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For the fifth profile
in our series, Jennifer

Hurstfield
interviewed Peter
Jennings, chair of

London Independent
Photography from

1998-2000.

Beginnings

Photographer, Ralph Court  an   ex
RAF photographer. A great first job
- every day was different, photo-
graphing: sewers; new road traffic
systems at night; burnt out pre-
fabs; aerial photography, and
concerts at the Portsmouth Guild-
hall. 5x4 was de rigeur until the
Chief Photographer was persuaded
that a Hasselblad could give
comparable results. 35mm was out!
We also used a manual flashgun
with bulbs the size of lightbulbs.
Sometimes they exploded!

At the weekend I came down to
Portsmouth to photograph the city
for myself- I used 35mm. At that
time there were still rows of
terraced houses which had suffered

bomb damage in the Second World
War waiting for demolition. I had a
love hate relationship with
'Pompey,' its' gothic redbrick
Victorianism fascinated me. An
ambition of mine is to exhibit these
photographs in Portsmouth.

Between 1973-74 I worked in
Industrial Commercial photography.
I found I hated advertising work,
the falsity of contriving photographs
in a studio or on location. I have
never been interested in contrived
photography, apart from photomon-
tage. But I was still focused on
painting and had a painting exhibi-
tion in Southsea 1975 reviewed in
Arts Review.

The Industrial Commercial firm
went into receivership. For a year I
worked in temp jobs mainly in

LIProfile

I was born in Guildford, Surrey
and became interested in art
from an early age, designing

and producing a magazine when I
was about eight - illustrating and
writing the articles with the help
of a friend. My interest in photog-
raphy dates from the age of 14
when I bought a Halina 35x
camera and took photos of friends
and a notable picture of my father
dressed as Toulouse Lautrec.

I studied graphic design and
photography at Portsmouth
College of Art from 1966 - 1969.
At that time I was interested in
becoming an illustrator but I
discovered books by Weston,

Walker Evans and Kertesz in the
College library. I was painting
and drawing in my spare time
and sneaking into the Fine Art
department at the College to find
out what was going on. One
college project was to take street
photos. The definitive one is a
photo of a 'dockie,' (a dockyard
worker) who I found watching a
football match.

After leaving college I got a job
with Portsmouth Corporation in
their Reprographic and Photo-
graphic Department while
continuing to paint. As a Photo-
graphic Assistant I photographed
Portsmouth with the Chief

Peter Jennings
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factories. Coming to work on a
factory line at 6.00 in the morning
on a freezing cold winter's day
taught me a few lessons about life.

Changing direction
At that time - early 70's - I discov-
ered Creative Camera and the
photography of Friedlander,  Burk
Uzzle,  Gerry Winogrand and
Raymong Moore. In Moore I found
a radical approach, a new dimen-
sion to photography I had not
known existed the extraordinary in
the ordinary - I suddenly realised
that had been what I wanted to do.
I immediately stopped painting
and concentrated on photography.

I had met a guy on a train who
knew Tony Ray Jones and showed
me 'A Day Out.' I immediately
bought it and went straight into a
Tony Ray Jones period. I liked the
bizarre juxtapositions of figures in
his work.

My photography, at that time, was
a bit multi- directional. Peter
Turner confirmed that when I took
some work to Creative Camera in
Doughty Street. He kindly
mounted a small exhibition of my
work at Doughty Street in 1977.  1
made several trips to CC - once I
was ushered upstairs to meet the
great man - Cohn Osman. That
visit resulted in some of my
pictures appearing in Creative
Camera Annual Yearbook 1978.

In 1974 I got a job at the University
of Surrey Audio-Visual Unit. The
atmosphere, the people and the

work were addictive - a very
surrealist way of life. Not
suprisingly, I stayed there for
eighteen years. As one of three
photographers, I photographed all
over the University: chemistry labs,
Civil Engineering concrete stress
beam testing, satellite engineering
plus PR, academics and student
portraits. I specialised in darkroom
work, which tightened up my skills
in black and white printing.

In the evenings I played guitar
with a student big band in the
Students' Union as well as an
acoustic trio and a barn dance band
touring the village halls of Surrey.
A busy active, creative period. At
that time I met my wife, Carol.  We
married in 1991. She has always
supported my work and is  my
sternest critic. Her criticism that a
lot of photography is for photogra-
phers only I take seriously. I
believe in communication in

photography - though not on a
basic, or direct level.

