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I
ncidental: ‘happening in connection with or 
resulting from something more important; 
casual or fortuitous.’ 

This theme is an adventurous one to explore. 
Some of those contemplating the concept had 
the brilliant revelation that much of what we 

encounter in life is incidental. “Life is what happens 
to you while you’re busy making other plans.” It’s 
about the in-between moments when a squeak of 
light catches your eye and you pause to look. It’s 
random and subliminal, often plain and banal. 
When we begin to scrutinise the incidental and 
focus intently on something completely simple, 
suddenly interesting ideas present themselves for 
further artistic exploration. Seemingly minor events 
are escalated into full-blown dramas. That’s what 
each of our contributors has exposed here.

I’m also excited to present an interview with 
Christian Patterson; his ability to craft an engaging 
experience surrounding his photography is totally 
inspiring.

For members of London Independent 
Photography who have been around since its 
beginning, it must be difficult to believe that the 
group is celebrating 25 years of existence! We are 
proud to have come all this way, and will present 
our 25th Annual Exhibition at the Strand Gallery 
from 22 October - 3 November 2013. All members 
are invited to submit their photographs - see page 
56 for the details.

Now that my time as editor of fLIP magazine 
comes to an end after nearly four years, I look 
forward to passing the baton along to someone with 
a grand vision and who is full of creative energy, 
to take this publication forward with tremendous 
enthusiasm. A strong editor will find stimulating 
new ways to present the wide variety of imagery 
that comes from members’ submissions, and 
respect the aim of supporting photographers at 
all levels who are inspired to use photography as 
a medium for self-expression. It is their creativity 
and effort that make this magazine so unique. 

For each of the 11 issues of fLIP that I’ve 
produced, the greatest feeling of achievement for 
me has always come at the moment of clicking the 
‘print’ button. It once happened on a speeding train 
bound for Derby for the Format Festival! At that 
point there’s nothing more that I can do, and once 
it arrives in your hands it’s up to you to bring your 
perspective, as an active participant. 

With very best wishes!

Tiffany Jones
editors@londonphotography.org.uk

Letter from 
Swanscombe
by Peter Luck

Editor’s note

I 
think it was late in 2005 that I decided to take a 
walk from Greenhithe, on the south bank of the 
Thames below London, to Gravesend a few miles 
downriver. The walk was utterly deflected by my 
fascination with Greenhithe itself and the then 
unfamiliar expanse of the lower river. I arrived at 

the edge of the Swanscombe Marsh, where a wrecked 
car seemed like a warning; no accident but obviously 
sledge-hammered. I went no further.

Slowly, I made returns to the marsh, finding 
new ways into it and discovering traces of the now 
defunct cement industry: a pier, disused workshops, 
the floor plates of demolished buildings, stray 
lengths of railway track - and several generations 
of landfill. The site was overgrown with vegetation. 
Visits continued off and on, until last summer when 
the industrial survivals seemed to answer to the call 
of the Central London satellite group’s exhibition 
theme, at which point my visits became more 
frequent and more purposeful. The landscape was 
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LETTER FROM...

‘One day my usual route onto 
the marsh was barred by a 
gate and a security man who 
directed me towards a different 
path. Half way along the path 
I met a second security man... 
Something was up.’

also very compatible with the format of my newly 
bought Xpan camera.

One day my usual route onto the marsh was 
barred by a gate and a security man who directed me 
towards a different path. Half way along the path I 
met a second security man guarding a gate, normally 
closed but now open. He explained that the changes 
were due to the land now being owned by Lafarge, 
though I knew they had owned it for years. While we 
talked a large car full of ‘suits’ came slowly down the 
track and over the next landfill hillock. “Lafarge?” I 
asked. He nodded. Something was up. 

Soon after, the news broke: a theme park based 
on Paramount blockbuster movies was planned. 
This would take most of the marsh peninsula and 
beyond, require the ground level to be raised - 
and so obliterate the marsh. It would also provide 
27,000 jobs, said the promoters. The local planning 
authorities appeared to love it - no surprise in a 
depressed area - but such marginal lands become 
semi-wild places, quiet zones, escape zones. They 
have a value of their own.

Trips to Brighton for discussions in the Photo-
Biennial triggered an idea which I put to the Crossing 
Lines group: a number of photographers would each 
record the marsh in their own way according to their 
own concerns, and so demonstrate that the marsh 
is no blank slate but a place rich enough to call 
forth a variety of responses. In parallel we would 
investigate its history, how it came to be as it is, and 
the proposals for its future. 

And that is what fifteen of us are now doing. 
Except for one photo/text collaboration, we are not 
working in close liaison but, at a half-way meeting 

in April we each showed work produced to that time. 
It was intensely varied: BW and colour, analogue 
and digital, documentary and personal, fair weather 
and foul. The seasons are very marked in this place; 
the intense lushness and green of spring comes as a 
surprise after the harshness of winter. My own work, 
after a month-long hiatus, is now in progress again.

The photography comes to an end in late July, 
then we discuss, edit, curate, find places to show the 
work both in or near Swanscombe and in London, 
hoping to show in the first quarter of 2014. We are 
hoping that any showing we can make in the area 
will spark some local interest and response. Talks 
are underway. The whole project could open into 
further phases. We shall see.

The participants are Lesley Brew, Chris Burke, 
Trevor Crone, Keith Ellis, Denis Galvin, Simon Head, 
John Levett, Peter Luck, Ingrid Newton, Anthony 
Palmer, Jennifer Roberts, Nick Scammell, Mike 
Seaborne, Sabes Sugunasabesan and John Whitfield.

Swanscombe Marsh: reeds 12/03/2013
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my way

The tester shot
by Clare Bennett

I
magine a glowing white sterile background with 
only the studio light’s beam to keep you warm!

I work in a photography studio where the 
team’s goal is to photograph inanimate objects 
and people with the same agenda; to make them 
look good through the use of professional lighting 

set ups and expensive camera gear. I’m frequently 
asked to step in for light test shots, but to my disap-
pointment these images usually show me looking 
quite bored, with no make-up, under unflattering 
lights.

My initial response to these awful pictures was 
to dispose of them as quickly as possible, but realis-
ing they were challenging my perceptions of my own 
self-image, I started to collect them instead. I can’t 
help wondering whether they’re a harsh reality of 
how I actually look. If so, should I make an effort 
to paint myself in a more attractive/positive light? I 
began to think more about the ‘tester’ shot before the 
‘actual’ shot and how people can change once they 
know it’s just a test. They don’t try so hard to put 
their best side forward. “Oh are we shooting for real 
now? I thought we were just testing,” is a statement 
I’ve often heard.

The dreaded studio portrait can fill any sitter 
with immense fear, it’s just you stood in the open 
with not even a wall to lean against. Suddenly your 
own stance feels very uncomfortable and the confi-
dent person you’ve done so well to portray can feel 
quashed by a camera lens, which feels more like a 
telescope staring directly into your mental trail of 
thought Will this image strip me bare as if standing 
here completely naked? A big gulp and quick word 
with yourself - this is your chance to shine, as if 
this very image will define you as a person. And then 
comes the very disheartening viewing of the images. 

Over time, I’ve grown tired of the technically 
perfect shot that shows no hint of the photographer’s 
personal style or identity – and is marked with the 
generic stamp of the ‘studio photograph’. In such a 
technically regimented and contrived space, it’s easy 
to forget or overlook those intimate moments of acci-
dental beauty that have far more to say!

If we were to look at photographs as art then 
what would the ‘tester’ shot say beyond the ‘actual’ 
shot? Would it reveal the real person, insecurities 
and all? A more relaxed abdominal area and posture? 
Would the confident stance and forced smile be 
replaced by that in-between moment, while the 
photographer is distracted by getting the right light 
and correct f-stop, during a missed sync between the 
light and the shutter? In fact, the tester shot would 
have far more levels of interest than the actual shot 
– but would never make it to the final edit.

I wonder if I have forgotten to just look, to go 
with a moment, to observe and think about what an 
image can portray instead of forcing it to say some-
thing. I’ve decided I’m going to look at the images 
that I’ve ‘got wrong’ or felt embarrassed not to have 
deleted immediately because of what they might 
say about me as a photographer. These overlooked 
pauses often reveal the sitter’s more relaxed, care-
free self, a short break from being the thought-out 
version of themselves. Simply because the images 
will be quickly deleted, they think ‘who cares how 
I look or come across?’ Yet a slip of composure can 
result in an incidental masterpiece.

'My initial response to 
these awful pictures was to 
dispose of them as quickly 
as possible, but realising 
they were challenging my 
perceptions of my own 
self-image, I started to 
collect them instead'
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my way

A murder of 
crows
by Sabine Thoele

C
rows have long fascinated me. They 
are incredibly clever, being able to use 
tools and their environment to their 
advantage to get to food. In mythol-
ogy the crow is known as a soothsayer, 
because it is a carrion eater, also as 

a harbinger of death and as a cleanser. This, prob-
ably in combination with their dark feathers, often 
causes a strong dislike with people, which in turn 
made me want to take a closer look at them. I set 
out to picture them in various situations. The photos 
show the magical quality that they possess, their 
beauty and elegance especially when in flight. It is 
easy to see why they conjure up various interpreta-
tions across so many cultures. 
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W
hen all the lights have gone 
out, when all the stars are 
hidden by clouds and the moon 
is yet to be born, there is the 
darkness of night. I call this 
‘dark light’ - the light you can 

feel but cannot see. It’s that feeling you get when you 
stare into a black abyss… when your fears, hopes 
and thoughts are all you can see and feel. It’s a world 
between sleep and being awake. This has been my 
world since I was a child. 

Standing on a beach and staring into total dark-
ness, if you stare long enough you will see the edge of 
the world. It’s this world that I wanted to visualise 
- not the light of spring and summer but the light of 
autumn and winter, when the world is ‘dying’. 

Those who know my previous night portfolios, 
The Night of The Hunter, will know they are images 
that deal with architectural space. This space is 
about the physical relationship of a world lit only 
by the ambient light of the moon. In continuing the 
series I wanted to explore ideas about another space 
- the psychological and emotional space of darkness. 
For this I needed to work in a world that is not obvi-
ously lit by the moon but a world that is clouded 
over, where the light has gone.

How each of us sees these images is very personal, 
and is revealed over time. I want you to feel them as 
much as see them. Minor White wrote of two worlds, 
the world above that dealt with permanence, of light 
shining through darkness-  and below, a world traf-
ficked by senses. Alfred Stieglitz produced a series 
of photographs of clouds he called Equivalents, the 
combination of seeing and feeling, abstract images 
intended to free the subject matter from literal trans-
lation. 

