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LETTER FROM...

H
ello and a very heartfelt welcome from 
fLIP’s new editorial team. We have the 
great pleasure of welcoming you to this 
‘Character’ winter issue and are doing 
so with a degree of nervousness as the 
new editorial team for fLIP, the maga-

zine that has been so distinguishably shaped by and 
associated with its previous editor Tiffany Jones.

Tiffany has pushed the magazine to such high 
standard that it is now recognised as one of London’s 
key independent photography zines, also outside of 
LIP. We are excited to take over the editorial role 
and to continue working for the membership. All 
of us from the new fLIP team would like to join the 
membership in thanking Tiffany for her enthusiasm, 
vision and hard work in creating such a vibrant and 
much loved publication, and for helping and guiding 
us through the production process of this new issue.

As we are currently celebrating more than 25 years 
of the existence of LIP – a topic we explore in various 
articles throughout this issue – our group continues 
to flourish. Younger members present their contem-
porary vision alongside more traditional styles. 

Whilst our group changes and evolves, so will fLIP. 
The new editorial team is in the comfortable position 
of having no great need to make radical changes in 
the direction or style of the magazine. However, in the 
era of the web and increasing use of social media and 
instant smartphone photography, we as a group need 
to define the role of the magazine going forward and 
its vision, as it indeed has been redefined in various 
forms over the past 25 years.

Having reviewed comments and feedback recently 
collected in our satellite groups, we are encouraged 
by the interest and ideas expressed with regard to the 
magazine, and excited about the prospect of working 
with all of you on its development through this next 
chapter.  

fLIP remains shaped by the membership, its 
content a direct reflection of the dynamism of the 
organisation and the forms of individual, visual 
expression practiced by its members.  In this context, 
we see our editing role as one of facilitation; encour-
aging your participation and collaboration. So if you 
have recently seen an exhibition that inspired you, 
a photographer whose work has impressed, or are 
developing your own photographic projects, we want 
to hear from you. We also want to hear if you have 
ideas regarding the magazine, and would like contrib-
ute or critique.

Please be in touch by email to  
editors@londonphotography.org.uk

Stevie & Frank 

Letter from 
Cambridge
by Stefanie Reichelt

‘The billboards carry layers 
upon layers of paper 
sheets, new skin upon torn 
old skin, like layers of time 
marking history upon the 
bark of a tree.’

Editors’ note
‘New’ Characters

T
hese images started out as photographs 
of paper sheets on a German public 
billboard column, which is called 
‘Litfaßsäule’. The billboards were 
invented and installed by the German 
printer Ernst Litfaß in 1855, and are 

common in Germany.
As I photographed the billboard paper and 

walked around the column, I discovered someone 
had written ‘Ficken’ in neat little writing on one of 
the sheets. This word has the same meaning, and 
is as rude in German, as the similar word starting 
with the same letter in English…

On discovery of the little marker pen writing, 
my perception of the images immediately changed 
– what was at first just innocent paper started to 
resemble dirty bed sheets. Close-ups of the photo-
graphed paper sheets reveal stains, traces, marks, 
blemishes, slits, folds and rips similar to those 
found on cotton sheets of a bed.

I worked on the idea of the photographs and 
the billboard, thinking about the tension between 
‘the private’ and ‘the public’, and then added to the 
photographs of the sheets a second layer under-
neath: the concealed photograph of a mistress – a 
public figure. The addition of the mistress, both 

hidden and revealed, tells another story. Royal 
mistresses have carried the sights and smells of 
unspoken history; of power and passion, loyalty and 
betrayal, danger and suspense. Royal marriages, 
throughout history, have been dictated by the 
power of politics and dynasty. Monarchs have 
not always married for love, but have been free 
to choose their mistresses. Some mistresses have 
wielded considerable power – they have often been 
the power behind the throne – privy to the royal ear 
and private thoughts. 

The billboards carry layers upon layers of paper 
sheets, new skin upon torn old skin, like layers of 
time marking history upon the bark of a tree. They 
grow portly with interlinking stories of society, 
private and public, personal and communal, past 
and present. They portage the repertoire of our 
social lives and experiences.

During a public art exhibition, I displayed these 
along the fences on Sidgwick Avenue in Cambridge, 
CD3 3DA. The double-layered pages were laminated 
to represent the disposable advertising of events 
in public places, therefore adding another layer to 
the perception. Each poster contains a strip of QR 
codes with the link to this web page - artlangua-
gelocation.wordpress.com - and interested view-

ers can tear a piece off the poster with the QR code 
as a reminder. I also posted A1-size fly posters on 
concrete columns around Cambridge. These were 
stuck on with water, and were torn off by wind 
gusts very quickly. I invited visitors and passers-
by to tear off the sheets and take them home – 
moving the publicly exposed mistresses back into 
the comfort of privacy.
fickensheets.wordpress.com

Mistress Sheets
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Yoke Matze
The younger generation of LIP members may not 
know that LIP in fact started at the Photographers’ 
Place, Bradbourne in Derbyshire. Paul Hill ran 
photographic workshops with well-known photog-
raphers from the UK and America. The late Angela 
Hill played and essential supporting role during the 
workshops.

Many founder members of LIP, who took part, 
gained a better understanding of photography in 
general and an insight into their own photographic 
work. We returned time and time again to this 

Open air print assessment with Lewis Baltz (USA)

Mayfair, 1987

special place created by Paul and Angela.
At the time, I was still living in the Netherlands 

but came to the UK three times to take part in those 
workshops. It was a very special place for photogra-
phy and photographers and unique in its kind.

Realising that there were many like-minded 
people, Janet Hall and Virginia Khuri started 
London Independent Photography in 1987 in London 
to create a platform for discussing of ‘independ-
ent’ photography and sharing images. I took many 
photographs during the various workshops in the 
80s. They visualise the activities and atmosphere of 
the place.

Peter Marshall

I wish I could remember which of my pictures 
I brought to the first Blu-tack show that LIP held 
back in September 1987, but I never made a note at 
the time; I imagine I just took my then current port-
folio along, probably including this picture which 
I’d recently taken. I still have the list of pictures for 

the first LIP show at the Mermaid Theatre in May-
July 1989, and out of 56 pictures by 19 photogra-
phers, ‘Mayfair, 1987’ was my sole contribution. It’s 
a picture I’ve shown a few times since then, sold a 
few times and is in the Museum of London collec-
tion, and an early print has hung with others on my 
stairs for many years, now looking rather dusty. We 
used the picture on the poster of the London Arts 
Café show ‘Café Life’ in 2005.

Looking back on
25 years with LIP

O
n the occasion of our milestone 25th 
Annual Exhibition (Oct/Nov 2013), 
we caught up with some of London 
Independent Photography’s longest-
running members. Back in 1987, they 
could not have predicted how wide-

spread photography would become as a practiced 
art form, or that the group’s membership would 
later grow to more than 600 individuals. Here they 
reflect on our group’s history, share personal favour-
ite images, and discuss what it is about photography 
that has held their interest for so long.

Virginia Khuri

I thought this would be the best way to speak of 
LIP’s beginning; the idea was first generated at my 
round table. Then all the subsequent plans were 

The LIP ‘Round Table’

made there, committee meetings held there once a 
committee was formed, print viewing sessions initi-
ated there, the newsletter collated and posted out 
from there, and exhibitions selected. It was really 
the hub, the centre of LIP, in the early days before 
the digital revolution.

>
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Brian Pomeroy
Renovation III is an image that I made around the 
time that LIP was set up. I am member number 18, 
so I suppose I was in the very first batch of people 
to join! This is an early example of a long-running 
series of photographs I have made - and am still 
making - of houses under renovation.

David Malarkey
Very recently, by happy coincidence, I came across 
a box of prints dating from the early years of LIP. 
This image comes from a series in which I tried 
to re-create images from the past, using myself as 
a model. At the time, I was fascinated by the way 
Victorian photographers constructed images that 
could not be captured by the technology of the day. 
I still am.

This image predates Photoshop; it is assembled 
from several darkroom prints, using glue, scalpels, 
tiny brushes, sandpaper and a great deal of time and 
eyesight.

Len Salem
This image was made in 1991. I had by then been a 
member of LIP for about three years.

With LIP I learned to think deeply about my 
approach to photography and came to realise that 
I was more interested in making images that were 
about something rather than simply of something. 
The shadow figure is my youngest daughter, then 
about 17 years old and on the verge of leaving home 
for who knew what future. The table was in our 
dining room, the centre of many family gatherings 
over the years. The symbolism of the vase of flowers 
I leave to the viewer.

I have LIP to thank for showing me the many 
different ways you can use photography to express 
an idea.

Sam Tanner
I have been a member of LIP since it began. It was 
a much smaller group then and a group of us used 
to meet at Ginny Khuri’s studio. These small, infor-
mal meetings were, I think, important to all who 
attended. The group which did not usually reach 
double figures gave everyone space and time to show 
work. The current groups are really based on this 
simple and very effective model.

Edward Bowman
I have had an interest in photography since child-
hood. When I retired I went back to college and took 
two Masters degrees - one in photography and the 
other in digital art.

I loved the opportunity to fix a moment in the 
flow of time and to grasp it forever. Moments can 
be precious and may reveal a world invisible to the 
naked eye - almost another dimension. I was always 

fascinated how this process subtly changes reality 
and transposes it into fantasy and magic. I have seen 
the fantastic changes that have taken place in this 
medium, which now must live in that half-world that 
exists between recorded fact and art.

I have a series of images taken through the 
windows of moving buses. From that viewpoint I 
can see marvellous activity and I have the technical 
means to capture the image at fast speeds. It is chal-
lenging and exciting.

To view more images and tales from our long-term 
members, see the LIP website for a PDF booklet. A 
printed collection will also be available to order.
www.londonphotography.org.uk

Avril R Harris
Membership of LIP meant an enormous amount to 
me in my early days as a photographer, the support 
and encouragement helped me both with my work 
and with my own confidence in my work. It was this 
that made it easy for me, in turn, to volunteer to help 
others, both as a member of the committee and as 
an Exhibition Organizer. When one has received so 
much, giving back is a pleasure.

My son and granddaughter, taken not long after she was born

#2 from the series “Shadowlands”

Fading (Again)
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Since processing the film and prints and select-
ing the images, they’ve become strongly associated 
with my memory of Ranjan. Perhaps if I were to 
return to Swanscombe I would experience similar 
feelings.  

