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S
uccessfully communicating ideas, 
concepts, thoughts and emotions in visual 
form, is possibly the greatest challenge 
for photographers. It is also what makes 
editing the themed issues of this magazine 
so fascinating and challenging. 

When looking through the submitted images 
and series it’s necessary to be open to the widest 
variance of interpretations surrounding the theme, 
the literal and metaphorical representations, 
and levels of creativity involved. Often the works 
that stand out are those which convey something 
personal to the photographer, or that explore a 
subject they are especially passionate about. With 
LIP members coming from all levels of experience 
– hobbyist, amateur, artist or professional – the 
resulting presentation is as diverse as you may find 
in any photographic magazine.

While many photographs in this issue 
depict the theme of CLOSER through close-up 
images of subjects, there is equal exploration 
by photographers coming to the realisation that 
they are getting closer, within themselves, to 
approaching a state of expression that holds deeper 
personal meaning for them. They are open to 
allowing their images to forge paths, and learn from 
experience to follow wherever their obsessions may 
guide them. 

Other photographers have taken an inquisitive 
approach to their subjects, exploring social, 
spiritual and cultural pracitices in more detail. 
Then of course, we wouldn’t want to go without 
seeing some physicality between lovers!

I hope you’ll come across images and words 
here that capture your imagination or perhaps lead 
you closer to realising new ideas of your own. And 
do enjoy all the brightness spring brings!

Tiffany Jones
editors@londonphotography.org.uk

Letter from 
New Denham 
Allotments
by Ray Higginbottom

Editor’s note

A
s a photographer and allotment holder, 
I often feel at odds with a society that 
is at times oblivious to the landscape 
that surrounds them. I am the solitary 
man, working at nature’s pace but 
looking out at noisy traffic and planes 

overhead. In my photographs, I try to capture 
something of the place and its people either directly 
or by reference to marks they have left behind. 
Lambrequin, the title of my allotment series, refers 
to a small curtain and was inspired by a description 
from John Berger’s A Fortunate Man:

Sometimes a landscape seems less a setting for 
the life of its inhabitants, than a curtain behind 
which their struggles, achievements and accidents 
take place. For those who, with their inhabitants, 
are behind the curtain, the landmarks are no longer 
geographic, but also biographical and personal.

Perceptions of the allotment are often formed 
by glimpses of plots, as seen from a passing car or 
speeding train. These images are framed by traces 
from the past, memories of the arrangements, the 
makeshift sheds, hedges and fences, and the care 
bestowed upon the land. We place values, consciously 
or not, upon different kinds of landscape, and our 
valuation depends also on our interpretation of the 
way people use these places – our concept of how 
they value them.

Where they are located will also have a crucial 
influence on our image of the allotment… the site 
has often been reckoned as a visible sign of failure 
in the competition for urban space... not desirable 
or exciting in the consumer city, not part of the 
mainstream of modern life, not pleasant in its 
associations with frugality and improvisations. 

We also have certain views concerning the social 
world or culture of the plot holders. These often take 
the form of caricature, built around a stereotype.

It is built around the fellow with the carrots 
over his handlebars, or if that suggests too much 
agility, trudging home along the towpath with a 
bulging shopping bag in each gnarled hand. This 
is an abstract man, it being ‘necessarily’ a man’s 
role or enjoyment. He is elderly, fairly poor, relying 
on the remnant of subsistence survival, a dying 
anachronism.

The word ‘allotment’ is curiously abstract, 
deriving from a term meaning a portion, but it is 
shorthand for a number of meanings regarding its 
people, place and activities. All are loaded with 
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LETTER FROM...

‘There seems to be little else to 
help us draw back the curtain 
and show how allotment 
holders and the landscape of 
their plots have survived the 
rigours of modern day living’
assumptions, attitudes and experiences about our 
wider culture, whether we are plot holders or not.

The word occupies an obscure corner in 
contemporary culture... also tinged with nostalgia 
for the world we think we have lost, an image of 
humility from the days our grandparents would 
urge us to ‘use it up and wear it out/make do or do 
without’. Yet it also implies the idea of something 
‘worthwhile’ to occupy the weekend, a concern 
with the quality of the food we eat, an attractive 
alternative culture.

How selective the images and caricatures of 
landscape and culture are, can be appreciated 
by considering how little imagery exists that is 
representative of the allotment. There seems to be 
little else to help us draw back the curtain and show 
how allotment holders and the landscape of their 
plots have survived the rigours of modern day living.

For me, working my allotment is being part of 
an enclosed community with its unspoken rules and 
traditions, unknown to those who literally observe 
me over a fence. It’s a place for contemplation and 
sharing, but importantly a place for reaching inward 
to feel ourselves being closer to nature and the soil. 
At the end of some planting or digging, my partner 
Viv and I sit on our little bench and observe our 
hard work with satisfaction in the knowledge that 
the food we grow is fresh and tasty. As more people 
look to growing their own vegetables, we hope the 
heritage of the allotment remains and that its quirky 
landscape is a permanent reminder of that heritage.

All quotes from ‘The Allotment, Its Landscape and Culture’, by 
David Crouch & Colin Ward, published by Faber & Faber, 1988
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Roadkill
by Mark Tamer

R
oadkill is a collection of discarded items 
found on or beside the road, near my 
home in North West London.

I made a few trips looking specifically 
for items to photograph, only to find the 
streets were actually quite clean. What 

I did find though was often quite interesting. Look 
carefully and you’ll see a box of Viagra, a pair of 
‘strangler’s gloves’, a miniature Snakes and Ladders 
board as well as a surprising number of bananas.

As this became like a game of treasure hunt for 
me, I thought it would be fun to present the find-
ings in 64 squares like those on a chessboard, to be 
played like Snakes and Ladders. 

So, if you want to play along then start at the 
top left and work your way down, but watch out for 
those pesky banana skins!
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W 
e first met in Spring 2010. My 
friend wanted me to meet the 
charity she had been volun-
teering with in Vila Cruzeiro, a 
neighbourhood in the north of 
Rio de Janeiro. When they had 

an open day she thought this was a good opportunity 
for me to come along. We took the train going out of 
town and up north to its last station, then walked 
along a main street to find transport going further 
into ‘the territories’. 

“We’ll have to wait for a private van,” she 
explained. Public buses don’t go into the area. “The 
IBISS projects are located in the occupied territories, 
so you can only go in with special transport and they 
will only allow us in because we are visiting IBISS.”

As a little white van pulled up my friend simply 
said, “To IBISS.” The driver was not surprised. Since 
IBISS established themselves in Rio de Janeiro in 
the 90s, they have worked exclusively in the territo-
ries occupied by the drug trade and the locals have 
become used to the many foreigners who have come 
to volunteer. When the van stopped in front of a huge 
brown building we immediately walked towards 
the door. “Let’s not hang around in the streets,” my 
friend advised. “It’s better to stay on the project’s 
property.”

Working in the territories occupied by the drug 
trade meant keeping to strict rules of conduct. We 
would only walk around the neighbourhood with 
local project workers, and were advised to take 
photos only at specific locations, after asking our 
guide if it was ok. No photos of young men, no 
photos of drug soldiers, and we needed always to 
make sure there was nobody in the photo from the 
drug trade, not even by accident. Armed ‘soldiers’ 
were everywhere, guarding every corner, every 
street, and every outlook of the neighbourhood. This 
was a place at war, constantly guarding against the 
possibility of an invasion by police or drug lords 
from other neighbourhoods. 

As we walked around, I felt bewildered by a 
feeling of familiarity. I grew up in Brazil during 
the military dictatorship. The constant presence of 

Meeting IBISS
by Angelika Berndt

‘The constant presence 
of big old machine guns 
felt familar to me, as did 
the neighbourhoods and 
the rules’

big old machine guns felt familiar to me, as did the 
neighbourhoods and the rules. What had changed 
were the people carrying the guns - they were much 
younger, drove around on small motorbikes and did 
not wear uniforms.

This was the first of many visits and I have 
been back several times since to document different 
aspects of the project and the different neighbour-
hoods within Zona Norte, a huge territory in the 
northern part of Rio de Janeiro. During these visits 
I have come to admire IBISS’ proposal to offer an 
alternative life to the drug trade while living along-
side it. The rules are clear: anybody participating in 
the project’s activities must have left the drug trade 
for good. Working within a territory that has hardly 
any access to state facilities, IBISS offers those who 
wish to leave the drug trade a new place of belonging 
and a space where they can learn about respect and 
dignity and develop new skills. Most of the young 
men working within the project are ex-drug soldiers; 
some are on Rio’s ‘Most Wanted’ lists. With the 
assistance of IBISS they have become coaches and 
‘educadores’ (trainers) and important role models to 
the boys and teenagers of the neighbourhood.

Rio de Janeiro is a city in change. With the 
World Cup and the Olympics coming up, the city has 
declared war on the drug trade. In 2010 the BOPE 
(a specialized police force) invaded Vila Cruzeiro, 
changing the power structures in the neighbour-
hood and surrounding areas. Other neighbourhoods 
continue to be dominated by the drug trade.
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'By photographing the 
beds I make them mine, 
however fleeting the time 
spent in them may have 
been '

I 
lay on my back in what felt like a thinly padded 
coffin; a solemn, joyless 19th century Finnish 
invention where functionality beats comfort 
hands down. The heavy wooden box-like struc-
ture could be extended at night time to accom-
modate two sleepers, assuming they wouldn’t 

move an inch during their rest. At daytime it would 
tidily hide away the bedding under a sliding cover 
and serve as a bench on which the Sunday school 
kid would in no danger of nodding off. I was sanc-
tioned to sleep in it whenever I visited my mater-
nal grandmother and for me it was never extended. 
With my fingers squeezing the bed covers up against 
the top of my chest ignoring my body aching from 
the restricted sleep, I played a well-rehearsed game. 
The ceiling tiles (which nowadays would be on the 
list of banned building material for being extremely 
flammable) had a wafer pattern, which despite its 
simplicity entertained me until my solemn, joyless 
grandmother would enter, stirring my peace and 
forcing me to get up. I would lie still, concentrate on 
the tiles, staring at them for a few minutes and then 
slowly bring my focus down until the tiles appeared 
to float about a metre above me. I’d make them go 
back up and then bring them down again. I’ve since 
lost the ability to perform such visual trickery but 
not the habit of lingering and delaying the ever-
painful transition from horizontal to vertical. Whilst 
others leap out of bed bursting with the desire to 
make the most of the morning, I hit the snooze 
button for the fourth time, stretch a little and drift 
back into sleep. 