Night shots
In the 1970's, I did a series of night
shots. I used to like going out at
night - it was cold, something I
didn't want to do and I pushed
myself to do it. The andrenalin was
a mixture of darkness and fear. I
would then be out till one in the
morning. I shot a photograph in
the subway at Guildford which
was dark and gloomy and covered
in graffiti. I stood in the photo-
graph - that is when I started
'guesting' in my photographs.
Participating in the fear, I felt like
an assailant waiting for myself.

One of my favourite night shots is
of an advertising poster covered in
plastic with the lights of cars
reflected on it. It was a rainy night
and the image is not tidy. I like
images that you have to keep
looking at it to bring them together
in your mind.

Landscape
I started to do a lot of medium
format landscape work, particu-
larly the dark, rich woods of Surrey
centering on Abinger and Leith
Hill, one of my favourite areas of
this country. I am not a townie -
very much a country person - to
me the photography of the land-
scape is not just important, but
vital - we must convince future
generations of the mystery and
beauty of nature. Photography is a
way of doing this. However, I have
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always found parallels to the city
in the natural landscape - nature
can have urban connotations of
angsangst and is still the most
destructive force we know -
witness the recent floods! Initially,
I concentrated on the broad sweep
of the Surrey landscape.
But I then found myself drawn in
closer, focusing on trees as form as
living, mysterious organisms. As
well as trees, I had been photo-
graphing the intrusions of man
into the natural landscape. This
was the first time any social
comment had entered my work - I
had been angered by barbed wire
fences and other obstructions in
areas where I had wanted to
photograph. Some of this work
appeared in Creative Camera 1986.
Susan Butler, then deputy editor,
liked the work and entitled it
'Embattled Landscapes'. I liked
the title so kept it. There is a
strong connection between this
series, my tree photographs and
my documentary of the Chilworth
Gunpowder Mills.

Chilworth
Gunpowder Mills
I discovered the Chilworth
Gunpowder Mills by chance
walking in the marshy

Tillingbourne Valley at Chilworth
in Surrey. Here I found the ruins of
a gunpowder factory abandoned
in the 1920s' - thick walled build-
ings, some partly below ground.
Others were on private land, to
photograph them, I had to get

permission from the farmer who
owned the land. I was intrigued by
the way nature was destroying
factories, which had themselves
been the means of destruction. The
trees were just dragging the
buildings apart. It is a great area,
abounding in wildlife - rats, grass
snakes, foxes, and rabbits.

When I discovered the Gunpowder
Mills, I recognised a metaphor of
nature versus man I had been
seeking. I used flash in the build-
ings as the interiors were dark, but
also because the idea of creating an
explosion of light in buildings that
had been classed as 'danger
buildings,' in their time, gave me
an extra dimension I felt the
photographs needed. These were
buildings where a single spark
during the production of gunpow-
der would have caused an explo-
sion that would have detonated the
whole building. This thought kept
the creative juices flowing.

Six men were killed in the most
famous fatal explosion in 1901.
Latterly, the area had become
dangerous because marshy
swamps surrounded some facto-
ries. Once, not realising how deep
the mud was around a Smokeless
Powder factory, I found that my

Peter Jennings
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tripod, and myself, were sinking
down into the mud and going
down rapidly! If I had cried out, no
one would have heard me - the
buildings were isolated in thick
woods far from any dwelling.
Luckily, I managed to grab a branch
and haul myself out, with some
effort, on to solid ground.

I spent two years taking black and
white and colour tranys of the
Mills. My photographs were
exhibited in Guildford in 1992. The
show's title 'The Devil's Manufac-
tory' came from William Cobbett's
'Rural Rides,' - Cobbett had visited
the Gunpowder works in the 18th
Century.

Photography
networks
I went on my first pilgrimage to
Derbyshire in 1976 for the first
workshop at the Photographers'
Place - to meet Paul Hill, Thomas
Joshua Cooper and that formidable
icon of the time, Ralph Gibson. On
the next workshop I met Raymond
Moore. A true and consummate
artist. He was approachable - you
could chat about the stuff of life
and  have a pint with him - he even
told (for a serious photographer)
some pretty good jokes! I joined the
- mainly West London - Framework
group in 1984 with leading lights
Peter Marshall, Terry King and
others. It was another chance to get
feedback on work in progress and
exhibit. The group met at Peter's
house - and we discussed prints
and portfolios. We exhibited at The
Hexagon in Reading 1986, Orleans
House Gallery Twickenham 1988
and Watermans' Arts Centre in
Brentwood in 1991.