Although some images are stronger than others, I 
see them as a series. It may take some time and space 
to select just one image that represents my state of 
mind on that day.  At the moment, only the series as 
a whole speaks of that state.  While I see the poten-
tial of selecting and presenting the series in different 
ways for different ends, I cannot see the possibil-
ity of disassociating the images from my memory of 
Ranjan.  

This experience has revealed something to me 
about the process of photographing that I am at ease 
with.  I need time to get involved and be absorbed 
and connect to a place or situation. Normally, I walk 
the streets and photograph, or develop an idea or 
concept over time.  There are similarities between 
what I normally do and what happened at Swans-
combe, but I never achieved stronger motivations 
consistently. 

Strangely, my motivation on that day was not a 
concern about what is going to happen to the land, 
but more about what filled my thoughts as I walked 
that place.  I guess that a comfortable alignment 
happened between being there and needing to be 
in a place alone. I guess also that the physical and 
thought matters fell into harmony. 

Looking back at some other series I have done, 
emotional motivation seems to be a necessary recipe 
for my photography.

Character  
of a land
by Sabes Sugunasabesan

M
y response to the land was influenced 
by the state of my mind on my first 
visit to that land.

The Swanscombe Project was 
initiated by Peter Luck to document 
the marshland along the Thames 

in Kent. Previously, this land had been home to a 
jetty, a cement works - and more recently used for 
waste-processing and by local dog-walkers. A plan-
ning application to develop it into a themed amuse-
ment park prompted Peter to invite photographers 
to document the land however they see fit, before it 
changes. In order to start the process, he organised 
a site visit and briefing and asked us not to bring 
cameras. Some obeyed and others did not. I took 
about three pictures with my phone camera.

On my way to the briefing I received a text that 
my cousin Ranjan, in Sabah, Malaysia, had passed 
away. I felt Ranjan’s loss immensely. It was a shock. 
He’d been ill for some time but when we’d seen him a 
few weeks before he appeared to be responding well 
to alternative treatment.

During my visit to Swanscombe, I experienced 
the land as calm, quiet and tranquil. I decided to 
photograph the ground itself because I thought as it 
is called ‘marsh land’ I wanted to capture the slush 
and mud.  It was not slushy and muddy; however, 
it set me some rules and reduced the choices that I 
had to make.  In the following visit that’s what I did; 
I mostly focused the camera down. Sometimes the 
camera focused straight.  

Ranjan was in my mind. This thought could not 
be changed. 

I selected six prints from the series for an exhibi-
tion and I named them ‘Swancombe Stroll.’

My experience of the land was influenced by a 
series of events leading up to my visit to the land.  So 
my portrayal of the land may not be its character but 
it was as I experienced. 

‘I experienced the land as 
calm, quiet and tranquil’
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I
t sounds obvious, but without my eyes I cannot 
see. I have a vestibular condition which leaves me 
with visual vertigo and which means that with-
out using my eyes I cannot balance. My brain 
interprets the signals incorrectly and gives me a 
topsy-turvy view of the world; eyes open - fine, 

eyes closed - fall-over. So, I actually spend a lot of 
time with my eyes closed, practicing my balance, 
and hoping to stop that feeling of being on a lurch-
ing sea vessel. I’ve started to think about how we use 
our eyes to make sense of the world – and conversely, 
how much we need other peoples’ eyes to make sense 
of what they are experiencing.

With this in mind, I thought it would be interest-
ing to explore the idea further, by taking a series of 
portraits where the sitters’ eyes were closed. How 
would people read a portrait without the windows 
to the soul? If you read any book on portrait photog-
raphy they will always tell you to focus on the eyes 
- and for good reason; this is our way into the image 
and the person in front of the camera. Take that away 
and you’re left not knowing quite where to look.

I would start each session by trying to direct 
the sitter to some extent, by asking them to think 
of something in particular; but I quickly resorted to 
allowing them their own quiet moment to think (or 
not think) their own thoughts, as this seemed more 
interesting.

An eyes-open portrait shows us the public 
persona, the image that to some extent the sitter 
wants us to see. But take away the eyes and the 
image immediately becomes more personal and 
intimate, as if we have gone into this person’s very 
private world. It feels somehow illicit, too intru-
sive, something we haven’t been given permission to 
view. It lacks the returned gaze of the subject, the 
meeting of two minds that connect us.

When I’ve shown the portraits to friends I‘ve 
noticed how their interpretations of the sitters’ 
emotional states have differed dramatically; some 
assumed certain subjects to be relaxed and deep 
in thought, while others thought the same person 
appeared tense and uncomfortable. I’ve seen all 
of this and perhaps also some bemusement in the 
faces of the sitters. Like trying to discern the Mona’s 
Lisa’s smile, the brain gets a series of mixed signals 
which makes it difficult to read and interpret. A 
person looks to another’s eyes in order to read their 

face and understand their emotional state. With the 
eyes removed from observation you may find your-
self almost desperately scanning the faces for other 
clues. Often a smile’s authenticity can be determined 
by the eyes which may confirm or betray a person’s 
real intention. It’s like trying to read a book with half 
the alphabet missing.

When taking a person’s portrait there is a connec-
tion between the photographer and the subject that 
will affect the final image and give us something 
more than just a likeness. It is always tempting 
when looking at a portrait to try and read something 
deeper into the superficial likeness, to draw out a 
character’s essence, to see what type of person they 
truly are. We want more than literal, mechanical 
truth, we want psychological truth, and failing that, 
some form of mystery. It is this mystery, this hold-
ing of something back, that encourages us to look at 
portraits over and over again. 

It is this difference of interpretation and sense of 
mystery that makes portrait photography so fasci-
nating and rewarding. For me this is the beginning 
of an exploration in this area. Having the subject’s 
eyes closed raises questions in the viewer and hope-
fully that encourages their engagement.

These portraits are part of The Queens Park 
Portrait Project, where I got together with a few 
fellow LIP photographers at a local event in the 
park and we invited people to be photographed. You 
can see more of my work and that of the others at  
www.queensparkportraitproject.co.uk

‘Take away the eyes and 
the image immediately 
becomes more personal 
and intimate, as if we have 
gone into this person’s 
very private world.’

Eyes Wide Shut
 
by Mark Tamer
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Tã Moko – 
Modern Mãori 
Warriors
 
by Héloïse Bergman

‘T
ã Moko’ is the word for tattoo in 
the Mãori language and my project 
‘Modern Mãori Warriors’ is an 
acknowledgement of both their history 
as a fierce warrior race and their ongo-
ing fight to retain their tribal lands 

and cultural identity in a modern world.
When Captain Cook first visited New Zealand in 

1769, tã moko was widely practiced among the Mãori 
people. Each moko was a unique record of a person’s 
lineage, tribe, occupation and rank. The men were 
tattooed on their bottom, thighs, lower torso and the 
whole face; the women less extensively, with facial 
design usually limited to the lips, chin and some-
times the forehead.

As the influence of European colonization 
strengthened its hold, tã moko slowly declined and 
in 1970, when author Michael King was researching 
his book on tã moko, he found only 71 elderly ladies 
in the entire country still wearing the traditional 
facial tattooing of their ancestors – and no men at 
all. The last of these ladies died in the 1980s. 

By the early 1990s, gang members had adopted 
tã moko, initially as a way of carving out a fierce 
group identity, and more recently the moko custom 
has been revived by many ‘mainstream’ Mãori, who 
proudly wear tã moko on their faces to reclaim their 
cultural heritage, identity and ‘mana’, or respect.

As a photographer from Aotearoa, New Zealand, 
and based in London for the last 20 years, I’ve trav-
elled extensively, photographing for magazines, 
but strangely, considering how picturesque it is, 
I’ve done very few assignments in my native coun-
try. When I returned to New Zealand twelve months 
ago, after a prolonged absence, I was excited to see 
the positive changes that had taken place, espe-
cially the revival of both the Mãori language and tã 
moko. Galvanized by this new energy and wanting 
to contribute in some way to this positive shift, I 
looked for a way to participate. It seemed important 
to me that the revival of such a significant tradi-
tion was well documented, and archived for future 
generations. 

‘I felt the majority 
saw promoting 
their culture and 
educating people 
as part of the 
responsibility of 
having tã moko.’

<
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Though convinced it was an important project, 
as a pãkiha (someone of non Mãori or Pacific Island 
descent), I was unsure if I was the most appropriate 
person to carry it out - however, when I met a Mãori 
leader for discussions, he simply stated with calm 
authority, “If you are the right person, the people 
will come to be photographed”. He introduced me 
to two women who were very interested in the 
project… and so it began. 

After eight months of research, I returned to New 
Zealand and spent two months on the road with a 
portable pop-up studio. Eschewing my professional 
photographer mindset, I had to tune in to a more 
intuitive, organic way of working. It was all about 
building relationships and immersing myself in the 
culture. I’d learned some of the language, watched 
only the two Mãori channels on TV, read books by 
and about Mãori, caught up on New Zealand films, 
all to better understand rural Mãori life.

Reactions were sometimes unexpected. Twice 
I was surprised when gang members I approached 
on the street immediately said yes to being photo-
graphed. These were the only people I approached 
randomly. Others came via introductions; some, 
initially cautious, agreeing to participate only after 
discussions. All except one ended up being enthu-
siastic participants. I photographed and recorded 
their stories in a range of locations, collaborating 
on almost thirty portraits and interviews. As people 
not used to posing in front of the camera, I am very 
grateful they trusted me enough to step outside 
their comfort zone. All those I photographed were 
proud of their cultural heritage and wanted to  

share it with people in other countries – and 
although some were very private people, I felt 
the majority saw promoting their culture and  
educating people as part of the responsibility of 
having tã moko. They became ambassadors for all 
Mãori. 

This has been a natural progression from my 
documentary work, and a conduit through which I 
could reconnect with my own country. I‘m aware 
that ten, or even five years ago, a project like this 
would not have been sanctioned by Mãori elders. I 
was given permission because the Mãori want their 
culture to be seen and understood outside of New 
Zealand.

I plan to return and continue this work, and 
hope with external funding, to establish a mentor-
ing program encouraging young Mãori photogra-
phers to create an archive of all who currently wear 
tã moko for domestic and New Zealand museums.

‘It seemed important to 
me that the revival of 
such a significant tradition 
was well documented, 
and archived for future 
generations’

>
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Being Human
by Zoe Childerley

‘Being the brother of the 
Prodigal Son is no picnic. 
I’m the one left behind to 
deal with the mess. I think 
we all know the story.’