Someone, possibly a curious acquaintance or a 
lover, unnecessarily jealous of my past, asked me 
where the idea for the series came from. Voyeur-

istic images of unattractive rooms with unmade 
beds, the cheap bedding left in a hurry with some 
hapless granddad slippers in a disarray on the floor, 
overflowing ashtrays and exhausted vodka-infused 
lemon slices in glasses on improvised bedside tables, 
a pair of redundant Superman underpants disposed 
on the floor beside the aftermath of sheets and 
duvets in a tumbled mess hanging off the mattress. 
Why would anyone take photos of beds they’d slept 
in? The inside of a tent? A cut-price guesthouse or a 
hostel with personal belongings having exploded all 
over the tiny miserable room? What was the point? 
Were the images trophies? 

For me, beds have always been transitory, imper-
manent commodities. By the time I was thirteen, I 
had been made to move house around a dozen times. 
Considering all the preceding sleepovers and family 
visits, the subsequent summer camps, house parties, 
festivals, changes of residence, travelling - and my 
shamelessly promiscuous twenties- I tentatively 
estimate the bed tally in the region of three hundred 
or so. A vast majority of them and their stories have 
faded but by recording them now, I am finally able 
attach life’s little sticky notes along the way, turn to 
look back and not forget. By photographing the beds 
I make them mine, however fleeting the time slept in 
them may have been. 

The impermanence attracts, excites and simul-
taneously unsteadies me. The pictures in the series 
tell me much more concrete, complete stories than 
any other image I have previously captured. Nights 
turned into days and the adventures came to their 
respective ends, but looking at the visual remind-
ers instantly transports me back to relive the chance 
meetings, drunken conversations, the decision to 
ascend five flights of stairs for that penultimate beer 
and a risk of not getting a decent cup of coffee in 
the morning. Before my turn, many bodies inhab-
ited the same resting spaces with their weight, 
breath, dreams or nightmares, sometimes discard-
ing more concrete evidence of their residence for the 
next person to encounter; the one single long, dark, 
unnaturally thick hair, proof of a hotel’s question-
able attention to detail. Last summer I was thanked 
by a lover for having left behind the scent of my 
perfume. I have since lost the text message and the 
lover but the image remains.

In Bed
by Susanna Suovalkama
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F
or the Unexposed series I used a medium 
format film camera to produce a set of 
images looking at how temporality and 
memory inform the way we interpret the 
world around us. Set as a sequence of 15 
photographs, I remove five of the central 

images and replace them with text. In doing this 
I force the viewer to engage their imagination to 
interpret the missing image in the sequence. What 
happens, in effect, is that the imagined visual inter-
pretations become unique to the individual. In this 
instance, the sequence of photographs is linked by 
the unexposed image, making them as important as 
the seen images either side. By using a second (digi-
tal) camera I am able to capture the unexposed film 
frames. I then use this information to describe the 
missing photos as text. 

The sequence of photos I show are of a complete 
roll of 120 film (15 frames). There is no cropping or 
manipulation of the image and by working within 
set time constraints the photos operate outside of 
decisiveness. The work, although photographic, sits 
somewhere between the still and the moving image. 
Instead of working at 24 frames per second (movie) 
I am working at 15 frames per hour. This serendipi-
tous way of working means that I miss some photo 

Unexposed:  
The Image, Before and After
by Jonathan Davies

‘I have become one with 
the mechanical eye; the 
non-image is the same as 
my visual image’

opportunities, but in doing so I manage to ‘catch’ 
something different.

When we take images with a camera we are 
capturing the four dimensions of the world into a 
two dimensional surface. “The conceptualisation 
of this process is what is known as imagination,” 
(Vilem Flusser/Towards a Philosophy of Photogra-
phy). Imagination allows us to create, to see things 
in our mind’s eye and open up possibilities within 
the creative process. Showing a photograph either 
side of the removed image breaks the narrative and 
the emphasis is on the viewer to visually fill in.

In taking away the image from the viewer I 
aim to open up a world of possibility and free the 
mind. Remember the books of childhood where the 
story grew and left the page as you read deeper and 
deeper? What we bring to a photograph is so subjec-
tive it cannot be described nor predetermined. We 
are the product of our genes, our experiences and our 
emotions. It is akin to the ‘Winter Garden’ image of 
writer Roland Barthes. In his book Camera Lucida, 
Barthes wrote about a photograph of his late mother 
as a girl standing in a winter garden but never 
published it. To quote Barthes: “I cannot reproduce 
the winter garden photograph, it exists only for 
me. For you, it would be nothing but an indifferent 
picture... but in it, for you, no wound.”

Revisiting photographs allows us to scan with 
our eyes to find details that we had missed through 
the lens. At the time of depressing the shutter certain 
details have gone unnoticed, so in effect you have not 
seen the complete image. Confronted with the idea 
that the mechanical eye (camera) is more detailed 
than the human eye we must ask the question; what 
do we actually see when looking through a lens? By 
removing image in this instance I have become one 
with the mechanical eye; the non-image is the same 
as my visual image. The only difference is that I am 
able to engage the imagination.
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Countrysign
by Peter Jennings

I 
grew up in the suburban countryside of Surrey. 
Out of school, the countryside was my playground 
and my classroom. I climbed trees, roamed fields 
and built camps in the woods. Creating a world 
for myself from metaphorical (and sometimes 
literal) raw materials, meant I did not have to buy 

into a provided consumer culture of toys and games, 
but created my own. It set me up for life. My creativ-
ity remains with me - and my memories constantly 
return. Psychologists say that what happens in 
childhood haunts you later on: from the past, ghosts 
of questions came back. As an adult and a creator, I 
felt I needed to answer them.

l knew, as a child, what defined the countryside 
but do I know as an adult? As an adult what is it 
that now intrigues me about the rural environment? 
Is the countryside generally suburban or sub-rural? 
What subjects do I gravitate towards? >
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'I learnt about life, 
death and loss in the 
countryside... truth is to 
be found closer to the 
ground'

Walking boots on, camera ready, I headed 
out into the country – not necessarily where I grew 
up – where I am now matters more than the past. 
Initially, written signs created by humankind inter-
ested me so I called my project Countrysign. Looking 
back now, this need to find human involvement in 
the countryside was my entry-level to the project. I 
knew if I wanted to go deeper, I needed to investigate 
my involvement. 

Getting in closer was the answer - to seek a 
greater truth and to fully ‘answer’ my questions. 
From a personal perspective I sought the generic 
- those metaphorical images that signified ‘coun-
tryside,’ ‘the rural’ to me. I have never been a docu-
mentary photographer in the sense that my driving 
ambition is to highlight social, environmental and 
political issues, but they do creep in. 

Reaching back I realise that my mythology of 
rural life was not always so cosy. I learnt about life, 
death and loss in the countryside. I was closer to the 
ground as a child and truth is to be found close to the 
ground: what lies on it; emerges from it; rests on it. 

And what lies beneath it.
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Living  
Landscapes
by Mandy Barker

Cattle tend to align themselves along a north-
south axis using some innate magnetic sense. But 
this preferred alignment is disturbed when they 
graze under high-voltage power lines. Research is 
currently being carried out across diverse cattle 
breeds and species to establish factors that may 
influence magneto-reception and its role in spatial 
alignment.

W
hen I began this project my 
intention was purely aesthetic. 
I took great pleasure in observ-
ing the patterns and forms of 
the skin-deep surface of cattle, 
horses, and sheep, and was 

mesmerized by the parallels between the contours 
and other physical features of the earth’s surface, 
with that of surfaces of cattle in particular. I imag-
ined countries of valleys and marshland, ox bow 
lakes and waterfalls, losing myself in another world 
and often forgetting the original subject matter - an 
abstract natural environment, without context and 
effects of human interaction - until I heard of the 
study of how cattle apparently align themselves near 
electric power cables according to magnetic fields. 

Hearing this altered my thinking and direction 
from the purely visual representation to one that 
would also carry a message to make others stop to 
think, as I had done, and to be aware of this disturb-
ing study. To represent these findings I experimented 
with rotating the image from its original upright 
position, so as to reflect the physical movement of the 
cattle under power lines. The message for me created 
more of a purpose for the series and has provided a 
platform for my continuing projects concerned with 
plastic marine debris. It is my intention to combine 
a contradiction between initial aesthetic attraction 
with an environmental awareness that will hope-
fully stimulate an emotional response, at the very 
least perhaps to cause the viewer to ask questions, 
and at best to act. >
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'I imagined countries of 
valleys and marshland, ox 
bow lakes and waterfalls, 
losing myself in another 
world...'

Since the original cattle study in 2008, other 
researchers have contradicted the findings, claim-
ing that no alignment could be found; however, it 
is asserted that these later researchers may have 
inadvertently introduced errors into their data. The 
original group concludes that the results, “while 
mysterious, still stand”

<
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Arrangements 
of the everyday
by Stuart Robinson-Marshall

I 
love to look. Clearly we all have to spend much 
of our time looking, even if just to see where we 
are going! But it’s all too easy to move through 
over familiar spaces and daily journeys with our 
brains disengaged, not taking in our surround-
ings or understanding the relationship we have 

with them. However if we become mindful of what 
is before us, we find there are degrees of looking that 
go beyond the functional and move into watching, 
observing, knowing, and in terms of photography, 
recording. 

Looking, watching and observing are not the 
same. When I look I am in many ways being purely 
functional with my vision: I look to be aware of my 
surroundings as I move through them. At some point 
my interest is captured by something in my field of 
vision and I begin to watch. To watch is to spend 
time with a subject, to see how it changes with time, 
with movement, with light, with elements coming 
and going. Whether it is only an instant, or an hour, 
a once-only experience, or over repeated visits to >
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< the same spot, it is watching (and dwelling) in the 
presence of the subject for a duration that leads to 
observation. 

When observing, I become aware of the objects 
(and I include people as objects), the spaces they 
inhabit, the spatial relationships between them,  
the materials, textures, contrasts and arrangements 
presented to me. This is time to move around, to 
explore the scene physically and in my mind: now I 
start to think photographically, or at least consider 
composition, framing and aesthetics.

It is only when I know the subject that I decide 
to commit to a photograph. Knowing in this sense 
means exploring the meaning of what I am looking 
at beyond the factual, compositional and aesthetic, 
and understanding what I am really observing and 
why I find it interesting. This is the real subject of 
the photograph, the one that is hopefully carried and 
delivered by the composition and technical aspects.

I find that everything I look at in my environment 
has meaning, no matter how mundane, banal or 
commonplace. A row of concrete bollards has been 
designed and placed carefully and functionally - the 
chipped corner where a car reversed into them has 
not; the old electrical panels that carry dead cables 
to empty fittings were once part of a lighting display; 
the way rainwater pools in place where the ground 
has risen on paving designed to be flat. Everything 
in an urban environment is the product of choice 
and intent, for much of which the rationale has now 
been lost but the marks on our experience remain. 
Understanding this purposeful, human intent, and 
then what it means to me as the observer, is what 
I consider knowledge of the subject. Through this 
process, the unexpected juxtapositions and seem-
ingly fleeting arrangements of the everyday become 
concrete and personal.

