. I hope that my photography allows 
the viewer to seek a story, any story they can to imagine. 
3	Oliver Schneider - Zwielicht (actual colors may vary)
4 Anne Crabbe - Asian Leaves from the series My Old Clothes
5 Chris Hudson - From the ‘Liquid Rock’ series taken in Antelope 
Canyon
6 Jason Yeomans - ‘Notes on a case history’ is a project that I 
began while fooling around with some discarded images and grew 
into a new and labour intensive way of working. It’s an attempt 
to produce unfamiliar images of the male and female body while 
entering into the spirit of surrealism, a movement that produces 
bold, uncompromising work, imagery that people find difficult to 
rationalize because it attempts to communicate directly with our 
unconscious.
7 Lynne Collins - from The Edge of Perception - In this series of 
works I have photographed bleak interiors of abandoned Victorian 
mental asylums. I aim to create a narrative which questions the 
speed with which we urbanise the environment, then the ease with 
which we abandon, even though space is so important in an ever 
growing population. I’m offering a mystery, where vegetation seeks 
to rejuvenate the crumbling rooms that have a history of lifetime 
human confinement. The mature trees represent the power 
of nature and the hope that it will survive society’s greed and 
propensity to waste.
8 Graeme Webb - Pictures from a Life; Day After Day; The Best 
Days of Their Lives 1 - I was introduced to the miniature diorama 
genre by exposure to stop motion animation, and dioramas are 
built from scratch then photographed. The meticulously detailed 
models play with elements of scale, texture and lighting and the 
never ending cycle of nature modifying man’s achievements.
9 &	10 Nicholas Cobb - Images from the series The Boat. 
These works belong to a series that takes its inspiration from the 
nineteenth century poet Arthur Rimbaud’s ‘The Drunken Boat’. In 
my interpretation, a container ship travels the oceans witnessing  
ever stranger events along the coast and out at sea. Begun at 
the start of this year, this work in progress uses a whole variety 
of scales [1/1 to 1/700]  and materials to bring these visions to 
fruition.
11	Richard Baker - Mobile healthcare trailer, from the series Street 
Fantasies - This series deals with escapism and the distractions 
we’re fed in the form of street advertising and PR displays, versus 
the realities that we tolerate.

12 Howard Goldberg - Landscape with Doors, Pulau Pinang, 
Malaysia 2010 - As a savvy image maker, my subject matter is the 
Divine Comedy. My simple self-imposed task is to capture the 
laughter of the gods as we build, organize and destroy ourselves. 
In my pictures there is always a joke, a pun, a celebration and I try 
to collaborate with what I am given to build expectation, tension 
and release.
13	Gordana Johnson - Fantasies of an insomniac
14	&	15 Anne Clements - dusting the duck and ducked, from the 
series Fancy a duck? - One of my many fantasies is to own a trio 
of white Indian running ducks, prancing for my pleasure in perfect 
synchronisation. I do have a wooden one from Thailand, but it is 
black and not much fun. In my fantasy I bring my country cousin’s 
delightful dancing ducks to London for a weekend. Alas calamitous 
reality struck my fantasy. A big bad fox ate one. This is true. And 
now there are two.
16	&	17 Chris Ennis - Heart Breaker and Dragon - These images 
were prepared as part of my faeries and dragon sequences, 
and were simply the creative outpouring of my mind let loose 
in a computer with some willing models. The overriding format 
is panoramic which then led into the even more complicated 
panoramas that I am (in-)famous for now. Who knows what I will 
do next!
18	Tom Gifford - Robin the reluctant angel
19 Howard Goldberg - Bunny and Princess, Los Angeles, California, 
USA 2010 (see also 12)
20 Len Salem - PERFORMANCE
21	&	22 Sandra Ciampone - “Follow the Red Rabbit” and 
“Nocturnal Snake”
23 Jo Stapleton - Dolls House Drama - As a child, my doll’s house 
was the setting for tragedies and high drama, often with a macabre 
twist. As the instigator and manipulator of the drama, perhaps 
this was my childlike way of exploring and articulating fears and 
questions about life, gender and adulthood – contained within the 
safety of a doll’s house. This project is an opportunity to revisit 
this imagined world, with the added drama of an atmospheric and 
evocative film noir gaze. My heroine reacts to and attempts to 
escape from the manipulation of a menacing male presence, yet 
remains bound and constrained by her situation. As a photographer 
I wanted to create a series of almost cinematic stills, each one 
capturing a dramatic event unfolding. The dolls, rather than statically 
placed, seem brought to life in the moment of imagination.
24 Clare Park - “This Black Madonna is forcing me into my own 
earth, my own body and re-orienting my attitude toward the feminine. 
With my hair unkempt, I danced through the white muslin, my life hung 
out on a line. And how could I not have known then how completely 
wonderful she was.” - Debbie Green, author and collaborator.
25	Anita Strasser - Stage picture for The Domino Dance 
Company in The Ponec (Prague Dance Theatre), 2003

The	theme	for	the	next	issue	is	hOme
www.londonphotography.org.uk/magazine/submit
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From myth-craft to sur-
realism, to cinema and 
strip-shows, fantasy en-
compasses the sexual, the 

technological, and the imaginary, 
taking place in fictional worlds, 
following rules of its own, making 
magic.

Fantasy may be defined as 
wondrous, as a vision, or an 
illusion, extravagant and unre-
strained - an expansion of seeing. 
In his book Fantastic Art, Walter 
Schurian sees the fantastic as 
addressing unconscious percep-
tions: “It plays with otherness, 
it amazes, it astonishes, it dis-
concerts. It directs itself toward 
previously known or hidden 
stimuli and sensations. Above all, 
it plays with dreams, desires and 
yearnings and serves as a surface 
for the attachment of metaphors, 
for psychological projections and 
for yearning and desire.”  

For Schurian, the fantastical 
is “constantly probing reality for 
something new and unfamiliar, 
and having found it, seeks to 
make it visible. It devotes itself 
to the areas which lie between 
the orders, systems, categorisa-
tions, and beyond the known, 
the familiar, the average and the 
calculated.” 

He also identifies a key para-
dox of fantasy, that while it can 
provoke “an enhanced state of 
attention by deliberately display-
ing the unfamiliar and thereby 
incorporating contradictions,” 
the contents of fantastic images 
can also “put themselves across 
beneath the threshold of attention, 
of consciousness and of compre-
hension.” In other words, fantasy 
can be both active and passive, 
working in plain sight, or behind 
the scenes and is, to some extent 
at least, beyond our control.

ArTiCleS

Through the 
Looking Glass
by Nick Scammell

‘Fantasy may 
be defined as 
wondrous, as a 
vision, extravagant 
and unrestrained’

Photography and fantasy have 
always been entwined. Initially 
the photograph itself was seen 
to be fantastical: the fixing of 
an image from the world onto a 
flat surface being little short of 
a marvel. Quickly, the potential 
of this ingenious tool was spot-
ted and exploited by late-19th 
Century impresarios such as the 
French showman Nadar, who 
immediately understood that the 
clarity of the photographic image 
could lend his flights of fancy a 
far greater dramatic power than 
any other medium. 

