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Is this magazine your first introduction to London Independent Photography?  Do you want to show
your work to other photographers? Are you interested in looking at and discussing photography?  Are
you searching for new directions in your photography?
To join LIP
Complete this form and send with a cheque for £16 (£10 for students/OAPs/UB40) to cover a year's subscription to:
Janet Hall, 27 Hawkfield Court, Woodlands Grove, Isleworth, TW7 6NU (Tel: 020 8847 5989)

NAME: ..................................................................................................................................................................

ADDRESS: ..................................................................................................................................................POSTCODE.......................

TELEPHONE:.....................................................................  email  ..................................................................................

I wish to join LIP and enclose a cheque for £..... payable to London Independent Photography

Signed.....................................................................................date........................................

Editorial

Welcome to the Spring issue. We have a very varied issue
which we think reflects the diversity of photographic
approaches within LIP. It is a great pleasure now to be
publishing work from so many new members as well as
established contributors.

We are keen to encourage debates and this issue includes
an article by Martin Figura (page 13) who raises many
interesting issues about photographing in the community.
Do respond with your views or experiences.

Spring also means it is time to start preparing for the
annual LIP exhibition (see the exhibition report, page 4).
To ensure that no one is put off by the title, we have called
this one Untitled  and want to encourage as many
members as possible to submit one or more images. The
aim is to showcase our best efforts, to make it an
exhibition that those selected can be proud to be part of,
and one which those not included can aspire to next time
around. To ensure these high standards we have always
respected outside selectors. So shake off that winter sloth
and get shooting, or sorting. The selection takes place in
September.

In line with our policy of encouraging greater
communication between members, we have started a
Small Ads column. You will find this on page 22.
Anything photography related can be advertised, and if
you have surplus equipment for sale, let other members
know about it.

Finally, for those of you have the travel bug, and would
like to go further afield (or at least outside London), see
the flyer about weekends away and let us know if you are
interested.

Jennifer Hurstfield
Virginia Khuri

Stop Press

We have just heard from LIP Member
Sarah Thelwall about her new
project  selling artwork, including
photography,  to the public, and that
she is calling for submissions from
LIP members.  She describes the
project thus..

arrested is a new idea in selling art to the
public.  Our buyers are not well read in
art theory and not comfortable in Cork
Street, but they know what they like - and
they can always be pushed a little
further...

Primarily they want to buy art and they
need your work made accessible.

To introduce our clients to buying art we
are holding two events to display and sell
paintings, photographs, prints and
ceramics.  The event for the selected
audience will be held in May 2002 and
offering the opportunity to buy with an
informal viewing and introduction to
arrested.

We would like to see your work for
possible inclusion in our programme.
Please contact Sarah Thelwall on
 020 8255 1309
or sarah.thelwall@arrestedart.com for
further information.

The work sent should be representative
of your style and approach to
photography, and of reasonable size
(e.g. 8 x 10 inches).  If sent  as email
attachments, then the format should be
medium quality jpeg.
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Exhibitions
Update

The Annual Exhibition for
London Independent

Photography will be held from
the 2nd to 17th November 2002
at the Cotton Atrium in Tooley
Street, SE1. The exhibition will
be called UNTITLED as I
would like to encourage as
many members as possible to
submit work and not feel
restricted by a specific title.

Arrangements are in hand to
show the exhibition at
Smethwick Photographic
Society, dates to be confirmed,
and I have just received
confirmation that the
exhibition will be shown at The
Old Brewery Art Gallery,
Kendal from the 16th May until
the 29th June 2003.

The space this year will be
larger than we have had for
some time so I would urge you
all to start thinking about what
you will enter. Selections will
probably take place at the
beginning of September.

 Photographer's London
(previously called Countdown
2000) went to Smethwick on
the 14th January and returned
31st January.  The images were
hung by members of
Smethwick Photographic
Society and they also took
them down and packed them
for us to collect.  I would like to
offer my thanks to those
members who made our job so
much easier.

The exhibition was well
received and although a few
were confused as to why the
authors of multiple images
were not hung together, not
realising they were in date
order, it was generally
considered refreshing and as a
result a space and time has
now been booked for the
Canyonlands exhibition, also by
members of LIP.

