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Eduardo Acevedo

STATEMENT

BIOGRAPHY

My works are mainly focused on human
behavior, exploring the causes and consequences of the modern world and how
globalization is transforming us.

Eduardo Acevedo Van Arcken (Bogota,
Colombia, 1987) started developing his
artwork through music and painting. After
a few periods studying music an the University of Los Andes in Bogota, he decided
to change the direction to visual arts and
film direction. In that order he got graduated from Visual Arts program from the
Pontificia Universidad Javeriana in 2010.
After having worked in film and video production for 6 years with directors and producers such as Sergio Cabrera and Ramon Jimeno and developing documental
photography projects all around Colombia, he decided to focus on his photography and take a step ahead in its conceptual development. That is when he decided
to start the European Master of Fine Art
Photography program in Madrid.

Through my projects, I generate images
that reveal particularities of human behavior proposing a personal reflection
about our past, present and future.

Liquid Beings
My body melts slowly and silently. It flows
swiftly between binary codes into an infinite sea. I’m everywhere and nowhere.
I can see you but I can not touch you. We
are one... and Zero. Always changing.
I like it.
The digital age is transforming us faster
and silently. It quickness and immediacy
are changing the way we communicate
and interact with each other to the point
we will no longer need a physical presence to share with other people and we
are becoming ubicuous... We are suffering a transformation from solid to liquid.
The indivisible becomes divisible.

CONTACT
eduardoacevedovan@gmail.com
eduardoacevedovan.com
+573426035
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Duarte Amaral Netto
STATEMENT
The way we perceive the real is ambiguous
and dependent on a number of intricate
layers of information that varies between
individuals. Naturally, we tend to walk towards consensus through language and
shared symbols. But what do we understand when we look at a photograph? What
does it tell us? Which level of information
do we have to read? These claims of truth,
reality or objectivity when we talk about
photography always felt exaggerated and,
to me, photography has much more to do
with how we build our own world rather
than what exactly we see. Of course, truth
and reality aren’t always synonymous, and
although photography could be descriptive
–and objective in that sense– it works with
so much more, at so many levels that what
we see starts to enter subjectivity.
It is that space, between objectivity and
subjectivity of an image, which has been
my main interest in the way it opens up
possibilities to create fictional realities.
In the past 18 years, I’ve been developing a body of work based on this line of
thought –if I have to synthesize it into just
one– whether in single images with resonances of the tableau, in family albums,
or with found photographs.

BIOGRAPHY
Duarte Amaral Netto (Lisboa, 1976)
Duarte studied photography at Ar.co from
1996 until 2000, where he won the Kodak

scholarship to complete his studies, which
were later continued with the participation
in the first Photography Course of the Calouste Gulbenkian Foundation. Upon the successful application for the IED grant in 2016,
Duarte concluded the European Master of
Fine Art Photography at IED Madrid.
His first solo exhibition in 2002 with the
art gallery Módulo Centro Difusor de Arte
toured the Netherlands, with solo exhibitions in Nouvelles Images in Den Haag
and MK Galerie in Rotterdam in 2003. In
that same year, Duarte was awarded the
Grand Prix du 48ème Salon de Montrouge,
in Paris.
Having represented Portugal in 100 photos

pour l’Europe in Paris, Duarte was also selected for several festivals and events such
as the European Night in Arles in 2006 and
Plat(t)form in Winterthur (2014).
In 2012, Duarte was nominated for the
8th Edition of the BEST PHOTO AWARD, a
prestigious photography prize, with exhibitions at the Berardo Museum in Lisbon
and Pinacoteca de São Paulo, Brazil.
Duarte is a teacher of Photography since
2003 at the Instituto Politécnico de Tomar
and a founding member of HÉLICE, an
advanced school of photography based in
Lisbon. Among other side projects HÉLICE is responsible for Propeller, a biannual publication dedicated to promote the
space given to photographic expression.

1999-2007
The title of this body of work, which is not
a series, states the time frame of when it
was developed.
These images work individually, and although they share some formal aspects
with one another they stand on their own.
They can be seen as islands that belong
to an archipelago.
In 1999-2007, each scene was built and
based on a previous experience that was
then reimagined and reconstructed. They
are attempts to stage something that
could feel as it has always been there before. As if the camera –and consequently
the idea of an audience– were invisible
and could enter the privacy of those interiors. This invisibility of the audience
justifies the underacting, thus relating to
the antitheatrical ideal.

CONTACT
contact@duartenetto.com
duartenetto.com/about
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Sofia Ayarzagoitia

STATEMENT
Sofia is interested in photography that
has a performative edge but derives from
the documentary heritage. This performative edge is drawn from the empathic relationship that she shares with
her subjects. Even if she never appears
in the photographs, the work is always
referring to her, not only through texts
but also through this relationship. She
is interested in the actions they do for
her camera. A lot of her work revolves
around intimacy and themes emerging
from it, keeping the necessary link of
art and life. Trying to explain her existential and psychologically journey, while
she also explores the thin line between
memories, fiction, time and space.

BIOGRAPHY
Sofia Ayarzagoitia (b. 1987. Monterrey,
Mexico).
Sofia studied photojournalism in the
School of Jose Marti, La Habana, Cuba,
2012. She has selected for PFC (Program
of Contemporary Photography PFC, Directed by Javier Ramirez Limon, 2013.
Selected for Finding your Vision Work-

shop with Alex Webb and Rebecca Norris
(Magnum), 2014. She studied in University
at LaSalle College International (2015),
Chung Ang University (2016) and European Master of Fine Art Photography at IED
Madrid (2015-2016). Sofia has participated
in many collective exhibitions around the
world. Award Casa de la Cultura Monterrey, Nuevo Leon, Mexico, 2012. Scholarship at Lasalle College, Monterrey, Nuevo
Leon, Mexico, 2013. Festival Luces de
Invierno by Centro de la Imagen, Mexico
Distrito Federal, 2013. Publication at Fototazo, 2014. Selected for FOCUS Program,
2014. Publication cover Larmagazine issue 16, 2014. Collective exhibition at El
Centro de las Artes Monterrey, Mexico with
PFC (Program of Contemporary Photography), 2014. Scholarship at CAU University, South Korea, 2016. Foam Talent 2016,
Amsterdam, Netherlands, 2016. Winner of
photobook muck up competition from La
Fabrica, 2016. Winner for the Bienal de
Fotografía XVII Centro de la Imagen, Mexico City, 2016. PHMuseum honorable mention, 2017. Nominated for Paul Huf Award
at Foam. Collective exhibition at Red Hook
Labs, Brooklyn New York. Shortlisted for
the Author Book Award at Arles.

Every night temo
ser la dinner

CONTACT
www.sofiaayarzagoitia.com
contact@sofiaayarzagoitia.com

I started to go to Lavapies (neighbourhood
in Madrid) everyday to search for something I felt most connected with. I met
Fall, from Senegal, and he introduced me
to Bass and Mbagne, they have been living in Madrid for a few years. Mbagne had
such a positive energy, and I wanted to do
something special so I gave him a fish, as
an offering. Soon after, I started photographing him almost everyday and after a
couple of weeks we started dating. I met
his friends and also photographed them in
a playful way, while documenting my time
in those spaces as well. I dated Mbagne
for 2 months and then we left our relationship as friends. I really loved the contrast
between their beautiful skin and the colors of their walls, mantas and everything
around them, their energy, their willingness to share everything and their vulnerability in certain situations. It made me
identify with them, they are mirrors of me.
Some of them are living here illegally and
some of them have their papers in order, I
admire them for adapting to the circumstances they are in. I wanted to do something beautiful... hecho con amor... made
out of love. As the project developed over
time, these chapters became like a school
for me and helped me develop a visual
language that could be best used to sum
up my understanding of our inner world.
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Anna Fawcus

STATEMENT
Photography for the majority of its history has been used to document the human experience. We are now reaching a
point where this documentation has multiplied to an exponential constant. Where
our experience is being noted, documented and projected back to us. My work is
about the role of photography. It is about
what photography has become. Even if a
photograph is not real (if it is reproduced
or staged), the emotion or the feeling or
the energy that the image has can be as
concrete as the objects within the image.
I am interested in the use of photography
to convey energy, real or manufactured.
My projects have a place for both found
images, and taken images, both staged,
and natural.

