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LETTER FROM...

Letter from  
the South West
by Quentin Ball

Editor’s note

D
ear Friend       
You may have been here, to the 
American Southwest.  The attraction 
of such a varied landscape is hard 
to pass up when you’re looking for 
images.

I know… you could say that about everywhere. 
Mongolia, for example, has always drawn me, 
though I haven’t made it there yet.

I’m not sure why I regularly visit the Southwest. 
I suspect a key reason is that I lived there for 
many years; my wife is a Texan, and most of her 
family still live there. But I think the main reason 
is because my ‘first image’ was found there. Do you 
know what I mean by ‘first image’? The one that 
when seeing a print of it for the first time, you say 
‘that’s the image I have looking for all this time’? 
The American landscape offers me the possibility 
to frame another one of those magic images. So off 
I go - to those canyons, vast expanses, and to miles 
and miles of peace to explore.

I want to tell you of other features in this 
landscape that you may not know of and may want 
to consider – not the wonders of nature but rather 
man’s imprint on the land, often called ‘Americana’. 
Here are some examples of the variety that I have 
come across...

In the scrubby flatlands of eastern Utah is the 
town of Green River, born when the US Mail had 
to cross the Green River back in 1876. In 1883 
the railroad arrived, and then later, during the 
1940s-60s, it became a uranium mining town. Today 
with less than 1000 people, it’s a sleepy stop-over 
for the interstate traffic which bypasses the town.  

In the early 20th Century, if you were coming 
into Green River from the west, there stood the 
first gas station for 100 miles. I’m sure that is the 
reason it has such a tall monolith! Imagine if you 
were heading east and your car was running on 
fumes and there in the distance you see ‘gas’... it 

would have been such a relief. Today, the monolith 
stands forgotten, its only companions the weather 
and sands of time.

Southeast from Green River across the Four 
Corners area you can find yourself in New Mexico 
and on Navaho Nation land. You will see from 
afar the natural volcanic outcrop monolith called 
Shiprock. With a height of 1500 feet it is a landmark 
to say the least. I was in the town of Shiprock one 
autumn as they prepared for their annual pow-wow 
and the most vicious sand storms came through and 
played havoc with everything. But my image taken 
there later the same day shows the Red Rock Trading 
Post sign stands stoically against the elements.

Southwest from Shiprock and into Arizona 
you can join Interstate 40 which generally chases 
the original ‘mother road’ across the US, Route 
66. Flagstaff is a good example of a town and rail 
station built on this road. One hundred miles west 
of this town is the longest stretch that remains of 
the original Route 66, running 80 miles across the 
western terrain of Arizona.  I remember one journey 
on this piece of twisting road, when I was passed by 
a swarm of bikers on their Harleys; what a visual 
and aural experience that was!  In the midst of this 
piece of Route 66 is the gas station at Hackberry, a 
walk back in time, and where a cold root beer never 
tasted so good.

Northwest from Hackberry and into Nevada 

you will find yourself in Las Vegas, an interesting 
city full of awesome architecture, both new and 
classic Americana. For me, the early light is best 
(what’s new there!) and when it’s quiet too, it works 
especially well for me. This motel that I present to 
you here is on Main Street, north of Flamingo Blvd. 
One could spend many days trawling through the 
mecca of Americana here, however I find the city 
– with its noise, garish sights and sounds, and so 
many sad stories - difficult to be in for much more 
than 24 hours. That said, I could happily spend a lot 
of time and many rolls of film in the remainder of 
the Southwest.

I do hope this will pique your interest, and that 
you will discover the magic for yourself.
Regards, Quentin

T
he medium of photography seems made 
for the principles behind ‘vintage’; a 
photograph records time but immedi-
ately it starts dating. This process is 
exacerbated by the current popularity of 
the smartphone and snapshot photogra-

phy, allowing for immediate consumption and shar-
ing of images. The ‘selfie’ is a phenonom celebrating 
the moment, a piece of communication de-objectify-
ing photography.

Against this backdrop, the definition of ‘vintage’ 
in photography is multi-layered. Is it the subject 
matter, the age and quality of the image as an object, 
or is it related to the photographic process or visual 
aesthetic being of a different era? The submis-
sions received for this issue explore many aspects 
of the ‘vintage’ definition, though interestingly, 
many of these interpretations came from a distinc-
tive contemporary viewpoint. One aspect however 
becomes particularly obvious reviewing the differ-
ent approaches; the notion of ‘vintage’ in photog-
raphy is over-laden and sometimes muddled with 
another concept: nostalgia. 

Nostalgia, generally described as a sentimental 
longing for the past, constitutes a tricky emotion, 
comprising sadness and happiness in equal terms – 
and heavily connected to concepts of family, friend-
ship, events and surroundings, such as a beautiful 
landscape. It can give us a feeling of connecting and 
belonging. 

Digital photography offers immediate ‘nostalgia 
triggers’ via applied filters, to recreate the fuzziness 
of historic black and white images, or light leaks 
experienced in bygone equipment, or colour shift 
associated with the use of film and printing tech-
niques.  We can give our depicted moment an altered 
meaning by adding a ‘fake’ historic dimension.

In this way, emotions are manipulated and situ-
ations altered in the style of ‘vintage’ photography. 
Referring to the above quote from Capa, is such 
photography a piece of art, or a moment in history? 
Food for thought, perhaps, while reading through 
the magazine!

Frank Orthbandt
editors@londonphotography.org.uk

‘Photography has the capacity to 
provide images of man and his 
environment that are both works  
of art and moments in history’ 
Cornell Capa

‘I want to tell you of other 
features in this landscape 
that you may not know of 
and may want to consider.’
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My way

The Jubilee Pool, Penzance:  
A Pool of Memories
by Angela Ford

I 
was born and bred in Penzance, where during 
school holidays friends and I spent endless days 
at the Jubilee Pool. We would swim come rain or 
shine. It’s where I learnt to swim and took part in 
school swimming galas.  As a social meeting place 
at that time, we all took it for granted and did not 

appreciate its historical significance.
The Pool was opened in 1935, the year of King 

George V’s Silver Jubilee, and the cause of much cel-
ebration… a wonderful art deco structure, with wide 
terraces and sweeping lines, which signified the 
waves that surrounded and filled it with sea water.

In the 1990s, the Pool fell into disrepair and it 
was thought that it would not be saved. Fortunately, 
a local architect came to the rescue, and an associa-
tion was formed to rescue it. It re-opened in 1994, to 
more celebrations, and provided a reunion opportu-
nity for all of us who had misspent our youth there. 

On my arrival in Penzance in April this year, I 
went on my usual pilgrimage to the Pool. I was heart-
broken to find that despite the sign featuring a sunny 
image of the pool detailing the times and dates that 
it was open, it was obvious that this was not going 
to happen. The storm damage caused by raging seas 
in February was total, the Pool was wrecked. Every-
where I looked there was devastation, and yet there 
were small glimpses remaining of its former style

I felt a strong impulse to record the damage. It 
was almost as if I could not stop taking pictures. I 
was so taken aback and appalled. As I captured im-
ages of a deserted and ruined place, I could imag-
ine and almost hear all those voices and memories 
from the past… and the terraces where we used to sit 
and chat between swims. The broken down chang-
ing rooms, their doors destroyed and split in two; 
this was where we used to drape our towels to make 
these cubicles our own place in the Pool.  All had to 

be recorded. It was not only the damage that I felt I 
needed to record but I also had to convey through my 
images, the elegance and beauty of the Pool together 
with a strong awareness of what had gone before, 
despite the devastation, and what it could be again.  

I’m interested in conveying a sense of place in 
my photography and people also play a large part 
in this, but with no people at the Pool, the scenes 
took on a different meaning for me; the loneliness 
and dereliction was disturbing.

The Jubilee Pool is one of the few remaining sea 
water lidos in the UK and fortunately a substantial 
amount of funding has become available through 
Penzance Town Council, Cornwall Council and the 
Local Enterprise Partnership for restoration work. 
However, fund raising is still necessary in order to 
ensure that all of the repairs and renovation take 
place and people in Penzance are already gather-
ing ideas to acquire the remaining funds. This will 
ensure that the Pool survives and is restored to its 
former glory.

I shall continue to record the Jubilee Pool, 
through my personal images and convey the atmos-
phere of this special place as it reinvents itself once 
more. 

‘I could imagine and 
almost hear all those 
voices and memories 
from the past.’
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My way

Jolly Corners
 
by Peter Jennings

F
or years, author Edith Wharton could not 
sleep in a room which contained a book of 
ghost stories. If that included her own, then 
she could be believed. Stories like Afterward 
and The Triumph of Night are more than 
spooky tales; there is a presentiment of 

spiritual danger. More down to earth, all the best 
ghost stories expose our own fears; we haunt the 
prose. The age of superstition is past, and today 
we fear the living more than the dead. But after 
thousands of years of ‘civilisation’ we are still afraid 
of ourselves. 

I have collected supernatural fiction for over 
thirty years. I’m sceptical about ghosts, I’m not 
a religious person but a spiritual one, and I’m 
continually fascinated by the genre. Its imaginative, 
poetic, narrative form has strongly influenced my 
photography.

A story by Henry James, a close friend of Edith 
Wharton, was very much in my mind when I was 
photographing a deserted period cottage near 
Maidstone in Kent. As a child, I had played in similar 
cottages.

James’ story The Jolly Corner, tells of an 
American, who has been living in England for most 
of his life. He revisits the old brownstone house in 
New York where he grew up, and is confronted by 
the ghost of himself as he might have been had he 
remained living and working in the USA. The story is 
autobiographical.

The cottage near Maidstone had all the 
traditional trappings of a haunted house. It was 
spooky, dark and had, I felt, incredible presence. 
The door had been left open and the garden was 
overgrown. Who were the previous owners? Why had 
it been abandoned?  I had a strong sense of being 
followed around by persons unknown who had lived 
a life there. Stories could be told about each room; 
dramas now re-enacted in film-noir shadows, dust 
and filtered sunlight. Adrenalin flowed. I feared 
discovery, as although the cottage and garden were 

deserted, I was trespassing on someone’s property - 
and I feared injury as I gingerly crept across rotting 
floorboards on the first floor. As a child I’d risked 
life and limb in similar abandoned cottages and 
had stolen apples from similar orchards. Now I was 
stealing images, fictionalising the dreams that hung 
in the silent, dusty air.