Being the Prodigal Son
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I
n ‘Being Human’, I collaborated with my sitters 
by asking them to choose a favourite fictional 
character that we could make a portrait 
about together - and to explore the individu-
al’s connection to character through perfor-
mance and portraiture. I wanted to see if these  

characteristics have survived in people’s minds. 
Each person chose a character that they felt a 
connection with and the resulting images are  
about expressing that connection rather than 
attempting to create a visual representation 
of that figure. They are not about ‘getting into 
character’ as an actor would, but as themselves  
they are channelling an aspect of the character 
they find significant. 

We kept the images deliberately pared down, 
with no elaborate costumes or sets, and were almost 
alluding to childhood imagination, where with 
an eye patch you become the most wanted pirate  
to sail the seven seas - or sitting astride a broom 
you become a powerful witch casting spells on all 
those who have crossed you.

There was no James Bond or Girl with the 
Dragon Tattoo, not even a Mr Darcy or a Jane 
Eyre. Without prompting, sitters chose classical or  
traditional figures, demonstrating the univer-
sal appeal and longevity of these traditional  
stories that cross cultures and millennia.  
Enduring myths provide templates which you 
can apply to almost any story. They speak of the  
human predicament. My sitters have identified 
those in which they have found poignancy.

‘Being Ophelia is about 
surrendering to the 
overwhelming immensity 
and tragedy of loving 
unconditionally… in love 
with being in love.’

‘Being Medusa is about 
acknowledging my darker 
side. Blonde curls are 
seen as soft and bouncy 
but when my face takes 
on Medusa’s stony, angry 
death gaze, mine become 
snakes, too.’

In ‘Being Odin’, Courtney, a man with Sickle Cell 
identifies with the sacrificial pain of Odin, the 
Norse god associated with wisdom, war, battle and 
death, and also with magic, poetry and prophecy. 
He wanted to try and project the agony of a Sickle 
Cell crisis, something that is not widely under-
stood. Sufferers deal with excruciating pain and a 
reduced life expectancy. 

Some characters are more obvious due to 
the use of props, and Medusa is certainly one of 
these, as she grasps her rubber snakes, ready for 
attack. In many cases though, the chosen charac-
ter is much more subtly alluded to. When Bridget 
chose Pandora, because of her female curiosity and 
resistance to authority, it was the nature of female 
power and resistance to conventional wisdom 
that formed her foundation of the image. In Greek 
mythology, Pandora, which means ‘all-gifted’, 
was the first woman. Zeus ordered Hephaestus to 
mould her out of earth as part of the punishment 
of mankind for Prometheus’ theft of the secret of 
fire, and all the gods joined in offering her ‘seduc-
tive gifts’. We dispensed with Pandora’s box and 
instead had her holding a cigarette in a smoke filled 
room, raising two symbolic fingers to all those tell-
ing her to quit the nicotine. Bridget says of her 
connection to the character: “Being Pandora means 
being a rebel and a temptress. I grew up in a very 
privileged family where I was expected to marry a 
certain kind of man and live a certain kind of life. I 
confounded those expectations. I will always open 
the box.”

I was surprised then intrigued that my sitters took 
this exercise more seriously than I’d expected, 
probing the depths of their psyches and child-
hood memories. Despite some initial reservations 
around performing for the camera, everyone found 
it an extremely cathartic and revealing experi-
ence. These contemporary individuals explored 
the nature of some ancient characters, which gave 
them means to express an aspect of themselves. 
Which character would you choose to be?

Being Ophelia Being AbundantiaBeing Pandora Being Medusa

>
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‘Being Odin is about 
dealing with the pain 
caused by Sickle Cell and 
accepting that it is a part 
of my life. Like Odin I 
have lost an eye, an ordeal 
that forced us both to 
acknowledge our own 
mortality.’

Each exhibited work has accompanying audio, listened to via 
headphones. In this, the sitter reads a passage from literature 
featuring their chosen character and speaks about how they 
identify with them.

Being Odin



‘There are so many 
different qualities to the 
water, which struck me. 
It’s like this dream quality, 
like everything is in slow 
motion.’
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Elena Kalis’  
Never Never 
Land
Interview by Stevie-Ella Keen

S
urrounded by the beauty of wildlife and 
nature in the Bahamas, Russian-born 
photographer Elena Kalis draws much 
inspiration from her surroundings, but it’s 
in using the mangroves and oceans as a 
backdrop for her underwater portraits that 

she has found her photography niche and her almost 
daily dives mean she is prolific. Often featuring char-
acters from children’s stories, the water helps her 
to create fantasy worlds for her weightless charac-
ters. In previous work, she has collected props and 
costumes for series based on stories such as Alice 
in Wonderland, but her newest project, Never Never 
Land, grew from photographing her daughter and 
friend as they played in the seas of the Bahamas. The 
project that developed was more accidental than her 
previous ones, both in topic and in how personal it 
turned out to be.

Where did the idea for your project Never Never 
Land come from?
This did not start as a project because I did not really 
set out to photograph Neverland or Peter Pan, and 
the name might still change. It just came from the 
place and this summer. It was September when I 
started doing it, the girls were playing in the Keys 
in the Bahamas. The place is just amazingly beauti-
ful and I was taking photographs of the girls. I had 
this sad feeling that I’m growing older, my children 
are growing and will be teenagers very soon - one is 
already is. I just wanted to stop the moment and let 
them be in this enchanted place forever. About the 
same time I was reading this big book with anno-
tations on Peter Pan that mentioned it started with 
a book by J.M.Barrie, The Boy Castaways of Black 
Lake Island. It was a record of these boys’ adven-
tures on an island, which was actually the base for 
Neverland. It was a photography book with about 35 
plates and a little description with it. So this struck 
me, I was doing the same thing. 
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‘A pool is just a pool, but 
in the ocean everything is 
alive’

Your style of photography fits well with the Never-
land themes, especially in terms of picking up on 
the way characters fly in Peter Pan.
I am very attached to the idea of people flying, and 
obviously the water is a perfect medium for that 
because people look so weightless and dreamlike. 
Mostly it was about not wanting them to get older, 
but to stay the same age and be like lost boys. For me 
it was a physical place at first, Neverland. Then it is 
also the kind of place in your mind where you throw 
your imagination in, your childlike wonder, to play 
and to make images, to create, to make it more beau-
tiful, sublime. I would say it’s loosely based on the 
story, but it’s really more broad. In my other series, 
Alice in Waterland, we went with balloons and 
flamingos as props, so that was really to the story. 
This one is more about the feeling of Neverland. 

Do you find yourself drawn to the theme of fairy 
tales in your work in general?
I didn’t think about it but it seems like it because 
everybody knows the stories from childhood, so 
you’re kind of attached and, by retelling the stories, 
you add something so they live longer. Your story 
reinvigorates the original story and you make it 
very personal, so sometimes because of how popular 
the story is you can see that it would really touch 
people. If you take Alice in Wonderland, for example 
- Google it and there will be thousands of interpreta-
tions and adaptations.

What is it about that location that suits the 
theme of Neverland?
It is so beautiful and peaceful there. Then you 
go underwater and it is so spooky. You touch the 
bottom and pink comes up - little particles of sand 
and mud - and it looks like a fog. When I asked the 
girls to put on a mask and look around they said no 
because it does really look like a strange place. It 
feels like Neverland and it’s not a very happy place 
in Peter Pan. It’s not like everybody is happy, they’re 
fighting.

Why do you choose to shoot underwater?
There are so many different qualities to the water, 
which struck me. It’s like this dream quality, like 
everything is in slow motion. You can’t just go jerk-
ing in the water, it’s all very smooth and slow. Most 
of my pictures are not taken very deep because of the 
light. The light quality is just amazing, you can’t get 
it anywhere else. Underwater light is beautiful.

I wasn’t actually that interested in photography 
to start with. I started about five years ago and it’s 
because of the Bahamas, because the water here is 
amazing and we’re in it most of the time. I was doing 
a bit of photography for my paintings so I got a little 
camera and started taking it underwater and you get 
so many different reflections above the surface. I got 
a bit obsessive and have been taking those images 
a lot lately and people are responding really well. I 
was surprised actually. Maybe it’s because there’s 
something to do with a special relationship with 
water that people have inside, which draws them to 
the images.

>

>
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Are there special challenges to underwater 
shooting? I’m guessing you have special equipment 
and underwater casing?
Yeah, you have to drag with you all kinds of stuff. 
That’s the drawback because my arms are killing 
me and I was trying to find something lighter, like 
a GoPro or some smaller cameras because casings, 
especially professional ones, weigh a ton. I’m using 
a Canon 5D Mark something. Well no, the Mark II 
just flooded so I don’t have that one. I need to get 
a new one. That’s another thing of course because 
you’re losing all your equipment if you get water in 
your housing. They can’t repair it, that’s it. Plus I 
have a little boat to go out and you obviously need 
a mask and snorkel, weight belts and stuff like that. 
Also compressors so you can go under longer or some 
diving equipment. So they’re the challenges and I’m 
not very technical. I like taking pictures without any 
headache, but it’s always a headache with this sort 
of stuff.

You mentioned that the earlier images in the 
series just happened, did you prepare for later 
images once they developed into a series?
With some images I had an idea beforehand, but 
what often happens with me is I’m going down with 
my camera almost on a daily basis and just taking 
pictures, even with a little GoPro, just to check it out, 
to see if I can find some interesting angle, maybe some 
interesting reflections. Then, on the basis of this I’m 
thinking to make some images that are staged. 

Especially when I shoot images in the pool, 
they’re often staged because it’s easier to do than in 
the open ocean, but I do prefer to make open ocean 
images by far. It’s more difficult, more challenging. 
You never can get the same feeling from the pool that 
you get in the ocean. It’s like nature’s cradle. A pool is 
just a pool, but in the ocean everything is alive.

 
Is that because of natural elements in the ocean 
like the mangrove roots or the general atmos-
phere?
The mangrove is lovely, I just discovered it this 
summer. It was open ocean mostly, or clear water 
or reef just off the shore, but I’m not interested that 
much in wildlife photography. There are lots of wild-
life photographers I like but I’ve always wanted 
to have a person in the picture. We are feeding the 
stingrays here off the island trying to make them to 
eat from our hands, and my daughter Sasha is keen 
on all life in the ocean. I was taking pictures with the 
stingrays and her. They’re such beautiful animals, 
but again I’m only interested in taking pictures with 
the person in it. I’m not interested in fish.

www.elenakalisphoto.com

>
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The photograph that inspired me
by Diane Bielik

Chez Mondrian (1926), andre Kertesz

C
hez Mondrian is one of those images 
that can teach you how to take better 
photographs.