BIOGRAPHY
Anna Fawcus (1980) is an Australian artist, living in New York who completed the
European Masters in Fine Art Photography from IED (Istituto Europeo di Design)
in Madrid in 2015. Recent publications
of her work include Blow Photo Maga-

zine (Dublin, Ireland), Monthly Photo
Magazine (South Korea), Photo World
Magazine (China), Daily Telegraph (Sydney, Australia). Recent exhibitions of her
work include as a featured exhibitor at
Head On Photo Festival (Sydney, Australia), Pingyao Photo Festival (Pingyao,
China), PhotoIreland Festival (Dublin,
Ireland), The Photographers Wall at the
Library of Birmingham (Birmingham,
UK), Roar Gallery (Rotherham, UK), Altamira Palace Gallery (Madrid, Spain),
Con Artist Gallery (New York, USA), Art
Basel 2014 & 2015 (Miami, USA), Photo
España 2014 (Madrid, Spain), Municipal
Heritage Museum of Malaga (Malaga,
Spain), Culturefix Gallery (New York,
USA) and, in Adelaide, Australia; Hill
Smith Gallery, Bird in Hand Winery and
Pulp Shed Gallery. Her work has been
acquired by both private and public collections in the United States, Australia
and Europe.
She is a member of the Con Artist Collective in New York and the National
Press Photographers Association (NPPA).

Mixed Emotion (M.E.)
This series of work exposes an inner
self-portrait rather than an external
self-portrait; a representation of self on
an emotional level as opposed to a pictorial level. Our identities are formed
through the guidance or lack of guidance
of our parents making them a significant
part of who we become. The physical tear
and re-joining of the work is symbolic of
the imperfection of these relationships.

CONTACT
www.annafawcus.com
anna@annafawcus.com
+1 347 607 5604
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Mixed Emotion (M.E.)

Half him
Half her
I am
Him and her
He and she
Made me
From them
Part of them
I am
I am them
But
They are not me
They are the
Creators of my childhood
Leaders of my pack
Educators and influencers
Of ideas and ideals
My idols
My enemies
My heroes
For better or worse
The two became one
Individual identities blended
Xeroxed copies joined
My choice
To imitate or replicate
To take flight or flee
Either choice
Determined by them
Chosen by me
Who am I
If not a product
Of my sculptors
The architects of my mind
Mum and Dad
Him and her
Ma and Pa
He and she
It’s me
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Jorge Fuembuena
STATEMENT

BIOGRAPHY

I don’t take pictures because I want to describe reality but because I try to discover
it. The space is initiated because we look
beyond where we are, beyond us. What
always interests me is the notion of paradox. I have always been more interested in
how we build reality than in reality itself.
Photography lets me wonder a lot on what
is real and what is not. We as artists look
for a language and this has something to
do with finding a way to formulate (in this
sense, a way of formalizing) what is being
told. I think that the how is usually more
important than the what, as it indicates a
position towards the world; where I photograph from, what is my relationship with
photography, etc. From something concrete, we can see how a world operates. I
think photography shows the appearance
of things but doesn’t translate it. To me,
photography talks about ideas, semantic layers of meaning that we add. I share
the questions, the uncertainty. Photography allows me to interact with others and
with the world. I use photography as a tool
to reflect upon the nature of the social
and the individual being. It helps us build
a vision of who we are. My will is to find
emotional correspondences, to generate
horizontality with the world being photographed and, as Serge Tisseron says, to
have a psychic assimilation of the world.

Jorge Fuembuena Loscertales (Zaragoza,
1979)
Fellow artist of La Casa de Velázquez
(Acadèmie de France à Madrid). He is
an artist and a teacher in Photography.
His work was selected for the exhibition Contexto Crítico. Spanish Photography of the XXI century (Madrid, 2013) and
NEW SPANISH PHOTOGRAPHY_Visions
beyond borders (2014. New York and
Washington ( FotoWeek D.C). He is also
included in the book Diccionario de fotógrafos españoles: del s. XIX al XXI (La
Fábrica. 2014) and the book Reciente
Fotografía de autor en España. Un Cierto
Panorama (2017).
He has participated in the international photography events such as
Fotoseptiembre (CCEMEX. Mexico,
2011), Encontros Da Imagem Festival
(Portugal, 2012), Plat(t)form Fotomuseum Winterthur (Switzerland, 2013),
Paraty Em Foco (Brazil, 2013), Arles
Voies Off (France, 2015) , Pingyao Festival (China, 2015), PHotoEspaña (Spain,
2013 and 2015), Athens Photo Festival
(Greece, 2017), Lodz Fotofestiwal (Poland,
2017), Kaunas Photo (Lituania, 2017),
and art events such as The Solo Proyect
Art Basel 2015, Pulse Miami 2015, the
Trienale di Milano (Italy, 2016), and Bienale de Thesaloniki (Greece, 2016).

INSIDE INSECT
The project is a research about the work,
construction and representation of the
universe of the filmmaker Luis Buñuel. It
follows Buñuel’s footprints through various countries, generating a new value for
found objects and archival documents
such as letters, postcards, degraded photographs, maps and texts. The project
plays with sign systems and photographic
representations, deconstructing a preexisting narrative by deliberately mixing reality and fiction, that is, past and present,
myth and reality.
This project does not attempt to articulate traces or testimonies in an orderly chronological or spatial presentation. Here, the trace is more a strategy
of approximation than a goal in itself, to
obliquely accomplish an approach that accentuates and questions certain spaces
that contain or point towards a certain
specificity by relating elements that are
distant temporally and geographically.
There is a reflection on how a specific
context creates, imposes or builds a symbolic value. The project takes the form of
a photographic essay comprised of photographs and archive materials, either
altered or presented as such, establishing tensions, dialogues, overlapping relations, echoes or resonances of all these

elements, shown as a cluster or constellation of materials. Inside Insect explores
the appropriation of images, recreation
and documentary landscape photography.
The project simultaneously contains affective and analytical elements, placing
myself halfway between the objective and
the subjective, the real and the fictitious,
reality and desire, in short, between reason and emotion. Buñuel’s vision clashed
with reality. To me, this project talks about
ideas such as death, faith and eroticism,
the three main obsessions of Buñuel.
The contextual framework of reference
in the geographical sense explores the
territories and places where Luis Buñuel
lived and that had a marked meaning in
him, such as Calanda, Zaragoza, Madrid,
Toledo, Paris, New York, Los Angeles and
Mexico DF.

CONTACT
jorgefuembuena.com
info@jorgefuembuena.com
+34 605 145 798

SOCIAL MEDIA
Instagram: Jorge Fuembuena
Facebook: Jorge Fuembuena
Loscertales
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Niveditaa Gupta

STATEMENT
I am an architectural photographer.
I compose and understand spaces.
I tend to read between the lines for paradoxes and anomalies.
The work doesn’t reference recognizable form, and all meaning is destructed
till the space becomes free of authorship.
The formal abstract photograph is my
defiance against retinal architecture.
Through the tactile manipulation of these
photos, I seek to counter the pollution of
the aesthetic to create new experiences
and new meanings.

BIOGRAPHY
Niveditaa Gupta is an architect and photographer based in New Delhi, India.
The two professions often find an overlap in her artistic endeavours, which began soon after she published a research
paper titled Towards a Photography of
Architecture while finishing her undergraduate studies in architecture. Since
her graduation in 2015, she has been involved in commercial work in architectural photography, audio script writing
for India tourism, sustainable building in
Auroville and content writing for architec-

tural projects. Through photography, she
also documented the growth and change
in glass factories of India over the course
of three years and presented the same
as one of India’s top 25 photographers at
Campus Diaries’ 25under25 Summit in
March 2016. Feeling the need to explore
the representation of spaces from a more
artistic perspective, she then decided to
move to Madrid for the European Masters
in Fine Art Photography at IED. In Spain,
Niveditaa assisted Javier Callejas with
commercial architectural photography
while simultaneously developing a masters project with Nicolas Combarro about
the representation of space in a two-dimensional medium. The project translated into an exhibit of the photographs
as large photo-sculptures that created a
physical experience based on the viewer’s
perception.
She has now made her return to New
Delhi, India, where she continues to explore the three-dimensional possibilities
in photography of space. The lessons with
Martin Parr, Joan Fontcuberta, Joan Villaplana, Mireia Sallares and others have
inspired a few ideas for projects based in
India which she plans to take forward in
the coming year.

