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Letter from… 
Dhaka
By Ariadne van de Ven

Editor’s Note

C
ounter Foto1 is a photography school 
and activists’ organization located in 
a small building in an alley off Mirpur 
Road, one of the main arteries in Dhaka. 
A nine-storey furniture shop functions 
as landmark for the auto-rickshaw that 

takes me there. Negotiating a mound of sand for 
roadworks, I nod good morning to the tailor and the 
grocer. They nod back, curious and friendly. Behind 
a black modernist gate, the CF building seems too 
small for all the enthusiasm and passion it houses: 
a classroom, a shared office, the room of the director 
Saiful Haq Omi (universally known as Omi) which 
doubles as the student dorm, and is also where I review 
the portfolios of ten young students. There’s also a 
narrow courtyard where we all kick off our shoes, a 
patio for smoking, a rooftop garden - and a broom 
cupboard-sized kitchen from which, miraculously, the 
cook emerges with large bowls of steaming chicken 
curry, dal and rice.
It’s late November, 2015. In Europe, the news consists 
of the terrorist attacks in Paris and the precaution-
ary lock-down in Brussels. Here in Dhaka, two 
war criminals from the 1971 War of Independ-
ence are executed on the night I arrive; the political 
atmosphere is tense. This does not stop Counter Foto  
from celebrating its third anniversary with a lively 
programme of talks and debates, a workshop and a 
group exhibition. It does, however, put a stop to my 
favourite activity: getting lost in the Dhaka streets 
with my camera, as I’d done in 2009 and 2011.
I am spending four days with the staff and students 
of Counter Foto, discovering a world of thought-
provoking work and ideas. Because I’ve been exploring 
the problems of the ‘Western eye’ on Kolkata - Dhaka’s 
sister-city - in photographs and in writing for over a 
decade, I have been asked to give a talk. This also gives 
me a great opportunity to look at and discuss lots of 
photographs. A young photographer from Bogota, 
Carlos Saavedra, exhibits a powerful series of mothers 
whose sons were ‘disappeared’ in 2008. Others have 
been working on the Rana Plaza disaster in April 2013, 
when 1,134 garment workers died; on the lives of their 
own family or village; on the precarious existence of 
the communities on the Indian/Bangladeshi border; 
on bus passengers dreaming in the gridlocked traffic; 
on the impact of climate change; or on a very personal, 

W
elcome to the first issue of fLIP 
for 2016. We hope your year 
is progressing well and your 
photographic projects that were 
part of your New Year resolu-
tions are progressing well. 

For this issue we asked for images that captured 
the LOST/FOUND theme and as usual the content 
received was diverse and intriguing. How do we 
interpret LOST/FOUND in the visual context of 
photography? It seems that based on the submis-
sions, we can interpret this theme in opposing ways, 
either relating to the photographic process – or to 
the content itself. 
As photographers, in our search for these special 
situations and decisive moments, we often ‘find’ 
images as we move along. Happenstance and coin-
cidence are important parts of the photographic 
process. Conversely and often frustratingly, we also 
often ‘lose’ images as a result:  How often do we 
regret not having a camera with us when confronted 
with an unexpected and interesting scene, and even 
if we have it with us we sometimes regret missing 
the key moment, the focus or the angle.
Other interpretations of the theme have been more 
concerned with the subject matter - among the 
submissions there have been stories of lost places, 
homes and relationships - but they’ve also been about 
finding new motivation, inspiration and adventure, 
and translating it into amazing and uplifting work.
We would like to thank everyone contributing 
to the issue. As usual, we hope to have selected a 
representative and interesting visual mix, and one 
that inspires, challenges and facilitates the debate 
around photography.

Best wishes,

Frank Orthbandt

editors@londonphotography.org.uk

'To me, photography is about finding 
something interesting in an ordinary place... 
it has little to do with the things you see and 
everything to do with the way you see them'
 

Elliott Erwitt
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LETTER FROM...

intimate photo diary. The range of subjects and styles 
is wide, but these are worlds of experience we seldom 
see. 
It’s always thrilling to push the Western photograph-
ic view of the world aside to look through others’ 
viewfinders. The photographic eye on the universe 
has been almost invariably Western and frequently 
male. Ten years ago I became so frustrated with the 
dearth of photography from the subcontinent that I 
started hunting for photographers beyond Raghubir 
Singh and Raghu Rai2. Once I’d discovered DRIK, a 
photographic organization in Dhaka, I also found 
its sister organisation in Kolkata, and there I made 
friends with whom I’ve spent many evenings discuss-
ing life, politics and photography. I was introduced 
to the work of, amongst others, Munem Wasif (who 
received a commission from Pictet), Taslima Akhter 
(who was photographing Dhaka’s garment workers 

long before they became tragic world news) and the 
Kolkatan Kushal Ray (whose long-term project with 
a middle-class Bengali family resulted in the great 
book Intimacies). All those years ago I could not have 
imagined that one day I would be in Dhaka, meeting 
young photographers who are just beginning to find 
their own photographic view of the world.

 1 All the names in this article can be googled for more 
information.
2 The situation has improved-in 2010 the Whitechapel 
Gallery showed Where Three Dreams Cross: 150 Years 
of Photography from India, Pakistan and Bangladesh 
and in the same year the website 
www.invisiblephotographer.asia was launched-but 
there is a long way to go still.

‘It was thrilling to push the Western photographic view of 
the world aside to look through others’ viewfinders'
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‘An urban-scale maze 
laying down on the hill will 
embrace you, and give 
the illusion of being in a 
parallel reality where all is in 
grayscale’

Concrete Memory
 
By Sara Moiola

Y
ou may all have heard of Sicily as an 
enchanted place with glorious sandy 
beaches and gastronomic delights, 
but the largest of the Italian Islands 
has much more to offer to those brave 
and willing enough to face undiscov-

ered paths. A land full of contrasts, and an eternal 
melting pot of different traditions and cultures, 
Sicily combines intense scenes of uncontaminated 
nature with being an open air museum of nearly every 
Mediterranean civilisation of the past. Still, this is just 
an opening chapter. 
Paying a visit to the well-known Valley of the 
Temples with the breath-taking remains of its eight 
Greek Temples, will allow you the magnificent echo 
of glorious old times, yet not so far away there is a 
hidden masterpiece, a symbolic tribute to more recent 
local history. Surrounded by rocky mountains and 
immersed in a flourishing vine-carpeted countryside, 
Gibellina was a small town founded during the Middle 
Ages. 
In January 1968, the Belice Valley area suffered 
a terrible earthquake that left the urban centre in 
ruins. A brand new city was rebuilt some kilometres 
away from the old one and some of Italy’s top leading 
artists - such as Arnaldo Pomodoro, Mimmo Paladino 
and Alberto Burri - were commissioned to transform 
the newborn city into an architectural and artistic 
workshop. 
Most of the artists presented projects either for 
buildings, squares or public sculptures but Alberto 
Burri preferred to focus his research on the remains of 

the old city. He decided to entirely cover the ruins of 
the flattened city with concrete, preserving the original 
shape of the buildings and the streetscape. Even 
though it is the largest land art work in Europe, Burri’s 
Cretto is not easy to reach. Many roads have been left 
abandoned and impassable since the earthquake and 
the road signs are almost non-existent. If you’re lucky 
enough not to find yourself trapped in a deserted 
green field, you will be warmly welcomed at the Cretto 
by the stray dog who always fancies a cuddle. 
With a first look around, you’ll easily forget all 
your struggles and misadventures on the road. An 
urban-scale maze laying down on the hill will embrace 
you, and give the illusion of being in a parallel reality 
where all is grayscale but the burning blue sky.  
Wandering through these huge five foot strata of 
concrete is like walking in a forgotten cathedral where 
silence is the main protagonist of the space and the 
spontaneous vegetation randomly scattered around is 
the only spectator. 
The grey blocks, all differently shaped but in a way 
similar to each other, remind you of how all the single 
voices of a tragedy can be unified through the art 
process in a universal tribute. And photography is 
both a way to freeze a fragment of reality from fading 
away and a tool to give voice on a wider scale to this 
local forgotten reality. 
It took more than 30 years to be completed but through 
the celebration of the traces of thevanished architec-
ture, Burri’s work has become not just a powerful 
reminder to the ghost city and its past life, but also 
a strong connection between the old and new towns.
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Traces Of Escape
 