The popular perception of the 
camera as an impartial recorder 
of reality, revealed through such 
clichés as “the camera never lies,” 
offered enormous potential for 
those who wished to lie in order 
to trick or manipulate the public, 
as well as those who ‘lied’ in order 
to express hidden or alternative 
truths.

The shifting presence of fan-
tasy in photography can be illus-
trated by the approaches of three 
photographers whose images are 
saturated by various degrees of 
fantasy.

American photographer Jerry 
Uelsmann creates impossible 
environments informed by dreams 
and synthesized with great skill; 
his hallucinatory mindscapes 
populated by deeply symbolic 
objects. He describes the camera 
as “a fluid way of encountering 
that other reality,” subscribing 
to the belief that “the artist can 
invent a reality that is more mean-
ingful than the one that is literally 
given to the eye.”

Meanwhile, Joel-Peter Witkin 
pushes gothic fantasy to its dark-
est and most shocking reaches. 
His classically styled, yet visceral 

renderings of freaks and the 
grotesque present themselves as 
if having been made at the dawn 
of photography. Recalling Max 
Ernst’s The Robing of the Bride, 
these unflinching images meditate 
on deviance, disturbance and 
death - Witkin himself having said 
that he wants his photographs “to 
be as powerful as the last thing a 
person sees or remembers before 
death.”

Finally, the small-town opti-
cian and proud amateur, Ralph 
Eugene Meatyard, created highly 
ambiguous, apparently candid 
(yet carefully directed) portraits of 
himself, his friends and family in 
suburban backyards in Lexington, 
Kentucky. With his children as 
his principal subjects, and using 
cheap props, this happily married 
father of three and president of 
the PTA made some of the most 
quietly uncanny images in pho-
tography. Enigmatic portraits of 
lasting power, his images do not 
surrender easily to interpretation.

These three approaches, 
though sharing fantasy as a 
common tool, nevertheless offer 
intriguing contrasts and creative 
variations in deployment. While 
Witkin’s images draw much of 
their formal power from the 
dynamics of religious iconog-
raphy and baroque painting, 
Uelsmann borrows from the alle-
gorical surrealism of Magritte in 
order to question perception and 
the power of images. Meatyard, 
meanwhile, is more informed by 
literature than by art, specifically 
Zen philosophy and poetry.

Both Witkin and Uelsmann 
provide instant, surface shocks, 
causing the viewer to question 
the reality of what they see - but 
after the shock, what then? The 
technical ‘how-did-he-do-that?’ 
element is unavoidable. Meatyard 
provokes no such reaction, since 
his images are, as he himself said, 
“more real than real,” thus the 
shock is both delayed and endur-
ing.

Witkin’s painstaking tab-
leaux leave the emotions largely 
untouched, focusing instead on a 
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Interrupted Reading, Paris, 1999 © Joel-Peter Witkin courtesy Catherine Edelman Gallery, Chicago

circus of macabre fetish and bod-
ily dysfunction, raising troubling 
questions of exploitation and 
empowerment. For Italian critic 
Roberto Calasso a Witkin image 
“heals only those who know what 
it is. For everybody else, it is an 
illness.”  

According to James Rhem, in 
his preface to Meatyard’s Photo 
Poche, “Meatyard haunted the 
world of inner experience, contin-
ually posing unsettling questions 
about our emotional realities 
through his pictures.” This is also 
true, to an extent, for Uelsmann, 
though limited by his use of such 
conventionally surrealist tropes 

replicating his ideas. As techni-
cal achievements his images 
are without parallel, though his 
heavy reliance on what is now 
(ironically) a rather quotidian sur-
realist grammar, means that his 
innovations seem more technical 
than creative. 

For Witkin, the dangers of 
self-parody and historical pas-
tiche necessitate a need to chase 
further and further extremes in 
order to sustain shock value - his 
use of dead bodies requiring a 
studio in Mexico, in order to avoid 
legal barriers in his native United 
States.

Conversely, the combination 
of personal obscurity and the 
subtlety of his images ensured 
that it was not until some years 
after his death that Meatyard’s 
work began to achieve the critical 
acclaim necessary to transcend 
his outsider status and to begin to 
influence the work of contempo-
rary photographers of childhood 
such as Sally Mann. 

His images, though grounded 
in everyday locations, present 
ructions in the fabric of normal-
ity. In some ways, it could be said 
that his fantasy in plain sight is 
actually stranger than the self-
consciously outré fantasy of either 
Uelsmann or Witkin. Meatyard’s 
almost casual weirdness seems 
that much more unexpected: a 
distortion of a reality we know, 
rather than a complete escape 
from it.

According to James Rhem, 
Meatyard believed that “Viewers 
brought presumptions of truth-
fulness to photographs that they 
did not bring to paintings, but he 
knew those presumptions could 
be used to lead viewers to new 
experiences.”

Lastly, in the words of Jerry 
Uelsmann: “While it may be true, 
as Nathan Lyons stated, ‘The eye 
and the camera see more than 
the mind knows,’ is it not also 
conceivable that the mind knows 
more than the eye and the camera 
can see?” Therein, lies the fasci-
nating yet elusive paradox that is 
fantasy.

as disembodied eyes, weightless 
boulders and melting hands. 

While Meatyard cast his 
children as natural explorers of 
the fantastic, Uelsmann, through 
hands, lips and eyes, uses human 
presence primarily as a cipher. 
Witkin’s subjects look out at us 
as if from a cabinet of curiosities, 
blending revulsion and fascina-
tion at the body, revealing far 
more about the contents of his 
own psyche than that of his sub-
jects.

The principal danger with 
Uelsmann is that of cliché. The 
mass appeal of his work has lead 
to legions of imitators indelicately 
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A 
re single images taboo 
for the photographer who 
seeks to exhibit in our 
Annual Exhibition? Can 

personal expression be gauged 
from a single photograph? This 
smouldering question started to 
catch fire at last year’s AGM so I’d 
like to throw on a little water.

Photographers are encour-
aged to join the LIP community to 
share and develop their personal, 
non-commercial, project-based 
photography, and our Annual 
Exhibition selectors look for ‘bod-
ies of work’ because individual 
expression is easier to gauge in a 
set of photographs. If you submit 
six images for the Annual which 
clearly show unity, concentra-
tion, dedication, personality and 
technical skill, you stand a good 
chance of acceptance - in whole or 
in part. But what if you submit six 
separate single images? Or even 
just one?

Well we do need a single, 
strong image for the exhibition 
poster! And single images are 
judiciously selected for the exhi-
bition because they fit in. Apart 
from that, there is a place for 
single pictures because there are 
times when you see something, or 
feel something in which the whole 
statement (or project) is in one 
picture. I’ve found that on several 
occasions.