The old shadows
of a new light

CONTACT
+34-662020080 (Whatsapp)
+91-9971763456 (Phone)
guptaniveditaa@gmail.com
niveditaagupta@ied.edu
niveditaagupta.portfoliobox.net
behance.net/Niveditaa
instagram.com/niveditaagupta

There is a dialogue between architecture
and photography through which we perceive space. It is possible then, that our
idea of space can be manipulated, simply
by manipulating the medium that represents it.
The photograph is a thin sheet of paper.
It has four corners and edges. The surface may contain texture. And this photograph can be viewed from any side.
These concise, geometric attributes may
ordinarily not matter as much as the content of the image. But when a photograph
seeks to represent space, they become
significantly relevant. The dimensions of
the photograph become the dimensions
of the space. Three dimensions get reduced to two, and within this limitation,
space is given new meaning.
The project is an exhibition space created with large scale prints of black and
white photographs that are so arranged
as to create the illusion that the viewer
is walking through the space that they
perceive in the photographs. Some elements may be seen as three-dimensional
photo-sculptures outside the two-dimensional prints. The relationship between
these photo-sculptures and the photographs that they are extruded from, is the
essence of the exhibit.
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Dahlia (Dalia Graželė)

STATEMENT

BIOGRAPHY

I would call myself a collector. Photography and photobooks are the perfect media to put all the things that interests me
together. Each theme I work with might
seem very different, but discovery of a
particular theme and its fixation encourages me to also discover and follow other
associated objects –in this way creative
series are connected by implicit similarities. Daily life and routine are my biggest
inspiration. Things that we are surrounded by actions that we do every day and we
don’t think about them as something special. I am constantly searching for matching elements that are usually based on
mild contrast principles through texture,
color, and unexpected graphic or natural
elements. I am sensitive to the environment around us and I like to accentuate
those things, so we all would think about
present and what is around us. My photographs reflect a search for a clear visual
divide and maintain an unexpected strict
but floating structure and making books
is like adding another layer for my photographs. The book itself works like uniting
element in my projects.

Dahlia (Dalia Graželė) Kavaliauskaite
(Kaunas, Lithuania 1985) began her interest in art through analogue photography in Kaunas photography art school
2004. Old photography processes encouraged her to learn more about different media, and she continued to study BA
in Vilnius Art Academy (Photography and
Media Art Department) 2007–2011. Following her interest in to photography she
came to study Master of Fine Art Photography at IED Madrid (2012–2013). There
she realized her passion for photo books
and made her first artistic book that was
selected for the Dummy Award ’13 at Fotobookfestival, Kassel, Germany. Her
work has been shown in personal and
group exhibitions in Lithuania, Spain,
Germany, France, Italy. Nowadays, she is
often participating in zines and book festivals, such as 550 Young Artist Show,
Lithuania, Photozine Festival, and Arthesis art fair & Funzilla in Rome. Currently
she lives in Vilnius, Lithuania where she
works at editorial design and with personal projects.

Zeus +
Venus & Love
Zeus + Venus & Love is a nostalgic and
poetic project. Looking at the images
you can feel summer and sadness. Relation between something very alive, like
plants and something cold like marmure
sculpture. They are metaphors of female and male stereotypes. The result
is a self-published edition of 30 copies,
250x170 mm size, digitally printed as
a zine.

CONTACT
www.dahlia.lt
dahlia@dahlia.lt
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A Success Story
Blanca Corrales

At IED we are passionate about creativity, design and communication. For more
than 50 years, we have been teaching our students from all over the world how
to look at the world with different eyes and shape it with their ideas. We now are
able to share our vision with them through a network of schools in Italy, Spain
and Brazil.
Photography represents a powerful weapon in the field of Visual Communication
and generates endless opportunities for creating lasting impact. That is why we
have developed a Program capable of empowering all those professionals who
want to take their creative talent, technical skills and aesthetic sensibility one
step further.
Our teachers are great professionals who enjoy accompanying the students in the
development of their own original language, be it within many fields of photography, such as fashion photography, advertising and documentary. In the field of
contemporary photography, we have achieved a Master program of international
reference, which counts with an exceptional team of docents and is able to attract
students from all over the planet. It is the achievement of the program director,
Moritz Neumüller that we have been able to magically connect the world of art
and photography with that of design.
This book gathers the projects of our students from the first seven editions of the
program. Many of them have boosted their artistic careers in photography and
visual culture. Others have used the newly acquired skills within other fields of
artistic or professional practice. We truly hope that this small selection of outstanding talents will enable you to feel the professional and human quality of all
the people involved in this ambitious enterprise.

The Seventh Year
Moritz Neumüller

In its first six years, the European Master of Fine Art Photography became one
of the most prestigious academic programs in the field, and a meeting point for
international artists and professionals. While we wanted to maintain the basis of
this unique programme, that is, the excellence of its faculty, its international nature, and its focus on the production of an artistic project, we also intended to
make some overdue adjustments. One was to give the tutors of the final projects,
Nicolas Combarro and Ricardo Cases more weight and autonomy, and to involve
the tutor Joan Villaplana in the process of finding and defining the field of research for these projects, from the very beginning. We also decided to move some
of the tutoring sessions online, during the summer months, to insure that the students have a constant feedback while they produce the work. Another adjustment
is the title of the program, which is now called European Master of Contemporary
Photography. We feel that this title reflects better what we do and believe in.
What has not changed is that our students still learn directly and personally from
some of the most prestigious masters the field, to become familiarized with contemporary artistic photography and develop their own artistic practice. Throughout the process, the close experience with professors and tutors is one of the
most enriching aspects of the program.
The program’s academics are characterized by their nature of encompassing and
concretizing a subject from an initial idea, promoting research, reflection and discussion, and materializing the entire process of creating an artistic piece to be
presented before a jury. Classes include the discussion of texts; projections of the
authors’ images and videos; visits to exhibits and artists’ studios; and individual
and group exercises. We have created an exchange program with the prestigious
Chung Ang University in Seoul and are establishing another one with the Hélice
school in Lisbon, co-founded by our alumn Duarte Amaral Netto. Finally, selected
students can opt to exhibit their work in one of the centers and festivals connected with the course. In the past years, we have helped our students show their

work at festivals such as Pingyao (China), PhotoVisa (Russia), PhotobookWeek
Aarhus (Denmark) and PHotoEspaña (Spain). Some of them have also had individual exhibitions and publications around the globe.
This catalog is a celebration of seven years of sweat, tears, laughter and friendship. It is divided into two parts. The first part consists of the work of 13 selected
alumni of the program, with a project description, biography and artist statement.
We would have loved to include the work of everybody, but this would have gone
beyond the scope of this publication. At least, you will find the names of all the
students who have taken part in the master program over the years, with their
websites, where they come from, and the academic year they graduated. The
second part of the catalog you will find an interview with Martin Parr and Gerry
Badger, on their revision of the history of the photobook, a conversation with Jim
Casper, and a text by Spanish researcher Erika Goyarrola, on the history of the
photobooth. I would like to thank all the authors for giving us the possibility to
share their insights with us.
I truly believe that the best communication strategy for a photography course is
to highlight the work of the students. We have an impressive list of alumni from
all over the globe, and from what we hear, many of them have been able to take
something home from the program. First-hand experiences by working with artists such as Joan Fontcuberta, curators such as Jean-François Chevrier, and
such as Andreas Müller-Pohle, are a rare privilege. Keeping in touch with them
over the years will be vital for their careers, to seek their advice and create a
niche in today’s busy art world.
We congratulate all our students, current and past, for their effort and thank
them for making us, their teachers and tutors, proud of them.

The Revised History
of the Photobook
In conversation with Moritz Neumüller
Gerry Badger & Martin Parr

MORITZ NEUMÜLLER Books seem
to be a proven model of efficiency for
presenting, communicating and reading photographs. In the last fifteen
years, they have also become widely
recognized as the best medium for
presenting photographic sequences,
by scholars as well as by the photographers themselves. You have been
very much involved in writing the history of what is now commonly called
the photobook. How important are
photographic publications really for
the history of the medium?
GERRY BADGER We always said that
the Photobook is the natural home
for photography. I think like Lewis
Baltz once said that photography was
a very narrow but deep area, somewhere between the film and the novel
and I think the photobook exemplifies
that. One always thinks of photographs
in series and I think the main practitioners from 30’s onwards thought of
photography in that kind of sense, as
a serial thing. You cannot really say
much with one photograph but as soon

as you put them together, they are like
words, if you combine in a certain way,
you start to construct a narrative.
MARTIN PARR Photography is the
most democratic art in the world. We
are all photographers and therefore
people are much more into photography, because people are putting there
images on instagram, on flickr, on
snapchat, tweeting them, whatever.
Although this is very satisfactory as a
general trend and a great way, both for
communicating and for finding a new
audience, disseminating your work
to a specialized audience works very
differently. When you want to make
a statement about your practice, it is
much better to do it physically, to actually see the images in a printed form.
That has always been an integral part
of the history of photography, and
people have understood and appreciated photography this way ever since.
Thanks to technology, we can all make
statements about the world, our relationship to it and ad our own voice into
this continuing story.