I was creating a ghost story in pictures, not 
words; the ghost haunting the cottage was me. 

The project’s direction was spiritual movement, 
simultaneously from the outside to the inside of 
the cottage and its garden - and the focusing on 
an image while another is in the mind. So I made 
double-images, but ironically sometimes single 
images worked, telling a similar story. The psyche, 
that haunted region of the mind; was I was re-
visiting scenes of my own life, dramas in another 
time-frame?

Technically I could only achieve this with my 
vintage twin-lens reflex shooting on film. I was 
reminded of Bill Brandt with his old police camera 
and those amazing nudescapes. Well... new tricks 
from old dogs. And new visions.

For me, as an old dog of 65, death is nearer 
now and it’s time to examine something I may see 
as friendly in the future. I view my ghostly book 
collection in a different way to when I started 
collecting thirty years ago. I view my image-making 
differently also, but in the here and now I must 
investigate the ‘jolly corners.’

‘It was spooky, dark and 
had, I felt, incredible 
presence.’
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My way

Heroes & Villains
 
by Alexandro Pelaez

H
eroes & Villains is a five year project; 
a series of portraits of action figures 
I’ve grown up with since childhood 
and continue to watch and read about 
in comic novels, cartoons, movies and 
TV series. 

All these portraits were taken in my photography 
studio in South West London with a 100mm macro 
lens. For some, I used the multiple exposure 
technique which has always fascinated me since 
I learned about it in college. From an artistic 
point of view it grabbed me straight away. What I 
particularly liked was that I didn’t have absolute 
control over how the photo was going to come out 
at the end, so it was very interesting to see the final 
image. I also found that experimenting with textures 
such as water, smoke, milk dissolved in water, 
pastels and paper introduced an interesting element 
into the project; its purpose being mostly to create 
a feeling or mood to the portraits, depending on the 
character. 

I used this technique instead of Photoshop to 
create the effects I wanted for my Heroes & Villains 
series, even though I was shooting with a digital 
camera for this particular project. My photography 
tutors and the photographers who I’d worked 
with in the past had always taught me that as a 
photographer one should produce the image or 
photo as much as possible with the camera, and not 
depend on Photoshop. I used Photoshop only as a 
tool to develop the photo; in other words, it was the 

equivalent of being in the dark room… for cleaning 
the photo, giving it contrast and toning the colours.

I decided to apply the multiple exposure 
technique on some of the characters in my project, not 
only to create a graphic effect - but also a symbolic 
effect - for example, in the case of Superman, who 
we see with the American flag, I’ve used this because 
I’ve always found Superman to be the most famous 
American hero that has ever existed. Then, there is 
the Joker with a contact sheet of Batman’s headshots 
all playfully coloured with pastels and with the 
joker card which represents him, there’s Jack Bauer 
from the TV series 24, with the digital numbers and 
graphics of the TV show creating a sort of sniper 
view - and Mr. Heisenberg from the Breaking Bad 
TV series, with chemistry formulas. 

There are two main reasons why I ended up 
using action figures. Firstly, because I knew I was 
never going to be able to get the ‘real’ actors or the 
‘actual’ robots in my studio. The second reason is 
because I still like the action figures and collection 
models of my favorite movies, cartoons and comic 
novels and I was pretty sure I would get along with 
them better than I would with the real actors.

My love of movies, TV series and comic novels 
is the main inspiration for this project. Although 
none of my photos are from specific movie scenes, 
they were all inspired by movies, and especially 
by illustrations in comic novels. All of the Heroes 
& Villains portraits were created in the way that I 
personally viewed each of the characters.

‘Its purpose was mostly to 
create a feeling or mood to 
the portraits, depending on 
the character.’
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To go to the 
window
by Kate Wentworth M

y house in the Yorkshire Dales stands 
on a shoulder of Ingleborough Fell 
facing west and commanding a wide 
view over rolling fields and hills 
towards Morecambe Bay. Part of a 
building dating from the 1830s and 

originally a girls’ school, in the 1950s it was divided 
into several family-sized sections, including ours; 
three floors with a small tower on top. The upstairs 
sitting room just below the tower has two large 
windows so that, even on the wettest day, it is well-
lit. It is a high-ceilinged, graceful room, comfortably 
filled with furniture and ‘things’ inherited and 
acquired over my lifetime. I met the man who lived 
here with his family just after it was turned into a 
house and he told me that his daughter was born in 
this room.

It is a house full of memories. Traces of the orig-
inal school remain… fitted cupboards and drawers 

with old sticky labels inside, the writing now faded 
but presumably once said what should be stored 
where. Now, when I am here, I am surrounded by 
my things. Many of them carry memories of their 
origins. I bring them out, especially my old toys, for 
my grandchildren to play with, and try to tell them 
some of the stories about them.

The west facing window dominates the room. 
Through it, you see the light changing as the sun 
moves round during the day, and as the weather 
moves in from the west, as it does most of the time.  
While living here, I‘ve become increasingly gripped 
by photography, delighting in the opportunities in 
the area. The window and its view are wonderful 
subjects and it’s a challenge to master the extremes 
of light inside and outside - and to achieve addi-
tional pictures, always featuring the window, with 
which to add something more to the series.

In September 2010, I took part in a Photogra-

phers’ Place workshop on environmental portraits 
and people photography, with Paul Hill, Martin 
Shakeshaft and Nick Lockett.  On the Saturday even-
ing, Brian Griffin showed his remarkable pictures 
and explained how he made them. Later in the work-
shop, I was brave enough to put forward some of my 
own efforts for review. Paul was kind but clear that 
most of my gems were not striking enough for him.

Immediately after this, I had a few days alone in 
the Yorkshire house. I was full of ideas and think-
ing particularly of Brian Griffin’s originality. Deter-
mined to raise my standards, I took a whole lot of 
experimental pictures of myself (I was the only mod-
el around – and at least I followed my own instruc-
tions). One successful picture was achieved:  a figure 
(me) seen from the back, hands behind the head, gaz-
ing out of ‘the window’ at a cloudy evening sky.

From then on, I’ve been taking pictures of 
and around the window at all possible times. 

‘It is a house full of 
memories. Traces 
of the original 
school remain… 
fitted cupboards 
and drawers with 
old sticky labels 
inside, the writing 
now faded but 
presumably once 
said what should be 
stored where’

>
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‘While living here, 
I‘ve become 
increasingly gripped 
by photography, 
delighting in the 
opportunities in the 
area.’

The camera is always fixed to the tripod, ready to 
whip out whenever something good is in view – a 
rare, vanishing rainbow in the morning; fleeting  
evening shadows when the sun is very low but before 
it goes down below the hills leaving the land in shade;  
children absorbed in play. What am I trying to  
capture?  The light and mood, both of the place and 
those in the room;  the beauty of the room, the win-
dow and the view, which are at once calming and  
unsettling; a succession of moments stilled while 
time passes. Oscar Niemeyer, the Brazilian archi-
tect, said in a broadcast interview: “We’re here and 
then we pass.  We each have our little history.  We go 
away and life goes on.  Life is just a sigh – that’s all.”

I and my family comprise a succession of  
occupants of the house, people who have lived in 
the room and experienced the view. Through my  
photographs I hope to have caught something of our 
‘sighs’ in this beautiful place.

This is an intensely personal project. But just 
for family and friends?  (“Nice pictures, Mum.  Can 
I have one for my kitchen…?”)  And what about  
making a book? I heard Dewi Lewis talk about 
publishing photobooks. He was asked about what  
projects he can’t or won’t take on and answered: 
“One of the things a lot of photographers seemed 
to do as college project was to revisit a house that 
had personal meaning for them… their grandpar-
ents’ house - or the house they were brought up in. 
However good it is, the interest level is family and 
friends.” Another point, made by Martin Parr at the 

launch of The Photobook: A History volume III was 
less discouraging: “Many photobooks today show 
much more personal work, even when documentary. 
But these need to have a valid purpose, not just to be 
self-indulgent.”

I want to rise above mere self indulgence and 
present the pictures to the world beyond my family.  
But doubts surround me.  I struggle to sequence the 
pictures, to find or write text, somehow to define a 
‘valid’ purpose for the work.

Help has come from two places. By chance I 
found The Restlessness of Sunset, a poem by Ruth 
Fainlight, which beautifully expresses my fixation 
with the window. I had been searching for a title for 
the whole project and one of the lines was just right: 
‘To go to the window’.  That’s what I have been doing 
constantly during the years of my ‘window project’.

My second source of help came with Paul Hill’s 
three Hot and Cool workshops for LIP, earlier this 
year.  I was not sure about whether I was hot or cool, 
but I took along my pictures and hoped for guidance 
on how to present them. As is so often on these occa-
sions, meeting other photographers was fun, stimu-
lating and helpful. Paul was encouraging about the 
project and his suggestions moved me forward in 
clarifying and untangling what I could and might 
aim at in putting the series together.

To go to the Window is not quite ready yet, but I 
am making progress. With a fair wind, I should have 
a book fit to show the world before the end of the 
summer.

<
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145 Nights
by Daniel Keys

O
n the 17th February 2013, I packed 
a suitcase with enough clothes for a 
week, along with my camera, some 
film and my laptop, and got on a 
train to London. I’d just found out 
I was to start working full time at 

an art retailers; news that came two months after 
being made redundant from the first job I’d managed 
to secure since graduating in 2011. Five months and 
five days later I finally moved into my own room. >
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After 145 nights of sleeping in six different beds, 
on two sofas, a futon and a mattress and working 
nine hours a day, five days a week, and living out 
of a suitcase in a cupboard, I was struck by an 
overwhelming spectrum of conflicting emotions. It 
took me this long to secure my own room because 
not only is rent extortionate, but the increased 
probationary period when working in the retail 
trade means that a new starter has between three 
and six months before knowing they have a secured 
regular income. Earning just over £13,000 a year 
before tax didn’t give me much of a chance to save 
up for the deposit for a flat, which was 6 weeks rent. 
On top of this I had to pay the first month’s rent, the 
bills, council tax and the estate agent’s fees. This 
amounted just under £1500. Earning just over £1000 
a month, and with half of that going on rent, it took 
6 months savings and my entire overdraft to pay 
for it! 

These circumstances are similar to those of 
many graduates; I am by no means special – in 
fact, my situation is better than the majority of 
the population; in August 2013, 2.51 million were 
unemployed. With the added government cutbacks 
within the benefits sector it is becoming harder not 
only to find work but to find sufficient funding for 
daily life.