One notable occasion: I 
worked in London and was finding 
it stressful; I was getting tired of 
London. Dr Johnson would have 
said I was tired of life, but then he 
didn’t work for the Civil Service. 
I did. If that wasn’t bad enough, 
when I escaped from my Millbank 
office at lunch hour, London was 
too busy; too many people barging 

past with a ‘get out of my way, 
time is money’ attitude, too much 
traffic and noise. Crossing Victoria 
Street one day, I wanted to stand 
in the road and shout but thank-
fully hadn’t gone that far over the 
edge. I made a photograph that 
shouted instead.

Unashamedly influenced by 
David Hockney’s montages, I put 
a roll of film in my 35mm camera 
and went to Victoria Street. Stand-
ing on one spot I photographed a 
scene starting with the sky and, 
working across and down - like a 
jigsaw puzzle – used all 36 expo-
sures. I had all the images printed 
6x4, laid them out in sequence 
to roughly make my puzzle, then 
cut them to fit as a total picture. 
People and vehicles had come and 
gone during shooting, so I had 
half-bodies, part-vehicles, severed 
heads. Later I photographed the 
‘Victoria Street SW1’ sign, altered 
it to read ‘Victoria Stress SW1’ and 
pasted it in. To frame the image, I 
cut a mat about as symmetrical as 
my addled brain patterns. Finito!

It was a personal statement 
I slammed down - an emotional 
statement, not an intellectual one. 

And ‘analog’ too - cut and paste - 
not digital, not repeatable. Like a 
painting it was hand-crafted and 
truly a one-off. When I submitted 
Victoria Stress for the 15th LIP 
Annual, it was accepted and so 
exhibited. I did repeat the idea at 
another location which was also 
accepted, but this image was a 
poor relation. It did not have the 
purpose, the anger, of ‘Victoria.’ 

Single pictures do come to 
define a photographer; Stieglitz’s 
The Steerage is a good example. 
As far as I know, that picture 
does not form part of a series 
unless included in a retrospec-
tive of photographs taken in New 
York contemporary to it. Photo 
historians will select one picture 
to define a photographer in his-
tory of photography tomes, so we 
are often introduced to them this 
way. For our selectors to evalu-
ate single pictures, a few words 
submitted to explain the situation 
might help. 

Some photographers new to 
LIP may wonder where the com-
petitive, single cup-winning print 
ethos is? They have kinship with 
photographers who come from 
the commercial world and take 
their work home with them. These 
photographers may either fall in 
with LIP’s ethos or, at worst, seek 
to change it. The danger as our 
membership increases, is a grow-
ing pressure (possibly practical) 
to become more commercial, more 
‘flexible.’ There may be those in 
LIP hungry to give the gloss, get 
advertising revenue and ‘com-
pete.’ 

But why compete when we’re 
beating the glossy, big circulation 
photography magazines in W H 
Smith’s? We’re not seeking to 
join them; we make people think 
by not simply producing single, 
eye-catching, accessible images, 
but ones which force you to think 
outside the box camera. Radical, 
unique, we’re the independent,  
‘not for profit’ future. So we have 
to be careful not to find ourselves 
awarding the big fat prize for the 
best composed image. I’m confi-
dent we won’t!Victoria Stress by Peter Jennings, 2003

Beautiful
Bodies?
by Peter Jennings
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I t’s exhibition time again! 
Hopefully you have been hon-
ing your craft and preparing 
your best work from the past 

year to present to our independ-
ent selectors. In August we start 
accepting entries for the 23rd 
Annual Exhibition of London 
Independent Photography. This 
is the showcase event of the year 
and we await seeing your prints 
with anticipation. Full details 
for submitting are now on our 
website.

The Annual has grown over 
the years from just a small group 
of members displaying their lat-
est work on boards in an office 
atrium, to a fully blind-selected 
gallery exhibition displayed in 
the heart of central London. We 
are always conscious that the 
exhibition should reflect our 
roots, be fair and inclusive, whilst 
still ensuring that the standard 
of work presented is the highest 
it can be. For this reason we have 
made a few small changes to the 
balance concerning single images, 
bodies of work and the maximum 
numbers of prints selected from 
each photographer in the exhibi-
tion. 

Following the success of the 
venue last year, we will once 

Showtime
23rd Annual Exhibition 
approaching

by John Stead

again host the 23rd Annual at The 
Strand Gallery moments from Tra-
falgar Square, Charing Cross. The 
exhibition will run from Tuesday 
18th until Saturday 29th October. 
Details of the private view will 
be sent to LIP members near the 
time.

We are pleased to announce 
our selectors for 2011: two 
independent professionals whose 
work is integral to supporting the 
wider photographic community 
within the UK and beyond: Dewi 
Lewis and Bridget Coaker

Dewi Lewis established his 
publishing house in 1994 and its 
authors have included leading 
photographers such as Martin 
Parr, Simon Norfolk, William 
Klein, Sergio Larrain and Bruce 
Gilden. He is a founding member 
of The European Book Publishers 
Award for Photography, now in 
its 18th year. An Honorary Fellow 
of the Royal Photographic Soci-
ety, Dewi received its inaugural 
Award for Outstanding Services 
to Photography in 2009.

Bridget Coaker is a picture 
editor based in London, where 
she works for the Guardian and 
Observer newspapers and is also 
Director of Photography for the 
online contemporary photography 
gallery Troika Editions, which she 
founded in 2008. She has curated 
a number of exhibitions and in 
2009 was Director of the Hereford 
Photography Festival.

For  submission guidelines  visit  
www.londonphotography.org.
uk/exhibitions/LIP23Annual

Members who exhibited last 
year were asked to share their 
experiences and advice with anyone 
considering entering work. Here are 
some of their comments:

“The standards are high but fair to 
all submitting and the odds of getting 
something in are probably better than 
almost any other similar standard 
exhibition.” L Salem

“I was inspired because I’d signally 
failed to get anything accepted for 
a couple of years, even though I’d 
submitted good work which was 
accepted for other shows.” M Mitchell

“Choose what you believe in. Don’t 
try and second guess what a selector 
would choose. That’s an impossible 
task. You never know what pictures 
will make a connection for them.” 
B Jackson

“I found choosing the work to 
submit very tricky, always do! I chose 
something I had a lot of positive 
feedback about.” T Hale

“I wanted to show and share the 
photographs that meant a lot to me.” 
E Turrell

“Be both passionate and realistic. Get 
some opinions about your possible 
submissions and only enter a few.” 
C Park

“Remember that the selectors are not 
trying to rate images for a pass or fail 
mark. Their selection will reflect their 
own ideas on what photography is 
about and they will also be trying to 
select a balanced exhibition.” L Salem

“For those who have never submitted 
for whatever reason just give it a go. 
You will never know otherwise and 
even if it takes you several attempts 
it doesn’t matter. Also you are part 
of a photographic community and 
this is one way of supporting all 
photographers and their ambitions to 
share their work.” B Jackson

inspiration
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Following on from the Paul 
Graham retrospective which 
confirmed him as one of the 
key British photographers 

of his generation, Whitechapel 
Gallery this summer continues 
its bid to become one of the 
foremost London venues for fine 
art photography, with the staging 
of a retrospective of a German 
contemporary. 