Dark Light
by Bill Jackson

>
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Unlike my previous explorations of architec-
tural space I did not want the light trails of stars to 
give the viewer reference points to where they are 
standing and their relationship with the physical 
world. To do this my nights must be very dark and 
clouded, but in saying that, because the exposures 
are over 20 minutes, the moving world we live in also 
reveals what we cannot see. I take comfort in the fact 
that none of my images can actually be seen at the 
moment of taking, but are revealed over time, and 
in a digital world of instant gratification I am not 
aware of what I have captured until I return to my 
studio. It’s more akin to the experience of working 
in a darkroom when you wait for that latent image 
to reveal itself.

I deliberately gave this series the title Anima 
Mundi, the Latin for ‘soul of the earth’, because I 
wanted to remove any connection with actual loca-
tions. My first journey into this work was when 
I was artist in residence at Caroline Wiseman’s 

<
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South Lookout Tower Project in Aldeburgh last year. 
Artists are invited to spend time in a very unique art 
space. While there I produced four large scale maps, 
Thema Mundi (map of the world), and as I worked 
through the night I stood on that beach, looking 
into the abyss and wanted to take it home with me. 
Anima Mundi was born.

All night-time exposures are about time. In 
explaining time or long exposures to an American 
film maker friend of mine I thought of Jean-Luc 
Goddard’s comment, “Photography is truth. The 
cinema is truth twenty-four times per second.”  If 
all photography is essentially documentary and if 
we relate to the world at 24 frames per second, then 
each one of my images is 28,400 frames. 

From the outset I wanted to work with images 
which had scale, which removed as much as possi-
ble the notion of a ‘frame’ around an object. These 
images are 40 inches x 40 inches and have more of 
a relationship with painting than photography. I 

must point out that I do not digitally manipulate 
these images any more than I would have done in the 
darkroom; they are, and always will be, documen-
tary photographs.

‘If all photography is 
essentially documentary 
and if we relate to the 
world at 24 frames per 
second, then each of my 
images is 28,400 frames’
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Mirror Mirror
A response to Cezanne
by Nicholas Cobb

T
his spring I was able to fulfil a long-held 
ambition to visit the sites in and around 
Aix-en-Provence where Paul Cezanne 
painted between 1890 and 1906. A fasci-
nation with his late work resurfaced last 
year and I had to see the actual land-

scape - above all, Mont Sainte-Victoire.
I don’t consider myself a landscape photogra-

pher and photographing the Provence countryside 
would not ordinarily interest me - but as the trip 
drew closer I wondered how, as an artist, I might 
respond to standing where ‘he’ had stood, taking in 
the motif. I wasn’t sure if I would take a camera at 
all and wondered if I could be content just ‘soaking 
up’ the experience. 

In the event I did take a camera, and also took 
a mirror into which I thought I might photograph 
the reflected landscape. However, it is no ordinary 
mirror. For one thing it is flexible and thus distorts 
shapes, both concave and convex. More interesting 
than that is the mirror’s iridescent surface. Dramatic 
colour changes occur as one tilts it at various angles 
(something like a soap bubble surface). I acquired it 
last year and in the late summer sunshine experi-
mented photographing into it within an expanse of 
sunflowers on Peckham Rye Common. I was struck 
by the double exposure, montage-like effects on top 

of the colour changes, which reminded me of James 
Welling’s wonderful ‘Glass House’ series using vari-
ous colour filters.

Arriving in Aix-en-Provence, my companions and 
I stood at the top of the hill in Les Lauves, just as 
Cezanne had all those years ago. Before us was the 
distant mountain, Sainte-Victoire. I could only see it 
mediated through Cezanne’s eyes; there could be no 
‘innocent eye’. I was only here because of Cezanne 
and I didn’t want to see it any other way. With just 
a wide-angle lens (10mm-20mm) I took no photo-
graphs, realising they would further diminish the 
mountain’s scale. I felt this would be an affront to 
its grandeur.

Back in the 1920s and 30s two devotees of 
Cezanne, Erle Loran and John Rewald, had sought 
out these locations and photographed them. Not 
having telephoto lenses, their pictures of the moun-
tain made it look small and faint in the atmos-
phere. Loran wrote how the photos helped one see 
how Cezanne remained faithful to much that was 
in front of him but could dramatically change the 
scale of distant things, for example Mont Sainte-
Victoire, for structural and emotive reasons. In his 
paintings, Sainte-Victoire does indeed loom large. 
I asked our companion, who lives in Aix, when the 
mountain might look clearer, free of the bluish >

'My companions and I 
stood at the top of the 
hill, just as Cezanne had all 
those years ago. Before us 
was the distant mountain, 
Sainte-Victoire. I could only 
see it mediated through 
Cezanne’s eyes...'
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aerial perspective so favoured by the Impression-
ist painters. She felt the best time for such clarity 
would be after a heavy downpour when the sun had 
come out. 

The art historian Richard Shiff, who has visited 
often, states, “My own experience in viewing Mont 
Sainte-Victoire is that it changes dramatically in 
apparent size, depending on the atmospheric condi-
tions.” How big did it look to Cezanne, who had 
grown up with it, intensely studied and climbed it 
throughout his life? I wasn’t there long enough to 
have an opinion.

I’d never expected or wanted to make images 
that looked like Cezanne paintings, mimicking their 
colour, texture or structure. A photograph is quite 
different to a painting. The camera has a fixed, 
single viewpoint, producing an image captured at 
maybe 1/1000sec compared with the possibility of 
months it might take to paint a canvas. In fact, what 
I had expected, and looked forward to, was that I’d 

<

'What I looked forward 
to was that I’d lose control 
- my technical ability and 
knowledge of composition 
would count for little, 
shooting into such a 
strange mirror.'
lose control; my technical ability and knowledge of 
composition would count for little as I tried to get 
any result out of shooting into such a strange mirror. 
And so it proved. Later that week I got a lot closer 
to Sainte-Victoire and took a number of interesting 
shots but they couldn’t express its scale. By then I 
was happy to look for other rewards that the mirror 
and lens offered.

The first location I photographed was the Jas de 
Bouffon, the family home of Cezanne, a large build-
ing with grounds now in the suburbs of Aix. The 
back garden is private but our tour guide allowed me 
ten minutes to photograph views I recognised from 
various times in Cezanne’s career. It wasn’t neces-
sary to be in the exact spot where Cezanne had set 
up his easel (after a hundred years things have not 
remained the same after all) but it felt important to be 
in the same sort of locations. The mirror was either 
held in one hand and photographed with the other or 
propped up against a wall or tree trunk, giving me a 
little more freedom to contort myself into a position 
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where some part of my arm or the lens wasn’t also 
in the shot. After awhile I stopped worrying about 
that and saw the advantages of including these addi-
tional strange shapes. The colour and shape distor-
tions began to fascinate me.

Bibemus Quarry, to the north-east of Aix was a 
similar guided tour and so I had to fall back behind 
the group as we were led around the wooded tracks. 
This enabled me to quickly take a photo with no one 
in it and catch up with the group before my absence 
had been noted. It didn’t work for long. Crouching 
down photographing deep into a shiny reflective bit 
of board drew unwelcome attention to myself on 
occasion, explained by my saying, “I’m an artist!” I 
tested the guide’s patience to the limit and apolo-
gised at the end, suggesting she look at the bizarre 
photos I had captured. She declined.

Cezanne had painted some of his most extraor-
dinary landscapes at Bibemus. An abandoned and 
remote place in his time, it still has a feel of that 
and I felt I was getting something of that drama into 
my photographs. The rock faces and contorted pines 
often gave my images a collage-like appearance. 
They had some of the grandeur that I couldn’t get 
from the mountain and made the quarry look prime-
val. I was utterly absorbed by the project and the 
emerging hallucinogenic imagery. I had no intention 
of changing my mind about only photographing into 
the mirror. Later I read Michael Hoog’s observation. 
Comparing the painting Mont Sainte-Victoire and 
the Chateau Noir with Rewald’s photo of the site, he 
says, “His picture gives the impression of nature at 
her beginnings, while the photographs of the same 
landscapes suggest the works of men, their conveni-
ences, their impending presence.”

On the hills later, the east wind blew so strongly 
that it was impossible to keep the mirror still. With 
my left hand I wrapped it around tree trunks but still 
it flapped adding further chance effects through its 
movement, my fingers captured on camera around 
the frame grasping it. Occasionally including myself, 
the camera and the mirror’s edge with a sliver of the 
‘actual’ landscape beyond was perhaps the equiva-
lent of tactile brushstrokes.

Later, the images had varying amounts of edit-
ing; some it suited, others not. One doesn’t like to 
see images that look ‘photoshopped’ – for instance, 
I didn’t want to photomontage an enlarged Mont 
Saint-Victoire. 

There were few occasions when I had time to stop 
and try a whole variety of possibilities with a given 
scene. On my next trip I’d like to see if I can get more 
out of the mirror, perhaps using other lenses and 
a polarising filter to cut through the summer haze. 
Can the mirror be made convex, to enlarge the moun-
tain with a blurred foreground/ sharp background 
- to evoke Meyer Shapiro’s term for it, ‘a primitive 
emotional perspective’ – distant objects that grow 
larger in focus? I shall return.
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Untitled, 
Barbican
by Anthony Carr

T
he crime scene aesthetic, and its clues 
and traces are themes that often appear 
within my photographic practice. They 
conjure up ideas of investigating… of 
trying to discover something unexpected 
in an image.

Growing up watching TV shows like Crimewatch 
has put us, the public, very much in the position of 
police detective, helping to unravel or solve some 
horrific crime. During my college years, I was very 
inspired by these and by David Hemmings’ character 
in the 1966 film Blowup, which led to a fascination 
with endlessly zooming, selecting and cropping my 
photographs, searching for the tiniest grainy detail 
- and making choices about the significance of one 
area over another. 

A series of photographs I made soon after leav-
ing college probably best demonstrates this facet of 
my character. I was given permission to undertake a 
site-specific project at the Barbican Centre, London, 
documenting this Brutalist environment and culmi-
nating in an exhibition at the Barbican Library. The 
Barbican had always interested me, with its distinc-
tive architecture, encompassing concrete pedestrian 
under-passes, dark corridors, hidden nooks and 
forgotten chambers. The grainy black and white 
photographs which emerged from my explorations 
into these public and private, familiar and some-
times unfamiliar urban surroundings, suggested a 
somewhat sinister narrative. I decided that rather 
than simply show the images in a traditional sense, 
framed and hung in the library, I wanted to invite 
viewers to participate in the investigative process. 

