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SOLID AIR
INTRODUCTION BY JIM CAMPBELL

All that is solid melts into air, all that 
is holy is profaned, and man is at last 

compelled to face with sober senses, his 
real conditions of life, and his relations 

with his kind - Marx & Engels, 1848

Your attention narrows and becomes locked onto the target of 
your anger. Soon you can pay attention to nothing else.

- ‘A Page of Solid Ink’ - Sam Spinks, 2021

The things that we took for granted, our modes of living and 
social communication, have been shaken so much that we 
have reassessed their worth. Marx and Engels were talking 
about revolution, but their words seem apposite given recent 
global events. The Covid 19 pandemic has had many effects 
on our mental, as well as physical well-being. The semi-isolated 
conditions that many of us have experienced in the last year 
have acted as something of a catalyst to fuel existential fires and 
prompt us to ask ourselves what we really value. What is worth 
pursuing? For these photographers that pursuit has been largely 
restricted, through lack of access to the former exotic targets of 
their curiosity, to what immediately surrounds them, or indeed 
their own self-image. With location and studio practices off limits 
for much of the year, these restrictions have put an emphasis not 
on the style of the photography, but rather on the nature of its 
subject, process and communication.
 These artists have certainly been forced into thinking 
clearly about the conditions of their lives and relationships. In 
spite of restrictions, or perhaps even because of them, we are 
able to consume their pictures as records of their values, tastes 
and identity. What has come to light in many cases is an empha-
sis on human sensitivity, vulnerability and fragility expressed 
through a number of pictorial genres. It is an art of affect, a 

feeling photography often dependent on established tropes of the 
natural environment. As we might expect there is a high degree 
of interiority about much of the work, which achieves a level of 
intensity unusual in comparatively young photographers. The 
work of Sam Spinks for example, is inspired by Ted Hughes’ 
Crow, a (self) destructive force that is obsessive, illogical and 
intuitive. Accordingly, Spinks’ gaze is restless and its mode is, 
in turns, landscape, portraiture, self-portraiture and poetry. The 
result is an erratic and profane conversation with himself, trying 
to come to terms with the contradictory nature of his devices and 
desires. It is both a confessional and an appeal at the same time, 
but it is unrepentant and revels in its pressure release.
 The projections of self onto subject is of course 
inevitable in photographic art, and the subtlety and honesty of 
its execution is impressive in much of this work. Maria Meco-
Sanchez, for example, has found creative release from loneli-
ness and depression in her work. She has visually moved 
through a period of mental anguish in her life, exacerbated by 
the pandemic, by reflecting on a childhood curiosity and playful-
ness that she wants to retain in her work. She has internalised a 
photographic approach that enables her to sublimate and project 
the darker imaginings of her mind onto diverse surroundings, 
once again including portraits and landscapes.

INTRODUCTION
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It took me time to realise that fear, like water, is capable of 
flooding every corner of your mind and all the moments and 
people you once identified yourself with, soon begin to drown. 
No matter how shiny those memories are, or how much you 
tried to listen to the same song that once made you dance, 
nothing is beating and your feet won’t move 

- Maria Meco-Sanchez, 2021

And once the storm is over you won’t remember how you made 
it through, how you managed to survive. You won’t even be 
sure, in fact, whether the storm is really over. But one thing 
is certain. When you come out of the storm you won’t be the 

same person who walked in 

- Haruki Murakami

‘The story begins around my brother Daniel’s 16th birthday, 
a time when he is neither a child nor a man, lost in the space 
between. In a time of rapid change, I use storytelling as a way 
to witness our journey, and the transient nature of the human 
experience. By channelling and questioning our experiences 

we come to terms with our fragility and vulnerability. 
The imagery is simultaneously autobiographical, 

documentary, and fictional.’ 

- Colm Moore 2021

Eugénie Shinkle, in reviewing Andy Sewell’s new book 
Known and Strange Things Pass, contrasted the literal nature 
of photography, beloved by writers such as Roland Barthes, with
the possibility that it might be capable of picturing the unrep-
resentable. This power of suggestion is a crucial ingredient in 
allowing the kind of encounter that communicates the potency 
or profundity of art. This ‘incomplete utterance’ is very complex, 
especially when we are considering images in series, and 
photography can work in a number of different registers, like 
the written word can. Whilst Spinks’ photography reads like a 
dialogue, Meco-Sanchez on the other hand, communicates in a 
more diaristic mode. Both rely on metaphor, but more precisely 
both are intensely emotional.

INTRODUCTION

In a recent UWE symposium called Global Perspectives, Ying 
Ang spoke about how her work had shifted from an objective 
documentary style to something that was very much more ‘first 
person’. Her recent book The Quickening invites us to look 
through her eyes and relate to the emotions that she is experi-
encing. There is little doubt that this swing towards intensely felt 
subjectivity has become more marked during lock-down. Even 
when the subject of the work is not the thoughts and feelings of 
the photographers themselves, as it is with Yang, Meco-Sanchez 
and Spinks, they are certainly not distanced or anonymous.

Family has become a central concentration of recent photo-
graphic practice and in the work of Eleanor Beale and Colm 
Moore, for example, we see a deeply felt and sensitive depiction 
of siblings. Moore’s work focuses on his brother Daniel and 
his transition to adulthood. The work is a close collaboration 
between Colm and Daniel, featuring mutual empathy and 
affection. Very often Daniel is photographed in a natural setting 
and the imagery is reminiscent in tone of books like Bryan 
Schutmaat’s Good Goddamn, whilst the mixture of colour and 

Eleanor Beale’s work on the other hand is more playful, but 
with an undertone of obsessive gravity. It feels very much like a 
mutual photo-therapy in which the sisters work on simple every-
day scenarios, but with more conscious design and performance 
than Moore. They are recalling and replaying memories of their 
childhood in storyboard form. The images have a very British 
quality in the formal and direct address to the 6x6 camera, the 

suburban setting of the images and the clothes that Daisy wears. 
In a year when the Turner Prize short-list comprises entirely of 
artists’ collectives, this work is another potent collaboration all 
about personal growth and overcoming obstacles. The trust and 
bond between the two of them is apparent and the process is, 
according to Beale, more important than the outcome, which is 
nevertheless, subtle, funny and moving.

black & white, as well as the soft textures of the landscapes, are 
reminiscent of Raymond Meeks’ recent work. In common with 
many of his peers Moore’s work is very well informed whilst 
retaining a fresh and direct representation of a subject close to 
his heart. Along with Spinks and other photographers in this 
book, like Luke Batchelor or Oliver Charles, the work feels like 
a new school of visual poetry that avoids bravura in favour of 
affect. There’s no spectacle in Moore’s photographs, they are 
introspective and, like Meco-Sanchez, semi diaristic in nature.

Myself and my little sister Daisy didn’t have a very strong 
relationship growing up, it wasn’t until our teenage years 

where I began to explore her autism using photography, that 
we finally began to understand each other as people. Every 
part of our process is collaborative, we make every decision 

together because this is her story and our relationship. 
- Eleanor Beale 2021
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In stark stylistic contrast to Beale’s work, Mimi Spendiff’s 
imagery is entirely metaphorical. In many ways she is dealing 
with similar themes of mental/physical health and memory, 
but the results are projected onto unpopulated interiors and 
landscapes. The images emphasise texture and movement to 
examine her own responses to her condition. Like Beale, she 
is interested in using photography as a therapeutic tool. 
Her recent work Dawning follows her monthly cycle and 

experiences with Premenstrual Dysphoric Disorder (PMDD) 
from beginning to end, narrating the impact of the cycle using 
both sculpture and photography. PMDD is a severe and chronic 
hormonal condition affecting women like Spendiff both mentally 
and physically. It is also largely understudied and commonly 
misdiagnosed, leaving many women isolated and traumatised. 
Dawning aims to open up further conversations surrounding 
PMDD and other menstrual disorders. 

Whilst Spendiff deals with an under-represented female condi-
tion, Delphi Ross turns her gaze on the male subject. Man Up is 
a project that responds to the pressure on men to conform to a 
stereotypical tough guy role that encourages them to be unfeel-
ing, resilient and unable to open up and express their emotions. 
Through image, text and video she was able to experience a new 
world of male vulnerability and the damaging effects of these 
pressures, by a reciprocal exposure of her own mental health 
to the subjects. Again, as with much of the work in this book, 
and against the odds in terms of access, the work is a creative 
collaboration.

I began this project with the intention of taking a deeper and 
more intimate look into men’s mental health, a subject that 
is often overlooked. For me photography is about intimacy. 
It is about sharing a moment with another human. It is about 
private spaces. Creating a safe space to listen, to understand 
and to grow. 

- Delphi Ross 2021

@jimcampbellphoto 
photobristol.co.uk

Perhaps having a direct means to express themselves in diverse 
ways has given these photographers an effective weapon in 
the fight against the psychological pressures that have been 
exacerbated by the pandemic. They have certainly learned how 
to be reflective and take themselves out of the social media echo 
chamber in order to react to rapidly evolving living conditions.
 Over the past few years, the subculture of photography 
in the UK, and further afield, seems to have grown exponentially 
to the extent that creative photographic practice, by its very 
nature of intimate human engagement, has become a significant 
political position in and of itself. As Delphi Ross says, the work 
she enjoys the most is when she is able to place herself within it. 
Whether as a photographer, subject or audience, she wants to be 
able to fit in somewhere and understand the stories she is being 
told. She wants to feel these moments, not just to see them.
 Covid 19 is a pandemic of epic proportions, the like 
of which we hope never to experience again. It has however, 
forced us into a re-assessment of real conditions of life and 
relationships with our kind. The creative reflections and imagery 
in this book represent a sensitive response to the very difficult 
circumstances in which they have been produced.



12

OLIVER CHARLES
Moat
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This is a project looks at relationships 
between people, places and objects. 
Oscar’s Grandfather and Mother are the 
figures in it, but the work is as much to 
do with autobiography and metaphor, 
as portraiture. He uses memories and 
conversations as the starting point, with 
imagery constructed from an interpreta-
tion of these fragments.

@oliverjcharles
oliverjcharles.com
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Colm’s series began around his brother Daniel’s 16th 
birthday, a time when he is neither a child nor a man, 
lost in the space between. In a time of rapid change, 
Colm uses storytelling as a way to witness their jour-
ney, and the transient nature of the human existence. 
By channelling and questioning their experience they 
come to terms with their fragility and vulnerability, as 
they make their way through the world. The imagery 
is simultaneously autobiographical, documentary, and 
fictional. This is a work in progress which Colm began 
a year ago, and will continue until Daniel turns 18.

@col.mm
colm-moore.com



ESTEFANIA HIDALGO
Good Birth

Estefania is a photographer and visual artist, born in Caracas - 
Venezuela. She uses her perspective as an immigrant WOC to 
highlight stories about culture, gender, minorities and social con-
structs. She is curious about finding untold narratives and trans-
lating them into visual form. As an artist, she is interested in using 
photography as a means to understand our attitudes and feelings, 
and opening discussions about uncomfortable important topics. 

Good Birth, is a visual exploration of Eugenics. This project is 
an attempt to understand Eugenics, its impact on society and the 
artist’s personal connection to this dangerous pseudo-science. 
Throughout the process, Estefania continues to raise questions 
about the bias that exists in science, about power structures, and 
about the repercussions of the categorisations that humans have 
created in order to control the uncontrollable. 



22 @hola.estefa
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JEMIMA WEIR
Fever Dream

Jemima Weir is an experimental fashion and portraiture photogra-
pher. Her work is a mix of retro-futurism and psychedelic film 
influences. The imagery focusses on people and landscape and 
by manipulating her surroundings, using colour and experimental 
techniques, she seeks to create new stimulating photography. 
 The pandemic provoked a lot of people to experience 
bizarre and unsettling dreams. Fever Dream is an ongoing project 
that visually interprets Jemima’s own unnerving dreams since 
the start of the pandemic. By documenting all of her dreams in a 
diary, Jemima then uses her camera to translate this vision to pho-
tographic form. The series is heavily influenced by the psychedelic 
movement of the 1970s. 

I don’t want people to fully understand what my dreams are 
about; but rather to relate in their own ways to my imagery. 
My work is always open to personal interpretation.