Thomas Struth could certainly 
be called a star of the current 
German photography scene, 
together with Thomas Ruff and 
Andreas Gursky, both widely 
shown in London. Struth’s images 
having been exhibited all over the 

Surface and 
Context
Thomas Struth at  
Whitechapel Gallery
by Frank Orthbandt

Studio	lighting:	workshop	at	
photofusion	with	paul	ellis	
Suitable for beginner to intermediate 
photographers with a good grasp 
of F-stops! Participants will learn 
hands-on, how to build lighting up from 
the key light, to the fill light, to the 
effect light, how to light backgrounds, 
the relationship between the subject 
F-stop and the background F-stop, 
how to use a handheld light meter 
and to meter correctly. Studio lighting 
isn’t rocket science, it’s actually quite 
straightforward and Paul will demystify 
the process. Paul Ellis has been teaching 
studio lighting for ten years and has 
developed this course so that all 
participants leave the day confident 
and competent in the fundamentals of 
studio flash lighting. 
Sat 16 Jul

Thoughts	on	hOme:	working	
on	a	theme.	work	review	&	
discussion	with	Tiffany	Jones	
An informal, yet focused and 
encouraging event for those wanting to 
develop ideas surrounding the theme 
of HOME, with an interest to submit 
work for the upcoming Winter issue of 
fLIP magazine. For those with work in 
progress to share, or if you are looking 
for feedback, please bring up to 20 
images for review. 
Sat16 Jul

Photography Made Difficult:	
workshop	with	brian	David	
Stevens 
Combines an adventurous day out 
shooting around Hampstead Heath 
with intensive assignments designed to 
push your photographic work to the 
next level. In one day participants will 
focus on producing images for three 
assignments: a portrait, a short essay 
and a series. It will be a challenging 
opportunity to illustrate your experi-
ences within a focused time period, 
while generating spontaneous ideas 
and maximising your creative output. 
Brian David Stevens is a photojournalist 
working for Corbis while also actively 
producing personal projects. His work 
covers a wide territory from gritty 
protest pictures to delicate landscapes 
and revealing portraiture. For nearly 
ten years on every Remembrance Day, 
Stevens has photographed veterans for 
a project based around the concept 
of The Unknown Soldier. He has also 
been a frequent collaborator publishing 
work and exhibiting with Hamburger 
Eyes, a DIY group of photographers 
working in a similar aesthetic.  
Sat, 6 Aug

LIP offers an ongoing programme of 
workshops and talks. For current details of 
upcoming events and to register go to  
www.londonphotography.org.uk/LIPevents

Images from Doggerland by Brian David Stevens

exhibiTiONSwOrkShOpS	AND	TAlkS
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Teresa Cholmondeley by Chris Nash
Victoria and Albert Museum, London

exhibiTiONS

world; he is the only living artist 
to be shown in Madrid’s Prado, 
and his prints have recently 
broken records at auctions. 

This exhibition is his first 
major retrospective and shows in 
London on a European tour where 
it has already be seen in Zurich 
and Struth’s hometown of Düssel-
dorf, where I had the pleasure of 
visiting it.

In his predominantly large-
scale images, Struth explores the 
relationships between viewer and 
subject. His democratic approach 
and absence of obvious composi-
tion, particularly in his early 
work, places him directly in tradi-
tion with the New Topographics 

movement. 
An alumni of the Düsseldor-

fer Kunstakademie, he initially 
attended traditional painting 
classes under Gerhard Richter 
before switching to the legendary 
photography seminar of the Bech-
ers’, and the relationship between 
painting and photography is a 
central aspect to Struth’s work 
which he quite literally addresses 
head-on in his spectacular 
Museum Photographs series. 

A personal favourite of mine is 
his Family Portraits work, where 
Struth applies formal painting 
techniques to portraiture and 
deliberately plays with surface, 
hidden context, and viewer/subject 
relationships. The audience is left 
to recontextualise what appears 
to be a simple family portrait.

If Whitechapel Gallery 
matches the high curatorial 
standard displayed in Düsseldorf, 
this exhibition is shaping up to be 
a summer treat! 

‘Struth explores 
the relationships 
between viewer 
and subject’

Alex	webb:		
The	Suffering	of	light		
Exhibition of key photographic works 
in conjunction with the American 
photographer’s forthcoming book. 
Known for his images characterised 
by colour, shape, light  and complex 
composition, the show spans four 
decades and touches on multiple 
genres including street photography, 
photojournalism, and fine art. Until 29 
Jul at Magnum Print Room, 63 Gee Street, 
London EC1V 3RS

Nan	goldin:	Fireleap		
A new slideshow with images of 
children from the early 70s to now, 
most previously unseen. Until 6 Aug at 
Sprovieri, 23 Heddon Street, London W1B 
4BQ

A	Flash	of	light:	The	Dance	
photography	of	Chris	Nash	
Featuring over 60 prints from three 
decades of Nash’s most significant 
work, including collaborations with the 
Rambert Dance Company and Javier 
de Frutos. Until 29 Aug at V&A Theatre 
and Performance Gallery, Cromwell Road, 
London SW7 2RL

Another	london		
Classic photographs from Bill Brandt, 
Henri-Cartier Bresson, Bruce 
Davidson, Elliot Erwitt, Walker Evans, 
Robert Frank, Irving Penn, Willy Ronis 
and many more, with 150 prints on 
display. From 1930 and 1960, many 
photographers visited London from 
around the world. Through their 
eyes it was a foreign city, and prints 
on show will explore their distinctive 
viewpoints. 31 Jul - 16 Sep 2012 at Tate 
Britain, London SW1P 4RG >

Audience 1, Florence 2004 © Thomas Struth
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Thomas	Struth:	photographs	
1978	–	2010		

Retrospective of leading German 
photographer’s images of architecture, 
streets and public spaces. From early 
‘80s black and white photographs in 
cities from New York to Dusseldorf 
to new large-scale colour photographs 
of technological sites such as Cape 
Canaveral and Korean shipyards. Until 
16 Sep at Whitechapel Gallery, 77-82 
Whitechapel High St, London E1 7QX

land/City/real/imagined	
Photographs by Berenice Abbott, 
George Rodger, Jonathan Olley, 
Marcus Doyle, NASA and more. 25 
Aug - 1 Oct at Diemar/Noble Photography, 
66/67 Wells Street London W1P 3PY

eyewitness:	hungarian	photog-
raphy	in	the	20th	Century		
A major exhibition of around 200 
photographs by some of the best 
known names in photography, including 
Brassaï, Robert Capa, André Kertész, 
László Moholy-Nagy and Martin 
Munkácsi. Each left their home country 
of Hungary to find success in Germany, 
France and the USA, and are now 
known for the profound changes they 
brought about within different genres. 
The show covers a large part of the 
20th century, charting key historical 
events. Admission £9 full price, until 2 Oct 
In the Sackler Wing at Royal Academy of 
Arts, Piccadilly, London W1J 0BD

Diane	Arbus		
Works by the American photographer 
who exposed the complexity of the 
human condition through portraits of 
people living at the margins of society. 
Until 31 March 2012 in the Artist Rooms 
at Tate Modern, London SE1 9TG

photography:		
New	Documentary	Forms		
A five-room display of new Tate 
Collection acquisitions, with recent 
photographs by Luc Delahaye, Mitch 
Epstein, Guy Tillim and Akram Zaatari, 
plus two earlier works by Boris 
Mikhailov. Diverse and global subjects 
are covered with varying approaches, 
each room focusing on a single project 
raising questions surrounding the 
documentary value of photography 
within the context of a museum. Until 
31 March 2012 at Tate Modern, London 
SE1 9TG
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review

ust as it is no longer possible 
to maintain innocence when 
faced with ambiguously erotic 
imagery, we cannot help but 
notice evidence of ‘Freudian 

slips’ and dream symbolism in 
creative endeavours of all kinds.  
Although philosophers, psycho-
analysts and critics have convinc-
ingly demonstrated that we would 
be naïve to take Freud’s writings 
literally, his insights offer a 
tantalizing opportunity for the 
interpretation of the latest book 
of photography from Paul Hill.  

