“

As a verb the word state
can be traced back to the 1600s.
It arose from notions of to set in position, to
declare in words, to place something on record; the
action of making something solid and known. As a noun,
and as used in the title of this year’s final exhibition of MA
Photography students, the roots of this same word reach back yet
further to the 1200s and to the idea of the condition of a country,
implying vastness of place and the undulating climates of governance
and prosperity. It attracts a diverse student body, with one of the
positives being the critical mass achieved, namely that any one issue
or subject area is usually approached by a number of students at once
across full and part-time modes, enriching the possibilities of critical
discussion. As is to be expected, the work of this 2012 graduating
year group cannot be easily categorized. Nevertheless, noticeable
areas of focus re-occur and equally significant are the issues
largely avoided. A Forming State suggests that something
will be set, declared or placed. Perhaps, collectively,
curated as an exhibition, this year’s MA
Photography graduates have put on the
most political show yet.

”

www.map12.info

Wiebke Leister

Teething
If you cannot bite, never show your teeth. - Old English proverb
My embryonic self started developing teeth from the tender age of six weeks,
forming teeth buds that were soon to become my baby teeth – and at twenty
weeks of pregnancy a second set of buds denoted the formation of my subsequent
adult teeth. Growing in two parallel lines within the jawbones of my skull, both
sets of teeth were soon fully formed within my gums. But upon my arrival, the
inside of my mouth was still a glossy red cavity, a toothless space clearly visible
when shouting for milk and cuddles, not unlike the gasping mouth of a fish out
of water.
First painful swellings gradually emerged when I was about six months old, but
I came to find out that some babies are born with their first tooth already visible,
while others don’t have any teeth until well into their second year. The eruption
of my first tooth characteristically started with a burning red cheek, unusual
grumpiness, insomnia and lots of dribbling – symptoms that came and went for
a while – but soon there was a small white centre to be admired in the reddish
patch on my lower gum, before the sharp little thing finally decided to break
through the surface. What I didn’t know at the time is that just the movement of
the tooth pushing outwards in the gum causes hurt, even though it couldn’t yet be
seen. I certainly liked pulling my earlobe or chewing on hard and in some cases
cold objects to try and relieve the irritation of the slowly surfacing tooth, but I
am sure that lots of loving parental distraction and certain brands of anaesthetic
teething gels were equally comforting. What a strange sensation when I could
first feel the beginnings of my primary dentition with my little tongue, trying to
explore its peculiar shape coming to light! And since the deciduous teeth usually
come forward in pairs, it didn’t take long until the second central incisor arrived.
In the months to follow, I experienced what I would now like to put forward as a
general rule: four teeth erupt for every six months of life; lower jaw teeth before
upper jaw teeth; sooner in girls than in boys: Lower central incisors, upper central
incisors; lower lateral incisors, upper lateral incisors. The stinging pain when
they moved on – sometimes so deep I heard the blood pumping through my head.
But then, at fifteen months, my upper first molar appeared before the lower first
molar, which would have put an early end to my scientific research career, if not
lower and upper canine (at eighteen months) as well as lower and upper second
molar (at twenty-six months) then emerged according to my model. Having
started on solids, I noticed not only that my teeth were placed symmetrically at

the edge of both jaws, but I also came to realize that the incisors in the front were
shaped for biting and cutting up, the pointed canines for tearing apart, and the
molars for grinding. And: they also played an important role in slowly learning to
coordinate my babbling sounds into words. By the age of two-and-a-half years, I
had a full set of twenty milk teeth, described as such by my parents because their
colour resembled the colour of the endless supply of milk; plus, they turned out
whiter than the permanent teeth that came to replace them.
Luckily the first few teeth were the worst. At age six, my jaw had grown to
such an extent that gaps started showing between my baby teeth. Meanwhile, my
secondary teeth had developed from the tooth germs beneath my primary teeth
and started erupting, thus wearing off the roots of my temporary teeth so that
they lost their support in the bone and became mobile. Shed off and successively
replaced by my permanent teeth, I started loosing my first teeth exactly in the
order in which they had once appeared! This process of exfoliation continued
until I was about ten or eleven years old. During this time I had a mixed dentition
consisting of a decreasing number of baby teeth and a growing number of newly
erupted adult teeth. By the time I had turned twelve, all twenty primary teeth
had fallen out, replaced by a permanent dentition of twenty-eight adult teeth.
Yet, my two lower wisdom teeth (number twenty-nine and thirty) never surfaced,
while my two upper third molars (number thirty-one and thirty-two) were
painfully extracted during my first year of university because they were coming
in sideways, which would have affected my whole permanent dentition rather
than being a well-established, life-lasting tool.
All this agonizing is, I am sure, the reason why we simply can’t remember early
childhood – earliest memories usually starting from the age of two-and-a-half
or three, once the painful procedure of teething has stopped and the primary
teeth are in place. However, not unlike the above, photography reconstructs,
narrativizes and conceptualizes. It adds and edits, frames and cuts, creates
and establishes – and consequently we cannot stress often enough that seeing
photographs is fundamentally different from seeing the world.
Scientifically laid open, we may first experience this photographic representation
of a human head structure slightly challenging as it gazes at us through unseeing
eyeholes, its clenched double teeth greeting us head-on. Then we may realize the
rather uncomfortable fact that this skull – traditionally a symbolic image of the

certainty of death – still has full primary dentition with its matured secondary
dentition still latent. But perhaps more upsetting is that we may find it impossible
to empathize with the visual fact that we are looking at a child under six; the
photograph pointing into too many other directions; there is too much to cope
with to even begin thinking that the depicted skull once was the mould of person
and its image the imprint of a human referent.
Dreams - and consequently images - of teeth falling out are often interpreted in
connection with the weird early experience of losing something from one’s body,
perhaps fearing other bits could equally drop off thus suggesting loss, change
or even death, as well as worries about getting older and one’s changing image.
The pain of making work, with its agonizingly long-winded ways, has always
reminded me of teething. The same torment over every detail, the same blissful
rush of energy when the first rough shapes emerge, the impatience of getting on
with it, the frustration when it doesn’t fall into place, the impossibility of putting
it into words, the burning cheeks when moving on to another angle, another edit,
another way of formulating it. It is not only that every single project has teething
problems. All practitioners go through stages of having to develop their tools,
loosing and replacing them with or without trouble – sharpening ideas, chewing
things over. Some teeth need to be pulled, others seem to wait a long time, some
come in with sharp force or dark underlying pain, while others sneak in almost
without you realizing. Sometimes nothing helps – it just has to come out: Cutting
one’s teeth on a project, fighting tooth and nail, setting ones teeth on edge, giving
ones eye teeth for it. It can be like pulling teeth! But in the end one should arrive
at a mature level of creative practice – able to bite through a variety of visual
problems.
Wiebke Leister, 2012

Nicky Coutts

A Forming State: Do Not Destroy

“

Object
to Be Destroyed by Man
Ray was first conceived in 1923. He then
smashed the work and remade it as Indestructible
Object in 1933, having been jilted by his lover Lee
Miller the previous year. This version was lost during the war
and a replica was made in 1945 titled Lost Object accidentally
printed as Last Object. In 1958 Many Ray remade the object again
this time with the title Indestructible Object. In 1965 he collaborated
with the French artist Daniel Spoerri to make an edition of one hundred
Indestructible Objects. A further edition of forty sculptures were made
in 1970 in which the photograph of Miller’s eye was replaced with a
double printed image of a blinking eye opening and closing as the
metronome’s arm swings back and forth. Acknowledging the
repeated remakes Man Ray named them Perpetual Motif. A
further edition of one hundred metronomes was issued
by Mario Amaya for an exhibition at the New York
Cultural Center in 1974. These were known
as Do Not Destroy.