Many graduates are seen as over-qualified and 
inexperienced and due to the way the job market is, 
it has been near impossible for many people to even 
consider some form of life away from home.

This project is the photographic autobiography 
of this transitional period into regaining full control 
of my life. I wanted to create a highly personal 
and specific photographic project, chronologically 
detailing the path I took to get from the first to 
the last image in the series (home to home). But as 
well as expressing my own story, I wanted to tell 
a universal story of anyone who has been in this 
transitionary stasis, between homes.

This was to be my first major work since my 
graduate piece Silent Spring, made in the spring 
of 2011. The former project was a reflection of 
what I saw happening to others due to changes in 
the benefit system, whereas this project was my 
reaction to – and a way of making sense of what 
was happening to me. It was also the very first 
time I’d turned the camera onto myself, which 
was a big step for me as I’ve never had myself as 
subject. I feel this was important not only for the 
project as a whole but for me at that moment in 
time; a chance for me to sit down and see my life as 
a series of small vignettes. This was an approach 
quite different from my usual one and I found very 
freeing even though I was very restricted. Most 
of my images are tableaux, using the signifiers of 
documentary photography whereas this was almost 
the opposite. It was also good for me to be able to 
utilise a different process yet still create affecting 

imagery that can express socio-political and socio-
psychological issues.

Each image was taken in the place I slept, either 
the morning after, or in the week after sleeping 
there. I wanted the images to be as similar as 
possible to the reality of the fragment of time I 
chose to reproduce or capture. I decided to use 400 
ASA film combined with an underexposed negative 
to give the sense of sleep and waking, to that hazy, 
thick heat of the summer - and also as a slight nod to 
‘grainy’ low light nightmares. I wanted to produce 
a document of my life presented as close to the 
visuals of a dream as I could without it becoming 
fantasy; I wanted to photograph these fragments in 
a way reminiscent of a memory. Each image was 
shot with natural or incidental light, which I feel 
was important in allowing the atmosphere of each 
room to come across in the images.

I also feel that the project was a reaction to 
not having any space that I could call my own. 
This project was 100% my own and doing it was an 
important process of seeing, coming to terms with 
and moving forward from the previous 6 months; it 

was almost as if I needed to catch up with myself 
and reflect on what had passed and what was 
too come. I finally had a room and a job, I had a 
blank canvas to start from and I felt I needed to 
mark the occasion with a visual full stop. I hadn’t 
photographed a project of my own in nearly two 
years and everything I’d photographed involved 
working for someone else’s vision, such as doing 
favours for fashion designers. I needed to prove 
to myself that I could still photograph and that 
however hard it gets and however little I have, to 
know that I am still capable of creating work with 
a mood and an atmosphere that can communicate 
more than just an aesthetic. 

The reason the images are not in a positive tone 
is not because that period in my life was devoid 
of happiness, but because I wanted to capture the 
moments that I found the hardest; the times I felt 
lost, fed up, tired, scared or confused… because 
these were the moments which shaped me more as 
a person.

Also, the very nature of the project being 
where I slept allies itself to the images having a 

‘This project is 
the photographic 
autobiography of this 
transitional period  
into regaining full control 
of my life.’

<

>
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balance of vulnerability and strength. We are never 
more vulnerable than when we are sleeping and it’s 
this insecurity and instability that permeates the 
images for me on a personal level. When choosing 
the edit for each location I was reminded of all of 
the worries and stress that I felt knowing that I had 
no fixed address, I could be fired any time from my 
job, hesitant to find a room of my own, hiding from 
the landlord to not get my friends in trouble and 
trusting people with a part of myself. However I 
was also reminded of my refusal to give up and the 
want to start a life of my own, on my own terms 
and to feel some form of security from everything 
in my life. The last image was the beginning of 
everything, it was me with nothing yet I felt I could 
finally start to build my life and to create again. 

‘It was a reaction to not 
having any space that I 
could call my own.’

<
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Located on Hoxton Square in the centre of Shoreditch, Daniel 
Blau has created and developed his unique vision and approach 
towards ‘vintage’ photography. Differentiating himself from 
the general gallery scene, who tend to represent and repeat a 
group of artists, Mr. Blau concentrates on topical exhibitions, 
often dealing with contemporary history, with photos he 
himself researches and collects from archives. Some of his 
most prominent exhibitions in this vein featured historic NASA 
photography, his Blitz exhibition brought together newspaper 
pictures from the London bombings in WWII, and his Pulitzer 
Prize show, where he presented forgotten winners of the 
prestigious prize from the mid-20th century.

Originally with a background in contemporary art, which he 
mainly shows in his Munich gallery, Blau’s distinct programming 
straddles art and photography. He presents vintage photographs 
as piece of ‘zeitgeist’.

In our interview Daniel talks to us about his interest 
in ‘vintage’ photography, the unique philosophy behind his 
exhibitions, and the effect modern digital technology might have 
on the concept of ‘vintage photography’. He also speaks about 
what he is looking for in young and contemporary artists and 
photographers.

fLIP talked to Daniel in Munich before he left for this year’s 
edition of Art Basel, where he was showing a selection of Warhol 
sculptures, with no link to photography at all.

‘I believe a good artist will know anything that’s going on 
around him and what has happened before.’

In Focus
by Daniel Blau

> Frank Filan (1905-1952) “It Was a Fight to Death”, November 11, 1943, silver gelatin print on glossy fibre paper, printed by October 12, 194 © Frank Filan (Eyewitness, Pulitzer Prize Winning Photographs show)
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Daniel, having followed your programming here 
in your London gallery as well as at fairs such 
as Paris Photo, and contrasting it with your art 
dealing background, I wonder where your interest 
in this type of photography comes from?
I began by focusing mostly on mid-19th century 
photography, recently moving further into the 20th 
century, particularly the 1940s and 1950s. In London, 
we held an exhibition on Pulitzer Prize winning 
photography and then you get into areas where the 
concept of ‘vintage’ becomes really important; for 
example, you can find a vintage print made of Robert 
Kennedy’s assassination, but you can also print 
one out from the internet. Images today are widely 
available, but the value of such prints is variable, in 
fact, it’s close to non-existent in the case of internet 
prints. They are not valuable objects anymore, but 
are just ‘image carriers’, as I like to call them. 

So at the gallery in London we have focused 
on vintage photography, which can also include 
contemporary photographers. Usually contemporary 
photography under the above definition would be 
classed as ‘vintage’ because there is no need for a 

young or living photographer to reprint his own 
work later if it was just shot a few years ago. The 
works are most likely still available from the time 
when he has printed them for the first time - most 
of those are considered vintage even though they are 
brand new.

Although you focus on individual photographers 
at times, your main exhibitions such as the 
Pulitzer, the Nasa and the Blitz focus on a topic 
or era. I assume a lot of research is required in 
finding these images and putting these exhibitions 
together.

It goes two ways. Usually there is an underlying 
idea or topic that starts the search for pictures. Or 
sometimes there is a group of pictures that somehow 
connect, and you suddenly realise that these would 
make a great show - for example, you have kids with 
gas masks running around surrounded by flames, so 
why not do a blitz show?

So, you see, research is the basis for every 
exhibition. We do what we can to bring together a 

Hello Daniel, it’s a pleasure to talk to you. Before 
we talk about your gallery I would like to ask 
how you define the term ‘vintage’ in the context 
of photography. There seem to be many ideas of 
what ‘vintage’ actually represents?
Hello. Yes, of course. If we take vintage as a term 
that’s very broadly used, not only in the art world 
but in many other areas, such as clothing, it remains 
a very vague concept that is applied to anything that 
is of any age. 

If you look at established guidelines defining 
‘vintage’ in the art world, these are extremely 
strict when it comes to photography, graphics and 
sculpture, where you can basically trace it back to 
the original negative, vintage plate or casting mould 
– however, vintage in our understanding, is when 
the photographic print has been produced within 
two years of the photo being taken or of the negative 
being developed. So a Polaroid would automatically 
be vintage, unless it is a Polaroid of another Polaroid, 
such as Julian Schnabel does. Then it looks like it’s 
an original vintage piece, but in fact it’s a later print, 
so it is kind of deceptive.

‘Images today are widely 
available, but the value 
of such prints is variable, 
in fact, it’s close to non-
existent in the case of 
internet prints.’

<

(3358, Eyes on Mars show) NASA Viking Lander I “First Color Photo Taken on Mars” 1976, July 21. JPL presentation semi 
glossy c-print 61 x 69,9 cm © NASA. Courtesy: Galerie Daniel Blau Munich/London

Left: Robert H. Jackson (*1934) “Jack Ruby Shoots Lee Harvey Oswald to Death, Dallas”, November 24, 1963, silver gelatin print on  
glossy fibre paper, printed by January 18, 1966. © Robert H. Jackson (Eyewitness, Pulitzer Prize Winning Photographs show)
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photograph! Can you get me the print?” And she was 
laughing at me and said “NO this is in our archive, 
we need it, we cannot give it away.” Back then these 
photographs were treasured, but now they are 
flooding the market. In the past the news agencies 
and archives didn’t want to give these photographs 
up. Now I can actually buy them, and pass them on 
to be treasured again. 

This again shows your interest in the research, 
using the archives to work as a curator and bring 
something together with a narrative.
I think that at least some new curators are a little 
overwhelmed by the amount of possibilities and 
speed with which dealers like me can act and react. 
If I put a show together it takes me around a year, 
whereas an exhibition at a major museum needs 
many years to organise and a curator is limited to 
a maximum of one show a year if that. So the major 
institutions work much more slowly and as a result 
will not be the first on the block. Of course the size of 
my shows are very modest, much smaller, and also 
the audience that I reach is much smaller, but on 
the other hand, before I did exhibitions of atomic 
explosions, and some of my war shows, you found 
hardly any of this material in exhibitions. Since then, 
there have even been single-subject NASA auctions, 
and exhibitions of this material. So I wouldn’t 
consider myself the first, but definitely quite early in 
putting this material into the public mind as actual 
artworks, perhaps as pieces of ‘zeitgeist’. I like this, 
pictures that have stamps on the back, marks that 
show that they have been handled, crop marks, 
airbrushing. For example, it is wonderful to hold a 
piece of art that was published in a London paper in 
the 1940s, a photograph that made news, shaped our 
memory of events and became history. The prints 

are objects of their time and if you download the 
same image from the internet and print it out it’s 
nothing. It’s less than a shadow!