Published four years after 
the death of his wife, Angela, this 
work is a reflection in images 
on the emotional place in which 
Paul found himself during a 
period of mourning.  This care-
fully sequenced work contains 
fragments noted but not pursued, 
glimpses of objects seen obliquely, 
marks left behind.  At first glance 
one might think this is a nostal-
gic work, about noticing things 
that bring one up short; that stir 
forgotten memories and make the 
lost one again real (if only for a 
moment), but closer inspection 
reveals a very different underpin-
ning concept. 

In Mourning and Melancholia 
Freud outlines the various stages 
associated with the loss of a loved 
one. He is particularly careful 
to make clear that finding a new 
object for libidinal energy is a nor-
mal part of the work of mourning.  
Corridor of Uncertainty  explores, 
with disarming honesty, the work 
of desire that Freud sees as closely 
associated with the narcissistic 
impulse.  We are shown the imag-
inings, the coldness, momentary 
violence but, above all, the conflict 

exhibiTiON	highlighTS

between giving up the loved object 
and the desire for a new object of 
love. This process is laid bare in 
images that leave us in no doubt 
about the nature of this desire; 
dream symbols, repeated self-
references, amorphous liquids 
splattered onto surfaces and a 
constrained colour palate yields 
to a reading of erotic symbolism 
in a surreal dream sequence.  

The book has a narrative 
thread and we are made aware 
from the beginning that this is a 
search.  The first image is com-
plex, a cold image, a photograph 
of Angela in the snow, her face 
half covered by three Polaroid 
images that ask about the colour 
of the sun. But no answer is 
offered. Instead we turn into the 
world of shadows, into Plato’s 
cave.  Our insights, if they come, 
will be indirect as in a dream.  A 
small silhouette of a horse’s head, 
itself a porcelain copy of a living 
creature (a shadow of a shadow of 
reality) informs us not to expect a 
transparent window on the world.  
Freud has taught us to read the 
horse as an erotic symbol and 
Plato to doubt that shadows lead 
to answers, to truth.

Marks and textures offer 
opportunities of interpretation 
and the sequencing of the work 
encourages particular readings.  
The thread of red that runs 
throughout drips thoughts of 
death and violence, of passion and 
desire.  Grey offsets the violence 
with a coldness, an indifference 
to the bloody marks spattered 
throughout. Often, desires are sug-
gestive, tentative and even roman-
ticized but one image confronts us 
directly with what appears to be a 

< Paul Hill: 
Corridor of 
Uncertainty
by Carol Hudson

J
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Anja	klemenšek	in	Fringes:	
images	from	the	street	Featuring 
photographers from around the world 
who met via flickr with a common 
interest in street photography. Until 22 
Jul at Blackline Tattoo Parlour, 80 Atlantic 
Road, Brixton SW9 8PX

Tiffany	Jones	in	On	Street	
photography:	A	woman’s	
perspective	Showcasing five female 
photographers using the public domain 
as inspiration, each with a unique style 
and approach. In conjunction with 
London Street Photography Festival. 
Until 22 Jul at Photofusion, 17A Electric 
Lane, Brixton SW9 8LA

paul	hill:	white	peak,	Dark	
peak	Solo exhibition focusing on 
landscape work made in the Peak 
District between 1978-90 Until 20 Aug 
at Eleven Gallery, 11 Eccleston Street, 
London SW1W 9LX

peter	Spurgeon	in	people	and	
portraiture	Celebrating the diverse 
character of London with new portrait 
works. Until 30 Aug at Oxford House, 
Derbyshire Street, London E2 6HG 

lip	members	in	ipSe	20th	
Anniversary	exhibition	This 
Independent Photographers of the 
South East exhibition features work by 
Jill Staples, Sue Fallon, Virginia Khuri, 
Jeanine Billington, Lizzie Brown, Peter 
Baldwin and David Malarkey. Until 5 
Sep at The Capitol, North Street, Horsham 
RH12 1RG

lynne	Collins	in	Construction	
works	Four artists imagine new 
realities through the construction of 
environments created for the single 
purpose of photographing them. Until 
16 Sep at The Front Room Gallery, 96 
Farringdon Road, London EC1R 3EA

lip	members	in	photography	
Open	Salon	2011	(Arles) Showing 
over 100 photographers from 31 
countries including Graeme Webb, 
Sabine Thoele, John Spiller, Catlin Har-
rison and Anthony Carr. Vanja Karas 
curates the show and exhibits alongside 
during Les Rencontres d’Arles festival. 
Until 18 Sep at Galerie Huit, 8 rue de la 
Calade 13200, Arles FR

For ongoing exhibitions see londonphotog-
raphy.org.uk/exhibitions and our calendar 
londonphotography.org.uk/calendar

libidinal impulse, is the author 
heading off in a new direction, into 
a forest full of live birds? If so, we 
are confronted with a courageous 
statement of longing, of letting go 
and of the search for a new object 
of love; the very work of mourning 
that Freud spoke about.

In other self-references we see 
the past buried, rage explored and 
desire spelt out in hands clenched 
inwards in anger, in fear, in 
prayer, towards the self, towards 
the satisfaction of the ego.  As red 
gives way to gold, in attempts to 
communicate with the outside 
world, we sense that the dream is 
coming to an end but the future 
is still just a simulacra as the 
shadow gives way to the screen. 

Corridor of Uncertainty is 
filled with apprehension, yearning 
and passion and it is a book that 
lays bare a troubled emotional 
landscape. Photography does 
not lend itself willingly to the 
communication of emotional 
and metaphorical content, which 
makes Hill’s accomplishment the 
more remarkable. 