Visitors to the library exhibition were given the 
opportunity and actively encouraged to take part in 

a pseudo investigation by sifting through a box of 
the photographs I’d taken and viewing them using 
a CCTV machine. Similar to a microfiche reader, 
this largely redundant and old fashioned machine 
provided the means to magnify and scrutinise the 
contents of the box. During their perusing, the visi-
tors were encouraged to write, draw, mark, circle and 
highlight their thoughts on the actual photographs. 
Each participant responded as though they were 
an officer working on a case, deciding, for example, 
which areas they felt needed further attention, who 
they thought looked suspicious, which image from 
a contact print required further enlarging or which 
small detail might be important. 

This reflective process emulated my thoughts 
on my own photographs at that time. I’d look at my 
work and photography in general and wonder what 
could be hidden in the background. What lies on 
the periphery? If there are people, who are they and 
what are they doing? What could be the significance 
of something, somewhere, or someone? 

By the end of the exhibition the box of photo-
graphs had become a visual diary of the thought 

‘Each participant 
responded as an officer 
working on a case... 
deciding who they thought 
looked suspicious’
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‘Once marked, the carrying 
of a suitcase has added 
implication, the passing of 
two strangers becomes a 
potential incident’

processes of all the participants. There were some 
interesting and unexpected interventions from my 
anonymous collaborators. I knew at this point that 
I wanted their efforts to be more widely appreci-
ated and not just another collection left in a box, and 
for the images to develop further, using one more 
level of progression. Sifting through the material, 
I re-cropped and reworked areas from the photo-
graphs (and their additions) that resonated most 
with my original vision, enlarging the majority 
of the photographs, which had been kept deliber-
ately small to encourage magnifying by the public. 
However, simply recreating the participants’ marks 
and notes would be neither conceptually or visually 
interesting enough and something more was needed. 
And then I found my missing element…

The circle or ring is a common motif in refer-
ence to surveillance footage and investigative police 
work. It’s often used on Crimewatch as a means of 

protecting the identity of an individual, or as a way 
of highlighting an important detail in an image or 
ringing around a potential suspect. Having adopted 
this circular motif in previous works I felt I could 
incorporate it now to provide consistency in my prac-
tice. Preferring to produce things photographically 
where possible, my circular manipulations were all 
achieved using a traditional darkroom enlarger and 
simple masks, giving the ring outline its slightly 
uneven appearance. Enclosing my collaborators’ 
additions in a circle and blurring the remainder of 
the image thrusts these additions to the foreground.

Part crime fiction, part surveillance style docu-
mentation, the photographs and their additional 
marks somehow alter our impression of these spaces 
and situations. Innocuous places become loaded 
with sinister undertones and minor details gain 
significance. Once marked, a conversation between 
colleagues or the carrying of a suitcase has added 
implication, a flight of steps from a fire exit or the 
passing of two strangers becomes a potential inci-
dent. In their raw unaltered state, the photographs 
were brimming with narratives, with the sense of the 
drama only exaggerated by the combination of high-
lighting and blurring processes.

Now I had a series of photographs I believed had 
something to say, although it was nine years before 
I would exhibit them. In 2011 the series was selected 
as part of the inaugural Ways of Looking photogra-
phy festival, in Bradford – and until now that has 
been their only public outing. 

<



FLIP  21

FEATURE



22  FLIP

FEATURE

22  FLIP

Confession Letter, 2007 (Note: This is an excerpt) Charlie’s Bloody Ear, 2007

Shotgun Blast #2 2010
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Christian 
Patterson:
On the case
Interview by Tiffany Jones

S
etting out on a road trip to follow the trail of an infa-
mous American crime spree that took place 50 years 
earlier, Christian Patterson’s original intention was to 
revisit relevant sites and document the landscape. He 
soon realised that the real world had moved on and 
so changed his approach, taking facts from historical 

case research and using those as sparks for interpretive image 
making; leads for presenting this mysterious story in new visual 
ways. The resulting book, Redheaded Peckerwood, set the photo-
graphic world abuzz; an experiential object that compels its audi-
ence to take part in an investigation, trying to determine fact 
from fiction by navigating a series of Patterson’s illustrated clues. 
Now in its third edition, each follow-up book has added new 
material for consideration. This spring Patterson was awarded a 
coveted Guggenheim Fellowship, which means a new and highly 
anticipated project is in the works.

Could you talk a bit about your approach to photo-
graphing? Are you methodical from the outset 
concerning a project you want to create, the 
pictures you want to make? Or are you led more 
by intuition?
When I first began making photographs, I was 
anything but methodical. I was a wanderer, working 
intuitively, plucking moments from the real world. I 
still love that way of making photographs but over 
time I have become quite methodical. I like to work 
both ways, and different ideas call for different 
approaches. 

With a larger project like Redheaded Pecker-
wood, I start with a concept but the early stages 
of making the work involve a lot of experimenta-
tion and wandering. Then slowly, over time, I begin 
to identify certain layers, motifs and ideas to be 
explored and refined. 

Over ten years ago you went to Memphis to work 
with William Eggleston. How did that come about, 
and in what ways has that period influenced you?
I was interested in William Eggleston’s work so I 
flew to Memphis and visited the Eggleston Artis-
tic Trust. I became friends with Eggleston over the 
following year and eventually proposed that I move 
to Memphis to work as his archivist and assistant. 
Thankfully, he agreed. 

Memphis was a wonderful experience. I worked 
closely with Eggleston, had access to his archive 
and was intimately involved in the Trust’s work. >
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'I relished the isolation 
of Nebraska and the 
satisfaction that came 
with each of my detective 
discoveries'

I learned by observing a successful artist. I also 
spent my free time making my first a series of photo-
graphs, Sound Affects, which takes Memphis and its 
music as its muse.

I am proud of that work but it bears a certain 
influence. And as I became increasingly conscious of 
that influence, I decided to return to New York and 
begin making work that was completely my own. 
That is how I got started on Redheaded Peckerwood.

Redheaded Peckerwood is based on the crime story 
of Charles Starkweather and Caril Ann Fugate, a 
killing spree that happened more than 50 years 
ago and inspired a number of films including Natu-
ral Born Killers and Kalifornia. You have said that 
in addition to working as a photographer to create 
this body of work, you also worked as a detective. 
Could you tell about your experiences in chasing 
this story of the past, and the complexities you 
faced in telling your version of events, visually?
What initially attracted me to this work was its 
story; a true crime story involving the heavy themes 
of teenage angst, young love, confusion, panic and 
fear, escape, violence and death - and ultimately, 
the loss of innocence. It also involved travel through 

Day of Terror, 2007 Storm Cellar, 2008

<
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the vast, empty landscape of Nebraska in the dead 
of winter. I knew that it would be a difficult under-
taking, working 50 years after the original events of 
the story, completely after the fact, in an unfamiliar 
landscape, under harsh conditions.

But I needed this challenge, and I relished the 
isolation of Nebraska and the satisfaction that came 
with each of my detective discoveries. I researched 
the story intensely, revisited its crime scenes and 
other places of significance where possible, and 
searched for other traces of it that remained out there 
in the world. I met people along the way and found 
things that I never imagined I would find, includ-
ing personal belongings and pieces of evidence that 
were never recovered by the detectives who origi-
nally worked the case. All of this came as a chilling 
and thrilling surprise.

For five years, I spent between seven and ten 
days working in Nebraska. I carried with me long 
lists of visual ideas and obsessively followed every 
lead and chased after every idea. If an idea eluded me 
one year, I’d pick up the case and continue my chase 
the following year. Finally, if I couldn’t execute an 
idea in the field, I’d shine a light on it and interro-
gate it in my studio. And for the rest of those five 
years, I edited, re-edited and sequenced the work I 
had made, and continued my research and revised 
my lists.

The book is a reflection of this process. Its 
photographs, documents and objects are often 
highly specific and true to the story but are at other 
times highly interpretative and subjective. Oddly 
enough, I feel that all of my detective work brought 
more mystery back into the story. Not everything in 
Redheaded Peckerwood is what it may seem. What 
may appear to be old may be new. What may appear 
to be fact may (in fact) be fiction. 

House of Cards, 2010
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< Ultimately, I wanted the work to act as a more 
complex, enigmatic visual crime dossier — a mixed 
collection of cryptic clues, random facts and fictions 
that the viewer had to deal with on their own, to 
some extent. A certain amount of mystery was essen-
tial, as it is to any good crime story.

The case research involved must clearly have been 
time-consuming, but it’s interesting to hear the 
time you spent actually making photographs over 
those years was just a small fraction of your work 
overall. It does suggest your ideas were drilled 
down and focused before opening the shutter. 
Were there many dead ends in terms of ideas you 
photographed that didn’t get used in the book? Did 
you have strict editing criteria?
There were a few detours, dead ends and u-turns 
along the way, but that is often part of the process, 
and not an entirely bad thing – if you turn onto a 
random side street, you never know what you will 
find. But I continually reassessed my work and that 
helped me to maintain my focus.

I would not say that I had strict editing criteria, 
but I did always have a loose chronology and narra-
tive of the story in mind, and that helped. I also had 
a standard that each piece of the puzzle had to meet. 
I did not include a photograph, document or object 
unless it was strong enough to stand on its own.

Developing your ideas in a studio allows for that 
element of control, which can be so elusive when 
working within the real world. The approach also 
fits so well within the framework of examining 
evidence. Did you specifically set up your studio as 
a need in response to your investigations? 
I began working in the studio for two reasons. First, 
there were specific visual ideas that I was not able 

Charlie’s Boots, 2010

Bloody Snow, 2008
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to execute in the field and so I had to try to deal 
with them in the studio. Second, there were objects 
that were best dealt with as objects unto them-
selves, and not as pieces of a larger scene – and yes, 
this approach related well to the idea of pieces of 
evidence related to the crimes.

With the massive success of Redheaded Pecker-
wood, you seem to have invested an incredible 
amount of energy in furthering the work over 
several years, long after your investigative pursuit 
came to an end and all the pictures were made. It 
must involve a lot of hard work beyond just being 
a photographer! Can you describe some of what is 
entailed in continuously promoting a completed 
project, while also trying to move on with photo-
graphing new and ongoing series?
I painstakingly produced this work over a long, five-
year period so there was some advance awareness of 
the work I was making and perhaps some anticipa-
tion for seeing it. The book debuted at Paris Photo 
and received a great response; everything else took 
off from there. I think a lot of the work’s success has 
occurred organically and through word-of-mouth.