Interesting. So what you are effectively saying 
is that maybe twenty or thirty years from now 
this type of photography might not be available. 
Images are all digital these days, so you don’t have 
the prints, the objects.
Yes that certainly is a problem. My kids are in their 
early 20s and strangely enough they have 35mm 
photo cameras that they use and take photos with, 
and they have a vinyl record player! 

There seems to be a longing for the tactile 
qualities of the object and the process, to be able to 
see what is happening. When you have a vinyl record 
in your hand you actually see the sound imprinted in 
the record, but when you download a file onto your 
iPhone, you don’t know what is going on, you don’t 
know where it comes from, you don’t see the process. 
You are so far removed that it doesn’t have the life 
and meaning that the older technology still contains.

With photography, the same basic technical 
aspects are also quite important in understanding 
an image, and to be able to appreciate it. There is 
the transfer and transportation of light; you get 
something from the analogue technology that a 
digital photograph does not offer, because all is 
altered by an electronic process and conversion 
when we program the camera to do what we want. 
And 30 years from now I think you will look back and 
see that today was the time of the fewest surviving 
pictures. I mean if you have a look at family photo 
albums, an equivalent to archives, you’ll see 
photographs of your parents and great grandparents 
and yourself as a kid - but then look at the last 2,5,10 
years; there is hardly anything there. I mean nobody 

cares to print these out - and not onto photo paper. 

Today’s paradox is that everyone appears to be 
taking pictures all the time, but they are actually 
not printed, taken care of or edited. Might we look 
at online databanks in the future as a form of 
recording our memory? 

It will be interesting to see, I mean, I cannot find 
photos I have taken anymore. I don’t know where 
they are. They have some DSC file name and I don’t 
know what that stands for. So unless you have a 
system of cataloguing, editing and filing all your 
pictures, they just disappear. But then you don’t 
miss what you don’t know you have.

Daniel, can we talk about the upcoming exhibitions 
here in London? Next is the 5 under 30. This is 
effectively a competition, now in its second year, 
where you are looking at young contemporary 
photography. Is this something of a departure 
from your usual programme?
Yes it is a competition and this year it will finally 
feature guys after we ended up with an all-female 
exhibition by sheer chance last year. It will be very 
international. We had a lot of submissions, many 
more than last year, when it was a bit difficult to 
find five really good and interesting photographers. 
This year was great, it was fun and I really  
enjoyed it. 

What is your criteria, what are you looking for in 
these young photographers?
You see, when I started in the gallery business 24 
years ago, I started with my contemporaries, with 
my artists. And I thought I had a good eye and 

set of interesting pictures. We don’t have the space 
and research abilities of a public institution, but 
we try to do our best. And why are the exhibitions 
thematic? In my opinion it is more interesting to 
show a group of related pictures because it tells a 
story, provides context and artistically creates a 
more detailed picture of the artist or subject. This is 
why we pull together small groups of photographs, 
or in the case of our recent Capa exhibition, we 
develop a big collection. 

You mention that archives, particularly newspaper 
archives, are the key source for your search for 
images and for curating exhibitions. What about 
the legal aspect of copyright? Is this an issue for 
your approach?

There are rules to follow. Obviously the 
copyrights are with the artist unless they were 
working under contract for a specific magazine, 
agency or newspaper. In such a case they would 
have a contract with the newspaper or agency and 
then you would have to obtain the copyright to 
use these pictures, not from the artist but from the 
agency. But we tend not to work this way. Unless we 
reproduce the picture, for instance reproducing it in 
a catalogue or book publication, we would not have 
to ask for copyright permission; selling the original 
artwork has nothing to do with copyright.  

What has happened in the recent past, and this 
development for me started with the Time-Life 
archive in New York, is that large archives have 
come to the market and some of this material is 
absolutely astounding. You can really find fantastic 
pieces. I remember some 15 years ago in a German 
paper someone published a shot looking down at 
Manhattan from one of the skyscrapers. So I called 
a friend at the newspaper and said “I love this 

‘There seems 
to be a longing 
for the tactile 
qualities of 
the object and 
the process, 
to be able to 
see what is 
happening.’

>

<

Left: Hector Rondon (1933-1984)
“Priest Aids a Wounded Soldier in a Two-
Day Revolt in Puerto Cabello, Venezuela”
June 4, 1962 silver gelatin print on glossy 
fibre paper, printed by May 7, 1963
© Hector Rondon (Eyewitness, Pulitzer 
Prize Winning Photographs show)

Right: Keystone Press Agency, silver gelatin 
print on glossy fibre paper, printed 1941
(Consequences show at AIPAD 2014)
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feeling for what was going on and I must admit, I 
really prefer to deal with dead artists now. All the 
upcoming artists that I thought would make it? None 
of them made it! So I can see quality in retrospect, like 
everyone does, and I can find the odd quirk in some 
artist that has been overlooked but I’m not really 
good with contemporary art and finding the talent. 
I hope that in photography I can see better what is 
happening, so with my selection I go strictly by what 
I like. Sometimes you see very similar approaches. 
Last year we had more than ten submissions where 
photographers were doing double exposures. It 
looked like everybody was doing the same. I mean 
where are they getting it from? Are they learning this 
in art classes?

It is very difficult to find a unique style in 
contemporary photography these days. Currently 
we see lots of copying of traditional photography, 
particularly if you look at the degree shows, but 
little new unique and fresh ideas and approaches. 
Well, can we demand the invention? I’d say almost 
everything in art has been done that could be 
done. And today we are feeding on variations of 
possibilities. Still these can be quite inventive. I 
believe a good artist will know anything that’s going 
on around him and what has happened before. So 
copying means a homage, a quote, taking something 

from another artist before him that he can use for his 
own. I call these artists that give ideas to following 
generations a ‘quarry’. Duchamp was a great quarry 
for many artists in the 20th century and still is. I 
mean you had a whole generation of artists who were 
looking very closely at Duchamp and yet many of 
them were great in their own right. So is that wrong? 
No, they are just rooted in what has happened before 
and they stay firmly on a ground of artistry that has 
been developed and defined before them. 

And in the field of VINTAGE, what have you 
planned for the rest of the year?
Oh we are working on some great shows (laughs). We 
are going to do an exhibition titled Speakeasy and 
Die Hard. These are two shows that are tied together, 
one obviously on the prohibition in America and the 
other part of it on gangsters and bad boys. That is 
going to be in the fall. We have collected a quantity 
of prints, and now need to curate the show. Real bad 
boys will feature, so I guess this is going to be a good 
show for East London.

Looking forward to seeing it. Many thanks Daniel 
for speaking to us, much appreciated.

The exhibition ‘5 under 30’ is running until 31st 
July 2014 at Daniel Blau, 51 Hoxton Square, N1 6PB

‘Sometimes there is a group of pictures that somehow 
connect, and you suddenly realise that these would 
make a great show.’

<

Above: (2413, Eyes on Mars show) “Earth” 1968, c-print on glossy fibre paper © NASA. Courtesy: Galerie Daniel Blau Munich/London
Above right: (2459, Eyes on Mars show) “Mars Limb” 1976, unique collage of 12 PE paper silver gelatin prints © NASA. Courtesy: 
Galerie Daniel Blau Munich/London
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The photograph that inspired me
by Elisabeth Blanchet

I
mages have always taken up a lot of space in 
my life: from posters of tennis players (McEnroe 
essentially) to music bands like The Smiths, 
Bauhaus, Joy Division… my bedroom walls 
were literally ‘wall-postered’ with a strong 

taste for black and white, gloomy iconography 
and home-made, hand-cut collages. Growing up 
in the countryside in deep Normandy, in an era 
when internet and digital photography didn’t exist, 
getting these posters was a mission. A few times 
I crossed the Channel and spent all my money in 
Camden Market but this remained a feast; a luxury 
I couldn’t afford more than once a year. 

My passion for photography evolved towards 
cinema. I considered the ‘7th art’ as the most 
accomplished one, where you could ‘fit’ everything 
in: images, music, story, movement, emotions 
etc… Wim Wenders’ Paris, Texas was the film that 
changed my life and made me want to become a film 
maker. I became a film-addict and an independent 
cinema resident! One day, as I was wandering in 
Caen, where I went to school, I discovered a new 
shop selling posters. Faithful to my black and white 
taste, one photo caught my eye. There was a 60s feel 
to it, but without being too obvious, as it also had 
something timeless. The photographer had caught 
a wonderful moment of beauty and movement 
between two people in a public space where nobody 
would have really thought about taking a picture. 

There was an insolence about it, about the 
youth of the two people photographed. They were 
obviously unaware of being caught by the camera. 
The girl and the boy are both in their own world, 
looking at themselves with gestures showing they 
are happy with what they see. Self-centered as 
teenagers and young adults can be, they are also 

letting themselves go in a synchronised moment 
that the photographer managed to catch, for ever. 

There is also a geometry, a sort of symmetry 
between their two bodies and the way they both 
move their arms. Not only did the photographer 
see it but he had the reflex to immortalise it. She 
is looking at the mirror of a cigarette vending 
machine, he is just passing her by, looking at his 
right arm. There are a few people around, not 
watching, just going their own way in what looks 
like a public swimming pool. 

And there is an arrogance in the photo too, 
in the way she looks at herself in the mirror, and 
touches her long messy blond hair, even an element 
of naughtiness. As if she was up to something. 
The way he looks at his arm, his haircut, his dark 
t-shirt suggests he could be a naughty boy, exactly 
the kind she would go for. There is a possibility of 
an encounter, of a story between the two of them 
but there is also a possibility of them missing each 
other. And the photographer caught that. 

This wonderful photo made me realise the 
importance of photography, of stopping the time 
on a beautiful moment and emotion so you can 
keep it forever. For me, it was even stronger than 
cinema. It was not fiction, it was true. And from it, 
I could let my imagination go, sometimes see them 
as a couple, sometimes as a missed opportunity, a 
missed encounter. This image certainly changed my 
way of seeing the world. Photography made more 
sense to me. There was so much beauty in the world 
to catch. I bought the poster. It never left me. 