26 @JemimaWeirr



ALESHA HICKMANS
The Promise of Happiness

Alesha is a fashion and editorial photographer who embraces the 
playful and experimental nature of the medium. Her work is very 
collaborative and involves strong elements of styling and attention 
to detail in order to communicate narrative in her photography. 
Working with other artists, designers, stylists, hair and make–up 
artists, and filmmakers, has become a vital part of her process. 
 Last year, Alesha was invited to photograph at both 
New York and Paris Fashion Week which enriched her knowl-
edge and love for fashion photography. Most recently, Alesha has 
created a body of work re-visiting a favourite childhood novel, The 
Famous Five by Enid Blyton. Through capturing modern clothing 
in a fashion idiom and using a range of diverse re-imagined 
characters, Alesha aims to tackle social issues identified within 
the original series of books, such as racism, homophobia, and 
sexism. This project titled ‘The Promise of Happiness’ has been 
made into a magazine and an accompanying short film.

@aleshahickmansphotography
aleshahickmans.com
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MARIA MECO 
Half Shadow

Maria Meco is a Bristol based Spanish photographer. 
Her work is a marriage of Documentary, Fine art and 
Portraiture, which aims to walk the border between 
fiction and reality. Half Shadow is a visual diary of 
Maria’s journey through and understanding of mental 
health. Having experienced depression herself for 
the past 18 months, the project comes as an intuitive 
reaction that aims to use the act of being present to 
navigate and decipher the unrelenting storm that 
clouds our minds. @maria_meco94

mariameco.com
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ELUNED MICHAEL-WHITE
We All Fall Together
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The earth’s climate has stayed consistent 
over many centuries. It has, however, only 
taken a small change in temperature to 
have a massive effect on the climate of the 
earth. Today our climate is two degrees 
hotter than it should be and although it 
may appear to be a small increase, these 
two degrees can have a devastating effect 
on parts of the world. Glaciers have begun 
melting. The ice on lakes and rivers have 
stated to break off earlier each year. The 
suitable habitats for many animals and 
plants have been significantly reduced 
and trees have begun flowering earlier in 
the year. We are all seeing an increase in 
temperatures throughout the world, with 
warmer and longer heatwaves in the sum-
mer, and higher frequencies of flooding 
with greater effect. 
 

@2rerfe@elunedmichaelwhitephotography
elunedmichael-white.com

This work by Eluned Michael-White 
entitled We All Fall Together is a project 
that looks at our relationship with nature. 
Taking inspiration from the story of Adam 
and Eve and The Fall of Man, she draws 
similarities between their story and the 
one we currently find ourselves in, that of 
a man-made dystopia. The story is one of 
realisation and disillusion, towards the the 
place they live and the consequences that 
follow. Eluned creates a world of beauty, 
darkness and decay, representing man and 
woman in a world where nature is dying; 
and unlike Adam and Eve, there is no-
where else for humanity to live. Collective-
ly we are taking our environment for grant-
ed and in recent years the consequences 
of this have become increasingly obvious. 
With our summers getting warmer and our 
winters wetter We All Fall Together creates 
a cautionary tale.
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BRONWEN SUMMERWILL
Nostos

Admitting you need to take a step back 
is never easy. Especially when the world 
seems to be moving at a thousand miles 
an hour, and the pressure is on you to 
always be one step ahead. This project, 
Nostos, explores a process of returning 
to a place of security in a time where 
everything is so uncertain. For most, 
going to University and moving away 
from home is a liberating experience, 
allowing an expression of individuality 
and a sense of freedom.  What happens 
however, when instead you feel an intense 
homesickness? Nostos is the Greek word 

for “Homecoming”; the idea of returning 
home after a long journey, especially by 
water. After experiencing what can be 
described as a loss of identity during her 
studies, travelling back home has allowed 
Bronwen to try to reconnect with herself 
and find a safe space to reflect on her 
practice. Beginning as an exploration of 
the River Thames, and its connection to 
her hometown, Nostos has morphed into 
an introspective exploration of identity. An 
exploration of nostalgia, of purpose, and 
of hope.



42 @bronwen.s
bronwensummerwill.com
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ROSIE HARDING

Rosie Harding is a photographer who captures 
encounters with the everyday. Her work attempts 
to make sense of the world through dichotomies 
and making connections between opposites to 
reveal the interconnected nature of being. Un-
derpinning this is a fascination with the duality 
of photography as both an expressive art and an 
objective rendering of reality. 
 Her ongoing project examines truth, 
fiction, and the point where these two elements 
meet. Inspired by reading magical realist litera-
ture Rosie calls into question what we, in western 
culture, place value on as being ‘real’. 



46 @raharding_
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EMILY CHALLENOR-BUTT 
Gutter Girl

Gutter Girl is a punk-inspired project that reflects on Emily’s mental health 
and her unique perspective on the world. She uses art as a cathartic prac-
tice in order to expel negative feelings and make other people, that may feel 
the same way, aware that they are not alone.



@instagram
website

50 @iamguttergirl
guttergirl.co.uk
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TOUCHING
WORDS AND PHOTOS BY
LIZ HINGLEY PHOTOGRAPHY

@lizhingley1
lizhingley.com

Over the last year and a half 
the world has undergone an 
unprecedented experiment in 
touch deprivation. Everyday 
physical touch became a source 
of stress — and a negotiation 
of personal boundaries — in 
a way that it never was before 
the Covid-19 pandemic. The 
visceral human need for touch, 
that “mother of all senses”, was 
curtailed and the implications 
will undoubtedly take years to 
unfurl.

Photography has never been more central 
to the way societies communicate with and 
understand the world in all its dimensions. 
Through the digital sphere it criss crosses 
around the globe in immense volume, 
creating a shared record. Alongside the 
immediate desire to use the accessibility 
of the medium to document and exchange 
stories of lived experience, the pandemic 
has shone light on the sensorial qualities 
of photography. Philosopher Maurice 
Merleau-Ponty (1942) was one of the first 
to reflect on this attribute. Through his 
writing he posited that photographs are 
a slice of time cut out of the ‘flesh of the 
world’ where everything is touching.
 The intimate and sensitive 
projects held in this publication were 
created during the Covid-19 pandemic, 
when social distancing placed immense 
constraints on creative practice. The 
photographers we meet here illuminate 
the complexities of this time by using their 
cameras to open windows onto experience 
and feeling. The resulting images carefully 

reveal and probe the interconnections 
between reality, emotion and imagination.
 In Thinking photography beyond 
the visual? (2009), Elizabeth Edwards 
argues that photography is sensory. Pho-
tographs carry the stories of their making 
- the moment, context, actors -  they can 
hold many meanings, in which signs, 
sounds and touch merge. The careful focus 
on the contours of skin, awkward details in 
the landscape, the angle of light and moods 
of colours, framed in-between these pages, 
illicit strong physical responses. Encoun-
tering them we move from the objectifying 
limits of vision into a broader experience 
involving all of the senses. Photography 
can make you feel alive precisely because it 
is an embodied exchange with the world.
 Making photographs gifts 
us with an ability to order, frame and 
recalibrate the world around us, our family, 
our bodies, environments, relationships 
and dreams. The process of connecting, 
shaping and elaborating on the stories 
we tell others, and ourselves, offers a 
means of self-protection, self-control and 
self-definition. But it is more than this, it is 
about engaging in a generative and sensory 
conversation. When I have felt numb to 
life, my camera acted as a catalyst to find 
new and deeper feeling. During periods of 
grief, when I had no words, it mobilised 
me to focus on the spectrum of colours in 
everyday life, and empowered me to relate 
through the physical and visual process. 
Roland Barthes describes this potential 
of photography aptly in his seminal book 
Camera Lucida (1980), as an active 
conscious and unconscious dialoguing 
with the world and ourselves.
 Photographs, stimulate 
tenacious connections, the things we 
bring with us though our own personal 
understanding of the human condition, 
enquiry and perhaps compassion. In 
The Magic of Photography (2015) 
Charlotte Cotton writes that photographs 
call - instantaneously, and without our 
consciously knowing it - upon our capacity 
to script our own reality, to conjure 
imaginative and open-ended experiences, 
trains of thought, in the viewer. This 
inherent feature of photography, the 
shifting relations between subject, 
photographer and viewer, have structured 
thinking about the medium almost since its 
inception.
 Historically photography has 
been a means to categorise and separate, 
but more and more it can be seen as a 
means of bridging social and physical di-

vides, enabling people to relate and ‘touch’. 
Since the invention of the camera, one of 
photography’s primal functions has been to 
make sense of the world. It has been used 
to capture and shape cultural systems, 
institutions and class structures. The fact 
that visual history has been categorised 
and narrated by the privileged few, is finally 
being reappraised. Today, with the perva-
sive impact of the web, social media and 
mobile camera technologies, the present 
and the future can be narrated by the many. 
Recognising and playing with the sensory 
nature of the medium has never been more 
accessible and enlivening.
 Photographs can’t hold your 
hand, but their specific grounding qualities, 
such as their basis in reality, may deeply 
stimulate the senses and nourish our need 
to relate in times of touch hunger. The 
medium in all it’s genres - from fashion 
and landscape, to family album and fine art 
- can ‘open horizons’ beyond the micro-an-
alytical to offer fresh perspectives on wider 
social organisation and human emotions. 
The work we discover here is potent and 
affecting in decidedly new ways, because of 
the period of time in which it was made.

References

› Barthes, R., 1981. Camera lucida: 
Reflections on photography. Macmillan.
› Cotton, C., 2015. Photography is Magic. 
New York: Aperture.
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› Field, T., 2014. Touch. MIT press.
› Merleau-Ponty, M., 1983. The Structure 
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Referenced in text as SB. (Originally 
published in 1942.).
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EMILY JONES 

Emily Jones is a documentary and portrait 
photographer. Her work often explores the 
connection between people and place, by 
following the same subject over a signifi-
cant period of time. 
 This series examines her father, 
his childhood and how his own father in-
fluenced his life. The work is based around 
an archive of her father’s and grandfather’s 
belongings. It presents us with an index 
of objects, portraits and archival scans – 
each capturing a moment in her father’s 
life. The project aims to remind us of the 
importance of documenting things and 
holding onto treasured items. 



56 @emilyjones_photography
emilyjonesphotography.uk
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JOE BARTON
Lesson’s In British Values

Joe’s work drifts between the realms of 
documentary, street photography and fine 
art. His images often have a graphically 
driven aesthetic and his projects are most-
ly inspired by societal observations shot 
with a satirical eye. 
 Joe’s work Lessons in British 
Values aims to question ‘British Values’ 
that are promoted and assigned to us 
from a young age. The work looks to point 
out the absurdity in these empty labels, 

finding subjects that he feels reflect a more 
realistic account of the British experience 
and represent the socio-political state of 
this era. Joe’s satirical eye searches for 
the bizarre within the mundane to portray 
this broad topic, touching on the theory of 
post-truth and its place in modern British 
culture. The images aim to challenge the 
idealist narrative we, as a nation, attempt 
to portray to the world.



60 @joebartonphoto
joebarton.pb.photography
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Reece Hannon is a documentary photogra-
pher and visual storyteller from Peterbor-
ough, UK. As an artist who works close 
to home, he is interested in capturing 
transient moments from everyday life, 
preserving personal experiences, and 
exploring intimate subject matter. 
 Reece’s project investigates his 
family’s gradual departure from Catholi-
cism, following the realisation that previ-
ous religious beliefs and traditions, which 
formerly held considerable significance, 
had quietly been phased out over the 
years. To explore this shift, Reece com-
bines naturally lit contemporary portraits, 
still life, and architectural photographs 
with digital scans of archive images from 
family albums, which landmark the vari-
ous religious events that no longer occur. 
Through re-visiting his childhood church, 
St Peter & All Souls, the documentation of 
its unchanged interior space, and damaged 
foundations laid the groundwork for his 
project, providing a visual metaphor for 
the deterioration of faith. Lastly, as well as 
reflecting on his personal apostasy, Reece 
centres the body of work around his still 
zealously faithful grandmother, Breige 
Hannon, and how the regression of Cathol-
icism in the family has affected her beliefs 
directly.