Avril R. Harris
Exhibitions Organiser

LIP Members’ Exhibitions

Exhibition of work by
Virginia Khuri

and
Anne Crabbe.

Two different views in
photographing flowers;

one abstract,  one formal.

27 April - 25 May
The Library,

Kidderminster, Worcs.
Tel. 01562 824500
for opening times

and further information

Bunshri Chandaria
is exhibiting Photographs

from her travels in
Vietnam, Rajasthan and Africa

The Nehru Centre
High Commission of India

8, South Audley Street
London WIK IHF.

Mon  8th April:  6.00pm - 8.30pm
Tues  9th April :  9.30am - 5.30pm
Wed 10th April:  9.30am - 5.30pm
(Her photo essay on Vietnam is
featured on  page 6 of this issue)

Jonathan Bayer’s  Eye on the
Estuary  - Thames Landscapes.

An American living in London, in
love with  tramping over and through

layers of history: forts, blocks of
houses, ships, coal power stations,

abandoned landscapes, detritus of all
kind -  large panoramas.

2 - 27 April
FOCUS GALLERY

43 Museum Street, WC1
020 7242 7191

times?
(See LIP Journal May 01 for book review)
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These book reviews are written by freelance writers Sarah Fordham and Laura Noble, who are also staff at The
Photographers’ Gallery bookshop in central London. Many more reviews can be found on the

Photographers’ Gallery  website, www.photonet.org.uk

WILLIAM EGGLESTON
Publisher: Twin Palms.  Price: £50 (LIP Members: £45)
Upturned cars, clear blue skies, rusting signs, diners, trucks, commonplace
calamity resulting in banal beauty.  Welcome to the wonderful world of
William Eggleston.
The latest offering from Twin Palms Publishers, 2 1/4 collates Egglestons
photographs with a formidable attention to detail.  The quality of these prints
are superb.  If you buy just one book on Egglestonsí work, this is the one.
Known as one of the pioneers of colour photography Eggleston’s signature
of reduced contrast with highly saturated colour creates a superreal quality
synonymous with all that is American.  By choosing unimportant people
and places, taken mostly in Memphis and Northern Mississippi, his
unintrusive style removes any traces of cuteness associated with snapshot
photography.  Peering into this world we are reminded of the filmic space
that is America : dirty yet clean, hard yet sentimental, familiar yet unfamiliar.
By grasping at the mundane we are left with the profound. (LN)

STRANGER PASSING - Joel Sternfeld

Publisher: Bulfinch.  Price: £37.50 (LIP Members: £33.75)
This book acts as a companion piece to Sternfeld’s first book American Prospects
first published in 1987, in which he portrayed the American social order through
landscape. In the portraits in Stranger Passing, the landscape is very present, as
opposed to the work of Sternfeld’s contemporaries such as Thomas Ruff where
the subject is isolated from any background information. Sternfeld’s project is
very similar to August Sander’s in 1920s Weimar, which sought to represent every
social group. However, Sternfeld’s pictures question this conventional kind of
documentary photography, which continued with Walker Evans in 1930s America
and Robert Frank in the 1950s. Sternfeld’s portraits are much more ambiguous –
what do the surroundings or the clothes of his subjects say about their identity? In
this way, Sternfeld’s work both questions the indexical nature of photography
and reflects the postmodern world we live in today.  (SF)

Laura Noble and Sarah Fordham present the pick of recently published books. LIP members
receive a 10% discount on these. You need to show your LIP membership card when purchasing.