”

As a verb the word state can be traced back to the 1600s. It arose from notions of
to set in position, to declare in words, to place something on record; the action
of making something solid and known. As a noun, and as used in the title of
this year’s final exhibition of MA Photography students, the roots of this same
word reach back yet further to the 1200s and to the idea of the condition of a
country, implying vastness of place and the undulating climates of governance
and prosperity.
The MA in Photography at LCC is the largest in the UK. It attracts a diverse
student body, with one of the positives being the critical mass achieved, namely
that any one issue or subject area is usually approached by a number of students
at once across full and part-time modes, enriching the possibilities of critical
discussion. As is to be expected, the work of this 2012 graduating year group
cannot be easily categorized. Nevertheless, noticeable areas of focus re-occur
and equally significant are the issues largely avoided.
Some of the work shown could be linked to the impact of the economic downturn,
both on the level of the affordable practicalities of making work and the perceived
ability of the photograph to in any way affect the condition of a country; the
state we are in. For some this has meant experimenting with foraged materials,
constructing temporary shelters, making assemblages or sets to put before the
camera that ooze a passive-aggressive relationship to power and the possibilities
of influencing it. For others it has meant turning away from traditional notions
of progress, from advances in digital technologies back towards analogue
processes, from narratives of the present and future, to idiosyncrasies of littleknown archives, to re-stagings and re-enactments of found narratives and the
stories of their makers. A heightening awareness of the divide between those who
have, and those who have-not, is most directly expressed in the work of a student
who invaded the banking sector in the City of London to turn the tables on access
and, on who is observing who, recording territory that, by implication, belongs
exclusively to the all-seeing, all-powerful Capitalist state.
Others in this graduating year group have swiveled their perspective inwards,
focusing on mental or emotional instabilities or on personal memory, traumatic or
not. For most, this has involved experimenting with visual languages potentially
motivated by a distrust of appearances in the physical world. Otherworldliness
re-emerges in the work of those who have chosen to form and describe their

own. Groups of people are gathered performing mysterious animalistic rituals in
woods. Derelict buildings are re-fashioned as psychiatric wards.
Also notable is an increase in students interested in the physicality of the
photograph, hybridizing it to include paint or to form an object, cutting and
folding it, displaying it in a democracy of multi-media images or using it as
a device within a moving image sequence. 2012 is, afterall, the year that saw
John Stezaker’s collages, rather than traditional photographic prints, winning the
Deutsche Börse Prize. Documenta 13 this summer echoed this trend by including
very little straight forward photography. When photographic elements were
shown they were usually as part of a research idea or met with other techniques
and materials. For example, Tacita Dean’s vintage postcards of pre-war Kassel
overlaid with gouache or Maria Thereza Alves’ photographic documents shown
as part of a multi-media installation, addressing the abuse of Mexican land
rights. Whether or not these instances can be used as any kind of litmus test for
what challenges contemporary photography is facing, its current usurpation or
expansion into other material and conceptual territories is repeatedly echoed in
much of the student’s work this year.
Territory that noticeably hasn’t been as frequently visited this year includes
overtly political work that aims to intervene with, or confront, impinging
government or state agendas. This may well return us to the theme of power, who
has it and who feels excluded from influencing it. What power does the individual
artist have to address policy decisions in the bowels of a recession and how does
that change through the collective or curatorial devices of collaboration?
My most memorable encounter with a photograph this year was at Documenta.
It was not with a contemporary image, but with a photograph I knew well
transformed by the manner in which it was presented. This photograph was
hidden from view on entering the Rotunda of the Fridericianum, Documenta’s
central venue, in what was proposed modestly as an associative space of research
where a number of artworks, objects, and documents are brought together in
lieu of a concept and less modestly as Das Brain 1. On immediate view was
a row of Morandi paintings. His ordered studies of still, quiet, empty vessels
with their chaotic historical backdrop of fascists rising and bombs falling, are
mounted unassumingly on a floating wall. On its reverse, the curated photograph
I remember so clearly is the famous self-portrait of Lee Miller in Hitler’s bath

tub, taken the afternoon after her first visit to Dachau and on the same day that
Hitler and Eva Braun committed suicide. The image is of a beautiful, naked,
young woman with an unreadable expression staring back in the direction of the
camera in a staged image historically bound to the final day of the Second World
War. The dirt-encrusted boots Miller wore to trudge around the camps have been
placed in front of the bath staining the mat. A pipe hangs down behind her head
like a noose. There’s a portrait within the picture of Hitler in uniform and a
marble sculpture of a beautiful, naked, young woman with her right hand held to
her head. The iconography is contradictory and uncomfortable.
Morandi’s still life paintings are first on view, but instead of walking on and
looking behind the floating wall your eyes might have flickered towards Object
of Destruction, Man Rays work intended as a machine to exorcise his obsession
with Lee Miller. His work involved cutting out photographic representations of
Miller’s eyes and attaching them to metronomes. Written instructions for the
work include the lines Cut out the eye from the photograph of one who has been
loved but is seen no more… Attach the eye to the Pendulum of the metronome
and regulate the weight to suit the tempo desired…Keep doing to the limit of
endurance.
Miller’s photograph is presented at Documenta in physical space, within a
labyrinth of possible connected works and references that feed back, disrupt,
repeatedly alter and enlarge the experience of viewing it. The work may not
be overtly political, but documents an overlap of past and present, beauty and
horror, power and its usurpation. It is a work that, as convincingly as any, uses
a temporary representation of beauty as a freeze-frame, as order moves to chaos
and chaos to order, the chosen theme of this year’s MA exhibition; A Forming
State suggests that something will be set, declared or placed. Perhaps, collectively,
curated as an exhibition, this year’s MA Photography graduates have put on the
most political show yet.
Nicky Coutts, 2012
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The Guidebook, Documenta 13, Hatje Cantz: Ostfildern, Germany, 2012

Marian Alonso Perez
ù

Axis
A corporative site, might be a place to lose myself, where pretence and reality
are often confused.
- David Clearbout

This work consists of a series of small scale actions, initially intrusions, intended
to be an exploration into the everyday corporate world, and my repeated attempts
to provoke situations in which a sense of exclusion is realised.
By trying to enter a world to which I don’t belong I’m exploring internal
conflicts, played out intuitively or choreographed at the junction where the
outside world ends and corporate hierarchy takes over, and outlining a form of
social intelligibility in an effort to define power relations.
The work’s subtext of eternal retour, where there is never a final state or clear
purpose, is depicted through repetition and underlined with the revolving door
motif - a constant circular motion that symbolizes recurring thoughts.

mail@marianalonso.com
www.marianalonso.com

‘Untitled’ Still test for Axis, 2012

Song Nian Ang

Towards A New Interior
5th April 2012
It was one of my biggest secrets. I always had to come up with some thing to keep
the guys from ‘coming over’. I do see many options and possibilities, and I think
my brain needs to be rewired. I just felt like I want to die. If you weren’t here, I
would avoid doing any of this.
9th April 2012
You can’t get in that way. You’ll have to come through the back door.
23rd April 2012
Life is just like a river of opportunities. If I don’t grab everything potential, you
know I’m going to lose out. Things will pass me by and get disposed by the
people from the council. The stuff I collect and keep is like a river. It flows in,
and through, then out of my house into the front and the surroundings, and I try
to keep it from flowing out. I want to stop it long enough to take advantage of it.
2nd June 2012
All my life, I took care of people. I felt needed but not loved or appreciated. My
animals have filled a void inside me. I’m the only one who can love and care
for these animals. I am saving them from a life on the streets. If I throw too
much away, there’ll be nothing left of me. My mom (Nicole, his mother) attached
all these unnecessary meaning to things that don’t really need it. She always
had a story to tell about each and every one of the possessions – most of them
remarkable detailed and engaging.
15th June 2012
I am nothing without these things.
Excerpts from various interviews with Abraham ‘Wander’ Cammers.

www.angsongnian.com

Towards A New Interior

Pablo Antoliù

In the Memory of Images
To deprive ourselves of these paper symbols and testimonies is to deprive
ourselves somewhat of our memories. In our memory everything becomes equally
valuable and significant. All points of our recollections are tied one to another.
They form chains and connections in our memory, which ultimately comprise the
story of our life.
- Ilya Kabakov (From The Man Who Never Threw Anything Away)

Paper fragments left on the wood planks decay until only their shadows are left.
During their physical transformations, oblivious of the viewer, these pictures
scraps leave behind their referents to become something entirely different
yet parallel. Glued to the timber walls in a cryptic ritual as mnemonics to
unknown experiences or dreams, they endure only temporarily before they fade
permanently.
The photographs produced are registers of the passage of time in the images’
lifecycle, the space they inhabit, and their material transience. The documents
of this ephemeral stage are rearranged in favour of a narrative construction that
welcomes the beholder’s own memory.

shot@pabloantoli.com
www.pabloantoli.com

Mariana Arce

Labyrinth of Solitude
Under this mask, another mask.
I will not finish taking off all of these faces.
- Claude Cahun