It is an attentive study of light and 
shade. The composition sends your eye 
spinning gently round as if it’s trapped 

in a kind of soft orbit; from the flowers on the table, 
to the top of the banister, out of the open doorway, 
down the staircase, around the bottom step and 
returning to the vase. As you go around this photo-
graphic merry-go-round other elements appear. 
Lines and squares emerge from of the doorway, the 
doormat, patches of paint on the walls, the table and 
the negative spaces around it. The intersecting lines 
and blocks come together to form a lattice - making 
a direct reference to the resident of this room. A 
recognisable Mondrian grid slowly emerges from the 
photograph.

Shape, line, texture, light, shade and form all 
click into place within this image. It has a kind of 
magic trick behind it, like it could balance on a pin 
or rotate endlessly like a planet. Everything is just 
right and in equilibrium. This elegant composition is 
the result of concentrated looking and adjustment of 
camera and objects. It has an impression of a metic-
ulous still life rather than of a room interior. Like a 
little doll’s house, it’s almost too perfect on the edge 
of the uncanny.

I teach photography in a college, it’s the start 
of term and last week I dug out my old Powerpoint 
show on composition. Mondrian’s House is in there 
under the bit where I talk about ‘balance’. We look 
at the slideshow and discuss the ways in which 
photographers use visual language to create mean-
ing and to communicate. Students are sent off to 
make photographs that respond to a list of headings 
including shape, texture and form - the same task 
I did on my course over 20 years ago. It’s Lesson 1: 
How speak photography.

The thing is, you can repeat Lesson 1 as many 
times as you like. In Tony Ray-Jones’ famous note-
book list outlining his ‘Approach’ to photography, 
eight of his thirteen reminders are about composi-
tion. This famous list of notes-to-self is a reminder 
of the really hard work behind really good photogra-
phy. Kertesz’s image acts like a visual note – one that 
you can pull out at any time throughout your career, 
‘re-read’ and apply to your own work.

I recently returned from Budapest where a tiny 
print of Chez Mondrian opened an exhibition in 
the Hungarian House of Photography. The show 
included a mind-blowing number of famous photo-
graphs collected over the last thirty years by New 
York gallery owner Howard Greenberg. It included 

‘Kertesz’s image acts like a 
visual note – one that you 
can pull out at any time 
throughout your career, 
‘re-read’ and apply to your 
own work.’

what seemed like ev-ery-one: Lange, Brassai, Cartier-
Bresson, Arbus, Rodchenko, Capa, Friedlander, 
Weegee, Levitt and not just the ‘big names’ but big 
images, too. You would know loads of them - James 
Dean smoking a cigarette on a rainy New York street, 
a soldier falling back at the very moment he is shot, 
a worried mother touching her face and looking into 
the distance while her children huddle around her. 
It’s the kind of exhibition that makes your head spin. 

Often small prints (by today’s standard) and 
black and white, they sit mounted and framed, side 
by side – but there was serious weight on those 
walls. These images have been published worldwide 
and are heavy with significance. Some have become 
a subject matter or point of reference in their own 
right, for other photographers and theorists to 
examine.  The curator Károly Kincses describes 
the Greenberg collection as “…integral parts of the 
universal history of photography. Classics. Almost 
required viewing for all students – beginner, inter-
mediate and advanced”.  

Phew! Rather than inspired, leaving an exhi-
bition like this can make you feel a little flattened 
by the greats – the canon has sat right down and 
squashed you. The history of photography booms in 
a big joke, god-like voice, “What are YOU going to do 
now, little photographer?” Well, I am going to take it 
with me and use it. Like my young students creating 
responses to the composition task over half term, I 
join them in the ongoing pursuit of distilling my way 
of looking. These images work as lessons – we just 
need to look carefully and take note.

To see the image visit bit.ly/1dNO2lG

Diane Bielik is a photographer and course leader at City of 
Westminster College. Her work has been exhibited by Impres-
sions Gallery and published in Source, BJP and in a self-published 
book. She is part of the collective Ribbon Machine.
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Theme cover Lynne Collins Eight Seconds, Three Expressions - An 8 
second exposure allowing the sitter, under controlled movement, to show 
three expressions in one portrait.

1-3 Chloe Lelliott  From the series Subterraneans – Images taken in 
the Moscow metro, built during Stalin’s era to raise the confidence and 
prestige of the working classes. Known as the ‘people’s palaces’, millions of 
passengers pass through its stations daily. Subterraneans captures the candid 
quiet moments between the energy of the crowd to focus on the individual. 
Solitary figures lost in their own thoughts adopt a statuesque poise, an 
armour which the city life imposes upon them.

4-8 Jonathan Davies: Alberto has been running a hairdressing salon in 
Camberwell for over 50 years and it was where my dad would take me for 
a short back and sides in the early 1970s. Originally from Italy, Alberto can 
be considered a pillar of the community, as well as a witness to the social 
and economic changes to the area around Camberwell Green. Up until a 
few years ago the shop was double fronted but one half of it was sold due 
to the economic down-turn and is now a money transfer outlet. When I 
arrived Alberto was pleased to see me. Now in his eighties he refuses to 
retire as he feels he needs hairdressing to keep him active. We talked about 
the old days and he showed me the original wooden bench used to raise 
me up from his barber’s chair. Photographing the shop I noticed he still uses 
his original cash register, a throwback to the 1960s, as well as a landline 
telephone which connects him to the world. Although many of his original 
clients have moved away he still gets regular custom, albeit the shop is a lot 
quieter to how I remember it in the 1970s. This day was a relaxed affair 
with Alberto finding time to sit by his window and reflect on life outside the 
shop. For me, the photographs are an objectification of my life and reinforce 
a faded memory. In this instance, I have brought the past into present and 
created a documentary as exhibit. 

9&10 Gary Cohen Girl - Shot during London Fashion Week in February 
2013 at Somerset House, Old Man, Camden Town, February 2012
Backflip Cover Gary Cohen Shot in New York City in 2008, this was my 
first ever street portrait.

11&12 Brendan Delaney Athens Central Market 1&2, from the series A 
walk in Athina
13 Sabine Thoele Untitled

14-16 Madiha Abdo London Snowy Day
17&19 Astrid Schulz Hairdressers: Tom, Dave, Boaz & Peter
18&20 Patricia Barbosa From the series Objectology: #01 shirts & #03 
pants. Visiting the factory, I noticed that the lockers still preserve the clothes, 

ATM receipts and photographs of the workers’ children. The offices still 
contain snack boxes and holiday postcards sent by colleagues. By decon-
textualizing these scenarios, Objectology aims to construct an allegorical 
evocative narrative and elevate the meaning of what has remained, namely 
the private and the intimate. This is the extent of my peripheral vision of the 
factory and, subtly, unveils the human layer. 

21 Lesley Bruce Annie in Green, from the series, At home.
22 Barbara Luckhurst Nbarbara L, Civics teacher at Msakila Secondary 
School in Sumbawanga, Tanzania

23-24 Stuart Moore Untitled
25&28 Eva Turrell Matej & The Marine
26 Simone Fisher Piccadilly Circus, London
27 Sara Rackow I noticed him sitting on a wall in Jaipur while waiting for an 
elephant - as you do!

29 Tom Storr Kristin Baybar, owner Baybar’s. I am working on a project to 
capture life in Kentish Town, and a big part of that is meeting those who 
have lived and made their lives there. 

30 Lucilla Nitto Green-eyed boy, from the series Queens Park Portrait Project 
(www.queensparkportraitproject.co.uk/Lucilla_N). They say the eyes are the 
window to the soul, I believe it is true. The Queens Park Portrait Project 
was a great experience - in a few minutes you have to build a trustful 
relationship in order to take the picture of a perfect stranger who knows 
nothing about you. I realized what a huge responsibility it is taking a portrait; 
as a photographer you look into the inner beauty of the model standing in 
front of you and catch the character that wants to show. Thank you to all 
the people involved.

31 Giulia Berto Luke Abby plays with a frame in my apartment during a night 
together. Luke is friend of mine and a British-born set designer. App. 303, 
83 Meserole Street, Brooklyn, New York City, March 2013. From the series 
Behind the Door. 

32&33 Holly Revell These pictures are from a series portraying key 
characters from the avant-garde queer performance scene in London. 
They’re my muses, inspiring and exciting me both in how they look and how 
they perform - pushing boundaries and breaking all the rules of theatre and 
performance.  David Hoyle (with skull) & Ginger Johnson

The theme for the next issue is ConnECTions 
www.londonphotography.org.uk/magazine/submit
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S
cattered throughout the 
countryside in the North 
West of Ireland there 
are still to be found 
the remnants of a past 
way of life, in the shape 

of abandoned cottages, hidden 
and forgotten in the wilderness. 
Although abandoned and derelict, 
without doors or windows to keep 
the wind out, the interiors of some 
remain intact, as if their occu-
pants had suddenly and hastily 
departed, leaving pictures on the 
walls, plates on the table, clothes 
in the wardrobes and blankets 
on the beds. Stepping into one of 
these homes is like stepping back 
in time 50 years. They are clandes-
tine museums, little time capsules 
hidden in the wildest of wild 

ARTiClEs

‘They are  
clandestine  
museums, little time 
capsules hidden in 
the wildest of wild 
places’

places, completely overgrown and 
forgotten by the modern world; 
yet there they remain, like ghost 
towns hidden in the wilderness 
awaiting discovery.

Few things give me the thrill 
of finding these little ruins hidden 
away in the wilds of Donegal, 
and over the years I have turned 
searching them out into an art 
form. Once you know how to look, 
the clues are everywhere, writ-
ten on the landscape in rocks and 
trees and tracks. I have discovered 
these little private museums at the 
foot of mountains, on the shores of 
loughs, on the banks of rivers, in 
the shade of glens, in the middle 
of bogs and at the end of goats’ 
paths, miles and miles from any 
road or sign of civilisation. And 

yet I’ve also found them next to 
busy main roads, hidden in plain 
sight, rendered invisible by decay. 
Much of the time they’re little more 
than empty shells, the fixtures 
and fittings long since vanished 
or reduced to dust, erased by the 
elements; at other times they are 
used as barns and shelters for 
animals who quickly make match-
wood out of everything inside - but 
every now and then I find a little 
gem, with enough of the roof intact 
to keep out the rain, the windows 
broken, the door swinging on its 
hinges, and inside… inside is like 
stepping back in time.