Elisabeth Blanchet

To view this image go to http://bit.ly/1yZFKjm

Coney Island, New York, 1959, Bruce Davidson
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Theme Cover Estelle Vincent 25th May 1955 with love to my sister 
Nümeyya. Embroidery on found photograph, Istanbul 2014
1-3 Camilla Broadbent  From Tourists, a series inspired by the paintings 
of Georges de la Tour, the French seventeenth century baroque painter.  His 
paintings lend themselves to a photographic exploration; to surreal historical 
trompe l’oeil - some subtle, some more bizarre and disturbing. La Tour, 
influenced by Caravaggio, explored chiaroscuro, the high-contrast world of 
artificial candlelight, making him interesting to a photographer. Other works 
depict narrative scenes of deceit.  A naïve young man in The Fortune Teller is 
robbed by pretty accomplices while his fortune is being told. Here the implied 
complicit viewer to the nearly four hundred year old painting is intriguing 
to a contemporary viewer. Though famous and prolific in his day, fewer 
than two dozen of La Tour’s pictures survive. This small and powerful body 
of remaining work provides ample stimulation to produce a series of richly 
layered and juxtaposed images from details of his paintings.
4 Terry prudente 1930s fireplace
5 Gary Cohen Untitled 
6&9 simon Butcher To go to my parents-in-law for Sunday lunch is a trip 
back in time...
7&8 Brigitte flock Memories of London, 1974. 
10 Anthony Carr Untitled, 2012. Taken on Eastbourne pier during the 
Diamond Jubilee festivities.
11 Chris Brock An image from the series The Crow, inspired by Edgar  
Allen Poe.
12&13 Ernst schlogelhofer Both images were taken at the Goodwood 
Revial Meeting in Sussex and are from an ongoing series on the European 
vintage car scene.  
14-16 Anthony Tyley Exhibitor’s Stand, London Photo Fair, Olympia. May 
1959 ; London Kings Road Chelsea, 1966; London Photo Fair, Olympia, 1959,
By my mid-teens, I was an enthusiastic photographer, recording  my 
environment in West London. The 1959 London Photo Fair featured many 
exhibitors’ stands with models supplied for the Rolleiflex wielding visitors. 
By 1966, I was at the BBC, had my first Pentax, and able to use ‘short ends’ 
of 35mm B/W cine film stock, left over from location film shoots. Chelsea 
was truly swinging then: the 1966 woman car passenger’s style was possibly 
inspired by Audrey Hepburn in the 1961 film Breakfast at Tiffany’s.
17 lyndon Baker Mac to Mac

18 Anne Crabbe Parrot Tulips. Sepia toned print, hand coloured
19-22 Jean penders From the series Ravelijn, a neighbourhood in 
Maastricht, Netherlands, where a controversial social housing project was set 
up in the 1970s.
23-27 william Castellana South Williamsburg, Brooklyn, New York
28&29 Clara Turchi
30 Tom Gifford Bozcaada, Turkey
31 Virginia khuri At dawn on a camping trip with Hiroshima High School, 
July 1958. This is one of a series of transparency scans I made as a 15 year 
old exchange student living with a family in Hiroshima, Japan. I borrowed my 
father’s 1930s Agfa camera with fifteen hand-loaded film cartridges. I had 
no light meter and certainly no automatic focus! I could not bracket because 
my film supply was very limited. The resulting transparencies were left in my 
parents’ attic… to rest there, like vintage wine! Some are in better shape  
than others but all are faded, loaded with scratches and dust. I could repair 
them in Photoshop but that would seem like removing character lines from 
an elderly face.
32 Brigitte flock Memories of London, 1974.
33&34 Chris moxey From My Secret Kodachrome Life.

The theme for the next issue is CoNflICT 
www.londonphotography.org.uk/magazine/submit
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My practice as a 
photographic artist 
involves the creation of 
narratives; I get an idea, 

then go and find the images that 
will bring that idea to life. I’ve 
never really considered myself 
a documentary photographer, 
although the series Now and 
Then seems to have inadvertently 
changed that. 

It was 2005, and I had 
gradually become interested 
in Cane Hill, a vast rambling 
Victorian mental asylum, 
abandoned for about 20 years. I 
thought that the interiors might 
provide a fantastic backdrop to a 

series of work I’d been picturing 
in my head for some time. I needed 
some interesting large decaying 
interiors to set the scene. 

From the moment I stepped 
inside the asylum, I was 
fascinated and captivated by 
the extent of decomposition 
there. It had a Victorian elegance 
that no amount of decay could 
destroy… that even 110 years 
of cheap decorative alterations 
had been unable to eradicate. 
The walls were exploding with 
faded, peeling layers of colour, 
interspersed with tattered, faded 
curtains, clutching like ribbons to 
rotting curtain rails. Wallpaper 

was almost visibly disengaging 
itself from the damp walls. 
Patients’ belongings littered the 
floors. It was as if the patients 
were still there, in the dirt and 
grime, watching my every move. 
At that time, it was not my 
intention to make a record of 
the hospital’s history yet I found 
myself returning many times in 
the next three years.

During this time I’d become 
very distracted, even obsessed, 
with the history of Cane Hill. It 
plagued my mind, forcing me 
to spend weeks researching the 
lives and treatments of patients. 
Driven by pity, sorrow and 

curiosity, I ploughed my way 
through one depressing internet 
story after another. I immersed 
myself in a history of patient 
sadness, hurt, pain, loneliness, 
separation and humiliating 
experimental treatments. I knew 
I had to document my new-found 
knowledge, but the images of 
Cane Hill in its deteriorating 
state alone, were not enough for 
me. I wanted my images to speak. 
Cane Hill was providing me with 
a story I had not intended to 
tell and I needed to get my head 
around it.

I visited Croydon Library to 
find out if they had records of the 
asylum. They did! They needed 
time to gather the information in 
one place, but they booked me in 
for a viewing and a week later, 
I was astounded to find a vast 
table piled high with old files and 
documents recording psychiatric 
treatments and experimental 
procedures. I read about the 
weekly hip dislocations due to 
electric shock treatments.

Then I found the envelopes…. 
They contained photographs 
dating from the early  
Victorian days of the asylum 
through to the 40s, 50s and 60s. 
I sat looking at ghosts of the 
past inhabiting the very rooms  
I had photographed, the ghosts 
whose presence I had already  
felt. I was allowed to take 
photocopies of some of the 
photographs but not to use them, 
because at that time there was 
still a secure unit in operation 
in the grounds of Cane Hill, 
run by the NHS. I shelved these 
photocopies for several years 
while the other series took 
precedence. 

By 2012, the entire asylum 
complex was demolished. Finally! 
I could use the photocopies and 
make my images public. Their 
poor quality seemed to add an 
ethereal quality to the final 
images which felt appropriate.

 
Now and Then is my dedication 
to the patients that never left 
Cane Hill mental asylum. 

ExposurE

Now and Then
by Lynne Collins

‘I was fascinated 
and captivated 
by the extent of 
decomposition.’
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A
ccording to the 
p h o t o g r a p h e r 
and teacher, Paul 
Hill, “influential 
curators, cultural 
c o m m e n t a t o r s , 

art theorists and contemporary 
practitioners have sought to 
elevate meaning over feeling 
and concept over form in 
photographic practice today”. 
This could be characterised as 
the promotion of the cold and 
cerebral over the emotional and 
visceral in photography. 

How convincing is this 
mono-centric Cartesian logic 
where meaning and imagination 
are placed in opposition? Can 
meaning and feeling be easily 
separated? Is it a dichotomy 
taken too far? 

Friedrich Schiller, writing 
in 1795 on poetic theory and 
the different types of poetic 
relationships to the world (Über-
naive und sentimentalische 
Dichtung), speaks of two 
opposing kinds of poets: the 
‘naïve’ poet, child-like and at 
one with nature, exemplified by 
Homer, Shakespeare, Cervantes 

and Goethe; and the ‘sentimental’ 
poet, who has wandered away 
from the simplicity of nature and 
is engrossed in his own thoughts 
and feelings, represented by 
Schiller himself. 

Isaiah Berlin summarizes 
Schiller’s view eloquently: “The 
‘unconscious’ artists are the 
naive ones. For them art is a 
natural form of expression, 
uncompromised by self-analysis 
or worry over its place in the 
historical continuum. They see 
what they see directly, and seek 
to articulate it for its own sake, 
not for any ulterior purpose, 
however sublime. 

A picture is a frozen moment, 
and as in William Blake’s words, 
displays ‘the world in a grain 
of sand’. Creative photography 
demands a capacity to oscillate 
between naiveté and reflection 
– between being both hot and 
cold in Hill’s parlance. Pictures 
mean different things to different 
people across cultures and thus a 
more valid question is whether 
we can understand different 
points of view at the same time. 

We make sense of our world 

through both similarities and 
differences, as Matte Blanco, 
Chilean psychiatrist and 
psychoanalyst, points out. The 
similarities help us to be part of 
the picture, but each of us has a 
distinct way of experiencing it.  

There are many categories 
of photography and many 
kinds of photographers. Our 
apparatus is endless too. Some 
of us use technically challenging 
equipment, while others prefer 
the simplicity of a smartphone. 
What is common however, to 
all of us, is that we capture an 
image of a moment in time, which 
may then be frozen on a silver-
grained cellulite, digital chip 
or photographic paper. A more 
pertinent question then is: Why 
did we choose this moment? 

Paul Hill, who started as a 
landscape photographer with 
an eye for shadows and lines, 
is himself both a naïve and 
sentimental photographer, 
a blend of hot and cold as 
demonstrated by his various 
books over the years. While his 
book Corridors of Uncertainty, 
produced after his wife’s death, 

is a collection of photographs 
with strong emotional meaning, 
it could be argued that his more 
recent collaboration with Maria 
Falconer, which depicts arranged 
scenes of abuse and fear, is more 
of a reflective construction. 

The theme of ‘hot and cool’ 
is thus a paradox. It is in human 
nature to naïvely seek the  
pure and the authentic while 
dreading the artifice that comes 
with reflection. The naïve 
participant in the workshop may 
have become more conscious, 
so at the end he/she is no 
longer naïve. The gain for the 
experienced photographer, on the 
other hand, may be confined to a 
re-editing of the material because 
the naivety, like innocence, was 
already lost. 

Did the course fulfill its 
promise? Did Paul Hill change the 
way we approach photography? 
That is for each participant to 
judge.  

The result of the Hot and 
Cool course is planned to be  
a book for which each  
participant was asked to select 
two images.