In the search for the human essence I encountered only illusions. What lies
beyond our face is hidden behind a mask. As intriguing as the facade we present,
is what we hide behind it.
The book Labyrinth of Solitude inspired this series, which is about the way we
present and represent ourselves: about what lies behind our face, about the self
behind the mask.
The way I look at others has changed, but also the way I look at myself: through
my own disguise.

www.marianarce-studio.com

Marianne Bjªrnmyr

Shadows/Echoes II
The photograph rejects the idea that what is not true necessarily needs to be
false – and at the same time it rejects the idea that what is not reality it self must
inevitably be a replica of it. The photograph is both at once: reality it self and its
replica, and at the same time it is neither. The photograph contains both reality
it self and the photographer’s interpretation of the same reality.
- Sigrun Sigúrdardóttir

Fascinated by a system of beliefs in a hidden world in Iceland, where elves,
fairies and Iceland’s own Huldufolk are claimed to inhabit stones, mountains
and waterfalls; I was led on to a journey around the island, striving to collect
evidence meeting my desire to be convinced about their existence, inducing my
own naïve attempt to portray this other world, to create another something.
Without giving any valid proof of the hidden world, gathered photographs,
drawings, maps, testimonies and surveys operated as a link between the existing
reality and the possibility of another, bringing the familiar into doubt. The
intangible landscapes are depicted as an exchange between reality and image,
where the boundaries between the perceiver and the perceived disperse. My
perception about photography is being challenged by my own desire to believe.
I wish to be convinced, and I wish to convince.

www.mariannebjornmyr.com

Alexandra Boreham

The Remains
We must hope that ‘our trace’ will help us to accept not only transience but also
the chance that life offers us, before it all disappears.
- N.Barth (Introduction, Vanishing landscapes by N.Barth, 2008)

Partington is the first LNG storage site in Europe to be demolished; following
de-commissioning. The site recently came to the end of its forty year life-span
and due to its highly dangerous location, cannot be rebuilt. The Remains captures
Partington’s final stages; as the structures that hold lifelong memories for the
workers are ripped to the ground. All materials are in the process of being sorted;
and either sold, recycled or destroyed. Eventually, the site will revert back to the
barren wasteland that it was once born from. This project clings to the evidence
of Partington’s existence; those memories that will keep it alive. It also explores
the spirit, the stories and the history of the site.
There is a great deal of uncertainty that surrounds the notion of industry and in
particular, the industrial landscape. It is difficult to establish whether through
humankind’s pursuit of energy, power and progress, if our achievements are
indeed great enough to warrant the undeniable dangers or the inescapable
consequences that we in turn create. Perspective certainly plays a big part in this
project. Man’s efforts are instantly destroyed by monstrous machines; yet, from
a distance, these machines also appear insignificant. Partington, was once such
an enormous, buzzing site; and it is quite frightening to witness as something
so influential is wiped away, into nothing. Partington reinforces the idea of
transience. The end is inevitable. However, the future of humankind; our story,
is yet to be decided.

alex_boreham39@hotmail.com

Natalie Dawkins

Now we become aware that ... the space of the visible far from being a continuous
plane is in fact uneven, fissured, folded, and that this space of visibility is
peculiarly complicated by the intervention of the apparatus. It is in this faultline in the visible, at the point of the illusory convergence of these two gazes
– the subject’s and the spectator’s – that defines the difference and the distance
between us.
- Joanna Lowry (Portraits, Still Video Portraits and the Account of the Soul)

Experimenting with the traditional relationship between the viewer and the
viewed, this piece incorporates Skype within the gallery environment to consider
the way in which we view and are viewed within both. In looking at how
technology can both enable and conceal our visibility over distance, the piece
invites the viewer to become part of the experience, aiming to position them
actively within a contemplative space that allows for the possibility of interaction,
exchange and uncertain connections.

www.nataliedawkins.com

Marcelo Deguchi

MONUMENTS FOR A SEASON
It is not a question of ‘nature’. ‘Nature’, as it is most often understood, is an
abstraction, as is the idea of man standing before it. What is real is the earth,
the sea, the sky, the sand, one’s feet on the ground, and one’s breath, the smell
of grass and of coal, the crackling of electricity, the swarming of pixels… There
is no real except for the earth, with all its corners and recesses, all its lands and
their peasants.
- Jean-Luc Nancy

This project aims to expose the fragility of perception within the construction
of meaning by creating a dialogue between space and time. Here they are both
washed away by the tides and engulfed by vegetation. The ruins of my experience
will soon become dust. Dust that will gradually cover the framed image and will
eventually reveal the photographic object in its indexical surface.
My monuments are put against the cyclical tests of time within the changing
seasons. They are excavations of the past, but they are also plans for the
construction of the future. Their fragility reminds me that memories were once
real, and their image warn me that you and I will cease to exist.

marcelomids@gmail.com
www.marcelodeguchi.com

Monument #5

Xinjie Ding

It is impossible to escape the impression that people commonly use false standards
of measurement -- that they seek power, success and wealth for themselves and
admire them in others, and that they underestimate what is of true value in life.
- Sigmund Freud

This project aims to explore the relationship between clothes and human identity.
It includes consideration of how the viewer recognises the subject’s identity
from a photograph, and at how to identify people in photographs precisely and
accurately. This will provide insight into the moral stance of people towards
insanity, as well as giving people equal social status and rights rather than
isolating and ignoring them.
This series of photographs imposes the same identity on subjects, asking them
to represent themselves in a way that they feel free. When viewers see striped
clothes and unusual gestures, as well as exaggerated facial expressions frozen by
the camera, they will form assumptions about who these people are and what are
they doing.
We have to revise the moral judgement that occurs in how we identify others.
We should try to put aside our prejudices and instead come to value rational
judgement.

dingdxj@gmail.com
www.xinjieding.com

Marcus Doyle

The Flowery Room
Photographers deal in things which are continually vanishing and when they
have vanished there is no contrivance on earth which can make them come back
again.
- Henri Cartier-Bresson

The idea of working with my own childhood memories using photography had
been with me for sometime, but has not been executed until now.
Little has changed over the years in my hometown located in the North of England,
but my way of seeing what was once my own little world is very different now.
I soon realized that the things I remembered could not be wholly accurate in their
description and had become somewhat jaded and fractured over time. Relying on
my own personal memories from the onset has not created an accurate depiction
of what once was, but rather an adult’s interpretation of a childhood growing up
in a small city.
Working with a large format camera and available light, I have made photographs
of places and objects in and around my hometown creating a permanent, and
somewhat nostalgic record.

www.marcusdoyle.co.uk

The Family Dog

Karolina Maria Dudek

The Grey Bricks
The picture is in my eye, but me, I am also in the picture.
- Jacques Lacan

Anonymity. Alienation. Neglect. Degradation. Suffering. The main core of my
practice explores fears and dilemmas of contemporary human beings which
emerges from a variety of social, geographical and biological constellations that
determine our lives. By oscillating between the human as an individual and the
human as an element of a complex world structure I seek to identify the effects
of the twenty-first century’s fin de siecle atmosphere on everyman’s existence. In
opposition to virtual imagery I chose to look at and reassess representation of the
real in the reality by learning how to see not only a complete image but also its
basic elements like sounds and textures, shapes, colors, consistencies.
My latest work is a video and sound installation that juxtaposes the coexistence
of land and human kind; as they exhilarate and consume each other. Zheijang
is one of the most industrial areas of China and at the same time one of the
richest in natural parks, forests and lakes. For the last few decades there has been
growing industrialization, and the development of shopping centers, hotels and
suburbs to accommodate a new wealth. The area is under continuous
construction, changing its green landscape into rows of concrete. Behind all these
changes stands the working man whose situation remains the same.
My video work The Grey Bricks is a story about rapidly changing land and
the people who make that change possible. Local people, two friends, who run
a small factory with their families and who have lived in the area for a very
long time, mainly because of the household registration system, which makes
relocating very difficult in China. Every day they work long hours making grey
bricks.

karolinadudek.photography@gmail.com
www.karolinamariadudek.com

Videao still - The Grey Bricks

Gabriela Fabrowska

It’’’ s’ hard to be down when you’’’ r’ e up
His elevation … puts him at a distance. It transforms the bewitching world by
which one was ‘possessed’ into a text that lies before one’s eyes. It allows one
to read it, to be a solar Eye, looking down like a god. The exaltation of a scopic
and gnostic drive: the fiction of knowledge is related to this lust to be a viewpoint
and nothing more.
- Michel de Certeau (Walking in the City from ‘The Practice of Everyday Life’)