REECE HANNON 



64 @reece_ha 
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ELLA MCMAHON
Debauchery

Ella’s most recent body of work, Debauchery, 
aims to create a narrative which explores the 
themes of kink, identity, surrealism, and fem-
ininity. The images delve into the relation-
ship between fetish and fashion and looks 
to gain a greater insight into the community 
that has formed around kink-wear. The im-
ages also explore the themes of roll play and 
adapting new personae through costume and 
performance. The images produced in this 
series have bold and intrusive undertones, 
they are raw and reflect a level of intimacy 
throughout.
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@ella_jpeg
ellamcmahonphotography.co.uk
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BEN WESTCOTT
Top Bins 
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Top Bins is a project that explores football and our connection to it. 
The reach that the sport has is global and Ben has often found solace 
in discussing the weekend’s games or reminiscing about the time he 
spent playing; this seems to be true for anyone who has been involved 
in football one way or another. But as the game moves to a more 
commercial focus, fans are being forgotten. This project explores the 
impact football has had on him and the variety of ways it has influenced 
the lives of so many. Taking a broad approach, Ben photographs former 
teammates, memorabilia, and landscapes that spark memories for all 
those who have a history with the game. 

@benwestcott_photo
benwestcottphoto.com
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GEORGINA SMITH 
Fractals 

Fractals: Infinitely complex patterns 
repeated in nature that hold naturally 
calming properties, driven by recursion.

Georgina Smith is an experimental 
photographer, exploring how photopolymer 
gravure supports her photographic practice 
and the support it gives as a therapeutic 
process. Fractals is a work in progress 
exploring her relationship with nature, 
developing an understanding around how 
house plants hold beneficial properties that can 
improve an individual’s well-being. Georgina 
pinpoints how imagery and alternative print 
methods can coincide with one another to 
express a sense of mental well-being. 
 Using gravure to translate her 
images into a textural and visual output allows 
this traditional printing process to become 
a therapy of its own. Experimenting with 
this process has afforded a more intimate 
connection between herself and the work. 
The process has contributed to Georgina’s 
understanding of how plants communicate a 
personality, adapt to their new environments 
and how they learn to purify personal space. 



@georginasmithphoto
georginasmithphoto.com
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JAMES BOOTH
Plot 116

James Booth is a documentary photogra-
pher utilising an expansive practice of 
mixed media formats to articulate his 
interest in notions of home as a specialist 
subject matter. In his most recent work, 
personal reflection and a wider contextual 
understanding of the significance of our 
relationships to home are applied to a de-
veloping interest in new build housing as a 
relevant discourse. Plot 116 is contextually 
driven by comparisons between traditional 
definitions of suburban living and modern 
housing developments, highlighting the 
remaining relevance of utopian ideals 
within new build estates and potential 
impacts on societal attitudes prompted by 

repetitive design. Additionally, the work 
explores relationships between the natural 
and constructed by contemplating the 
ways in which landscapes develop through 
time. The visual language in this work 
transforms and unravels what we know 
into a new form, much like the course of 
housing developments in recent times. 
Employing an array of traditional and 
contemporary techniques James challeng-
es the boundaries of the photographic 
medium, as regards documenting the built 
environment, by progressively interpreting 
the ever-changing and crucial future of life 
at home.
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MARTHA DUGGAN

This ongoing project is Martha Duggan’s 
personal exploration into femininity and 
the meaning of the gaze by following the 
narratives of the women in her life. 
Photographing emales from different 
stages in their lives, these photographs are 
an opportunity to push the boundaries of 
what the gaze is, taking inspiration from 
feminism, Greek mythology, art, poetry, 
film, and social media to see how this 
affects all women despite generational 
gaps and differences. This work feature’s 
themes of identity, belonging, place, and 
purpose through portraiture, still life, and 
documentary photography.
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JOSE VEGAS

When the Wind Turns Blue is an ongoing 
introspective project reflecting the journey 
of self-discovery over the 18 years that 
Jose Vegas has lived in the UK. It conveys 
feelings of stagnation and anxiety from 
being lost on the path towards personal 
fulfilment and understanding. 

Jose Vegas is a portrait and documentary photographer with a passion for creating honest 
and contemporary images that bring out his subjects’ true essence. His portrait work is 
characterised by clean, sharp and carefully composed images, whilst his documentary 
projects are focussed on exploring the human condition, psychology and culture.
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@_josevegas_
josevegas.co.uk
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Amber is a photographer and visual artist 
who explores conceptual themes sur-
rounding the self, mental health, gender 
and the representation of the body. She 
generally shoots self-portraiture, a way to 
introspectively perceive and understand 
her physical self and the repressed emo-
tional chaos that conveys itself through her 
photography. Her work seeks to engage 
in conversations surrounding the benefits 
of using art as a therapeutic tool and 
demonstrating its value for reflection and 
self-acceptance. 
 Her recent project Self is a 
personal endeavour to heal and forgive her 
body after battling anorexia, an attempt to 

AMBER BROOK 
SELF

discern all that the body is and acknowl-
edge its potential and beauty. Inspired by 
the likes of Harry Callahan, Edward West-
on and Man Ray, she treats her body as a 
subject, abstaining from the lustful gaze. 
The project is also a reflection on our ten-
dency to sexualise the naked female body, 
much in the same way we feminise the 
flower within art and associate its attrac-
tiveness with that of the female anatomy, 
despite the flower being both male and 
female. It focuses on observing and seeing, 
an attempt to learn how to overcome the 
sexualisation of the male gaze, offering 
evidence for how the naked body is not 
always erotic. 

@amberbrook.photography
amberbrook.co.uk
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SOMETIMES 
A SILENCE

WILL CUT THROUGH 
SOUNDSWORDS AND PHOTOS BY

JOSH ADAM JONES

Dad (Keith Furlong Jones) 2020

When I was at my worst, leaving the house was 
an impossible task. The friends I had left were 
unsure of how to treat me, my parents did not 
know how best to help and my partner at the 
time ended the relationship because I was no 
longer the person she fell in love with. Living 
with mental health issues can be physically and 
emotionally draining, not only for the individual 
experiencing the effects but also for the people 
closest to them. Although circumstances have 
changed since I was housebound before it was 
compulsory, the things that held me back are 
still there but I have just found better ways to 
manage them. 

The conversation about mental health and its treatment has 
developed considerably during my lifetime, yet some social 
stigma still remains. I recall Dad speaking openly about his 
mother’s experiences of mental health treatment. He was 12 
years old when Nan was admitted to a psychiatric hospital to 
receive electroshock therapy. I can only imagine how, at such 
a young age, witnessing your own mother experiencing severe 
mental distress must have been, let alone knowing of the inva-
sive treatment she was going through in hospital. It’s difficult 
for me to grasp that this was normal practice just 50 years ago. 
Throughout history, differences in mental health have been 
(mis)labelled and attributed to the likes of supernatural causes, 
deity trespassing or idiosyncratic balances of ‘humors’ in the 
body (Kelley et al, 2020).

In relation to my personal life, these events have informed 
my understanding of mental illness, whilst influencing a 
creative response for self-help. Over time, my ‘role reper-
toire’, which according to psychotherapist J L Moreno is a 
“complex set of attitudes, beliefs, expectations and skills 
that make up units of behaviour” has adapted, therefore 
meaning I am better equipped to deal with significant life 
events and periods of adversity (Gershoni & Lipman, 2006). 
Photographer Jo Spence was diagnosed with breast cancer 
in 1982. Prior to this, Spence was an industry professional 
who assisted Keith Kennedy in the 1970’s with his ‘group 
camera’ project, later incorporating Kennedy’s techniques 
within her own practice. Her existing ‘role repertoire’ could 
be seen as a valuable asset in her therapeutic application of 
her arts practice. The artist “had no need to spend valuable 
time acquiring any extra skills but could instead quickly 

apply her already-existing knowledge base to the task of 
organizing her own health survival program” (Dennett, 2009: 
10). Spence’s application and use of photography shifted from 
a professional practice (she was an experienced photographer 
with a successful portrait studio in Hampstead) to a deeply 
personal exploration of and reaction to an adverse physical and 
mental health challenge.
 My own relationship with photography has morphed 
and become adaptive over time, influenced by life events, but 
it’s a relationship that feels somewhat toxic and disjointed. For 
almost a decade in one way or another I have been absorbed by 
photographs and visual media; from GCSE Art photo-montage 
to photographing music events whilst at College, and from 
building a commercial practice to only recently fully under-
standing what ‘personal work’ means for me. Intertwined with 
this relationship with photography is a constant internal battle 
of balancing career ambitions with the usual demands of life; 
constantly trying to figure out exactly which direction both 
things will take. Photography means something different to us 
all, and I think the reason I keep coming back is this meaning 
is always shifting for me.

Graveyard Stratford-upon-Avon, 2018
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Until recently, my practice had been outwardly facing. I had not 
wanted to explore and attempt to resolve my own life through 
photography, and perhaps looking outward was a form of cop-
ing in itself. Those who know me probably would describe me 
as extroverted, but this is a way of shielding myself from insecu-
rities and anxieties. When my paternal Grandfather passed 
away in 2019, his death came at a time of transition. I was 
planning to use photography to reconnect with Dad’s side of the 
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family, utilising our existing family archive and creating new 
work. The day I found out that Grandad was unwell in hospital, 
I was at our family home sifting through picture albums my 
mother has lovingly (almost obsessively) created over the years. 
Later that day, we visited him in hospital to find him sleeping, 
occasionally writhing with discomfort and pain. Seeing Gran-
dad like this, the first time in years with his son holding his 
hand, softly speaking comforting words was intensely emo-
tional. Amie, my sister was pregnant at the time and I couldn’t 
help but notice the significance of new life coming after death, 
in a poetic, cyclical kind of way. I had not dealt with death 
on such a personal level before and so the event affected me 
deeply, causing a spontaneous creative response that utilised 
my existing ‘role repertoire’ to assist with healing. I didn’t know 
what kind of work I wanted to make and I couldn’t foresee the 
endpoint of completing this project, but I think that’s one of the 
reasons why the process has helped and continues to help so 
much. 
 Piecing together this work in response to Grandad’s 
death has been a catalyst for better understanding my family 
history of mental health problems, whilst also contributing 
to my own personal therapy. The work (Sometimes A Silence 
Will Cut Through Sounds) takes its title from Kafka on the 
Shore, a novel in which identity, family and Freudian fears are 
confronted (Murakami, 2002). Within this imagined world 
crafted by Murakami, the leitmotif of birds is resurfaced, as 
well as “exquisite ears, jazz records and beer” found elsewhere 

in the author’s oeuvre (Branigan, 2003). I began this project as 
a response to an emotional event, whilst being loosely inspired 
by Murakami’s character, Miss Saeki and her observations of a 
bird perched on a thin branch swaying in the wind, compensat-
ing by bobbing its head up and down, making up for the sway of 
the branch. “Don’t you think that kind of life would be exhaust-
ing? Always shifting your head every time the branch you’re 
on sways?” (Murakami, 2002). I like to think we are all just 
like small birds perched on a branch, constantly shifting and 
adapting to make the breeze more bearable, whilst deep down 
hoping the branch doesn’t break in the wind.

Grandad (Frank Furlong Jones) preparing the grass for the Gold 
Cup race meeting at Cheltenham Racecourse. Archival photo-
graph courtesy of Gloucestershire Echo (circa 1988). 

Ireland, 2018

@joshadamjonesphoto  
joshadamjones.co.uk
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KAYA OATLEY
Bathtime
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Kaya is a Bristol based photographer whose practice is rooted 
in research into sociology, psychology and general social theory. 
The research is used as a base to create photography around 
issues and communities close to her heart. Her work has focused 
on multifaceted and complex topics such as Camgirls and how 
some women find true empowerment and freedom from the 
experience. She is also currently working on Bathtime, a series 
of images made in her aggressively 70s bathroom with the people 
she lives with. The project ponders bath-time as a gateway into 

the playful mindset it often is for children, and the space of quiet 
and peace it can be when you are grown up. Drawing on the 
writings of Johan Huizinga (Homo Ludens) about the ‘magic 
circle’ which describes play as happening in a space which has 
its own rules and rituals that don’t apply outside of that arena, 
that the participants negotiate and agree together. This body of 
work aims to create space for both photographer and subject to 
explore these relationships through the childhood lens of playful 
masquerade.

@kayaoatleyphotography
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Sara Getson is a photographer from 
Cornwall, currently based in Bristol. 
Her work largely concentrates on and is 
inspired by fashion and music. 
 Visions is a series of imagery 
that reflects music in photographic form. 
The project is a collaborative process 
with different musicians, in order to make 
artwork that is a metaphorical reflection of 
their music. The process involves listening 
to the music and interpreting the score & 
lyrics in order to portray Sara’s affected 
response to the song through images. For 
each piece Sara makes a series of different 
photographs that represent the song; this 
process involves a lot of experimentation 
until finding an approach that works.  
 The pictures are designed to act 
in visual counterpoint to the music and not 
to illustrate it. By using colour, symbolism 
and narrative Sarah seeks to create a 
sense of emotion and reflect her own 
responses to what she hears. 