By Tilman Brembs

T
races of Escape tells the story of a people 
who are largely unseen; their tracks are 
the only traces that remind us of the 
fugitives long after they have left the 
coast of Assos on their way to Greece. 
As they flee wars and crises in their 

home countries and travel to Europe, this ancient 
city in western Turkey is only a short stopover on the 
perilous journey into the unknown.
Since 1991, I have been visiting the place where my 
family owns a small summer house. In the past, 
there have always been refugee movements at these 
beaches, but in the fall of 2015, this place became a 
real hot spot from which to begin their dangerous 
journey.
All these images were taken in October, 2015. The 
sea was warm and quiet. The sun beat down and the 
whole scenery seemed to be out of a holiday brochure. 
At first I noticed only a few objects like children’s 
lifejackets and luggage, hidden on the shore. When 
the first overloaded, inflatable boats passed my 
bathing area, I realized that I was in the centre of one 
of the greatest humanitarian crises of our time.
Lesbos, ten kilometers away, is just a short distance 
on the long flight to Europe, but one that is sometimes 

too great for the boats and the people on board.
The fleeing people are brought over the bumpy 
coastal slopes to the sea by battered vans. It becomes 
obvious that the vans are totally overloaded when 
the passengers get out. Finally, the whole group of 
approximately 200 refugees stand emaciated and 
tired on the pebble beach, in front of the sea. It’s as 
if they’re seeing it for the first time in their lives; the 
last stop before ‘praised’ Europe.
Until it’s time to depart, the refugees have to hide for 
12 hours in one of the provisional camps tucked away 
at the edge of the blind coast. If the tractor gives them 
the signal, they come out of the bushes - men, women 
and children, the youngest less than two months old.
All the things they no longer need, especially those too 
heavy for the difficult crossing, must be left behind - 
items such as winter jackets, push-up bras, personal 
items such as children's toys - and even medicine.
As soon as the boat on the shore is inflated, the 
journey begins. A trafficker in swim-trunks randomly 
appoints a man to be captain, showing him with two 
gestures how to steer the boat. Then he leaves the 
boat with a dive.
2,000 Euros is the price of passage for an adult, and 
1,000 per child. Then the refugees are left to their fate, 
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dependent on a rattling motor which often conks out 
before half the distance is reached.
What they left behind - had to leave - on the beaches 
of Assos covers the sand, the coast and the slopes. 
Just like their former owners, these things have 
travelled a long way, but unlike them their journey 
has already ended in Assos. These objects are now 
momentous traces, subtle, metaphorical references 
that tell in different ways the same story: that of their 
absent speakers, the wars, losses, fear and threats 
that are so great these people had to flee. These traces 
of flight, which suddenly assume the shape of objets 
trouvés without their owners, still remain snapshots, 
but refer insistently to the history of people who have 
passed Assos, to the before and the after.
Humans leave many traces along the way, both 
metaphorically and essentially, many traces. In 
Traces of Escape they are the subtle ones left by 
abandoned objects that stimulate reflection; as Roland 
Barthes already said: “Ultimately, PHOTOGRAPHY 
is not subversive when it shocks, provokes or even 
stigmatizes, but if it makes you reflect.1”

1Barthes, Roland. Camera Lucida, Hill and Wang 
1980

‘Traces of flight suddenly 
assume the shape of objets 
trouvés, referencing the 
stories of their absent 
speakers’
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Albannach 
Alchemy
 
By Craig Stevenson 

T
he Inner Hebridean Scottish island 
of Skye (or An t-Eilean Sgitheanach 
in Gaelic) has long been an inspira-
tion for poets, musicians, artists and, 
more recently, photographers. From the 
stunning, rugged Cuillins which form 

the spine of the island to the bleak and winding roads 
linking the remote villages and hamlets across the 
winged island’s series of peninsulas, Skye is a perfect 
location to shoot dramatic landscapes. 
Not being a landscape photographer, and not 
previously having had any ambition to be one, I 
gave myself the challenge of shooting a series of 
landscapes when I was attending the wedding of a 
friend in summer 2015.
I had been seeking inspiration for a new series of work 
for an art exhibition in which I was participating. The 
east London art collective (ExC), founded in 2013 by 
artists Rob Ellis, Anne-Laure Carruth and Lizzie Lees, 
comprised of artists from a diverse array of media; 
painting, sculpture, illustration, graphic design and 
photography. As a new joiner to the collective and 
having not yet found a niche photographically, I 
embraced the challenge and decided to apply a more 
fine art discipline to my photography. 
Each year, the Exhibition Collective selects a theme to 
unify the works from the various artists, and in 2015, 
this was Alchemy.  Recognising that my usual social 
and street photography routes would not necessari-
ly translate well into this theme, I began to research 
the common objectives of alchemy and consider the 
premise on which alchemic tradition is based. One 
common theme is the transmutation of ‘base metals’ 
into ‘noble’ ones - particularly gold - and this present-
ed some inspiration for the work. Some weeks later, 
as I was driving through the rugged landscapes of 
Skye, surrounded by the mountainous rocky terrain 
whose base metals and minerals were reflecting the 
seldom seen Scottish sun, my new project was born.
The myths and history engrained in this area of 
Scotland, on the islands themselves and across to the 
mainland over the lochs and in the glens, offer the 
photographer an additional opportunity to tell the 

story of this beautiful scenery. The pitched landscape 
beyond the fir trees in Sgurr na Sgine, Gleann Seile, 
hosted the Battle of Glen Shiel on 10 June, 1719. The 
rock pools and cascades at foot of the Black Cuillins in 
An Cuiltheann are often affectionately referred to as 
the Fairy Pools; beautifully crystal clear blue pools on 
the River Brittle. In highlighting the features of these 
traditional landscape prints with gold leaf I have 
sought to transform and complement the base metal 
geological features of the West Coast of Scotland to 
breathe a further air of mystery to this otherwise lost 
landscape. 

Selected works from the series "Na h-Eileanan 
a-staigh" will be exhibited in the Morgan Arms, 43 
Morgan Street, E3 5AA from June 1 -30
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‘The golden Hours on angel wings,
Flew o'er me and my Dearie;
For dear to me as light and life 
Was my sweet Highland Mary' 
                             Robert Burns, Highland Mary, 1792
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The Transformation of 
Gnome House
By Mark Burton

W
hen I first walked inside Gnome 
House it had been vacant for 
fifteen years and was a dark, 
cavernous shell. On the ground 
floor, flecks of ceiling paint had 
fallen like industrial snow onto 

the concrete screed. On the top floor, years of rain had 
penetrated the roof, crumbled the walls and created 
spongy, green carpets of moss.  
Along with a group of other community activists and 
artists I was being shown around the building by an 
enthusiastic property developer. He explained that 
before building 500 new homes his company would 
refurbish Gnome House and turn the ground floor into 
a community arts centre. I was initially sceptical that 
the grand ideas being sketched out would ever come 
to fruition, but if there was even the slightest chance 
of a new art gallery, cafe and artists’ studios being 
built at the end of my road, then this was a project I 
wanted to be involved in. Within weeks I became one of 

four volunteer directors of a new social enterprise that 
would shape the renaissance of Gnome House. Months 
of negotiating, designing and learning followed. One of 
the many decisions we made was to keep the Gnome 
House name, in honour of the famous Gnome du Rhone 
aero engine that had been manufactured on the site 
during WW1 and was used to power fighter planes like 
the Sopwith Camel. 
In the spring of 2014, a few weeks before the refurbish-
ment, l started work on a series of ‘before’ photographs. 
I began with precision, consulting the architectural 
drawings to identify locations I could return to for the 
‘after’ pictures, without finding a wall or stairway had 
been built in my way. I enjoyed creating these photos, 
as well as the eerie experience of spending hours in 
Gnome House on my own. Despite this, I didn’t feel I 
was breaking any new ground creatively. It’s not like 
I was the first person to photograph a derelict old 
building. So after one long afternoon of making ‘before’ 
images, and by working quickly and intuitively, I shot 
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a roll of double-exposure images. This was one of the 
most important rolls of film I’ve ever shot. It broke me 
out of my comfort zone and crystallised what I was 
trying to achieve. 
Conceptually, I realised I wanted to make work that 
compressed time and space by blending the different 
phases of the building’s transformation into single 
images. Visually, I wanted to reveal what the whole 
experience of change felt like as much as what it looked 
like.  And personally, I realised I wasn’t interested in 
a ‘documentary’ approach, where I’d have a fair idea 
of what the photographs would look like before they’d 
even been developed. Instead, I was fascinated by 
throwing things open to chance and relying on the 
alchemy of the film processor where chemicals melded 
the light from multiple different exposures together.  
So what I’ve embarked upon since is one long 
experiment. Some images are made from exposures shot 
within minutes of each other, while others are made 
from rolls of film that have been shot, rewound and 

then shot again many months later. Every time I see the 
contact sheets of newly developed film I'm confront-
ed by numerous false starts and technical failures. 
However from this fog have emerged photographs that 
capture echoes of Gnome House’s past and the promise 
of its creative future. People are gradually materialis-
ing from the many layers of imagery as they print their 
vision and personalities onto the building. 
I'm not quite sure where this project will end - in 
the same way that we're never sure who will walk 
through the doors of Gnome House and suggest the 
next inspiring and creative community activity, which 
has resulted in this project continuing to develop in 
parallel and in partnership with a building that was 
until recently lost and without a use or a purpose.