It’s hard to be down when you’re up - the aphoristic title is characteristic for
the artist, whose practice often draws inspiration from literature or language;
for example a world-play was a sole subject of her absurd series That fakes the
biscuit, transforming English idioms. Here, the title is taken from the - quoted
above - essay by de Certeau, who had found it on a poster, in a window of the
110th floor of the World Trade Center. In a perfectly succinct form it condenses
the joy of being high above and plays with the ambiguity of language, connecting
antagonistic states and directions.
Constructing a tension between contrasting elements is a strategy deployed
here by the artist, juxtaposing disparate notions and forms. The work explores
spatial allegories of emotional responses to constraint and freedom; oscillating
from panic to exaltation, from serenity to grotesque. The tendency to fluctuate
between polar oppositions is also visible in a range of artist’s visual inspirations,
as diverse as Hiroshi Sugimoto’s austere seascapes, or movie screens and Erwin
Wurm’s one minute sculptures.
Constraint, entrapment, claustrophobia, delivered here with a use of common
objects and a domestic set-up, allude to a web of mundane, daily responsibilities
constituting being a part of society. Living in a city means being surrounded,
clasped by the streets, to quote the author of Walking in the City.
Freedom, space, air and elevation, originate from romantic tradition, referencing
Caspar David Friedrich, and the notion of sublime. Although, unlike in the
romantic convention a wanderer figure is absent from the sublime landscape.
Apart from a single, exhilarating glimpse, the desire to look down and far is
frustrated by walls and barriers. A promise of elevation might be just a delusion.

www.gfabrowska.co.uk

Joachim Fleinert

There Was A Family In 1915
Last summer I found a box full of old glass negatives belonging to a family from
the beginning of the last century. In a strange way I caught myself judging the
people in the pictures without really knowing the reality behind them.
There Was A Family In 1915 is a conceptual attempt to experiment with the
photographic area of family memories. As the title indicates, it portrays a
family that was present in 1915. These images are now part of my photographic
collection, which consists of recordings from the beginning of the twentieth
century.
The series attempts to pictorialize how we judge the content of an image,
based on our own knowledge, when looking on a memory. In this mischievous
attempt of analysing the veracity of what could be an ambiguous and mysterious
photograph from which we do not know the story behind, I want to raise the
question: what is real and what could be a misinterpretation of the symbolism we
find in an image?
Furthermore the series explores the destiny of family memories in general when
a collector as me finds, nearly one hundred years later, this untold glimpse of
history and makes it tell, through my interference, another story different from
the original. With my own knowledge and with no further information about the
background, apart from the date that came with the box, I can only question my
awareness of the traces and the symbols my culture and history have taught me
to understand.

www.fleinert.com

The mother and the son

Kit Fordham

In the World of Travelling Showmen
Here you see the travelling showmen as you might a clown out of make-up, a
soldier in civvies, a policeman out of uniform. These photographs peek between
the theatre curtains to see the scene changes going on in the world of travelling
showmen.
- Zoah Hedges-Stocks, first showman ever to attend Cambridge University

Anyone can turn on a Nintendo Wii. Few know how to set up a carousel. In an
age when corporations, focus groups and global supply-chains like to dictate how
we are entertained, a defiantly independent community, the travelling showmen,
maintains the art and industry of a far more eclectic experience - the funfair.
This photography exhibition goes behind the scenes to meet the showmen
including the first to go to Cambridge University, one who ran away with the fair
when 14 and reaches 100 on 23rd October, and another whose family have been
travelling since 1775.
At the heart of their world lies a self-reliance, entrepreneurship and organisational
skill wedded to a warmth and joy of life. This attitude was evident in abundance
this autumn at Molliefest, an impromptu fund-raising music festival to enable
Mollie, a 5 year old showmen’s daughter afflicted by a rare cancer, to receive
expensive treatment in the US. Tens of thousands attended. Hundreds of
thousands of pounds were raised.
This community is very much alive and in step with the modern world. Yet, the
showmen are not slaven to the digital age. Their business dates back centuries and
most families trace their involvement back two centuries. The seasons demarcate
their working year, with spring the start, summer the high point and autumn the
close. Whilst they continually adapt to the changing world they never lose sight
of who they are and what their world is about.
In an age when people search long and hard to find their roots, looking back in
order to understand their present, the travelling showmen offer an example of
a community that never lost touch with their past and, consequently, have the
confidence to look to the future.

kit@kitfordham.com
www.kitfordham.com

Joby Bibby – Travelling Showman Family since 1775

Michael Furman

Closed encounters
We often hear words such as ‘miserable’, ‘unhappy’, and ‘despondent’ used to
describe people who travel to work, during rush hour, on public transport. These
labels are used to describe the blank, expressionless look on the faces of the
travelers, but are misjudgments on the part of the observer. What the observer
sees, in fact, is a group of people masking- adhering to the rules that apply to
unavoidable invasion of their Intimate Zones in a crowed public place.
- Pease & Pease

People look up, down, all around trying hard to avoid eye contact, no talking.
Sad? Mad? Despondent and quiet, besides the sound of metal against each other,
trying to keep distance, be still with slight shifts. Engrossed in a newspapers men,
women, books, iPods, iPads. Quick glances up for a second to look up at a map.
Suitcases, groceries, luggage, taking little peeps around. Unless someone bumps
into another during crowd transitions most will not have any human interaction
besides sharing space, limited oxygen, and meta body signals on the Tube.
Using a camera as a catalyst Closed Encounters gives an insight into the subculture
of the commuter, showing the actions and reactions whilst having to be around
strangers on the London Underground. Assuming the role of an observer, voyeur
and commuter to show the conscious and unconscious behaviours of passengers
wandering eye attempting to avoid eye contact with each other.

mfurmanphotography@gmail.com
www.mfurmanphotography.com

Video still

Timothy Goodman

A consumer Rural
…the Hymen, the confusion between the present and the non-present, along with
all the indifferences it entails within the whole series of opposites (perception/
nonperception, memory/image, memory/desire, etc.) produces the effect of a
medium (a medium as element enveloping both terms at once; a medium located
between the two terms). It is an operation that both sows confusion between
opposites and stands between the opposites ‘at once’. What counts here is the
between, the in-between-ness of the hymen.
– Jacques Derrida

Utilising the expansive network of public footpaths throughout the county of
Kent, I explore a surreal phenomenon manifesting across the countryside to
investigate the growing capitalisation of British Strawberry cultivation. The
Kentish strawberry is a trophy of British produce and serves as a symbol of
national identity, being eaten at well known sporting events and royal occasions
throughout each summer. Acutely sweet, it symbolises an innocent and legitimate
childhood treat. Fields of strawberry farming have inhabited the landscape of my
upbringing, but in recent years methods of growth and harvest have evolved from
the idyllic scenes I recall.
This year has seen a yield of record-breaking sugar levels. The commercial success
to be gained from large-scale cultivation has spawned a new architecture: a semitranslucent polymer sheet draped over metallic arches, which aids temperature
control and shield from diverse climate conditions. Fruit traditionally grown on
the ground is now often raised on vast rows of tabletops to prevent ingestion
of pests or disease. The experience of these contemporary growing techniques
proves mesmerising - whilst containing strong signs of the mechanised,
strawberry farms predominately concentrating sensorial pleasures. They evoke
the same Romantic tendencies through scent and expansive scale, which feels
complementary rather then damaging to their rural setting. Despite populated
with commodity, access to this experience remains unchallenging. The plasticsheltered pastures I photograph, embody a tension between the machinery of
consumerism and rural ideals. The resulting images attempt to examine the
balance between these contexts to question our perceptions of a contemporary
picturesque.

tgoodman.photography@gmail.com
www.timothygoodman.tk

Otham to Langley Heath

Nathalie Joffre

He told me that his garden...…
There is a delicate empiricism that makes itself utterly identical with the object,
thereby becoming true theory.
- J.W. von Goethe (Maximen und Reflexionen)

Archives tend to bring us back to the past through documenting it but they also
inhabit our present. What kind of imprint do they leave on the memory, the
body and the intimate space of the one who touches, smells, listens to them and
studies them?
The video installation He told me that his garden… is the result of my own
subjective exploration of the archives of Bethlem Royal Hospital and more
specifically of a collection of patients’ pictures, taken by portrait photographer
Henry Hering between 1857 and 1859. This collection consists of 106 photographs,
amongst which, 49 are titled with the initials, diagnosis, and in the case of
criminals, the crime of each patient. Whilst studying these archives, I became
more and more interested not only in the documents themselves, but also in the
relationship I was building with them; with the place where they are located and
the people on the pictures. My intention has been to consider them not as a fixed
accumulation of dead material but as a living and travelling body, that one can
access and appropriate physically and mentally.