Participants:  
Adrian Capps 
Anne Crabbe 
Dennis Jeffrey 
Hady Bayoumi 
Jeanine Billington 
Joanna Mscichowska 
John Warren 
Kate Wentworth 
Natasa Jandric 
Rashida Mangera 
Sammy Tosan Emojevbe 
Stefanie Reichelt 
Sue Roche 
Teresa Levitt 
Tony Harris 
Mo Greig.

ExposurE

©Anne Crabbe ©Natasa Jandric©Tony Harris

Meaning and 
Imagination 
and the notion 
of Naivity in 
Art: Stefanie 
Reichelt 
reflects on 
Paul Hill’s 
Hot and Cool 
Workshop

‘Creative 
photography 
demands a capacity 
to oscillate between 
naiveté and 
reflection.’
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ExposurE

A 
few years ago, in a 
seaside bric-a-brac 
market, I found my first 
vintage slides. I hadn’t 

been looking to buy… I was 
merely idling away some time. 
Rummaging through the boxes, I 
came upon some square format 
slides, in Agfacolor - and holding 
one up to the light I was delighted 
to see a lady with a goat in her 
arms. The subject matter, and 
the composition was lovely! On 
rummaging further, I alighted 
upon another cracker… a man 
on a beach, in colourful 1970s 
shirt, unbuttoned to reveal a 
white chest – and drinking from a 
beaker. Yet more followed: he and 
she camping at Beachy Head, at 
home with their daughters – and 

relaxing in their back garden in 
the sun. I began posting them on 
Flickr, where they immediately 
gained a following. My friends 
seemed to warm to ‘Seventies 
Man’ – and his penchant for 
colourful shirts and perfectly 
manicured hair gave him a 
personality larger than life! For 
the time being, he became known 
as ‘Sid’.

On subsequent visits, my 
approach to the search became 
more methodical. I knew what I 
was looking for. And eventually 
I found it! Pencilled on the 
cardboard surround of one of the 
slides were the words ‘Archie and 
Pam’. I was very happy.

Another of the ‘Archie and 
Pam’ slides shows a terrace of 
houses at the bottom of their 
back garden, bearing the name 
‘Mill Place’. Friends on Flickr 
tried to track it down but none of 
the Mill Places surviving today 
matched the one in the picture, 
so it’s perhaps fallen foul of a 
development project somewhere.

I continued expanding my 
collection of slides but Archie and 
Pam were my first loves.

From that time, I would look 
out for slides wherever I went. 

Most of those I found later were 
Kodachrome – in second-hand 
shops, at country fairs and 
online. I found another family, 
this time a daughter (an only 
child I believe) and her parents, 
who holidayed at Alexandria Bay, 
on the coast of New York State 
in the 1960s. Considering these 
were mostly holiday snaps – or 
family celebrations - there were 
some excellent compositions and 
brilliant photographers among 
them. 

I’ve shown the slides a few 
times and people seem to enjoy 
them yet something continues 
to niggle at me. As much as I 
love these images, many of the 
people in them would probably 
be dead by now. I feel rather sad 
that they’ve been abandoned. 
How come these images ended 
up where they did? The Archie 
and Pam slides apparently came 
from a house clearance. Did their 
daughters not want them? I’m not 
about to attempt to re-unite them 
with their families yet I can’t quite 
get away from the feeling that in 
taking on the slides, I’ve taken on 
some sort of responsibility that I 
don’t particularly want – nor do 
they need me to have!

My Secret 
Kodachrome 
Life
by Chris Moxey

fLIP visits 
Spanish 
Photography 
Forum

ExhIBITIoN hIGhlIGhTs mEmBErs’ ExhIBITIoNs

Ealing london Independent 
photography: memories. a present 
moment is fleeting and soon becomes 
a memory. Every photograph is in one 
sense a memory - but to what degree 
do the things we photograph then shape 
our memory and the stories we tell? 
In this exhibition, photographers from 
Ealing London Independent Photography 
explore the notion of memory, and its 
many layers and themes. 1–13 Sept at St 
Mary’s Church, St Mary’s Rd, Ealing W5 
5RH. Open Mon - Sat 9:30am - 5pm (and 
until 9pm Thurs).

Pilgrims Way ©Jonny Baker

City streets and river paths. 
Features Peter Marshall’s photographs 
alongside watercolour paintings by Hilary 
Rosen Ma (RCa), Peter and Hilary have 
worked together several times during the 
last five years. Until 30 July at The Street 
Gallery, University College Hospital, 235 
Euston Rd, London NW1 2BU. Open 24/7 
but best seen during daylight hours.

Solid Waste Transfer Station, Wandsworth 
©Peter Marshall

london Independent Annual Exhi-
bition 2014. Now in a new and exciting 
venue, south of the river! Each year, we 
invite impartial selectors from the world 
of photography to view submissions and 
choose what work will be in the show. 
This exhibition is the highlight of our 
group’s calendar – and a must-see event 
for anyone interested and involved with 
photography in London. 21 Oct to 2 
Nov at the Embassy Tea Gallery, 195-205 
Union Street, London SE1 0LN.

In May, fLIP was invited to 
EnContexto 2014, a photographic 
forum held annually in Madrid. 
This platform for debate was 
created in association with 
the Complutense University of 
Madrid (Spain) and the cultural 
institution  La Casa Encendida, 
and since 2008 has promoted 
discussion and reflection among 
the artistic photographic 
community in Spain; two whole 
days of roundtable meetings and 
discussions, for photographers, 
curators, teachers, galleries - 
and educational institutions 
specializing in photography.

This year’s main topic was 
‘Space and Photography’ and also 
the impact of mobile technology 
on the imaging process. 
Contributors included leading 

Spanish and international 
photographers and editors, 
amongst them, Roc Herms, Juan 
Santa Cruz, and Paco Gomez. 

The forum is accompanied 
by a reading and ‘break-out’ 
area open to the public and 
participants, the aim being to 
facilitate informal discussion and 
an exchange of views. This is also 
where international photography 
magazines, self-published books 
and zines are invited to present 
themselves.

fLIP is very proud at having 
been selected to be represented 
as a self-published zine from the 
UK.

For more information and photos 
from the event please visit www.
encontexto.org
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‘You move into your home, 
unpack your belongings, decorate 
and live in it. You walk around 
it, eat, sleep, and entertain in 
it. Sometimes you laugh, at 
other times you weep. There are 
times when only the walls hear 
you. After a time, and very often, 
you no longer see it properly.  I 
walked around and let my 
camera ‘see’.’

These are the opening lines 
to Ann Marie Glasheen’s latest 
book project, which visually 
explores the home of many years 
that she now considers leaving. 
Setting the book’s expectations 
with these introductory words 
did not prepare me for its visual 
content. This is not a typical or 
linear view or recording of the 
house, its rooms, content and 
décor; moreover it feels like its 
demolition. Anne Marie uses 
her established technique of 
focusing on details, texture and 
context, deconstructing the object 
and images with techniques of 
abstraction on various levels. 
The picture detail is distorted; 
the black and white images are 
grainy, have extreme contrast, 
and explore shadows and density. 
Detail is presented out of context 
and combined in large tableaux, 

using collage techniques. The 
result is a shift in meaning and 
abstraction beyond immediate 
explanation. What is created is 
atmosphere, mood and reflection.

Anne Marie’s background is 
literature first and foremost, with 
a particular emphasis on poetry, 
and these literary techniques 
inform and complement her 
photographic work, as her visual 
approach straddles both genres. 
Images are used like vocabulary, 
and are mixed and paired to 
achieve compositions of haunting 
content and texture.

Home
anne Marie Glasheen

self-published 2013
Blurb

‘Detail is presented 
out of context and 
combined in large 
tableaux, using 
collage techniques.’

In Andy Preston’s series Outer 
Space, our perceptions and 
expectations are both challenged. 
He presents us with found objects, 
mostly man-made, in unusual, 
strange or out of place settings, as 
though they have been left there 
quite randomly. Who has designed 
these spaces and for what purpose?

Andy describes his concept 
of ‘outer space’ as being ‘beyond 
the envelope of the atmosphere, 
an unknown region, scarcely 
populated by objects of strange 
appearance or position, found at 
random and paired by ‘unknown 
hands’. He carefully crafts 
composed images of the mundane 
- positioning the ordinary with the 
extraordinary, the expected with 
the unexpected, and contrasting 
object with environment.

And what we see is that his 
images are multi-layered, despite 
appearing obvious at first glance. 
Initially, we recognise images 
presented in a classic black and 
white tradition, beautiful in their 
rich tonality and medium format 
aesthetic… but the subject matter 
surprises; familiar objects speak 
for themselves yet also challenge 
us. The viewer is invited to 
question the location, position 
and the motivation behind the 
arrangement of ‘things’ which we 
try to understand and explain, 
often in vain.

Space is explored in various 
dimensions in the images: as the 
defining concept for the landscape 
genre, as a relative concept 
between depicted objects - and also 
as a metaphor, using the concept of 
‘outer space’ to depict the unusual, 
unexpected, and unexplained.

The images are firmly rooted 
in and cite the new topographic 

tradition, playing with the old 
dichotomy of objectivity versus 
subjectivity in a presenting 
space. Despite having opted 
for the formality of a perceived 
objectivity, his subject matter 
is individual, full of personal 
interpretation and presents the 
viewer with challenges in order to 
understand context.  This is not a 
democratic view; moreover it is 
opinionated, with its unique use 
of crops and zooms to force the 
view and enhance the scene, as 
if exposed to gravity. Forms and  
(a)symmetries are actively explored 
as a tool to structure the images 
and their content. 

The series contains 
strong individual examples of 
psychological landscapes, where 
the depicted objects replace the 
human subject, who nevertheless 
is always present in the viewer’s 
mind as the cause for the depicted 
reality. Although the images in 
the series hang together and lead 
through the book, many of the 
pictures work best on an individual 
level, which I would want to see 
presented in larger scale enhancing 
the structural and compositional 
aspects.

Outer Space
andy Preston

Self-published 2014
blurb

‘The images are 
firmly rooted 
in and cite the 
new topographic 
tradition.’