The Photographers’ Gallery Bookshop Choice

THE BOOK OF 101 BOOKS:: Seminal Photographic Books of the
Twentieth Century - Andrew Roth
Publisher: PPP Editions in association with Roth Hororwitz LLC
Price: £72 (LIP Members: £64.80)
This fantastic book is a must for every photography enthusiast and bibliofile
alike. It contains all the major influential photography books from the last
century, which have been significant in the development and history of
photography. These consist not only of rare and out of print books, but  also
many which are still available today, albeit in later or paperback editions.
All books are set out in chronological order, with a reproduction of the dust
jacket and a short description and analysis on the left hand page, and several
reproductions from the book’s contents on the right hand page. 101 Books
also contains extremely insightful essays from all the people Roth says play
an essential part in the production of photographic books: art dealer, artist,
critic, curator, historian, publisher, and technician. These are Jeffrey Fraenkel,
Daido Moriyama, May Castleberry, Shelly Rice, Vince Aletti, David Levi
Strauss, Neville Wakefield and Richard Benson. Altogether a fascinating read.
Highly recommended. (SF)
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Simply
Vietnam
Bunshri Chandaria

The American war with
Vietnam has left its own
indelible imprint on

contemporary culture. Major
motion pictures, television and
various printed matter have
ingrained in our minds images of
this war with which we ar e all
familiar.

Vietnam today presents its own
image, showing ordinary people
doing daily ordinary activities.

But the overall impression is far
from ordinary. Whether working,
chatting, praying, simply sitting
outside their dwellings,  or
adorable children taking an
afternoon nap in the convent, a
gentleness and quiet dignity seems
to pervade throughout.

My experience of Vietnam was like
watching a movie. These gracious
people with their little tin hats and
bicycles stood out quietly against

the busy unconventional
backdrops.

Photographers do not have to
exercise moral judgements on lives
very different from their own. But
they can open the door to different
ways of seeing and give meaning
to the ordinary routines of the
everyday. My sole intention was to
convey the effortless dignity of
these people.

Open air

Praying
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 Convent

At work
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Canyon de Chelly National Monument, Arizona

Route 89 at dusk - Between Flagstaffe and Page, Arizona

8

The images for this photo
essay were taken by
members of Quentin Ball’s
expeditions to the South
West USA - commonly
known as Canyonlands -
and were subsequently
part of the recent
successful exhibition at
Lauderdale  House, near
Highgate.

The expedition has taken
place for a number of years
now, and a small group
will be setting out again in
late March. Hopefully
another show will be the
result of this trip.

Why not join the
expedition next year?
Contact Quentin on 020
8444 5505 if you are
interested.

Tony WallisCANYON
LANDS
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Monument Valley - The Mittens

Monument Valley - Thunderbird Mesa

Quentin Ball
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Jennifer Hurstfield

Green River
Baptist Church
(original in colour)

Green River
 Billiard Room
(original in colour)

Green River
Main Street
(original in colour)
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Michael Colley

Waterholes Canyon

Caineville Badlands
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Plateaux

Peter Jennings reviews
the Canyonlands

exhibition which took
place at Lauderdale House

recently.

In a world over-saturated with
imagery, how did four
photographers cope with the

irresistible urge to take pictures,
rather than the life-enhancing, life-
revealing, rigours of making
pictures? The excitement of going to
an exhibition is not so much to
discover more about the world - in
this case the American West - but
more about the artists involved.
How did they reveal their
personas?

Faced with visually dramatic
scenery, they did – but only just.
The pilgrimages - as tour leader
Quentin Ball saw the two separate
trips to the Colorado Plateau -
partly revealed his mental
landscape, as well as those of
Jennifer Hurstfield, Tony Wallis
and Michael Colley. Picture making
triumphed over the pictorialism,
but the struggle was in evidence on
the walls of Lauderdale House.

Photography for the guidebooks is
one discipline, more to do with
accountancy; LIP photographers
aspire to individual expression
through photography, which
depends on being ruthless - often
brutal, with selection. Over two
weeks, each photographer would
produce (if lucky) five images
worth keeping. Collectively, that
would have made a small
exhibition. To any serious minded
individual, the thought that the two
trips - from which the photographs
for Canyonlands were taken - were
a holiday, is almost a dangerous
idea. Chilling-out and making
images is incompatible.