SARA GETSON
Visions
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OSCAR MORLAND
Harvest

Oscar Morland is primarily a documentary photographer. In Harvest he looks at the 
way a small-scale artisan business creates products for Borough Market. Working 
with a limited team and often having a very hands-on role in running his business, 
this example is typical of the artisan mindset and business plan. The images aim to 
show a more realistic depiction of the countryside, whilst still celebrating the unique 
character that artisan production brings to food culture more generally. As this is an 
ongoing project, he also aims to make work with companies that mass-produce food 
on larger scales. 

More information about his collaborator can be found at his website: 
www.foodandforest.co.uk 

@oscar_morland_
oscarmorland.com
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JOHN CASTILLO
Ready To Burn Rubber
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John Castillo is a Bristol based portrait, 
street and documentary photographer 
focusing primarily on capturing everyday 
people in their everyday environments 
using a range of photographic methods. 
John is also works with moving image by 
creating music videos with up and coming 
artists. Collaborating with other artists, 

musicians, directors, photographers and 
filmmakers, has become an important part 
of his practice. 
 Ready to Burn Rubber is his 
latest body of work where he explores the 
connection between car enthusiasts and 
their vehicles, looking back specifically at 
their earliest memory of how their passion 

for motor-sports started. The project aims 
to go beyond simply capturing cars, by 
unravelling the different aspects of mo-
tor-sports and encapsulating the environ-
ment as well as objects that they identify 
with in relation to their passion for the 
motor-sports culture.
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HATTIE CHORLEY
Nature of the Body
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Nature of the body, is a project about body empowerment and 
increasing positive thinking as well as being comfortable with 
your own body and appearance. The images that you see are self-
portraits of Hattie. The reason she chose to shoot self-portraits 
was to help build her self-confidence. 
 Since Hattie first started this project her ideas of 
an outcome have drastically changed in scope, as she is now 
beginning to create jewellery out of waste and recyclable 
material in order to further embellish the landscape of the body.

@hattiechorley_photography
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ROSIE HANNAFORD
Desiderium

Desiderium: an ardent desire or longing, 
especially a feeling of loss or grief for 
something lost. 

Rosie Hannaford is a fine art documentary 
photographer who uses photography as a 
creative medium to express her emotions 
and thoughts.  Desiderium is the physical 
exploration of the desire for the simplic-
ity and innocence of childhood and the 
contemplation of life as we know it. The 
series explores a place prominent in Ros-

ie’s childhood and how visiting after a few 
years away shattered her once enchanting 
memories of it. Looking at the farm with 
more experienced and wiser eyes, what 
once seemed like a place of endless pos-
sibilities, became a place of the past. The 
introspective nature of the work reflects 
the yearning the photographer feels for 
childhood. A time full of carefreeness 
with no worries of the future or responsi-
bilities. The project has a loose intuitive 
approach and the photographs are often 

out of focus, or of reflections and the play 
of light across surfaces. The intention is to 
offer the viewer an open-ended narrative 
for them to complete through reference to 
their own experiences and memories. The 
series is an amalgamation of photographs, 
some of which are bleak and convey the 
cruel nature of the farm. Others highlight 
moments of beauty and articulate a more 
positive spirit of place. 
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SAM GILFELLAN
K65

K65, is a photographic narrative exploring 
the legend of a disappearing Nazi train 
rumoured to have been carrying over 
300 tons of gold and other valuables. The 
train disappeared in the last months of 
the second world war between the cities 
of Wrocław and Wałbrzych in Poland, an 
area now known as K65. Many have tried 
searching for the treasure over the years 
with the search gaining international news 
coverage back in 2015. Years after the 
train disappeared Project Riese (German 

for Giant) was discovered in the area, a 
huge network of underground tunnels 
connecting the nearby Książ Castle with 
its surrounding woodland. The bunker can 
be accessed from this woodland, and it 
was initially designed to protect the Nazi 
high command. It was built by prisoners 
of war, who were subjected to horrific 
conditions during the construction. Many 
unfortunately didn’t survive. The bunker 
has a trainline running through it and with 
a lot of the tunnel collapsed, more and 

more people speculate that the bunker and 
missing train are connected. 
 Sam gathered a team of seven, 
himself, 3 drivers, a navigator, a translator 
and an assistant photographer and headed 
to Wroclaw to begin the journey. The trip 
took ten days in total and traversed the 
whole country, driving a total 1400km. 
The project explores human greed and the 
harsh history of Europe, whilst also being 
an ode to the polish landscape.
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GEORGIA SANDERSON
Humble Abode

Georgia Sanderson’s work predominantly sits 
in the genre of architectural landscapes and 
interior aesthetics. Her work often explores 
various types of architecture and associated 
subjects. 
 Humble Abode is a reflection 
on what makes a house a home and how 
different people have different descriptions of 
what home means to them. For this project 
Georgia decided to step away from focusing 
on the outside aesthetics of various buildings 
and focus on the inside living spaces instead.



128 @g.sandersonphotog
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ALANYA KEMP  

Alanya Kemp’s photographic works draw 
on an editorial style to respond to her 
subjects; utilizing available light, her work 
combines a light and airy aesthetic with 
a warm and earthy tonality. With a strong 
eye for composition and playful use of light 
and form, Alanya aims to evoke emotion 
and wonder in her audience. 
 Alanya’s current project revolves 
around an equine yard close to her family 
home; the 25+ thoroughbreds on the 
yard have offered Alanya a calm space 
filled with animal companionship. Many 

people find comfort in the presence and 
friendship of animals, and Alanya’s work 
explores her feeling of belonging that is 
linked to the horses and working with 
them one-to-one. 
 A lot of these horses are almost 
completely unhandled, making them 
more unpredictable than the average 
domesticated horse, so understanding how 
they communicate with one another is key 
to learning effective communication with 
them. It is through this continual learning 
that Alanya formed these bonds, allowing 

her to photograph them so closely. She 
explores this emotional connection 
through her work by using colour, shape, 
light and a physical proximity to the 
subjects.  
 I hope my personal relationships 
with these majestic yet imposing animals 
is a leading element to my imagery, and 
that my work gives someone who hasn’t 
spent time with horses the ability to feel 
this intimacy themselves.
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JAZ GUISE 

Jaz is a photographic artist, who’s diverse bodies of work 
respond to themes of place and family as a space of self-dis-
covery. Her latest project is an untitled body of work that 
builds from research into ‘place identity’, searching in the local 
landscape for a deeper conceptualization of home; a term that 
defines us as human beings. Home is a place, person, memory, 
and so much more.

This creative exploration responds by constructing domestic 
scenes in the Welsh landscape with which she feels a deep, 
personal connection;.that she considers home. At a time when 
our relationship to domestic space and the wider landscape 
have been brought into sharp focus, Jaz’s work carries a 
special resonance; as she reflects, “everything is the same, 
everything has changed”.
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EMMELINE OBORN



@emmelineoborn
millieoborn99.wixsite.com/emmelineoborn

Extending from a personal interest in 
psychology, Emmeline uses her photogra-
phy as a tool to represent the complex yet 
beautiful aspects of human nature and our 
relationship to the world around us. Her 
latest body of work continues this sense of 
exploration to consider the effect that col-
our has on human behaviour. Emmeline’s 
work moves from a range of photographic 
styles, including fashion, still life and por-
traiture; in her current, untitled project she 
utilizes forms of self-portraiture, becoming 
both the subject and object of her creative 
experimentation.
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COLE-SHOLA
Jack Will Have Jill

@coleshola.e
nicoleshola.com
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Their recent project, “Jack will have Jill,” 
(working title) explores queer-coding in 
fantasy literature and film and aims to 
reinterpret and re-tell these stories from 
queer perspectives. Working with character 
archetypes, such as vampires and fairies, 
Cole-Shola looks to modernize these often 
derogatory codings into imagery that portrays 
and creates safe spaces for queer joy within 
fantasy storytelling. It is incredibly important 
to them to create a queer space - from stylists 
to models - within their photography, as they 
feel it is something the industry is lacking and 
in need of. Representation of the community 
must come from within the community itself, 

and this is ultimately what Cole-Shola aims to 
do within this series. 
 Aspiring towards transparency in 
their work, Cole-Shola uses their photography 
to look at issues close to their heart; whether 
that is in examining their own psyche and 
experiences, or working collaboratively to tell 
other people’s stories; their past works have 
looked at environmentalism, mental health 
and identity. They often use multiple mediums 
alongside photography, such as poetry and 
collage, as a form of art therapy in which to 
express thoughts, feelings and experiences 
around these subjects in a more intimate, 
interactive way. 
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Photography as we understand it has undergone seismic change in relation to its perceived ability to 
bear witness and record the facts. Cristina de Middel’s work traverses the eroding boundary between 
documentary and fine art photography. She uses a magical realist aesthetic to retell stories that we 
as viewers may otherwise be apathetic to due to our over-exposure to images. In 2019 she became an 
associate member of Magnum Photos, a collective founded by Robert Capa with a legacy of covering 
traditional photo-journalistic subjects such as war, famine, and poverty. Whilst being recognised by 
such an institution confirms the success of her photography and its political nature, it also reflects a 
shifting discourse within the photographic world and the changing nature of what we view nowadays 
as credible photography. 

CRISTINA DE MIDDEL:  
MAGIC REALIST 

abolished’ (Baudrillard, 1994, pg.81). Reality is tampered with 
as it is transmuted into an image which feeds the simulation, 
and which works to support the dominant narratives we use to 
make sense of the world. Similarly to de Middel, the work that 
Alfredo Jaar made about the Rwandan genocide acknowledges 
the photographs tendency to promote unequal power relation-
ships between the subject and the viewer. Jaar is acknowledg-
ing that the photograph has lost its ability to ‘disorganise us’ 
(Levi Strauss, D. 2005, pg. 81) as it operates within a system of 
consumption alongside advertisements in the news media, so 
has buried the image ‘in order that history might again be made 
visible and legible’ (Levi Strauss, D. 2005, pg.93).  
 De Middel’s use of absurd imagery shows her aware-
ness of the unreality of the image. Photography transforms 
from reality to simulation, a process that has been likened to 
death, the transformation from one state to another. It is imme-
diately separated from the present, from life, and in accepting 
this people began to realise that even the most verisimilar 
depiction already turned that moment into something else.  
This death of reality as it is transformed into an image already 
sets a distance between the presence and allows the viewer 
space to detach from what they are being shown. This effect 
has been amplified in our post-truth society where ‘the sight of 
immediate reality has become an orchid in the land of technol-
ogy’ (Benjamin, 1969) as news images surround us constantly.  
Capitalism has rendered us consumers of images; we are 
constantly absorbed by a simulation of reality. We need images 
that ask questions, that are more complex than simply showing 
us the atrocities of the world.  Surrealism, going beyond 
reality, could be an answer to the state of disengagement we 
find ourselves in presently. Middel has accepted the fact that 
approaching a topic through traditional documentary methods 
can no longer ‘influence public opinion and public policy, and 
change the world’ (Strauss, 2005), as photojournalists such as 
Hoagland and Cross believed in the 80s. 
 In This is What Hatred Did de Middel chose to 
explore the grey zone between documentary and fiction to 