Corridor of Uncertainty is pub-
lished by Dewi Lewis and avail-
able in a limited edition, see
www.dewilewispublishing.com

textbook example of Freud’s sym-
bolism. Set in a rural landscape, 
a wooden post thrusts up from 
the bottom of the image, a phallic 
symbol carved with the letter “P”.  
Straddled on top of the post is a 
dead bird facing left (away from 
a wooden sign attached to the 
signpost showing a man striding 
away into the forest). Assuming 
autobiography, the erect thrust 
of the post topped by the limp, 
prostrate body of the dead bird 
lends this image a powerful, yet 
extremely uncomfortable, read-
ing.  Turning away from the dead 
bird that can no longer satisfy the 

‘We see the 
past buried, rage 
explored and 
desire spelt out 
in hands clenched 
inwards in anger, 
in fear, in prayer, 
towards the self’

memberS’	exhibiTiONS

Image by Paul Hill
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With all the current debate 
around the ‘Big Society’ and ‘Bro-
ken Britain’, Fran Monks’ book 
How to Make a Difference seems 
a timely publication. Independ-
ent from the current media and 
political hype surrounding this 
issue, Fran’s book is the result 
of a journalistic project she has 
embarked on for now over two 
years. She has searched for and 
presents stories about people 
who in their very individual ways 

How To Make A Difference
by Fran Monks
76pp, 10x8in, self-published (Blurb)
Available at  
www.howtomakeadifference.net

memberS’	bOOkS bY	FrANk	OrThbANDT

contribute to society. Originally 
publishing features on her blog 
of the same name, the book now 
contains a substantial collection 
of these profiles.

Testimony to her energy 
dedicated to this project, Fran has 
met with a variety of a people who 
have decided to use their creativ-
ity, determination and entrepre-
neurism to make an impact, either 
for their local community, chari-
ties or on a grander scale, like eco 
banking. Many of the interviewed 
people have reached a stage in 
their lives where they question 
direction, reappraise priorities 
and have decided to act upon ideas 
and beliefs, which appears to also 
be Fran’s personal motivation for 
this work.

She uses the concise style of a 

columnist, pairing portraits that 
capture the personality and envi-
ronment of the individual with a 
precise, brief written introduction 
of their idea. Many of the personal 
stories are uplifting, about posi-
tively tackling relevant issues, 
therefore often inspirational; 
others appear naïve or unclear in 
their distinction between personal 
motivation and objective benefit.

Fran captures energy and 
individuality beautifully in this 
work and some of these stories 
stay with you long after putting 
the book aside. In the end, the title 
appears to alter its meaning: What 
read like a guide or manual at the 
beginning changes into a question 
at the end, asking the reader what 
he can do to contribute... to create 
the ‘Big Society’!
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An Ode for Sri Lanka 
by Sabes Sugunasabesan
Handmade, May 2010
Single copy

Inside Edinburgh: 
Discovering the Classic 
Interiors of Edinburgh
by David Torrance (Author),  
Steven Richmond (Photographer)
224pp 10x10in, published by  
Birlinn Ltd

This book is quite different from 
what I normally receive from 
members - it’s a unique speci-
men not made for publication or 
distribution, but hand-produced 
with great love and care for detail. 
It represents Sabes’ very personal 
remembrance and mourning for 
the victims of the long drawn-out 
Sri Lankan civil war, which ended 
in 2009 with great tragedy and 
suffering for the Tamil people. 

Combining original photo-
graphic prints with sparse, but 
effective use of text, Sabes reflects 
on what happened during the 
conflict and launches his prayer 
for hope and healing of painful 
wounds.

This is a visual poem where 
he uses metaphors of nature 
to express unimaginable grief, 
concentrating on delicate still life 
images and using contrasting col-

memberS’	bOOkS bY	FrANk	OrThbANDT

Since my first visits to the Scottish 
Capital during my student years at 
the west coast of Scotland, I have 
been impressed by Edinburgh’s 
grand historic appearance, won-
dering how the exterior splendour 
of its architecture would be 
reflected inside. Like most tour-
ists visiting Edinburgh, I only 
managed a few glimpses of the 
city’s historic interiors, but now 
this coffee table book – and I mean 
this in the most positive sense of 
this genre - produced by a small 
independent Scottish publishing 
house, opens the doors to these 
historic buildings.

Following a strict editorial 
script, this publication offers rare 
insights into some historic shops, 
government and corporate build-
ings, institutions and churches 
intrinsically linked with Scottish 
history. Their interiors display 
the wealth and self-belief of 
this nation, and reflect its desire 
to create a capital on par with 
European peers. Accordingly, the 
viewer is presented with interiors 
which are luxurious in quality of 
material and finish, however also 
at times austere, practical and not 

ours and extreme depths of field 
both as allegories for loss, dis-
placement and disbelief, but also 
for movement and the creation of 
something new - albeit fragile and 
delicate, with an uncertain future 
in a threatening environment. 

The book is longing for hope 
after a period of distress, loss and 
horror, but amongst his hope there 
is also the undertone of resigna-
tion, skepticism about the future 
and inability to move on after 
what has been experienced. Sabes 
tells us in the end of his moving 
introduction: ‘When hearts do not 
open generously after the end of a 
war there is little to hope for - yet 
there is nothing else to do except 
to move on and to hope.’ And with 
this message the book’s purpose 
transcends into a universal valid-
ity, created through grief suffered 
in a real context.

at all showy.
Steven’s images excel in con-

veying the interiors’ atmosphere: 
Using only one shot per build-
ing, he displays great flexibility 
and sensitivity for composition, 
producing images that work 
convincingly with architectural 
idiosyncrasies, and capture the 
spaces with both an individual 
and diverse approach.

Confined by a tight schedule, 
Steven worked with available light, 
and the extremely high standard of 
his photography  impresses. Some 
editing and sequencing (including 
the cover image) could have been 
improved, but this also reflects 
upon the photographer’s loss of 
control over the final product in 
such a commercial project. 

Knowing Steven’s usual 
approach to personal projects 
(some of which was presented in 
a feature on North Korea in fLIP’s 
Movement issue), I was surprised 
how much he changed his visual 
approach to produce such a high 
quality solution for this commer-
cial project. Highly recommended, 
and not only for fans of the Scot-
tish Capital and its history.
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Truth is often stranger than 
fiction, so they say. In an issue 
focused on fantasy I felt it impera-
tive to be the voice of reality, as it 
is real world which inspires even 
the most outlandish fantasies 
after all.

With that in mind turning the 
pages of World Press Photo 11 I am 
reminded that many of the events 

and individuals pictured upon 
these pages live in a world so far 
removed from my own they may 
as well be in another world.

A man carrying a shark over 
his shoulders walking through 
Mogadishu, with its dry arid 
streets and the decapitated head of 
a man in the road on the outskirts 
of Ciudad Juárez are so strange 
they may as well be movie stills. 
What is harder to fathom is the 
reality of such things, motivated 
by money to survive and to protect 
ones turf in the drug wars that 
afflict Mexico as a major transit 
route for cartels.

Violent imagery is not only the 
territory of the news sections, but 

bOOk	reCOmmeNDATiONS

World Press Photo 11
edited by Teun van der Heijden
Thames & Hudson
www.thamesandhudson.com
£16.95

also the sports section. Gustavo 
Cuevas’ photograph of matador 
Julio Aparicio being gored 
through the cheek with its horn 
coming out through his mouth is 
terrifying yet riveting. Amazingly 
after surgery he later returned to 
the bullring.

