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LIP member Eva-Maria
Riegler has won the overall

prize of £2,500 at the London
Photographic Awards! The
winners (of this award and
others) can be seen at the

LPA website: www.london-
photographic-awards.com

and in an exhibition at
Artomatic+gallery in London
(11 December to 9 February).

Congratulations!
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Beginnings
School life was decidedly trau-
matic for me with a significant
proportion of my time spent in a
stupor-like state trying to keep
awake. In addition I used to go
into a sort of trance where I could
hear what was going on but
couldn’t move. I was given up as
a hopeless case which was more
or less how I viewed myself. I left
school at 14  as there seemed little
point in staying on.

In my late teens narcolepsy and
catylepsy were diagnosed and it
was a relief to know that I had an
‘official’ condition. This could
have been a handicap in most jobs
but as a photographer I could tell
the boss about my condition and a
short nap in the darkroom every
couple of hours kept me on track.
As I got older and with new drugs
my condition has improved and I
have managed to live a pretty
normal life.

I left school pretty much an
under-achiever which is  the case
with people who have that
condition.  My parents didn’t
know what to do with me and I
felt I had let them down badly,
especially my Dad who was keen
on sport; at school I had shown no
interest in cricket or football. Later
I discovered an aptitude for rifle
shooting and represented the
county, the Civil Service, England
and Great Britain. Dad was
pleased. He was an engineer and I
drifted into doing an  apprentice-
ship until I was 21.  I was sup-
posed to be going to night school
to do a National Diploma in
Engineering but I couldn’t really
cope because I was nearly always

asleep so I was a pretty hopeless
case when I left there.

A chap I was working with had
been an Army photographer and
was always talking about it. My dad
had a decent camera and I began
taking pictures  and I really got to
like it. I started going to night school
at what used to be called Regent
Street Poly and managed to pass a
few photographic exams.

First Jobs
At the Poly I met another chap who
was a salesmen for a place  dealing
in second hand machinery.  There
was a vacancy for a photographer so

I went along and got the  job. I
went out with a  ricketty half-plate
camera and took pictures  which
would be sent  to potential clients.
I gave exposures of about one
minute in this very dark cavernous
space they had  underneath King's
Cross station.  I would ‘paint’ the
machinery with light using one
photoflood and a reflector and
waving it around with the cap off
the lens. A couple of chaps  held
up a big sheet to give a fairly white
sort of background.

The job there lasted about two
years. Then I saw a vacancy for a
photographer in Skegness. It was
not the sort of photography I
wanted to do but I needed a job so
went there for a season. There was
a business on the seafront which
sold stationery, souvenirs etc, as
well as a D&P service, which I ran.
I sat at a wooden printing frame,
put the customers’ negs on a light
box, selected a piece of Velox
printing out paper and pulled the
board down to press the paper
onto the negative and turn the
light on. I held that down for
however many seconds  it ought to
have and then placed it in a chute
at the bottom of which  was a girl
with a dish of developer!

LIProfile
For the
fourth
profile  in
the series,
Clare
Glenister
interviewed
Jim Barron.
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The son of the woman who ran this
business had the concession for
taking photographs on the front so
I used to take snaps of the holiday-
makers. There was a board on the
pier and people would come along
and order their photographs.

Civil Service
I had already applied for a job as a
Civil Service photographer from an
advertisement  in the BJP. They
required photographers at three or
four establishments under the
auspices of the Department of
Scientific and Industrial Research. I
went to work at the National
Physical Laboratory in Teddington
which was where Barnes Wallis
had tested his bouncing bomb.

These were really happy days for
me. We were all dead keen photog-
raphers and  used to muck in in the
studio and we had a really nice
time. There were various divisions
such as Ship Division which was
mainly used for testing the effi-
ciency of hulls. They made the
model of a ship which would go
along the full length of the ship
tank  taking measurements and in
the process we would record this
using cine film or still pictures.
Aero Division  had a whole load of
wind tunnels which we used to
photograph in. There was a low
speed one which was a gigantic
place where they had full size
propellers going and there was a
high speed one where they did
smoke tests over aerofoils. The
maths department had an early
computer which had miles of cable
and was the size of a large house!