It is a humbling, and strangely 
peaceful experience to sit among 
the stone ruins, beside the little 
wells and streams, and contem-

plate what the lives of their inhab-
itants must have been like. But 
there’s also a sadness, for you 
can’t help but think “Where did 
they go? What became of them?” 
When I’m wandering around these 
old ruins or searching through the 
ghostly rooms of an abandoned 

house, I’m invariably filled with a 
sense of melancholy and respect-
ful silence, as if I’m passing 
through a graveyard. It feels as if 
I’m being watched, as if the spirits 
of the people who built and dwelt 
within these walls are still around, 
embedded in the rocks, awaiting 
the return of their grandchildren 
from far across the sea. It’s a thing 
that must be experienced to be 
understood. And although I’m not 
a religious person, I cannot help 
but feel the presence of spirits 
amid the silence of these humble 
ruins, for they are my own people 
and I share in the sadness that has 
driven them to emigrate and aban-
don their lives, as I myself have 
done by following in their foot-
steps. 

These photographs are for me 
a form of time travel. They have 
a unique quality about them, an 
alluring strangeness, which is at 
once both magnetic and intrigu-
ing. All at once they seem to speak 
of an era that is both close up and 
yet far away; in some remote past 
yet at the same time within touch-
ing distance of living memory, 
for despite having no electricity 
or plumbing, many were inhab-
ited until as recently as the 1980s. 
They are like a thing that was 
only just there but is gone now 
forever; something we left aside 
in a moment’s forgetfulness and 
cannot find again, an old way of 
life that seems so very different 
and yet the ashes are still warm in 
the hearth. We blinked too quickly.

Forgotten 
Ireland
by Paddy Toye
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Every year, our annual exhibi-
tion is a major event on the 
LIP calendar and our 25th 
Annual show gave particular 

cause for celebration. The open-
ing night took place at the Strand 
Gallery, close to Charing Cross 
station. It was very well attended 
by members and their guests - and 
during its subsequent run was 
enjoyed by a regular stream of visi-
tors who had very complementary 
things to say!

Selections for the show were 
made by Roelof Bakker, Francis 
Hodgson and Colin Pantall, all 
well-respected names in the photo-
graphic field. This is no mean task; 
as the number of LIP members 
increases, entries for this event 
grow - and the standards increase, 
too. This year, we had the highest 
number of images ever submitted, 
a total of 800 from 155 members 
– and from these 108 prints were 
selected to hang.

As in previous years, a shining 
catalogue has been produced of the 
exhibited work and is available to 
order online from Blurb, where you 
will also find those from previous 
years - see www.blurb.co.uk/user/
store/LIP_20th

This year’s show was organ-
ised for the first time by Amanda-
Vincent Rous, who did a marvel-
lous job of carrying on the 
production previously done so well 
by John Stead. We also had Carol 
Hudson curate the hanging, a team 
of volunteers to hang the work and 
to invigilate the gallery while the 
exhibition was on. As a volunteer 

lip ACTiviTiEs

organisation it’s great to have the 
support of our members, so thank 
you all. 

We’d also like to thank all who 
attended and helped us celebrate 
this milestone achievement. We 
hope to see you all again next 
year, as LIP continues to go from 
strength to strength!

And now a few words from our 

organiser, Amanda, on her expe-
rience taking over the exhibition 
organiser role and reflecting on the 
process: 

This was my first year (both 
as a member of LIP and as 
exhibition organiser) and 
it was fascinating for me 

to see how LIP started and get to 

know some of the people who were 
there at the Photographers’ Place in 
Derbyshire 26 odd years ago (great 
for a midlands lass like me to know 
LIP started ‘up north near us like’). 
We commemorated this by dedicat-
ing a space in the gallery to profiles 
of as many as we could round up 
of the first members of LIP, and 
photos from the workshops held by 
Paul and Angela Hill in Derbyshire.

The private view evening as 
always was buzzing (and not just 
from the wine!) with a brilliant 
turnout, and visitor numbers to 
the gallery were very strong. The 
Strand Gallery also had it’s high-
est ever traffic to its blog, featur-
ing interviews with different LIP 
members who exhibited.

Huge thanks are due to the 
following people who helped 
volunteer in various ways: Paul 
Bate, James Berrington, Rosangela 
Borgese, Nikee Brooklyn, Anne 
Clements, Melanie Jones, Margaret 
Mann, Chris Moxey, Sarah Peters, 
Andy Roberston, Behzad Sharouz, 
Jo Stapleton, Craig Stevenson and 
Nadine Wood. Extra special thanks 
especially for Lizzie Brown, Kath-
ryn Geels, Carol Hudson (and the 
UWL students), Tiffany Jones, 
Hugh Look, Yoke Matze, Jean 
Penders, Len Salem, John Stead 
and Eva Turrell who were essential 
to the exhibition through promo-
tion, online processing, catalogue 
producing, curating, financial 
stuff, etc.

You have helped me massively 
in my first year of organising the 
exhibition. And last but not least, 
a huge thank you to all the exhibi-
tors - the comments from visitors, 
the public, LIP members and the 
gallery staff couldn’t be better 
- ‘awesome., inspiring, amazing 
range of work on display...’ 

Already we’re thinking ahead 
to the 26th exhibition in 2014. If 
you have any ideas on how we can 
make LIP’s flagship exhibition even 
better do let me know! 

Amanda Vincent-Rous 
Exhibition Organiser 
exhibitions@londonphotography.
org.uk

lip Annual general meeting
2 December 2013, 6.30pm
The Artworkers Guild
Queen Square, London WC1N 3AT
This year we will be meeting at the 
artworkers Guild, a fascinating and 
original venue, and very central. The 
formal agenda is available to members 
online.

The main business won’t take long, 
so there will be plenty of time to 
meet your friends, get to know other 
members and enjoy a slideshow of 
the best of LIP members’ work - not 
to mention food and wine in beautiful 
surroundings.

we will be electing the committee 
for the next year, hearing brief reports 
from officers, and discussing anything 
members want to raise as well as outlin-
ing plans for 2014. This will be a good 
chance to hear about, and participate in 
shaping, Some new ideas and new chal-
lenges we are setting ourselves.

It’s always a great evening and it 
would be good to see many members 
there. It’s a pleasant but valuable way 
to make a contribution to LIP as well as 
having a good time!

lip and analogue photography:  
A note from Hugh look, Chair
It’s easy to take digital photography 
for granted, along with the skills and 
equipment it requires. LIP, though, has 
talented members who still prefer an 

entirely silver-based approach to their 
work. 

From time to time, this presents a 
difficulty as LIP itself becomes more 
reliant on digital images, especially 
for submission to fLIP and to the first 
round of the annual exhibition selection 
process.

Rather than risk excluding photog-
raphers, or push people into doing 
things in a way they are not comfort-
able with, we would like to support 
photographers in their chosen way of 
image-making. we will try to allow for 
a non-digital submission process where 
we can, but for the exhibition in partic-
ular that may not always be possible.

To help in a more sustainable way, I 
would like to set up a panel of members 
willing to help with scanning prints and 
negatives or preparing digital files for 
other members. at the moment it will 
be primarily for LIP’s own publications 
and events, but if it is successful partici-
pants may be willing to help with other 
projects. It’s not likely to require a 
great deal of time and will be a reward-
ing opportunity to work with other 
photographers, helping them to realise 
their vision. 

If you have good quality scanning 
facilities and would be interested in 
helping, please contact me (chairman@
londonphotography.org.uk) and I will 
add your name to the panel. Thank 
you.

AGM 2007, Brian Keane photo

The Strand Gallery, image by Jean Penders

Celebrating  
a Milestone: 
LIP’s 25th 
Annual 
Exhibition
by Jean Penders & Amanda Vincent-Rous

25th Annual Exhibition catalogue, available to order at www.blurb.co.uk/b/4669837
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and sequence into series, and it is 
this that she considers to be the 
true artistic process in her work. 
As a result, her primary output 
consists of some very individual 
and beautifully designed photo-
books, created as gift for friends 
and family – and published by 
Steidl as very personal cava-
tina style booklets. Highly influ-
enced by literature rather than 
visual arts, she describes herself 

T
his year’s winter 
exhibitions look very 
promising, with a 
welcome focus on 
female artists, some of 
whom are represented 

in their first solo shows in Brit-
ain. Among these are retrospec-
tives of mixed media artists, Ana 
Mendieta and Mira Schendel - and 
British favourite, Sarah Lucas. 
Particularly interesting from the 
photographer’s viewpoint are the 
solo exhibitions of Dayanita Singh, 
currently at London’s Hayward 
Gallery, and Viviane Sassen, at the 
Scottish National Portrait Gallery 
in Edinburgh.

Although Dayanita Singh 
dislikes the ‘retrospective’ label 
attached to her show ‘Go Away 
Closer’, it is certainly the most 
comprehensive overview of her 
work so far. Born in India in 1961, 
she is an artist/bookmaker who 
uses photography as a medium 
for her very own personal visual 
language of expression – and her 
photographs, mostly shot in black 
and white, focus on the mundane 
side of everyday life in India. She 
is clearly influenced in her style by 
the masters of classical documen-
tary photography, and her images 
deliberately blur art and journal-
ism, leaving the viewer uncer-
tain about staged content versus 
observed reality.

The single image is not the 
centre of Singh’s focus, however; 
she collects photographs to edit 

‘Singh’s images
deliberately blur
art and journalism,
leaving the viewer
uncertain about
staged content and
observed reality’

‘Sassen has created
a distinguishable
approach to fashion
photography,
instantly
recognisable and
redefining the
genre’

Image Viviane Sassen, courtesy Scottish National Portrait Gallery

Image Dayanita Singh, courtesy Southbank Centre

as using the individual image as 
vocabulary for creating poetry - 
and to tell her story.

Translating her editorial style 
into an exhibition context, she has 
created eight individual ‘muse-
ums’; effectively wooden struc-
tures, each displaying around 40 
images relating to a specific story 
or theme. As a result, her photo-
graphs are presented in a very 
democratic manner - and all equal 
in size. This way of displaying 
allows her to recreate her edit-
ing process in the gallery envi-
ronment, but unlike the printed 
edition, there is the advantage 
that the material can be re-edited, 
even during the duration of the 
show, hence enhancing or chang-
ing the underlying story told. 