Redundancy
In 1992 redundancy hit me. I left
the University of Surrey and
worked in a series of temp jobs. I
expressed my anger at redundancy
in an untitled series of photographs
using the impersonal camera vision
to express my feelings of alienation
and loss, but also the regenerative
effective of new possibilities. They
were self-portraits, all taken in a
scruffy empty garage at night. I
stood in the doorway and traced
my own outline with a moving
light. I was working off the emotion

and trying to say something about
being dispossessed but also
released.

Current projects
For the past six years I have been
working on two ideas: one is a
project to photograph Kent. When I
moved to Kent from Surrey, I
'discovered' Kent by just going out
and photographing the county.
After two years of shooting I put
my Kent series together and found
that most of the shots seemed to be
roads, pathways, entrances and
exits of one sort or another.

My other project: to extend my tree
photographs into 'Tree Dances' - a
continuation of the still-moving
images concept developed during
my night photographs of the 70's
and my previous tree series. What
appears to be a mist in the
Ranmore Common photograph
[front cover] is actually me - a five-
minute exposure of me moving
along the path in a white shirt.

Both projects explore the ideas of
journeys through light, time and
life. They are also, as I grow older, I
guess a way of coming to an
understanding of the final journey.

The commission to photograph the

Medway Jazz Festival I saw as an
opportunity to photograph people
using some of the methods I had
used in the past. Half way
through shooting a concert, the
idea of using the still-moving
images idea. I like the idea of a
film within a single image. Five
minutes, 10 minutes, a whole
section of time, a section of music
held in a frame. Hence the
'turnaround' image - like a
musical sequence all in one image.

The Millennium
Project
I heard about London Independ-
ent Photography and joined in
1994 and was chair of lLIP from
1998-2000. One of my reasons for
joining was the opportunity to
exhibit my work.

I was a member of LIP's Millen-
nium Project photographing
London day-by-day in 1999.
Natural landscapes are like a city
in their own right - a lot of hidden
activity going on underground
and around - an intimidating
place, much like a city and I
transferred that idea into my
photographs of London. Trees are
like buildings which harbour a lot
of activity which you can't see.
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'Children in park - Lea Park Gardens, in Hampshire.  I was waiting around for something to happen and then the drama
happens around you.  A guy standing in a flower bed and people coming up.  It just needed figures in a landscape.  This was
when I started to do things differently and explore my inner world.   Whereas a lot of what I had been doing was derivative,
that shot came through as unselfconscious.'

Techniques
I still use a wet process for  black
and white because this process
suits me at present. I have no
objection to new means of imaging
- but they still produce the same
result! The wet-process slows you
down, an advantage because when
I lay my negatives out for printing
and am faced with the fulfilling,
yet laborious process of wet
printing, I am forced to consider
what I really want to print!

I guess a lot of people think I work
only in monochrome - in fact I have
been working in colour for years
not only commercially, but in my
own work. I always shoot in colour
when abroad - for a slide library. I
go for what I call 'alternative
postcard' images. I am thinking of
approaching a publisher with the
idea of creating a small book from
these.

Literary influences
The main photographic influences
on my work have been: Ray Moore,
Paul Hill, Kertesz, Suedek, Weston,
and Tony Ray Jones. But fiction is a
greater influence. Three non-fiction
books  stand out for me - desert
island books. I feel they offer useful
philosophical advice to creativity:

Ernest Hemingway's 'A Moveable
Feast’; 'Delius as I knew Him,' by
Eric Fenby and 'The River Runs
Uphill’,  by Robert Aickman.

Robert Aickman was responsible
for creating The Inland Water-
ways Association. He also wrote
supernatural fiction - 'strange
stories', he called them. I have an
interest in supernatural fiction,
which I collect. The best stories
are a combination of poetry and
literary form and feed the imagi-
nation. They confront our worst
fears, but as Aickman quite
rightly said: 'you can even depart
from them singing.' I often do!