I am also very fortunate to have made my 

You Can’t Run Away from Anything, 2011

'I wanted the work to act 
as a complex, enigmatic  
visual crime dossier - a 
collection of cryptic clues, 
random facts and fictions...'
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'The new work will 
hopefully adventurously 
expand on the multifaceted 
approach I began to 
develop with Redheaded 
Peckerwood' 
<

Broken-Down Door, 2006 Stuffed Toy Poodle, 2010

book with MACK, a publisher who makes intel-
lectually challenging books with some of today’s 
strongest photographic artists. I think people look 
to MACK for challenging and stimulating work and 
anticipate their new titles. I also work with galler-
ies who share and support my vision for my work in 
exhibition form. Each of these parties brings their 
experience, expertise and reputation to bear in shar-
ing and promoting my work.  

I have been very fortunate that Redheaded 
Peckerwood has been successful and well received. 
One thing that people never tell you is that if you 
are fortunate enough to achieve some success with 
your work, exhibitions, signings, artist talks and 
workshops can take up a lot of your time and make it 
challenging to have the necessary time to make new 
work. But we all make our work to share it with the 
world so I’m trying to take it all in stride and enjoy 
the experience. 

I recently received a Guggenheim Fellowship to 
pursue my next work; I am excited about that and it 
is encouraging me to direct more attention to making 
new work. 

Congratulations on your Guggenheim Fellowship! 
At this stage can you see ways that your new 
work may evolve; different approaches, methods 
or presentation mediums that appeal to you now? 
Thank you. The Guggenheim Fellowship is based in 
part on my previous work, and in part on new work 
that I’ve proposed, which I really can’t say too much 
about at this still very early stage. I will say that 
the new work will deal with a completely different 
subject matter, weave together several different 
conceptual threads, apply and hopefully adven-
turously expand upon the multifaceted approach I 
began to develop with Redheaded Peckerwood.

The upcoming booklet Bottom of the Lake is based 
in Fond du Lac, and you state that its purpose is to 
‘present an honest and clear picture’ of this pros-
perous section of Wisconsin. Are you just a visitor 
to the area? How is it possible to represent what 
is ‘honest and clear’ if you are in essence just pass-
ing through a place? 
I was born and raised in Fond du Lac, Wisconsin, a 
small town with a name that is French for ‘bottom 
of the lake.’ 

Since Redheaded Peckerwood came out I have 
been invited by a few publishers to make a new book, 
but I do not have any work that I consider ready for 
publishing. One of those publishers, Paul Schiek of 
TBW Books, coincidentally also grew up in Fond du 
Lac, though we did not meet until we both left home 
– I moved to New York and Paul moved to Oakland. 

I decided to return to Fond du Lac and inves-
tigate the possibility of making new work for the 
book, and a series of fortunate coincidences led me 
to discover a few overlapping conceptual and visual 
threads to explore. The text on my website is appro-
priated from a document I discovered in a historical 
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Shit from Shinola, 2010 Images © Christian Patterson, courtesy MACK / mackbooks.co.uk

archive in Fond du Lac – a small pamphlet introduc-
ing the town to outsiders. I like the ridiculously seri-
ous tone it attempts to convey, but the work I made 
is not meant to be taken too seriously.

Making work in one’s hometown is a photo-
graphic cliché – a trope or common and overused 
theme or device. I was very mindful of this and feel 
that the thematic layers and visual threads in this 
book are enigmatic and unexpected enough to vali-
date the work. 

It is a series of photographs, documents and 
objects that explores overlapping themes in a multi-
faceted way. It has been nice to have a smaller 
project to work on, and with a deadline for making 
the work. In the end, I produced all of the work in the 
book in just one week. The book will be one of four 
books produced by four different artists for the next 
instalment of TBW Books’ ‘Subscription Series’ and 
I believe that it will be available in summer 2013.
www.christianpatterson.com
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The photograph that inspired me
by Karl Grupe

Portrait of Tim Sampsel, Carpenter (1974), Cris Strong

S
itting in a quiet section of the Central Saint 
Martins library, I think about the number of 
pictures that I must have seen in my life. I 
read the other day that to date the estimated 
number of photographs we have produced as 

a human race sits at around 3.5 trillion. In this post-
analogue age, where Facebook alone records uploads 
of around 300 million photos per day, we have 
pushed the turbo button. We are producing images 
at an alarming rate. Any user of Instagram or Flickr 
would know that along with each photo posted, 
there is an audience of people who will see and like 
it. This shift in the appreciation of imagery - a step-
ping away from an aristocracy of image makers to an 
uprising and celebration of the amateur - has made 
me reflect on my own journey over the years. 

My early beginnings were anchored in the 
rich colour and seamless storytelling of National 
Geographic, where the water was always warm with 
exotic sunscapes or images of the American midwest. 
William Albert Allard painted pictures with a colour 
that surpassed any amateur work. Here I floated in 
the calm, slow Kodachrome current until I bumped 
into something in the water that looked to be black 
and white. Elliott Erwitt. The humour in his dog 
images opened my eyes to looking into the everyday, 
the possibilities that were around us if our eyes were 
alive with the virility of sight. But as I got older the 
waters became more complicated to navigate. There 
were Newton’s big nudes, Nachtwey’s beautifully 
brutal, Arbus’ New York carnival, Eggleston’s magi-
cal banal, Graham’s visual poetry... and 3.5 trillion 
others to choose from.

It wasn’t until I returned home that a single 
image came to mind, one which has ‘served’ me year 
after year. This image, that I cut out of a magazine 
as a teenager has provided me with a focus – and has 
had the power to not only change my thinking but to 
shift my way of living. Our ‘relationship’ has lasted 
over twenty-five years.

Back then I placed it in a frame not knowing that 
it would sit on every desk of mine as I carried it from 
country to country, home to home as the years, rela-
tionships and careers have passed by. It has seen me 
through friends and family deaths, the carving out of 
a hobby into career and business, complete challeng-
ing triathlons - and pass through dark moments and 
be there for me in the light. Photographed by Cris 
Strong for the outdoor sportswear company Patago-
nia, the image is of a ruggedly handsome carpenter, 
Tim Sampsel, hand-finishing a wood kayak paddle. 
Captured in the pale dew of an early morning Colo-
rado light are his focused and weathered face, his 
oatmeal polar fleece jacket torn and stretched by 

‘This image that I cut out of 
a magazine as a teenager 
has provided me with a 
focus - and has had the 
power not only to change 
my way of thinking but to 
shift my way of living’ 
the elements and the fine wood dust powdering his 
workman’s hands. The image is accompanied by a 
quote from Goethe: “To live within limits, to want 
one thing, or a very few things, very much and love 
them dearly, cling to them, survey them from every 
angle, become one with them - that is what makes 
the poet, the artist, the human being.”

The pictures which now flow through this Face-
book/Instagram/iphoneography/everyone-is-a-
photographer society, create large waves and require 
quick adjustments to the sails. But this one image 
remains my ballast. Although I may travel through 
mighty currents and winds of speed and change, 
there is simplicity here in my background. A peace 
that follows after the wild ride. A quiet light. In this 
collaboration of text and image I am reminded of the 
value of tacit knowledge and craft, about the curios-
ity in the small stuff, taking time to change down a 
gear, to reflect and see. 

Back at the library a student sitting beside me 
stops in the midst of his research. His smartphone is 
buzzing. A friend has sent him a Facebook message. 
It’s a picture, a snapshot. Beside him is his pile of 
slick and trendy fashion, art and culture magazines. 
Droplets rain down into this 3.5 trillion image sea 
but for a moment it is this one snapshot, this one 
single image shot by a phone and emailed by a friend, 
that he feels on his skin. He laughs. And I smile.

karl Grupe started using photography to document projects while 
studying architecture in Canada and fell in love with the medium. He has 
since worn many hats including editor, talent scout, researcher, lecturer, 
curator, writer and photographer. Currently he is an Associate Lecturer 
at Central Saint Martins College of Art and Design and an MRes Design 
student at Goldsmiths College where he is researching how photogra-
phy and photo social media site Instagram are changing the vernacular of 
the personal image as non-professional image providers service brands 
through hashtagging.  www.karlgrupe.com/blog  /  Instagram: stuffcarlsees
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Theme Cover  CJ Crosland

2-4 Elizabeth Brown  Ancaster to Niagara; Niagara to Ancaster 
I hadn’t intended that these images I took on my trip to Niagara in 
December would be my key Canadian shots. It was very cold, -14C, 
the first snow of the season and it was dull and misty. I was carrying 
my new dSLR, but it was my little Canon G12 that I had in my 
hands as we drove to Niagara and back to Ancaster. The windows 
misted up and I sat wiping the fog away, taking shots of the passing 
landscape. When I got to Niagara I took photographs on my dSLR. 
On the way home in the twilight I took more shots and realised 
that these incidental images from the journey were much more 
atmospheric and what I wanted.
5-7 Jonathan Illingworth  The woodlands of SE London continue to 
fascinate and surprise me. Each different woodland I stumble upon, 
however humble its scattering of sticks, seems to unveil a small 
human history. In these particular woods that skirt alongside a roll 
call of south east London’s dead, exists a century and more of health 
and welfare history, respite, healing and care. Now their use has 
come to an end and the humans around the borders seem to exist 
according to nature, without intention and indifferent to the future.
8-10 Estelle Vincent  Seaford
11&12 CJ Crosland  There is the optical sense of the word 
‘incidental’, which relates to the way that natural light falls in a 
scene, and then there is ‘incidental music’, creating emotional 
undercurrents and mood in films and plays. I like to create pictures 
which have a strong sense of emotion, and using light and shadows 
is a powerful way to do that.
13&14 Tim Topple  Untitled, 2013
15 Eva Turrell  The Grease 
16 Lesley Bruce  from the series Passing through 
17-19 Richard Conolly  Untitled
20 Rashida Mangera  From the series Urban Graffiti. This delightful 
chance encounter of meeting and chatting with the security guard 
interacting with his environment was the highlight of a walking tour 
during the Urban Art Festival in Johannesburg, South Africa.
21-24 Mary Pritchard  From the series Pairs. I used the theme 
to explore the potential of photography to be about chance, fun, 
letting go of control, play and experiment. I took random images of 
things that caught my attention, using a very simple toy camera with 
a plastic lens. I set the camera to take photographs in pairs, but did 
not plan during shooting how the images would resonate with each 
other. The images are incidental to each other.  I cross-processed 

the film to increase the possibility of ‘happy accidents’ by reducing 
the colour palette. Obviously I had to wait to see how the pairs 
worked together until after the film was processed and the pairs in 
the series are as taken in camera.
25 Simon Butcher  Framed - As found at the side of the pavement, 
Kensal Rise
26 Przemek Polakiewicz  Incidental, what does it mean? Something 
fragile, happening in just a few seconds? In a dictionary I have picked 
a term corresponding to the subject: “INCIDENT (of light) falling 
on a surface.” Because light that falls on the camera sensor captures 
incident, I can conclude that is not too long a period.
27 Frank Orthbandt  Untitled
28 Eva Turrell  The Kiss
29 Simon Butcher  Red - We had just been to the Norman 
Parkinson exhibition at the National Theatre...
30 Craig Stevenson  Viña del Mar, Chile
31 Gordana Johnson  A Deserved Salute - It was difficult not to 
mix incidental with accidental: incidental in my mind was conceived 
as a detail, juxtaposition or gesture not noticed when the image 
was taken or thought to be irrelevant. However, after the image 
has been viewed, those details become prominent and change 
the mood or message of the image from that that was originally 
intended.
32 Jean Penders  Charity, City of London - The fact that I saw it and 
photographed the event made it Incidental.
33&34 Colin Boyd Shafer  from the series The People of Hongdae 
In Seoul, South Korea the ‘must go to area’ for youth subculture 
centered on art music fashion and partying is The Hongdae Area. 
This area around Hongik University is always busy, especially on 
weekends when the park fills with a flea market then turns into a 
huge live music festival at night. These portraits were taken over a 
two day period of dedicated effort of talking to strangers.
35 Karen Dixon  Skater Boy - I was practicing panning shots at the 
Winter Wonderland ice skating rink in Hyde Park when this boy 
skated into my frame. He was gone in the blink of an eye and this 
shot was completely incidental to my task, but it ended up being my 
favourite shot of the day. 