Once I know the subject before me as well as 
I can, I photograph it in a way that will hopefully 
encapsulate my experience of it. The looking, watch-
ing, observing and knowing is almost instinctual, 
and may well be over in an instant, but there are 
some subjects, locations and arrangements that I 
return to again and again, each time finding some-
thing new. When I look closely I find that everything 
is interesting, everything is worthy of my attention, 
and through my photographs I hope to communicate 
some piece of my experience of this to others.

'Everything I look at in my 
environment has meaning, 
no matter how mundane, 
banal or commonplace'
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Rebecca Norris Webb: My Dakota
Interview by Tiffany Jones

I
n her most personal work to date, Rebecca Norris Webb 
photographed over several years in the badlands of her 
home state of South Dakota. The work became an elegy for 
her older brother who died unexpectedly; images presented 
in book form punctuated by a lamenting text, handwritten by 
her. “I find, nestled in the ache, the surprise of grief’s expansive-

ness - the prairie unfolding in me.”
My Dakota is Rebecca’s third photographic book, selected 

as one of the top photography books of 2012 by Time, PDN, 
and Photo-Eye. She runs popular workshops around the world 
with her husband and creative partner Alex Webb. They are 
currently finishing a second joint book together, Memory City.

Rebecca answered questions from South Dakota, where 
the badlands and open landscapes keep drawing her back.
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You have a background in poetry but changed 
direction somewhat. What does photography 
mean to you as a medium? Why photography?
It’s taken me much of my creative life to understand 
that my images, whether in text or in photography, 
are wiser than I am. They know before I know.

Have you ever watched a three-toed sloth make 
its way across a tree limb? I think my images slowly 
move me toward understanding life and death and 
the world in a similar way. “The imagination gropes 
forward, feeling its way towards what it needs…
reaches out, into the landscape in front of us,” to 
quote the poet Mark Doty.

I’ve learned to follow my images wherever they 
may lead me, even if I have no idea where that may be.

Left: Homestead Blizzard / Right: Rearview Mirror. All images from Rebecca’s book, My Dakota

What are your visual or photographic influences?  
I’ve long been drawn to the visual poetry of Andre 
Kertesz, one of the fathers of street photography, 
and the photo/text books of Wright Morris, who 
was one of the first to interweave his own text with 
photographs in his books. “I don’t give up the camera 
eye when I write, merely the camera,” noted Morris, 
who grew up on the Great Plains like I did.

However, the first photograph that left an 
indelible mark on me was Julia Margaret Camer-
on’s portrait of her 21-year-old niece and name-
sake, Julia Jackson. Jackson later became Virginia 
Woolf’s beautiful and sad and elusive mother, who 
died when Woolf was 13 years old. As a literature 
major in college, I remember being mesmerized 
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< 'One of the most 
important lessons of my 
creative life is that my first 
task is to serve the work, 
which is always wiser and 
more important than I am'

by Woolf’s novel, To the Lighthouse, which is a 
thinly veiled portrait of her mother. This led me to 
Woolf’s biographies and letters, where I first stum-
bled across Cameron’s portraits. Clearly, Julia Jack-
son was a lighthouse, both in her daughter’s novel 
and in her great aunt’s radiant portraits. 

My Dakota is in essence an elegy for your brother 
Dave who died unexpectedly; a diary of your facing 
this loss. Are you content with the resulting work? 
I’m not sure the word “content” is in my creative 
vocabulary… 

That said, I think My Dakota is the closest I’ve 
come to interweaving text and images in a way that 
echoes my creative process, which in this case was 
a road trip of my grief for my brother, Dave. Making 
My Dakota taught me one of the most important 
lessons of my creative life — that my first task is 
to serve the work, which is always wiser and more 
important than I am.

Fall River Bridge
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You’re currently in South Dakota, a return to your 
home state and the setting for your latest book. 
What has drawn you back there? 
The Badlands continues to draw me west. There’s 
something about the space and the silence of this 
surreal, broken landscape that calls to me, a reluc-
tant New York City dweller. 

You created a book together with your partner 
Alex Webb, the ‘duet’ Violet Isle. Is collaborating 
in such a way a complex process?
I think we both thought Violet Isle was the most chal-
lenging editing project we’d ever taken on — that is, 
until we started editing Memory City, our upcoming 
book about Rochester, film, and time. It’s been a test 
of our editing skills — and our marriage!

Both books have been exciting and humbling. 
Lately, when I’ve hit a wall editing Memory City 
— which has happened frequently in the past two 
months - it helps to recall what poet CD Wright says 

about her sometimes collaboration with the photog-
rapher Deborah Luster: “Cracks are given between 
one collaborator and another - that’s how the light 
gets in.”

How do you and Alex form the workshops that 
you run? Do you see specific areas where photog-
raphers need more guidance in developing their 
work?
The workshops we offer echo our own creative 
process of photographing spontaneously, editing 
intuitively, and making books. In a nutshell, we 
teach what we know.

Twice a year in NYC - usually May and now 
September - we run a photographing and editing 
workshop. And once a year in NYC - usually the last 
week in October - we run a small, intimate project 
workshop where the participants spend a week edit-
ing and sequencing a body of work and working with 
a designer on a possible book cover.
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Badlands

Additionally, we also offer a longer photog-
raphy workshop with Norway’s Studioa7 (www.
studioa7.no), in which one of the world’s intriguing 
cities is explored photographically and also cultur-
ally - through its architecture, music, food, painting, 
dance - as a way to begin to understand a city as 
an outsider. We’ve done this in the past in Venice, 
Barcelona, and Havana, and our next city will prob-
ably be Istanbul, one of our favourite cities in the 
world, probably in September 2014.

As far as specific areas where photographers 
need more guidance, I think it varies widely from 
photographer to photographer. That said, after 15 
years of teaching photography workshops around 
the world with Alex, I’m struck that consistently the 
one thing that photographers tell us they’ve learned 
in our workshops is how to edit intuitively.
 
Which process brings you more enjoyment — 
photographing or editing and finishing?
Hard to say. All I know is that both photographing 
and editing/finishing bring me as much anguish and 

uncertainty and darkness as enjoyment and light. 
“We work in the dark,” as Henry James once wrote, 
“we do what we can - we give what we have. Our 
doubt is our passion, and our passion is our task.”

The light has long left me here in the Badlands, 
and I’m done photographing for the day. The dark-
ness and the silence are calling me back to my pencil 
and my black notebook. 

www.webbnorriswebb.co
Two Looks blog: webbnorriswebb.wordpress.com

'Both photographing and 
editing/finishing bring 
me as much anguish and 
uncertainty and darkness as 
enjoyment and light'
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From top: Ghost Mountain; Two Chairs; Three Apples
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T
he photograph that inspired me has been 
seared into my memory since I first saw 
it almost ten years ago. The feelings it 
inspires do battle with the rational desire 
to decode its meaning. Some may be 

inspired by a majestic vista or an engaging portrait. 
For me it is the image of a sofa, sitting in an empty 
lot that sets my pulse a little faster.

It is night. The yellow glow of streetlights illu-
minates a plot of land surrounded by a fence and a 
couple of tree trunks emerging from the darkness. In 
the middle sits a most incongruous sofa - ornately 
carved wood with plush velvet seats that are covered 
in swirls. Colours are hard to decipher but this fabric 
looks like it could not be anything but a golden 
avocado in the midday sun. But look again - its cush-
ions are carefully covered in cling film - protecting 
the sofa, or protecting the person who may be about 
to sit? The streetlight glistens off this plastic film 
in places, otherwise casting strange shadows on the 
dirt ground, so that pools of darkness – a liquid? 
- appear to be oozing into the foreground. Large 
swathes of background remain dark, and a closer 
look at the rough fence behind yields two, maybe 
three painted faces of some kind of totem guarding 
this empty place. Metal caps and rocks strewn on the 
ground also take on a golden hue, they look like float-
ing treasure. And all is still. So very still. 

This image, The Libertine Sofa (2003) by Rut 
Blees Luxemburg, presents a scene the artist 
happened upon while travelling in Dakar, Senegal. 
Blees Luxemburg has produced many well-known 
nocturnal images of cities, unpeopled, yet not empty. 
Using a 5”x4” large-format camera, she has taken 
long night-time exposures, sometimes up to twenty 
minutes, using only ambient street lighting. These 
nocturnal images lack human subjects; their only 
traces may be blurred trails of lights from passing 
traffic, or the occasional footprint. Her choice of 
camera requires slowness and concentration, and 
the resulting exposures manifest the artist’s experi-
ence of the place and its stillness. 

Against my rational judgment, I want to explore 
this marginal space, to flirt with danger and wait for 
something to happen on this stage. The title suggests 
this to be the scene of illicit sensuality, with unbri-
dled morals available to share with a nocturnal visi-
tor. Behind the sofa, the white faces on the fence are 
paintings of the local Marabouts, or spiritual leaders 
of Senegal, whose representations reappear all over 
the city. Are they guarding this place or warning off 
intruders? Has there been some kind of nocturnal 

The photograph that inspired me
by Christiane Monarchi

rite here on this preserved sofa, whose libertines 
have been and gone in the long exposure?  

The artist has said that what happens in front of 
the lens is not as important as her own experience 
and memory considered while she is making these 
images. “My work is more about internal medita-
tions and reflections, imagination and fantasies, and 
not so much about the ‘spectacle of urban life’. When 
I make my work I often have an internal discourse 
with certain literature, or music.” It is the inner 
life that populates this image, and it is also more 
than that. Unlike a traditional split-second photo-
graph, this long exposure contains so much time 
condensed into one image, like duration of experi-
ence condensed into one memory. Has it hidden the 
truth about this place? 

More likely than not, the answer will present 
itself, like so many clear-headed thoughts, in the 
light of day. The owner of this well-carved repro-
duction sofa will arrive to negotiate its sale, and the 
sofa will disappear into someone’s home, attesting 
to good taste and the appreciation for finer things.   

Yet in the middle of the night, all things are 
possible as the mind wanders, fusing memory with 
fantasy along many different trajectories. In a dream, 
we remember things, project them into the future, or 
have they already happened? Can we recall, or has 
the long duration of this image obscured detail?  

The artist was there, it is her duration we are 
seeing. Printed, mounted, and in the Tate collection, 
it is also yours and mine. 