Gueorgui pinkhassov. This is 
Magnum photographer Gueorgui 
Pinkhassov’s first commercial exhibition 
in London and on show are works 
spanning a long and eventful career - 
from his early days in Moscow, where 
he trained in cinematography - up to 
recent times. These include images 
taken during the riots in Kiev. Catch it 
while you can! Until 31 July at Magnum 
Print Room, 63 Gee Street, London EC1V 
3RS

Ukraine ©Gueorgui Pinkhassov

Colin o’Brien: london life. Born 
in Clerkenwell in 1940, Colin roamed 
the streets with his camera from an 
early age. He took his very first photo-
graph at the age of eight and continued 
to snap pictures of London as he 
grew up. Spanning over 60 years, this 
exhibition showcases a stunning social 
documentary of London and Hackney. 
Until 30 Aug at Hackney Museum, 1 
Reading Lane, London E8 1GQ

Zed Nelson: hackney - A Tale of 
Two Cities. The social landscape for 
an under-privileged teenager growing 
up in Hackney is a million light-years 
away from the new urban hipsters who 
frequent its cool bars and expensive 
cafés springing up in the same streets. 
In this journey through the social 
landscape of Hackney, Zed meditates 
on the confusion of cultures, clash of 
identities and the beauty and ugliness 
that co-exist in the borough today. Until 
13 Sept at Hackney Museum, 1 Reading 
Lane, London E8 1GQ

Close and far: russian photog-
raphy Now. a new generation 
of photographers and video artists 
explore identity and place in early 21st 
century Russia alongside the rediscov-
ered works of Sergei Prokudin-Gorsky, 
whose colour images of pre-revolu-
tionary Russia are exhibited for the first 

time in the UK. Close and Far show-
cases the work of alexander Gronsky, 
Dimitri Venkov, Taus Makhacheva, 
Olya Ivanova and Max Sher. Until 17 
Aug at Calvert 22 Gallery, 22 Calvert 
Avenue, London E2 7JP

Jewels of the Archive. Following on 
from last year’s Best of Archive, Getty 
Images Gallery has once again mined 
the exceptional Getty Images Hulton 
archive to bring you a selection of 
treasured images, each telling its own 
story and forming a wider narrative on 

the history of photography. Until 4 Sept 
at Getty Images Gallery, 46 Eastcastle 
Street, London W1W 8DX

danny lyon: The Bikeriders. The 
Bikeriders is an iconic work of modern 
photojournalism that gives a raw and 
lively insight into the biker culture of 
the 1960s, captured between 1963 
and 1967 when the young Danny Lyon 
immersed himself completely into 
the lives and culture of the Chicago 
Outlaws Motorcycle Club. The gallery 
will be exhibiting 40 modern prints 

from this series, the first time they have 
been shown in the UK. Until 16 Aug at 
Atlas Gallery, 49 Dorset Street, London 
W1U 7NF

 

The Bikeriders ©Danny Lyon

Toy stories. what do your favourite 
toys reveal about you? Toy Stories is a 
series of children’s portraits exploring 
the role and function of toys in the lives 
of children around the globe. Consist-
ing of 21 photographs taken by Italian 
photographer Gabriele Galimberti, 
the portraits reflect the impact of the 
children’s backgrounds and families on 
their choice of toys and highlight the 
universality of play. Until 14 Dec at V&A 
Museum of Childhood, Cambridge Heath 
Road, London E2 9PA

primrose: russian Colour photog-
raphy. This exhibition explores colour 
experiments and developments in 
Russian photography and features 
works by renowned photographers 
and artists such as Ivan Shagin, Dmitry 
Baltermants, Sergey Prokudin-Gorsky, 
alexander Rodchenko, Vladislav 
Mikosha and Boris Mikhailov. 1 Aug - 19 
Oct at The Photographers’ Gallery, 16-18 
Ramillies Street, London W1F 7LW

Tim hetherington: Infidel. 
Photofusion are pleased to host the 
first London solo exhibition of Tim 
Hetherington’s photographic project 
Infidel, courtesy of The Tim Hethering-
ton Trust and Foam, the Netherlands. 
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Book rECommENdATIoNs By lAurA NoBlE

filled with names like Betty Jean, 
Bob and Sue. Stereotypes are easy 
to assume with most stories about 
the South focusing on hillbillies; 
films like Deliverance give the 
impression that they are all weird, 
dirty and evil. Van Manen makes 
no such assumption. Her some-
times touching images of families 
show that although they are by 
no means wealthy, familial bonds 
are strong and their homes are 
welcoming, chaotic, occasionally 
noisy and not always tidy, much 
like most families anywhere. 

Pictures at home and at play 
do reveal moments where drink-
ing is seen, and the gun culture 
which presides across much of 
America – however, the warmth 
of the family environment and 
community presides over the 
work, showing Moonshine to be a 
lasting legacy to a tradition that 
will continue long after we are all 
gone. 

some of New York’s finest and 
shocking street photographs. 
Wallace follows in his footsteps 
with an often-humourous Brit-
ish sensibility. His bright colour 
coupled with a real burst of 
immediacy grabs you by the eyes 
to share the fun and horrors that 
these parties solicit.  

The indelicacies of young 
women hitching up their short 
togas to ride bicycles adorns the 
cover, giving you fair warning of 
the contents that lie inside. These 
images are full of absurdities 
and fun, not to be mistaken for 
criticism but as a celebration of 
a tradition that will sustain itself 
no doubt for many years to come. 
Passers by beware, stags and 
hens take no prisoners, enjoy the 
madness from the safe pages of 
this jubilant book. 

a dazzling array of remark-
ably open, exuberant and joyful 
pictures of gay couples assem-
bled much like a family photo 
album with photos dating from 
1900–1960.   

The middle class appearance 
of many of these couples proudly 
recording their lives together 
exhibits the love and happiness 
that many gay men and women 
feel for each other. Camping it 
up for the camera we see men 
sat on each other’s knees, cross-
dressing of both sexes which is 
occasionally ambiguous, dapper 
dandies, weddings, intimate 
embraces and playful enact-
ments of flirtation and theatrical 
scenes. The quality of the photo-
graphs varies as much as the 
people within them. In one, an 
elderly couple pose at the dining 
table, one with an arm around 
her partner, face pressed against 
hers in exquisite colour – a glass 
of wine upon the table of the 
ornately decorated room.  

If you don’t find this book as 
charming as I do, I shall eat my 
feather-festooned hat.

Moonshine has such a romantic 
ring to it as a word, but we know 
it as illegally produced homemade 
whisky hard liquor, which has 
been distilled for centuries in the 
American Appalachians. Bertien 
van Manen has been photograph-
ing the producers and families of 
the Southern folk featured in this 
fascinating book, since 1985. Her 
style is honest and straightfor-
ward, neither biased nor patron-
izing, and presented in alternat-
ing black and white and colour. 
This device works beautifully, 
giving the book a sense of history 
and also reinforcing the intimacy 
of the families she spent time 
with while she was there. 

The book does not contain 
captions, so we have little idea 
who the individuals are apart from 
a short essay at the beginning of 
the book in the form of a diary 
by van Manen, and her acknowl-
edgements at the back of the book 

Traditions in British culture are 
often seen as austere, serious and 
formal. The stag and hen ‘do’ is 
one such tradition rather more 
flamboyant and debauched in 
nature that prevails to this day. 
One place synonymous with these 
last nights of freedom is Black-
pool, a northern seaside side also 
known for its ‘Kiss Me Quick’ 
hats, Illuminations and Pleasure 
Beach. Branded as the ‘Vegas of 
the North’ and its Pleasure Beach 
as the ‘UK’s Most Famous Theme 
Park’ - Blackpool is not known for 
its subtlety. Much like its loud 
and proud claims it is the perfect 
place for a night on the town filled 
with drink, dancing, dressing up 
and all the trickery that comes 
with the traditional stag and hen 
do. 

Scottish photographer Dougie 
Wallace, known as ‘Glasweegee’ 
draws upon the famous photogra-
pher and photojournalist Arthur 
Felig – whose own pseudonym 
was Weegee –and who captured 

As an avid collector of vernacu-
lar photography I have come 
across some wonderful images 
of gay couples from time to time. 
Lifshitz, himself an artist and 
filmmaker, found this wonder-
ful collection in flea markets and 
garage sales. The book shows 

Moonshine
Bertien van Manen  
Mack
£35.00 hardcover

Stags, Hens & Bunnies: A 
Blackpool Story
Dougie wallace
Dewi Lewis Publishing
£28 hardcover

every Londoner’s possession) to 
walk, cycle and drive down every 
street in Hackney, marking off the 
squares as he went. Although not 
his intention, passers by drawn by 
the sight of a man with a tripod 
and a large camera frequently 
asked to be photographed by 
Conolly, and he obliged, bringing 
in another cultural reflection of the 
time. In retrospect, the richness of 
his images are enhanced by their 
inclusion in the project. 

The notes to the photographs 
at the end of the book go further 
to amplify the importance of this 
work as a document – compris-
ing 1500 images in full - worthy of 
closer inspection. Engrossing facts 
are revealed in this section, such as 
the price of meat; in 1986, a ‘neck 
of lamb’ was 59p a pound and ‘leg 
of pork’ at 75p in a butchers on 
Navarino Road. Dalston Junction 
station would be barely recogniz-
able, were it not for the sign, as the 
platform and train tracks are so 
overgrown with weeds. The regen-
eration of the area bears a passing 
resemblance to these images, but 
the old charm still remains. 

Looking back at an archive of 
images of London is always irre-
sistible to me for several reasons, 
not least that I’m a denizen of East 
London myself. These images, 
taken between 1985 and 1987, 
contain a certain level of familiar-
ity and also a sense of continuity 
with the past that gives comfort 
in the fast-paced ever-changing 
surroundings that is the capital.