By far, my favorite series of 
images are by Italian photogra-
pher Daniele Tamagni. She depicts 
two cholitas - Bolivian women in 
traditional dress - wrestling, lucha 
libretto style. You really have to 
see it to believe it. Famously this 
male-dominated entertainment is 
extremely popular, but if these 
images are anything to go by 
they’d better watch out!

‘A man carrying 
a shark over 
his shoulders 
walking through 
Mogadishu, and 
the decapitated 
head of a man 
in the road on 
the outskirts of 
Ciudad Juárez are 
so strange they 
may as well be 
movie stills’
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some deeply so. Her mother’s por-
trait looks out from Kate’s hand 
mirror in Kate with Rosemary, 
and an inspired re-creation (with 
a twist) of a photograph of the 
mother of Lisa with Primroses 
results in a magical portrait filled 
with animals whilst Lisa sits upon 
a hillock. 

Madahar’s 17 portraits are 
filed with emotion also, as each 
of her sitters are friends, her 
affection for each coming through 
in every picture. The influence 
of great portraitists such as 
Cecil Beaton, George Hurrell and 
Angus McBean can be seen with 
her immaculate constructions, 
especially Madame Yevonde’s 
1935 Goddesses series. By using 
sets, lighting and make-up – not 
Photoshop – she celebrates real 
women with a glamour they 
deserve. 

Come on, buy this book for 
yourself - you’re worth it.

Far too close
by Martina Hoogland Ivanow
SteidlMACK 
www.steidlville.com
£29

Flora
by Neeta Madahar
Nazraeli Press 
www.nazraeli.com
£40

Incredibly dark yet beautifully 
understated, Martina Hoogland 
Ivanow’s monograph Far Too 
Close takes several viewings to 
settle into. The magic begins 
quietly then continually builds to 
a crescendo and falls swiftly back 
into darkness.

The fantasy portrait for most 
women includes something glam-
orous, perhaps dramatic, beauti-
fully lit with a perfect glowing 
complexion. One cannot look at 
these portraits without glancing 
back to old Hollywood glamour. 
However, unlike the Hollywood 
stars of old, these portraits are of 
ordinary women. Her sitters glow 
amidst the vibrancy of each intri-
cately constructed mise en scene.  

The starting point of each 
portrait was for each sitter to 
choose a flower, which was then 
the foundation of the composition 
along with their first name, such 
as Lisa with Primroses or Kate 
with Rosemary. Then the collabo-
ration began. Sets, props, hair and 
make-up tests, lighting, clothing, 
styling and much more culmi-
nate to create magical imagery, 
each uniquely connected to each 
woman photographed. Personal 
symbolism features throughout, 

Taken in some of the most 
remote locations around the 
world including Sakhalin Island 
north of Japan, Siberia, Argentina 
and Russia, she explores distance 
both literally and emotionally 
through her mysterious aesthetic. 
Combining images of her fam-
ily and home with these distant 
landscapes Martina Hoogland 
Ivanow weaves a visual tale with-
out words resulting in an almost 
gothic magic realism. A boy 
bouncing on a trampoline appears 
as if falling from the sky, arms and 
legs limp in an awkward position, 
disturbing but strangely familiar. 
An elderly sleeping relative takes 
on an eerie deathly pallor. Each 
image feels stolen from the night. 
Like the commas in a sentence the 
objects, places and people within 
these photographs punctuate the 
living darkness – as they appear 
as if emerging from it. 

It is a truly beautiful series. 
There is a lovely touch in the 
design, as on one of the off-white 
end pages the short text about 
the work is barely there, fading 
amidst the light this time…
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the masks for a photograph. 
When I looked at the picture we 
made called The Players, there 
were so many things about it that 
I couldn’t explain. I didn’t have a 
reference point when making this 
work and it puzzled me. 

I sat on this picture for a few 
months not knowing if there was 
an idea that worked, or whether I 
should even conceal the children’s 
faces with full masks.  It was this 
ambiguity and uncertainty that 
drove me to create a larger body 
of work.

Later I bought rabbit head 
masks and made the picture 
called The Loners. If asked at 
the time what the images meant, 
I wouldn’t have been able to say 
because the works aren’t con-
ceived as allegories.  All along 
though, I was seduced by the 
ambiguous potential of the images 

Turning Point
A series of incidents and opportunities

The Players, 2009
by Polixeni Papapetrou

M
aking The Play-
ers rekindled 
my interest in 
working with 
masks.  Walking 
about the street 

markets in Tokyo in 2008, my then 
11 year-old daughter Olympia 
spotted a horse head mask in a 
toy shop. She urged me to buy it 
saying that it would make a good 
prop for my work.  I hesitated as it 
was just more stuff to be squeezed 
into the suitcase.  I also thought 
that since I had worked with pa-
per half-masks some years earlier, 
I had exhausted the mask idea.  
Olympia was persistent though, 
and when the rest of the family 
joined in saying that if I didn’t 
buy the mask I would regret it, I 
reluctantly bought two.

About a year later I asked 
Olympia and her friend to wear 

to say something intriguing about 
children, animals and institu-
tions.  So I kept going and made 
about twelve pictures of children 
wearing masks, prancing about as 
animals in the landscape. I called 
the series Between Worlds.

I’ve photographed children for 
many years, but making The Play-
ers came out of an initial whimsy 
and imagination that helped me 
discover a theme I would never 
have found intellectually. 

My photography has generally 
been quite structured, referencing 
history, literature and cultural 
change, but this work took me 
in a direction that opened a new 
pathway, and magically connected 
with some of my enduring preoc-
cupations about life. Working 
with an idea that felt indefinable, 
ambiguous and absurd was a 
turning point for me.

‘I was seduced by 
the ambiguous 
potential of 
the images to 
say something 
intriguing about 
children, animals 
and institutions’
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Anne	Clements	Every now and again 
Anne escapes from the reality and purity of 
her documentary photography to produce 
mischievous fantasy images, experimenting with 
montage and concepts. She was always in trouble 
for breaking rules at school and this has continued 
through adulthood. www.anneclements.com

Anita	Strasser	When living in Prague, I 
documented the dance season 2003/2004 in 
The Ponec – The Prague Dance Theatre. At 
premieres, I usually sat in the front row with a 
tripod and an 800 film (pushed to 1600), and one 
chance to take the shots. The series was exhibited 
during the international dance festival Tanec Praha 
in 2004. www.anitastrasser.com/DANCE.htm

Anne	Crabbe	Most of my photographs include 
people. I exhibited images from my series ‘My Old 
Clothes’ last year with work in a similar vein by LIP 
member Aniela Perriam. www.annecrabbe.co.uk

brian	David	Stevens is a photojournalist 
working for Corbis while also actively producing 
personal projects. driftingcamera.blogspot.com

Carol	hudson	is a Senior Lecturer in 
Photography at The University of West London. 
She is a founder member of LIP and currently 
working on a photographic project exploring the 
nature of grief. carol.hudson@uwl.ac.uk