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

Christiane monarchi is the founding editor of Photomonitor, the 
online magazine dedicated to photography and lens-based media in the 
UK and Ireland.  www.photomonitor.co.uk

The Libertine Sofa (2003), Rut Blees Luxemburg

‘Unlike a traditional split-
second photograph, this 
long exposure contains so 
much time condensed into 
one image, like duration of 
experience condensed into 
one memory’ 
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theme Cover  Jana Schlenkrich  In a land far away

2-4 Andres Pantoja 
Robin (Erithacus rubecula), Hampstead Heath, London UK; 
Blue-tailed Emerald (Chlorostilbon mellisugus), Rio Blanco Ecological 
reserv, Manizales, Colombia; Thick-billed Euphonia (Euphonia 
laniirostris), La Pintada, Antioquia, Colombia
Taking photos of birds not only means being immersed in nature 
and new places, but also being patient and waiting for the right 
moment when light and action combine to make good pictures. 
5&6 Duncan Unsworth  from the series Tulips - Tulips seem to be 
photographers’ favourite flowers, retaining a beauty even when the 
petals have fallen and are starting to wither.
7-9 Caroline Fraser  Bread for Buddha; Bananas for Buddha: Pencils 
for Buddha, from the series Offerings
In Burma (Myanmar) merit making and giving are part of everyday 
life. By the act of giving (dana) both the one who gives, as well as the 
one who receives, is blessed and brought closer to perfect peace 
of mind. In local tea shops tea is given free as a gift to customers; 
even the simplest of street stalls will offer a thermos flask of tea as 
a matter of course. Offerings include daily giving of food to monks, 
donating money and gifts to temples and regular worship and 
recitation of Pali texts. Flowers and fruit together with beverages 
are placed before Buddha images alongside offerings of cash and 
incense. Washing of Buddha images by visitors is common practice 
in temples and pagodas. All of these activities bring people closer to 
the ultimate aim of enlightenment or ‘Nirvana’. 
10-13 Heather Shuker  from the series Embrace - A series 
exploring couples embracing in a kiss. The work tries to capture 
the tension between the stereotypical image of a romantic kiss and 
the reality, and to create images on the borderline between alluring 
fantasy and a more down-to-earth realism. The series focuses on 
the gesture and the graphic figuration of the individual rather than 
on the setting. Through selective lighting, images are created by 
what is revealed in the highlights and concealed in the shadows. The 
dark spaces and what they hide leave the viewer wanting to know 
more. It is up to the viewer to imagine what has been hidden.
14&15 Marta Ivanova  Monday and Tuesday, from the series Week 
The series consists of 7 photographs which were carried out by 
scan technique. In the scanning process I identify with the male gaze 
factor. Body becomes absolute surface. This photograph cycle is 
about transformation of the woman herself into a sign in a system 
of signs. Works speaks for themselves - they are graphical and 
provocative, as well as delicate.
16-21 Astrid Schulz  from the series ‘Hello Stranger‘ - These images 
are inspired by the movie ‘Closer’, released in 2004. The story 
reveals a tragic and very dangerous love affair, based on an award 
winning play with the same name. One of the protagonists is 20 
year old Alice; she has just arrived in London from the United States 
where she had been stripping for a living. She gets herself into a 
painful relationship and - much too close for comfort - she returns 
to stripping after all.  
22-24 Jana Schlenkrich  from the series In a land far away 
The City. People are running around. Everyone is busy. The city 
is never sleeping. Chaos. Rush. Pressure. People are turning into 
ghosts. Everyone wants to be there, not here. Running. Running. 
Faster. Faster. You wouldn’t dare stop someone to ask something. 
Freezing the time. You would be surprised what you could discover 
if you took a moment and had a closer look. In a land far away is a 
series about human moments in the environment of a city.  
25&26 Mark Adams  Curtains and Two Men and a Dog, from the 
series Private View - From my London home I photographed the 
street over several years, observing routines of street dwellers, 

commuters and anonymous passers-by. Over this period I exposed 
over one thousand 35mm colour negatives. The project ultimately 
explores the experience of living in a contemporary urban space, 
particularly the theme of proximity and relationships between the 
public and the private domain. When walking in a city like London 
we are often close physically, yet psychologically we are forced into 
detachment, voyeurism or passive observation - viewing the city and 
its occupants as a spectacle. The presence of the curtains is both 
formal and functional - cropping the external world of appearances 
and surfaces in order to reveal the fragmentary and mysterious 
aspects of urban life.
27&28 Adrian Capps  from the series Where have all the flies gone?
29 Roland Ramanan  Berlin - My main interest in photography is 
what happens in the street, or in public situations. The words of 
Robert Capa often ring in my ears: ‘If your photos aren’t good 
enough, then you’re not close enough,’ so in some circumstances 
I have challenged myself to get physically closer, risking an 
uncomfortable moment. But increasingly I’m finding the real 
challenge of getting ‘closer’ is emotional proximity and empathy, 
working on a long term project in Hackney where I am getting to 
know the stories of a vulnerable group who congregate for support. 
This continues to be a difficult but rewarding journey.
30 Gerry Atkinson - Interior wall of Barrack Hut – ‘When I look up 
at the sky I somehow feel that everything will change for the better, 
that this cruelty will end, that peace and tranquility will return once 
more’. (Anne Frank 15th July 1944). After my parents’ deaths and 
relationship ending after 20 years, I left England in July 2011 to 
take a closer look at my own life and dreams. I spent time with my 
brother and family in the Czech Republic where my sister in law 
grew up under a Communist regime and for many years wanted 
to go to Auschwitz-Birkenau in Poland. The stark beauty of the 
landscape contrasts with the horror and eeriness of a place where 
death and annihilation happened. 
31 Hamish Stewart  Albert loves Emily - made in China, from the 
series Lovelocks - I first came across lovelocks on a bridge in a small 
Italian town, Cannobio on Lago Maggiore. Over a year later I found 
the Pont des Artes in Paris covered in a multi-cultural spread of 
padlocks offering public declarations of undying love. Always known 
as a meeting place for lovers it was something new to see a tapestry 
of locks spread across the wire barrier. I’m told the tradition of 
inscribing names on a lock, attaching it to a bridge and throwing 
away the key to announce enduring love has a long history. It seems 
strange though to place so much faith in the common padlock to 
protect us from the vagaries of time and change that will always 
transform love. 
32 Edward Bowman  San Francisco from Treasure Island
33&34 Krystina Stimakovits from the series Material Murmurs
35 Nigel Jarvis Untitled 
36 Tom Farmer  Watchfield, Oxfordshire, September 2012, from the 
series Thames: Dark River, Still Shining  
‘You can learn more about the human condition in a voyage along 
the Thames than on any long journey over the oceans of the world. 
But water reflects. It has no meaning. So we may say that the 
Thames is in essence a reflection of circumstances.’ - Peter Ackroyd 
Suspended in time, the reflective nature of the river can be of 
reassurance that whatever troubles we encounter, the timeless 
river will keep on flowing and waters will renew - a source of 
hope and comfort in the cycle of life. The series is a meditation on 
society’s collective connection to The Thames and the diversity of 
community and tradition found along the route of the river.

the theme for the next issue is iNCiDENtaL
www.londonphotography.org.uk/magazine/submit
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Istarted taking an active inter-
est in photography a few years 
ago because I wanted to express 
myself more eloquently with a 

camera. In the past I had taken 
snapshots on family holidays but 
during my teens I lost focus and 
stopped, preferring to live in the 
moment rather than trying to cap-
ture it.

I enjoyed my initial experi-
ments and felt like there was 
boundless scope for me to learn 
and improve so what started as 
a hobby quickly grew into some-
thing much more engaging. One 
of the main things that appealed 
to me about photography was 
that it allowed me to compose 
my thoughts before taking defini-
tive action. As I began to practice 
however, I learnt that getting the 
shot often comes down to a split 
second action, something that had 
never been a strong point for me. 
I found that although I could plan 
location, time of day, angle or any 
number of other details, in real-
ity things moved quickly, chang-
ing the nature of a shot - and that 
something as small as a passing 
cloud can completely transform 
the mood of an otherwise static 
landscape. The realisation that I 
had to take an opportunity when 
it presented itself quickly sharp-
ened my mindset.

Once I’d got the hang of my 
DSLR camera I decided to experi-
ment with my Dad’s twin-lens 
reflex. After an afternoon strug-
gling with 12-exposure film, a 
light meter and other bits and 

aRtiCLES

Cafe Milan - Caps off; I took this while idling away a minute waiting for an espresso in Milan.

‘One of the things 
that appealed to me 
about photography 
was that it allowed 
me to compose my 
thoughts before 
taking definitive 
action’

Getting closer 
to photography
by Tom Storr

pieces, I yearned to be reunited 
with what suddenly seemed like 
the plump luxuries of my Canon, 
but the process made me think 
about those who initially rejected 
digital kit. Photography is fun-
damentally a revolutionary craft. 
The first daguerreotype was a step 
change in image production; sub-
sequently film, colour, Photoshop 
and Instagram (to name but a few) 
have all provided further revolu-
tionary steps. We’re entitled to a 
preference of course, but the his-
tory of the medium tells us that 
if anything, progress should be 
embraced rather than rejected.

It is the ability to realise those 
preferences that makes photogra-
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phy interesting for me. Looking 
at the annual LIP exhibition or 
books like Image Makers, Image 
Takers by Anne-Celine Jaeger, 
reveals the incredible variation 
that can be created by that pli-
ant rectangular sensor. The most 
remarkable photographers for me 
are those that chase their vision 
singularly, empowering them to 
produce images that are consist-
ently more original or emotion-
ally charged than those with 
less focused or lofty ambitions. 
Taking a more mindful approach 
to looking at photographs has 
helped me appreciate the pos-
sibilities for imprinting my own 
personality when capturing an 
image. The prints on show at the 
recent Everything Was Moving 
and Klein/Moriyama exhibitions 
demonstrated that that vision can 
still be startling despite the dec-
ades of work that have followed, 
much of it no doubt inspired by 
those remarkable photographers.

Preferences, however, become 
less helpful when they become 
fact in the photographer’s mind. I 
went on a few courses and spoke 
to a lot of people when getting 
to grips with my first DSLR and 
found out the hard way that many 
people will tell you their preferred 
setup is the truth. “Always shoot a 
stop down”, “your default setting 
should be manual everything”, 
“always use a flash” were all 
passed on as fact, duly tried and 
rejected. The best advice I’ve had 
so far was on a LIP course with 
Paul Hill. He told me to just get 
out there and do it; to stop plan-
ning to take photographs and just 
take them. Doing so has given me 
more opportunity to experiment 
for myself and I’ve learned that 
fundamentally you need to know 
how everything works so you can 
pick the right settings to get the 
shot that you want; there is no 
default.