So perhaps predictably, ghosts of
giants trod the Canyonlands
landscapes and the huge footprints

of Elliot Porter, Ansel Adams,
Edward Weston were to be seen -
plus the New Topographialists. The
‘anxiety of influence,’ as literary
critic Harold Bloom describes
artistic sycophancy, pays deadly
homage. Mentors for Tony Wallis
were William R Current and
Timothy O’ Sullivan in his shots of
Canyon de Chelly. Here, Wallis
revealed, in some technically
superb, but otherwise unrevealing
series of images, that the
acknowledged wonders of the
World should be recorded only in
the mind. Very satisfying, though,
were Sunset Crater – Near Flagstaff,
Arizona, where Wallis found the
‘vastness of space’ he sought, in
enigma. This found a different
meaning in the spooky desolation
of Route 89  showing cars, their
headlights on, crossing the desert -
all there, perhaps hopelessly, to
‘look for America.’

Quentin Ball is at home with huge
skies and space. Ball’s photographs
aspire to be widescreen, but the
West is won in Monument Valley,
Thunderbird Mesa, Utah - his best
image in his set in the exhibition,
where hugeness is engulfed by
darkness and unanswered
questions. The sensuality he seeks –
he sees the area as a mistress,
echoed Weston - but where was
Charis Wilson? Colour versus
monochrome was at conflict with
him as with the other
photographers,  but the graphic
tyranny of form, that black and
white can impose, found resolution
in some nice muted colour images
of slot canyons.

Michael Colley’s raison d’ etre was
that he had seen other people’s
work and wanted to be there. He
suffered a fear of getting out of the
bus to queue up to put his tripod in
that one essential spot. Two images
side-stepped the ‘Weston was here’
tripod marks to opt for vision: a
tree stripped naked in a hostile
landscape, Cottonwood Tree, Colorado
River and a simple enough image -
an abandoned Cadillac, Cadillac,
Escalante. This thoughtful image of
the bright, blazing death of
Americana, is all the more effective

for being shot on infrared film. For
once the superficial weirdness
infrared is often used for,
transcends effect to make a
statement.

Jennifer Hurstfield - admitting she
had ‘never been interested in
photographing old cars’ -
predictably made a record - but not
an image - of the same car. Her true
vision showed through in her
landscapes of Green River, a
deserted town; there she made
images: Green River – Utah 1 shows
on the surface a deserted town
with a solitary pick-up truck. This
image of abandonment in a land
where the next sensation is just five
minutes down the highway,
revealed the ‘mysterious emotional
pull’ she felt in that landscape.

The disappointment of the
exhibition was that none showed
people - especially in a landscape
that Native Americans had forged
and ultimately conquered. The
photographers had, collectively
and individually, undertaken some
research on this indigenous culture.
Native American music played in
the background at the preview. So
it seemed strange that the
‘contradictions of beauty,
abandonment and human
association’ that Michael Colley
sought - perhaps the three other
photographers as well - was
absent. Something else was
missing, too. In a potent, naked
landscape, it was perhaps passion -
even possibly eroticism.

Overall the exhibition had a good
theme, was well staged, but
showed how close at times, LIP
skates to the camera club approach
- for various reasons. The
proliferation of prints laid out on a
piano was one reason; commerce
was only a mouse-click away.
While we all have to live and
would like to, or do, earn a living
with photography, LIP has always
represented a different way of
living and seeing.

Admittedly, ideals are damned
hard things to live with.
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There are many reasons for
photographing in the
community: work may be

political, issue based, purely
documentary, or more abstract. The
approach really depends on the
photographer, the community, and
the nature of the project. There are
however common principles.

First ask yourself why you want to
do this particular project. There are
selfish reasons: I am being paid to
do it and/or it is good for my
career and/or I enjoy taking
photographs and/or the subject
matter interests me. These are
perfectly valid motivations, but
there are others to consider: the
audience; the community you will
be working in; and there may well
be wider ethical considerations.

The audience
It is difficult to anticipate an
audience as what interests you
does not necessarily interest other
people. You may be lucky and have
access to a fascinating section of
society about which little is known
or is only ever dealt with in a
superficial manner. You may even
be part of that community and feel
it is misrepresented and
misunderstood, but be careful to
retain some critical distance.

You may want to see the work
published, if so, where? The media
largely concern themselves with
news, not necessarily hard news,
but there does have to be
something for the media to hang
the project on. If you really are
intent on publication then look
ahead to anniversaries or ‘the week
of whatever’, or look at the
specialist press relevant to your
subject matter.