Foreign Travel
After a couple of years at
Teddington another vacancy came
up - to start  a department in  a
scientific establishment then called
the Tropical Products Institute. This
is where I worked until  retirement.
I was offering a  service for scien-
tists  wanting photographs. They
were often writing papers for
magazines and wanted pictures to
illustrate them. This included more
scientific things such as
photomicroscopy.  With various
changes of government and
reorganisations I ended up work-
ing for the Overseas Development

Administration of the Foreign and
Commonwealth Office.

Initially still pictures were the only
requirement but after a few years
they needed to replace a movie
film that had become out of date.
The film had cost a lot of money
because there was a lot of overseas
travel involved and we didn’t have
enough money to make another
one. Naively, the Director said to
me, “You’re a photographer, why
don’t you make the film?” Having
had a hankering to do a bit of
filming,  I said OK. I had  done a
few evening classes at Regent
Street Poly on making films so
knew more or less what was
involved.

A cine camera was bought and the
various heads of department
thrashed out what ought to be
included. We worked out a shoot-
ing script and I liaised with a
contact in the Central Office of
Information who had been in the
film industry a long while; he
recommended a post-production

company.  It involved a lot of
overseas travel and turned out
quite successful so when the
opportunity came along to make
other films I always took it. Before
too long I was making films which
were jointly funded by TPI, ODA
and some of the international aid
organisations. I made films with
several of the United Nations
Departments and did still pictures
for those people.

The last  job involved travelling
round China with the Chinese
head of Unicef taking still pictures
of clinics which had been set up in
rural areas.  I was whizzing round
the world all the time.  The West
Indies was a regular place of mine
and  I made some films when they
were having problems growing
bananas and competing with  the
huge estates in South America. I
went to Nicaragua just after that
big earthquake and most of the city
was down. The hotel I was sup-
posed to be staying at was com-
pletely demolished.
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there went down quite well so I
said,  “What about giving me some
regular work?”

For several years I got one job
every weekend and quite often
during the week they would phone
me up and ask me do something
pretty mundane like a board
meeting of some big company.
Sometimes it was more interesting
such as doing  a picture of Ted
Heath getting a diploma from the
Royal College of Organists and a
session with Harold Wilson.
Sometimes they used to sell  to
other publications. Quite a few
went into Illustrated London News.

One really exciting time was when I
went to some celebration at
Westminster Abbey. I found out
beforehand that they were going to
let off  thousands of balloons so I
decided that was going to be the
picture. It was used on the front
page of the Guardian. The same
day  the picture editor phoned and
said that Life magazine had just
asked if there were any colour
pictures of that shot. It was one of
the rare occasions I had taken
another camera with me with
colour film in. Life  was  going to
do a story on Westminster Abbey
and they had commissioned
someone to do it and he had missed
out. I whizzed off to  Bond Street
and thought I was going to get a
Life cover. Anyway, they cut the
whole story and never used
anything of mine! That was the
nearest I got to being really famous.

Another really interesting  job I
had was filming a fisheries project
in a  remote area of Bolivia. We
lived on a raft on a river for a
week or so. Wanting to take a
picture of it, they put me ashore
and left me there with my camera.
I had seen some marks on the
shore and when I got back I was
told they were crocodile tracks!

Newspapers
Back in London there were
various sideline activities. I hated
doing weddings but it made a bit
of money. Trying my luck with the
Guardian I found it really easy to
get on with the picture editor.
They didn’t have many photogra-
phers and the first pictures I took
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Book
I also had a side line of photo-
graphing old cars before the
vintage car business really took off.
I used to take pictures at the
meetings and sell them to the
owners. I approached  Batsfords -
an old established publishing
company  - about doing a colour
book on old cars. At first they said
it was a bit specialised and there
wasn’t  all that much interest, but
eighteen months afterwards they
changed their minds and  went
ahead with it. Much to everybody’s
amazement and my pleasure it
went to four editions. I say 'my
pleasure'  because they gave me a
lump sum for doing the book and
then royalties on the sales of the
first edition and the royalties went
up dramatically in the event of
there being more editions, which
they never possibly visualised! The
last time I heard it had sold about
120,000 copies, which was pretty
good for a book like that.