In fact speaking to and read-
ing about photographers, has 
helped me realise that there is no 
substitute for hard graft when 
it comes to mastering photogra-
phy. The dedication the best work 

requires is a real inspiration. Bod-
ies of work by people like Bruce 
Davidson have set a benchmark 
for the commitment required to 
excel in this (or indeed any) field.

It is often others that keep me 
at it when I’m tempted to slink 
home early. I recently took a trip 
to Skegness to spend time practic-
ing my photography. I researched 
the trip in detail, choosing Skeg-

ness because of its reputation as 
the Blackpool of the East and the 
timely hosting of a night of stock 
car racing. Spectators have unre-
stricted access in and around the 
stadium so I roamed the pits, feel-
ing rather too conspicuous as I 
snapped away. However, the posi-
tive reaction I received from the 
people I spoke to, and the dedi-
cation shown by racers, mechan-
ics and fans alike, inspired me to 
carry on, to try and do justice to 
the noise and energy of the event 
(despite the bitterly cold weather 
and my numb fingers). That I 
found this dedication infectious is 
a subject ripe for deeper investi-
gation.

There are, of course, many les-
sons still to be learned, not least 
to have the courage of my con-
victions. It can be a lonely jour-
ney working on something you 
believe in, but feel no one has time 
for. The ultimate realisation I’ve 
taken from my experience is how 
much more vibrant and interest-
ing something becomes when you 
get close to it. What started as a 
hobby has taught me many unex-
pected lessons alongside the tech-
nical skills I originally intended 
to learn. It has been incredibly 
rewarding so far.

‘The most 
remarkable 
photographers 
are those that 
chase their 
vision singularly, 
empowering them 
to produce images 
that are consistently 
more original 
or emotionally 
charged’

Skegness Stock Cars Crash - Try, try again; this took a few attempts to get right as the 
driver kept moving around and cars moved in and out of shot, but this pose best captured 
his disappointment at crashing out of the race and I managed to squeeze in some move-
ment in middle ground for context.
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I’ve just been accepted on the New 
Creative Markets professional 
development programme, set up 
to help creative freelancers and 

small companies develop their 
businesses by giving them advice 
and training. It’s an amazing 
opportunity and it couldn’t have 
come at a better time. As a photog-
rapher, I’ve been gradually getting 
more commissions, but when it 
comes to knowing how to market 
myself and my work, to access 
markets, develop income streams, 
price my work properly, deal with 
legal issues, and so on, my busi-
ness skills are limited.

NCM is part funded by the 
European Regional Development 
Fund (ERDF), is run by Photofu-
sion, SPACE, Four Corners and 
Craft Central, and is the succes-
sor to the Photo Imaging Network, 
which was run by Four Corners a 
couple of years ago. I remember 
thinking back then that I’d love to 
have access to it, but my photog-
raphy business was still just an 
idea in my head at that point and 
even if I’d been eligible I’d missed 
the deadline to apply. Then just 
before Christmas last year, I heard 
it was likely to come round again 
and discovered there was an immi-
nent deadline to apply for the next 
round of intakes. I had a portfolio 

review with Photofusion’s Gina 
Glover in early January and she 
encouraged me to apply. When I 
heard I’d been accepted I was over 
the moon!

To be eligible for NCM, you 
must commit to active participa-
tion in the programme and you 
need to have been trading for more 
than 12 months. I began by having 
a one-to-one needs assessment and 
a business review, to establish the 
areas where I most needed support. 
We talked about branding, portfo-
lios and the importance of a hard-
copy book (mine’s still stuck in the 
virtual realm), and agreed that I 
would come to our next meeting 
with a mock-up.

I next attended a ‘Meet the 
legal experts’ seminar with a law 
firm, where participants brought 
questions on tax, intellectual prop-
erty, employment law and brand-
ing. Next will be a talk on applying 
for Arts Council grants. 

I’m looking forward to connect-
ing with others on the programme, 
so we can share experiences and 
learn from each other. One of the 
special things about NCM is that 
it’s aimed at people whose busi-
nesses and practices are to some 
extent already established. There’s 
a lot of support available for young 
people and those just out of college; 
NCM shares the love among some 
of us who are a bit further along 
the path of our lives and/or careers. 

Photofusion will be recruiting 
more photographers for New Crea-
tive Markets in spring – see their 
website for details.

New creative 
markets
by Emma Marshall

upcoming Lip workshops &talks

photobook Series workshop i1: 
Sequencing for photographic 
Books with Carol hudson & 
matthew finn

23 March, 10am-4.30pm  
16 places, Cost: £35  
at St James Piccadilly

An opportunity to explore the potential 
of your images to make complex and 
coherent statements in book form.

introduction to Online promotion 
& Social interaction for  
photographers: workshop with 
kathryn Louise geels

13 April, 10am-4.30pm  
12 places, Cost: £35  
at St James Piccadilly

The vast array of social media and 
online tools is daunting to many people 
- no matter what your age, professional 
background or photographic experi-
ence. It can be hard to know what 
tools are relevant for promoting and 
sharing your photography online. In 
this practical session, Kathryn aims to 
enlighten participants about the benefits 

Events highlights

fORmat13 The ambitious festival 
opened early March with a programme 
of events and exhibitions on the theme 
of FACTORY. Works by more than 300 
contributors are in venues across Derby, 
the birthplace of mass production with 
the world’s first factory. The festival 
Grand Finale 6 April features a projection 
hosted by Slideluck London.  
www.formatfestival.com/ www.slideluck.com

1000 words workshop with 
Christian patterson A rare oppor-
tunity to work with the author of the 
phenomenally successful photobook 
Redheaded Peckerwood, covering photo-
graphic process, narrative and the book 
form. 20-24th May. 1000 Words also 
hosts a free symposium with Patterson 
together with Tate Curator of Photog-
raphy Simon Baker, Brad Feuerhelm and 
Michael Hoppen. See the 
1000 Words blog at bit.ly/YVBhbN
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Our tutor for the day was 
Clare Bryan, who had 
come to introduce us 
to the basics of making 

simple structures. Clare has an 
MA in Book Arts from Camber-
well College of Art, is a member 
of ‘FOLD’ (a group of four artists 
working in print and book arts) 
and has been teaching in London 
since 1997.

We began with a range of 
simple folded book structures. It 
was a revelation to me that with 
little more than a ruler and craft 
knife, you could make structures 
that present such a range of crea-
tive possibilities. The structure 
below offers possibilities for juxta-
position of images as well as the 
interplay of internal and exter-

Images by Eileen Rafferty

Warsaw, Poland 2005. Watching the 
funeral of Pope John Paul II broadcast live 
from the Vatican © Mark Power/Magnum

wORkShOpS & EvENtS

Simple 
structures for 
handmade 
photobooks
by Eileen Rafferty

>

and challenges of different online 
platforms and how to use them for 
photography purposes. This workshop 
is for those new to or daunted by social 
media. Kathryn is an Online Commu-
nity Engagement Manager, writer and 
photographer, currently doing freelance 
work for The Guardian’s open journal-
ism platform, n0tice.com, runs training 
sessions with community associations 
on social media and is LIP’s Publicity 
Officer.  

the art of photography:  
workshop with yoke matze

4 May, 10am-4.30pm  
16 places, Cost: £35  
at St James Piccadilly

A hands-on workshop covering creative 
aspects of photography with a strong 
focus on developing an awareness of 
light and lighting. The aim is to develop 
confidence in creating strong, imagina-
tive photographs through practical 
sessions, creating new images around 
Piccadilly and surroundings. 

maRk pOwER:  
2013 Janet hall memorial Lecture

18 April, Doors 6pm for 7pm start  
Cost: £10 LIP Members before 31 Mar; 
£12 LIP Members & Public after 31 Mar  
at Wolfson Theatre, LSE, 54 Lincolns Inn 
Fields, London WC2A 3LJ

Magnum photographer and Professor 
of Photography Mark Power will discuss 
his projects, career and influences with 
a Q&A afterward. To date Power has 
published six monographs. His latest 
book Mass (2013) is a study of the 
power and influence of the Polish Cath-
olic church. He became a full member 
of Magnum Photos in 2007 and is the 
Professor of photography at University 
of Brighton, where he lives with his 
partner Jo and their two children.

The Janet Hall Memorial Lecture takes 
place each year in memory of LIP’s 
energetic, original program organiser 
and driving force in establishing London 
Independent Photography in 1987. 
Previous speakers have included Martin 
Parr, Brian Griffin, Simon Norfolk and 
Roger Ballen.

preparing for Exhibition:  
workshop with Carol hudson & 
matthew finn

8 June, 10am-4.30pm  
16 places, Cost: £35  
at Candid Arts Islington

Focus on the many factors that need 
to be considered when selecting and 
presenting your work for exhibition. 
Taking place within a curated exhibi-
tion space, it will give an opportunity 
to discuss the curator’s intention and 
photographers’ contribution to an exhi-
bition. Carol Hudson is a photographer 
and senior lecturer at UWL and has 
been making photographic books for 
many years. She curated an exhibition at 
PM Gallery in London “What Happens 
Next”, which explored the photographic 
sequence, and is regularly called upon 
to curate the LIP Annual exhibition. 
Matt Finn is a photographic practitioner 
engaged in the development of personal 
long term projects. His work is collected 
internationally.

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
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wORkShOpS & EvENtS mEmBERS’ ExhiBitiONS

NOVEMBER is an exhi-
bition of The Crossing 
Lines Satellite Group 
which will take place in 

… (answers on a £5 note).
Crossing Lines, a collaborative 

forum between LIP and the Centre 
for Urban & Community Research 
at Goldsmiths College, is in its 
fourth year. In these years we’ve 
attempted to innovate in terms of 
how we go about working collec-
tively, presenting work, exhibiting 
and curating. 

NOVEMBER (the blog) is an 
attempt to take a long lead-in to 

NOVEMBER: 
a dialogue
by John Levett

a form of exhibition. If it had a 
slogan it would be: If you keep 
doing what you’ve always done, 
you’ll keep getting what you’ve 
always got.

NOVEMBER intends to ques-
tion traditional methods of curat-
ing photographic images in the 
moment of the ubiquitous snap. 
We hope to consider issues relat-
ing to self/group curation, the 
white wall, the gallery space, the 
framed image, the artist’s state-
ment, the information sheet, the 
catalogue, authorship/ownership, 
destruction/reconstruction of the 
image, recycling, non-capitalist 
making, materiality, redundancy, 
modes of dialogue, alternative 
systems of presentation and so it 
goes…

There are some of us who are 
self-denying in collecting images. 
They’re rare — zealous ascetics, 
abstemious, prudent. The major-
ity of the world are profligate, 
uncontrolled, promiscuous, of easy 

nal spaces. These books can be 
stored flat or in bookshelves, but 
also offer a range of sculptural 
display options.