The theme for the next issue is ChArACTEr
www.londonphotography.org.uk/magazine/submit
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There’s something wonder-
ful about a simple land-
scape photo; very little 
going on, abstract even. 

They invite you into the frame 
but they’re not going to tart them-
selves to you.

Sometimes it’s hard to com-
prehend the scale of a landscape 
in a photograph, which is why 
photographers and painters often 
like to include something other 
than just the bare land. Something 
to give scale and focus, to stop you 
from sliding off the edge of the 
picture or from disappearing into 
the horizon. A rock, a tree, a fig-
ure, preferably in the foreground. 
The experience is the same when 
you’re actually in the landscape 
too. It’s really hard to judge scale, 
particularly in the mountains 
where things are much, much big-
ger than you realise - humblingly 
so. It’s certainly not the realm of 
human scale like we are familiar 
with in cities. A door is of human 
scale, and windows and build-
ings; their entrances are designed 
for us. Mountains are not. Some-
how you have the weight of the 
world on your shoulders when it’s 
built to your scale, but we become 
a lot less important in a massive 
landscape.

Out there somewhere, clinging 
to a rock, is a tiny 4mm wide ice-
aged flower, just waiting for a pol-
linator. The tiniest flowers seem 
to be the only inhabitants of these 
huge natural voids at higher alti-
tudes - them and the tiny insects 
that pollinate them. There’s some-

ArTICLEs

‘Being out-sized, 
it’s as though 
you’re let off the 
existential hook... 
our tracks seem 
so small hiding on 
the slopes of the 
mountain; little ant 
trails at the mercy 
of topography.’

Thoughts on 
scale in the 
high Pyrenees
by Tim Mitchell

thing giant about these miniscule 
flowers too, stoically holding on 
forever, from one ice age to the 
next. They are epic, even.

In the mountains there’s a 
meditative aspect to being out-
sized, it’s as though you are let off 
the existential hook. You’re cer-
tainly not the centre of attention, 
so you’re not responsible either, 
as you’re just an incidental speck 
in the vastness where nature 
reigns. Our tracks seem so small 
when you pick them out, hiding on 
the slopes of the mountain; little 
ant trails at the mercy of topogra-
phy. There you could be squished 
in an instant and it wouldn’t 
cause a ripple. On the other hand 
if you’re prepared and you behave 
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sensibly, you’ll hopefully get to 
simply enjoy being in that place, 
in that moment.

For 21 days in July 2011 that 
was my feeling as I walked along 
the spine of the High Pyrenees, 
and I’ve now made a photobook in 
an attempt to convey this. I joined 
my friend, David Lintern for 150 
miles of his 600 mile walk in aid 
of two charities; Soundmix and 
the John Muir Trust. I was there 
to raise additional funds for the 
charities, act as moral support 
and bring supplies for the trek 
between Lescun and Gavarnie, 
with a detour into the Ordessa 
Valley. We only came down once, 
on day 13, to re-supply in Cau-
terets. By this time human scale 

had become so unfamiliar and 
now seemed absurd. The result of 
man’s taming of nature appeared 
to me as a theme park. We live in 
the natural world but insist on 
sculpting it into a look-alike or 
caricature of itself, so that it is 
safer. Either that or we anthropo-
morphise it - again, nice and safe.

Up & Down the Pyrenees is 
my first little photobook; a 28 
page, staple-bound A5 paperback 
collaboration between a graphic 
designer (Brighten the Corners) 
and myself. The book was printed 
digitally using vegetable-based 
inks on 100% recycled paper in a 
limited edition of 100 copies by 
the world’s first zero-waste print-
ing company, Seacourt Ltd. 

For details and to buy the book go 
to www.timmitchell.co.uk
All profits from sales go to two 
charities: Soundmix & the John 
Muir Trust.
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ExposurE

London Independent photography 
25Th ANNuAL ExhIBITIoN 
CALL for ENTrIEs

The Annual Exhibition is a chance for 
LIP members to show recent photo-
graphic works to the public and to 
other members. We invite independ-
ent, established professionals from the 
photographic world (not LIP members), 
to ‘blind-select’ from all photographs 
submitted. These are hung in the Strand 
Gallery near Charing Cross in an exhibi-
tion that for two weeks is LIP’s face to 
the world.

To participate in this long-running cele-
bration of London Independent Photog-
raphy there are just a few things to do:

19 July - 10 August
Upload electronic copies of up to 6 
images you feel are compelling, original, 
and above all that you are passionate 
about. Register your details and pay £10 
entry fee (total)

Friday 16th August
Selectors tell us which images they would 
like to see as prints - two weeks later 
bring any prints requested to the drop-
off location in London, and a few days 
later the final choice of which prints will 
be exhibited is made by our selectors

Tuesday, 22nd October
The LIP 25th Annual Exhibition opens 
with a private view for all members, a 
chance for us to celebrate this milestone 
anniversary for our group as we continue 
to focus on photography as a means for 
personal expression

LIp ACTIvITIEs

We are committed to ensuring the 
selection process is as fair as possi-
ble. Sadly not everyone will succeed in 
having prints chosen, however selectors 
are subjective and change annually, so 
we encourage members to submit each 
year. Go on and show us your work!

Fees: £10 to submit your 6 images, then 
£15 for each print that is chosen to be 
hung. This is excellent value for partici-
pating in a professional exhibition in a 
West End gallery. 

For full details, dates and entry guide-
lines visit www.londonphotography.org.uk/
exhibitions/LIP25Annual

For any questions please check the website 
first and if you don’t find the answers 
you are looking for, contact our exhibi-
tion organiser Amanda Vincent-Rous: 
exhibitions@londonphotography.org.uk

sELECTors
As of press time, we are thrilled to have 
the following two selectors confirmed 
for this year’s 25th Annual Exhibition:

Francis Hodgson, photography writer 
for the Financial Times, is also a consult-
ant on various aspects of photogra-
phy to a wide roster of clients. He is 
a co-founder of the Prix Pictet, the 
world’s richest photographic prize, 
upon the executive of which he also sits. 
www.francishodgson.com

Colin Pantall is a journalist and photog-
rapher, and Visting Lecturer on Docu-
mentary Photography at the University 
of Newport. He writes on a wide range 
of subjects, and his work has appeared 
in publications including Time, The Inde-
pendent, Aperture Magazine, Photo-Eye 
and The British Journal of Photography. 
www.colinpantall.com

The satellite groups of LIP are currently 
involved in a consultation with the commit-
tee, as represented by Satellite Group Liai-
son Sabes Sugunasabesan and Programme 
Organiser Liz Brown, seeking contributions 
towards the development of LIP’s future 
activities. With the opportunity of our 
25th anniversary, and changes in person-
nel taking responsibility for the Annual 
Exhibition and magazine, it’s an ideal time 
to generate ideas for how LIP’s operations 
can be further improved.

LIP has been successful as a membership 
group for over 25 years, providing a space 
for photographers to come together. Its 
core ethos of encouraging, recognising and 

supporting personal photographic practice 
has been its strength throughout its life 
despite growth in membership, diversity of 
practices and technological change. 

LIP aims to design its activities to 
encompass different interests and levels of 
expertise; to provide a platform for devel-
oping skills through its events programme, 
and for gaining recognition through exhi-
bition and publication. A proposal for 
a conference is underway, with initial 
thoughts that it should focus on issues 
surrounding individual practice of photog-
raphers and how to further the potential 
for realising and executing personal vision. 

Satellite groups and individual members 

are invited to participate by expressing 
their views on the key activities of LIP, 
including: Events, workshops and talks; fLIP 
magazine; the Annual Exhibition; Commu-
nications and Website; Satellite Groups.

It is also important to remember that 
LIP depends wholly on member volun-
teers who contribute their time to keep 
the group going. Members are encour-
aged and welcome to come forward at any 
time with an interest in becoming more 
involved in organising activities.

If you would like to send us your ideas, 
we would really like to hear them. Please 
get in touch with Sabes Sugunasabesan at 
sabesrs@yahoo.co.uk
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Image by Michael Rodgers

‘It’s about how 
we represent the 
urban spaces that 
we walk according 
to what emotional, 
personal, historical, 
theoretical baggage 
we carry with us’

EvENTs hIGhLIGhTs

Round about the late nough-
ties if memory serves, I 
began attending the annual 
Urban Encounters Confer-

ence at Goldsmiths College. It 
was housed in a lecture theatre; 
the seats caused cramp in every 
organ between knees and neck. 
Note-taking through the pain, I 
got insights into stuff that took me 
beyond the potted palm and views 
through net curtains into realms 
of multiple John Bergers with 
multiple ‘Ways of Seeing’. (Fade to 
black).

Fast forward to 2013 and the 
annual bash has expanded into 
the Urban Photo Fest and for a few 
years now has found ample body 
room at Tate Britain. LIP has been 
involved in these encounters for 
some years; either as audience or 
as contributors. We are now part-
ners in the UPF alongside the Brit-
ish Library, the RPS, iAVU, Photo-
fusion, Fotosynthesis and others.

“What’s it all about Alfie?”
It’s about Visual Urbanism, 

defined by Paul Halliday and 
Rachel Jones as “an interdiscipli-
nary field of practice drawing on a 
wide range of approaches to repre-
senting and evoking urban spaces. 
Such practices may be variously 
described as documentary, fine 
art, ethnography or social science 
based, depending on their histori-
cal traditions and contexts, but 
they are all connected by an inten-
tion to make sense of, research and 

LIP partners 
with Urban 
Photo Fest
by John Levett

>

interact with urban life through 
lens-based media or other forms of 
visualisation.”