'Retirement'
So, having dabbled in almost all
types of photography, on retire-
ment I got interested in the type of
photography that Ansel Adams
was doing and started taking
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pictures in Richmond Park. For a
couple of years I used to go up
there at six in the morning with a
large format camera and tripod on
a baby buggy. I got quite good at
taking pictures at first light and
when there was mist. Then I
decided there were  many other
pictures looking exactly the same
and I should get into something
else.

Most of the time I’ve been in
photography I have taken snaps
around London such as Portobello
Road and Smithfields so when I got
fed up with the Richmond Park
work I got into what I now think of
as social documentary. I’m trying to
take pictures with a purpose. I
should say that I am susceptible to
what my recent friend Humphrey
Spender calls  BPs  -  ‘beautiful
pictures’.  It is difficult to resist this
from time to time and sometimes I
don’t even try but my prime
interest now is to try to record
something which  is important or

interesting either to me or will be
for future generations. I tend to
photograph things which have
been familiar to me most of my
life but now I think might be on
their last legs:  in ten years they
won’t be around any longer. To
give you an example of that: chaps
selling newspapers on stands. I
also like to take pictures of things
that are comparatively new to me:
people using portable telephones
or people coming out of their
offices to smoke on the street -
particularly ladies. I’m interested
in ritualistic behaviour such as
women buying big hats to go to
Ascot and men wearing funny
little schoolboy caps and blazers at
Henley.

I’m also interested in relationships
between men and women in the
way that we see every day but
don’t think of as anything special:
people holding hands or giving a
hug.  I’m interested in family
relationships and recently I found
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myself getting interested in male
bonding: children playing to-
gether, fathers and sons. I like
pictures of situations that I
perceive to be funny and I get
myself into positions where I can
get two things which are incongru-
ous in relation to each other - I
might even say surrealistic.

I like to include some sort of time
coding and I do this by using
newspapers quite a lot, particu-
larly Evening Standard billboards.
I like to show graffiti if it refers to
something which is of interest to a
particular section of the public.

Something I did get involved with
was taking pictures of young
homeless people on the streets
because that is fairly new to me.
As long as I can remember I have
seen people sleeping rough but
they were invariably elderly
tramps on the Embankment. A
significant happening in recent
years has been the publication of
the Big Issue. It was started in 1991

with a loan from the Body Shop
and the circulation has now
reached 250,000. I have contributed
to the Big Issue ‘Book of the Home’
which has just been published in
conjuction with the  exhibition
called ‘Home Walk’.

In recent years the National
Portrait Gallery has purchased
several of my portraits from the
Guardian era. Towards the end of
1999 they approached me on behalf

of Asa Briggs the social historian
about a picture of young homeless
people and this was used in the
recent exhibition ‘Faces of the
Century’.

Other  photography
I tend to be a bit dogmatic in my
views and at the moment I con-
sider that 90% of the photography I
see is about the gallery owners and
what they consider is marketable.
I’m rathr concerned about this
because students get the idea that
this is the sort of thing they ought
to be doing. I’m very sorry that
what I have referred to as social
documentary photography is
hardly ever seen on the walls these
days. The Photographers’ Gallery
recently showed Gary Winogrand
and I was pleased to see that but it
is pretty much an exception. What
we are used to seeing there and at
the galleries around Cork Street are
pictures that are about the
photographers presenting them-
selves as interesting people. What
interests me are pictures taken by
people who feel strongly about a
subject and use their photographic
skills to illustrate that.

Digital?
I’ve spent most of my life develop-
ing and printing in the darkroom
and I don’t want to start on
something else which I may not
enjoy. I know the end product is
often just as good but what I’m
doing now is working in a
traditional way and I like that.
Some of the stuff that people are
producing with computers is pretty
staggering even if it is ‘beautiful’!
Photography has been pretty kind
to me: it is one of the things I have
done most of my life so far.