Gallery photography seems
intrinsically linked to academia in
this country. Academic trends
change and relate to what is
happening in society. To be of
interest to a gallery your work
must be related to a wider context.
(Gender issues seem to be a

perennial and Empire is another
topic that has been heavily
examined recently.) There are very
few galleries that will concern
themselves with a purely
documentary body of work.

Of course, it is perfectly fine to
create work for your own interest
or for a small local audience. This
type of work often takes on a very
real value as time passes, often
beyond work that had more
serious pretension. To that end
always try to get your work into
collections where they can be of
use; many local authorities have
collections, often within their
library services.

Preparing the ground
If you are to work successfully
with a community, there must be a
motivation for local people to be
involved. Your interest is a good

start. Quite often people are
bewildered as to why anyone
might be interested in them. When
I was working in Durham it was a
question I was often asked. I
explained that as a mining
community they have been at the
forefront of the most important
social change in our country over
recent decades. I could then settle
down to hear a fascinating first
hand history lesson as to why that
is true. I do go into projects fairly
well researched, but there is always
more to learn from first hand
accounts. It is a big mistake to go
into a community armed with your
reading and tell them about their
lives. Rather you should use your
knowledge to help you engage and
learn more.

Some communities may be
suspicious of your intentions or
may not welcome the intrusion. Be

Paul King  Horden Victory Club, Durham  (Original Colour) 2000

PHOTOGRAPHING
IN THE

COMMUNITY
Martin Figura
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genuinely sensitive to these
concerns. Try to anticipate their
concerns and allay them.
Understand also that they may
have unanticipated concerns and
be alert to them when voiced. It
may be that you will not get
sufficient access to make a
meaningful piece of work. I have
pulled out of projects on the City
and Cambridge University for this
reason.

When photographing in a work
environment you need to
appreciate that people are busy.
Work in a way that causes
minimum disruption. Make sure
you keep your appointments and
be prepared for the eventuality that
they might not. I work in a formal
portrait style and use lights. Where
possible I spend a period of time
observing and scouting out good
settings for portraits. I then prepare
as much as I can before the shoot,
keeping the person for the
minimum amount of time
necessary.

If you are planning a project on an
underprivileged community, ask
yourself if your project will help. If
you can’t honestly say that it will,
then you will be just another
person exploiting them for your
own ends. However sincere your

intentions you must be realistic
about this. The community may
not even see itself as
underprivileged; imagine what it
must be like to be only defined by
your social problems. Be very sure
that you have the ability and real
knowledge to make a difference.

I always work with the permission
of the people that I am
photographing. In most
community situations there is
usually somebody with authority,
either formally or informally,
whom you should make your first
point of contact; without their
support you are sunk. Businesses
or organisations will often assign
someone to ‘look after’ you. This is
very useful, especially in the early
stages and helps avoid dropping
clangers. Do beware though that
you are not being guided by
someone’s PR agenda. In some
circumstances there may be more
than one person, a difficulty if they
are rivals. In such circumstances
don’t take sides and be as tactful as
possible.

Never ever get involved in the
politics of a community if you can
avoid it. Speaking ill of people’will
get back to them and then you
have a real problem. It is not
always easy to identify who has, or

imagines they have, authority in a
community. When I was
photographing the Army there was
always some tin pot Napoleon who
would come out of the woodwork
demanding to know what I
thought I was up to. Even when I
had permissions from people well
over their heads I would grovel.
There isn’t much dignity in this,
but it does let you get on with the
job. Quite often they should have
been informed and hadn’t. If I
do whatever they deem necessary
to appease their hurt feelings, they
usually turn out to be important
allies. Making people important in
what you are doing is a good, if
slightly manipulative, way of
gaining their support.

Taking the
photographs
While photographing, it is
important that you do it with some
authority. It puts people at their
ease if you know what you’re
doing. Otherwise they may be
displeased that you are taking up
their time. Be careful not to force
people into uncomfortable
situations, whether you can get
away with it or not. Some people
really don’t seem interested in why
you are doing what you are doing
and don’t mind being
photographed. But others are very
aware that they are being
represented and want to know
why and how. This is a very
reasonable request and you should
be able to give a clear response.