To see more photographs from the project: www.
mburtonphoto.com
For more information about Gnome House: www.
gnomehouse.org.uk

‘People are gradually 
materialising from the 
many layers of imagery 
as they print their vision 
and personalities onto the 
building’
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‘I realised I wanted to make work that compressed time 
and space by blending the different phases of the building’s 
transformation into single images. Visually, I wanted to reveal 
what the whole experience of change felt like’
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erosion
By Fabrizio Quagliuso



18  FLIP

FEATURE

S
omething had definitely been lost somewhere 
between me and photography.
For a couple of years I’d been taking pictures, 
mostly in the street - but the resulting images 
didn’t resonate with me at all. I felt I was 
hitting the limits of what I could express 

through the way I was photographing - and I started to 
feel a sense of emptiness and frustration. 
About a year ago, I began to speak to some fellow 
photographer friends about how I was feeling… I 
showed them my recent photos and explained my 
frustrations. After taking the time to reflect on their 
observations and on my own thoughts about what I 
really wanted to get out of photography, I eventual-
ly reached a major awareness: I didn't have to go out, 
wander around looking for something to take photos of, 
as I was doing at that time. Instead, I could photograph 
what happened to me... what I felt close to, what 
was related to my connections, my real or imaginary 
encounters, my feelings and emotions. The approach 
I’d been taking until that time had been leading me to 
superficial stories, when what was actually missing 
from my photographs was a deeper and more intimate 
connection with the world. At least for me, and at least 
at that moment in time and until now, photography is 
very personal - it’s about what’s inside me. At last I’d 
found what I had lost: the meaning of photography for 
me. 
Thanks to this realisation I started to go through a 
period where the need to express my feelings was 
overflowing and I had a compelling urge to make 
pictures. Or perhaps it was the very act of photograph-

ing that was reinvigorating my senses. In any case I 
did not need to know. I started shooting with my new 
lifeblood and I felt free to take photos of everything that 
was meaningful to me, on any level, deliberately as well 
as unconsciously. 
I decided to create a collection of photos, a personal 
diary that I would call ‘erosion’. Defined as ‘the action 
of processes such as water or wind which remove soil 
and rock from one location then transport it to another 
location’ - this idea of flowing matter, destruction 
and creation, where the same thing can take different 
shapes, not only resonates with me but is somehow 
also connected to what perhaps fascinates me the most 
in photography: ambiguity. I wish my photos to be 
ambiguous. 
I always try to take photographs that are less informa-
tive and more suggestive, where space is left for 
the viewer to stimulate his curiosity, and where his 
imagination can flow. I don’t see a photograph as being 
a copy of reality, nor am I trying to document what I 
see. This is photography after all; a frozen frame devoid 
of spatial and time context. As Todd Hido says, at the 
end of the day whether the photograph is true or not 
doesn’t matter. What matters is what you want to say 
as an artist to the world.
I decided to give erosion its final form at a time when I 
felt I had come full circle with a period of my life; with 
the birth of my daughter and the impact that the first 
few months of her life had on my own. I had a number 
of new images to work on, mostly shot over the time 
I’d spent in Japan during the previous summer. I also 
started looking through my old archives of ‘discarded’ 
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photos, selecting some from there as well. I gathered 
together various types of images to work with: candid 
street photography, posed portraits of people (family, 
friends or chance encounters), interior and exterior 
spaces, fragments from my fantasies and from my 
daily experiences, details of daily life, moody urban 
scenes - the idea being that by putting these together in 
a narrative, by joining the outside (street scenes) with 
the inside, I could hopefully create a layered, deep and 
introspective story that would allow me to channel my 
personal emotions.
I got over four hundred 6”x4” photos cheaply printed, 
scattered them on the floor of my studio and then 
started looking for some connection between them. 
Mostly, I tried to find a connection between pairs of 
images, as in a book spread. I looked at placing photos 
next to each other in a way that I felt complement-
ed each other, so that the total became more than the 
sum of the single parts and then at creating sequences 
that would bewilder the viewer and would create new, 
more complex meanings. This process could not have 
happened on a computer screen.
Once I had all these prints assembled on my studio 
floor I began to think about how to present the work. I 
wondered what the purpose of this endeavor would be 
if the images were simply left in electronic format on 
my computer, or posted on my website or on Facebook. 
I believe that a photograph’s essence is only fully 
realised when it becomes a physical object. 
After giving the matter some thought, my format of 
choice was a fanzine; cheap to produce, informal, 
unpretentious and easy to circulate. I contacted fellow 

Italian photographer and good friend Massimo Napoli 
- whom I knew was working on similar ideas - and 
we decided to work together on the fanzine: Fosfolina 
69. We aimed to produce a printed object where the 
format would not only be a presentation choice but one 
where its physicality would add to the meaning of the 
narrative. Fosfoleina 69 was to become a project that 
explains itself fully only in its printed form, when it 
actually gets handled, touched. For more than three 
months we worked closely on the process of selection 
and sequencing and we went though several dummy 
versions of the zine - printed on standard paper and 
either stapled or sellotaped together, to get the feel 
of how the sequences and the narrative flowed. We 
eventually self-published the fanzine in December 
2015.
As erosion - and the fanzine - was getting close 
to its final form I realised that through the act of 
photographing I had gone through an introspec-
tive journey. I had overcome the human tendency to 
censor oneself and though my camera I laid bare my 
obsessions, passions, exaggerations and fears. But 
alongside these, I’d included some imaginary visions 
I'd unconsciously crafted. My intimate feelings were 
mixed with fragments of a fictional reality; one that I 
longed to have experienced but never had the chance to. 
Only on looking back at the completed series I realised 
that in the photos I selected and in the way that I’d 
sequenced them, I’d been walking the thin line between 
truth and illusion all along, perhaps to the point that 
I’d subconsciously allowed photography to shape my 
feelings and my memories. 

'I could photograph what happened to me - what I felt 
close to, what was related to my connections, my real or 
imaginary encounters, my feelings and emotions.'
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'I always try to take photographs that are less informative and more suggestive, where 
space is left for the viewer to stimulate his curiosity, and where his imagination can flow. 
I don’t see a photograph as being a copy of reality' 
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‘Hikari 
in Japanese means 

Light’

In Focus: 
David Favrod
Interview by Frank Orthbandt

David Favrod (b1982) reflects on his dual Swiss-
Japanese heritage by re-enacting the traumatic ex-
periences his Japanese grandparents faced during 
the final bombings of WW2 in the Japanese city of 
Kobe - a traumatic event which David knows only 
from stories but one that subconsciously shaped 
the fabric of the family and his own upbringing. 
The resulting images illustrate the memory of the 
events as a basis of self-discovery, identity and 
belonging. They are beautifully crafted tableaus 
of reflective images.
Although meticulously planned and executed, the 
images do not re-enact the scenes of war, but rath-
er they reflect and interpret the effect of events 
handed down through generations. In his masterly 
constructed images David utilises a mix of visual 
techniques, pushing the borders of photography, 
opening it up to new possibilities including the 
use of sound and symbolism to enhance the narra-
tive, and intentionally blurring reality, fiction and 
reflection in the process. 
Hikari has received an abundance of international 
acclaim, including awards from LensCulture, C/O 
Talents and Foam and last year a catalogue was 
published by Kehrer Verlag.
fLIP spoke to David about the motivation behind his 
work, its reception, his unique technique and creative 
process, and his future plans. >
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Hello David, many thanks for talking to us about 
your latest series Hikari as well as some of your 
other work. I was very impressed with your recent 
show at C/O Berlin. But before talking in detail 
about your series, perhaps you could give us a quick 
introduction, to yourself and your background. 
This seems to me central in understanding the 
motivation behind your images.

Sure, thank you. I was born in Kobe (Japan), to a 
Japanese mother and a Swiss father. When I was six 
months old, my parents decided to come and live 
in Switzerland, more precisely in Vionnaz, a little 
village in lower Valais. As my father had to travel for 
his work a lot, I was mainly brought up by my mother 
who taught me her principles and her culture. When 
I was 18, I asked for dual nationality at the Japanese 
embassy, but they refused because it is only given to 
Japanese women who wish to obtain their husband’s 
nationality.

It is from this feeling of rejection and also from a 
desire to prove that I am as Japanese as I am Swiss 
that I decided to create my first series called Gaijin.
The aim of this work was to create ‘my own Japan’ 
in Switzerland, from memories of my journeys 

when I was small, my mother’s stories, popular 
and traditional culture and my grandparents' war 
recitals.

How long have you been working with the 
photographic medium, what was your initial 
motivation and do you have formal training?

When I started art school (ECAL/École Cantonale 
d’Art de Lausanne) in 2005, I was involved in the 
industrial design section. In the preparatory year, 
we covered other subjects such as graphic design, 
photography and cinema. After the first semester 
Pierre Fantys, who was the head of the photography 
department, asked me to move into his department. 
After the preparatory year I did a three-year 
Bachelor’s degree in the Photography department 
and a two-year Masters in Art Direction, increasingly 
working with photography as my main medium, but 
also experimenting with a wider choice of visual 
techniques.