GB That’s the problem today: there is
too much photography around at the
moment that is not solid enough.
MP You need a lot of bad books to understand a good one.
GB A lot of young people would say
that you are an old fogey...
MP Of course! Anyone who does anything is accused of being an old phobian, of having become the establishment! Look at all the kings of punk
who are now the overseers. All right,
the usual suspect circuit! And we want
more usual suspects to join us. Like
Cristina de Middel, who came from
nowhere and has become a usual suspect, in a space of 3 or 4 years. I have
never seen anyone go from the unknown to an establishment figure so
fast, don’t you think?
MN The success of her photobook
The Afronauts may have been the key
to this steep career, and the fact that
you have supported her has certainly
opened many doors.
MP Sure. Actually, she just brought out
second edition of The Afronauts when
she always said she wouldn’t. In fact,
she had signed my copy promising that
there would never be a second edition.
But then, I also change my mind from
time to time...
MN So, it seams reasonable to state
that photographic books have significantly aided the acceptance of photography as an art form and the establishment of many photographic careers.

Yet, you also claim that the photobook,
more than any other physical or conceptual format of photographic expression, has been responsible for a
good part of shifts of style and content
matter in the history of photography,
especially between the 1950s and ‘70s,
the “golden age” of the photobook.
Can we really speak of “two histories of photography”, one composed
of a “canon of masterworks” and the
other in the form of books which can
be found in libraries, rather than museums? For many, the History of the
Photobook claims to be another history of photography...
MP It is a revisionist history.
GB It includes photographers such as
Paolo Gasparini, who did great books,
but not the kind of work that would interest the Museum of Modern Art...
MP This only shows the lazyness of
the people that run the Museums of
Europe and America, they have a very
closed view of what we all know and
understand as the subjective history.
You have to challenge the ultimate lazyness. One of the great mysteries of
the photography book within the context of the postwar period is that here
you have this amazing thing happening in Japan in the 60s and 70s, where
the books were completely revitalised.
The vibrant, phantastic books where
being produced by brilliant designers and great photographers, and until 30 years after, no one in Europe or
America bothered to understand how

extraordinary that movement was. I
look back at that and wonder how
could that happen, how come we did
not realize that there was a revolution going there, on in terms of photographic publishing. We were arrogantly ignoring it! Don’t you agree, Gerry?
GB Szarkowski did a show and he misunderstood it!
MP He did a show and he used some
very good photographers, but he did
not present and champion the book in
that show...
GB It did not fit into his idea what photography was.
MP We all know he was a great curator, but he had this blindspot, and
ultimately his big blindspot was,
when he was one of the few people
who actually understood that there
was something happening in Japan,
when he presented it to MoMA, he
ignored the photobook, which is its
greatest achievement.
MN However, in the last 15 or 20 years,
the appreciation for photographic
books has risen enormously, and your
research, collecting and promoting of
this medium have been essential for
this new understanding of the photobook.
MP The appreciation and the status,
the value of how we think about books
has changed a lot. If you have an exhibition or retrospective show of a photographer nowadays it is unthinkeable
not to have a vitrine with all the books

or publications of this author. Twenty
or thrity years ago people really didn’t
really do that, so automatically that is
one thing that the museum world have
taken on board and they have appreciated how important that contribution
is to a photographer’s career, or to formulate a statement. That’s the kind of
thing where you can see the manifestation of the revival and renaissance of
photography and publishing that wasn’t
there 20 years ago. Another thing
that happened is that technology has
changed so now you make a print on
demand book which then can become a
trade book. It is surprising that –in the
decade that has been dominated by the
Internet– the physical book has never
been stronger and more appreciated.
Paradoxly, people often learn about
these books through the internet.
GB I keep hoping someone will eventually do an e-book that will break
through the same way that Klein’s New
York did, but it has not been done yet.
MP And if you go to to photobook
events like offprint in London at the
Tate, and is significant that the Tate
encourages this event, most of the audience are under 30. All these people
were brought up entirely in the digital
age. And yet, they too seek out and
collect physical books.
GB A new awakening.
MP It is quite interesting. And the old
fogey argument will be soon disaproved in terms of what this new audience is. To see the vitalcy and the

number of people, it’s quite incredible. Besides the most sophisticated
bookmarket which is Europe, there is
still Japan out there. Tokio in terms
of bookmaking and the photography
books is remarkable.
MN You are considered two of the
main prophets of this new religion,
would you agree?
MP Well, clearly it has been one
of the many positive contributions,
but as you know we are not the only
people, there is Horacio Fernandez,
Andy Roth, as well as a lot of other researchers and collectors. I guess the
thing about our three volumes is that
the fact that it gives the whole subject
some authority, because it has a solid
structure and is well written, which is
of course the merit of my dear friend
Gerry Badger. It is a subjective view
point, but objectivity has been given
by our collective experience, by studying the subject for many years, and by
talking to many people.
GB It was an intent to write the history
of photography through the photobook,
but not a history of photobooks. A very
important distinction.
MN Horacio Fernández’ seminal exhibition Fotografía Pública: Photography
in Print 1919 – 1939, at the Reina Sofia
museum in Madrid, also had an impact that has been widely recognised
as a paradigm shift, a catalyst and an
inspiration for further research on the
subject. You went to see this show in
Madrid, didn’t you?

MP I went to see Horacio’s show in
Madrid and it inmediatly spotted my
interest. And then I came accross
Andrew Roth, who basically came
from the world of first editions of literature, novels, etc. He saw an opening, the photography books hadn’t
really had the same attention ad the
first editions of novels, so it was a
huge market in America. Thus, he
started to collect them to promote
them on the high end, so he made a
book which is almost like a blownup sales catalog. He might have saw
Horacio’s book as it was about the
same time he was producing that.
When Phaidon invited me to do a
book about photobooks, I proposed
Gerry as the writer and co-producer.
We inmediately realized that to do
it properly, we needed two volumes
and they agreed to that, and so we
worked on the first volume first, and
the second volume second.
MN And later you even made a
third one.
MP The third, you know, it took another eight years, before that really sort of
came to be, but clearly in that interim
period so many good books were published that we had to react to that. If
it was meant to be a collection with
some authority it would be irresponsible not to respond to the new books
as well as to the old books that we had
rediscovered and also themes that
we had not picked up, protest being a
prime example.

GB Yes, protest books is one of the not
so well-known areas of photography
book production. In the 60s and 70s,
when there are a lot of protest movements in the world, many were documented by photographers and they
produced photobooks... sometimes
to make money for the cause, sometimes as a visual record. In the 80s
and 90s, they slightly diminished, but
quite recently there has been a revival
in protest book making, many of them
self-published on a shoestring budget,
yet with a lot of imagination.
MN So, protest books were born in
times where the people went on the
street to fight for their rights, but they
have lived a revival in times of crowdfunding on the internet, so it is still a
very contemporary cultural product.
GB Exactly. Occupy Wall Street and
other movements of that kind are using this medium, as well as the Arab
Spring, and civil rights movements all
around the world.
MN Did the success of the first two
volumes give you the liberty to pick up
on themes that were not in your focus
at the beginning?
MP Well, clearly the fact that the first
two sold very well helped give faith to
find that the third volume would be a
good idea. I think it surprised everybody how successfull the books were.
It is a strong message that the books
are still selling well because as more
and more younger people come into
this market they want to go back to

an authority of voice and that our contribution because it’s a very inclusive
but also revisionist history.
MN It is very different from the books
on books that concentrate only on one
country or continent... even if you have
been involved in some of these projects, too, such as the Chinese and the
Latin American one.
MP We really tried to encover the big
picture and feature authors that have
been overlooked, of course we have
excluded or forgotten many, but it’s a
step in the right direction.
MN You have willingly excluded which
is your own books, haven’t you?
MP Well, yes, there is a big argument
about that. I think that if you are editing or curating a project it’s just inconceveable that you can include yourself,
it’s just arrogance beyond despair. I
said this is unnegotiable.
GB There are some books that we
would have wanted to include, but
then, you have to draw a line somewhere, nothing could ever be totally
comprehensive but the thing I would
say about volume 3 is that it was
quite difficult to find the structure for
volume 3.
MP Oh, yeah, there’s plenty we’ve
missed. That’s the trouble as we are
getting to be old men, we’ve actually
agreed on many books that were going to be in volume 3, but then we just
forgot to put them in...