Read it a few times. It’s about 
how we represent the urban spaces 
that we walk according to what 
emotional, personal, historical, 
theoretical baggage we carry with 
us. If you think you don’t carry 
baggage then you’re kidding your-
self.

The theme of this year’s UPF 
is ‘Materiality’, which basically 
means the physical fabric of the 
urban environment. Most of us 
think in terms of the built archi-
tectural environment when we 
think of the urban fabric but it’s 
more than that. We can include 
landscape alongside architecture; 
found objects alongside surfaces; 
performances and the public space 

in which we act and dance; bound-
aries and prohibitions; rest and 
transit; use and abuse. All these 
things we try to represent with our 
own ‘truth’ and evoke the moment 
of being drawn to this space and 
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Mandy Williams, House #3

Image by Michael J Duke

Bill Jackson, Opscurum Spatio V

Night Contact London 
Fri 27 September 2013 
Gillett Square and surrounds 
Gillet Street, London N16 8JH

A one-night multimedia and photogra-
phy festival. As darkness begins to fall, 
indoor and outdoor projections will pop 
up across a range of venues in Dalston. 
Night Contact aims to bring together 
exciting and innovative photographic 
works that provoke or engage in conver-
sations with other media such as film, 
music and literature. Centred around 
Gillett Square, the festival extends to 
six satelllite venues, taking over streets, 
outdoor spaces, bars and music venues - 
each showing a programmed screen-
ing. This event is produced by Contact 
Editions. See www.nightcontact.co.uk
 
urban photo fest 
3-12 October 2013 
Various locations, London

LIP has partnered with UPF for this festi-
val, now in it’s second year. Events are 
organised in collaboration with partners 
throughout London, with contributions 
from photographers, artists, filmmakers 
and urban researchers. The theme is 
Urban Materiality, a concept embracing 
the physical fabric of the urban environ-
ment, with a programme including events 
featuring and facilitated by LIP members 
Hugh Look, John Levett, Michael Rodg-
ers, Nick Scammell, Peter Luck and 
Judith Jones. Also in collaboration, The 
Royal Photographic Society is hosting an 
open competition in advance with four 
themes: abstraction; architecture; objects; 
environment, at www.rps-upf.org. A full-
day conference will be on at Tate Britain, 
and a symposium held at the British 
Library. For full event details see 
www.urbanphotofest.org

EvENTs hIGhLIGhTs mEmBErs’ ExhIBITIoNs

< its quality by which we were 
aroused.

Members of LIP will be contrib-
uting to a number of UPF sessions 
this year. Peter Luck will be offer-
ing a guided-assisted detour of City 
East beginning at Fenchurch Street 
and winding eastwards through 
layers of urban history and present 
development. Hugh Look, Chair of 
LIP, will be introducing ‘Two Way 
Street’; addressing both the matter 
of how we can meet the urban space 
through urban theory and how our 
engagement with the urban realm 
draws us into rationalising our 
experience. Theory into practice; 
practice into theory. LIP members 
will deliver their perspectives on 
the role of theory in urban photog-
raphy. Nick Scammell and John 
Levett will present ‘Retrospecula-
tions’; an exhibition and presenta-
tion on aspects of re-engineering, 
re-purposing, and re-imagining a 
personal archive; its necessities, 
futilities and evolutions. Their 
editions of ‘Significant Wreckage’ 
will also be on show at the Royal 
Photographic Society’s outpost at 
The Greenwich Gallery.

The full programme is avail-
able online and details on both LIP 
and UPF websites. Why go?

There’s a saying in psychother-
apy: “If you keep on doing what 
you’ve always done then you’ll 
keep on getting what you’ve always 
got”. There’s no reason to change 
anything in one’s photographic 
practice if changing isn’t what 
you’re after. But… meeting change 
is one reason why LIP was founded 
and why we share work.

In her Short History of LIP 
Virginia Khuri quotes Robert 
Adams from his book Why People 
Photograph: “…your own photog-
raphy is never enough. Every 
photographer who has lasted 
has depended on other people’s 
pictures too – photographs that 
may be public or private, serious 
or funny, but that carry with them 
a reminder of community.” 

LIP’s partnership with the 
Urban Photo Fest offers openings, 
alternatives, confrontations and 
cathartic experiences. Go get some.
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Katherine Green, At Home with Morris

Craig Stevenson photo

Peter Marshall, A panoramic view of the Crossness Sludge Incinerator, Thames Path, Belvedere, 31 May 2000

mEmBErs’ ExhIBITIoNs

Exhibitions ending July 2013 
Anne-Marie Glasheen: Sydenham Arts 
Festival Artists Trail, Clare Park: Gathering 
Light and Breaking Form (Cambridge)

Bill Jackson in fresh 2013 (New 
york) Bill is the only British photogra-
pher with work in this year’s Fresh 2013 
Annual Summer Show, as selected by 
Darren Ching and the legendary WM 
Hunt. Until 10 Aug at Klompching Gallery, 
111 Front Street, Brooklyn, NY 11201

mandy williams in rA summer 
Exhibition 2013 The Royal Academy 
of Arts Summer Exhibition, now in its 
245th year, remains a much anticipated 
highlight of the arts calendar. It is the 
world’s largest open-submission exhibi-
tion, displaying more than 1000 works 
in all styles and media including painting, 
printmaking, photography and film. Until 
18 Aug at Royal Academy of Arts, Burling-
ton House, Piccadilly, London W1J 0BD

katherine Green in Antechamber: 
on the threshold of the domestic 
Curated by Day + Gluckman, this exhi-
bition tussles with the ideas and ideals 
implicit in our domestic environments. 
From ideologies presented throughout 
history through ‘interior design’ to the 
contested place of women in the home, 
the artists explore both personal and 
societal ideologies through photogra-
phy, drawing and sculpture. Until 2 Oct 
at Collyer Bristow Gallery, 4 Bedford Row, 
London WC1R 4TF

peter marshall in Estuary Showing 
the work of 12 artists inspired by the 
outer limits of the Thames where the 
river becomes the sea. The exhibi-
tion marks the 10th anniversary of the 
Museum of London Docklands and 
includes 10 of Peter’s panoramic photo-
graphs. Until 27 Oct at Museum of London 
Docklands, 1 Warehouse, West India Quay, 
London E14 4AL

Craig stevenson: shashin Ten 
Craig’s second solo exhibition 
documenting his exploration of Japan, 
including images from the series Tsukiji: 
The morning catch and Dai: Tokyo from 
above. 1 Aug - 31 Oct at Tokyo Diner, 2 
Newport Place, London WC2H 7JJ

michael J Duke: project 2012-14 
– Local Michael exhibits his journalistic 
photography from around Finchley 
which ‘has been given an artistic edge’. 
Part of a greater project with five cate-
gories: Distorted Travels, London Blue, 
Tortured Travel, Confused Cafe Life and 
Nature Messed. 1-31 Oct at Arts Depot, 5 
Nether Street, London N12 0GA

 LoNDoN INDEpENDENT 
phoToGrAphy: 
25th ANNuAL ExhIBITIoN  
This event, now in our milestone 25th 
year, is the highlight of LIP’s calendar! 
We showcase outstanding photographic 
work made by our members over the 
past year, as chosen by independent 
selectors. This year’s show is selected 
by Francis Hodgson, photography writer 
for the Financial Times and a co-founder 
of the Prix Pictet; and Colin Pantall, 
journalist, photographer, and Visting 
Lecturer on Documentary Photography 
at Newport. 22 Oct - 3 Nov at The Strand 
Gallery, 32 John Adam Street, London 
WC2N 6BP

For the latest members’ exhibitions listings 
see londonphotography.org.uk/exhibitions 
and londonphotography.org.uk/calendar
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Tom Greenwood cleaning 1976 by Martin Parr 
© Martin Parr/ Magnum

ExhIBITIoN hIGhLIGhTs

Support for the Red Cross for the cover of American Vogue March 1945  
©The Estate of Erwin Blumenfeld

Elisabeth Blanchet: prefabs: 
palaces for the people Blanchet has 
spent over 11 years building an archive 
of post-war prefabricated homes and 
communities in the UK. This multimedia 
exhibition features her photographs 
along with interviews, short films, 
stories, and prefab memorabilia. Until 
2 Aug at Photofusion, 17A Electric Lane, 
Brixton SW9 8LA

Gunnar smoliansky Born in 1933 on 
the Swedish island of Gotland, Smolian-
sky was obsessed with the camera from 
age 18 and used his homeland as the 
major subject of his work. His cinematic 
black and white images have a quiet 
intensity; unorthodox camera angles and 
aerial views render his everyday subjects 
into abstract forms. Until 31 Aug at 
Michael Hoppen Contemporary, 3 Jubilee 
Place, SW3 3TD

Blumenfeld studio: New york, 
1941–1960 More than 100 colour 
portraits on show from one of the most 
internationally sought-after portrait and 
fashion photographers of the 1940s 

and 1950s, focusing on the little-known 
history of Blumenfeld’s studio at 222 
Central Park South in New York. Until 1 
Sep at Somerset House, London WC2R 1LA

visions of the universe Stars, 
planets and galaxies! A captivating 
exhibition featuring photographs taken 
by the Hubble Space Telescope and 
Mars Curiosity rover, images gathered 
from NASA and the Russian space 
programme, and some of the best 
entries from the Royal Observatory’s 
Astronomy Photographer of the Year 
competition. Admission £8 until 15 Sep at 
National Maritime Museum, Romney Rd, 
Greenwich SE10 9NF

miles Aldridge: I only want you 
to Love me A major retrospective 
and the largest exhibition of Aldridge’s 
work to date, large-scale photographic 
prints from throughout his career will 
be shown alongside story-boards, draw-
ings, Polaroids and magazines. With 
influences including film directors David 
Lynch and Federico Fellini, Aldridge’s 
technicolour dream world of seemingly 

perfect women with blank expressions 
belies a deeper sense of disturbance and 
neurosis. Admission £6 until 19 Sep at 
Somerset House, London WC2R 1LA

keith Arnatt: sausages and 
food In the 1970s and 1980s Arnatt 
approached portraiture and landscape 
photography as an artist rendering the 
ordinary, with humour and an exacting 
attention to compositional detail. Nearly 
120 photographs are on display includ-
ing works from Arnatt’s black and white 
portrait series Gardeners and Walking 
the Dog, and colour work from Miss 
Grace’s Lane and Pictures from a Rubbish 
Tip. Part of BP Spotlights series. Until 6 
Oct at Tate Britain, London SW1P 4RG 

simon roberts: pierdom Roberts 
spent the past three years creating this 
comprehensive survey of Britain’s piers 
in large-format colour, addressing their 
historical significance in comparison with 
modern functionality. Some are in ruins 
whilst others have new uses as designed 
by their surrounding communities. The 
exhibition is accompanied by the release 
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Blackpool, 1968 by Tony Ray-Jones © National Media Museum