Q-Tip No. 1
The Negative Scratch

Although the negative strip is treated with utmost care and
reverence, it somehow, sometimes happens that all is for
naught and a scratch appears.
The remedy to make the scratch 'disappear' (ie not appear on
the print) is to gently rub the non-emulsion side of the nega-
tive with 'nose oil', the oily moisture alongside the nose.
Sounds a bit disgusting, but Hey Presto: no scratch!  (Sadly,
there is no cure for scratches on the dull emulsion side...as far
as I know.)
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I read Bryan Fairfax's review
of 'Paul Strand: Sixty years of
Photography' with great
interest and appreciation and
therefore have been stimulated
to send you a few comments.
First a very minor one. Unfor-
tunately I do not know that
book but see that it was pub-
lished in 1976, which would
have left the author little time
to include the later Orgeval
works 'On my Doorstep' and
'The Garden' as these also came
out in 1976. In the first of these
he wrote of himself as 'an
explorer who has spent his life
on a long  journey of discov-
ery'. This is significant as his
philosophy did not spring
from self expression but from
the world about him. As he
lived at such a time of changes
he had to adapt so it is a
measure of his quality that that
is just what he did so success-
fully without sacrificing his
inner consistency.1  It may be
worth while to consider what
this involved.

I was interested that Bryan
looks deeply and sees so much
geometry as that may reflect
Strand's early experimental
work to find out how cubism
could translate into photo-
graphic terms. People see
things in different ways and my
responses are different. I do not
quarrel of course with 'subject
matter made powerful through
the image's structural form' but
do notice how daring some of
his composition is. There is the
cropped edge in 'Church
Vermont' (1944) or that narrow
strip of door on the extreme
right of 'Bell Rope' (1945). The
wonderful asymmetry of
'Susan Thompson' (1945) is a
very good example. I, person-
ally, do not see lines and shapes
as I look attentively but ever
widening and deepening
penumbras of meaning and
significance. The general
through the particular.

Paul Strand's 'Marxism' may
have informed his photography
but it did not dominate or
control it. It did, however,
lead to his voluntary exile from
his American roots to escape
that intolerant atmosphere
which built up to McCarthyism
and the UnAmerican Activities
pogroms. Since his philosophy
derived from the world about
him and not self expression it
made him specially vulnerable
to uprooting and it may be
that he lost something of
himself in moving to France,
since his inner feelings and
understandings would have
needed rebuilding. This leads
some people to consider 'Time
in New England' to be the
peak of his achievement and
I can see why they might
think so.

Look, for instance, at 'Susan
Thompson' (Maine 1945)
mentioned above and then at
'Archie MacDonald' (Hebrides
l954). His posture, how he sits,
his clothes and his boots tell
us much about the man. It is
 a very fine portrait but
without the penumbral rich-
ness of 'Susan'. Or look at the
Walker Evans-like 'Side Porch'
(New England 1946). There
stands the bare wooden cabin
front with the upright broom
and the hanging carpet beater.
The door is wide open,
revealing something of the
interior and right through to
the country out at the back.
In seems to show the family's
whole circumstances and
indeed of their society.

Now turn to 'The Window'
(Hebrides 1954). It is an
outstanding picture of a
building with solid stone walls
and the thatch secured by
hanging stones. Yet the win-
dow is shut and the curtains
are drawn as much as to say
“You are welcome but still a
stranger.”

Paul Strand
Gordon Raisin's response to an
article in the August LIPService

One more comparison. Strand
said, though I cannot trace the
reference,2 that the two greatest
photographers of all time were
his old mentor Alfred Stieglitz
and David Octavius Hill.
Hill and Adamson, those two
gentlemen of Edinburgh,
announced in 1844 that a study
of 'The Fishermen and Women
of the Firth of Forth' was
forthcoming, though it took a
long time to come about.3 It is
 a most thorough and revealing
portrait of a poor but proud,
backward community which
looks like the work of insiders,
which Hill and Adamson were
not. The Strands searched
widely for a village to photo-
graph and found it eventually
at Luzara in Italy, where
Hazel's natural empathy was
a great help to Paul, who hadn't
the same gift. The images fully
justify the praises heaped on
them, for instance 'The Luseffi
Family' (1953).  But however
fine they are, they do not give
such an impression of being
insider ones as those by Hill
and Adamson.

These comments are in no way
criticisms. Just the opposite.
By appreciating the problems
confronting Strand, an artist
whose 'long voyage of
discovery' showed such
fundamental consistency
through changing circum-
stances and was so successful,
I feel I can appreciate his
quality all the more. Equally,
Bryan's article has prompted
me to look again and to think
again.

So, Bryan, I thank you.