So let’s talk about the inspiration behind Hikari. 
You mentioned its close relationship to one of 
your earlier series Gaijin, on which it builds in 
some ways. At its centre there very much lies a 
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reflection - not only of identity and culture - but 
also of memory and inter-generational relations. 
Is it the case that you’re reflecting on your dual 
family heritage and the impact the traumatic 
memories of your grandparents implicitly had on 
the family and your upbringing?

Hikari is my third and last series of my project 
Gaijin. This work represents my compulsion to build 
and shape my own memory, and to reconstitute 
some facts I didn’t experience myself, but which 
have nevertheless unconsciously influenced me 
while growing up. My grandparents witnessed the 
war; survivors who finally passed away and whose 
memories will soon be a part of history. Only once 
did we speak about their experiences during the 
war. They told me how illness can take away your 
sisters; the shame; the relief after the war; and the 
watermelons … But after that night, we never talked 
about it again. It was as if my grandparents gave me 
their memories as a whisper through the air before 
allowing it to disappear from their minds. So I would 
say that I borrowed their memories. I use their stories 
as source of inspiration for my own testimony.

Your work has a very conceptual approach. It is 
staged and constructed, however you are not re-

‘This work represents my 
compulsion to build and 
shape my own memory, 
and to reconstitute some 
facts I didn’t experience 
myself’ 

>
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You work with a very recognisable colour palette, 
muted natural tones that create a very unique and 
consistent visual language. However shapes and 
the colour red also seem to play a very important 
role. Did you experiment to develop such visual 
aesthetic?

You are right. The colour red is quite important and I 
do give a lot of importance to it. I was very inspired 
by the movie The Grave of the Fireflies, a Japanese 
animation film written and directed by Isao Takahata 
and animated by Studio Ghibli. It is based on the 1967 
semi-autobiographical novel Grave of the Fireflies by 
Akiyuki Nosaka. This film reminds me very much of 
what my grandparents lived through during the war. 
They lived in the same city, Kobe, and hence shared 
the events described in the movie. In the film all the 
sequences taken from memories are in red.

Maybe I can explain my approach to the use of 
the colour with the picture Son magnifique champ 
de fleurs (Her beautiful field of flowers). In 2010 I 
produced the picture Un magnifique champ de fleurs 

enacting war scenes, but interpreting your very 
personal views, meaning and feelings. How did 
you move from the conceptual idea to planning the 
individual images? Does each image represent a 
dedicated aspect of the memory; do they serve as 
individual chapters of the experience? Could you 
give us examples of how you created individual 
images in the series?

When I want to start a new project I think about what 
I would like to show and what I want to speak about. 
Before taking any pictures I write up the general idea 
and I start to draw the images in my sketchbook. This 
allows me to construct the series and see whether 
there are too many landscapes, and enough portraits 
or still lifes to create a balance to the series. I think 
about how I can produce each individual image, and 
I try to find the best way to express the story behind 
each image. And for sure, I think about the series and 
how the images can work together. It’s quite a long 
process but I like to work like this.

Maybe I could use the examples behind the idea of 
sound/onomatopeias. A lot of the memories of my 
grandparents during World War II were sounds. 
During the bombings they went to underground 
shelters. It was dark. The memories that remain 
from these incidents are the sound of explosions, 
the sound of planes, people crying… So, my question 
was: “How can I introduce sound into my picture?” 
It’s why I decided to use onomatopoeias (that were 
found in manga/comics) and to paint them over the 
prints using acrylic. 

I’m sure you will ask me now why painting? The 
vision and sound are two senses that work together. 
For me the vision was the picture and so I needed 
another medium for the sound; something that I could 
combine with the photography. That’s why I decided 
to use the painting and to paint the onomatopoeias 
(sound) onto the prints.

I started to produce the three images with the 
onomatopoeias on the black background (Viuuu, 
Tatatatata and Arrgh). For me it was like this: I 
took the memories of my grandparents and literally 
transposed them into the picture. The underground 
shelters where it was very dark, black background 
with just the sound of people crying, sound of 
airplanes, etc. - onomatopoeias. After this first 
experimentation I tried to add them to my pictures 
BAOUMM and Pluie noire. I wanted to see how the 
onomatopoeias could better aid understanding of the 
picture or to feel/describe a sensation or a situation. 

My third test with the idea of sound was with the 
picture Pika Don. ‘Pika Don’ has been integrated into 
the Japanese vocabulary as a result of the atomic 
bombs. Translated, ‘Pika’ means the flash (brilliant 
light) and ’Don’ means the explosion, representing 
what was seen and heard when the bombs were 
detonated. After taking a picture of a flash, I scanned 
the negative and I enlarged the grain of the image 
with Photoshop. Then I painted the resulting ‘sound/
explosion’ onto the print.

<
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‘Vision and sound are two 
senses that work together. 
For me the vision was the 
picture and so I needed 
another medium for the 
sound’ 

for my series Omoide Poroporo. For me it was just 
a beautiful field of flowers. After speaking with 
my grandparents that night about their memories 
during the Second World War, one of the memories 
my grandfather mentioned was that one of his 
older sisters was very ill. Just before dying the 
last sentence she said to their mother was: “I saw 
a beautiful field of flowers.” So I decided to re-use 
my image Un magnifique champ de fleurs and to 
apply a red filter to my picture, creating this new 
picture that could be her beautiful field of flowers.

You also break borders of traditional photography 
and experiment with sounds or moving images 
to enhance the narrative of the story. Is that 
something you think remains central to your 
work and you would like to experiment with 
further?

Yes for me it’s very important to push the 
boundaries of my practice, step by step, image 
after image. My reflection is: how can I, for what 
I want to produce, find the best solution for the 

best result. 

The series was very successful and got you a lot 
of recognition – what are the next projects you 
are working on? Are you feeling any commercial 
or artistic pressure to follow this work and build 
your career?

I'm currently working on a new project called Le Son 
des Vagues Noires (The Sound of The Black Waves) 
which is a mix between manga (comics), stories 
about the ocean, fiction… I'm very excited by this 
new series and how I can create and show a new 
typology of images and a new idea of sequencing.

Many thanks David! Very interesting talking to you 
and good luck with your new series.

You can see the complete series Hikari and Gaijin at   
www.davidfavrod.com.

All image copyrights with David Favrod.
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‘For me it’s very important to push the boundaries of my practice, step by step, 
image after image. My reflection is: how can I, for what I want to produce, find the 
best solution for the best result’ 
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‘For me it’s very important to push the boundaries of my practice, step by step, 
image after image. My reflection is: how can I, for what I want to produce, find the 
best solution for the best result’ 
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The photograph that inspired me
By Val Williams

I first saw Homer Sykes’ photographs in the early 
1970s, when his monograph Once a Year was 
published - one of a group of photo books, which were 
emerging from the new young independent photogra-
phers. The photographs which Homer produced, 
during a series of summers spent observing and 
photographing British rituals and customs, were a 
reminder of a nationalist, localist, small town pub 
culture which looked back longingly at a history 
which flew in the face of modernity. 

Many of the emerging photographers who began to 
photograph what they perceived to be as vanishing 
Britain, in the late 1960s and early 1970s, were 
influenced by the 19th century photographer Sir 
Benjamin Stone, who produced a vast catalogue of 
photographs of ritual and custom in rural England. 
Stone’s photographs were haunting and their 
subjects posed with great solemnity. Homer Sykes’ 
photographs of Britain in the 1970s were very 
different - these are raucous and absurd, as archaic 
dressing up and clowning come into direct collision 
with the bleak banality of new estates and arterial 
roads. All the photographs were made in black and 
white - for these emerging photographers colour was 
an anathema, symbolising the editorial photojournal-
ism which they were determined to challenge. 

The Burry Man, South Queensferry shows a person 
encased in a close-fitting costume, topped off by a 
wreath of flowers. His eyes, nose and mouth are almost 
completely obscured. He can drink only through a 
straw. The setting is unmistakably a pub, and the 
drab walls and simple chairs are in direct contrast to 
the Burry Man’s exotic costume. Like a creature from 
another planet, he is helpless and ill-fitting, incapac-
itated by ritual. His companions, one on each side, 

seem more like warders than friends, laughing as 
the blinded, costumed man attempts to drink. There 
is no sentimentality in Homer Sykes’ photograph, no 
nostalgia. 

The photographs in Once a Year are a remarkable 
portrait of a Britain which few of us, in the 1970s, 
knew anything about. So they were a revelation, 
documenting a section of our population seeming-
ly impervious to pop culture, to modernism, to the 
avant-garde, instead performing a semi- fictionalised 
version of the past. As the clash between Left and 
Right grew ever more intense, where the industri-
al base was crumbling and unemployment, poor 
housing, racism and civil conflict began to be central 
parts of our lives, the customs and rituals of small 
town Britain seemed certain, reassuring, and historic.