Some people will walk right up
asking what you are doing. Others
won’t, but that doesn’t mean that
they are unconcerned. Always
keep a sharp eye out for people
who watch quietly; they may be
building up a healthy resentment.
If you notice someone watching
you, don’t ignore. Speak to them;
they usually have some interesting
things to say and appreciate your
taking the time to listen.

Avoid entering into the comfort
zone of a small group of people
that are friendly towards you with
whom you feel safe. If one section
dominates your project, you are
likely to get a lop-sided view and
be resented by those not included.
Often in the early stages some

Drummers Dover Beach 1995
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people will be reluctant to
participate, but be patient. Once
you get going more people will
come forward showing an interest.
They just need a little time to get
use to the idea and be sure of you.

A good way of accelerating this
process is to give people prints. I
always give everyone I photograph
at least one A5 digital print of
themselves, which is relatively
cheap and quick. Often they have
never seen pictures of themselves
like this before and are impressed
by the quality. If people like the
pictures, others will want to
participate. Be prepared for a bit of
stick though if your more artistic
efforts are not appreciated. Often
they are just having a laugh at your
expense and banter is something
you will have to deal with. You will
in most cases be an outsider, so will
be fresh meat for the wits. It is

generally done in good heart and
should be taken in the same way. I
really enjoy this aspect of projects
and try and give as good as I get
up to a point. A sense of humour
will probably be your most
valuable asset.

Sometimes you may photograph
people you don’t like. This does
not mean that none of the above
applies, in fact it probably applies
more, if the result is not to be work
that is one dimensional. Leo Regan
did some fine work on racist
skinheads, showing them not as
mindless thugs, but getting to
grips with them as personalities.
He also made a fine film for
Channel 4 about how they had
changed, giving a fascinating
insight into a world that most of us
only glimpse in a distant and
superficial way.

Above all maintain a critical
distance and avoid romanticising
your subject. I find this hardest of
all. Involvement is inevitable and
it is difficult to see how you can do
a good job otherwise. You have to
be sure that what you have done is
representative and honest. It may
be the best work you have taken in
visual terms, but if it is not true
then you should let it go. If you
really believe in it then you should
fight for it.

Martin Figura's book, This Man's
Army, is published by Dewi Lewis
Publishing, £12.99. He has
forthcoming exhibitions in Norwich
Castle and Museum (July 2002),
Norwich Arts Centre (September-
October 2002), and an exhibition
Teenagers in the Image Gallery
Bedford (October 2002).

 Dress Maker 1994

M
ar

ti
n 

Fi
gu

ra



London Independent Photography - Spring 2002

16

I recently joined L.I.P. looking
for an environment which
would be supportive of my

experimental approach to
photography. I like working in a
creative way, constructing images
from my imagination.

Many of the portraits in the series
Through a Veil Darkly are of a
surrealist nature, suggestive of the
dream state and with no attempt to
produce documentary realism.
Often there is an intermediary

between the camera and the
subject- a veil, a window, smoke, a
mask and so on.

I enjoy creating images using
human representations to suggest
more timeless and abstract ideas
than would be possible with living
models. A series using a broken
doll conveys the emotions I had
towards my own children when
they were small – the tenderness,
protectiveness, fear and joy.
Another series Shock Discovery is

to do with my own suppressed fears
of violence.

I find that my work is becoming
increasingly personal and subjective.
Recently I have started to explore a
theme around my mother’s life as a
way of encapsulating her memory
and expressing issues embedded in
my own past. Evoking fragmented
memories in a visual form is a
challenging project, equally
fascinating as disturbing.

Constructing
images

from a world
of fantasy

Vicki
Smith

Creation

from series Shock of Discovery from series Through a Veil Darkly

V
ic

ki
 S

m
it

h
V

ic
ki

 S
m

it
h

V
ic

ki
 S

m
it

h



17

Spring 2002 - London Independent Photography

with dead character whose eye-
light has gone out.  I’m drawn to
the light.  Do I know the girl in
prayer?  Does it matter?  Why is
she there?  Who’s looking after her.
I’m looking at her.