Conolly used his A-Z (once in 

Hackney Photographs 
Berris Conolly, with text by  
adrian wynn
Dewi Lewis Publishing
£30 hardcover

NoN mEmBErs’ ExhIBITIoNs

22 Aug - 17 Sept and 1 - 31 Oct at 
Photofusion, 17A Electric Lane, London  
SW9 8LA

dr. harold Edgerton: Abstrac-
tions. Photography has illuminated 
so many areas of the 20th century, 
but none more so than the remark-
able work by one of photography’s 
true pioneers, Dr. Harold Edgerton. 
as an Institute Professor at MIT, and 
the inventor of the ‘strobe’ flash in 
the early 1930’s, the ‘Doc’ as he was 
affectionately known, stopped time in 
its tracks. For the first time we were 
able to see the wonderful arc of the 
tennis racket or a bullet breaking a 
sheet of glass. The Michael Hoppen 
Gallery is delighted to announce an 
exhibition featuring a rare selection of 
vintage black and white prints from the 
Dr Harold Edgerton Estate. Until 2 Aug 
at Michael Hoppen Gallery, 3 Jubilee Place, 
London SW3 3TD

william klein. an exhibition by 
the american-born French photog-
rapher and filmmaker, noted for his 
ironic approach to both media and his 
extensive use of unusual photographic 
techniques in the context of photo-
journalism and fashion photography. 10 
July - 30 Aug at Michael Hoppen Gallery, 3 
Jubilee Place, London SW3 3TD 

Bernd & hilla Becher. Best 
known for their extensive series of 
photographs of industrial structures 
presented in grids, this show is the 
first solo presentation of the Bech-
ers in London since their show at the 
Camden arts Centre in 1998 and the 
first presentation of a significant body 
of their work since Cruel and Tender, 
at Tate Modern in 2003. 3 Sept – 4 Oct 
at Sprüth Magers, 7A Grafton St, London 
W1S 4EJ

Artist rooms: robert mappletho-
rpe. This three-room display presents 
the work of american photographer 
Robert Mapplethorpe, who was 
renowned for his black and white 
images of his friends and other celebri-
ties within the New york art world. 
Until 26 Oct at Tate Modern, Bankside, 
London SE1 9TG

The Invisibles: Vintage 
Portraits of Love and Pride. 
Gay Couples in the Early
Sébatien Lifshitz
Twentieth Century, Rizzoli New York
£16.96 hardcover
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Adrian Capps is a London-based designer and 
photographer.

Angela ford’s interest in photography is wide 
ranging. Keen to evoke impressions of people and 
places through colour and monochrome images, 
she has recently been concentrating more on 
project work conveying a storyline which captures 
the mood and perceptions of an event. www.
angelafordimages.co.uk
Anne Crabbe www.annecrabbe.co.uk 
Alexandro pelaez is a freelance photogra-
pher who specializes in portraits and sports and 
does most of his work in his studio in South 
West London. He recently received the Highly 
Commended Award by the London Photographic 
Association in the Let’s Face It 10 portraiture 
competition with his Heroes & Villains project. 
www.alexandropelaez.com
Anthony Carr is a London-based photogra-
pher, freelance art handler and occasional vintage 
dance teacher. A selection of past and present 
photographic work can be seen at www.axisweb.
org/p/anthonycarr
Anthony Tyley, born 1943, spent much of his 
early life photographing his surroundings in West 
London. In 1963 he joined the BBC as a Trainee 
Television Cameraman, then progressed to arts 
programme production, notably Arena. He went 
on to study painting full-time but returned to 
photography as his main expressive form a few 
years later. www.anthonytyley.zenfolio.com
Brigitte flock has been a LIP member for 
about 10 years and her main photographic focus 
is on landscape, be it urban, industrial or rural. 
www.ealinglondonphotography.co.uk/members/
profile_brigitteflock.html
Camilla Broadbent is a multi-award winning 
fine art and portrait photographer.  Based in 
London, she has exhibited widely. Her compelling 
images combine baroque colours, rich textures, 
and painterly light, as if creating a doorway 
between reality and illusion. www.camillabroadbent.
com
Chris Brock is a professional environmental 
portrait photographer working in editorial and 
advertising, for clients such as Singapore Airlines 
and Ford, and magazines such as Vogue and 
Sunday Times Style. In 2013 he was shortlisted 
for professional photographer of the year. He’s 
addicted to twitter, where you can find him @
chrisbrockphoto, and you can see more of his 
work at www.chrisbrock.co.uk.
Chris moxey is a London based street photog-
rapher, who often finds herself distracted by more 
inanimate subjects. www.chrismoxey.net
Clara Turchi is currently a Master candidate in 
the Fine Arts department at HKU, The Nether-
lands. She has exhibited internationally with solo 

shows in London, New York and Italy. Through 
her practice, Turchi researches photography both 
as document and aid to imagination, extending her 
investigation to encompass the archive. 

daniel keys is a British fine art photographer 
specialising in analogue photography. His work 
often depicts the emotional rather than the literal. 
A lot of the work contains slowly disturbing, 
domestic imagery, which runs alongside a concep-
tual element that informs the work’s socio-political 
viewpoint. www.daniel-keys.co.uk
Elisabeth Blanchet is a London-based photog-
rapher, interested in life, people and documenting 
social conditions and communities. Through her 
different projects, she explores emotions, attach-
ment, memory and nostalgia. www.elisabethblan-
chet.com
Ernst schlogelhofer was born in Vienna in 
1958, and now lives in London. He is represented 
by Albumen Gallery and more of his work can 
be see at www.albumen-gallery.com/photographers/
ernst-schlogelhofer/ 
Estelle Vincent is a photographer and educator 
based in London. She tends to work mainly with 
analogue photography and likes to experiment 
with toy cameras, darkroom-based alternative 
processes such as liquid light, and embroidery on 
found photographs.

Gary Cohen’s mum gave him a camera when 
he was around eight to keep him out of trouble. 
Little did she know he would take candid photos 
of strangers on the street, generally getting 
himself into scrapes. Gary is based in London, but 
will go anywhere the street will take him. www.
streetographer.com
Jean penders is a Dutch photographer/film 
maker based in London.

kate wentworth became serious about 
photography when she retired.  A lot of her work 
is done in the Yorkshire Dales and North West 
England where she was born, but she also finds 
subjects in Hertfordshire where she lives, and 
London.

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
lyndon Baker is a ‘keen amateur’ enjoying 
retirement in Norfolk while still earnestly search-
ing for that Ph.D. question concerning the space-
time continuum within photographic images.

lynne Collins is an award-winning photographic 
artist living and working in London. She has exhib-
ited in many public galleries in London, Bristol and 
York and is represented by Troika Editions Gallery 
in London. www.lynne-collins.com
peter Jennings studied Graphic Design and 
Photography at Portsmouth College of Art 1966-

69 and worked in media service units for 20 years. 
He has published and exhibited widely, including at 
The Photographers Gallery. A long-term member 
of LIP, he was Chairman from 1998-2000. Also a 
composer/musician; music and literature inspire his 
photography.

Quentin Ball www.quentinball.com
richard Conolly lives in London and is currently 
participating in a long-term documentary project. 
His work has been exhibited in the LIP Annual 
Exhibition.  
simon Butcher has been a photographer 
for four decades, including three as a pro but 
now enjoys it much more as an amateur. www.
simonzebu.co.uk

stephanie reichelt is a Cambridge based 
researcher and photographer. She is head of the 
light microscopy laboratory at the Cambridge 
Research Institute and her research involves the 
development of new imaging techniques. She is 
also founder and curator of ArtCell Gallery. www.
stephaniereichelt-photographyandprints.com
steven Chandler studied editorial photography 
at the University of Brighton in the early 90s. He 
splits his time between working as a freelance 
photographer, pursuing self-initiated projects and 
teaching workshops in community mental health 
settings. He has had several solo exhibitions, been 
in numerous group shows and received awards 
including a South West Arts Project award.  He 
lives in London and works anywhere.

Terry prudente is a Londoner and former 
creative director currently living in Shrewsbury 
where he is an active member of Marches Inde-
pendent Photography. The fascination of photog-
raphy for him is its ability to make something 
ordinary appear extraordinary and that’s what he 
tries to achieve.

Tom Gifford originally studied Art & Visual 
Culture before making a living in design. In 2009 
he bought a vintage film camera from Oxfam 
which reignited a passion for photography and he 
has been addicted ever since. www.graphitegrey.
co.uk 
Virginia khuri is a founder member of LIP and 
a Fellow of the Royal Photographic Society. She 
is currently living on the East End of Long Island, 
New York and working on her website. 

william Castellana is an award-winning 
photographer based in Brooklyn, New York. His 
images have been published internationally in 
periodicals such as Silvershotz (The International 
Journal of Contemporary Photography), Rangefinder, 
Creative Quarterly (The Journal of Art & Design), 
Newsweek, Time, New York, and others. His work 
is held in the permanent collections of the Cedar 
Rapids Museum of Art, Boise Art Museum, South-
east Museum of Photography, and Boston Public 
Library. www.williamcastellana.net

ContributorsTurning Point
Mateusz Sarello: A series of incidents and opportunities

T
he photograph that was 
a turning point for me 
comes from my project 
Swell. 

I will start from the 
beginning… Since the autumn 
of 2010 I had been working on a 
documentary project in Poland 
about the Baltic Sea. My girlfriend 
had accompanied me during 
these journeys to the Baltic until 
our sudden parting of the ways. 
My photograph is a portrait; a 
commemorative photo that I took 
of her on our last trip. I very rarely 

do photos as souvenirs. Actually, 
I never do, for I prefer images to 
remain in my head. And these 
commemorative photos are not 
important to me. I don’t even 
develop the negatives myself, as 
I do with all my other black and 
white work. And so it was then. At 
the time of leaving the negative at 
the photolab, my girlfriend and I 
were still together. When I picked 
it up, I was single.

When I returned to collect my 
developed film, the photolab’s 
personnel told me that they had 

a processor failure and that they 
were very sorry, because the 
negative had got destroyed. I froze 
when I saw it. There were pictures 
on my film from much earlier 
times, but the only destroyed 
frames were the ones where she 
was. I hid the negative deep in a 
drawer and forgot about it.

My friend Michal Luczak, 
curator of my exhibition at 
the Photomonth in Krakow in 
2012, reminded me of it. Michal 
asked me if I had any private 
photos from trips with her to the 
Baltic Sea. I had to return to the 
damaged portrait. I searched for 
it in the bottom drawer. I did this 
reluctantly, as if some bad energy 
was associated with it. But we 
needed it, just to build a narrative.

However, once I started 
working on editing my book, Swell, 
I knew that the destroyed portrait 
had to be also a turning point, 
opening the second part of my 
Baltic story: my personal story. 
The other most important part 
of the book is the fracture inside; 
when you open it, it  literally 
falls apart… a formal procedure 
designed to separate the parts of 
the project and which symbolizes 
the break of our relationship. 

Mateusz Sarello is a photographer 
based in Warsaw, Poland. He 
published his hand-made book 
Swell in May 2013 for which he 
got recognition as  finalist in the 
Best Photography Book Award at 
Pictures of the Year International 
and was also chosen for “Best 
Books of 2013” list by photo-eye. 
You can find details under http://
mateuszsarello.com/book

‘I very rarely 
do photos as 
souvenirs. Actually, 
I never do, for I 
prefer images to 
remain in my head.’

From the series ‘Swell’ by Mateusz Sarello
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