While other rooms in the exhi-
bition focus on single images and 
recreations of her best known 
books, it’s also interesting to see 
the sparing, but highly effective 
use of colour entering into her 
more recent work.

In contrast, Viviane Sassen’s 
work presents imagery of a differ-
ent mood and tone. A current 
exhibition at the Scottish Portrait 
Gallery in Edinburgh, focuses on 
her fashion photography from 
1995 to 2012. During these years, 
Sassen has created her own, 
distinguishable approach to fash-
ion photography, which perhaps 
in common with only Juergen 
Teller’s work, has influenced and 
refreshed the genre as a whole.

Sassen studied fashion before 
switching to photography, and 
in the Dutch art and fashion 
scene, where she worked on small 
commissions for underground 
magazines and labels, she began to 
feel liberated from the conserva-
tive and corporate approach domi-
nating the fashion photography of 

the time, shaped by the male gaze. 
Shooting editorials for magazines 
like ID or Dazed & Confused often 
with a limited budget, she devel-
oped her individual approach, 
which introduced a feminine view-
point as well as crossing over into 
the surrealist influence apparent 
in her personal work – such as 
those images inspired by Africa, 
where she spent part of her child-
hood.

Today she works on big budget 
campaigns for Miu Miu, Stella 
McCartney and Louis Vuitton, yet 
her originality and independent 
visual language remains intact.

This exhibition is now show-
ing in Scotland after a highly 
successful run in Amsterdam. If 
you‘re unable to make the jour-
ney north of the boarder to see it 

in person, the accompanying book 
of the same title is recommended – 
and offers an alternative opportu-
nity to follow the development of 
this important figure in contempo-
rary and commercial photography.

Dayanita Singh ‘Go Away Closer’ 
- on at the Hayward Gallery until 
December 15th. Don’t forget to 
check out special events during 
the exhibition, including talks on 
photobook editing.

Viviane Sassen ‘In And Out Of 
Fashion’ – on at the Scottish 
National Portrait Gallery until 
February 9th 2014. The book 
supporting the exhibition was 
published by Prestel (Dec. 2012).

Female Focus: 
Contrasting 
retrospectives 
from Dayanita 
Singh and  
Viviane Sassen
by Frank Orthbandt
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sarah lucas: situation Absolute 
Beach man Rubble The bawdy 
euphemisms, repressed truths, erotic 
delights and sculptural possibilities of the 
sexual body lie at the heart of Lucas’s 
work. Her sculpture, photography and 
installation have established her as one 
of the most important figures of her 
generation. Until 15 Dec at Whitechapel 
Gallery, 77-82 Whitechapel High Street, 
London E1 7QX

Ana mendieta: Traces a major 
retrospective focusing on her later 
pieces, in a wide variety of media, from 
photography to film, sculpture to draw-
ing. Using her own body together with 
elemental materials such as earth, water, 
blood and fire, Mendieta produced 
‘earth-body’ sculptures with metaphors 
about life, death, rebirth and spiritual 
transformation. Until 15 Dec at Hayward 
Gallery, Southbank, London SE1 8XX

Home Truths: photography, 
motherhood and identity aiming 
to challenge long held stereotypes and 
sentimental views of motherhood, the 
work addresses changing conditions of 
power, gender, domesticity, the mater-
nal body and familial relations. works 
by Janine antoni, Elina Brotherus, Elinor 
Carucci, ana Casas Broda, Fred Hüning, 
Leigh Ledare, Katie Murray and Hanna 
Putz. Until 5 Jan at The Photographers 
Gallery, 16-18 Ramillies St, London W1F 
7LW

Home Truths: photography, 
motherhood and loss (compan-
ion exhibition to the above) Four 
conte porary photographers explore 
the theme of loss in the relationship 
between mother and child. Curated 
by Susan Bright. Until 5 Jan at Foundling 
Museum, 40 Brunswick Square, London 
WC1N 1AZ

photo50 / london Art fair Photo50 
is a guest-curated exhibition of contem-
porary photography as part of London 
art Fair. This year’s show is entitled 
‘Immaterial Matter’. The art fair will 
showcase about 120 selected galleries. 
15-19 Jan at Business Design Centre, 52 
Upper Street, London N1 0QH

mira schendel This full-scale survey 
reveals aspects of Schendel’s dialogues 
with a diverse range of philosophers and 
thinkers, as well as her engagement with 
universal ideas of faith, self-understand-
ing and existence. Until 19 Jan at Tate 
Modern, Bankside, London SE1 9TG

Taylor wessing photographic 
portrait prize 2013 with 2,435 
photographers, 5,410 submissions and 
a selection that will no doubt be the 
base for many discussions in London’s 
photography circles, the annual Taylor 
wessing Portrait exhibition explores a 
range of themes, styles and approaches 
to the photographic portrait, from 
commissioned images of famous faces 
to more spontaneous and intimate 
moments capturing friends and family. 
Like it or loathe it - it remains one 
the biggest competitions of its kind in 
Europe. Admission £3, until 9 Feb at 
National Portrait Gallery, St Martin’s Place, 
London WC2H 0HE

Astronomy photographer of the
year 2013 From all over the world
these winning entries capture ethereal
images of the sky viewed from Earth, 
out to swirling nebulae in deep space. 
Until 23 Feb at Royal Observatory, Green-
wich; Astronomy Centre

only in England: photographs by
Tony Ray-Jones and martin parr
The Science Museum opens its new 
‘Media Space’ gallery with an exhibi-
tion contrasting the work of two classic 
British photographers. Focusing on 
eccentricities of English social customs, 
Tony Ray-Jones’ contribution is drawn
from his travels across England in the 
late 1960s, photographing what he saw 
as a disappearing way of life. Humor-
ous yet melancholy, these works had a 
profound influence on Martin Parr, who 
has edited a new selection including 
over 50 previously unseen works from 
the Ray-Jones archive. These images are 
shown alongside The Non-Conformists, 
Parr’s rarely seen early black and white 
work from the 1970s, demonstrating the 

key influence in his work of the older 
Ray-Jones. Admission £8, until 16 Mar 
2014 at Media Space, Science Museum, 
Exhibition Road, South Kensington SW7 
2DD

Hannah Höch The first UK retrospec-
tive of works on paper by this inter-
nationally renowned German Dadist, 
with over 100 works dating from the 
1910s to the 1970s. The exhibition 
illustrates how Höch established collage 
as the artistic medium of choice for 
satire whilst being a master of its poetic 
beauty. 15 Jan - 23 Mar at Whitechapel 
Gallery, 77-82 Whitechapel High Street, 
London E1 7QX

The Royal photographic society
international images for science
Exhibition 2013 Showing 100 prints
of an extraordinary variety of scientific
photography – images that explore 
worlds we can only imagine, or that are
used as tools in everyday life in medi-
cine, engineering and other related 
fields. Until 1 Dec at Royal Albert Hall, 
Kensington Gore, London SW7 2AP 
then 1 Mar - 30 Apr at ArtCell Gallery, 
Cancer Research UK, Li Ka Shing Centre, 
Cambridge CB2 0RE

Bailey’s stardust a landmark exhibi-
tion of the work of David Bailey will
include a new portrait of Kate Moss,
exhibited for the first time, together 
with previously unseen work including 
images from his 2012 travels to the 
Naga Hills in India.. Over 250 portraits 
selected by Bailey will be on show. 6 
Feb - 1 Jun at National Portrait Gallery, St 
Martin’s Place, London WC2H 0HE

Dean describes the Neapolitans 
as outspoken, superstitious and 
fiercely independent - a direct 
result of their experience of 
frequently-changing rule over the 
centuries, owed to its important 
and strategic geographical posi-
tion.

In the manner of a flâneur, 
Dean documents his observa-
tions. His classic black and white 
images focus on the single shot, in 
search for the decisive moment, 
as his primary concern is not 
developing a visual narrative. 
His work is best when focussed 
on detail, on a person’s behav-
iour or their gestures, exposing 
ambiguity rather than presenting 
the viewer with more formalised 
street scenes.  

From a photographer’s 
perspective - and from my own 
experience – Naples can be frus-
trating and rewarding at the 
same time. There is a lot theatre 
happening on the streets right in 
front of your lens, and on a visu-
ally attractive stage. At times this 
is, however, difficult to translate 
into strong images as the city’s 
narrow and crowded streets, 
combined with sometimes harsh, 
high-contrast lighting conditions, 
make it a challenge to capture 
and isolate individual scenes. 
There are many great examples 
in Dean’s book where he manages 
to concentrate his focus and distil 
this street life into convincing 
photography.

‘We often use 
photography as a 
comforting tool 
to capture first 
impressions and 
the ‘sense’ of a 
place’

I always find something very 
intriguing about visiting an 
unknown or foreign place for 
the first time, equipped with 
a camera, walking the streets, 
observing people and surround-
ings with only curiosity as moti-
vation for making images. In this 
way, we often use photography as 
a comforting tool to capture first 
impressions and the ‘sense’ of a 
place.

In his self-published book 
Napoli, Dean Ayres invites us on 
his strolls around Naples, leaving 
the obvious tourist spots behind 
and presenting us with his indi-
vidual view of the city and its 
inhabitants. 

Naples - according to ancient 
mythology - was founded at the 
spot where the siren Parthenope 
was washed ashore after commit-
ting suicide for not being able 
to seduce Ulysses with her voice 
and song. Since this mythologi-
cal origin, the history of the ‘siren 
city’, as it still is referred to today 
by locals, has been character-
ised by high drama and a colour-
ful history. In his covering note, 

Napoli
Photography by Dean ayres 

50pp, 10x8”, £30 Softcover
Self-published, April 2013
blurb.co.uk/b/4264645

Francis Bacon by David Bailey, 1983, courtesy National Portrait Gallery

Katie Walsh by Spencer Murphy, 2013 - short-
listed for Taylor Wessing Portrait Prize

mEmBERs’ Books By fRAnk oRTHBAnDT
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Changes in photography 
have also been reflected in LIP’s 
publication. Originally produced 
with basic technology and no 
immediate artistic ambition, the 
purpose of the original newsletter 
was to disseminate information 
amongst members - a function 
that today is inhabited by the 
web. The website is now the main 
source for the group’s information 
and is effectively LIP’s face to the 
world, with the majority of our 
newer members making their first 
contact via this and other social 
media and networking websites.