References:
1. An alternative volume published
later is Sarah Greenhough's Paul
Strand: An American Vision, which is
the catalogue of an exhibition at the
National Gallery of Art, Washing-
ton, in 1990.
2. cf. Strand writing in Camera Work,
June 1917.
3. Sara Stevenson. Hill and
Adamson's 'The Fishermen and
Women of the Firth of Forth'.
Scottish National Portrait Gallery,
1991.
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1999 - Onion Bed:Silkscreen image onto scrim

1994 - Memories: Images in pine drawers

I graduated from the University of
Hertfordshire in 1992. My principal interest
had been sculpture but during my final
year I became increasingly interested in
photography. This lead me to explore ideas
concerning the home. I work as a health
visitor and visit  families representing  a
wide cultural diversity.

I worked on a series of sculptures using
photographs inside drawers. The idea
behind lighting the drawers from inside was
to give an air of surprise and mystery to the
work. I wanted to show the kitchen utensils
out of scale, eg larger than life.

In 1993 I was working in Stepney and I
became interested in the history of the area. I
was intrigued by a statement from 'London's
East End , Its Life and Traditions' by Jane
Cox:  "At the heart of most families was

Helen
Griffiths

Helen explains her arrival

at photography from a

very different background
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1994 - Secret Drawer (detail) 1994 - Memories: Image in pine drawer
(one of a set of three)

1999 - Onion Pillow :
Silkscreen image with machine stitching

1999 - Onion Pillow in a Perspex Box
Silkscreen image with machine stitching

Mum. 'I'm the only onion,' she might
complain as she ran around a 'grizzling'
and demanding brood - referring to the
onion in the stew which is vital to its
flavour but taken for granted." This lead
me to think about the onion. The onion
bandaged was at the same time dying and
yet trying to grow.  I used perspex boxes
whose pristine qualities were a stark
contrast to the decay.

Artist/curator Angela Edmonds wrote
about my current work, “continuing to
explore the use of the Onion as a meta-
phorical object, the new work explores
physical frailty, decay and renewal by the
use of complex layering using a combina-
tion of silk-screen photographic prints
overlaid with burnt, stitched and waxed
surfaces.These images have become more
optimistic with their use of colour, an
unabashed lurid 'girly' pink which coun-
terpoints the starker aspects of the work.
The use of pink machine stitching can be
read as a scarification or drawn marks
across the surface. The bandages are
definitely off.”

This optimism is reflected in my recent
work. I believe that I am becoming more
confident with the use of photography. For
me the taking of photographs is a means of
enquiry for seeking new ideas.
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"Meet me at the Oxo Gallery at
1pm" I said to the voice at the
other end of the telephone. But
after hanging up, I wondered if
we would recognize each other
after almost twenty years. And I
wondered what this photographic
artist who had been my roommate
on an Ansel Adams workshop
would make of London Independ-
ent Photography’s Millennium
exhibition, ‘Countdown 2000’.

As it turned out we recognized
each other immediately, and as it
also turned out she and her
husband, a serious photographer
since his retirement, were
delighted and fascinated by the

exhibition. In fact they spent so
much time looking at all the
pictures that we never got to the
V&A, which was on their list of
sights to see. . .

I am writing about their reaction to
the show because in addition to
being photographically literate
‘West Coast’ Americans, they are
also what is known as ‘serious
collectors’ of photographs. Carolyn
Hoffman began their collection of
more than 400 images on the
workshop we attended together
by acquiring work from the tutors
and assistants, people like Jerry
Ulseman, John Sexton, Michael
Kenna and Ruth Bernard. Fifty
images selected from their
collection are now on show at the
Tacoma (Washington) Art Museum
and will later travel throughout
the US in an exhibition entitled
‘Intimate Landscapes’. All images

in the Hoffmans’ collection have
been bought directly from
exhibitions or from the artists
themselves, very often on
workshops.

So what impressed the Hoffmans
about ‘Countdown 2000’ enough
to entice them to add one of Anne
Crabbe’s images to their
collection? First of all they were
impressed with the scope of the
idea, the picture a day concept,
then with the way in which it was
carried out, and finally with the
way that it was exhibited. In
going around the show they first
of all carefully inspected the six
double-sided panels, delighting
in finding the themes of various
photographers who chose to
work in that way, and noting how
the months and seasons varied.
They commented on the very rich
picture of London life presented
by the entire installation and the
way that the very individual
ways of seeing by forty different
pairs of eyes seemed to weave
together to form a more complete
picture than any single theme
could - all this in validation of
LIP’s encouragement of
individualized, personal vision!