The Burry Man has continued to be an important 
photograph for me. A set of photographs from Once 
a Year was included in How We Are, which Susan 
Bright and I co-curated for Tate Britain in 2007. I’m 
grateful for this photograph, and to Homer Sykes for 
taking it; it combines wit and melancholy, it makes 
me reflect about nationhood, about Britishness and it 
gives a privileged glimpse into other lives. It shows 
documentary photography at its most effective. 
A simple photograph of a moment in a day, three 
unremarkable people in banal surroundings, caught 
up in their own particular drama.  And, just for a 
moment, we are part of it.

  

A link to the photograph: http://tinyurl.com/zbmvs43

The Burry Man, South Queensferry, Lothian, Scotland 1971,  Homer Sykes,
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Theme Cover - Ernst Schlogelhofer During these winter months, I keep 
coming across lost gloves. They are single. They look lost. They lack purpose. 
You will never find a matching one. So I thought ‘lets fill one with a little life’. 

1 William Christie Fly-tipped chair.

2-3 Ariadne van de Ven The Negative, found on Mirza Ghalib Street, 
Kolkata, 2012 and The Grave, discovered in Cemetery on Prithviraj Road, 
Delhi, November 2015. One of the reasons I still love photographing with film 
is that it creates objects: negative and print. They can be lost - and found - in 
ways that a digital image cannot. The short strip of negatives was lying on 
the pavement in Mirza Ghalib Street, Kolkata, touched only by the sunlight. I 
photographed it where it lay (creating a new monochrome negative) and after 
a few seconds’ indecision walked on, leaving the mystery on the ground. The 
frames were lost again, but may have been found again by another pedestrian. 
They were found and given a different life in my photograph. The fading 
portrait is from a Christian cemetery on Prithviraj Road in Delhi, which does 
not even have a name on Google Maps, although it is opposite the five-star Taj 
Mahal Hotel. I found her on the flat tombstone roughly where her face would 
have been in the coffin. Her name was gone.

4 - 7 Hugh Look From the series How did it come to this?

8 - 9 Joerg Karrenbauer Liffey Waste 1 & 2, from the series Liffey Waste, 
showing lost and found things in Dublin’s River Liffey. 

10-12 Astrid Schulz Sign Language 5, 7 & 8.  The snowstorm in the 
mountains lasted for 36 hours; it was the beginning of our ski holiday. We 
arrived late at night, but we did not manage to get out of the house for the 
following day. Finally, in the morning of the third day there was silence. And 
for the first time we ventured out, exploring the magical ice-land around us. A 
world I have never seen before. Our map was useless. There were no roads to 
follow. Then, here and there we found a sign of civilization. They tried to speak 
to us. But we were lost for words.

13-14 Mandy Williams Frame #24 (2015) & Missing (2014-16). These 
images are from the Frame series (2012-2016), photographing and video 
documenting strangers beside the sea.

15-16 Paula Rae Gibson From the series you’re not going to take from me.

17 Anna Tymcio Country Road, Belgium.

18 & 28 Danilo A. Leonardi Agony in the garden, the silence following a loss. 
This image brings to my mind the silence that follows a loss. Any absence, be it 
of a person or of an object, brings a silence with it. The photograph was taken 
through the glass pane of a window overlooking a church garden in North 
London. Like a Jesus of the cobblestones. From the observation terrace of 
the Pompidou Centre I saw a man in the piazza who seemed to have found 
harmony with the world around him, lying down and stretching arms and legs. 
I am sure that he was unaware that he looked like a Jesus of the cobblestones 
when seen from above.

19 Steve Ferrier B3073, West Parley.

20 & 22 Tim Crowe Marilyn, taken in Ryde, a faded, old fashioned seaside 
resort on the Isle of Wight and Funerarium, taken in Bagnères-de-Bigorre, a 
faded, old fashioned spa town in the foothills of the Pyrenees.

21 Elizabeth Brown The Orange Deckchair, from the series, Found Objects

23-27 Kristina Syrchikova. In Russian villages there’s usually little work, 
and the wages are so poor that many people have to leave their birthplace, 
leaving only a handful of the able-bodied - the most manly, enduring, hardy 
and rough – people who are tied to country life. Those who stay know the 
difference between black and white. They don’t waste their time on baying at 
the moon - they must labour. Only manual labour is counted as man’s work - 
even if it is low-paid. .

29 CJ Crosland Pencils I love the narrative possibilities created by found 
objects. I always wonder what the story is behind them: who was the previous 
owner, what did the object mean to them - and how did it come to be where 
it is now?

The theme for the next issue is ADVENTURE 
www.londonphotography.org.uk/magazine/submit
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studio in Manhattan for over 20 
years, becoming a known fashion 
photographer for Harper’s Bazaar 
and Vogue.
Together with famous contempo-
raries such as Robert Frank and 
Diane Arbus, Leiter helped lay 
the ground for what would de-
velop into the New York scene of 
photographers; however his view 
of the world differed from that of 
his peers, and his techniques were 
unique. He did not have a docu-
mentary approach, nor was he a 
reporter. His images display more 
focus on form and colour, at the 
expense of context and narrative; 
sometimes he would hide more 
of the scene than he actually de-
scribed.

Where the street photographer 
would use wide-angle contexts for 
reportage and social study, Leiter 
compressed his images using tel-
ephoto lenses. Where others used 
gritty black and white, he would 
use colour in an abstract form. 
Some of his images, with their 
fields of colour and out of focus ar-
eas, are more akin to the abstract 
and surrealist painting of the time 
– in fact, painting was undoubted-
ly Leiter’s first passion; his estate 
holds more than 3000 of his own 
paintings. The few that have been 

T
he Photographers’ 
Gallery is currently 
showing the first 
comprehensive Saul 
Leiter retrospective 
in the UK, giving us 

an ideal opportunity to discover 
the work of one of the pioneers of 
colour photography, and founder 
member of the New York photog-
raphy movement. Leiter, born in 
Philadelphia (1923) into a strict 
Orthodox family, had initially 
followed his family’s wishes and 
studied to become a Rabbi - but 
his affinity with art, developed af-
ter he was given his first camera 
at the age of 12, was stronger. At 
23 he escaped to New York City, 
where contact with photographer 
W. Eugene Smith and the abstract 
painter Richard Pousette-Dart en-
couraged him to develop both his 
photography, and his love of paint-
ing. 

Originally, Leiter followed the 
traditional aesthetic of the time, 
which was to shoot black and 
white film with a 35mm Leica, 
but in 1948 he switched to colour 
photography long before it was ac-
cepted in photographic circles, and 
also long before photography was 
fully accepted as an art form. To 
earn a living he operated a photo 

EXPOSURE

Saul Leiter, Harlem, 1960 © Saul Leiter 
Courtesy Howard Greenberg Gallery, NY

Canvas New York:
Saul Leiter                 
By Frank Orthbandt

The London retrospective of Saul 
Leiter’s pioneering early colour work 
is a must-see event in London’s busy 
exhibition schedule this year.
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shown to the public, including a 
thoughtful selection in this cur-
rent show, reflect his photographic 
techniques, and his assured use of 
colour and composition remains 
at the heart of his style across the 
genres. His interest in abstract 
painting would remain his passion 
throughout his life, shared with 
his wife Soames Bantry, herself a 
known painter.  

The London retrospective is sur-
rounded by much talk describing 
Leiter as a previously unknown 
artist, a recluse, and comparisons 
have been made with the recent 
discovery of Vivian Maier. This 
is a mistaken premise, as Leiter 
was known to his contemporar-
ies. He was in contact with Ar-
bus, Eugene Smith, and Avedon 
and other NYC-based artists. His 
commercial work was published 
and earned him a comfortable liv-
ing and he was invited to show at 
Edvard Steichen’s seminal MoMA 
exhibition in 1957, launching col-
our photography finally into the 
art world, but declined. He had the 
opportunity to straddle art and the 
commercial world. So why did he 
choose to do it this way?
In the interview based documenta-
ry In No Great Hurry shot shortly 
before his death in 2013 we get 

EXHIBITION HIGHLIGHTS

Saul Leiter, Harlem, 1960 © Saul Leiter 
Courtesy Howard Greenberg Gallery, NY

'His images display more focus on 
form and colour, at the expense of 
context and narrative; sometimes he 
would hide more of the scene than 
he actually described'

only glimpses of an answer to this 
question. We are introduced to a 
modest man, obsessed with image 
making and collecting, but much 
less concerned with editing, cata-
loguing, and presenting and mar-
keting his work. There are traces 
of remorse, and of lost opportuni-
ties to make his work known, but 
there’s also a realisation of the 
ultimate quality of his work and 
its place in photographic history. 

Saul Leiter enriched the photo-
graphic scene with his unique 
and deeply personal style, yet his 
images have only been shown to 
a wider public since the 90s. For 
cataloguing and rediscovering 
his work, and positioning it in its 
rightful place at the heart of 20th 
century New York Photography, 
we have to thank gallery owner 
and curator Howard Greenberg 
- and Margit Erb, who manages 
Leiter’s artistic estate. 