info@nathaliejoffre.com
www.nathaliejoffre.com

Video still

Federica Landi

Res Extensa
Nothing is dead, nothing is inert, uncorrelated or aleatory. Everything, on the contrary, is
fatally, admirably connected (...)
- Jean Baudrillard

According to the philosopher Merleau-Ponty, both the surface of our body and
the textures of the objects that surround us are part of the same extended flesh,
where all the elements intertwine and remind each other.
I am fascinated by the physical and cultural correspondences between body and
space. The bodily quality of the religious space, as a place constantly marked
by bodies that perform and repeat rituals over and over again echoes the spatial
quality of our skin, a surface that records the signs of our daily rituals such as
waking up, making love, undressing, praying. The photo camera freezes and
magnifies these ephemeral marks, showing how both the body and the space
map each other.
Res Extensa is a work suspended between vision and touch. The aim of the
project is to explore the connections between the body and the space through
traces of rituals, whether they are religious or simple and intimate daily actions.

federjcalandi@hotmail.it
www.federicalandi.com

Mosque. carpet/foot #2

Mozi Liu

Fragment of Zoo
When I break down the barriers of cages with my camera, the animals turn into
pieces. Putting those pieces together, it shows something I never see. I believe
this image is closer to what the human eye sees.
This work is a continuation of my graduation project, which is a documentary
about the zoo. When I observed animals from the view outside the cage, I found
that there is difference between what I saw and what I captured. Since humans
have stereo vision of two eyes, we are able to penetrate obstacles. The bars in
the camera look more obvious than human sight. Imitating the principle of the
human eye, I make more than two pictures of the same cage, then fold them
up with parallax. By taking them this way, I get several images from different
viewpoints, which means these pictures provide all the information behind the
cage. By using Photoshop, an image is created without bars in front of the cage.
I believe this way is closer to the human eye. When I put this scene on a animal,
it shows something I never see. Some animals in the cage became fragmentary in
this process. Suddenly, I realized that what I had done was make a decision about
these animals. I’m trying to put them out of cages but they are in them, from
beginning to end. The more I do, the more damage I do to the animal.

lmzliumozi@gmail.com

fragments

Yajing Liu

Seaweed House
Every moment of history have countless historical spread and unlimited time
extension. The memory is a cage. The impression is the sky outside the cage.
- Shi Tiesheng

This project is exploring around memory and landscape, time and space, and
also personal identity. The landscape represents the trajectory of human culture,
which shows the human sociality, the existence and the value of nature. People
inevitably leave a memory, ever since there has been a trace of humankind in the
landscape.
In China, the seaweed house is mainly distributed around the coast areas of
Shandong Province, which is from B.C. empire of Qin, Han to A.C. Empire of
Song, Ming, Qing. With the development of economy, the seaweed house starts
to be replaced by the urbanization, the modern house and the nuclear power
station. Some of what appears in these photographs has indeed now vanished and
transformed through these tracked years. Those spaces and modern details are
full of history and memory. I always recall the previous life state and also rethink
the changes through these years. And they aroused my personal imagination and
meditation when I walked around the villages.
I went back to these important and representative houses and recorded them
again, they were shot several years ago. And I continue to add the slight confusion
between unreal existence and reality in the same space with hand-colouring.
These are the real houses that exist in the space, but they seem unreal in the time.

irenelove1104@163.com
www.yajingliu.com

Cranes

Meng Lu

You must see to be seen
I see and I can see that I am seen, so each time I see I also see myself being seen.
- James Elkins

This project aims to investigate the relationship between objects and viewers by
photographing the diverted gaze of people in profile.
Most people don’t have the feelings of being looked at when they look at an
inanimate object. Even in still images where a person stares at the audience,
people usually don’t consider it as a genuine eye contact which might be
embarrassing and disturbing.
As far as I’m concerned, the direct gaze and averted gaze of the subjects in
images make little difference. Most of the time I could easily swap the two in the
same subject without causing any visual oddness. However, in a profile portrait,
the subjects are normally not supposed to turn their gaze upon us. To some
extent, this position reduces people to still life objects which are totally subject
to our scrutiny.
Therefore I asked my subjects to try to peep into the camera while keep their
heads and bodies in profile. The resulting images demonstrate the attempts
and efforts of the subjects to defy the constraint of their position as well as the
domination of our gaze which is often taken for granted, and encourage the
audience to think about the reciprocal process of seeing.

menginthebud@gmail.com

You Must See To Be Seen

Natasha Lythgoe

various interchangeable titles
Exploring the nature of prejudiced perception through both making and looking
at photography is the central subject of this work.
This series attempts to disrupt the spectacle of the photo-realist image in which
the viewer seems to enter into the photograph as if it were reality. I do this by
including in the image elements that disturb this viewing experience - hopefully
bringing about a dialogue between surface/materiality and photo-realism.

www.natashalythgoe.com

Francesca Marcaccio

Floating nest
Our present age is one of exile. How can one avoid sinking into the mire of
common sense, if not by becoming a stranger to one’s own country, language,
sex and identity?
Writing is impossible without some kind of exile. Exile is already in itself a form
of dissidence.
- T. Minh-ha

My project focuses on the notion of transition, the passage of time. Transition
is always, somehow related to the notion of movement. When the transition
is personal and implies a dislocation, it is nomadic, contrapuntal. It reveals,
somehow, the idea of nostalgia, the feeling of absence.
The photographs attempt to capture the lives of contemporary nomads, people
who constantly move from a place to another, who are in a constant state of
geographical and psychological shift. I am interested in the means by which
people use objects and spaces to negotiate their interior space, their nesting
ground, in an increasingly geographically fractured existence. In a world where
location is increasingly becoming fluid, people are displaced not only by wars
and economics, but also by a multiplicity of personal choices.
This project aims to address how contemporary attitudes explode our notions of
home and our sense of belonging. What I photograph is a process, where people
enter into a new world and where they need to adapt and thereby undergo change
in themselves.

www.francescaemme.com

Untitled

Stefania Mattu

Fractures”

An exploration of our internal states, the rapture within the self and towards the
other.

info@stefaniamattu.com
www.stefaniamattu.com

Untitled

Tracey McEachran

Chambers
What strikes me about the series Chambers is the artist’s uncanny ability to stage
such a potent mixture of emotions, stirring the status quo.
McEachran constructs sets that seem to brilliantly explicate a range of meanings.
There is a clear and obvious reference to photography and the camera in her
title, or more specifically a camera obscura, which of course means a darkened
room, or chamber. Then there is the reference not only to a physical space but a
psychical space, or psychogeography.
Swirls of nausea, not too dissimilar from the existential dread described in JeanPaul Sartre’s La Nausée are projected unapologetically towards the audience.
Interlaced pattern, upon pattern drag the viewer through the image sounding
an inability to rest. Dystopia is presented in what should perhaps be the most
comforting place to retreat and a sinisterly cruel depiction of isolation lies still
in a goldfish bowl.
I want to leave, to go somewhere where I should be really in my place, where
I would fit in . . . but my place is nowhere; I am unwanted.
- Jean-Paul Sartre (Nausea)

Although these photographs are devoid of an entire human figure there is still a
sense of identity prevalent, an identity that is universally applicable, something
to which we can all relate to on one level or another. But this work seems to
go deeper; its visual literacy seems to be pressing at notions of splitting. Also
there is nothing cohesive to this space even though there is an heir of order and
symmetry. It’s almost as if the theatricality of the décor is acting as a protective
shield against stimuli, dampening external excitations blanketing underlying
traces of trauma and tension.
I am. I am, I exist, I think, therefore I am; I am because I think, why do I think?
I don’t want to think any more, I am because I think that I don’t want to be, I think
that I . . . because . . . ugh!
- Jean-Paul Sartre (Nausea)

Text by Alana Lake (Artist, curator and founder of Our Dark Chamber)
tracey@traceymceachran.com
www.traceymceachran.com