From the folded structures 
we moved on to simple three-hole 
stitched books with a variety of 
cover options, and then to stitched 
Japanese slab bindings (pic 012). 
You can see from our facial expres-
sions that it was an engrossing 
session. The tactile qualities of 
the little books and the low-fi 
technology reminded me of the 
simple pleasure of making things, 
as a child and it was particularly 
interesting to discover that this 
simplicity can be a vehicle for quite 
sophisticated ideas and imagery. 
These basic building blocks for 
book-making can be combined and 
elaborated on to make larger, more 
complex books.

As well as making our own 
books we looked at those brought 
in by Clare and others. These 
ranged from carefully crafted 
books made to record a memory 
of a beloved place or significant 
event, to complex designs involv-
ing bespoke printing and lettering, 
cutting and imprinting processes. 
Clare’s own books, use compli-
cated cut-outs, which draw us into 
exploring an image, and gradually 
reveal the whole. Her work often 
starts from a photographic origi-
nal which becomes a template for 
the final design.

I ended the day with six little 
booklets to be filled in months to 
come. One is the perfect size for 
a current project that will result 
in twelve paired images. I plan to 
experiment with different ways 
of presenting pictures over the 
next few months and this will be 
a welcome and cost-effective addi-
tion to my range of options.

For me, this was a successful 
event, with lots of food for thought 
and ideas that I hope to develop 
further. As a relative newcomer 
to LIP it was good to meet other 
photographers in such a friendly 
and supportive atmosphere and at 
£39 for six hours’ intense tuition in 
Central London it was also a bit of 
a bargain!

<
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Birth, by Margaret Mann

For the latest exhibitions listings see londonphotography.org.uk/exhibitions 
and londonphotography.org.uk/calendar

SOUP: Alphabet, by Mandy Barker

mEmBERS’ ExhiBitiONS

Exhibitions ending march 2013 
Mandy Williams: Waiting For You; Anita 
Chandra in International Masters of 
Photography (USA); LIP Members in IPSE 
at the Hawth

Eugene Ryder in Loudest whis-
pers 2013  A group show part of 
LGBT History Month, celebrating 
lesbian, gay, bisexual and transgen-
dered communities. Eugene’s work is 
from a series exploring constancy, the 
same evening walk, and how the walk 
is recorded very differently each time. 
Until 28 Mar at Conference Centre Gallery, 
St Pancras Hospital, London NW1 0PE

Estelle vincent at Number 22  
Hand painted liquid emulsion prints 
from the Beirut project and newly 
printed images from the Nunhead 
series. 10% of all sales support a series 
of photography workshops with young 
people in Uganda. Until 21 Apr at 
Number 22, 22 Half Moon Lane, Dulwich 
SE24 9HU

margaret mann: poems from a 
Lens (austria) Images reflecting 
the photographer’s sense of feminity 
and related thoughts and feelings. 29 
Mar - 11 May at Leica Gallery Salzburg, 
Mirabellplatz 8, 5020

katherine green: Centre Stage: 
portraits of a Lowry audience  
Featuring a series commissioned by The 
Lowry to produce 19 new artworks 
capturing audience members who 
attend the theatre and gallery there. 
Until 12 May at The Lowry, Pier 8 Salford 
Quays, Salford M50 3AZ

mandy Barker: SOup  Combining a 
contradiction between aesthetic beauty 
and environmental disaster; plastics have 
been salvaged from beaches around the 
world, then arranged for photographs 
to represent a global collection of debris 
that exists in the world’s oceans. 8 Apr 
- 16 May at The Brewery Arts Centre, The 
Sugar Store Gallery, Kendal, Cumbria

virtue — the spawn of the devil. 
Like Blind Pew you can hear them 
coming before they arrive — click, 
shuffle, click, shuffle.

I believe that we should perma-
nently question our personal prac-
tice of photography and ask why 
we’re doing the thing, why we do 
what we do after we’ve done the 
thing, and what we do with the 
thing after the thing’s been done to.

I’m not talking about enjoy-
ing photography here. Enjoyment 
doesn’t come into it. If you’re 
happy then be happy and I’m 
happy that you’re happy but …

NOVEMBER is (in part) about 
‘walking backwards for Christmas 
across the Irish Sea’; it’s about 
considering photographic practice 
that’s yet to cross our path; about 
discomfiture, unease, discompo-
sure, agitation, perturbation. Plus 
mortification, shame humiliation.

Get some!
November can be found at 
2013november.wordpress.com
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Herero Cavalry Cadets © Jim Naughten, courtesy Margaret Street Gallery

Viola As Twins, 2008 © Lottie Davies, courtesy L A Noble Gallery

ExhiBitiON highLightS

Laura Letinsky: ill form and void 
full Meticulously composed still life 
photographs arranged in a studio, incor-
porating paper cut-outs from lifestyle 
magazines and art reproductions of 
food and tableware. Until 7 Apr at The 
Photographers Gallery, 16-18 Ramillies St, 
London W1F 7LW

Jim Naughten: Costume and 
Conflict Extraordinary colour portraits 
of the Herero tribe in Namibia. 
Photographed in the blazing Namibian 
desert, the tribe members are adorned 
in Victorian era dresses and paramilitary 
costumes that hark back to the region’s 
German colonization. Until 13 Apr at 
Margaret Street Gallery, 63 Margaret 
Street, London W1W 8SW

Landmark: the fields of photog-
raphy A wide-ranging group exhibition 
by renowned 21st Century photog-
raphers working with landscape and 
environmental themes. Includes prints 
by Mitch Epstein, Nadav Kander, Robert 
Adams, Simon Norfolk, Hiroshi Sugi-
moto, Lee Friedlander, Simon Roberts, 
Robert Polidori, Pieter Hugo and many 
more. Until 28 Apr at Somerset House, 
Strand, London WC2R 1LA

Joachim Brohm: places & Edges 
The first ever UK solo exhibition by the 
German photographer featuring work 
from his 30 year career. Influenced 
by American photographers William 
Eggleston, Robert Adams and Stephen 
Shore, Brohm began photograph-
ing exclusively in colour from the late 
1970s, focusing on in-between places. 
22 Mar - 4 May at Brancolini Grimaldi, 
First floor, 43 – 44 Albemarle Street, 
London W1S 4JJ

Lottie Davies: memories and 
Nightmares For the first time, multi-
award winning artist Lottie Davies’ 
series Memories and Nightmares will 
be displayed in its entirety. Davies’ 
work takes inspiration from classical 
and modern painting, cinema and the 
imaginary worlds of literature. 5 Apr - 4 
May at L A Noble Gallery, The Cass, Central 
House, 59-63 Whitechapel High Street, 
London E1 7PF

Erwin Olaf: Berlin a series of 
large format photographs created in 
six grand historical locations of Berlin, 
partly funded by proceeds from the 
Vermeer Prize the photographer was 
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Brazil, 2005 © Sebastião Salgado / Amazonas Images / nbpictures

Nickel Tailings no.34 © Edward Burtynsky, courtesy Nicholas Metivier Gallery, Toronto/
Flowers London

awarded in 2011. Olaf’s trademark is to 
address social issues and taboos with 
highly-stylised imagery. A selection of 
carbon prints from the series is also on 
display. Until 10 May at Hamiltons Gallery, 
13 Carlos Place, London W1K 2EU

Lifework: Norman parkinson’s 
Century of Style A survey of works 
by ‘the father of modern fashion 
photography’ who introduced the use 
of exotic locations, unexpected props 
and weird juxtapositions before and 
after WWII. 1 Mar - 12 May at National 
Theatre, South Bank, London, SE1 9PX

man Ray portraits The first major 
museum retrospective of this innovative 
and influential artist’s portraits. Focus-
ing on his career in America and Paris 
between 1916-1968, over 150 vintage 
prints and key works highlight Man Ray’s 
central position amongst leading artists 
of the period, demonstrating his use of 
revolutionary photographic techniques.  
Admission £14, until 27 May at National 
Portrait Gallery, St Martin’s Place, London 
WC2H 0HE

Blitz A selection of classic historical 
photographs made in London during 
WWII 31 May - 29 Jun at Daniel Blau 
Gallery, 51 Hoxton Square, London N1 6PB 

tom wood: photographs  
1973-2013 A retrospective with 116 
photographs concentrating on Wood’s 
pictures of people, made mainly in Liver-
pool and Merseyside, on the streets, in 
pubs and clubs, markets, workplaces, 
parks and football grounds. Until 16 Jun 
at the National Media Museum, Bradford, 
West Yorkshire BD1 1NQ

Deutsche Börse photography 
prize 2013 Awards £30k to a living 
photographer for a specific body of 
work in exhibition or publication, which 
has significantly contributed to photog-
raphy in Europe between 1/10/11 and 
30/09/12. Four shortlisted photogra-
phers are: Adam Broomberg & Oliver 
Chanarin for their book War Primer 
2; Mishka Henner for his exhibition 
No Man’s Land; Chris Killip for his 
exhibition What Happened Great Britain 
1970-1990; Cristina De Middel for her 
self-published book The Afronauts. 19 
Apr – 30 Jun at The Photographers Gallery, 
16-18 Ramillies St, London W1F 7LW

Sebastião Salgado: genesis World 
premiere of new, extraordinary images 
of landscapes, wildlife and remote 
communities - the culmination of 8 years 
work exploring 32 countries. Salgado 
captures some of the furthest corners 
of the world, portraying indigenous 
communities that continue to live in 
accordance with their ancestral tradi-
tions and cultures. Free entry, advance 
booking online recommended. 11 Apr 
- 8 Sep at Waterhouse Gallery, Natural 
History Museum, Cromwell Road, London 
SW7 5BD

making it up: photographic 
fictions Photographs that tell stories 
and evoke the imaginary, by influential 
artists of the genre such as Gregory 
Crewdson, Duane Michals and Cindy 
Sherman, alongside some 19th Century 
works by Julia Margaret Cameron and 
more. 3 May - 12 Jan 2014 in Room 38A, 
V&A, Cromwell Road, London SW7 2RL
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mEmBERS’ BOOkS By fRaNk ORthBaNDt

Excalibur
by Anne-Marie Glasheen
56 pp, 7x7in, self-published (Blurb)
blurb.co.uk/b/3761903

Many LIP members would have 
spent much of their creative and 
photographic pursuit through 
2012 contributing to the LIP-
organised London Villages Project, 
aiming to assemble a year-long 
photographic record leading up to 
the Olympic Games and focusing 
on London’s pluralism of commu-
nities, history, and architecture.