GB Not many, but you know, one
or two.
MP That could be volume 4
GB Volume 4, the ones we forgot
about!

Laughs.
MN As mentioned before, one of the
regional photobook histories you
were involved in is the Latin American
Photobook, made by a team of Latin
American and international curators,
artists and researchers. Their investigation was also a kind of treasure
hunt, driven by the passion to discover
rare works, mixed with the passion of
the academic scholar for the new and
unknown. Unfortunately, the fact that
some books (and many others not) get
“rescued” and recognized as masterworks, does not mean that they become more accessible to the general
public. Then there is the Chinese Photobook, and now I think you are investigating about countries such as Iran,
and India. How many white spots are
there still on the map?
GB Maybe they are still great undiscovered masterpieces out there, but
Martin has now been looking for 20
years to find these things.
MP 40 years, darling.
GB So there you are, there will be undiscovered books out there, but not so
many. I think we now we are beginning
to get a broad picture of the photobook
as, not just even an European, Ameri-

can and Japanese phenomenon, but
a worldwide phenomenon. I think it
is a good time to take a look of what
we’ve got.
MP I would say this is the absolutely
right time to do it because we had this
renaissance for the last 20 years. So
in order to sort of continue this great
story and this exciting movement we
need a time to look back, to appreciate how it all happened, to see some of
the great achievements and for people
to understand that this movement can
carry on and that the new photography
is emerging from all over the world.
The photobook really is the best way to
get your message out, it is not only the
internet but actually to have the physical book, because we can share this,
it has a smell and it’s almost like an
antidote to our digital age.The younger
people have really taken to explore and
celebrate the physical book and pass it
by to their friends, to their colleagues
and it’s been an integral part of understanding our relationship to the world
through photography.
This Interview was performed in Arles,
France, in July 2016.

Case study: Lensculture
Jim Casper in Conversation
with Moritz Neumüller

MORITZ NEUMÜLLER If I am correctly informed, LensCulture started
some 13 years ago as a project driven by a personal interest, and has
since developed into a large community of photography lovers, but
also into a company, which sustains
employees, manages user accounts
and has entered a new phase due to
a partnership with investors that see
a business opportunity in it. Please
tell me about this journey, the story
of LensCulture.
JIM CASPER I started LensCulture
in 2004 because I wanted to explore
the increasingly important roles that
photography plays in many different aspects of society today –media,
advertising, art, politics, propaganda, journalism, surveillance, personal interactions. At the time I was
chairman and CEO of a branding
and design strategy business, and I
knew that photography was very important in the communications we
created for our clients. So I wanted
to understand in a more profound

way how photography works in other
disciplines.
I was eager and impatient –I did not
want to go to school to learn all this–
I wanted to learn directly from the
people who were experts in the language of photography, the photographers themselves, as well as curators,
photo editors, art directors, historians,
gallery owners and others. I created
LensCulture as a vehicle to approach
some of my heroes, and ask them to
help me understand what photography
is about and how they were using it.
Almost as a side effect I realized
that lots of other people (our new
and growing audience) seemed interested in learning from these people,
too, and hearing in their voices what
photography was about. From 2004,
LensCulture started to become a rich
resource of articles about photography
and photographers, curators, editors,
critics, as well as trends in photography in all genres. And now, at the end
of 2016, LensCulture reaches more
than two million people every month
in 145 countries. The photographers

we discover are featured in exhibitions,
books and about 50 international
photo festivals each year. We sponsor
four international awards every year,
making our outreach in 125 different
languages, so we can really discover
what is going on with photography in
cultures all around the world, not only
in the English speaking countries.
MN So when did LensCulture become
a full-time job for you?
JC In 2005, I sold my business in
America and moved to Paris, to focus
fully on photography and LensCulture.
In 2013 I was lucky to connect with two
business partners who have a lot of
experience in technology and in growing businesses and designing for the
internet. So with these partners, we
were able to rebuild the whole platform from the ground up, while keeping all the content from 2004 up until
now. We made the experience much
richer and enabled our made it possible for readerspeople to search all
the information that is there. It also
works better on smartphones and tablets now, and the image quality has
improved a lot, so you can even project
it onto a 4k resolution screen, and the
photos look amazing.
We also built in a lot of best-practices on the platform to help photographers move forward in their careers
and to improve creatively. We do this
by giving talented photographers access to their own free profile pages
on LensCulture, which are by invitation only, where they can present lots

of information about themselves to our
audience of over 2 million photography
lovers. These invited photographers
can upload an unlimited number of
their images and projects, captions,
statements, links to books that they
have published, links to their galleries,
agencies, and their own professional
websites... So what we are trying to do
is provide connections throughout the
global community, and make it easier
for people to discover excellence in
photography and to connect with those
artists who use photography in interesting ways. We want to make it easy
for people to discover great talent and
to interact directly with each other.
MN This means that, on the one hand,
you concentrate on excellence, and
on the other, you have teamed up with
people who are very much interested
in the growth of the platform. Is this a
contradiction or will you be able to fulfill
the two goals?
JC Yes. It’s growing in many directions.
Since we publish our calls for entries
in 125 languages, we are discovering
photographers in cultures all around
the world whom we would not have
discovered otherwise. You and I know
that when you go to portfolio review
events (which I still do, several times
each year), you meet a bunch of really interesting photographers. However, this is still a very limited number,
compared to the number of people
you can reach online. Now we receive
projects from photographers in farflung countries, large and small, on

every continent. With the power of
the internet, we are able to connect
with people we would not have come
across any other way. So the number
of artists on LensCulture has grown
to over many thousands.
The other interesting thing we have
done is that we invited experts in photography, curators, gallery owners,
critics, authors, and other photographers to become LensCulture Insiders
–and to nominate talented photographers to get visibility on our platform.
These are all people who are working
very hard to discover new talents, and
we ask them to tell us about interesting photographers they have discovered in their practices. So each of the
Insiders –we have almost 1,000 now,
around the world– can nominate photographers to get a free profile page
on LensCulture. It’s like having a thousand talent scouts around the globe,
keeping us up to the minute. This has
really enriched our base, because it
enables all our readers to discover
these great photographers and new
talents, just by digging in and browsing
through LensCulture.
MN Wow, 1000 Insiders, and I believe I
am one of them...
JC Yes, you are!
MN I was not aware that we are so
many. How active are they?
JC Well, not all of the Insiders actively recommend artists to be featured
on LensCulture, but they have other
possibilities to interact with the pho-

tographers they find on LensCulture.
We have a special dashboard for the
Insiders. For example when we sponsor an award, there may might be 6
top prize winners and 25 finalists, but
there might be some 150 other highly
rated submissions that were trying to
win those awards, so we display all
of those highly-rated photographers
for the Insiders, so they can discover
them for their festivals, exhibitions,
publications, and more. It has become
a very interesting database of photographers who are creating great work
today, including many who have not
been recognized internationally yet.
MN Is this the future, the new way to
work globally in photography? The
photographic object is getting less and
less important and it is all about the
image?
JC Well, I think word of mouth has always been an important way for any
creative workers to expand their networks. You meet other curators and
share your discoveries. If you’re excited
about someone who has a new approach to the visual language of photography, you probably share your enthusiasm with your colleagues, right?
So you spread the word across the
community about people who will be
interesting to watch. We simply tapped
into technology and the power of the
internet to amplify this effect and allow
people to make these recommendations in an easier way and in a forum
that eaffects a larger number of people.
So you can say, as if it was in a private

conversation, “Hey, here is someone
who has found a new way of visual storytelling.” And your excitement and enthusiasm can now reach a very big international group of influential experts
who are passionate about photography.
It can have a profound impact on the
success of somebody’s career.
The question of whether photography
is best experienced as a physical object
or on a screen is a bigger question.
MN What I am heading at is probably the fact that, when I am invited
to judge work for online contests, and
have to make a selection of my favorite
projects from a screen, I tend to apply
a different set of criteria than when I
see the works physically on a table or
on the wall. I do not have any proof of
this hypothesis, it is based on a feeling
more than on tangible data. However,
I feel that I fall more for flashy and
easy-going, impressive images on the
screen, whereas in “real life”, I appreciate research-based, multi-layered
projects...
JC Well, it ultimately depends on the
context, right? If you want to show
something in a physical exhibition, you
really need to see the prints before
you decide if a project is good enough
for your purpose. Or if you want to
publish a book, it helps to see a book
dummy. But if you are talking about
a visual story that is going to appear
in the New York Times online or in a
slideshow or some kind of hybrid multimedia presentation, then a computer
screen is fine. Whether we like it or