Italian Wedding © David Burton, Trunk Archive, www.lumas.co.uk

ExhIBITIoN hIGhLIGhTs

of a new monograph published by Dewi 
Lewis. 10 Sep - 12 Oct at Flowers Gallery, 
82 Kingsland Road, London E2 8DP

Edward Burtynsky: water Large-
format colour images from Burtynsky’s 
most recent investigation into our 
continually compromised environment. 
Often using an aerial perspective, his 
photographs take on a unique abstrac-
tion while focusing on the systems 
that humans have initiated in order to 
harness, shape and commodify water. 
16 Oct - 23 Nov at Flowers Gallery, 21 
Cork Street, London W1S 3LZ

only in England: photographs by 
Tony ray-Jones and martin parr 
Exploring the relationship between the 
two photographers, this first exhibi-
tion at Media Space features over 100 
works drawn from the Tony Ray-Jones 
archive at the National Media Museum, 
and 50 rarely seen early black and white 
photographs by Martin Parr. Admis-
sion £8, 21 Sep - 16 Mar 2014 at Media 
Space, Science Museum, Exhibition Road, 
South Kensington SW7 2DD

Glamour is Back Featuring works 
from the famous Trunk Archive by 
greats such as Jerry Schatzberg, David 
Burton, Alexander Straulino and 
Pamela Hanson. Forget everyday life 

for a moment and indulge in the grand 
elegance and gloss of celebrity portrai-
ture and fashion photography. 13 Sep 
- 13 Oct at LUMAS, 102 Westbourne 
Grove, London W2 5RU
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mEmBErs’ Books By frANk orThBANDT

Moving beyond the act of simply 
reproducing visual surfaces, 
towards interpreting and alter-
ing reality, is one of the key 
challenges for photography as 
a medium of expression in the 
visual arts. Transposing images 
from situational description into 
meaning and metaphor however is 

Mind Games
by CJ Crosland
82pp, 10x8in, £41.50 Hardcover 
Self-published, Mar 2013
blurb.co.uk/b/4166908

Lost in America
by Chris Moxey
70pp, 10x8in, £24.60 Softcover 
Self-published, Apr 2013
blurb.co.uk/b/4222320

one of the medium’s distinguish-
ing qualities for photographers.

Within such theoretical 
context, Camilla’s publication 
Mind Games presents an ambi-
tious project, combining her indi-
vidual interests and vocations: 
her love of photography and 
visual expression, along with her 
training as a counsellor. “Mind 
Games is a series of psychologi-
cal self-portraits exploring the 
unconscious mind,” is how she 
introduces the book.

Applying and reflecting on 
psychoanalytical theories in this 
series, and taking these as inspi-
ration for her visual output, the 
starting point of her ‘Mind Game’ 
is a conventional self portrait. 
Camilla then presents overlays 
of self-portraits with seemingly 
unrelated images of many differ-
ent styles, blending all through 
the use of traditional collage 
techniques. The result is a reflec-
tion on the internal state of mind, 
so creating an expressive visual 
language by extending the tradi-

tional form of self-portraiture. 
Navigating through the book, 

we are invited to take part in 
the evolutionary process of this 
project and evidence her deep 
and committed involvement as 
images vary and grow with regard 
to courage and as consequence of 
her developing concept and tech-
niques. We are presented with 
several striking and disorientat-
ing images. My personal favour-
ites are the monochrome and low 
key examples that offer a welcome 
reduction from some of the more 
busily constructed compositions. 
The standard of output is not 
always consistent and mostly 
I would detect the initial self-
portrait layer as cause for the 
more difficult images of the series, 
as these are at times overtly self-
conscious and hence unnatural 
in pose. My suggestion would 
be a tighter edit and focus - and 
perhaps a presentation in a larger 
format - to increase the coherence 
and overall impact of this other-
wise excellent work.

The great American road trip 
seems to be a lifetime aspiration, 
inspiration and defining project 
for many photographers ever since 
Robert Frank’s seminal work. In 
this self-published book Lost in 
America, Chris presents her very 
individual and personal interpre-

tation of the American way of life, 
which was also recently exhib-
ited as part of the Ealing satellite 
group show at PM Gallery. 

Travelling with her on a 
journey around the Southwest, 
we see vast spaces and roads, 
suburbia and billboards, kitsch 
and cars. The images play, possi-
bly on a subliminal level, with 
visible references to some of her 
predecessors on these American 
adventures, who have shaped 
the perspective of so many of us 
when it comes to the American 
landscape. We see colour palettes 
in the Eggleston tradition and 
hints of composition akin to the 
New Topographics, however - and 
this is probably one of the most 
intriguing aspects for all who 
are familiar with Chris’ previous 
work - there is no street photogra-
phy. Images of people are absent 
in this series or at least they are 
not presented in direct view. They 
nevertheless appear and often 

enter an image indirectly, working 
the mind of the viewer to ques-
tion who possibly is living in the 
depicted surroundings?

Chris does not aim for objec-
tivity in her work, unlike some of 
the Topographics photographers 
who have influenced her aesthetic. 
She deliberately searches out the 
details, oddities and absurdities 
and as a result there is plenty of 
Chris’ personality and humour in 
these images, demonstrating her 
ability to tell a story with a single 
image. Even in seemingly benign 
or mundane situations she will 
be finding something quirky or 
extraordinary - perhaps in just an 
odd camera angle or colour combi-
nation - which I would describe 
as the overarching theme of Chris’ 
photographic output.

This is her first attempt at self-
publishing a book, a medium she 
approaches with great respect, 
and it is an all-around convincing 
and assured debut.
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By frANk orThBANDT

Evacuees of World War II 
‘With a Label on my Coat’
by Anne Crabbe
88 pp, 8x10in, £28.25 Softcover 
Self-published, Feb 2013 
blurb.co.uk/b/4085222

This publication is not a photo-
book in the classic sense, but 
consists of a reflection on a social 
consequence of WWII, which - 
despite having had significant 
influence on many individual lives 
- is in danger of being overlooked 
as time passes and the history 
books focus on the political and 
military aspects of this defining 
event of the mid 20th century. In 
her work, Anne remembers the 
evacuation of children, mostly 
without their family networks, 
leaving the cities in danger of 
destruction. Immediately follow-
ing the declaration of war in 
1939, the British government 
started such widespread evacu-
ation, which often increased the 
displacement of families with 
many male family members 
already called to arms.

The series centres on the 
juxtaposition of a current portrait 
opposing a childhood photograph, 
supported by individual testimo-
nials remembering this difficult 
time in each subject’s childhood. 
It becomes clear that the concept 
of war, abstract for a child below 
the age of 10, was difficult to 
grasp, and could only be fully 
understood when looking back 
from adult life. At the time, some 
youngsters thought of the evacu-
ation as prolonged school holi-
days in the countryside, whereas 
others clearly sensed the distress 
and discomfort caused by the 
separation from their parents and 
the effect this had on their mutual 
relationships also in later life.

Anne presents this topic with 
great sensitivity, and acts as a 

‘In these increasingly 
uncertain times 
when conflict 
continues to 
erupt close to 
European borders, 
it serves as a timely 
reminder of what 
has been achieved 
by integration 
emerging out of the 
ruins of WWII’

careful moderator and illustra-
tor without dominating the visual 
presentation or flow of the narra-
tive. This work is not new and it 
has been shown and developed in 
various exhibitions since the mid 
90s, however this publication has 
been put together just recently as 
a permanent document. In these 
increasingly uncertain times when 
conflict continues to erupt close 
to European borders, it serves as 
timely reminder of what has been 
achieved by European integra-
tion emerging out of the ruins of 
WWII. This period of unity should 
not be taken for granted and not 
be overlooked as achievement 
in the current European debate, 
which appears to be reduced to 
self-centred economic and legal 
arguments, leaving behind the 
historic dimension of peace.
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Book rECommENDATIoNs

Pictures from the  
Real World
by David Moore 
Published by Here Press in collabo-
ration with Dewi Lewis Publishing
www.herepress.org 
£15

Never has a book triggered so 
much debate and discussion. If you 
want to elicit a lively discussion in 
your home, place a copy of Adam 
Broomberg and Oliver Chanarin’s 
new book The Holy Bible on your 
coffee table. Not only will it at first 
give the impression that you are – 
despite years of apparent atheism 
– ‘saved’, it will spark animated 
expressions of opinion. 

The realisation that the book 
is not what it appears to be on 
the surface, and rather is an art 
book, does not provide relief for 
long. Once opened, a whole can of 
worms emerges. 

To mimic the King James 
Bible (notably the most stolen 
book of all time) with overlaid 
images of death, sex and destruc-
tion amongst other challenging 
visuals, is a brave move. Utilising 
The Archive of Modern Conflict for 
their source material and work-
ing with underlying prompts from 
the original text, further ignites 
the visual dialogue. It is certainly 
a reminder of the power that this 
book has for both better and worse.

The production value of this 
book is spectacular, and with 
its gold-edged pages, a woven 
red bookmark and embossed 
cover, it can be deemed at first 
glance as authentic. We may no 
longer see the Bible in every hotel 
room drawer, but its presence is 
certainly felt whenever we come 
across it. I won’t say more; to do so 
would spoil the surprise. I’ll just 
advise to buy it quickly, as they are 
selling out fast!

Taken in 1987–88, David Moore’s 
images in glorious colour are 
punchy and brutally honest. Akin 
to Richard Billingham’s Ray’s 
A Laugh and Nick Waplington’s 
Living Room, he explores working 
class life without judgement.  When 
I first saw Moore’s photographs I 
was transported back in time to my 
own childhood. The poetry is defi-
nitely in the incidental details: ugly 
patterned curtains, Big Daddy, 
Care Bears, second-hand furniture 

The Holy Bible
by Adam Broomberg 
and Oliver Chanarin
Published by Mack 
www.mackbooks.co.uk
£50
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BACKFLIP

By LAurA NoBLE

As a recipient of the Henri Cartier-
Bresson Award in 2011, Vanessa 
Winship travelled across the USA 
for a year as she looked to find the 
‘American Dream’, through her 
encounters with people and the 
landscape she came across along 
the way. 