Earlier writers in the genre -
Walter de la Mare and Algernon
Blackwood - are also influences
Blackwood's pantheistic view of
nature had a strong influence on
me. My tree exhibition 'Some
Huge Collected Life', was named
after an quote from an Algernon
Blackwood story 'The Man Whom
The Trees Loved' where trees have
powers and draw in the sympa-
thetic personality of an artist.

I often feel my photographs are
'strange stories' - examining me -
rather that the other way around.
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Memory
and Imagery
Gordon Raisin

It is a commonplace now that
we live in a sea of images. I
counted, for instance, more

than 200 in today's Guardian and I
must add to that another 20 plus in
the freebie that came through the
letter box and some more in the
‘Radio Times’ and then the calen-
dars, photos and paintings on the
walls, and all the Christmas cards.
And on top of all that lot there are
37 or so in Eric Ashby's 'The Last
Grain Race' that I was reading. But
then I turn on the television and, oh
dear, completely lose count. So I
noted with interest Pam Roberts'
comment, 'photography has created
a whole new way of remembering
and relating to our past' (1). Most of
this flood of imagery is of things
outside our experience and so has
little to do with how we remember
but her comment is well worth
considering. How much does
photography actually alter not the
way we see history but the memo-
ries we have of our own pasts?

If I think back to our last holiday in
Finland I find that I remember the
towns, lakes and forests largely in
terms of the photos I took, but then
what I photographed were the
things that seemed significant and
important to me at the time, and
still do. On top and beyond these
things are feelings and emotions:

the vastness of the forests and
lakes, the friendliness of the
people, the sheer peace around us -
-and the bites inside my boot. What
would I remember if I hadn't had a
camera with me? Probably those
feelings but possibly not as clearly
without the concrete images as
pegs to hang them on.

 If I look further back through the
years I find that the photographs
show me things I have largely
forgotten and have to reconstruct,
but I do not have to do that with
feelings and emotions. I remember
waking up for the first time in a
village in the Alps where we had
only arrived after dark the previ-
ous day and seeing the clouds
below us and the sun catching the
mountain tops, with the smell of
fresh baking as the rolls were
carried across from the bakery for
our breakfast. No photographs but
wonderful memories.

Some memories of feelings only
have images barely attached as of
secondary importance. I ran down
the stairs sending a vase flying but
the vase was green and that is all. I
watched an Ashdown Forest local
coming up from a stream carrying
water in buckets hanging from a
yoke. I have no visual memory of
it, only of strangeness and wonder.
Echoes of emotions may not be
dependent on bits of paper as pegs.

We cannot ignore that flood of
imagery that flows round us. So
much information is pumped into
us by the papers, television and

Q-Tips: The Mounted Print Position
The print is always placed in the centre of the mountboard (MB); however, horizontally, more 'weight' is
usually given to the bottom of the MB by raising the print above the middle horizontal axis.  But what
distance is the print moved off the mid-point?  The formula that takes into account the height and width of
the print is as follows:

now, perhaps critically, the internet,
that it makes Professor Susan
Greenwood worried {2). She
writes, 'We have had highly unique
experiences. ..will the internet
make us more or less standard-
ised?'. Those first hand experiences
are like rills, runnels and little
streams flowing in, developing and
changing patterns among puddles,
pools and soggy patches in the
fields {our 'inscapes') that can so
easily be drowned by waters from
those lakes of the pre-digested and
the second-hand. To our great
benefit we are now brought scenes
and information beyond previous
generations' belief, but it must all
be viewed in proportion. I do not
imagine that I know China, Peru or
Hawaii from just seeing these
places on television.

There is yet another danger: the
devaluing of imagery by its very
ubiquity. I took in very few of those
200 odd pictures in The Guardian
and cannot recall any of them. I
watched some people looking at
Fay Godwin's  book 'Elmet'. They
spent much less time on her lovely
work than on sampling Ted
Hughes' poetry. That is typical.
Our capacity for imagery suffers
from overload. We need to slow
down. We need so much more just
'stand and stare' time. I am sure we
should all gain and {for most of us)
see more worthwhile results.

(1) Pam Roberts, Photogenic
Scriptures Editions 2000, p.106.
(2)  Susan Greenfield, Brain Story,
BBC 2000, p.194

1. Position the image flush with the top left corner of the MB.  Mark the MB at the bottom left
corner of the print (Mark A).
2. Measure from Mark A to the lower left corner of the MB.  Put Mark B at half of this distance on
the left edge.
3. Make a corresponding Mark C on the right edge of the MB.
4. Now lightly pencil a diagonal line from Mark A to Mark C.
5. Move the print along the top edge of the MB to line up the vertical  midpoint of the print with the
vertical midpoint of the MB.
6. Slowly move the print down until the lower right corner touches the diagonal line.  This is the
final position of your print.