not, I think this is how most people are
consuming and reading images these
days, anyway.
MN True. And in the future, this will be
more and more so. Joan Fontcuberta
speaks of the Homo Photographicus...
JC I believe that photography is the
most universal language on the planet today. We share photos from our
smartphones practically every day.
Photography transcends any verbal
language, it transcends any economic
status, any level of education or cultural background. It seems that everybody knows what a photograph is and
everybody seems to be able to “read”
photographs to one degree or another.
The challenge we face in this language is fluency. Who is really using
the visual language of photography
as an innovative art form or as a new
persuasive communication tool? And
that’s where things get interesting,
when people use the medium not to
show a frothy cup of cappuccino on Instagram, but to tell a multi-layered and
complex story. That’s what I am interested in –who is using this language in
new, interesting ways? And then I want
to share those discoveries with as many people as I can, to inspire people.
Also, I think there is a sincere desire
for people to understand better how
photography works and how to become better photographers and better
visual storytellers themselves. With
that thought in mind, LensCulture
started to offer personalized, written
critical feedback to photographers to

help them improve. For example, with
our Call for Entries, when someone
submits five or more images with captions, they are entitled to get a critique
of what they submitted. So, it’s not a
typical photo contest where you get
maybe a thousand entries but only ten
people can win. In this case, everyone
wins, because thoughtful, qualified
experts look at every submission, and
they respond with an honest, helpful
critique. It’s short, it’s written, but it’s
also visual and it can maybe suggest
a different sequence for the images,
or show alternative ideas for an edit.
With that we really want to elevate
the awareness of how photography
can convey nuances and meaning in
a powerful way. So we are trying to
educate people who are interested in
photography, from professionals and
students to enthusiastic amateurs. We
want to raise the level of visual fluency, that is, not only to read, but also to
write with the photographic image.
MN This personalized feedback is sure
worth its money, and thus it must seem
only fair that the participants have to
pay for taking part. And still, there have
been accusations and people seem to
be skeptical about what has now become very normal: that you have to pay
a fee to participate in any call for entries, be it for festivals, portfolio reviews,
contests, etc. Why is this so?
JC I think in the past, many of the socalled photo contests had been money-making businesses. And this is one
of the reasons why we changed the

model, so everybody who participates
gets something back. It’s impossible
to offer everything for free unless you
have a rich and generous sponsor. It’s
the same in many fields. For example, galleries incur a lots of expenses
when they show photographs at an art
fair –the cost of prints, framing, lighting, advertising, shipping, insurance,
and the fees to be part of the fair. And
if you want to go to a museum, or to
see a performance, or to enjoy a music
festival, you typically pay a fee to participate.
MN And then there are those people
who do not want to pay a five-dollar entry fee for a museum, but have a latte
macchiato for six dollars next door...
JC Right, and post a picture of it on
Instagram! [laughs] At LensCulture
we do not have sponsors or paid advertising. We made a conscious decision that we do not want to clutter the
screen with visual advertising. Our
platform is purely devoted to photography, to create a really pleasant photographic experience. We try to keep it
image-rich, clutter-free.
MN When did you realize that you
hadve achieved something special?
JC It has come in waves, but even as
early as 2004, when I did my first audio interview with the Russian photographer Alexey Titarenko, I realized
that theire was a big international
audience that was interested in photography. Alexey didn’t speak English at the time, and I didn’t speak

Russian, so we had to use a translator, but we kept the tape running the
whole time. Without planning for it, we
reached a big Russian-speaking audience! How did this happen? Apparently,
somebody must have put a link on a
Ukrainian bulletin board: –“Listen to
this Russian photographer talk about
his cool photos.” This was an “Aha”
moment for me.
From that humble start, our audience continued to grow, and as I said
earlier, we now reach more than 2
million people every month, and the
audience continues to grow –that is
very gratifying.
MN I understand that LensCulture
is encouraging photographers not
only to concentrate to on producinge
great pictures, but to create a series
or a body of work that is about something. The narrative power of a carefully composed image sequence can
help to bring across much more complex themes than just one great picture. In other words, you are trying to
help them to engage with what is now
known as visual storytelling...
JC Exactly. As you know, making a single good photograph is hard in itself,
but making a series of photographs
to tell a complex story in a compelling
way is really challenging. You have to
work hard at it, and be very deliberate in the final presentation. You have
to think about the sequence, the edit
and the flow. You have to think about
how captions are related to those photographs, and how they inform the

photographs, and how they pull the
reader through the story. I think that’s
where education and talking with your
peers, and getting feedback, allows
people to become better storytellers. Having a compelling image at the
start, and writing a concise opening
statement allows the reader to approach that idea with clarity, and that’s
something that you can learn how to
do with practice. Once people learn
how to edit and sequence images and
text in a way that grabs people’s attention and keeps it, they becomes much
more effective.
I encourage photographers to collaborate with writers, researchers,
film-makers, musicians, philosophers,
poets, anyone who can help to add an
extra layer of interest to a project. It’s
really fun and useful to collaborate
with exhibition designers, book designers and graphic designers. I think
it’s nearly impossible to do everything
well by yourself, so it’s important to
collaborate with other talented people
to make the work as strong as it can
be. In my experience, people in the
creative industries, and especially
photography, are very generous and
have a strong sense of empathy – collaboration can be very enlightening
and personally rewarding.
MN How do you see the future? In ten
years, where do you want it to be?
JC I am actually quite happy
with where things are right now
–photography is alive and thriving. At
LensCulture, I feel that we are involved

with an active and engaged community of people who really care about
photography, and the exchange of information happens on a pretty interesting intellectual level. I’d still like to
discover people who use photography
in new ways, who will blow our minds
with the next way to use this visual
language. And I think that’s going to
happen really soon! Photography is
more and more popular, and everyone
is a photographer, so I’m sure that
there is going to be another breakthrough of some kind, and that’s going to be really exciting to watch and
experience. I’m eagerly looking forward to whole new ways of using photography –maybe it will be like a new
form of literature or global activism
or immersive cinema or jazz.
MN And this is probably going to happen on Instagram or Snapchat or some
other platform, probably one we do not
even know about. How do you connect
to these networks? Is there a direct
dialogue between LensCulture and
these user groups, or do you find them
in the hidden depths of the social networks and bring them to the surface?
JC There is so much photography out
there these days, in so many places. It
really helps to get recommendations
from people you trust. So, I might look
to see who my friends are following on
Instagram, and when I find someone
who is consistently posting cool work,
I’ll follow that person, and see who
they follow... But things can get random pretty quickly on the internet, so

I often rely on the recommendations of
curators and editors who take the time
to highlight good work from around
the world. And that is the same mission we have at LensCulture –to discover interesting new work every day,
and then to share those discoveries
with other people who are as passionate about photography as we are.
This interview was performed in
Amsterdam on December 15, 2016.

Case study
on the photo booth
PROOF, APPROPRIATION, IDENTITY
Erika Goyarrola

The photo booth as we understand it today was invented in New York in the twenties of the 20th century by Russian Anatol Joseph. This new invention was the
subject of much interest from the outset and, owing to its rapid global success,
contributed to the democratization of photography that had begun with cartes de
visite in the fifties of the 19th century and, somewhat later, with the appearance
of the Kodak camera in 1888, which allowed a distinction to be made between the
photographic practice and the technical work.
The device consists of a booth with a curtain located in a public space, into which
users enter to photograph themselves: anonymously, without an intermediary.
The process is simple, fast and accessible. The machine dispenses four to six different portraits on paper within approximately 10 minutes. The portrait’s formal
simplicity and the fact that it is a single print, with no copy, is what has generated
a fascination with the photo booth image since the beginning which, together with
the nostalgia about its disappearance, is still with us today.
The photo booth primarily emerged in response to the need to generate portrait
photographs for official documents. This use was almost immediately subverted,
however, and the photo booth space became a place where couples, families and
friends posed in a casual manner, between the recreational and the ritual, and
thus changed the rigidity of the photograph imposed as identification for legal
validity. From an artistic perspective, this dual official and recreational function
made it possible to link the photo booth with other approaches that questioned
the regulatory, standardized image. The aesthetics generated by this device have
given rise to numerous viewpoints encompassing various aspects treated in 20th
century art, which will be developed here as follows: photography as identifica-

tion or proof, the questioning of authorship owing to the technical characteristics
of the photographic medium and the appropriation of images and, finally, selfanalysis and introspection derived from the exercise of the self-portrait and the
political demands generated by the body itself.