Until 3rd April at the Photog-
raphers’ Gallery, 16-18 Ramil-
lies Street, W1F 7LW. The doc-
umentary ’In No Great Hurry 
- 13 Lessons in Life with Saul 
Leiter’ is available for stream-
ing online. 
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P
repare yourselves for 
a feast of photogra-
phy in the coming 
months! As well as the 
Saul Leiter exhibition 
currently running 

at the Photographers’ Gallery 
and reviewed separately in this 
magazine, there are no less than 
three other blockbuster photogra-
phy exhibitions opening at major 
London venues.

First off is the intriguingly titled 
Performing for the Camera at 
Tate Modern until 12th June.  The 
exhibition explores the relation-
ship between photography and 
performance and asks the very 
pertinent (in view of the current 
fashion for the ubiquitous selfie) 
‘What does it mean to perform 
for the camera?’  Not that this 
performative aspect of photogra-
phy is uniquely a modern trend; 
since its invention photogra-
phy has been used to capture 
performance, from the stars of 

Exhibition Previews: Tate, Barbican & V&A

By Ingrid Newton

the Victorian stage through to 
the notorious art happenings of 
the 1960s. The exhibition covers 
ground-breaking performances 
by important artists such as Yves 
Klein and Yayoi Kusama, artistic 
collaborations between perform-
ers, dancers and photographers, 
the use of photography as a stage 
on which to perform by artists 
such as Francesca Woodman 
and Erwin Wurm, and it looks 
at how others such as Cindy 
Sherman and Hannah Wilkie have 
employed it as a tool to explore 
identity, right up to the present 
day with artists using Instagram 
for self-expression. With over 500 
images by more than 50 seminal 
photographers, engaging with a 
whole range of topics from the 
serious and the humorous to 
the ironic and provocative, this 
exhibition promises to be both 
thought-provoking and entertain-
ing.

Over at the Barbican, no less 

interesting but very different, 
Strange and Familiar: Britain 
as Revealed by International 
Photographers will run until 19th 
June. Curated by iconic British 
photographer Martin Parr, Strange 
and Familiar considers how 
international photographers from 
the 1930s onwards have captured 
the social, cultural and political 
identity of the UK. It’s always 
fascinating to see how others 
perceive us and the ‘revealed’ of 
the title promises to show us a 
side of British life of which we 
ourselves are perhaps less aware.  
This will be a wide-ranging 
exhibition covering  social 
documentary and portraiture, 
street and architectural photogra-
phy and featuring the work of a 
variety of leading photographers 
such as Henri Cartier-Bresson, 
Rineke Djistra, Robert Frank 
and Garry Winogrand, each one 
recording different characteris-
tics of British life in their own 
distinctive style.  For many of 
the photographers, Britain was a Paul Strand, Young Boy, Gandeville, Charente, France © Paul Strand Archive , Aperture 

Foundation

Boris Mikhailov, Crimean Snobbism, 1982 ©  
Boris Mikhailov,Courtesy the artist and Sprovieri 
Gallery, London
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LIP Photography Talks

By Mo Greig

LIP continues its successful series 
of talks held in partnership with 
the Sir John Cass Faculty of Art, 
Architecture and Design at London 
Metropolitan University. They are 
informal and social, and open to 
LIP members and non-members 
alike, so bring your friends and 
be inspired by new perspectives - 
whether you're a photographer or 
not 

© RIBA Collection; Foto Gomez

Presentation and Viewing of 
RIBA's Photograph Collection
The Robert Elwall Photographs 
Collection at the RIBA British 
Architectural Library is probably 
the world's largest repository of 
photographs of architecture and 
the built environment. Its oldest 
items date from the very early days 
of photography and its most recent 
are digital prints of contemporary 
architecture. It is international 
in scope and covers several other 
fields related to architecture such 
as landscape, townscape, interior 
design and social documentary, as 
well as portraits of architects and 
other personalities.
The Collection's curators are 
passionate about sharing this 
amazing resource with the widest 
possible audience, and look 
forward to your questions and 
feedback.

Tuesday 26 April at 6.30pm for a 
7.00pm prompt start, followed by 
Q+A. At Royal Institute of British 
Architects (RIBA), 66 Portland 
Place, London W1B 1AD

LIP EVENTS

Akihiko Okamura, Northern Ireland 1970s © 
Akihiko Okamura,
Courtesy Estate of  Akihiko Okamura, Japan

foreign country that prompted 
a new approach to their image 
making. In the words of Martin 
Parr himself, “The exhibition will 
reveal a very different take on 
British life than that produced by 
British photographers. It is both 
familiar and strange at the same 
time.”

Across town at the V&A there is a 
major retrospective of the work of 
American photographer and film 
maker, Paul Strand (1890-1976), 
and the first in the UK since the 
artist’s death. This is a not-to- 
be-missed opportunity to see 
the work of one of the greatest 
and most influential photogra-
phers of the 20th century whose 
images have defined the way fine 
art and documentary photogra-
phy is understood and practiced 
today. This touring exhibition 
will present around 200 objects 
spanning Strand’s entire career, 
including his breakthrough trials 
in abstraction and candid street 
portraits, close-ups of natural 
and machine forms, and extended 
explorations of the American 
Southwest, Mexico, New England, 
France, Italy, Scotland, Egypt, 
Morocco, Ghana, and Romania. 
In addition there will be a signifi-
cant number of rarely seen 
vintage prints on show from 
the V&A’s own collection. Paul 
Strand: Photography and Film for 
the 20th Century runs from 19th 
March to 3rd July.

Developing your Photographic 
Practice - Insights for Emerging 
Photographers: A Talk by Karen 
Harvey of Shutter Hub
This talk will provide insights, tips 
and strategies to help emerging 
photographers to turn their 
photography into a long-term 
sustainable business.

Karen Harvey is Creative Develop-
ment Director at Shutter Hub and 
has a wide experience working 
as a professional photographer, 
exhibiting and curating, as well as 
running community arts organisa-
tions, charities and business-
es. Shutter Hub is a photography 
organisation providing opportuni-
ties, support and networking for 
creative photographers worldwide. 
They will offer a 25% discount to 
anyone who would like to join the 
organisation on the night.

Tuesday 5 April 2016 at 6.30pm for 
a 7.00pm prompt start, followed 
by Q+AAt Sir John Cass Faculty 
of Art, Architecture and Design, 
Central House, London Metropoli-
tan University, 59-63 Whitechapel 
High Street, London E1 7PF 
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Performing for the Camera. 
Photography has been used to capture 
performances since its invention – from 
the stars of the Victorian stage to the 
art happenings of the 1960s, and today’s 
trend for selfies. This exhibition explores 
the relationship between photography 
and performance, engaging with serious, 
provocative and sensational topics, as well 
as humour, improvisation and irony.  Until 
12 June at Tate Modern, Bankside, London 
SE1 9TG

The Deutsche Börse Photography 
Foundation Prize 2016. Works by 
the four shortlisted photographers, Laura 
El-Tantawy, Erik Kessels, Trevor Paglen 
and Tobias Zielony will be exhibited here 
and the winner announced at a special 
award ceremony in 2016 during the run 
of the exhibition.  15 April - 26 June at The 
Photographers’ Gallery, 16-18 Ramillies Street, 
W1F 7LW

BACKFLIP

EXHIBITION HIGHLIGHTS

Strange and Familiar: Britain 
as Revealed by International 
Photographers. Curated by the 
iconic British photographer Martin Parr, 
this exhibition is a timely consideration 
of how 23 international photographers 
from the 1930s onwards have captured 
the UK through their lens. From social 
documentary and street photography, to 
portraiture and architectural photography, 
each photographer records different 
characteristics of life around Britain in their 
own distinctive style.  Until 19 June at the 
Barbican Art Gallery, Barbican Centre, Silk St, 
London EC2Y 8DS

FASHION SHOW: 60 Years of 
Fashion Photography. This display of 
nearly 40 diverse photographs celebrates 
the development of fashion photography 
ranging from the iconic, to the experimental 
and the contemporary. William Klein and 
Richard Avedon are among those who have 
works on display. Look out for a previously 

Masahisa Fukase, Seikan Ferryboat, 1976 © Masahisa Fukase Archive 

Edith Tudor-Hart. Kensal House, London ca. 
1938 © Edith Tudor-Hart - National Galleries 
of  Scotland

unshown photograph by Erwin Blumenfeld 
created for Dayton’s Department Store in 
1959-1960 and Lillian Bassman’s graphic 
black and white darkroom manipulations 
from the 1950s.  Until 24 March at the Atlas 
Gallery, 49 Dorset Street, London, W1U 7NF
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Kate Moss, London, 6th May 1988 in David Hockney's
Mercedes Benz 280 Se Cabriolet © Tony McGee