Almost all my photographs have been o
people. I suppose I started off, as most
photographers do, with taking family
pictures, either on holiday or when the
family was all together and in a reason-
ably good mood.

In the mandatory projects I did in Brian
Nevitt's photography course at
Missenden Abbey, I tried other fields bu
kept coming back to my people pictures
These developed into the series I have o
evacuees, people in my home town,
people at Girton College - all formal,
posed pictures concentrating on the
subjects.

Here I am making photographs that are
trying to illustrate an emotion, a dream,
perhaps a memory; a distillation of me. 
have used movement to add an anonym
ity to the people in them, thereby concen
trating attention on the theme.

In the work in progress I'm back to
formal, posed shots but now using them
in a conceptual way. Other photographe
use trees and rushing water; I have very
amiable friends and family!
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Christian Siekmeier has been
taking photographs in his

home city, Berlin, over the past
eleven years.  However, he has
lived in London since 1989 so on
each visit his relationship to the
people and places he knows
changes. As both insider and
outsider, taking photographs
means this becomes explicit. He
told me; "When you leave, your
memories remained at a certain
stage and I had beautiful images
in my head of Berlin". Infrequent
visits ensure that what is remem-
bered refuses to evolve. Christian
says that he begins to compare
current reality with his memories
and found the difference really
shocking: " the images turn into
time-lapse photography". Perhaps
these images linger; vivid but
inelastic, like a photographic print.
However, in his work we see hints
of not only a city in transition but
also a photographer developing
ways of documenting intimate
relationships whilst observing a
shifting proximity to the people he
knows and depicts. He learns
about people's relationships
changing, how they split up and
become wage earners after years
of being a student. This sense of
things happening to your close

friends without you being involved
could be quite unsettling. Mean-
while, Christian is documenting
what he considers to be literally a
different city. Instead of a "rather
sleepy town waiting to be discov-
ered" he sees the arrival of govern-
ment, and therefore, economic
power as a sudden awakening.

I wonder where we enter into this
short chronology and edited
selection of his extensive collection.
It isn't obvious that the people we
see have been photographed over a
number of years, and there are no
obvious signs of the gradual
gentrification of previously
neglected streets and housing. The
early pictures show people in
close-up, what the photographer
describes as strangely melodra-
matic, although this seems unduly
harsh because these are unpreten-
tious portraits of people who might
be our friends or family.  Unlike

Corrine Day’s work on show in the
Photographers’ Gallery next-door,
there is no desire to shock. Chris-
tian consciously avoids sensation-
alist images of excess such as drug
taking, nudity or sex. His concerns
are less spectacular; a diary of a
developing sense of exclusion from
a city in flux. In his work there is
no need to "perform" in ways that
invite us to question the precari-
ousness of contemporary existence.
Instead we see people who seem
comfortable with themselves, with
each other and with being depicted
by the camera. In particular the
shot of two men sitting on a
rooftop in Berlin avoids photogra-
phy’s voyeuristic impulse. We
notice that they seem at ease, not
self-conscious about who or where
they are; one-man looks directly at
us while the other doesn't seem to
care about the presence of the
photographer and is more con-
cerned with putting ice in a glass.
However the image refuses to be
mundane, perhaps because there is
an understated beauty in the way
that their skin is lit pink by the sun
in the overall turquoise evening
light. These people are not intimi-
dated; their lives look enticing and
undemanding.

I am reminded of the observations
of Dave Eggers, describing his
relationships in California in his
semi-fictional account of bringing
up his younger brother after his
parents’ death (1). He celebrates
the way young people are both
aware and ironic about the mass of
influences they encounter.  To be
self-aware and knowing need not

Christian Siekmeier
East Berlin at Photospin
at The Photographers’

Gallery, London
1 - 26 November 2000

Siobham Wall

‘Imke und Alexandra’ - 1998  Christian Siekmeier

‘Folker und ich’ - 1998 Christian Siekmeier (original in colour)
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become superficial, but a way of
reflecting upon what is valuable
about the way our relationships
with other people evolve.  How-
ever, Christian’s low-key images
reveal little about who these people
are and how they live.  Instead
they invite us to linger on what
makes us who we are, at all levels,
from enjoying Saturday morning
Loony Tunes cartoons to watching
how to behave at funerals.