From the accompanying group 
exhibition and book document-
ing the results of these efforts, we 
know of the diverse approaches 
and photographic output the 
project generated, and Anne-
Marie’s publication is an extended 
document of her contribution to 
the LVP project. In it, she focuses 
on a community local to her which 
after a long period of stability is 
faced with unsettling changes and 
a threat of extinction: The Excali-
bur estate in Catford, south-east 
London.

This estate of prefab bunga-
lows was hastily built to address 
the acute housing shortage after 
WW2 and in 2012 faced demoli-
tion and replacement with new-
build housing as decided by the 
local council (after consultation 
with the estate’s residents). 

Anne-Marie worked under 
time pressure against the immi-
nent demolition, taking a very 
personal approach by focusing 
on three long-term residents, one 
having lived there since its crea-
tion in 1945. Their individual 
stories are used as an introduc-
tion to the estate, personalising 
the topic, moving away from the 
building itself and its imminent 

What Remains
by Sam Tanner
88pp, 8x10in, self-published (Blurb)
blurb.co.uk/b/3669109

Exploring aspects of London’s 
Jewish history and legacy, Sam 
Tanner visited the city’s East End 
for his latest self-published book 
What Remains, where he presents 
a collection of images shot in the 
late 90s, however only recently 
edited and published.

Once a destination for Jewish 
immigrants building a thriving 
community that characterised 
the life in the area, by the end of 
the last century they had largely 
moved on. What Remains - the 
title of the book - is equally ques-
tion and answer. 

Sam’s work is separated into 
distinct chapters concentrat-
ing on various aspects of what 
remains of the Jewish community 
such as buildings, the synagogue, 
institutions and organised social 
gatherings. In his introductory 

‘She focuses on a 
community which 
after a long period 
of stability is faced 
with unsettling 
changes and a 
threat of extinction: 
the Excalibur estate, 
built to address 
housing shortage 
after WW2’

comments he describes his feeling 
of ‘already being too late’. Many 
of the area’s buildings and shops 
had already been converted for 
alternative use, with only hidden 
signs indicating their previous 
residents, while the community 
had shrunk and consisted of the 
elderly. 

Sam approached this topic 
with a mix of curiosity and 
compassion, however also work-
ing through it with the rigour of 
a chronist. If you have followed 
Sam’s previously published work, 
his fLIP submissions and contri-
butions to the annual LIP exhibi-
tion, you will recognise in these 
earlier images his developing 
and later accomplished style of 
the situational portrait, how he 
seemingly casually captures his 
subject’s gestures, their interac-
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‘He approached 
this topic with a 
mix of curiosity and 
compassion, also 
working through it 
with the rigour of a 
chronist’

This is a marvelous offering by 
Tangerine Press, the South London 
based publishing and bookbind-
ing outlet led by Michael Curran, 
also serving here as editor and art 
director. In their select back cata-
logue, Tangerine Press focuses 
predominately on literature and 
poetry, supporting avant-garde, 
local and out of print writers 
since its foundation in 2006.

Limited to 100 hardback and 
handmade copies, ‘WUD’ is the 
publisher’s first foray into photo-
books, which nevertheless keeps 
its literature connection as four 
selected photographers contrib-
ute individual series of works 
inspired by Russell Hoban’s post 
apocalyptic novel Riddley Walker.

In the novel, the Kentish geog-
raphy of woods, fields, and coast-
line serves as background and 
setting of a post-nuclear society 
attempting to redefine society, 
meaning and order, which in turn 
form the core inspiration of the 
presented work.

Contributing photographers 
are LIP member Jonathan Illing-
worth, German born Alexander 
Binder, US-based Grant Willing 
and London-based Ellie Davies. 
Each have developed a very 
individual narrative and visual 
language starting from a common 
source, drawing on multiple expe-
riences and techniques, and each 
have been given separate chapters 
to present their work.

We are offered an interpreta-
tion of the harsh post apocalyp-

tic environment with low-fi black 
and white images, dark skies and 
nature in a nuclear glow, where 
faceless inhabitants meander 
aimlessly. Other contributions 
focus on the symbolism of nature, 
concentrating on form, light and 
structure of the woods depicting 
the human aspect only by using 
tools and craft. The overarching 
atmosphere of the work is haunt-
ing, disorientating, transient and 
unsettling.

The underlying concept of 
presenting nature is as simple on a 
literal level as it becomes complex 
in the context of the literary 
dimension. The primary setting 
of scenery becomes intertwined 
with the seemingly misguided and 
disorientated inhabitants, leading 
to the essence of the book: Nature 
will follow its own course, stub-
bornly independent, whereas our 
own relationship depends on the 
extra dimension of our under-
standing and interaction with the 
natural environment.

In an ever growing market 
of self-published photobooks, 
which are often eloquent and 
self conscious, over-designed 
and under-edited, it is illuminat-
ing to discover such a great book, 
designed with consideration, 
care and craftsmanship to create 
a beautiful object unified in its 
appearance and content.

WUD: Four Walks in the 
Fictional Woods
Alexander Binder, Grant Willing, 
Ellie Davies, Jonathan Illingworth
Edited by Michael Curran

160pp, 13x9in, £50.00
Published by Tangerine Press
www.eatmytangerine.com

destruction to concentrate on the 
human aspect and implications.

Her visual approach is unique 
and unexpected - we do not actu-
ally see the estate, its different 
buildings or architectural layout. 
Instead, and in line with her 
narrative, she presents close-ups, 
details and structures, decora-
tions, possessions and individual 
belongings, which she mixes like 
a puzzle and presents as splin-
ters. Her technique preempts the 
deconstruction of the place, and 
by focusing on human elements 
her visual snippets symbolize the 
dislocation, danger and helpless-
ness felt by many residents, hence 
creating a very uncomfortable 
sense of the place. This atmos-
phere is enhanced by her use of 
grainy black and white images, 
subject to uncompromising crop-
ping.

Anne-Marie’s background is 
in the field of writing and poetry 
and she has applied some of her 
literary techniques to create the 
narrative of this work, which she 
describes as a ‘visual poem’. This 
genre-crossing approach certainly 
makes for an interesting contribu-
tion to the LVP project.

tions and surroundings.
This early body of work also 

contains Sam’s key motifs further 
explored in his later work - 
belonging, ageing and identity - as 
with this personal project he ulti-
mately explores his own Jewish 
family roots.
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‘I was astonished 
to see such an 
autobiographical 
recollection of 
Griffin’s life in 
relation to his 
work’

The Black Kingdom
by Brian Griffin
Published by Dewi Lewis
www.dewilewispublishing.com
£35

Easter and Oak Trees
by Bertien van Manen
Published by Mack
www.mackbooks.co.uk
£25

The protagonists in this wonder-
ful book are members and friends 
of Bertien van Manen’s family - 
mostly her children on holidays in 
the Netherlands between 1970-80. 
Easter and Oak Trees is a veritable 
visual treasure hunt full of inter-
woven playful snapshot moments 
interspersed with posed images of 
varying formality.

Taken from an archive of 
photographs, brought to Manen’s 
attention by her son, these black 
and white images remind us of a 
more carefree time before mobile 
phones and the Internet. As cast 

It could be said that all mono-
graphs are intrinsically personal 
documents of the photographer 
themselves – an artistic impression 
of their own sensibilities if you 
will. However, as with any kind of 
manifestation of one’s ideas and 

of characters dance, laugh, scowl, 
smirk, smoke and smile – they are 
occasionally interrupted by the 
presence of a blue sticker, ink stain 
or pen mark. We are then brought 
into a decision making process 
possibly taken years or moments 
ago, as images are perhaps chosen 
for consideration. This further 
enhances the notion of reflection 
upon the pictures’ importance in 
the past, present or future. 

There is a blithe simplicity to 
this diminutive book, quietly and 
unapologetically giving no indi-
cators to the details behind the 
images, just open-ended questions 
of an intimacy with the past. This 
is a charming collection that I find 
myself going back to again and 
again, trying to construct my own 
truths and stories around. I chal-
lenge you to try not to do the same.

work is not spoilt by explaining 
the origins of inspiration or reac-
tion to his situation at the time of 
making the photographs. They still 
retain power and mystery - I would 
go as far as to say that they benefit 
greatly from the candid, discur-
sive nature of this book. In bring-
ing the viewer nearer to the work 
both aesthetically and metaphori-
cally we can place the emphasis on 
enjoying it on a much deeper level. 
Describing the images in this book 
would be a futile exercise when 
there is so much more here on 
offer. Griffin’s work is wonderful - 
that goes without saying - and this 
book is simply a must-have. Go and 
get it before it sells out! 

self expression there is a masking 
of reality through interpretation. 
Unpicking the clues, philosophies, 
opinions and aesthetics of a work 
of art is part of the fascination 
that has held our gaze for centu-
ries. We often learn in retrospect, 
or through information presented 
with a work, more about the crea-
tor of it when it is displayed. In 
order to gain a closer connection 
to the work sometimes research is 
needed. Nonetheless, despite this 
it is rare to really be given the full 
picture by the artists themselves 
in any kind of detail. An interview 
here, a review there, or a mono-
graph compiled of their work is as 
close as we can get.

So it was with absolute delight 
that I opened the pages of Black 
Kingdom, and was astonished to 
see such an open, autobiographical 
recollection of Griffin’s life in rela-
tion to his work. This book is truly 
a classic and should be on every 
photobook collector’s shelf. To have 
images from his personal archive 
of family photographs weaved 
through the book alongside a retro-
spective of his work throughout his 
life with a first person narrative, 
takes the monograph to a new level 
of intimacy. The complexity of his 



FLIP  65

BACKFLIP

By LauRa NOBLE

Strangers in the light
by Catherine Balet
Published by Steidl
www.steidlville.com
£30

Return to Sender
by Sipke Visser
Published by Sipke Visser
Available at Claire de Rouen, Soho 
or online from Sipke:
www.sipkevisser.nl
£35

Again, long before the Internet and 
smart phone we had to communi-
cate with each other via landlines 
and post. As an avid letter writer 
myself I was overjoyed to discover 
this book combining many of my 
own favourite pastimes, photogra-
phy, writing, communication and 
response. The premise of the book 
is simple: Sipke Visser took many 
photographs then sent copies 
of them to random strangers all 

In contemporary life, getting close 
to one’s friends and family can be 
a more technical affair than ever 
before. Distance does not have to 
hinder our ability to connect to one 
another in the same way as it once 
did. Although we my not be physi-
cally close we are now visually in 
contact through the Internet using 
our phones, tablets and computers 
to talk face to face. The light which 
these devices emit illuminates the 
faces of those using them, creating 
a tableaux akin to allegoric paint-
ings from eras long ago. 