As the website grew in content 

and popularity, the role of the 
print publication shifted. Produc-
tion quality was dramatically 
improved in 2005, evolving into a 
professional, showcase publica-
tion printed in full colour under 
the header ‘London Independ-
ent Photography’. Rid of most 
housekeeping items, it was further 
reinvented under the editorship of 
Britt Hatzius (from 2007-10) into 
a printed gallery with a focus on 
presenting coherent and conclu-
sive series of images within the 
context of an overarching theme. 
Many of the characteristics devel-
oped then are still guiding fLIP 

today, such as the aim to explore 
personal motivations and philoso-
phies behind the visual work, 
the issue themes, and publishing 
three issues per annum. 

In 2010 Tiffany Jones 
took over the editor role and 
re-launched the magazine in its 
current form. 

The format was adjusted to 
a smaller size with double the 
number of pages, the title fLIP 

was created (meaning ‘for London 
Independent Photography’), and 
regular sections were structured 
to guide the reader through 
subsequent issues. In recognition 
of our growing and increasingly 
diverse membership, a gallery-
based approach was introduced in 
one section, allowing for greater 
emphasis on the single image 
as opposed to concentration on 
series, thus giving all members 
an increased opportunity to 
contribute to each issue. While 
the features and articles continue 
to be based on LIP’s founding 
ethos of developing and inform-
ing an inclusive approach to 
photography as a means for indi-
vidual expression, a new anchor 
interview with a well-known 
photographer from outside the 
membership gives space for estab-
lished photographers to show and 
discuss work alongside amateurs. 
Today fLIP has a circulation of 
1000 and is distributed through-
out London’s main photography 
galleries and bookshops. 

Looking back through the 
archive issues of the magazine 
in preparation for this article, it 
is a revelation how profoundly it 
has informed and shaped my own 
personal approach to  
photography over the years and I 
consider it a great privilege to be 
a regular contributor. 

To view back issues of the maga-
zine, visit www.londonphotogra-
phy.org.uk/magazine

‘Features and  
articles continue to 
be based on LIP’s 
founding ethos – 
developing and 
informing an  
inclusive approach  
to photography’

fLIP back
in time: The
history of
the magazine
reviewed

LIP was founded just over 25 
years ago as a place where 
London-based photography 
enthusiasts of all backgrounds 
and abilities could meet, discuss, 
critique and share photography in 
a format based on workshop expe-
riences. The predecessor of what 
has now become the respected 
fLIP magazine started out as a 
newsletter at that time. 

LIP Service, as it was called 
then, was hand-typed and photo-
copied, produced quarterly and 
circulated amongst members. It 
served as the key source of infor-
mation for like-minded people, 
in an environment where the 
promoted approach to photog-
raphy as a means for individual 
expression was new and hard to 
come by.  Articles were a mix of 
news about workshops and meet-
ings of the developing sub-groups, 
small ads for darkroom facili-
ties and film supply, alongside 
occasional political provocations 
and polemic rooted in the spirit of 
Thatcher years. Here the founding 
years of LIP were mapped. 

Commenting today from an 
environment surrounded by an 
abundance of imagery in a world 
where individual photographic 
expression is commonplace, it is 
hard to imagine how niche and 
revolutionary the individualistic 
approach of LIP was in the early 
days. Photography today is a 
democratic medium, and with the 
advent of instant digital imaging 
and smartphone technology, inevi-
tably our relationship with, and 
expectations of the medium have 
changed.

Book RECommEnDATions By lAuRA noBlE

Resort 1 
By anna Fox
Schilt Publishing 
£45

Camp, crass, kitsch, cheesy, 
corny, even crap are all words 
used to describe one of Brit-
ain’s largest and most success-
ful holiday brands, Butlins. 
Having spent two years photo-
graphing the Butlins resort in 
Bognor Regis, West Sussex using 
a large format camera, Anna 
Fox has peeled back the physi-
cal and psychological façades of 
the place to expose the enduring 
attraction of this 75-year-old 
institution.  By visually updat-
ing our somewhat jaded remem-
brances of the 1950’s styled 
imagery of Butlins in years gone 
by, Fox fearlessly tackles the 
gaudy with the heroically comi-
cal. Like glorious Technicolor 
the cheaply constructed dwell-
ings, shops, bars, restaurants 
and other facilities become glit-
tering ‘sets’ to gape at in awe. 
Everything is amplified, from the 

décor to the exaggerated design 
created to make an impact. It 
is easy to sneer at such lack of 
subtlety – yet it is hard not to 
be drawn into the unadulterated 
transparency of commerce in the 
name of fun. Butlins is a loud, 
proud, hyper-real place where 
entertainment is as plentiful as 
the weather is unpredictable. 

Anna Fox celebrates the 
family-friendly environment – 
albeit an imitation - by procur-
ing the interactions of parents 
and children with the staff and 
each other. What her images 
show us is that holidays are not 
about sophistication, but about 
taking a break from real life 
with a few props to bolster that 
enthusiasm and simply enjoying 
yourself. I expect that 50 years 
from now Butlins will still exist 
and we will still look at these 
photographs with fondness. 

LIP Service No 1, published a few months after London Independent Photography  
was founded in 1987. Roger Estop editing

The arrival of colour in Spring 2005, 
Mark Mitchell & Michael Roth editing
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Love and War
by Guillaume Simoneau introduced 
by Lisa J. Sutcliffe
Dewi Lewis Publishing
£30

apps can’t fake the aged subtlety 
with their filters. Like a vinyl record 
compared with the mpeg, soft-
ness and warmth will always shine 
through and comfort the soul. This 
humanity breathes throughout Ray-
Jones’ colour photographs of ordi-
nary people living their lives. Many 
stare dreamily out of windows, 
whilst others talk, sit or lie in the 
park chewing the fat. Paying $2 
for a roll of film and $1.50 to get 
it processed, this was a prolific 
time for Ray-Jones who alongside 
Ryzard Horowitz would pound 
the pavement with his camera to 
capture the richness of American 
life in glorious colour. He expressed 
that colours ‘vibrate’ in America – 
and the use of colour showed their 
‘colour-conscious nature’.  

For most of us Tony Ray-Jones 
is known for his black and white 
images. I assure you that this is only 
the tip of the iceberg and his colour 
work is a revelation. A picture of the 
street shot from above with several 
two-tone cars is reminiscent of 
Rodchenko’s work. However, the 

shades of red, yellow, orange, green, 
blue and purple against the black 
road with its white markings and 
silver manholes form an exquisite 
painterly photograph in glorious 
colour akin to an abstract expres-
sionist painting. This diminutive 
book is a classic gem, which I’m 
sure will be snapped up quickly so 
don’t miss out!

we begin to comprehend the mind-
set of all the protagonists. 

The book itself is small, inti-
mate, perfectly fitting for content 
that is understated and quietly 
powerful. ‘Hesitating Beauty’ is 
the way in which his mother would 
sign off her letters when residing 
away from home for treatment. 
This is perfectly visible in Lutz’s 
portraits with her demure and 
inwardly preoccupied mannerisms 
amidst a mass of dark curls. The 
trap schizophrenia and depres-
sion cause within those who suffer 
from it is suggested throughout 
the book in poignantly nuanced 
ways - on road signs, precariously 
placed rock formations and words 
like ‘FALL RISK’ on an armband 
- all pointing towards the inner 
struggles of the family. This is 
a great series of sensitive and 
powerful pictures bound inside a 
beautifully designed book.

The complications of love, war and 
relationships all converge in this 
book depicting the love affair Guil-
laume has with Caroline Annadale 
whom he met in a photographic 
workshop in Maine in 2000. During 
the course of eight years Caroline 
gets married to someone else and 
enlists in the army. Photographs of 
correspondence, landscapes, inte-
riors and still lives are punctuated 
by portraits of Caroline, whose 
demeanour alters as the years pass, 
reflecting her wartime experiences 
in Iraq. The ease with which she 
poses in 2000 in Rockport, lying 
naked in the bathtub or carefree 
in the grass with a daisy in her 
mouth, seem a lifetime away from 
her guarded expression wearing 
her army uniform or ‘At home in 
a black silk robe’ in Georgia 2008. 
How the characters personas shift 
is suggested through the inclusion 
and absence of beauty as you turn 
the pages. The contrast of a pink 
rose followed by a dark intense 
portrait, then a video snapshot 
of Caroline and her father upon a 

return from Iraq in 2006, show the 
breaking down of their connection 
as large pixels take away the detail 
in the picture. We are shown that 
the very fabric of their worlds are 
separating and reconnecting only 
to be split again.  We only see the 
photographer’s view as he is never 
in the frame, perhaps keeping a 
distance he knew was coming as 
his lover went to war. Although 
this is very much a male gaze, it 
is a tender one striving for love as 
the world and its madness got in 
the way. 

‘How the char-
acters’ personas 
shift is suggested 
through the inclu-
sion and absence 
of beauty’

There is something about older 
colour photographs that will 
always seduce the eyes. The tones 
synonymous with film are differ-
ent from the digital imagery that 
surrounds us. Even Instagram and 

I cannot say how many times I 
have sighed when a photographer 
has written the text for their mono-
graphs and the before I get half 
way through it the phrase ‘stick 
to photography’ springs to mind. 
This however was not the case 
with Joshua Lutz’s book ‘Hesitat-
ing Beauty’. In fact it was quite the 
opposite - I found myself reading 
every line as I looked through it. 
The text not only re-enforced the 
story his images told but, coupled 
with letters from his mother and 
a statement from his father, drew 
me deeper into the life of a woman 
battling with mental illness, shar-
ing the way it felt being part of the 
family in a profound way. Combin-
ing archival family snapshots of 
a young vital woman with visual 
analogies showing the literal 
cracks in the fabric of the mental 
state of both his mother and the 
family she was trying to nurture, 

Although the text is in Dutch, I feel 
that the fantastic array of photo-
graphs (over 200 of them) makes 
this book well worth having. I 
saw the exhibition in Amsterdam 
at the Amsterdam City Archives 
(which runs until 5th January 
2014) and instantly fell in love with 
the extraordinary images, which 
came out of Jacob Merkelbach’s 
studio. Opening his studio above 
the Hirsch & Ciefashion house in 
Leidseplein from 1913 to 1969, 
Merkelbach’s clients included 
Queen Wilhelmina and Mata Hari. 
Chosen from an enormous collec-
tion of 40,000 glass plates, which 
have now been digitized, the book 
and exhibition show the breadth of 
work that the studio did. Fashion 
models, stage and screen actors, 
dancers, men in uniform, portraits 
of weddings, children, families 
and even owners with their pets 
- although in a studio setting 
-  reveal the societal norms of the 
day. 