Finally, they said that they would
like to see all 365 images in book
form. (They have yet to join the
digital CD revolution.) It would
make a splendid book, a
testament to the vitality and
variety of everyday life in
London and to that of LIP
as well.
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Virginia Khuri took some
friends along to the

Millennium exhibition at
the Oxo Gallery...

Countdown
2000

Scrapbook
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"I am visiting from Vienna,
Austria, although originally
from London. I feel that the
photos really capture the
variety of people and the
colour that makes London.
Very enjoyable and I look
forward to looking through
the CD Rom when I'm back
in Vienna and feeling
nostalgic for London and
London life. A vibrant and
eclectic exhibition."
Joshua

Quentin Ball receiving his just rewards from Peter Jennings!
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"Aus dem Leben gegriffen!
Things I've already seen and places
I haven't. That's all London how I
like it"
Daniela Bucher

"Wonderful stuff. A delightful
insight into London."

Nida Khayrallah

Tony Wallis

Jim Barron

"I read about the exhibition in The
Big Issue and was curious to see my
own city everyday for a year. Well
worth a visit."
Erica Howlett

"Enchanting, moving, fascinating: thanks!"
Patricia Isaacs

"It was very nice,
impressive to see

London with
different ways and

interesting."
Lucy Hargasova

"It had to be done and LIP has made
 a great  job of it".
Jan Butler

"London in all her grime
and glory. Great!"
Fiona

Jim Barron
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Jazz came first. I grew up
listening to 78's of Count Basie,
Duke Ellington, boogie woogie.

Then came the Beatles - I made a
copy of John Lennon's
Rickenbacker out of Meccano,
using rubber bands for strings. At
the same time I bought a Halina
35x camera.

The camera proved to be more succesful
than the guitar.

I bought a proper guitar when I
emerged from Portsmouth College
of Art in 1969. In the next four
years, I photographed Portsmouth
for work and pleasure. In the
evenings, I played in folk clubs,
perplexing audiences with my
songs.

Unlike most folk songs, my songs
contained more than three chords.

When I moved to Guildford,
Surrey, in 1972 to work as a
photographer in the University of
Surrey's Audio Visual Unit, a
university collegue took me to a
big band class in Woking. The
class was tutored by one of the
best music teachers I have ever
met - Mike Barnard. Thanks to
Mr B, I have been playing electric
guitar in big bands ever since -
otherwise I play acoustic bluegrass,
blues, folk and jazz.

So when I was offered the chance
to photograph the Medway Jazz
and Blues Festival by a fellow
Musicians' Union member, Jon Peel,
I knew right from the start that I
wished to avoid the traditional
telephoto close-ups of musicians
playing. Instead I wanted to make
images about the music - rather
than create a photogallery of
personalities. I photographed   what
happened, as opposed to  who played.
In the exhibition, all the photo-
graphs were captioned with tune
titles and expressions used by
musicians. The photograph
'Improvisations no 6: Turnaround'
(taken at a big concert) refers to the
last two bars in a twelve bar which
harmonically 'turns around' the
music, through a sequence of
chords back to the beginning of
the sequence.
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Blues in F8
Peter Jennings

Photographs from the exhibition
Blues in F8,  taken at the Medway
Jazz Festival, September 2000

Improvisation No 1: Orial's Song

Improvisation no 6: Turnaround
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Elements
Lucy O'Meara

I've been a  LIP member for
about a year and a half now
and have been asked to write a

short piece about my first solo
exhibition which took place at the
recently restored Dissenters
Gallery, Kensal Green Cemetery,
throughout June and July.

I started work on this project about
six years ago, drawing inspiration
from the work of Ernst Haas and
his use of colour and motion. I
began taking seascapes close to my
home town in Co. Waterford,
Ireland, where I lived at the time,
and using long exposures tried to
capture the different moods of the
sea in an abstract form, also using
coloured filters. I found myself
enchanted by the waves as they
moved in and out and how a
photograph would be so different
if taken either a second earlier or
later.