WORDS BY ROSIE HARDING

Images, as much as they are fictional, are effective keys to 
unlocking unconscious bias that colour our understanding of 
reality through the narrative they provide us to make sense of 
the world. The media uses images to distort our perception 
of reality. Art critic Lucy Soutter describes how photography 
‘fooled viewers into thinking that it was a medium of transcrip-
tion rather than construction’ (Soutter, 2013 pg. 79). Photo-
graphs were not scrutinized in the same way as other forms 
of communication such as the written word, because of their 
undeniable link to reality. An understanding of the manipu-
lative potential of photography has grown in tandem with the 
medium’s influence. The ‘dominance of techno scientific culture 
and its associated values of empirical positivism’ (Fontcuberta, 
2014 pg.110) has led to the fictive quality of photography being 
banished as society wants to believe it is purely objective. The 
work of de Middel is a step away from the style of ‘straight’ doc-
umentary photography by embracing photography’s dual nature 
and using fantasy to explain reality.   
 De Middel’s projects in Africa utilise a magical realist 
aesthetic to bring to light alternative truths of a nation that 
has suffered the aestheticization of the western gaze through 
colonialism. The conventional photojournalistic gaze has been 
‘overwhelming us with a flood of useless imagery’ (Baudril-
lard, 1995, pg. 76). The consequences of there being only one 
dominant narrative on offer inhibits an alternative vision of 
a future being conceived because of the hegemonic nature of 
the reality being shown. The vast amount of information that 
is being produced destabilises society, as the world becomes a 
simulation in the media and we are faced with the ‘obvious real-
ity of a radical loss of meaning’ (Baudrillard, 1994, pg.80). We 
are living in a hyperreality, where the mind cannot distinguish 
between reality and the simulation, where communication 
is becoming ‘more real than the real, that is how the real is 

represent the neighbourhood of Makoko, Lagos.  The project 
takes inspiration from My Life in the Bush of Ghosts by Amos 
Tutuola, exploring Yoruban folklore.  We live in a culture which 
tends to distinguish fiction from reality and view them as irrec-
oncilable, a debate which is tied up with the complicated nature 
of photography being a medium of ‘both register and fiction’ 
(Fontcuberta, 2014, pg.9). Using fiction in her work, Middel has 
escaped the hegemonic narrative perpetuated by our culture 
that objectivism is the most valid lens through which to under-
stand reality. Sometimes those things that are not tangibly 
real can have more meaning than the surface nature of things. 
Photography used in this way, of diving beneath the surface, 
reminds us of the capability of the camera to introduce us ‘to 
unconscious optics as does psychoanalysis to unconscious 
impulses.’ (Benjamin, 1969, pg.16).
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Lauren’s project works explores her home environment of the 
Jurassic coastline, just one of eight coasts in the world to be giv-
en World Heritage Site status. Her work explores the stunning 
visual and textural qualities of the landscape but also highlights 
the importance of the continued conservation and preservation 
of a place where 185-million years of geological history are 
present.

LAUREN WATKINS
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ELLIE KINGHORN

Ellie Kinghorn’s photography 
explores our interactions with 
our surroundings, focusing on the 
liminal, mundane environments of 
urban space. By concentrating on the 
ordinary, her work aims to encourage 
her audience to re-examine those 
parts of their everyday landscape 

they may have previously overlooked. 
Ellie’s current moving image project 
work focuses on the small, banal 
tasks we perform, re-evaluating our 
perceptions of them and how they 
have been affected by the global 
pandemic.
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KAROLIS SALKAUSKAS
Contemporary Context

Karolis (or Charly) Salkauskas is a multi-dis-
ciplinary artist whose work encompasses 
practices as diverse as filmmaking, graphic 
design and documentary architectural 
photography. Many of his inspirations are 
drawn from ‘neo-noir’ cinema, familiar in 
contemporary films such as Blade Runner 
and Sin City. His latest work, Contemporary 
Context, is a compilation of photographs 
taken throughout 2020/2021, following the 
theme of modernity. While multiple forms of 
media can portray the modern in a positive 
or negative light, his project ambiguously 
moves between the two, often conflating 
them as a reflection of the complex nature 
of contemporary urban space.
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Traditionally high key images draw atten-
tion to positive emotions; low key images 
tend to do the opposite. In this project 
there is no clear line between the two. In 
one instance you are viewing an image 
that is low in contrast and is indicative of 
dismal emotions, but the subject is idle 
and in a peaceful state such as the seagull 
on a rooftop. On the other hand, you 
have a simple broken washing machine 
positioned in a fashion editorial-esque 
environment, the image itself indicates 
confidence, a sense of pride, even if it is a 
form of littering. Not perceiving objects as 
they are, is the main drive of the idea for 
this collection.

158 @kas_charly
kascharly.com
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BETSY HEDIGAN 
Woman Can

Betsy Hedigan is a commercial pho-
tographer whose work focuses on the 
empowerment of women. Women Can is 
a series of photographs made in collabo-
ration with ‘This Girl Can’, a charity that 
encourages active, healthy lifestyles in 
women. The purpose of this project work 
was to help promote exercise and to help 
encourage young women to take part in 
sports, free from the fear of judgement. 
Drawing on personal experience of the 
social pressures around body image, her 
mission has been to break down stigmas 
surrounding unrealistic beauty standards 
including those of exercise. Betsy’s aim is 
to show the reality of exercise; not as easy 
or glamorous but rather as a practice that 
can make you feel strong and self-assured. 
The final series of photographs were show-
cased at This Girl Can Festival 2020. 
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NATALIE BEWLEY
Siblings
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Natalie Bewley is a documentary and por-
trait photographer whose recent project 
‘Siblings’ focuses on her immediate family, 
their relationships and environments. As 
the eldest of seven children, Natalie’s work 
explores the family dynamics between 
siblings where the age gaps vary from 
four years to twenty years. As a part of 
an ongoing long-form exploration, her 
work is a combination of familial perspec-
tives, redolent of the family photo album, 
produced from Natalie’s own photography 
and images taken by her siblings using 
disposable cameras.

@bewleyphoto
nataliebewley.co.uk
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I grew up being photographed. Most people do, of course, but my mother 
is a photographer, and so the pictures were photographs that she made, 
not snapshots she took on the fly. My father took extensive home videos 
of us himself, tapes that were turned into CDs years after the fact and 
that we still watch for a laugh sometimes now, but they don’t have the 
patina of art. They’re little performances, in fact: he asked us to stand 
and recite poems or sing songs, my brother and sister and I enthusiastic 
at times, other times growing visibly impatient and bored. (A motif of 
those videos: I say to him, Daddy, can I have a go? The footage cuts, the 
camera presumably handed to my child self; when it resumes, trained on 
something else, my voice cuts in again. Can I have another go?)

FAMILY 
PICTURES

WORDS AND 
PHOTOS 

BY 
ALICE ZOO
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Photographs being still and silent, I don’t have a record of 
whether I asked my mother for ‘a go’ with her cameras. I recall a 
conversation — I must’ve been about 12 — when my mother had 
started taking photographs professionally, in which I professed 
not to understand why photography was art at all. Wasn’t it just 
the click of a button?
 The presence of the camera is largely absent from 
my memory, and I remember little of the shoots themselves, 
though they’re all memorialised, both in the important portfolio 
pictures that have gone online, and in the stacks of thick family 
albums that are stored now at my mother’s house in Kensal Rise. 
They go as far back as the 80s, my parents my age, in hats, with 
glamorous friends at weddings and events — the days when 
everyone glued their best pictures somewhere. I look back at my 
child self standing over a bonfire at ten; with my first boyfriend 
as a teenager; in a poppy field by our house; in an airport. At 
some point there came a refusal, when I didn’t want to be 
photographed anymore, and I mostly disappear. A photograph 
of me at 19 or 20 is just the nape of my neck as I bend forward, 
my face in my hands, absenting myself, or perhaps rather 
participating in the record of my desire to absent myself. The 

light on the bones at the top of my spine.
 Family photography requires a complex balance of 
trust, patience, direction and opportunism; there is a real-feeling 
intimacy that belies the extent to which family pictures are a 
shared fiction, a group construction of an image. In her memoir 
Hold Still, the photographer Sally Mann recalls her indignation 
when she was accused of being a bad mother following coverage 
of her celebrated family work in the New York Times. “…taking 
those pictures was an act separate from mothering,” she writes, 
“and the kids knew the difference. When I stepped behind the 
camera, and they stepped in front of it, I was a photographer and 
they were actors and we were making a photograph together.”
 This status of shared fiction is constant whether your 
parents are professional photographers or not. In the classic 
family album, most people use pictures to cheerfully mark 
events or rites of passage (birthdays, holidays, graduations); the 
setting requires that we smile, participate in the appearance of a 
happy memory for the sake of a future self. For the more serious 
photographer, like Mann, like my mother, the construction is 
at once more ambiguous and more precise. The settings or 
occasions are perhaps less rote, but the element of construct-

 @alice.zoo
alicezoo.com

ion, the subjectivity, is more personal, and so more complicated; 
rather than unthinkingly taking up the habits of the culture 
(frame the group, smile, click), the photographer has a voice 
and an agenda. Mann describes such a gaze as a combination of 
“warm ardor and cool appraisal,” the heart struck through with 
a “splinter of ice”. Whatever the status of the person shooting, 
what family pictures capture isn’t the truth or wholeness of a 
family’s life.
 I didn’t anticipate becoming a photographer myself. 
The first thoughtful picture I ever took was when I was 18, and 
a series of accidents and chance meetings after that led to the 
start of a career that, in name at least, looks like my mother’s, 
though I never set out to follow in anyone’s footsteps; it feels 
like something that happened to me, not at all inevitable. There 
are times we’ve been in the same place and perhaps picked up 
one another’s cameras. Looking at the negatives later, I find 
something I don’t recognise; I’m not sure if the image is mine or 
hers. Sometimes she’s seen an image of mine and felt sure that 
she took it.
 In the past year, many photographers have been 
forced to make work in their homes, the spaces around them 

narrowed, their cast of subjects suddenly fixed. We look at the 
faces of our friends, our house mates, our families if we’re lucky. 
Some others have been alone, or have had loved ones pass 
away. And photographs can really catch none of this, these long 
limited days deprived of futurity; impossible to fix a feeling when 
you don’t yet know what the feelings are. And of course we all 
knew, early on, that the glut of images of empty city centres and 
formerly busy thoroughfares said nothing of how it really was. 
I wonder how we’ll revisit our images of forced domesticity in a 
few years’ time, when the immediate emergency feels distant.
 Looking back on my photographed childhood, I don’t 
remember the photographed scenes, nor the rites of passage. 
The images that flash in my mind, at random, are the roads near 
my house: the view from the car window; the route to Ipswich, 
the route to Woodbridge. The butcher, the bus stop, the turning 
into town. Green fields and unmarked lanes. No photographs of 
those. Why would there be?



RHIANNA PAYNE
The Singing Bowl

Rhianna Payne’s practice comes from an 
interest in understanding human nature, 
by focusing her camera on a more person-
al approach to documentary photography. 
She loves being able to have a connection 
and understanding with the subjects she 
photographs, and she always looks for 
an important or compelling narrative to 
capture. 
 The Singing Bowl is a project 
exploring her father Chris and his journey 

towards the Buddhism faith. In response 
to a chaotic early life, Rhianna’s father 
found comfort in this religion and started 
practising meditation to deal with the 
anxieties of everyday life. He claims if it 
wasn’t for Buddhism, he would not be 
the person he is today. Through archival 
material, photographs and conversations, 
Rhianna’s work explores religion, mental 
health and the relationship between father 
and daughter.
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KIERAN JAMES
116,678

This as yet untitled project by Kieran 
James is an exploration of the self through 
the  landscape. Roaming through the hills 
of Dartmoor with camera in hand, James 
uses this  time to reflect and meditate, a 
feeling I’m sure many landscape photogra-
phers can relate  to. The time outdoors 
alone with only your thoughts can be 
invaluable, James finds clarity  and calm in 
the undulating hills.  
 The project stemmed from the 
artist looking inwards and towards his 
passions, as James  didn’t drive until the 
age of 21, walking seemed like a good 
starting point, “I’ve always  been keen on 
walking so it just seemed like a natural 

choice.” ( James, 2021). The images  are 
a mix of highly textured abstractions and 
wide open compositions with a clear split  
between land and sky. 
 The images in this series take 
inspiration from photographers such as 
Ron Jude and Matthew Genitempo; howev-
er as these artists looked outwards, James 
is looking inwards  - finding scenes in the 
landscape that reflect his emotions and 
thoughts. The sequence  feels like a slow 
climb through the hills with moments of 
stillness and reflection, both  mentally and 
literally. The emotions imbued in the im-
ages are complex, ranging from  peaceful 
contemplation through to uncomfortably 

claustrophobic. The images truly feel  like 
a physical and emotional journey; you are 
witnessing the inner thoughts of a man at  
the cusp of his future. 
 Dartmoor holds many childhood 
memories for James, this is where he 
camped and hiked  in his youth; although, 
these memories do not clearly come 
through in the work. This  connection to 
Dartmoor means that it is a place that 
James feels comfortable, which in  turn 
gives him the freedom to clear his mind. 
Dartmoor also has the benefit of being 
a highly varied landscape, with areas of 
seemingly limitless open space along 
side steep  and overbearing rock faces, 

at moments it feels as if you could be on 
another planet. 
 As much as James is photo-
graphing the outside world with his 
camera, the pictures come from within, 
which is what is really at the centre of 
the work. You are not merely seeing 
Dartmoor, you are seeing the internal 
unrest and deliberations of a young man  
about to be spat out of the protected 
environment of university and thrown 
into the real word of adulthood. As Ben 
Nicholson says, “landscape by itself is 
meaningless but it works on our feeling 
in profound ways, arousing in us a sense 
of ourselves in relation to the outside 

world” (Nicholson,1990). Perhaps, as 
I am in a similar position, I especially 
resonate with the feelings and thoughts in 
James’s work, allowing me to find comfort 
in  the fact that others are unsure of their 
photographic future. 
 James is able to convey feelings 
of melancholy as he approaches the end of 
a chapter, however this personal growth is 
an ongoing process and no matter where 
James ends up he will always be able to go 
outside into nature and wander. “I’ll have 
to create an outcome for my module, but I 
think I’ll always be walking so I don’t see 
why it has to end anytime soon” ( James, 
2021). 