Proof. Normativity and subversion.
Photography emerged in a positivist context and, owing to the mechanical and
exact reproductions enabled by the procedure, soon won acclaim and was used
in scientific research. In the latter part of the first half of the 19th century the
photographic process was seen as a way of capturing reality, something which
was unimaginable some decades before. This explains why the early years of
the photographic medium were dedicated to documentary records. The apparent reality and objectivity offered by the photographic image led to it being
perceived as truth, a confusion that still persists today. In the era of the daguerreotype, photography was already being used by the police for identification
purposes. The photography service of the Paris Prefecture of Police originates
from the time of the Paris Commune in 1871, when photographs were taken
of suspects, and it was consummated in the eighties with the anthropometric
system set up by Parisian police officer Alphonse Bertillon. The Bertillonage
system, which included reports containing physical measurements and characteristics, was widely used as a universal police identification system until it was
replaced by fingerprinting.
Despite some initial doubts regarding the possibility of being able to capture the
physical reality of a person, since the person undergoes a constant physiognomic
transformation, judicial photography was used as a tool for identifying people at
the end of the 19th century (About 2012: 265), consisting of police files that allowed citizens to be checked and legally identified. How the requirement for photographic identification arose is symptomatic of what started to become a new
way of relating identity to image. With the birth of the identification photography industry, the identification photograph has since become a constitutive part
of identity itself. In France during the twenties of the 20th century the number of
foreigners grew considerably and were therefore obliged to hold a special identification card. The economical cost of the photo booth, combine with the modest
economy of the migrants, saw the medium impose itself as a technology for police use (268). From that time onwards the photo booth was installed in all European cities, allowing widespread use of the personal document with photograph,
and it contributed to the citizens’ acceptance of the obligation to form part of a
record that would allow the State to control them. In fact, the early adaptation
of the new system of identification coincides with the emergence of totalitarian

regimes. Since then, the photo booth image has imposed itself as proof or confirmation of an individual’s existence in society.
The photograph used in official documents as proof of identity is a strictly coded image. This type of official portrait must reflect the identity of the individual
portrayed as objectively as possible, which is why certain recognizable features
have been recorded from the outset: a simple pose, face centered in the frame
(although some also took full body portraits), sharp, white background, neutral
light and no shadow. The instructions provided in the machines for obtaining an
officially valid photo are clear, but revealing: do not smile, maintain a neutral expression. The photo booth, by virtue of its formal constriction and its automatism,
imposes itself as the perfect device for achieving this sought-after neutrality, capable of creating a standardization of the individual image. These portraits are
the opposite of those made by an author, where the intention is to highlight the
physical or psychological aspects of the photographed subject or the photographer’s gaze. However, this normativity of the photo booth image is contested, not
only in terms of appropriation of the device for recreational purposes, but also
with regard to artistic reflection.
The work entitled Portrait, by photographer Thomas Ruff in 1987, in which he portrays his fellow students at the Düsseldorf Academy, was inspired precisely by the
aesthetic normative of the photo booth. In his portraits, which are flat, without relief, there is a shift from the ‘neutral’ to the vacuous, emphasizing the dangers of
seriality and uniformization as the death of individuality, as demonstrated by the
different totalitarianisms. In this respect, we can also interpret the process of the
disappearance of the subject in the video Very Last Pictures (2006), by Hansjürg
Buchmeier, in which the artist covers his face and hair with paint until his image,
true to the aesthetics of the photo booth, disappears. Also similar is the work
of Anne Deleporte, ID Stack (1991), where she uses the fragments of ID photographs –recovering the margins, not the part required for official purposes– to
compose faceless figures, manifesting the abyss of an absence and an emptiness
that we can relate with the vacuity shown on the faces portrayed by Thomas Ruff.
Official identification photography makes the photographed person an individual,
but in a different way: they are now a civil and legal individual. Under the guise of
freedom of the automatic device, what is generated is an image that is already indelible, a process whereby the authority records and registers the face. As stated
by Ian Walker (2010: 29) “as for the photo booth, it could now only be read through
a Foucauldian lens, aligned with the police photo, the anthropological photo and
the medical photo as an instrument of power and knowledge, putting the subject
firmly in their place in a prefiguration of the surveillance society which we all

increasingly came to inhabit.” In this respect, the found photographs of Michael
Fent (No title, 2009) show how official identity is coercive identity and that the process of standardizing the image involves an exercise of intrinsic oppression. This
is achieved through the use of five ID photographs found on an Italian beach in
2003, where a boat filled with migrants from Kurdistan had landed. Similarly, Tomoko Sawada, in ID400 (1998-2001), deals with the alleged identification capacity of the objective machine, by interpreting 400 different identities, and Mathieu
Pernot, in the Photomatons (1995-1997) series, focuses on the brutality of the
identification process by depicting a group of children being photographed in the
photo booth.
The very rigidity of normative photography, which is intended to be the purpose
of the photo booth, simultaneously and almost immediately generates a desire
to subvert it, either through an amusing group portrait or an artistic reflection
that questions the very concept of identity. The intimate space, the absence of
witnesses and the unique nature of an image without a copy incite and encourage
the subversion of the normative.

Automation and authorship: Appropriation
The automatic nature of the photo booth bears a relation to the history of the
automaton, which generated a powerful fascination throughout the 19th century
and was the subject of many literary works. It is no surprise therefore that the
first photo booths were placed in spaces for leisure activities, such as in fairgrounds or shopping centers. People were awed by the booth itself and by the
object it produced: a portrait of the photographed person on paper. The advertising of the time referred precisely to this fun aspect, which explains that not only
our identity is captured in an image, but that it is also a game in which an identity
is represented.
The first artists to use the photo booth were the Surrealists, in Paris at the beginning of the century. Attracted by the “magical” nature of the device and captivated
precisely by the automatism of the photographic action of the device –it takes,
develops, fixes and dries the photos–, the photo booth became the artists’ favorite medium for portraits. André Breton, Salvador Dalí, Max Ernst, Louis Aragon
and René Magritte, among others, used the booth either alone or in groups. They
used it as a plaything, breaking with the orthodox aesthetic of the booth, putting
it out of focus or extending the depth of field (Pellicer 2011: 91). The desire, obviously surrealist, to break with or transgress the socially established explains, beyond the eminently playful, the face-pulling, the expressions of derision and the
visionary alienation of their portraits, common characteristics that reinforced the

character of the group. Moreover, the Surrealist project of the depersonalization
and manifestation of a self that overrides the conscious self finds in automatism,
as it is well known, a method capable of fostering the emergence of the Surrealist
image, one that reveals an unprecedented reality. And in this sense it is possible
to relate the automatic writing of the Surrealist project with the automatism of
the photo booth. In both cases it is a way of revealing a hidden reality, that of the
unconscious self and that of the reality that escapes the human eye, and whose
relationship Walter Benjamin thematized in (2004: 27): “it is another nature which
speaks to the camera compared to the eye: ‘other’ above all in the sense that
a space interwoven with human consciousness gives way to a space interwoven
with the unconscious [...] It is through photography that we first discover the existence of this optical unconscious, just as we discover the instinctual unconscious
through psychoanalysis.” This optical unconscious that Benjamin speaks applies,
in a similar way to Roland Barthes’ punctum, to that which eludes photography
and goes beyond the will of the author, i.e. the photographer. In this regard it is
interesting to note that, although it cannot be developed here, that the concept of
photogénie –developed by Delluc and Epstein and closely linked to Surrealism–
which at the same time began to be applied to cinema to define its specificity
refers precisely to the ability of the image to reveal an underlying reality. It is the
‘plus de ‘réel’ of Surrealist tradition that Epstein identified with film.
For the Surrealists, therefore, the objectivity of the camera does not correspond
to an alleged empirical objectivity but rather to a revealing objectivity. The work
of art, in turn, becomes artefact or revealing object, in the same way that the
creative process and even the artists themselves are depersonalized. It should
be no surprise then that Breton said, in this respect, that he prefered his portrait
to be generated by a photo booth than done by Man Ray (Cheroux 2012: 30). This
dual ontological status of the image as understood by Surrealism was illustrated
in the last edition of the journal La révolution surréaliste, about Magritte’s Je ne
vois pas la (femme) cachée dans la forêt, in which almost all the core figures of
Surrealism had their portrait taken in a photo booth, with their eyes closed. The
image captured by the camera, the image of the figures with their eyes closed,
alludes to another image, not manifested, which is the inner image in which we
assume their gazes converge.
The automatism of the photographic action in the photo booth and the formal
neutrality of the resulting image are related –as indicated by photographic historian Clémont Chéroux in the catalogue of the exhibition Derrière le rideau.
L’esthétique Photomaton, held at the Musée de l’Élysée in 2012– to Roland
Barthes’ two fundamental concepts of thought: the death of the author and writing degree zero. The semiologist criticizes the notions of originality, genius and