 Christian's work also gently
invites consideration about
whether people have become more
autonomous, less dependent on
each other in his absence. His
uninsistent sequence of images
taken as part of a personal diary is
placed nearby other photographers
more sensational, formal or
spectacular work.  However, such
subtlety is both part of the content
as well as possibly reflecting the
non-demonstrative way in which
people live their lives in a more
integrated Europe.  The couple
with their apparently uncluttered
apartment and undaunted child
are both serious and nonchalant. In
an era when people feel that
divisions can be erased, perhaps
hopefulness resides in expressing
your passions discreetly, now that
the wall dividing the two Berlins
has been torn down. Documentary
photography no longer has to
position victims at the centre of the
frame.  Instead we perceive people
who may feel that political deci-
sions are being made elsewhere,
inexorably proceeding despite their
individual misgivings.

There is no anger in these images,
and perhaps such emotions have
been displaced onto those who are
less self-aware, who feel disenfran-
chised from the means to represent
themselves or articulate the needs
of their communities.  Christian
told me that the main difference
between the Berlin of today and 10
years ago is that since the installa-
tion of central heating, no one
gives their keys to their neighbours
any more (so that people nearby
could keep the brown coal ovens
going while they were out at
work).  People are therefore more
self-reliant, more distant from one
another as well as having more
reliable systems of heating.

 However, I wonder what is
missing from these images. These
scenes of untroubled people
contrast strongly with the fright-
ened faces of the young Iraqi man

and his daughter, lying on top of
boxes at the back of a lorry broad-
cast on the BBC news last night,
(picked up by satellite in my flat in
Amsterdam) If I were a refugee
travelling to or through Europe, I
would long to belong to this world
in Berlin where people didn't
appear to be intimidated by either
their surroundings or each other.
Perhaps these anti-spectacular
images offer thoughtful insights
into what it means to be European
at the moment. Christian observes
a slowly changing world which
doesn't flaunt success or wealth,
but quietly acknowledges how we
might want to live (and be seen to
be living). We shouldn't overlook
the significance of his work; his
enigmatic comments about a world
that is neither decayed nor pristine.
Many people outside Europe
probably long to live somewhere
where nobody seems to be op-
pressed or victimised. However,
we are not being sold images of an
unattainable, too perfect, commer-
cial fantasy, designed to generate
envy. Instead we are offered
beautifully composed prints of
friends which seem professionally
framed and lit whilst simultane-
ously retaining the intimacy of
snapshots.  Perhaps these intrigu-
ing images suggest that despite the
unceasing cult of celebrity, if we
look as if we are satisfied with who
we are, that's when we don't need
to clamour for attention.

(1) ‘A heartbreaking work of stagger-
ing genius’. Picador 2000.
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‘Tim raucht immer (Tim smokes always)’ - 1999 Christian Siekmeier (original in colour)

Anouk (Fiebertraume) 1999
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Alchemy
Janet Hall reviews
Fay Godwin's
Exhibition at the
Penny School Gallery
Kingston

I re-visited ‘Alchemy' in order
to assess it more thoroughly
than was possible at the Private

View, and was heartened to see
that 20 of Fay's photographs had
been sold during its run. Perhaps
one should expect that work by an
internationally renowned photog-
rapher of Fay Godwin's standing
would be in demand. But when her
colour work was first exhibited in
the 1990s and her book 'Glass-
works & Secret Lives' was pub-
lished subsequently, many of the
critical hierarchy turned its back
indicating, it would seem, that they
accepted Fay as a photographer
who worked exclusively in black
and white, and refused to consider
her work in another context. With
this very successful show contain-
ing 32 colour images, hopefully the
tide has turned.

Fundamentally Fay's work is about
nature in its differing manifesta-
tions, whether in the changing
moods of the sea, rivers of molten
lava, or the land, tamed and
untamed. Those who had been
familiar with Fay's landscape
photography over the years, would
have found in this work that she

of much abstraction and multi-
layering. The phrase which came to
mind was 'nature raw in tooth and
claw'.  I wondered whether this
constituted a change in Fay's
approach to the garden theme, or
was perhaps only due to the nature
of Marion's garden.