Chris	Dorley-brown	is currently working on 
a commission for Space, studying the Cut, (Lee 
Navigation), Hackney Wick and surrounding areas 
for a forthcoming publication. www.modrex.com

Chris	hudson	worked all his career as 
an Art Director in advertising, working with 
some the world’s top photographers. Now 
retired, he is concentrating on developing his 
own photographic style, mostly photographing 
landscape, portraits and still life. 
www.chrishudsonphoto.co.uk

Chris	ennis is a photographer based in 
north London, producing increasingly elaborate 
panoramas of people in landscapes. He is an 
advocate of the BeWo (Beauty and Wonder) 
style of photography even to the extent that he is 
discovering all that is splendid about Ponders End 
for the LVP project. www.chrisennis.co.uk

Christiane	Zschlommler	works with 
medium format on film focusing on colour, 
texture and abstract forms. For the book Made 
in Germany I have used traditional over layering 
techniques in the camera and darkroom and now 
digital methods responding to personal events in 
my life. For my book Woodham Flights reflections 
have become the central theme. Since 2004 I 
have been taking pictures of the Basingstoke Canal 
(Stille, Winterstille, and Icescape)  
www.christianezschommlerphotography.co.uk

Cinnamon	heathcote-Drury	studied 
photography under scholarship in USA, then 
Moscow, completing her MA at University of 
Westminster in 2004. She has since taught at LCC 
University of the Arts and City of Westminster 
College, and her work has exhibited in the 
National Portrait Gallery since 2001. Published 
in Creative Review, Wallpaper Magazine and 
numerous broadsheets, she embraces all aspects 
of the photographic medium from fine art, to 
photojournalism. www.cinnamonheathcotedrury.com

Clare	park	is a freelance photographer and 
explores photographic self image through the use 
of symbol and metaphor, having begun developing 
this work through personal narratives of her own 
life journey and her reflections upon being a 
dancer. Her strong personal style is evident in the 
posters she devises for theatre companies, such 
as the Royal Shakespeare Company, the Royal 
Opera House Covent Garden and the National 
Theatre. The body, movement and collaboration 
are the keys to Clare’s work, whether it is for a 
commissioned portrait or for her personal work. 
www.clarepark.tv

ewa	lachowicz	My fascination in human 
body and it’s expression plays a key role in my 
photographic development. I strongly believe that 
the process of producing a photographic work is 
as significant (if not more important) as the final 
photographic image. www.ewalachowicz.com

Fran	monks	is an award winning photographer 
and writer, with a passion for taking portraits that 
matter. Her longest on-going project captures 
people who are trying to change the world 
in positive ways and can be found at www.
howtomakeadifference.net. She also blogs about 
her photography at www.portraitsthatmatter.com 

Frank	Orthbandt	Keen amateur 
photographer, writer and curator based in London 
and Berlin. www.frank-orthbandt.com

gordana	Johnson	Photography plays an 
important part for my well being as any form of 
art does.

graeme	webb	works in video post-
production. His work is highly personal and 
revolves around his childhood memories and 
fantasies. He regards his work as a personal form 
of psychoanalysis and grown up playing.  
www.graemewebbphotography.com

howard	goldberg	is an artist/photographer/
adventurer from NYC and currently residing in 
LA. He received an MFA from the Art Center 
School and has been a resident at the Skowhegan 
Program in Maine and De Ateliers in Amsterdam. 
Howard also works as a personal guide for 
travelers to exotic places. 
www.howardgoldbergphoto.com

Jason	Yeomans	has a background in fine art 
and graduated with a distinction in photography 
from North Warwickshire college. He went on 
to complete a degree in photography at Derby 
University and continues to work on personal 
photographic projects while directing in the 
broadcast and commercials industry, represented 
at 2am films. www.jasonyeomans.co.uk

Jo	Stapleton	is a Lo-fi photographer and artist 
based in London. Currently hooked on Adox 
CHS ART 25 and exploring all things darkroom, Jo 
is a member of LIP’s Constructed Realities Group. 
www.flickr.com/beatniksoup

krystina	Stimakovits’	abstraction 
photography explores the ‘body language’ and 
evocative layers of our material surrounds.  
www.stima-images.com

laura	Noble	is the Director of Diemar/Noble 
Photography in London. She is an artist, lecturer, 
and author of ‘The Art of Collecting Photography.’ 
www.diemarnoblephotography.com and  
www.lauraannnoble.com

len	Salem	has been a member of LIP for 
over 20 years and its Treasurer and Membership 
Secretary for a lot of that time. He wants his 
photography to be about something rather than 
of something and once in a while comes quite 
close to achieving that ideal. len-salem@zen.co.uk

lynne	Collins	began her career as a sculptor 
and painter and for 20 years worked in the film 
and television industry as an artist and model 
maker. She went on to make short art films then 
began to explore the medium of still photography. 
www.lynne-collins.com

Nicholas	Cobb is an artist making constructed 
images. He is a member of LIP’s  Constructed 
Realities satellite group. nicholas.cobb@ntlworld.com

Nick	Scammell	is a published poet and 
photographer and lives in London, which is his 
subject. www.nickscammell.com

Oliver	Schneider is a photographer and Art-
Director living and working in Berlin, co-publisher 
of the blog “actual colors may vary” (www.
actualcolorsmayvary.com/blog) with Julia Schiller and 
co-founder of earthfaves, “your favorite places 
network”.	www.randomat.org

peter	Coles is a freelance writer and 
photographer. He is Visiting Fellow at the Centre 
for Urban and Community Research, Goldsmiths, 
University of London, where he contributes to the 
MA course in Photography and Urban Cultures, 
as well as leading walks in London and Paris on 
urban nature. www.petercoles.net  

peter	Jennings	studied Graphic design 
and photography at Portsmouth College of 
Art 1966-1969 subsequently working, as a 
photographer, in media service units for 20 years. 
He has published and exhibited widely, including 
at The Photographers Gallery. A long term 
member of LIP, he was Chair from 1998 - 2000. 
Also a composer/musician; music and literature 
inspire his photography.

polixeni	papapetrou’s	photographs of 
Elvis Presley fans, Marilyn Monroe impersonators, 
drag queens, body builders and children reflect 
her interest in history, contemporary culture and 
identity.  Since 2002, Papapetrou’s photographs 
have focused on contemplating the real and 
imaginary experiences of children. She lives in 
Melbourne, AUS with her husband and two 
children. www.polixenipapapetrou.net

richard	baker studied documentary 
photography in the mid-80s before working 
on The Observer and with the IPG agency. 
Nowadays he works on personal street work and 
collaborative book projects. He is the author of 
‘Red Arrows’, a book of reportage and landscape 
about the RAF’s aerobatic team.  
www.bakerpictures.com

Sandra	Ciampone	One word can say too 
much, many can say nothing. Images say the right, 
and it is the truth or something beautiful.  
www.meorme.com

Tom	gifford is a creative artworker in the 
studio of a small marketing firm by day, and a very 
enthusiastic photographer in his spare time. 
www.graphitegrey.co.uk/photo.html

Contributors



w
w

w
.londonphotography.org.uk