This poetic irony was not lost 
on Catherine Balet who saw the 
revelation of such an occurrence 
when she observed a couple posing 
for a photograph taken with a 
mobile phone whilst standing in 
the moonlight on a beach. The flash 
is isolated due to it size thus creat-
ing a strange effect to the already 
ambient lit scene. Her interest in 
this phenomenon led her to explore 
notions of communication and 
relationships via technology we 
now take for granted, in an attempt 
to conjure up her own imagery and 
reveal something about the stran-
gers she photographed, often all 
using devices whilst in a room 
together. The photographic conse-
quences in this book remind us to 
remember to – please forgive my 
own musical pun here - ‘love the 
ones your with’.

across the UK with a short letter 
asking them to respond to the 
picture or just to tell him some-
thing about themselves and post it 
back with the sae he enclosed. 

Many of course did noth-
ing, but some did respond 
with personal stories and little 
comments on the photographs, 
which are revealing, bizarre and in 
some cases hysterically funny. My 
favourite by far is the reply that 
simply says, “I’m afraid I could 
not accept pictures of Boxing” to 
which Visser responds by send-
ing an alternative photograph of a 
forest. This time there is no reply. 

Each posted reply is given 
equal billing to the images, result-
ing in a heavy volume of over 500 
pages. The scans of each reply with 
its envelope and all the pictures 
sent out, give a real physicality to 
the book, rather than just a smartly 
designed ‘neatened up’ version of 
the project. The design is simple 
and lets the humanity of the hand-
written words emote the gestures 
of their authors beautifully.

This wonderful project began 
in late 2008 and although it is now 
complete it has another incarna-
tion in the form of a beautiful 
book. It is a perfect book to have 
on display for friends and stran-
gers to pick up and find their own 
favourite moments in. I guaran-
tee it will be a talking point and 
perfect for starting up numerous 
fascinating conversations, try it!  
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Turning Point
A series of incidents and opportunities

Naoshima, Japan, 2008
by Andrew Youngson

N
aoshima is a small 
island off Japan in the 
Seto Inland Sea where, 
in 2008, I took a photo-
graph that changed my 

approach to photography.
Up until this point my interests 

had been predominantly with docu-
mentary and street photography. I 
saw the camera as a kind of pass-
port: a device that allowed me to 
gain access to other people’s lives 
and experience. I was particularly 

‘ In Japanese 
language this 
character 間 has 
multiple readings 
and meanings 
that pertain to 
both time and 
space’

drawn to the street, attracted by 
its vitality and human interaction; 
but whereas I viewed it more as a 
medium than a subject – an arena 
where one could engage with life 
– I found myself constantly asking 
the same two questions: who were 
these people and what did photo-
graphing them mean to me?

In contrast to much of my pre-
vious work, 間Aida – the book to 
which this photograph belongs – 
contains neither people nor narra-

tive. The subject in each photograph 
is the same: the space between 
Japanese houses. Each image acts 
as a motif, the meditative nature 
of which promotes homogeneity, 
diverting attention away from com-
posite parts and towards the work 
as a whole. Furthermore, the title 
that I adopted played a vital role 
in guiding the work conceptually, 
allowing me to visualise a blueprint 
for the project from the very begin-
ning. In simple terms ‘間’ means 
‘inbetween’ but in Japanese lan-
guage this character has multiple 
readings and meanings, depending 
on context, that pertain to both time 
and space. This ambiguity is key to 
appreciating elements of the Japa-
nese consciousness and something 
that I wanted to reflect.

In taking this photograph of 
the space between two houses I 
quite literally turned away from the 
street. Although perhaps something 
of a happy accident, as I began to 
understand its significance this 
photograph became the first step 
onto a new path. In the weeks that 
followed I used these overlooked 
spaces to make a series of photo-
graphs ostensibly on the subject of 
‘nothingness’, yet at the same time I 
felt as if I were projecting onto them 
an inner landscape or self-portrait. 
The liminality of this space may 
be characterised as a fault line or 
no man’s land – transformative yet 
inhospitable – but nevertheless, it 
was for me a point of departure.
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adrian Capps is a London-based photographer 
and freelance graphic designer.  
info@adriancapps.com 
andrew youngson is a London-based 
photographer and writer. His second monograph 
間 Aida was published by Black Box Press in 2012. 
He is currently working with Bedouin communities 
affected by World War II landmines in Egypt’s 
Western Desert. www.andrewyoungson.com
andres pantoja is a Colombian photographer, 
artist and graphic designer based in London. His 
photographic work includes documentary, nature, 
portrait and street photography, and has been 
exhibited and published internationally, as well 
as being included in various public and private 
collections. www.andrespantoja.com / 
www.equipaje-vacio.blogspot.com
angelika Berndt has worked with the social 
movements and support organizations in Brazil for 
over 18 years and uses photography to create a 
lasting narrative about their life experiences. 
www.angelikaberndt.com
astrid Schulz, next to photography, is 
passionate about movies and cinema; occasionally 
she is working as a costume designer for film & TV. 
Not surprisingly, her photographs reflect her love 
for storytelling, transformation and magic reality. 
www.astridschulz.com
Caroline fraser is primarily a landscape 
photographer making abstracted images from 
nature. She has a studio in Rye, East Sussex and 
has exhibited in London and Tokyo. She gained 
a postgraduate certificate in photography from 
Central St Martins in 2011. 
www.carolinefraserimages.com
Duncan unsworth is a professional T.V. 
cameraman. He is also passionate about still 
photography in many of its forms including black 
and white landscapes, urban surfaces and still-life 
scanographs. www.duncanunsworth.com
Edward Bowman is a founder member 
LIP. Now on retirement, he graduated MA 
Photography from U. Derby and MA Media 
Art from U. Westminster. Suffers from an 
uncontrollable urge to photograph nothing in 
particular and is getting advice about this problem. 
www.edbowman.com
Eileen Rafferty is working towards a BA in 
Photography with the Open College of the Arts 
(OCA). She keeps a blog about learning points 
from her studies and other photography-related 
things she finds interesting. www.eileen-rafferty.com
frank Orthbandt www.frank-orthbandt.com
gerry atkinson is a photojournalist with 
a research interest in social documentary 
photography. She studied at Leicester University, 
the London College of Communication and has 
an MA in Photography from the University for 

the Creative Arts. Her work has been exhibited in 
solo and group shows in England, the Philippines 
and New Zealand. www.gerryatkinson.com
hamish Stewart is a London based 
photographer who explores how the urban 
landscape shapes and influences our experience of 
the city www.le-flaneur.co.uk
heather Shuker is a professional and creative 
arts photographer. She is a graduate of Central 
St Martins and has an MA in photography from 
the University of Brighton. Heather says: “As 
a photographer of ‘life’ and ‘happenings’, my 
approach is that of an unobserved observer – 
exploring interactions and gesture within the 
everyday to show and reveal people as they truly 
are.” www.heathershuker.co.uk
Jana Schlenkrich is a self-taught photographer 
who is using various photography techniques to 
explore topics of human interest in an intuitive 
way. jsopiktures.carbonmade.com 
Jonathan Davies is a London-based 
photographer who uses analogue and digital media. 
Current work explores serendipitous composition 
through temporality, memory and loss. MA Image 
and Communication (distinction), Goldsmiths. 
www.zamberwell.com
krystina Stimakovits Drawn from the 
peripheries of everyday surroundings, my images 
explore illusions of appearance and space via 
juxtapositions and degrees of abstraction; in 
between the transparent and the opaque, the 
gestural and bold, the strange and the familiar. 
Originally from Vienna, Austria, Krystina has 
adopted South London as her permanent home. 
She holds a BA Hons. in African and Asian Studies, 
and a BA Hons. in Fine Art. www.stima-images.com
Laura Noble is the Director of L A Noble 
Gallery in London. She is an artist, lecturer, and 
author of ‘The Art of Collecting Photography.’ 
www.lauraannnoble.com
mandy Barker is a photographer working in 
the UK. Her series SOUP involving plastic marine 
debris has received international recognition. 
Nominated for the Prix Pictet Award in 2012 and 
being awarded The RPS Environmental Bursary 
last year enabled her to sail across the Pacific 
Ocean as part of a plastic research expedition for 
her next project. www.mandy-barker.com
mark adams is a photographer and academic. 
His work has been exhibited internationally 
and has published in a number of journals on 
Photography. He has achieved a number of awards 
including the Chris Garnham Memorial Prize for 
Photography at the Royal College of Art where he 
received an MA in Visual Communication. He is 
currently represented by Millennium Images. 
www.markadamsimages.com 
mark tamer www.marktamer.co.uk

marta ivanova is photography and media artist, 
mainly interested in woman‘s theme and the 
ways of her body expression. By using video and 
photographic media in works, she creates a ‘thin’ 
intermediate layer, situations between HIM and 
HER. www.marrr.net
Nigel Jarvis www.nigeljarvis.co.uk 
peter Jennings studied Graphic Design and 
Photography at Portsmouth College of Art 1966-
69 and worked 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.

Ray higginbottom A graduate from U of 
Westminster and an associate member of the RPS, 
I taught photography in West London. I’ve had 
photographs in numerous group exhibitions in and 
around London and have self-published several 
books. I’m currently working on a project called 
‘Topographic Flora’, inspired by the work of Paul 
Kenny, in which I explore the surface of plants and 
flowers. www.zeebopimaging.co.uk
Roland Ramanan I first became seriously 
interested in photography when I decided to buy a 
dSLR for a trip to India in 2011.  The simultaneous 
discovery of “street photography” through the 
acquaintance of David Gibson had a transformative 
effect on my view of the world. I was bitten by the 
bug. www.flickr.com/rolandramanan
Stuart Robinson-marshall is a London based 
photographer that trained and worked as an 
illustrator and graphic designer before pursuing 
photography. His current work mainly focuses on 
our environment and our relationship with it. He 
has also undertaken portrait commissions and self 
published several photo books. www.stuartrm.co.uk
Susanna Suovalkama is a Finnish 
photographer, language teacher, hairdresser and 
an avid daydreamer, currently based in southern 
Spain after living in London for 11 years.  
www.flickr.com/susanna_suovalkama   
www.susannasuovalkama.com
tim topple lives and works in London. See 
glossormatt on flickr

tom Storr is an amateur photographer 
www.tomstorr.com
tom farmer is a freelance documentary and 
commercial photographer currently based in 
Cardiff. His work has been featured in a number 
of exhibitions including National Refugee week 
and been published by Square, LPV and SMBH 
Magazines. He was shortlisted for the Compass 
Photography Prize 2010. Tom completed a degree 
in Documentary Photography at the University of 
Wales, Newport (2007). He is currently working 
on a number of long-term documentary projects. 
www.tomfarmerphotography.com
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