In the 'Beach Series' I particularly
liked the seascapes caught in
contrasting moods. In one the
frame was filled dramatically with
an exploding wave. In another a
mood of calm tranquillity was
evoked in the subtle colours of the
sinking sun dropping over the
horizon.

On a very different note, the drama
of an erupting volcano was
powerfully portrayed in the images
from the Hawaiian volcano series. I
found an animal sensuality in these
pictures with the folds of lava
urgently tumbling over each other,
their shapes emphasised by the
glowing molten undertow.

Finally, I thought the exhibition
was very well served by the Penny
School Gallery, whose stark white
walls provided the ideal back-drop
for this wonderful body of colour
work. The hanging was imagina-
tively arranged with ceiling-hung
screens dissecting the area which
provided for interesting viewing.

had turned to another
aspect of landscape,
gardens and garden centres
- altogether more domestic
and intimate than her
previous work. Another
departure from Fay's
earlier work was to be
found in her use of colour
which predominates in the
exhibition, although two
boxes of black and white
prints were available for
viewing. Much of this work
was made close to home,
which has meant that Fay
did not have to walk for
miles searching in far-off
corners of Britain to find
her photographs. This has
caused her to focus in more
closely and to discover
'under her feet, worlds
with secret lives found in
the flora and fauna'.

From the outset Fay appeared to
be at home working in colour,
seeming to enjoy the interplay
between different hues with
juxtapositions giving rise to new
relationships. Certainly she has
not been tentative in her use of
colour. Sometimes she has revelled
in lush reds and oranges. At other
times she has caught sensitively
the subtlest interchanges of greys
and greens discernible on the
surface of a wall. Fay has obvi-
ously enjoyed the details found in
gardens such as the play of
shadows on different surfaces, the
shapes and colours of autumn's
fallen fruits, and has relished
tangled corners of gardens which
a diligent gardener might hope
would be overlooked. She has
found magic in swathes of netting,
crushed flowers under slices of
misted glass, and scattered pieces
of broken crocks, discovering as
many intriguing delights in the
anomalies as in the conventions of
the 'tended' garden.

While still involved with the
garden theme I found myself
intrigued by a row of three images
made in 1999, somewhat later than
most of the other garden work on
show. They were from the series
'Marion's Garden' and appeared to
emphasise a more primitive side
of nature with dynamic shapes
vying for prominence, and the useFa
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Paul Trevor:
The Personal
Approach
Jenny Ford

Workshop held at the
Camera Club, Bowden
Street, London
22 October 2000

The morning session began
with Paul Trevor  sharing
with the eager participants,

the first images of his latest work
in progress, a 'Residency' on the
London Eye. The project is
entitled, 'Eye to I'. These images
were taken over a period of a few
days and evenings on the London
Eye. Paul plans to take images
over a number of 'blocks' of days
over the next year and the
outcome will be an exhibition,
venue not yet decided but
hopefully, Heathrow Airport. The
work was a product of travelling
(flying) with a group of visitors in
their 'pod' for the 30 minute
flight, to observe and record their
reactions and behaviour during
this unique experience. This was
repeated throughout the day and
evening (when the pods are
cleaned) and in all weather
conditions.

Paul had decided to use an
Olympus OM2 camera as it was
lightweight and less obtrusive
and Fuji colour print film proc-
essed at a reliable High Street
D&P outlet. The images brought
the immediacy of the experience
to the viewer, from the delighted,
excited passengers to the lady
peeping out (at the photographer)
from underneath the garment
covering her head! This elicited
questions about the subjects
giving their permission to be
photographed. Paul's response
was that he explained the param-
eters of the project to the subject
and that the image may be
selected for an exhibition and had
found that the people involved
accepted this. He did not carry
any model release forms as he
had never felt that was necessary.
Good interpersonal skills are

essential and Paul has a natural
ability to explain his rationale in
any situation. Much to our
surprise, the lady overcome with
vertigo exhibited behaviour which
Paul saw repeated several times -
the 'peeping out' behaviour
lengthened and quite quickly once
orientated the person was point-
ing out the landmarks and
exclaiming as loudly as everyone
else! On one occasion Paul found
himself on a flight with one of the
London Eye’s architects, who
visited when he could as he was
so thrilled that it had actually
materialised. I'm certainly looking
forward to the exhibition as the
themes and behaviour that Paul
will be recording over the months
will provide a fascinating insight
into how the London Eye, a
successful and celebratory edifice,
was experienced by the public.