Sara Moralo

We all pass or we don’t, we all wear our drag.
- Judith Jack Halberstam

This project intends to explore new possibilities of gender construction.
Through the parallel use of childhood and current images of three female to
male transgender subjects, the work aims to create a narrative that examines the
concepts of masculinity and femininity, and the infinite liminal spaces between
these two notions.
Assigning a sex at birth implies the attribution of certain gender roles and
characteristics, as well as the need to subscribe to a dimorphic category of male
and female. Children – still in a process of assimilating the socially tolerable and
lawful, still unshaped – explore ways to create their identities. Sometimes this
happens outside society’s expectations, challenging and transgressing normative
boundaries. In this sense, childhood can be considered a queer time and space.
For this reason, a selection of the subjects’ childhood photographs was made,
with these images working as referents in the creation of the current work.
A great personal involvement in the subjects’ lives has been required over the
course of a year. By exploring the gender identities of Charlie, CN and Lysander
as processes of construction, this project portrays the performativity and fluidity
of gender; and it opens up wider ways of understanding gender beyond the binary
concept of male and female.

www.saramoralo.tk

CN

Linda Motta

Silence is not the absence of sound but the beginning of listening.
- S. Vogelin, 2011

The body of work comes at the end of a period of exploration of the connections
that memories of my own past have with my present and of the various ways of
rendering photographically the feeling of invasion and displacement that having
too many memories can cause. It represents the final outcome and the answer to
the question whether it is possible to substitute one’s own memories with one’s
own images, elicited by the statement of Roland Barthes that images replace
memories.
When I was a child, as many children do, I used to spend time looking at the
ceiling with my head upside down, imagining to live up there. The ceiling
represented for me a world unaccessible to adults, open and untouched, a blank
canvas, full of possibilities.
The answer to the question must remain open. The work shows a series of blank
spaces. The empty space symbolizes the desired inner silence (i.e. the cancellation
of the crowd of images and memories) and creates a void from where new images
can arise.
But ceilings are also reminiscent of the hours passed starring at them, in the
company of memories and overwhelming questions (Do I dare disturb the
universe? And how should I presume?).
Displacement created by the unusual perspective make these, for me, familiar
places, still unfamiliar. But a wide space for a child is a confined space for an
adult: those once perceived as dream spaces become cages, prisons, optical
illusions, hinting at the difficulty to escape one’s own mind. Memories naturally
linger and their presence is a noise that inevitably resists.

www.lindamotta.info

Interior

Richard Mulhearn

September \ November
I have a fascination with time stopped, with the unfathomable poetic transformation
of the photographic moment. Yet I have always disliked the single-truth aspect
of the medium – the role prescribed to it by cultural theorists as an instrument of
collective memory, requiring it to be accurate, factual, truth bearing.
The figures here are distracted, hesitant or are waiting, absorbed and therefore
removed from their immediate external context. They are concentrating on
an unseen presence, in or just outside the frame. It is in this captured state of
absorption that the figure’s connection to a contingent time and place becomes
open to reconfiguration. This proposes a moment that appears plausible and yet
simultaneously raises questions regarding the status of the figure, in terms of the
relationship to the environment in which they are situated. It is this key aspect that
separates the images from the historical precedent established in the photographic
form and context of the documentary aesthetic. It is the reconfiguring of the
relationship of figure, place and moment that creates ambiguity. The figures are
situated in a space in which there is something almost correct and incorrect in
the moment. The image, as a result, becomes incongruous and defamiliarised.
The images propose an undisclosed moment of uncertainty, of yearning and
disillusionment, in which the characters occupy the interstitial photographic
space between home, and homeliness withdrawn.

www.projectsojourner.wordpress.com

Untitled

Simone Padelli

Dialectical Metropolis”
(…) Technology, spectacle, and excess seem to eclipse nature and individuals
and society… so what might be the characteristics of a contemporary Sublime?
If there is any consensus, it is in the idea that the Sublime represents a testing of
limits to the point at which fixities begin to fragment (...)
- Simon Morley

I am a man, dealing everyday with the necessity to observe society… I am an
artist, even if I’m not sure what it means… I am a flaneur…
I have always believed in the skill of the artist to create a link with the world,
a sort of relationship in which the world itself feeds the artwork; through this
relationship society’s reality becomes a metaphor inside the art piece.
Within this relationship the concept of Sublime becomes an aporia: something
that puts the artist first, and the viewer second, in a state of puzzlement, and the
Sublime becomes an intimate experience between the artist and the world, and
between the viewer and the piece of art.
The concept of Sublime is the groundwork of the contemporary art expression;
it is the attempt of pushing the representation, beyond the banal beauty.

simonepadeli@gmail.com
www.simonepadelli.com

Dialectical Metropolis

Andrew Porter

‘Ridicule 1: Searching for NoMan’
I am interested in being both an object and subject – hovering on the border of
many things, a mess of citations, a serious fool. Young and old; male and female;
serious and ridiculous; hiding and revealing; retreating and advancing; authentic
and fake; abstract and real.
As a child I was fixated with David Hockney’s A Bigger Splash. It may have
been something about the co-existence of presence and absence. The painting
is both realistic and abstract - a static image of rational perfection collapsed by
a spontaneous momentary act. It was a brilliant disappearing act. The magical
power I was after. Swimming and the blinding sun an escape route from the self.
As a child I was often described as being effeminate, as an adult I am a man and
have adopted the relevant poses. As an adolescent I began to stare at women’s
bodies, and play with my own. As a child I glimpsed my grandfather’s ageing
body clothed/unclothed in a pair of white pants, the shock was profound, as an
adult I’ve begun to re-think about this inevitability.
For these photographs I thought about all this, and more. I constructed a
simple room from cheap mass produced décor and danced a unconscious/
conscious mess of citations from the classical poses of the anatomical écorché
models to the contemporary glamour model. Attempting to look serious and
ridiculous, posed but spontaneous, beautiful and ugly, old and young, lively and
deathly. I wanted the pictures to cut too many ways, to hover between fact and
fiction, real and fantasy, to disrupt an established order – to be wrong, to ridicule.

andrew@andrew-porter.com
www.andrew-porter.com

Ridicule 1: Searching for NoMan

Keshav Prasad

What should be grasped and given form are things in flux.
- Viking Eggeling

This project consists of a selection of various works created in the pursuit of
exploring the photograph as a physical material.
The resulting pieces of work are independent from each other, yet display a subtle
and at times strong sense of sequence.
The transformed image by the implementation of sculptural qualities to the
photograph, and the reverse transformation of the sculptural objects formed from
the photographic representation creates a flux that constantly transcends from
photography to sculpture and sculpture to photography.
This pushes the hybridized medium to facilitate a new experiential space, where
the spectator takes the central position of giving meaning and form to the work.

info@keshavprasad.me
www.keshavprasad.me

Untitled

Logan Riehl

Virago

This image is taken from a series of photographs documenting discarded makeup
wipes from leading female performers across theatres in the UK.

Logan@LoganRiehl.com
www.loganriehl.com

Anita Dobson

Almudena Romero

Sports Professionals of the
Twenty-First Century
We will either be enhanced or die out.
- John Harris (On our obligation to enhance- Superhumans catalogue. Wellcome Collection)

The expansion of human life or even our capacity to live in a community seem
to depend on techno-scientific evolution. The current faith in techno-scientific
eternal progress in western societies applies to all areas of our reality including
the body.
Sports Professionals of the Twenty-First Century investigates the technologized
body and its accurate approach grounded on technological development,
measurement and quantification.
The absence of any physical human but a physical representation of three
anthropometric profiles reflects the process of instrumentalization that these
specialists develop in order to optimize their capacities and performance; to
guarantee the highest level of efficiency and productiveness.
In this project photography constitutes the last stage of a mechanism of
objectification of the human body. Photography, sculpture and its hybridization,
participate as different elements of a whole narration that studies the current
dominant ideological discourse based on studying, controlling and manipulating
nature.
The project’s name references August Sander’s work People of the twentieth
century and wonders photography’s capacity to document the intentions of
the photographer as a sign of a broader ideology and photography’s power to
investigate and to create meanings. Indeed, hybridism and the game of crossing
visual arts brings a reflection about arts themselves and producing discourses.
Sports professionals’ anthropometric profiles reveal the method of selection and
transformation of their bodies. They testify a scientific understanding of them
and the current belief in biotechnology to enhance their functionality; a promised
prosperity through technological improvement and scientific research.

almudena_romero@hotmail.com
www.almudenaromero.tk

Basketball

Elisabete Santos Rosa

Inner Landscapes
To be in the high sea is to be constantly exposed in the midst of something
constantly changing. Enclosed only by the horizon that lures even as it obscures,
we feel we can go anywhere, yet we may be nowhere in particular. Any stability
we experience is precarious. Even though we know where we are in relation to
other spaces, we lack a sure sense of where our own place is.
- Edward S. Casey