MEMBERS' EXHIBITIONS 

CJ Crosland in Loudest Whispers 
2016. CJ Crosland exhibits self-portraits 
exploring identity, from the Mind Games 
and The Topography of Identity series, 
plus a copy of their book Mind Games. 
This exhibition forms part of Camden 
& Islington LGBT History month and 
showcases work from both new and 
established artists on themes of religion, 
spirituality and philosophy. 
Until 14 Apr at the Conference Centre, 
St.Pancras Hospital, 4 St.Pancras Way, 
London NW1 OPE

Michael J Duke: Finchley Exhibition. 
Michael exhibits images from the Finchley 
area, each ‘getting an artistic treatment 
that elevates out of standard photography 
without totally distorting to beyond 
recognition’. 
6 Apr - 3 May at the Phoenix Cinema, 52 High 
Rd, East Finchley, London N2 9PJ

Unseen City: Photos by Martin Parr. 
Explore the pomp, ceremony and behind-
the-scenes activity as Parr brings the City to 
life, capturing the traditions and people who 
make up the colourful Square Mile. Until 31 
July at Guildhall Art Gallery, London EC2V 5AE

Paul Strand: Photography and Film 
for the 20th Century. This major 
retrospective of the work of American 
photographer and film maker Paul Strand 
(1890-1976), one of the greatest and 
most influential photographers of the 20th 
century. is the first in the UK since the artist’s 
death.  19 March - 3 July at the V&A South 
Kensington, Cromwell Road, London SW7 2RL

Dennis Morris: PiL - First Issue to 
Metal Box. A presentation of rarely seen 
photographs and ephemera relating to the 
early stages of the band Public Image Ltd’s 
(PiL) design from 1978-79 with a focus on 
the design of the album Metal Box.  Morris 
sought to capture this era by creating a 
strong visual identity for the band.  23 March 
- 15 May at the ICA, The Mall, London SW1Y 
5AH

Off the Hook: The Rolling Stones by 
Gered Mankowitz. Veteran British music 
photographer Gered Mankowitz revisits his 
legendary Rolling Stones archive for a new 
exhibition, Off The Hook, to coincide with his 
new limited edition book, Backstage. Taken 
together, the book and the show present 

two very different sides of The Rolling 
Stones at the height of their early fame. 
From 1st Apr - 28th May at Snap Galleries, 12 
Piccadilly Arcade, London SW1Y 6NH

2016 Sony World Photography 
Awards Exhibition. This exhibition 
will showcase over 500 of the best 
contemporary photographs taken by the 
winning and shortlisted photographers 
of the world’s largest photography 
competition.  22 Apr - 8 May at East & 
West Wings, Somerset House, Strand, London 
WC2R 1LA

Masahisa Fukase: Solitude of Ravens. 
This is the first exhibition in the UK to 
present vintage and early prints from 
Fukase’s Solitude of Ravens, regarded by many 
as the most important body of work to 
come out of post-war Japan. Until 23 Apr 
at Michael Hoppen Gallery, 3 Jubilee Place, 
London SW3 3TD

Sergio Larrain. The first solo UK 
exhibition of work by the Chilean 
photographer Sergio Larrain will include 
over 30 works, focusing on rare vintage 
prints taken in Santiago and Valparaiso in the 
1950s, alongside a series of 10 rarely seen 
photographs taken in London. Until 22nd 
Apr at Magnum Print Room, 63 Gee Street, 
London EC1V 3RS
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H
iraeth: a Welsh 
word describing 'a 
homesickness for a 
home you cannot 
return to, or that 
never was' or 

'homesickness tinged with grief or 
sadness over the lost or departed. 
It is a mix of longing, yearning, 
nostalgia, wistfulness.’

For the last three years I have been 
taking solitary walks around the 
canal where I live, always covering 
the same stretch, contemplat-
ing and focusing my attention 
on the process of looking. The 
spaces where I photograph are 
irrelevant. I did not set out to 
describe or map out the area where 
I live. Photographing felt more 
like escaping into a thinking space 
and seemed to act as a catalyst 
for triggering memory which had 
nothing to do with the location. 

I discover patterns and implica-
tions that are not always present 
in the image. Transforming them 
into words, I create poetry, hidden 
emotions, and memories mainly of 
my upbringing in East Germany 
living beneath The Berlin Wall, to 
accompany my photographs 

“moments filled with awe
long after recalling autumn 1989
sharing spiky tears and searing 
pain
with the unwanted vegetation
that grew endlessly behind the 
wall”

Looking at and writing about the 
photographs helps me understand 
what is happening. These images 
resonate with my feelings of 
displacement, living in a foreign 
country, feeling rootless, being 
blown with the wind, and unable 
to feel a part of the culture I live 

in. Although my memories of East 
Berlin are very dark and rather 
op-pressive I feel homesick for 
a country which does not exist 
anymore, a conflicting feeling since 
I am glad it is gone, yet cannot 
identify with today's Germany 
either.

“the mind is unhinged
longing for loose chains
wandering in the wasteland
forsaken into the twilight
listening to the silence of sound”

My thoughts while walking are 
seemingly unconnected always 
going back to experiences in my 
childhood. 

This project is available as a book  
www.blurb.co.uk/b/6907678-
hiraeth

EXPOSURE

Hiraeth                 
By Christiane Zschommler 
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'No gazing backwards
No force to stop
your lost beliefs

lifted by the fork
moving through the frame

dissolving 
into the grey waves 

slowly' 
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H
ow do you find 
your way back to 
a state of equi-
librium after a 
period of person-
al turmoil? One 

well-acknowledged answer is to 
use art as therapy to speed up the 
healing process and this is pre-
cisely what photographer Francis 
Minien did after a life-changing 
relationship break-up. He took to 
the road with his iPhone in hand, 
and over a period of a year docu-
mented his travels all over the 
world. In Lost and Found Again, 
he has produced an unconscious 
visualisation of his emotional 
state, his feelings of loss, damage, 
confusion, abandonment and lack 
of direction made concrete in the 
imagery. Using his iPhone instead 
of his usual camera, the square 
format photographs have the lo-
fi, slightly out-of-focus aesthetic 
and dreamlike quality typical of 
Instagram filters, expressing well 
his probable disorientated state 
of mind.

Cityscapes veiled in mist, win-
dows obscured by rain, off-kilter 
framing and canted angles all 
evoke a sense of isolation, of being 

Francis Minien

Lost and Found Again

Self-published, Blurb

Reviewed by Ingrid Newton

apart from the surrounding world. 
The photographer frequently 
turns his lens up to the sky or to 
the horizon as though longing to 
escape, only to be brought back to 
ground level.  Disturbing images 
of discarded dolls, their skewed 
bodies abandoned and forlorn, cu-
rious features such as a semi-sub-
merged palm tree, an empty tent 
marooned in a forest or a group 
of riderless horses incongruously 
wandering along a tarmac road, 
all add to the feeling of unease 
and alienation. People feature, 
but they make no contact with the 
viewer, either absorbed in their 
own tasks or captured en masse 
at a distance, as though viewed 
through the wrong end of a tele-
scope.  Even a group of white-clad 
cricketers playing on a verdant 
field under a blue sky suggests a 
surreal mood of dislocation. Col-
ours range from heavy sombre 
grey to hallucinatory vivid bright, 
mirroring the up and down state 
of mind of the photographer.

MEMBERS’ BOOKS 

As though wishing to take the 
viewer with him on his trav-
els, the photographer scatters 
throughout the book pictures of 
roads and signs, emphasising the 
time-honoured metaphor of life as 
a journey. Eventually, as the book 
progresses his emotional state 
appears less anguished. The jour-
ney ends on a peaceful note with 
people depicted at a festival in 
the warm glow of a late summer 
afternoon and a dramatic urban 
sunset, indicating that perhaps he 
has undergone catharsis, or at the 
very least acceptance of his situ-
ation. The contemplative mood of 
the square format and the identi-
cal size of each image leads to a 
static feeling slightly at odds with 
the underlying concept of moving 
forward, but this is a minor criti-
cism of what is a small jewel of a 
book – one man’s highly personal, 
visual account of an emotional 
journey, each stage of which is a 
step forward from a state of being 
lost to finding himself again. 
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'The images 
appear to be 
industrial and 
heavy with the 
harshness of 
contrast and 
solarisation' 