To illustrate the difficulties of
realising such a project, Paul
explained that he had sold the
idea to the powers that be of the
'Year of the Artist' scheme but had
needed determination and
tenacity to persuade British
Airways that it was a feasible
project. After months of negotia-
tion he had finally secured a
'Residency' on the London Eye
which meant, in real terms, that he
did not have to pay for each flight.

To further illustrate his humanistic
approach to photographing people
we were shown black and white
slides (made from prints) of work
undertaken in the late 1980s. We
then appreciated how his skills in
street photography had developed
and how his wealth of experience
underpinned his approach to the
London Eye Residency. The body

of work, a personal project, was to
build up a visual comparison of
two types of' ‘Markets' - 'The
Money Market' (The City - see
image below) and 'The Brick Lane
Market' (see imave over  page)-
and the people that inhabited
them. Using a 50mm lens he
perfected, through practice, a
technique of taking photographs
about 14" from the face of his
subject. This entailed putting up
the camera in front of the walking
person’s face and pressing the
shutter release. The results were
obviously hit and miss and the
person knew that they had been
photographed, but no time for
explanations! The selected images
representing 'The Money Market'
were more individualistic com-
pared to the human melee of 'The
Brick Lane Market', a reflection of
the differences in the subjects’ own
situations.

The images were broadcast on TV
in 1989 as part of a series of five
minute documentaries called
'Moving Stills', celebrating 150
Years of Photography. Although
unable to have the work published
conventionally at the time, Paul
showed us how he had photocop-
ied the selected images into a
smaller scale and sequenced them
in a meaningful manner, with three
across a two page spread, the first
quarter of the verso page being left
blank. Paul explained that he had
been able to 'progress the work'
through the website http://
www.ellipse.com/face/fotomo (a
French software website) where the
images had been available for the
web user to create new combina-
tions of three photographs (like a
slot machine) using a randomising
programme. Some of the resulting
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combinations proved to be an
exciting progression of this work.

The third body of work shared
with us by Paul was a dummy
book which introduced text into
the photographs. Here the words
were used as 'thoughts' to produce
another meaning or emphasise
meanings in the photographs.
They were images of leaving 'The
City’,and  of going into the
country side to seek tranquillity to
make the best of life. Paul took us
through the various stages of
'progressing a work': as a book
which could be constructed by
oneself; using photocopying to
produce the work in another scale;
and exploring meanings found
through sequencing or via the
electronic medium of the internet.
Several members had brought

examples of their own work in
progress and Paul led the discus-
sion about the various directions
the images and associated ideas
could take. Peter Marshall's street
photography of the Gay Pride
march and the Notting Hill Carni-
val was explored. Peter had already
followed many of the routes for
progressing his work and was
about to embark on the new and
exciting departure of web publish-
ing on a more commercial basis.
Avril Harris's high key prints of
seascape and the relationship
between the shore and the sea were
enthralling, creating her own visual
language.She gained satisfaction
from producing the images for
herself and her freinds’ pleasure
and exhibiting was a way to show
to a wider audience. Len Salem's 'In
Memoriam', worked successfully

due to his sequencing skills and the
strong visual images. His subse-
quent colour work based on the
concept of the viewer looking
through an intervening medium to
the subject (i.e. window, grid,
mesh) was felt to be producing a
strong visual language with an
emphasis on subtle colour and
cohesive textures. Finally, Jim
Barron had brought a selection of
his monochrome work made on
Waterloo Station. The finely
printed images succeed on many
different levels: the use of juxtapo-
sition of signs, correspondences of
shapes and actions, and  irony and
humour make Jim's work outstand-
ing in all senses. Paul’s suggestions
included placing the work with a
Gallery or Agency, joining NET-
WORK, and contacting galleries
directly about the feasibility of
holding exhibitions.

Our thanks to Janet Hall for
organising the event and I'm sure
that we all went away at 6.00 pm
that Saturday with our minds
buzzing with ideas and the
encouragement of Paul Trevor
ringing in our ears. As I've still got
50 contact sheets to make in order
to progress one of my personal
projects, there will surely be some
exciting images for me to discover
and enjoy!
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