This is a very personal work. It is an object of healing and it goes beyond
photography, technically and emotionally.
The sea was something very familiar to me. Back in my hometown I used to see
it everyday, constantly. Being away from the sea for two years made me become
obsessed with it. Especially with one of my photographs, that I clearly remember
taking.
After moving to another country, I felt displaced, alone, alienated. When
I returned and began photographing my hometown for the first time it was a kind
of therapy for me.
I wanted to protect this particular photograph that was ingrained on my mind,
those memories and feelings I have from that exact place and moment. To do that,
I decided to cover the photograph.
I have always used painting as a healing process. The repetition of the brush
strokes, the long periods of time painting, the thick layers of paint and the
thinking behind it is a ritual to me. I reach a meditative state. It is a very emotional
and personal work, as my life experience is the subject matter. So, covering my
photograph with paint would make me look at it, spend time with it, remember it.
It makes me feel closer to my sea.

www.cargocollective.com/elisabete

Inner landscapes

Bianca Salvo

The only records of our ancestors
are in their fossils
The search for the primitive is, then, as old as civilization. It is the search for the
utopia of the past, projected into the future, with civilization being the middle
term.
- Stanley Diamond (In Search of the Primitive: A Critique of Civilization)

The only records of our ancestors are in their fossils (2012) shows the impermanent
and fragile impression of a species incessantly struggling between civilization
and the primitive, the logical and the mystical, between living as erect rational
individuals and being destined to be born and die under the unknowable and
inexplicable rules of primordial forces. The drive toward advancement on one
side, and the contingency of our nature on the other, represents an existential
dichotomy and an innate dilemma that it seems cannot find plausible responses
neither in the present or in the past of mankind, nor in the future and in its
evolution.
The project is conceived like a collection of records of humanity in the middle
of destruction, preservation and progress, like an anachronistic and paradoxical
series of mementos, which does not respond anymore to any form of analytical
law and which is reluctant to rational speculations and resistant to predictability.
The dialogue between past and future remnants annihilates the linearity on
which the pillars of civilization sit, and through the demolition of what is visible,
demonstrable, and objectively quantifiable and the random reassembly and
the exposure of the empirical order, traces of the primal and raw condition of
humanity could be still recovered and the defects of the monolith of human nature
could be finally brought to light again in order to be consecrated as essential
sides of a humanity aiming for the accomplishment of eternal endurance.

www.biancasalvo.com

The only records of our ancestors are in their fossils.

Luca Spano

Unsettled Island
I am always looking outside, trying to look inside.
- Robert Frank, 1985

This project is an analysis of the landscape which needs to relocate the concept
of emptyness (a term which concentrates on the cultural aspect of the absence of
contents) with the concept of an unexpected diverse guardian space.
The aim of the project is to visually analyze the metropolitan and outskirt
tissues to search for unsettled islands, places which do not have a final clear
purpose, which within their self-organization create the unforeseeable meaning
of what is considered empty. These places can be the result of actions performed
by both nature and men. Therefore, as a paradox, those places considered free
and useless, thanks to their grade of freedom, appear as a system containing an
enormous amount of possibilities.
This dichotomic relationship between full/empty (presence of things interpreted
as emptiness) shows how our collective imaginary codes our ideas about
something, as in this case creating meta-interpretations of places. Using the
sentence by Max Weber the man is an animal suspended in webs of significance
he himself has spun we can say that men create interpretations of interpretations
through the subjective reading of their collective imaginary. This step is crucial
for the understanding of how it is common to connect the idea of liminal spaces
to the concept of emptiness.

www.lucaspano.com

Unsettled Island

Bronia Stewart

Babestation is British soft porn TV sex line. Broadcasting 24 hours a day, on
television and the internet, it allows viewers to communicate live with the female
presenters via a premier rate telephone number and text message.
This series, shot over a nine-month period, looks at the inner working of an
industry that is a vehicle for its presenters to gain instant celebrity.

www.broniastewart.com

Matt Theodore

Convoluted exchanges
Our network has become social viral and ubiquitous as technology transcends
temporal and spatial boundaries. The web enabled mobile phone and graphics
tablet have become the final links between virtual communities and the user.
No longer does the Internet just serve the adaptive needs of society; it has now
become an alternative reality where perhaps we are mediated to the point at
which we no longer react.
The portraits in this series are lost; their transfixed silhouettes describe a removal
from their surroundings and an absence from the present. They afford us an
opportunity to play out our primordial voyeuristic urges; we are allowed to look
more closely and intently than we could in real life. Their faces are hollow and
empty and their bodily gestures describe a metamorphosis of man and machine
through the sculptural translation of these truly modern gestures.
They exist as a surreal silhouette; absorbed in a world removed from confines of
time and space whilst their subsequent separation from the background echoes
their transient nature. The background itself is sparse and barren, a fiction
that forces confrontation with the subject, more of a representation of reality,
incidental and formal.
But it is not the subjects we are really looking at here; the photograph has become
a mirror, in which we see ourselves. The subjects therefore become a vehicle for
us to inhabit, unimportant in their own identities, a metaphor. Subsequently we
are afforded the opportunity to question whether our freedom has diminished
with the rapid expansion of digital culture and as we propel ourselves ever faster
forward the broader consideration might well be not how can we avoid some
apocalyptic end but, but what kind of life is possible for those who exist.

www.matttheodore.com

Untitled 1

Anaíiù Tirado Miranda

After sleeping
Something happened in the bed before the picture was taken. Someone was
sleeping there, but who?
The life of my neighbours produces a certain desire in me. You may call me a
voyeur. My curiosity wants to see where they live and how they are, I want to be
a part of their intimacy.
Interfering with my familiar stranger’s most personal space: their beds.
Encroaching with my presence by being in their room and touching their
property. Leaving traces of my being and tainting their room. Intruding with my
camera as a photographer by observing and scrutinizing; taking over their beds
after they slept there. Recording their intimacy and the markings of my crawling
into their beds.
The series questions the power of the camera in the quest for breaking privacy
barriers and invading personal spaces; but also the camera as an obstacle in the
formation of a relationship between photographer and photographed. Does the
photographer have the ability to be everyone: the voyeur, the invader, the gaze?
In After sleeping, the role of photographer allows me to approach these people
and ask them to let me inside their home and into their beds. By documenting
it, I satisfy my voyeurism and my eagerness to intrude. In a strange way these
images become my personal trophy; but only until a new gazing desire takes
over.

anaitirado@gmail.com
www.flavors.me/anai

Her sheets felt like silk on my naked feet.

Natalie Tkachuk

The machine is an instrument that permits me to be poetic. If you respect the
machine, if you enter into a game with the machine, then perhaps you can make
a truly joyous machine - by joyous I mean free.
- Jean Tingluely (in Calvin Tomkins, ‘Ahead of the game’)

These machines abstracted from their original purpose and functions become
a collection of past technologies and a collection of the non-functional. The
juxtaposition of mechanical elements build a totemic sculptural object, suspended
in space becoming a scale-less catalogue of the industrial past.
The re-appropriation of these hybrid apparatuses/pre-existing materials leads us
to question their use and to see them as a new machine. These creations are
reminiscent of something from another world; they have been collected,
deconstructed and reconstructed. The monumentalness of these images echoes the
futurist movements of the power of the machine, the importance of the machine
and the possibility of the machine.
This catalogue of industrial relics is looking forward from the past inviting the
viewer to place their own assumptions of what this post-apocalyptic bricolage
might be. We re-read the familiar in an unfamiliar territory to make our own
assumptions of what these purposeless tribal sculptures of reconstructed
fragments might come to be. These carcasses of machines have outlived their
original use and instead draw our attention to the materiality of the forms; they
are shadows of the past given a new future.
They are a readymade art object that only exists in the photograph. They are
re-invented to provide a new function, they are a new way of seeing, they are a
contrast of a dream world and the objective of the machine.

www.natalietkachuk.com

Sonja Trabandt

Sweet Rebellion
We do not admit at all; we can not see why the regulations made by ourselves
should not, on the contrary, be a protection and a benefit for every one of us.
And yet, when we consider how unsuccessful we have been in precisely this field
of prevention of suffering, a suspicion dawns on us that here, too, a piece of
unconquerable nature may lie behind- this time a part of our own psychical
constitution. (...) This connection holds that what we call our civilization is
largely responsible for our misery, and that we should be much happier if we
gave it up and return to primitive conditions. (...)
The feeling of happiness derived by the ego is incomparably more intense than
that derived from sating an instinct that has been tamed. (...) Man is wolf to man.
- Sigmund Freud