The importance of this work stems from 
the fact that it is ongoing and unlikely to 
end in the near future; it acts as a record 
showing what life was like, almost like 
a photo album. The work displays the 
reality of the beginnings of adulthood, 
as well as the impact of living through 
and experiencing a pandemic, the subtle 
manner in which this is achieved adds 
to the successfulness and longevity of 
the work. I can think of no better way 
of explaining this than Proust’s words; 
“reality lies not in the appearance of the 
subject but in the extent to which it leaves 
an impression on the artist” (Nicholson, 
1990). 

Written By Sam Spinks
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NAOMI WILLIAMS
Staying In

In Naomi’s ongoing project, ‘Grandad’, she 
captures her Grandad’s past and present 
experiences through his unique way of 
living. She began the project in June 2020, 
after the first UK lockdown and her main 
focus was to communicate the reality and 
loneliness of living alone during a global 
pandemic.
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BETHANY PETERS
Metanoia

Bethany Peters is a conceptual photogra-
pher who looks at the merging of past and 
present through storytelling. Her work 
looks at ideas of femininity, religion and in 
a way, the human experience.

These images are a part of an ongoing 
project in which Bethany looks at the story 
of Persephone, the Greek Goddess of 
Spring and the Queen of the Underworld. 
In this project she examines the duality 
of Persephone’s character, and the many 
different versions of her that exist in the 
different retellings of her story. the light 
and the dark.

This work comes from the exploration of 
identity and the realisation that you do not 
have to conform to what people expect, 
you can be both In a way this project is 
about the rejection of expectations and the 
journey of self discovery. When everyone is 
telling you who you should be, how do you 
know who you actually are?
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ROSIE CARNE
Salix 
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Salix is an ongoing photographic series 
about the willow tree. Although having a 
lifespan of only twenty years, very short in 
comparison to other trees, willow trees car-
ry spiritual resonance in many cultures; the 
“weeping” branches encourage the expres-
sion of melancholic emotions such as grief 
and sorrow. Known for their adaptability to 
changing environments, by documenting 

a selection of willows in Bristol across the 
seasons, these images reflect the changes 
we have all had to make in response to the 
events of the last eighteen months. Evolved 
through a process of meditative walking to 
the sites of different willow trees across the 
city, this project has become a form of per-
sonal therapy and emotional expression.
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CERYS BOCUTT
Anno Domini 

Using photography as a therapeutic tool, 
Cerys works mostly in documentary but 
does not confine herself to one genre 
of photography. Instead, she creates 
photographs in response to feelings and 
emotions, or simply as a way to encapsu-
late a scene that might go forgotten. She 
approaches projects from a social perspec-
tive, endeavouring to not only record but 
to understand the stories of people and 
places that might otherwise remain untold. 



The project Anno Domini, Latin for ‘In the 
year of our Lord’, explores family heritage 
and the impact this has on one’s identity. 
The idea was initially conceived after find-
ing out that Cerys had gravitated back to 
Bristol, the city her family had once lived 
in for hundreds of years. Through many 
hours of diligent research using historical 
marriage, birth and death certificates and 
census records, a family tree was pieced 
together dating back to the 17th century. 
Locations from these records were used 
as starting points to generate images, 
but as the project has developed, themes 
of identity, home and gender have been 
the basis of the creation of photographs. 

Growing up in a Christian household, Cer-
ys became very aware of the expectations 
of traditional gender roles in society; this 
is something she has always questioned 
and ‘Anno Domini’ has been a reflection 
on how her female ancestors would have 
lived. Through the photographs, she has 
tried to give a voice to them, and portray 
them as strong and independent, yet not 
ignoring the domesticity that would have 
been a big part of their lives. Not only has 
this body of work deepened a connection 
with Bristol, but it has also helped her 
embrace the impact that family has on her 
identity. 

194 @cerys.photography1
cerysbocutt.co.uk
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NELLIE FRATELLI 
Sexbots 

Nellie is a photographer and visual artist 
whose work aims to capture the human 
condition through conceptual beauty and 
fashion. In her recent work she has recent-
ly been exploring how the integration of 

technology into the average human routine 
has affected the ways that we are intimate 
with one another, and the moral implica-
tions of this. This project is delving deep 
into digital intimacy by looking into AI and 

‘sexbots’. The project explores kinks and 
power play, aiming to create conversation 
around the gender politics and ethical 
concerns of owning sex robots.

@nelliefratelli
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FRANKIE HAWORTH 

Frankie’s work centres around the modern 
urban environment, focusing on structure 
and architecture and its impact on human 
interaction and movement within city 
spaces; his work often combines the fast-
paced movement of people and the rigid 
structures of urban architecture. His latest 
works focus on the urban landscape itself, 
exploring the tension between its seeming-
ly continuous movement in construction 
and its often harsh and rigid material form. 
 The work looks at the intriguing 
compositions that can be found in mod-
ern-day cities, playing with layering and 
negative space. The images examine the 
building sites that are a constant presence 
in the city environment as larger and more 
ambitious building projects are being 
undertaken. Filled with layers of concrete, 
metal, and colour there is always some-
thing to point the lens at.



@frankiehaworthphotography



LEWIS KHAN

You’ve been described as a commercial photographer, a fine art 
photographer and a portrait-based photographer - how would you 
describe what you do?

LK: I’m interested in the experiences that the pursuit of 
taking pictures opens up. Under whichever label, that’s the bit that 
drives me.

What were the first things you started working on after you 
graduated university to find your feet?

LK: I began a series that looked at the rapidly changing 
physical environment and demographic of the area of London 
that I am from, Vauxhall. It was a something close to me both 
physically and emotionally, and made sense to be getting my 
teeth stuck into something that I would be able to work on easily 
whenever I had time.

What was the most challenging part of transitioning from 
Undergraduate to Postgraduate?

LK:  Having to balance making work with making money, 
and figuring out a way that both of those things would happen in a 
sustainable way. That and not having the critical support network 
around you all the time.

You seem to have quite a strong and recognisable personal style 
(especially with portraiture) – how have you developed this?

LK:  Going back to the experience thing I was talking about 
before, I see portraits as a journey point in a
process of a relationship. My portraits I feel most strongly about 
are ones that are built on foundations away from the camera. This 
is something I always try to bring to my work.

Your work consists of a combination of personal work and 
editorial work. How much of a separation, in terms of creative 
approach, is there between the two?

LK:  I think when I left university and first started getting 
commissioned I made the mistake of thinking the commissioned 
work needed to be somehow different / more ‘professional’ 
(whatever that is) to my personal work. Now I try to treat 
everything like it’s fully my own.

You worked with Palace on the SS20 look-book - are you quite 
specific with the brands you chose to do editorial work with, so 
they match/align with your personal style and values?

LK:  Yeah definitely important to consider who you work 
with and why.



Do you have any experience with assisting photographers? If so, 
how was it beneficial for your practice?

LK: When I left university I went straight into being assistant 
to Hélène Binet. She was someone who’s work I had looked up 
to for a long time, and I worked for her for two years. She has a 
beautiful sensibility and way of photographing space, and although 
our subject matter is quite different I definitely soaked up a lot of 
her approach and thinking behind making images. We also worked
around the world a lot, many special trips, and that also exposed 
me to what kind of opportunities are out there at that highest level.
On the flip side I think it’s really important be selective about 
who you assist. The influence runs deep, so it’s important to be 
conscious about what things you are absorbing.

Could you talk a little bit about your film ‘Georgetown’ – how did 
you translate sporadic and unplanned meetings with George over 
6 years into a film?

LK: George was someone I met when I was a teenager, after 
he moved into a house on the street I grew up on. It’s a social 
street, everyone knows each other, and there always used to be 
a big bunch of us out playing football in the road, hanging out 
smoking on the benches etc. George used to blast music and sing, 
walk with his radio and flags, so it didn’t take long before he got to
know everyone. As we got more acquainted we would chat in the 
street, and George would often talk with heart about his past. 
Certain names and places would come up again and again, and 
I started noticing those same names written on lampposts and 
pavements around the area too. I didn’t really understand George’s 
story in full, but I felt the emotional weight of what he was telling 
me. The film ended up being a way of me getting to understand 
George’s story more substantially, the act of ‘doing the film’ gave 
license for us both to speak on things more deeply, and reason 

to spend extended periods of time hanging out. This is a good 
example of what I meant by the experiences that the pursuit of 
taking pictures opens up.

Over the course of making the work Theatre, you spent four years 
across two hospitals in London – how did the actual experience 
compare to what you thought it was going to be like?

LK:  One of the things that struck me was how psychological 
as well as physical the jobs being carried out by the medical teams 
are, and also how potentially affecting the roles can be on them
personally. I also saw how interdependent the relationships are 
between staff and patients. I went in imagining quite a clearly 
defined dynamic of power, but actually the reality is more like a 
mutual respect and a communal understanding.

During your time spent in the hospitals, did you come to build 
closer and longer-term relationships with any of the staff and 
patients, and how did this affect the work?

LK:  When I went in I had imagined that my process would 
be to build relationships with patients and to work with them over 
time. But the hospital is such a transient place that I found it hard 
to build on meaningful interactions I was having with patients I 
met. The people I did build those bonds with however were the 
staff. I would generally be partnered up with a member of staff in 
a particular dept at any one time and I would shadow them, and 
eventually make photos on the back of doing that. Spending that 
prolonged time with staff members allowed me to understand 
some of the psychological elements of the job that I mentioned 
before, and really helped me in understanding what the work I was 
making was about and what I was trying to say.

The initial intention of the work was to give a voice against the 
continued privatisation of the NHS. At 
what point did it shift to becoming a study 
of human strength and fragility?

LK: I think the more time I spent in 
the hospital, the more these two elements 
became visible to me. They felt tangible 
and physically experienced. Whereas 
political goings-on felt abstract. It felt 
important for me to be processing my 
experiences in the hospital, and then 
putting those back into my photos in 
an authentic way. Strength and fragility 
were the things that kept coming up for 
me when reflecting on the situations and 
people I’d been spending time with, and it 
was focussing on this more direct human 
element that I found most evocative. 
 I don’t think that by focussing on the 
direct human element you lose the socio-
political comment though. The potential 
privatisation of the NHS will always be the 
context to this work, and whilst this is in 
many ways quite an abstract and faceless 
concept, by being direct the photos allow 
for emotion and identity to enter the 
conversation.
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Are you pleased with how the experiences inside the hospital 
environment translated into the physical book?

LK:  I am. I think the sequencing of the book allows for the 
right balance of beauty, shock, resilience, and vulnerability to 
come through.

You donated the money from the sales of the book to the NHS – 
do you think more photographers should give back in like this/in 
ways they can?

LK:  I don’t think people should necessarily have to donate 
profit - photography is our job after all, I think it all comes down 
to each person and each project, and each person’s practice. 
But for me in this case it felt like totally the right thing.