John Briggs

Curtains: Windows on 
the Unreality We Live 
In

Between Lines Books & Arts, 
LLC

Reviewed by Benjamin Szabo

I 
must admit that my fas-
cination towards drapery 
begins and ends with their 
functionality; that is, to 
make the room cosy and 
keep curious eyes away 

from the private matters of my 
bedroom. It was with this in mind, 
that I eagerly fLIPped open John 
Briggs' seamlessly assembled 
book, with the hope of discovering 
in its pages something more cap-
tivating than that which I would 
find in the home.
The series is a collection of twen-
ty-four monochrome photographs 
of unorthodox holiday shots. Pho-
tos of curtains hanging in pud-
dling style, not only allowing the 
fabric to connect the ceiling with 
the floor but also creating inter-
esting forms of bulges, dents, 
dimples, curls and weaves. The 
images appear to be industrial 
and heavy with the harshness of 
contrast and solarisation, yet the 
many random folds of the ob-
ject and the softness of light and 
shade gives them a touch of sen-

suality. As the oversized curtains 
flow out onto the floor, the images 
follow one after another without 
much suggestion of a story - or a 
clear reference to the subtitle of 
the book; Windows on the Unreal-
ity We Live In.
In his book, Briggs removes the 
name and identity of this every-
day object, and by taking it out of 
context redefines its meaning and 
reinterprets its and his own con-
cept of reality.  The idea of creat-
ing a modernist art piece from or-
dinary objects isn't new of course 
but it enables the photographer to 
interrogate the definitions of con-
sensual reality and unreality. The 
book explores these definitions 
and Briggs communicates a pure 
human awareness, a common un-
derstanding that is universal and 
without the pollution of transla-
tion of words, language and con-
ventional meanings, inverting re-
ality into unreality. 
Or is he inverting unreality into 
reality? That is for you to decide...
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V
anishing is a story about Gonchan-
skoe, a decaying village in Belarus, 
and it is also a story of my family. It 
is the birthplace of my mother, and my 
grandparents are among those who still 
live there.

During the 70s, its most prosperous years, the 
population of the village reached about 2000 people, 
but now it is less than 180 people, and these are mostly 
pensioners. Like so many villages around Eastern 
Europe, Gonchanskoe is inevitably disappearing. 
I visit Belarus quite frequently, but even so, when 
I went back there three years ago, it struck me how 
abandoned the village looks now. My book Vanishing 
is the outcome of a desperate urge to preserve the 
incredible beauty of this place and its history, at least 
in photographs, for future generations and for myself.
The man in this particular photograph is my grandfa-
ther, who was sent to Gonchanskoe to lead the 
construction of the village in 1955, and has lived 
there ever since. He knows its history better than 
anyone. We went around the village together to make 
photographs, and to talk to people: the friends and 
colleagues with whom he has shared most of his 
life. My grandfather was so proud and content; this 

experience has made us closer. 
That was the moment I realised that all of my projects 
are personal in one way or another. First I look at 
the reasons why I want to explore or tell a particular 
story, and then I create the work. That is the beauty 
of photography for me. I learn so much during the 
process; not just about the subjects, but also I learn 
about myself.
I agree with the saying ‘Art is not only reflection of 
reality, but it is also a mirror of the artist’. There 
has to be a meaning behind your work, first of all 
for yourself; it’s important to understand why you 
do what you do, and what you want to say with it. 
I think this embedded meaning is what makes your 
work special. 
I’ve been living away from my birth country for so 
long now, but the majority of my projects are shot in 
Eastern Europe. I feel connected to those places and 
I understand them better; that was another realisa-
tion I had while I was making Vanishing. Since then, 
I’ve completed a few projects in Russia and Georgia. 
There is always something I can go back to, and learn 
about my roots. 

Turning Point
A Series of Incidents and Opportunities
‘Vanishing’ by Yanina Shevchenko
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Tilman Brembs was inspired by his travels, to 
study the story behind the moment, finding a new 
perspective and so recording the particular in the 
everyday. He works as a casting photographer in a 
noted casting agency in Berlin. www.tilmanbrembs.
de

Elizabeth Brown is a photographer who 
usually works digitally. Her work can be divided 
into two different strands - Collections: her 
interpretations of landscapes, seascapes, urban 
environments and everyday experiences and Social 
Photography, which is project based and involves 
interactions with people. In her project work 
she often includes text with her images. www.
elizabethhaybrown.com

Mark Burton is a photographer & artist based in 
Walthamstow, East London. www.mburtonphoto.
com

William Christie is obsessed with monochrome 
photography, textures of abandoned rubble, and 
forgotten patches of Britain.

CJ Crosland is a self-taught artist and 
photographer who uses whatever experiences 
life brings, seeking to capture the essence of their 
individual experience and the powerful emotions 
that are central to it. Their work has been 
described as exploratory, introspective, poetic and 
powerful. www.cjcrosland.com

Tim Crowe uses a camera sometimes.

Steve Ferrier is a photographer interested in 
the social landscape, the transient landscape and 
poking about. www.stuconflo.tumblr.com and 
www.flickr.com/photos/stuconflo/

Paula Rae Gibson is a self-taught photographer 
from London living in the Netherlands. Her book 
Diary of a Love Addict was published by Kehrer. 
Her second book will be released in June by 
Eyemazing Editions. www.lensculture.com/articles/
paula-rae-gibson-you-and-your-selfies

Joerg Karrenbauer is 52 and has been 
taking photographs since the age of 16. www.
karrenbauers.com 

Danilo A. Leonardi is a freelance photographer 
who is also studying for a Diploma in Art Law.  He 
has previously worked, at different stages in his 
life, as a fundraising consultant, an academic and 
a lawyer.  He earned his Ph.D in Law from the 
University of Edinburgh. www.daniloleonardi.co.uk  

Hugh Look tries to coax patient photographs 
out of the everyday, and hopes they will help 
anyone looking at them to make up their own 
stories. He is an active member of the Central 
London Satellite Group and has recently retired as 
LIP’s Chair. www.futureglance.com

Sara Moiola graduated in Science of 
Architecture at the Polytechnic of Milan. Sara 
investigates both the traces left by man in his 
environment and the relationship between 
modern landscape and its transformations. Based 
in London, she loves wandering around this ever 
changing city. www.saramoiola.com

Fabrizio Quagliuso is an Italian photographer 
based in London.  He is mainly working on 
erosion, an ongoing personal project divided into 
various parts, each of which will be produced as a 
self-published fanzine. erosion part 1 is featured in 
fosofoleina69. www.fabrizioq.com/printed/

Ernst Schlogelhofer was born in Vienna and 
divides his time between there and London. Ernst 
completed his MA in photography at the LCC in 
London in December 2015. www.albumen-gallery.
com.

Astrid Schulz is primarily working as a portrait 
photographer. However, her other field of 
expertise is documentary photography for 
editorial, and book publishing. Astrid travels a lot 
for her assignments; the series Sign Language has 
been found in Czech Republic. When not traveling 
or photographing, she works as a costume 
designer/stylist for film & TV. www.astridschulz.
com

Yanina Shevchenko is a Russian-born 
photographer and curator based in Barcelona, 
Spain. Since 2008 she has worked in New York, 
Moscow, Buenos Aires, London and Barcelona as 
a photographer, events producer and curator. The 
Velvet Cell published her photo project, Crossing 
Over in 2012 and she won the 1st PhotoVoice 
photography awards in London, 2015. www.
yaninashevchenko.com

Craig Stevenson grew up in Glasgow. Since 
qualifying as a lawyer and moving to London in 
2007, he has developed his photography portfolio; 
focusing on social and documentary work. As an 
active member of the Shoreditch group of London 
independent Photography and east London 
photography collective, LDNtwentyfour7, he has 
curated exhibitions and showcased his work in 
both Glasgow and London.

Kristina Syrchikova is a documentary 
photographer and has been a member of The 
Russian Union of Art Photographers since 2012. 
She is the awardee of Young photographers of 
Russia (2013, 2014) and Gold medal winner of 
Youth Delphic Games Russia (2013-2015). She has 
participated in more than thirty group exhibitions 
and has held three personal exhibitions in Russia. 
www.syrchikova.name

Benjamin Szabo is a Hungarian born British 
photographer specialising in portrait and fashion 
photography. Based in London, he has exhibited 
and published since 2014. He works for fashion 
websites and on self-initiated projects. www.
benjaminszabophotography.com

Anna Tymcio is an archaeologist from 
Poland, who is working in London – and for her, 
photography is a really enjoyable hobby.

Ariadne van de Ven has been visiting Kolkata 
since 2002, to walk, make photographs, get lost 
- physically and metaphysically - and write about 
it all. She has an MA in Photography and Urban 
Studies from Goldsmiths and another MA in Place, 
Environment & Writing from Royal Holloway. But 
she's still pretty lost.

Mandy Williams is a visual artist working 
with photography, sound and video.www.
mandywilliams.com

Val Williams is a British curator and author who 
has become an authority on British photography. 
She is the Professor of the History and Culture 
of Photography at the London College of 
Communication, part of the University of the 
Arts London, Director of the UAL Photography 
& the Archive Research Centre ( PARC)  and 
was formerly the Curator of Exhibitions and 
Collections at the Hasselblad Center.

Christiane Zschommler lives in Surrey 
and teaches photography to A-level students in 
Woking. She is interested in photographing while 
walking, which triggers thoughts or memories that 
are incorporated into her own imaginary context 
as words projected back onto the surface of 
the image. Within her work she tries to explore 
perception in the interaction between the visible 
and the nonvisible.
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