I am interested in structures of different societies and the strengths or weaknesses
of individuals that struggle in them. I find beauty in the energy of fighting for
something just as much as in resignation and its consequences. I am curious
which influences make individuals who they are and what they are without their
up-bringing, cultural or social pressures.
In Sweet Rebellion I explore the joy of violence in contemporary riots in capitalist
democracies. The riot offers the pleasure of being against one’s system without
presenting better alternatives. Since obeying rules, without questioning them,
leaves little room for evolution, the attraction of violence, as a possibility to
consume extreme feelings of power, freedom, justice, or pleasure is strong. Also
for me, as the viewer, the fascination with the power of destruction has a strong
attraction. This fascination is mixed with the disgust of the evil other and a fear
of imminent change.
What I want to understand is the strange fascination with sweet rebellion. Sweet
because the desire for rebellion is long held back and in many ways unwanted.
Strange fascination because why is there an audience that wants to look on?
Why, even, do I want to look on?

trabandtsonja@gmail.com
www.dunkelgrell.de

Harmony I

Alexia Villard

The Forest
Upon the journey of our life midway,
I found myself within a darksome wood,
As from the right path I had gone astray.
Ah! But to speak here of is drearihood;
This wood is so wild, so stubborn, and so keen,
That fear is by the very thought renewed,
‘Tis Vitter like as hardly death had been;
But still to show the good, which thence I shared,
I must relate what I besides have seen.
- Dante comedy. (The vision of Hell, Canto I.)

The Forest is a narrative series, which explores the idea of the image as a
fragment: The fragment of another invisible image, hidden behind and around
the noticeable one. Together, the series revives these fractional invisible spaces
living between the images. In The Forest, the pictures function in connection
with one and other, in order to tell a story. The narrative is organised in different
sets (triptych or single images), each of them is telling a small story in itself,
substantive from the rest. Within the images, attention is centred on the three
characters, recording their actions and exploring the relation between their
bodies and the green nature surrounding. The staging sets out very stiff and
frozen positions, giving in a general sculptural impression. Almost as mud
statues, the characters are blending into the foliage. The actual story remains
mysterious: Who are these characters? What are they doing? Etc. The series
raises more questions than answers, inviting the viewer to get lost in The Forest
and to make up their own stories, deliberately opened, The Forest challenges
the viewers to gaze through the branches. The series constantly investigates
the relation between what is shown and kept secret, what is visible and what is
invisible…

www.alexiavillard.com

Untitled

Natacha Withªøft

The analogue world of
J. Birkett and others

For twenty years I wondered what was inside. This year I stopped peering
through the window of J. Birkett’s and stepped into another world.
Since first photographing inside J. Birkett’s radio repair and component shop
in Lincoln, my childhood home, I have been hunting for and collecting images
and textures inside other similar high street analogue or repair shops, both in
England and in Denmark, my ancestral home. They are shops that seem to not
belong to this world anymore. They make or fix things that most people don’t
use anymore, and their numbers are slowly diminishing, like a dying breed of
shops. I appreciate these places all the more because they might not survive for
much longer.
The images are inspired by De Certeau’s theory of the Everyday and bringing
what is usually perceived as the background into the foreground. Materiality
seems to be disappearing from our increasingly digital world. The texture in the
shops is something I crave; it grounds us in the world. The dust and marks of
wear and tear remind us of the passing of time and of our own mortality. When
I step through their doorways I feel like I have crossed over into another universe,
and I know that I want to photograph it.

www.natachawithoft.com

Untitled

Beilei Xiao

Window
My work designs an approach in the connecting of spaces. It explores an
experience of existence in inner space and outer space at the same time. For the
viewers, time and space are often observed from certain directions; in other
words, our perspective creates our memory related to the space and time we
experience.
Even an integrated and connected space can be divided into the inner space and
the outer space by our mind.
Actually, in terms of the issues related to the inner and the outer, I am proposing
it is the personal mix of space and time according to our mind, location and
perspective.
I have designed this installation to represent and present this complex spiritual
activity of all human beings.

xiaobree@me.com

Window

Shu Yi

Vanishing Act
We dream of travel throughout the universe, is not the universe within us? We
do not know the depth with our spirit, the mysterious path leads within. In us, or
nowhere, lies eternity with its worlds, the past and the future.
- Novalis

After suffering a stroke, brain scientist Dr. Jill Bolte Taylor discovered that our
brain, which controlled by two hemispheres, was designed to perceive space in
different manners. Furthermore, our perception of space, according to Henri
Bergson, has a direct impact on the way in which we experience time. When
we start to intentionally explore, there are increased signs, which allowed us to
question the presence of the space and linear time in the physical world, as well
as their status.
By recording the continuous state of different environments, this project is a study
of the relationship between both photography and spatial-temporal structure in
their pure state. The unique qualities and characteristics of photography allow it
to capture the traces of time and display an invisible dimension in the form of
light. The movement itself and light cooperates in the photograph and becomes
a visual representation of duration, it unshapes the object’s inherent appearance
and allows it to emerge in a form of composite impression, and this impression
is revealed on a flat surface through the participation of light once again.
Eventually,with the every gaze of the viewer, it makes this symbolic duration
gain eternal activity. Therefore, apart from its physicality, the photograph
possesses a new character, similar to meditation. Through the viewer’s observation
process, the information is being transferred from retina to the viewer’s brain,
thus, becomes some deeper consciousness of duration.

squirrellisa@hotmail.com
www.shuyi.co.uk

Untitled

Acknowledgements
The MA Photography 2012 students would like to express their deepest gratitude to
everyone who has supported them throughout their time at the London College of
Communication and made the Final Exhibition possible.
A very special thank you to MA Photography Course Director Anne Williams. We would
also like to thank Nicky Coutts and Wiebke Leister for writing the essays within this
publication.
We also want to thank our:
Tutors
Nicky Coutts, Tom Hunter, Wiebke Leister, Sophy Rickett, Paul Tebbs
Technical Staff
Ed Dimsdale, Wendy Ennis, John McCarthy, Daniel Salmon, Burkhard Vogeler
Donations for the MAP12 Fundraising Print Auction
Patrick Baldwin, Jamie Beeden, Nick Carmen, Gary Cohen, Susan Collyer, Tim Edger,
Anna Fox, Keith Green, Tom Hunter, Mark Jones, Alana Lake, Wiebke Leister, Patrick
Llewelyn-Davies, Kate Owens, Sophy Rickett, Philip Sinden
Patrons and supporters
Hotshoe International, Four Corners, Pro Copy Printing, Artful Dodgers Imaging
Design:
Visual Identity and print: Marcelo Deguchi. marcelomids@gmail.com
Logo: Marcelo Deguchi, Stefania Mattu info@stefaniamattu.com
Catalogue: Sonja Trabandt. trabandtsonja@gmail.com
Catalogue cover: Shu Yi. squirrellisa@hotmail.com
Website: Pablo Antoli. shot@pabloantoli.com
Marianne Bjørnmyr, Joachim Fleinert, Michael Furman, Almudena Romero.

www.map12.info

Marian Alonso Péréz
Song Nian Ang
Pablo Antoli
Mariana Arce
Marianne Bjørnmyr
Alexandra Boreham
Natalie Dawkins
Marcelo Deguchi
Xinjie Ding
Marcus Doyle
Karolina Dudek
Gabriela Fabrowska Poposki
Joachim Fleinert
Kit Fordham
Michael Furman
Timothy Goodman
Nathalie Joffre
Federica Landi
Mozi Liu
Yajing Liu
Meng Lu
Natasha Lythgoe
Francesca Marcaccio
Stefania Mattu
Tracey McEachran
Sara Moralo
Linda Motta
Richard Mulhearn
Simone Padelli
Andrew Porter
Keshav Prasad
Logan Riehl
Almudena Romero
Elisabete Santos Rosa
Bianca Salvo
Luca Spano
Bronia Stewart
Matt Theodore
Anaí Tirado
Natalie Tkachuk
Sonja Trabandt
Alexia Villard
Natacha Withøft
Beilei Xiao
Shu Yi

Front cover fraction from
essay by Nicky Coutts.