Actors in multiple guises strike 
dramatic poses aided by profes-
sional lighting to great effect. The 
commercial application of the 
studio is also displayed with the 
transformative nature of a photo-
graph from black and white plate 
to a movie poster in full colour 
complete with graphics. 

The vast array of clothing, 
facial expressions and poses in 
this book could give any budding 
portrait photographer enough 
material to set up their own studio 
work for years to come. The details 
and intensity of the sitters are 
intensely alluring. You can order 
the book with a cover photograph 
of your choice from the rich Merkel-
bach collection at www.redeenpor-
tret.nl for €69.50, well worth it I 
assure you. Even better take the 
45-minute flight to Amsterdam and 
see the exhibition as well. 

Tony Ray-Jones 
american Colour 1962 – 1965
Published by Mack
£20

Hesitating Beauty 
by Joshua Lutz
Schilt Publishing
£24.50

Fotostudio Merkelbach 
Portretton 1913 – 1969
Edited by annekevan Veen
Published by Komma 
www.redeenportret.nl 
€69.50
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Astrid schulz, next to photography is passion-
ate about movies and cinema, occasionally working 
as a costume designer for film & TV. Not surpris-
ingly, her photographs reflect her love transforma-
tion and magic reality. www.astridschulz.com
Barbara luckhurst An ongoing involvement 
with a UK–Tanzania school twinning project has 
given me unexpected opportunities in photogra-
phy; to show something of the work of Tanzanian 
teachers to a UK audience and, on return visits, to 
give back the images to their subjects.

Brendan Delaney combines work as an 
academic doctor (King’s College London) with a 
35-year interest in street, documentary and urban 
photography. He is a member of the LIP Central 
Group predominantly.  
www.brendandelaneyphotography.com
Chloe lelliott is a British photographic artist. 
Her work revolves around our experience of 
place, how we navigate and construct spaces both 
physically and psychology. She predominantly 
photographs transitory spaces and locations 
where people can be transported, absorbed or 
lose oneself. Her aim is to draw out the fictional 
elements within the everyday, exploring the imagi-
native potential of sites. www.chloelelliott.com
David Talley is a self-taught, 20 year old fine art, 
portrait, and event photographer living in Southern 
California. www.davidtalleyphoto.com
Eva Turrell can be contacted under 
07798904594 or evaturrell@gmail.com
gary Cohen is a California native, moved to 
London in 2010 and can be found around town 
taking pictures of strangers.  
www.streetographer.com 
Twitter: @streetographer
giulia Berto recently graduated from the 
Documentary Photography and Photojournalism 
Program at the International Centre of Photog-
raphy, New York. Her long term photographic 
project Behind the Door has been exhibited 
in New York at the Rita K. Hillman Education 
Gallery and the 2013 Photoville Festival; it will be 
part of the book New York Edited published by 
Ostkreuzschule fuer Fotografie in Berlin in early 
2014. She is currently based in New York. berto.
giulia@gmail.com
Héloïse Bergman is a freelance photographer 
currently based in London. After more than ten 
years photographing Time Out guide books all 
over the world, she recently completed an MA in 
photography and is working on several long term 
documentary projects. Her work was exhibited 
in the both the London and the New York Photo 
Festivals last year. 
www.heloisebergman.com
Holly Revell is part of the queer avant garde 
performance scene in London, making portraits 

with the characters she meets and document-
ing their work. She is also known for her 
photo-booths called DARKROOM which invite 
participants to make pictures in the dark.  
www.hollyrevell.co.uk 
Jean penders is a Dutch photographer based in 
London, who designs our LIP Annual Catalogue.

Jonathan Davies is a London-based photogra-
pher who uses analogue and digital media. Current 
work explores serendipitous composition through 
temporality, memory and loss. A former art editor 
who holds an MA in Image and Communication 
from Goldsmiths College, London.  
www.zamberwell.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 working with portraits of people in their 
own environment. 

lucilla nitto is a London based photographer. 
She use both digital and analogue photography, 
often using old analogue cameras in order to 
explore a range of different spaces from urban to 
mental space. Storytelling is used as the method to 
establish relationship with the viewer.  
www.lucillanitto.com
lynne Collins lives and works in London as an 
artist/photographer. Having won many awards, 
Lynne was nominated and shortlisted for a fellow-
ship with The Arts Foundation in 2013 for still life 
photography. Her photographic images are held in 
many private collections and she is represented by 
Troika Editions. www.lynne-collins.com
madiha Abdo Photography is indeed a self-
expression that allows her to document the 
interesting world around her, while connecting 
with both audience and her subject. Madiha wants 
people to experience what she feels during her 
process of image creation and to have fun while 
viewing her images. www.madiabdo.com
mark Tamer is part of the Queens Park LIP 
group. www.marktamer.co.uk
paddy Toye I’m from Donegal in the NW of 
Ireland so it’s impossible not to be influenced by 
the epic landscape of sea, mountains and moors. 
You can find some crazy things out there, there’s 
so much history in the landscape. I play music and I 
like shooting bands and stuff, and my snapping my 
mates when they’re absolutely hammered.  
paddytoye@hotmail.com
patrícia Barbosa (Portugal) is an independ-
ent photographer that focuses her work on 
memory, identity and absence. She holds a degree 
in Communication (Oporto University) and a 
Post-Graduation in Photography from School of 

Arts (UCP). She’s also the coordinator assistant 
of Photo Archivo, a documentary photography 
project. www.patriciabarbosa.net /  
notpatriciamaria.tumblr.com
sabes sugunasabesan I am using photography 
to observe, connect and understand the world 
around me and my response to it. Starting with 
an interest in documentary work my photography 
has evolved somewhat. I don’t want to articulate 
as to what it is for fear that it would become 
fixed. Looking at my recent projects I am satisfied 
that they are close to my values, temperament 
and feelings. These works done for the Crossing 
Lines group, Herts Foto Forum and family touch 
on memories, experience of places and situations 
and concepts of Home. I find that at times text is a 
necessary complement to my photography. 

sabine Thoele initially started out with street 
photography as the images were just out there, 
waiting to be found by her. Being a visual magpie, 
she since has branched out into other areas of 
photography. www.SabineThoelePhotography.com
sara Rackow After studying for a B.Tec in 
photography I started to sell work through photo 
libraries and agencies. I have recently had a photos 
exhibited at the Photo Wandsworth and Putney 
LIP Exhibitions, and continue to do freelance work 
both as a writer and photographer including a 
book published on autism. sararackow@gmail.com
simone fisher is an Australian currently living in 
London who is focused on making photographs in 
the street. www.simonefisher.com
stefanie Reichelt is a scientist and photog-
rapher based in Cambridge. Her research 
includes the development of imaging techniques 
for cancer diagnostics at the CRUK Cambridge 
Institute. In her photographic work, Stefanie 
explores the perception in photography. She is 
also founder/curator of ArtCell Gallery, a contem-
porary exhibition space at the local hospital site. 
www.stefaniereichelt-photographyandprints.com
stuart moore is a self-taught photographer 
living in East London. His work has been shown 
at Gallery320 (Bethnal Green) and in the London 
Independent Photography Annual Exhibition 2013. 
stuart.moore@srmoore.com
Tom storr is an amateur photographer  
www.tomstorr.com
Zoe Childerley is a photographer and lecturer, 
she has exhibited nationally and internationally and 
undertaken numerous commissions and residen-
cies, working all over the world. Her photographic 
practice is largely conceptual social documentary 
and collaborative portraiture. It is developed 
by interaction with different communities and 
is concerned with identity, belonging and our 
relationship to the land and its stories.  
www.zoechilderley.co.uk

ContributorsTurning Point
A series of incidents and opportunities

Igniting Nightmares 
by David Talley

I 
created the image ‘Igniting 
Nightmares’, in late 2012, dur-
ing a time of significant change 
in my life. I was just beginning 
to realize that my fear of failure 
in the realm of photography was 

essentially eating away at my abil-
ity to move forward, progress, and 
continue to make imagery. 

At the time, I wrote these 
words to accompany the piece. 
These were the feelings I had at the 
time I created the image:

“Clinging to a chair, chained 
down - not by anything physical; a 
force you cannot see holds you to 
the seat. Stagnant, staring, watch-
ing life go by at a trickling pace. 
Flickering light streams in from 
the bit of sunlight that is others’ 

accomplishments, others’ dreams 
fulfilled, and the life you could 
have. Yes, you. Strikes of lightning, 
rolling thunder, and bouts of pour-
ing, torrential rain that are every-
thing else: failure, people (yes, the 
ones you care about) who do noth-
ing, but could be so much. The ones 
who let life pass by; trivial. You, 
who also let life pass by because 
you feel complete. But you aren’t, 
not a single soul is or ever will be. 
These fill the dry basin around you, 
up to your calves in things and bits 
of happiness and dreams unac-
complished. And as you’re stuck to 
that chair, chained by that invis-
ible bond, a match floats by in the 
river of horrible that is slowly fill-
ing up from the rain of everything 

around you; the steaming, acid 
rain that poisons you and your 
mind and your body, that stings 
your skin and makes you scream.

Live out your dreams, and 
make yourself into something. 
Strike that match. Ignite your 
nightmares.” 

This image, while solidifying 
new Photoshop practices in terms 
of compositing and colour-editing, 
as well as working with my biggest 
fire-based set, has helped me real-
ize that most people are unhappy 
with their lives because they aren’t 
doing a single thing with them. So 
many people, especially of my age, 
have so much talent, but too little 
drive, motivation, or work ethic to 
allow them to further themselves 
and live the life they desire. This 
image set the pace for my desire to 
work hard for what I love, and to 
create a life out of it. It still reso-
nates with me to this day, and even 
more so now. To anyone who views 
this image and reads this text, I 
hope that you not only chase your 
dreams, but that you work as hard 
as it takes and harder, without fear 
of failure. Fear will only keep you 
in the dark. Strike the match and 
ignite the nightmare.

‘This image set 
the pace for 
my desire to 
work hard for 
what I love, and 
to create a life 
out of it. It still 
resonates with 
me to this day, 
and even more 
so now.’
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