@lewis.khan
lewiskhan.co.uk
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ELISE SNARY
Heavy

Elise Snary is a photographic artist whose 
work employs a diverse range of photo-
graphic processes to explore personal 
narratives; her projects are often inspired 
by past life events that she turns into a 
creative outlet. The work of Heavy arose 
in the third national lockdown, with a rela-
tionship falling apart and her graduation 
coming closer, she felt at a loss as to what 
her purpose was. Having a need to feel 
in control of her life Elise’s mental health 
started to spiral, feeling weighed down by 
the stressful situations and lockdown re-
stricting the pleasures in life; Elise felt like 
she was ‘drowning’. After a dark moment 
in which she was sat by a lake thinking 
about getting in and ending her life, she 
started to shoot photographs of the water.
 Throughout doing this work she 
has been in communication with those in 
her life and in other images in the series 
she has allowed them to photograph her, 
expressing how they view her. Presenting 
herself in these images as happy and smil-
ing contrasts heavily against the emotions 
she has inside.
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JACK VAN HALES 
A Fugue State
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ROSANNA EVE WILLIAMS
Dod yn ôl at fy nghoed

Rosanna Eve’s practice focuses on putting 
her art form back into the cycle of nature; 
she intends that her work leaves nothing 
behind but growth. Basing her work in 
her Welsh surroundings, she experiments 
and learns from the natural environment 
to create handcrafted, natural art objects. 
Her latest works have involved producing 
her own natural handmade paper, made 
from a range of organic matter foraged 

from directly within the environment in 
which she is working, including fungi and 
herbs. She then adds seeds into the paper 
before printing her imagery onto it, after 
which her pieces can be planted into soil, 
thus going back into the cycle of nature. 
Her practice expresses her true love for 
nature and its constant cycle of creation 
and growth, whilst exploring themes such 
as the human form and sustainability.
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KIRENJITE KAUR
Kaur 

Kiren’s work Kaur (the surname that most 
Sikh women use) is centred around her 
religion, culture and exploring the norms 
that are associated with Sikh culture. 
Based on portraiture of herself and three 
generations of maternal family members, 
her project is a celebration of Sikh women 
and embraces how the appearance and 
culture of Sikh women have changed 

through generations. From the cultural 
importance placed upon jewellery to the 
changing attitudes towards the cutting of 
hair (known as ‘Kesh’), the work reflects 
on how a younger generation of Sikh 
women want the choice to be able to de-
cide how they articulate their own 
sense of their culture.
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KWAN SUH
By The Sea

Kwan is a London based photographer 
with a South Korean heritage whose 
love for different cultural aspects of 
life has inspired his focus on creating 
stories through documentary practices. 
Kwan strives to explore and expand his 
knowledge within communities, and this is 

reflected in his work and style of photogra-
phy which is often located in experiences 
growing up in London and stories related 
to his upbringing. By The Sea is a docu-
mentary-style project that explores nostal-
gia and the subtle ‘beauties’ that lie within 
the small towns along the British coast. 

@kwansuh
kwansuh.cargo.site
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ERIN-HOPE FAIRFAX

Erin-Hope Fairfax is a documentary and 
fashion photographer from the West Mid-
lands, now based in Bristol. Working with the 
concept of the female gaze, Erin’s work often 
explores subjects that affected her personally, 
focusing on issues faced by women in con-
temporary society through a raw and intense 
form of imagery.  Through her project work, 
Erin explores contexts such as mental health, 
eating disorders and addiction. 
 Maybe, blue has always been 
your colour is a project Erin created using 

a combination of fashion and documentary 
photography. Inspired by the poem ‘forget-me-
not’, her images examine a loss of individu-
ality in the face of constant social and media 
scrutiny by combining anonymous, fragmented 
images with portraits of women expressing 
themselves exactly how they would if societal 
pressures were removed. The Way We Grow is 
her most recent project, in which Erin begins 
to turn the camera in on herself and discovers 
the self-gaze, buildings on Erin’s practice as 
using photography as a therapeutic tool. 
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ZACH KNOTT 
Vindicatrix 
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Zach Knott is a contemporary photogra-
pher who creates photo works in response 
to his personal experiences and curiosites, 
keeping his visual approach broad and 
unique to each project; he often utilises a 
combination of observed landscapes and 
constructed fine art portraiture to commu-
nicate his intended narratives. The out-
come of Zach’s work is heavily influenced 

by the subject or theme he is documenting, 
resolving in work that resonates with 
himself and his subject matter. 
 Zach’s recent project ‘Vindic-
atrix’ was created during his time spent 
in self-isolation, documenting the local 
history of the derelict merchant navy 
training ship Vindicatrix. The process 
of creating this work was cathartic and 

allowed him an important outlet over the 
last year, initially forming a visual language 
to address his personal outlook and the 
national social climate whilst ultimately 
fulfilling his innate urge for exploration 
through the unconventional means of local 
historic documentary photography.



RACHEL MCGURK Rachel Mcgurk is a photographic storytell-
er who creates narrative-based imagery 
around themes of the landscape and the 
self. In her latest project work, Rachel 
draws from the tale of Vincent and Goram, 
a folkloric story that follows the creation 
and naming of the River Avon. Exploring 
themes of symbolism within the natural 
world the work makes references to life, 
death and the power of the landscape. By 
drawing upon a range of photographic pro-
cesses and forms of poetry, she addresses 
our relationship to folklore, mythology and 
superstition, and the need to find answers 
within them.



“Water always comes with 

    an ego and an alter ego”

 
                             - Ivan Illyich 
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CALLUM O’KEEFE
Antiques of the Future 



@callumokeefe00
callumokeefe.com

Callum’s practice centres around exploring 
the banal and how it can reveal some-
thing about our current cultural climate. 
Callum’s latest body of work investigates 
the relationship between collectors 
and their possessions; exploring how 
ordinary, commonplace objects become 
extraordinary through the often-obsessive 
act of collecting. The project has given 
him the opportunity to explore his own 

fascination with this subject; Callum’s 
Dad was a collector, amassing a range of 
objects from Coke Bottles to Tretchikoff 
paintings. When he passed away a few 
years ago; Callum’s interest in his Dad’s 
collection grew. Callum is now beginning 
to understand his Dad’s obsession through 
documenting other collectors and their 
passions. The work reflects Callum’s own 
fascination with collectors, looking at why 

they feel the need to, and how amassing 
objects helps these people to navigate their 
everyday lives. Photographing in a straight 
documentary style, Callum’s imagery is 
both informative and insightful, showing 
us a glimpse into the way these people live, 
and giving each person a voice to share 
their passion, in turn, allowing the viewer 
space to reflect and question their own 
relationship with material culture.
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BETHANY ROLING
The Woman Behind the Mask



248248 @bethanyroling1

In her latest project, Bethany Roling has created a 
series of self-portraits in which she expresses her 
inner emotions on the outside. By creating a series 
of characters using props and make-up, Roling has 
used this project as a form of therapy; she believes 
that visualising and facing her inner demons will 
help her learn how to come to peace with her 
emotions. The project has been influenced by the 
works of Cindy Sherman and Francesca Woodman, 
with Roling drawing inspiration from both their 
respective processes and their strength in conveying 
themes of mental health and vulnerability.



250 @instagram
website

KEMKA AJOKU

INTERVIEW BY RHIANNA PAYNE

RP: How did you first get into photography? You went 
to university to study mechanical engineering, when did you 
realise you wanted a change in your career?

KA: Since I was young, I was always the one who would 
have a camera on my hand. For example, when going on family 
holidays I would be the one taking the photographs. I was told 
by my family how good my pictures looked, which activity made 
me want to put more effort in to do better, however it wasn’t 
something I took too seriously. When Instagram started, I 
would upload photographs I had taken on my iPod Touch of 
just random everyday stuff, like trees for example. Suddenly I 
was getting compliments about my photos not just from family 
members but friends and people outside my close circle too. It 
wasn’t until I was at university when I decided to take it more 
seriously, my flatmate at the time was good friends with pho-
tographers, to which I would show my work too. Their feedback 
was so positive and encouraging, it was from there I decided to 
save up, buy my own camera and learn the basics of photogra-
phy from YouTube videos. I soon started shooting more people 
and less trees, slowly exploring other styles and genres in 
photography.

RP:  Who or what would you say influences your style and 
aesthetic?

KA:  When I first started looking into photography, 
Micaiah Carter was a main point of inspiration for me, in terms 
of colour grading and the feel of it all. I would spend hours look-
ing though his Instagram page, not knowing how he created 
photographs like that but knowing I would want my own to look 
that good. I would try and shoot in a similar way but then over 
time my own style of photography slipped in, making it more 
original to me. Nowadays, I am not necessarily centring my 
style over what other photographers do but I venture into look-
ing at film and listening to different types of music to open my 
mind up more. I like listening to soul or RnB when I am editing 
as it fuels me creatively. An album I love listening to is When I 
Get Home by Solange or Rare by Nigerian artist Odunsi. I feel 
that these two albums created a shift in the way I composed 
and edited my work.
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RP:  How did you start putting your work out there and 
how did you start getting noticed?

KA:  When I was starting out I would reach out to numer-
ous musicians asking if they would be interested in doing a 
shoot, I wasn’t getting paid but it definitely helped me grow in 
confidence in reaching out to people. My first paid shoot was 
in February 2019, it was £40 and was to cover a clothing line 
launch event, similar to club photography. I tried it out and 
realised I never wanted to do that style of photography again! It 
just wasn’t for me, but it was great to experiment and gain more 
experience with shooting people I didn’t know. 
 2020 was when my work first started getting noticed, 
outside of my friendship group. In 2019 I did a project called, 
My Brothers Keeper, in which I had an actual meaning and 
narrative behind the shoot, it wasn’t just fashion portraits of my 
friends. A friend of mine, Isabel Okoro who is also a photogra-
pher, pushed me to start reaching out to publications and really 
try and market this project. I would send it out to at least 10 
new people a day, finding editors or commissioners through 
Instagram, however I didn’t receive many replies. It wasn’t until 
I got in contact with Nataal Media when I received an email 
back saying they would be happy to publish my work. It was 
such a great feeling and step in the right direction, making 
me feel motivated to create more meaningful work. 
Then in summer 2020, during The Black Lives Matter move-
ment kicked off and there was a lot of awareness for black 
photographers. George Muncey, better known as Negative 
Feedback a well followed YouTube photographer, announced he 
was doing Instagram takeovers where other artists could post 
their work on his page for a day. I reached out to photographer 
Ashley Pena whose work was being shown on his page to ask 
how she got chosen. She was really kind and put my name 
forward to the person who referred her to which I then got a 
message from Negative Feedback himself with his Instagram 
details so I could upload my own work. This helped me get a lot 

of attraction to my own page and I was able to build really good 
relationships with other photographers. I saw that Paper Jour-
nal Magazine was doing the same thing and using the same 
process, I reached out to Philip-Daniel Ducasse, a photogra-
pher being featured on the publication, to which he sent me the 
email of the woman who owned the magazine. I sent her a very 
formal email and sent over a portfolio of my work and what I 
am about. 
 My takeover happened a month later which really 
helped me gain so much exposure for my work. I received a lot 
of messages from people asking me to create work for them. 
Wonderland Magazine then reached out to me to shoot an edito-
rial for them. It was the first time I worked with a whole team of 
people which was so exciting to me when before I was literally 
just doing everything on my own. I say really try and research 
the people who organise these shoots, and then reach out to 
them. Don’t feel disheartened if you don’t always receive a reply, 
sometimes it is so crucial to muster up the courage to send 
another, a lot of people had gotten back to me on my second or 
third attempt.

RP:  Would you say having a photography Instagram 
account and website is very important to get your work seen? 

KA:  Yes. I also like making my photography Instagram 
a bit more personal to me, including a profile picture of myself 
instead of a photograph I had taken of something or someone 
else. I think this makes people more eager to engage with you 
as they can see your personality from your page as well as your 
work. I literally am just freestyling it and have no game plan 
of how I do things. Sometimes I envy photography students as 
you get to live and breathe this thing every day. As I didn’t go 
through the educational process to get a career in photography, 
I never got the chance to connect with the guest speakers or 
people in the industry that you would see in your hallways, I’ve 
had to connect with them through the means of social media. 
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RP:  Your work often focuses on the documentation of 
experiences of Black Lives, either in Nigeria or in the UK, how 
do you get ideas for these projects and are they influenced by 
your own experiences? 