Upon moving to London I took
pictures of clouds and long grass
around Wandsworth Common and
Hampstead Heath and it was really
then that the Elements idea came to
me. On Guy Fawkes Night I took
photographs at the Primrose Hill
firework display, one of the most
striking being a picture of a
firework just breaking which

resembles a dandelion (lucky
timing!). I also took pictures of the
bonfire - these had to be cropped
and blown up as no one was
allowed too close.

I felt that the series worked well
together and the feedback I got
from the exhibition was very
positive. Everyone had different
interpretations and seemed to
have a different favourite. Unfor-
tunately not many LIP members
knew about the exhibition, but I
hope to exhibit again in the future.

"In Music one remembers never
one tone, but a melody, a theme, a
movement. In Dance, never a
moment, but again the beauty of a
movement in time and space"
Ernst Haas

All photographs by Lucy O'Meara - originals in colour
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Thoughts on
Number 9

people.Similarly in these images,
the house retains the strong
memory of a departed person's
presence.Add to it the intangi-
bles - the warmth of the coal fire,
listening to Radio Luxembourg -
the picture is complete.

Quite often an elderly person's
house displays the furnishing
and decoration they chose when
they were in their thirties and
were setting up home. All the
signs and the arithmetic suggest
that the interior of Number 9
was fixed in time in the 1950s.
One of the strengths of this essay
is the careful attention that has
been given to small but telling
details. I can understand an
elderly woman's drawerful of
cotton reels, but what is the
collection of hammers, pliers and
screwdrivers doing there? Look
at the way the rafia mats are
placed precisely out of line either
side of the reproduction paint-
ing. Many old people concern
themselves with security. At
Number 9 the Yale lock and the
chain seem to be a bit on the
perfunctory side. Whereas the
glass beads over the door are
much more interesting.

See how the the light switch
stands incongruously amid the
luxuriant floral wallpaper. Lyons
tea in the cupboard - do they still
sell it? Biscuit tins - probably

empty - stacked up in case they
might come in useful one day.
And the bathroom. The ancient
cistern complete with chain.
What colour? Dark blue? And
the inaccessible shelf above the
door. But most of all the toilet
roll not yet replaced in its
holder.

I am intrigued by the etiolated
tonalities of the photographs.
Either they are meant to convey
some feeling of seeing through
a curtain of time (which is my
fantasy) or more likely they are
the result of the half-tone
reproduction but not necessar-
ily so. I assume the zones V, Vl
or Vl are obtained from the
machine that was used to print
them. Anyway, who cares? The
medium is so much less impor-
tant than the message.

Finally, a question of colour.
Given the chronology and the
style of decoration, I am con-
vinced that the colour of the
paintwork in the bathroom and
kitchen in particular is pale
green. Or pale blue or possibly
cream. I think we should be
told.

Randall Webb is a freelance photogra-
pher and lecturer. Last year he
published, with Martin Reed of
Silverprint, a book on alternative
photographic processes under the title
"Spirits of Salts".

Randall Webb
The last edition of

LIPService featured a
photo essay by

Quentin Ball entitled
Number 9.  This has
prompted Randall
Webb to write an

appreciation...

First of all I have to declare a
slight interest here. Quentin
is a former student of mine,
an old friend and a member of
the 120 Group.  I had no idea
that he had produced this
essay. When I opened
LIPService I came to it inno-
cent and unprepared. As a
result its emotional impact on
me was that much more
dramatic. Let's not beat about
the bush - it's a moving and
poignant essay and quite
beautiful. In the text, there's
no photographer-speak, no
analysis of the inner being, no
Burginisms, just plain English
whose economy matches that
of the images.

One of the lesser advertised
traumas that most of us have
to face is that of clearing out
or disposing of the parental
home. At the time few of us
have either the will or the
opportunity to record the
event with a camera. Quentin
seems to have gone beyond
the straight documentary or
conceptual approach and
produced a work that is as
someone said "replete with
meaning." The pain, the love
and the sense of time and
place are evident all through.
Many years ago Walker Evans
showed how a very strong
sense of presence and the
signs of living can be con-
veyed in space devoid of

Emppty space!!
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