It gets more intriguing in
Pietrasanta.  I’m in the marble
carving centre of Italy.  The small
artisan studios are open and I
roam around in the cold dust.  A
torso next to the wall complete
with its accessories - an arm here, a
hand over there - what the hell,
why not?  I revel in the company
of  plaster.  A hatted man confronts
me and I greet him good morning
while his acquaintance with the

Brian has been living in England for 22
years.  He came here for six months only
and after 2 years he finally realized this
was his home after he and his former
English partner bought their flat.

Arriving with no portfolio since he felt
he was returning to San Francisco,
getting himself established was a rather
trying affair.  Having been an
established photographer in San
Francisco intensified the frustration at
not being able to crack the London egg.

After garnering various contacts and
creating a portfolio by attending many
photocalls in various theatres he was
able to create a folio of portraits and the
performing arts which helped him get
work in television and the commercial
world.

Brian started teaching photography
(City & Guilds) at Kensington &
Chelsea College 7 years ago which he
enjoys very much.  He has exhibited
regularly over the past 3 years and has
illustrated two books for Channel 4 as
the sole photographer

Brian
Rybolt

ITALY!  I love it.  Some of my
best personal work has been
shot there.  Among other

things, Italy embodies a visual
surrealism combined with religious
symbolism that makes it all the
more rich for  me because I was
brought up a Catholic and came
from California which has a very
similar landscape to much of Italy.
I came here to look with no special
self imposed remit.  35mm cameras
with a few lenses and B/W film.

Strange random objects appear and
disappear in the ephemeral
shadows of the night in a Roman
garden statuary centre.  What’s it
all about?  Memory?   Live plant

lamb stares off into
space.  Crucifix hang on
walls across from me,
another propped up
next to a wine bottle.  A
little man-child stares
out at me with his
skeletal intimate waving
good-bye in the
background.  Stiff
gestures in soggy light
soften my outlook.   I
begin considering living
here.  The artisans come
back from lunch - Ciao!
We smile at each other.
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Italy!
I Love It.
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The finished print has reached finality once it has been mounted on acid-free board; for
presentation a window mount is positioned in front. Acid- free board, especially the whites, is
very prone to marks and scuffs,  thereby ruining the presentation. The acetate sleeve is an
acceptable clear protection for the final mounted print.  The sleeve in the standard sizes needs
to fit the mount snugly.

Great difficulty can be experienced trying to slide the mount into the sleeve. The easiest way
to resolve this problem is thus..
With acetate on the left side and mount on right side, slide the top left-hand corner of the
mount  into the acetate opening at its top right corner.  Fold a small piece (A5) of paper in
half,  and half insert into the bottom right corner of the acetate, with fold at bottom, then
move this paper 45 degrees clockwise.  Keeping the top of the mount in position, move the
bottom left corner into the folded paper and gently slide into the acetate.  The paper acts as a
“guide”.  Once the mount is inside the acetate, remove the A5 paper.

One small piece of paper can save a lot of aggravation.

Getting Acid - FreeBoard into Acetate Sleeves

SmallAds
This is a new venture that allows
any LIP member to advertise for
free.  Have you redundant gear
that you might like to give away
or sell? Is there a piece of
equipment or materials that
another may have?  Have you
studio space, or are you looking
for a studio?  Do you wish to run
a workshop, or to participate in
one? Do you have paper or
chemicals surplus to your
requirements?
 Advertise in this column for free.
Please telephone Tony Wallis on
020 8960 1549 for  furhter
information and booking.  Don’t
forget the copy deadline, May 10.
Here is a kick-off advert...

FOR SALE: COMPLETE
DARKROOM. I’ve gone digital
and need a good home for my
lovingly preserved darkroom.
Meopta Magnifax 4 enlarger with
colour head. Holders and good
lenses for 35mm and medium
format. Top quality 16”x12”
Beard enlarging easel. Electronic
timer, safelight, paper, trays, etc.
£300.
Phone Tony on 020 8960 1549