KA:  Yes. The best stories you can tell are the ones you 
lived through. I really thought about my experiences growing 
up as a Black Kid in London. I went to a very predominately 
white secondary school and in a sense, I didn’t feel as con-
nected to any black experience growing up because of this. It 
wasn’t until I went to study in Nigeria, where I am originally 
from, that I got to explore my heritage and get a taste of Nige-
rian culture from small things like temperature to traditions. It 
made me realise there is a deeper layer of who I am other than 
what I was exposed to growing up in the UK; something that I 
was exploring about myself to which poured out onto the work I 
created. 
 When I shot My Brother’s Keeper, I didn’t fully plan 
out every shot or the idea of the project. It wasn’t until I sat 
down with the body of work, I started digesting everything 
I was feeling in that moment of time. How I was at the stage 

of my life where I was leaving university and had to become 
self-reliant. It left me in this state with the fear of the unknown. 
It was a time I would start asking my friends around me who 
were going through the same process, which made me feel safe 
in the fact that I wasn’t alone. My Brother’s Keeper is about 
looking out for one and other, knowing you always have a friend 
to fall back on and that you are never on your own and it wasn’t 
until I started looking through the work when I realised that. 
I was able to translate my feelings in the photos before I was 
really able to put them into words. It made me feel comfortable 
with shooting without fully planning out a project by learning to 
trust the process and go with the flow as it will naturally come 
to you.
 I think for me the best way to make a meaningful 
body of work is through experiences and stories. Not just 
necessarily my own but others who I can connect with and 
can converse into a project. For example when I was shooting 
musicians I would always listen to their music prior or have 
conversations with them to get a sense of who they are so I can 
portray that through my photography. It is like mixing your own 
style and theirs together.
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have the means to execute it the way I want with ease. It’s really 
cool how far you can go with photography, from exhibitions to 
people flying you to different countries on big commissions, 
which I would love to do. But if anything I just want to be com-
fortable; to be able to constantly work and have that luxury of 
doing it for a living. That’s the goal!

RP:  Do you prefer shooting on film or digital or a mix 
between the two? 

KA:  I think film has to be the one as I don’t really like 
editing, in terms of skin touching or Photoshopping out random 
things in the picture, it is all a headache for me so now I don’t 
really use it much. I find shooting digital a bit too technical 
where I had to do a lot of colour grading making sure what 
I saw in my viewfinder was the same as the outcome of the 
picture. When I bought a film camera I was shocked at how 
easy I got the look I wanted in half the time it took me on digital 
and what I saw on the camera is usually what I saw as the final 
photo, including the tones and the texture. Nowadays I shoot 
purely on my Mamiya RB67, but I do bring a digital camera as 
back up. I also love how tangible film is and the processes of 
developing film, it gives it a more personal touch.

RP:  My Brother’s Keeper is a very meaningful and per-
sonal project but alongside that it is also an editorial piece for 
Nigerian clothing brand, Vrede919. It is very interesting how 
you mixed both genres together, is that something you would 
like to do more of in the future?

KA:  Yeah definitely. It actually started out as a commis-
sion, Faith the woman who owns Vrede919, reached out to me 
and asked me if I could shoot her clothing line and I asked her 
if she would be cool if I could incorporate my own narrative 
within the editorial. It was really beneficial to me as I didn’t 
have the financial means of styling the models for my shoot and 
the clothing from the brand really complimented the aesthetic 
of the project. I was so grateful that she was on board with it, 
she definitely allowed me to be creative with what I wanted to 
do with the project.

RP:  Where would you like to be in five years’ time as a 
photographer?

KA:  First of all I still would want to enjoy it as much as I 
do today. I feel when people get loads of work it becomes more 
industrial and you lose that love for it.  I would also love to be 
comfortable financially, in a sense that I can have an idea and 

RP:  Are there any current projects you are working on 
that you are excited about?

KA:  I started a project called We’re All Workers just 
before the first lock-down in Nigeria last year. I wanted to brush 
up on my portrait skills and went out into the town and started 
photographing people who wouldn’t usually have their photos 
being taken, from someone who sold vegetables to a key cutter. 
It was the people I wouldn’t know on a first name basis but 
people I would see a lot walking through the high streets. Some 
people wouldn’t understand my British accent or speak Eng-
lish, so I called up a friend to talk through the phone to those 
who wanted an explanation of what I was doing. It made me feel 
confident in shooting strangers. I called it We’re All Workers 
which I found had a nice touch to it. When I developed the film 
back in London I went through the same process of sending it 
off to different publications including ID to which the work got 
printed. I was so happy about it and whilst I love shooting fash-
ion portraits, there is something interesting about documentary 
portraiture, where it is more raw and the person looking at the 
lens has a whole story behind their eyes. I would most likely do 
this again when I have the chance to or when a story arises. 

RP:  Any last advice for students trying to breakthrough 
into the industry?

KA:  I’ll just say first and foremost love what you shoot. 
Shoot what you’re interested in. Shoot people you are inter-
ested in. Try and learn something from every shoot whether 
it is the way you shot it, something about the camera or your 
editing style. Just keep building your portfolio, keep refining 
what you want to do. Build your website and social media 
presence and always reach out to publications/editors/commis-
sioners/other photographers. Have a PDF of a merge between 
your website and Instagram for you to send out to people that 
is quick and easy to access. Shoot for the right reasons, don’t 
shoot because you just want to be on a magazine, try not to seek 
validation from other people as well. Look for inspiration from 
other people and random things, a lot of my work is inspired by 
nature and my photography composition is often very central 
due to watching a lot of Stanley Kubrick and Wes Anderson 
films. Make work that will last, work that in 20 years they won't 
be able to put a time stamp on. In my opinion the best remem-
bered films or albums are the ones that stand the test of time. 
Always have patience too, remember that success can take 
time.



MOON IMMISCH 
Transcendence
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Moon is a Bristol-based Photographer & 
Creative Director who grew up between 
Spain & India. As an artist, she enjoys 
keeping her photographic practice open 
and experimental, without forcing her 
work into a singular niche. 
 Her work is equally diverse 
exploring themes of gender, capitalism, 
religion and the human condition whilst 
drawing inspiration from art, nature & 
the people around her. Transcendence is 
a body of work in which Moon has built 
an alternative utopian reality made up of 
unusual neon landscapes and powerful 
otherworldly female creatures who have 
evolved out of nature. The images explore 
the boundary between fine art and fashion 

photography, borrowing from both idioms. 
Moon’s aim with this project is to create 
the world she would rather inhabit, where 
we have transcended our male-dominated 
reality to a new, higher matriarchal divine 
feminine existence free of judgement and 
shame, where freedom & growth in all its 
different forms are celebrated. Her image-
ry builds on research surrounding transi-
tional space by D.W. Winnicott and Martin 
Buber and the writings of Laura Mulvey 
& Simone de Beauvoir, whose quote “The 
woman who maintained her independence 
through all her servitudes will ardently 
love her own freedom in Nature” has been 
a driving force behind this project.

@moonimmischphotography 
moonimmisch.com



MIMI SPENDIFF

Mimi’s work explores conceptual themes that incorporate linear 
light, texture and movement to examine contexts such as mental 
health and memory. Using various mediums to interpret the 
landscape and relationships around her, Mimi’s work seeks to 
engage in conversations surrounding the benefits of using art as 
a therapeutic tool. Her recent untitled project follows her own 
monthly cycle and experiences with Premenstrual Dysphoric Dis-

order, or PMDD, from beginning to end; narrating the changing 
variations during the cycle using both sculpture and photography. 
PMDD is a condition that appears around the time of the monthly 
cycle, affecting women both mentally and physically and remains 
vastly understudied and commonly misdiagnosed, leaving many 
women isolated. Dawning aims to open up further conversations 
surrounding PMDD and other menstrual disorders. 
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LUKE BATCHELOR

Luke is a photographer based in Bristol 
and West London primarily working with 
analogue processes, archives and bodies 
of research. Through creating work gener-
ated from personal experiences, construct-
ed narratives and stories he aims to create 
work that is playful and engaging. 
 His current body of work follows 
the physical path of three young men, who 
after escaping from an elusive cult in the 
North of the UK travel South, where their 
trail goes cold leading to their eventual 
disappearance. Luke’s work responds to 
ideas of ‘speculative documentary’ and 
attempts to reconstruct their path and 
piece together events to theorize about 
their current whereabouts. The series of 
images looks at the relationship between 
photography and truth and examines the 
accessibility of untruthful information and 
conspiracy theories.
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ELEANOR BEALE 
A Leaf In The Daisy Field

Eleanor Beale is a fine art documentary 
photographer living in Bristol, whose work 
focuses on unique individuals and their 
stories. Eleanor uses her camera as a 
therapeutic tool, working collaboratively 
to give a voice to others. “For my work, 
the processes behind the images are often 
more important than the photographic 
outcome, I want my subjects to gain 
catharsis from my work, the conversation 
and therapeutic processes that happen 
during shooting”. Eleanor’s current project, 
A Leaf in the Daisy Field charts the growth 
of the unique relationship she shares with 
her sister through a collaborative creative 
process.
 “My little sister Daisy and I 
didn’t have a very strong relationship 

growing up, it wasn’t until our teenage 
years when I began to explore her Autism 
using photography that we finally began to 
understand each other as people. Recently 
I have been re-visiting this body of work, 
aiming to explore the idea of photother-
apy between us as siblings, while also 
shining a light on Daisy’s relationships 
with other members of our family. A lot 
of the ideas behind the images stem from 
conversations between Daisy and me, we 
recall moments of our childhood and in 
particular aspects of life that she has had 
to overcome. I love to use my images as 
a milestone for her, in life we rarely get 
the chance to step back and reflect on 
our personal growth. Therefore, we used 
performative portraits to illustrate past ob-

sessive behaviours she has had throughout 
life allowing for reflection and realization 
of how far she has grown as a young 
woman. I love the idea that the audience 
can get a sense of the relationship between 
Daisy and myself through my images, even 
when I do not appear in the photographs, 
I think there is an obvious trust and bond 
between us. For me the most important 
outcome of this work is not the images, it’s 
the need for Daisy to be proud of the art 
we have created together and proud of her 
differences. Therefore, every part of our 
process is collaborative, we make every 
decision together because this is her story 
and our relationship.”
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DELPHI ROSS

Delphi uses her work as a way of con-
necting and collaborating with others. In 
her most recent project, she has chal-
lenged our post-pandemic world through 
working with other local artists to explore 
the power and beauty of collaboration. 
Working with designers, stylists and make-
up artists the project is about rebuilding 
creative relationships lost throughout the 
year of lockdown. From her background in 
documentary photography, she under-
stands the importance of strong relation-
ships and thrives to work with creatives 
of all ages and capabilities to encourage 

those seeking creative opportunities. Most 
of this work was shot in and around the 
North-East of England, a place that is 
often overlooked within the industry but 
demonstrates great potential to create 
amazing things. She uses locations that 
resonate with the team she is working with 
and quite often works with entirely female 
lead teams to encourage women to achieve 
beautiful things in an often-male dominat-
ed industry. Striving to create work that 
is as assessable as possible to remind the 
world that art is not just for artists. 

@delphiniumlilacphotography
www.delphiniumlilac.format.com
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SAM SPINKS 
A Page of Solid Ink 

Sam Spinks is a documentary style 
photographer predominantly focusing on 
telling personal stories through a range 
of photographic methods. His projects 
are often inspired by texts or poems he 
is reading that resonate with him and his 
experiences.
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Not that I want to be a god

      or a hero

             

                        Just to change into a tree,  
 
                                                                                                                grow for ages, 
  

    not hurt anyone.

@sam_spinks
samspinks.cargo.site
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 IMY O’CONNOR
 

Imy O’Connor is a fashion photographer 
whose work employs alternative and 
distorting image techniques to respond to 
surrealist themes and aesthetics in a dark 
and visceral way. Imy’s latest work has 
focused on East Asian folk tales, specifical-
ly renowned cultural depictions of female 
characters, in the tales of Nu Gui - Female 
Ghost and Kuchisake Onna – The Slit 
Mouthed Woman. Her interest in these 
tales arose from reading East Asian ghost 
stories and the archetypes that appear in 
them. Women in these folk/ghost stories 
are often presented in juxtaposed ways, 
either as strong-willed, dangerous and 
vain; or as demure and compliant. 

They lure others to their downfall with 
their powers of seduction, culminating 
in their death and destruction. Imy uses 
the idea of dichotomies in her imagery to 
highlight gender narratives and how these 
continue to be portrayed and determined. 
Her images explore the potential evolution 
in these characterizations and how such 
narratives would be visualized today.
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