Her black and white portraits, 
landscapes and incidental 
moments combine to form a beau-
tifully rhythmic body of work.  
There is a quiet intensity to every 
image. Tangled tree roots carved 
with the names of multiple lovers, 
worn out cinema seats with 
chalked numbers underneath and 
the stuffing popping out - all retain 
an appealing patina from human 
interaction before her lens.

Landscapes of immaculate 
detail and delicacy act like pauses 
between the bars of a song. Catch-
ing our breath, we can observe the 
charm of place that comes with 
Winship’s keen eye.  Sidewalks, 
domestic and industrial architec-
ture flow alongside crops and flora 
and fauna, punctuated by people. 
These connections weave together 
with apparent ease. The resulting 
book is sublime.

Winship’s portraits of stran-
gers from every walk of life remind 
us of our fascination with those 
we have never met. Looking deeply 
into the photographs we try to 
imagine the details of their lives 
from the clues on display. We will 
probably never know their stories, 
but I for one will enjoy guess-
ing when looking at this book for 
many years to come. 

‘Moore took 
the bold move 
of knocking on 
strangers’ doors 
to capture his 
subjects’ lives 
from the inside’

she dances on Jackson
by Vanessa Winship
Published by Mack 
www.mackbooks.co.uk 
£35

and woodchip wallpaper, all trig-
ger memories of the era with sharp 
intensity. This nostalgia however 
does not mask the harsh realities 
of daily life that are ingrained in 
every one of these pictures.

Moore - a student at the time 
- took the bold move of knocking 
on strangers’ doors to capture his 
subjects’ lives from the inside. His 
unflinching eye, combined with 
awkward camera angles, conveys 
the uncomfortable inertia that 
poverty can incite. Economic hard-
ships, social deprivation and leth-
argy are not conditions of the past; 
these issues are as relevant today. 

Family lies at the heart of this 
series with all its flaws and foibles 
intact. The times may move on, but 
the faces are the same - human, 
fallible and disenfranchised in a 

society obsessed with consum-
erism. Moore’s work is a stark 
reminder that just because we can’t 
see what is behind the front door 
doesn’t mean we shouldn’t knock 
on it. 
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Turning Point
A series of incidents and opportunities

Man With Hammer, from the series Suburban Scenes
by Daniel Mayrit

S
ometimes pictures share a 
few things in common with 
movies. Many times when 
you see them for the first 
time, they just go unnoticed 

because they lack the punch that 
makes them stand out from the 
crowd. It is not until we give them 
a second or a third chance that they 
start growing on us. Sometimes I 
get that feeling looking at photo-
graphs, and a number of times that 
has happened with my own. 

The picture above is not nearly 
my favourite shot or one that I am 
particularly proud of, but that is 
probably because I find it impos-
sible to detach myself from it and 
look at it from a different point of 
view. However at the same time this 
picture has made me realise some 
useful notions that operate in a 
bigger scheme of things; ideas that 
concern a deeper understanding of 
photography as a medium, and not 
just the photographic dynamics 

that take place inside the frame.
Despite not being among my 

favourites, after showing this pho-
tograph in different places people 
have always tended to select it as 
a key representation of the whole 
Suburban Scenes series. By hear-
ing diverse opinions about this 
particular image I have had access 
to different interpretations which 
I had not thought of at the time of 
taking the photograph itself. Over 
time, these repeated confrontations 
of my own opinions made me aware 
of something that I already knew, 
but somehow was pointlessly try-
ing to neglect: that the meaning of a 
photograph does not depend exclu-
sively on the photographer - it also 
requires the active participation of 
a spectator. The picture does need 
the role of a viewer who is able to 
engage with the photograph in order 
to complete its meaning. I believe 
that photography only acquires its 
status as a document and its docu-

mentary function a posteriori, not 
during physical realisation of the 
image. It is only when observed 
by a spectator, and in a particular 
context, that an essential part of the 
meaning is added to it. 

It was not until I revisited this 
photograph that I realised how the 
process works within my own prac-
tice. Although the method which I 
feel most comfortable working with 
(staging images, paying attention to 
minimal details) is intended to leave 
little to chance, and to challenge and 
erase the borders between docu-
mentary and photographic ‘fiction’, 
at the end of the day the role of the 
photographer relates more to that 
of the film director. As Woody Allen 
once put it, as directors we always 
have in our mind a perfectly clear 
image of the movie (or photograph) 
we want to achieve, but in the end 
the outcome is largely unpredict-
able and often distant from that 
original idea.
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Anthony Carr is a London-based photographer 
and freelance art handler, who has been working 
predominantly with pinhole and time-lapse 
photography since 2005. He produced his first 
self-published photography book last year, and 
regularly exhibits his work throughout the UK. A 
selection of past and present work can be seen at 
www.axisweb.org/artist/anthony-carr
Bill Jackson is an international award winning 
photographer and printer. He spends his time 
between London and his smallholding near the 
Suffolk coast where he rears pigs, chickens, Dexter 
cattle and Alpacas. His work spans nocturnal 
landscapes, still life and environmental portraits. 
He is represented by Troika Editions London and 
Caroline Wiseman Contemporary. 
www.billjackson.biz
CJ Crosland is an expressionist artist cunningly 
disguised as a street photographer, someone who 
loves to see the extra-ordinary in ordinary places.  
www.cjcrosland.com 
Clare Bennett is a London based photographer 
and aspiring photography writer who graduated 
from the London College of Fashion. Her 
passion is to capture thought provoking images 
that characterize the essence of her subjects. 
She is about to embark on an MA course in 
photojournalism at Westminster University 
in September. Her work has been exhibited 
internationally and displayed at the Royal College 
of Art in London. www.clarebennett.com 
Colin Boyd shafer is a Canadian photographer 
focusing mainly on portrait projects and street 
photography. He is the winner of the London 
Human Rights Festival Photography Competition 
2013 and his work has been published in 
international publications like Salon, BBC and The 
New Internationalist. Currently he is completing 
his Masters in London, UK and planning his next 
big portrait project. www.colinshafer.com 
Craig stevenson grew up in Glasgow. Since 
qualifying as a lawyer and moving to London in 
2007, he has developed his photography portfolio 
focussing on social and documentary work. As 
an active member of the Shoreditch group of 
London independent Photography, he has curated 
exhibitions and showcased his work in both 
Glasgow and London.

Daniel mayrit was born in Madrid in 1985. He 
graduated in Photography from the University 
of Westminster and currently lives and works 
in London. His work has recently been shown, 
among others, at the Foto8 Sumershow, The 
Photographers Gallery and Photo Ireland. 
www.danielmayrit.com 

Elizabeth Brown is a photographic artist 
interested in social and landscape photography. 
She is based North London where she works on 
projects such as documenting ‘local people’s shoes’ 
alongside stories about them, and the ‘contents 
of pockets and bags’. She completed an MA in 
Photography at De Montfort University. 
www.crouchendopenstudios.co.uk/artists/photography/
liz-brown
Estelle vincent is a photographer and educator 
based in London. She studied photography both 
at Camberwell College of Arts and Goldsmiths 
University. After graduating, she trained in 
facilitating learning and has been involved in 
community arts for over 8 years as well as 
producing her own work. www.estellevincent.com  

Eva Turrell I love the incidental aspect of 
photography and this theme made me think and 
see all around me with curiosity and wonder.  
turrell.eva@gmail.com 
frank orthbandt is a photographer moving 
increasingly into photography writing and curating. 
His special interest lies in the ever growing 
self-publishing movement, and he has reviewed 
members’ books since the relaunch of fLIP 
magazine in spring 2010. He lives and works in 
London and Berlin. @FOrthbandt 
www.frank-orthbandt.com
Gordana Johnson www.gordanajohnson.com
Jean penders is a London based Dutch 
photographer 

John Levett is a Visiting Research Fellow in 
the Centre for Urban & Community Research 
at Goldsmiths College, University of London. He 
convenes the Greenwich LIP Satellite Group and 
the Crossing Lines Group.

Jonathan Illingworth I have been wandering 
around the woodland haunts for many years, like 
these places I keep a low profile, remain shady, 
realistic and modest. flickr.com/jonnywuden 
karen Dixon is a London-based photographer 
and observer. www.ksdixonphotography.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
Lesley Bruce is a London-based photographer, 
currently interested in time and transience. 

mary pritchard Photography provides me with 
diverse ways of making concrete my personal 
vision. Depending on the type of project on which 
I am working, l’ll use different tools and techniques, 
whether it is traditional film and cameras, a pinhole 
camera, a plastic toy camera, digital processes or 
experimental darkroom techniques. 

Nicholas Cobb is a London based artist/
photographer who would normally make a 
small-scale model of a landscape and photograph 
that! An exhibition of the Cezanne inspired 
photographs will be held at Putney School of Art, 
Wandsworth at the end of October. 
nickcobbcezanne.tumblr.com
peter Luck After a career in architecture, I 
retired into photography as a means of producing 
images more critical, more revelatory of the state 
of the built environment than is customary in the 
professional press. I feel I’m still moving towards 
that goal. 

przemek polakiewicz thinks photography is 
a way to depict issues which may be hidden or 
forgotten. He uses the camera as a mirror, just 
capturing reflection. He finds inspiration in London 
streets where he is currently based, and his images 
are connected with past times, social inequalities, 
nature and art. polakiewicz.p@gmail.com 
rashida mangera I am a medical doctor with 
a passion for photography, and a member of 
Ubuntu Help-Portrait South Africa, a volunteer 
movement that gives free printed portrait 
photographs to people in need. This is the most 
rewarding way for me to bring together my love 
of photography and people. rmangera@yahoo.com 

richard Conolly lives and works in London. He 
tries to be creative in his spare time. 
www.flickr.com/dickcon 
sabine Thoele I initially started out with street 
photography as the images were just out there, 
waiting to be found by me. Being a visual magpie 
I have since branched out into other areas of 
photography. www.SabineThoelePhotography.com
simon Butcher is an ex editorial food 
photographer, wnow having a lot more fun with 
photography, and food. www.simonzebu.co.uk 

stefanie reichelt is a scientist and 
photographer based in Cambridge. Her 
research includes the development of imaging 
techniques for cancer diagnostics at the CRUK 
Cambridge Institute. In her photographic work, 
she explores the perception in photography. 
She is also founder/curator of ArtCell Gallery, a 
contemporary exhibition space at the local hospital 
site. www.stefaniereichelt-photographyandprints.com
Tim mitchell studied Public Art at Chelsea 
College and then worked as an artist technician 
for clients such as Artangel, and as a set-builder for 
film and television. Subsequently he has worked 
as a photographer, artist and educator taking 
on photographic commissions, workshops and 
teaching within the UK. www.timmitchell.co.uk 

Tim Topple is a photographer and animator 
living and working in London. www.timtopple.co.uk
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