inspiration, and argues that the author was an artificial figure constructed by
capitalist societies in search of individual prestige. On the other hand, automation
and formal constriction hinder the possibility of an aesthetic linked to the notion
of author. Barthes applies it to a writing that cannot overlook the fact that it is
itself, as language, a symbolic code that escapes and goes beyond the meaningful intention of the author. Literary modernism, with Mallarmé in the forefront,
is about putting language itself into effect in order to reveal both its expressive
possibilities and its limitations in showing reality. The ontological reflection on
the expressive medium characterizes modernity: narration is relegated and the
critical proposals, while they inaugurate new possibilities, are also at risk of falling into solipsism.
Barthes finds, however, the possibility of a “neutral” writing, a writing without a
desire for style that stresses its indicative ability. Barthes found this possibility for
the neutral in a particularly powerful form in photography. Photography that does
not seek through the skillful use of its resources the “choc photographique”, discursive and stylistic intentionality, but rather photography that in a simple and
fascinating way makes absent reality present. This fascination with an image that
transcends all meaning is especially present in vernacular photography and the
photo booth was the most widespread and accessible medium for a great part of
the 20th century for this type of image. Stripping the author of the creative role
and position of central figure and analyzing this as a complex and variable function of discourse, as proposed by Foucault in What is an author? (1969), may lead
to the inclusion of numerous voices as part of a common discourse.
Therefore, because of their popularity, these types of images have the capacity
to record a collective identity, and even an entire era, beyond the great names
under which similar artistic discourses are housed. In the seventies, Jared Bark
made a portrait of the United States, asking the inhabitants of different cities to
take a picture of themselves in a photo booth. He then assembled and composed
these portraits to create a new reading. Also similar is Dick Jewell’s work, Found

Photos (1977), where for over a decade he recovered discarded images that were
considered scraps or remnants -many of them creased or torn and then put together again- from photo booths in Brighton and London, thus reconstructing
and enriching the collective memory of an entire society already in demise.
The image produced by the photo booth is a direct positive, without a negative.
The photo booth creates a single image in a moment and, as such, unique. While
we have pointed out the standardizing nature of the image established as public
identity, the fact that it is a unique image highlights the interesting duality between the standardizing seriality of the image (in the famous “age of technologi-

cal reproducibility” as stated by Benjamin), manifested clearly in the photo booth,
and the uniqueness of the image it produces compared to the mass of reproducible and interchangeable images. The image of the photo booth recovers the
auratic force of the image, being a manifestation of and the only link to a past moment and its memory. This, among other aspects, explains the fascination with
photo booth images. The photo booth image becomes a fetish, charged with symbolic and testimonial force, iconic, both for people reconstructing their personal
memory and for the growing number of collectors who bid in Internet auctions
on images whose value lies, in many cases, more in the capacity to satisfy the
nostalgic desire for possession than in the aesthetic value of the photographic
image. The largest collections belong to Michel Folco and Joachim Schmid. Their
work is nourished on found photographs where, in a surrealist way, the chance
of encountering them reveals an urban subtext. The collectors inscribe data on
the images which generate a discourse and, again, a pseudo identity: place, date,
time found. In some cases the fetishized image is carefully framed.
In 1957 Esquire magazine invited photographer Richard Avedon to photograph
some of the celebrities of the time using a photo booth. The title of the work,
25 c. a Celebrity, provides enlightenment on the symbolic transfer value of the
photo booth image as a fetish. Avedon believed that photographic talent was not
restricted to the technical limitations of the camera.
Thus, the challenge was to exhort the automatism of the photo booth until restoring in it the fragile concept of authorship. Avedon’s images serve as fetishes, the
fascination with which has little to do with the authenticity of a subjective gaze;
on the contrary, it is through automatism that the image of the ‘celebrity’ is given
more presence and supposed authenticity. It is a procedure by which to generate that ‘plus de réel’ of the image that possesses a somewhat magical element,
associated with the aforementioned fantastical qualities that are atavistic to the
photo booth.
Aware of the recreational attraction of the device, Italian artist Franco Vaccari
proposed placing a photo booth in a different fairground environment, the Venice Biennale 1972, where he conducted a social register. The work, Exhibition in
Real Time, documents the public’s passage through the installation, where they
were invited to take pictures of themselves in a photo booth. Vaccari carried out a
work of appropriation. The images were juxtaposed on the wall of the installation,
the people fixed their own photo booth strips to it, and the sequences were manipulated and they interacted with each other. What they clearly show is that the
photo booth inexorably activates the pose of the photographed person owing to a
constant awareness and positioning: a split between see and be seen. In this way,

the exercise of showing oneself results in an impossible neutrality that manifests
the tension between private and public. Vaccari declared himself opposed to the
change that was institutionalized that same year: in 1972 the Venice Biennale was
centered around the concept of behavior and, a few months later, the documenta
V exhibition in Kassel proposed a return to the “mythologies of the artist” as one
of its themes. It is a nostalgic return to the concept of author, which is now derived from the work itself, based on enquiries into identity. The link that modernity had tried to break, that of artwork with any form of exteriority, including the
exteriority of its authorship, was re-established as the refuge of the authentic.

Self-representation and identity
Although the photo booth questions the concept of authorship owing to its automatism and formal constrictions, it also allows a use whereby performative and
narrative identity construction are enhanced. The term “identity” is derived from
the Latin identitas and refers to that which is identical. As explained by historian
Estrella de Diego (2009: 24) there was a change in the typical formulas of the 18th
century portrait in terms of identity understood as the identical (the more significant group characteristics that an individual shares with others) which evolve towards identity as the “quintessence of the uniqueness that separates one person
from another”. The photographic self-portrait became an alternative to the mirror (which had historically been where one would look at oneself, together with
the pictorial self-portrait, to which not many people had access) and an ideal tool
for exploring individuality and the concept of identity. The camera helps to create
alternative representations of oneself, one’s gender, class or race, gradually becoming the main mechanism for creating, modelling, questioning and advertising
one’s identity, both as an amateur and as a professional.
The photo booth also collaborated in the positioning of the photographic camera as a key tool for representing oneself. Its specificity is constituted by a series of elements that go beyond the strictly photographic frame of the image
it produces. In this respect, it can be considered an artistic genre in itself, as
Raynal Pellicer sought to demonstrate in Photomaton (2011). The photo booth
is first and foremost a place, with its own peculiarities, designed for generating
a kind of image inevitably linked to the specific nature of this space. The booth is
a space of symbolic representation. Clément Chéroux (2012) uses the metaphor
of the confessional to explain what the photo booth permits: a public place that
invites intimate confession. As with any intermediate place, as we have seen, it
is susceptible to hybridization and play. There, the private and the public, the internal and the external are intertwined and respond to each other. In 2013 the
artist Tracey Emin –following in the footsteps of many artists who make the pri-

vate public, a key artistic trend of the second half of the 20th century– created
the work entitled My Photo Album, a visual autobiography compiled from albums
that she had kept since childhood. The images show her family trips, her student
days, her exhibition openings and self-portraits with famous people. The book
devotes several pages to photographs taken in a photo booth, and even includes
her university student card and passport. Emin, starting from the aesthetic of the
family album, embarked upon an introspective journey looking at different stages
of her life and observing the evolution of the self. In a similar way, the artist Brenda Moreno in her work B to B (2016), used a collection of workbooks that included
photographs and collages, searches for her past through her identity. For this
purpose she chose her own family photographs and photographs of other people
and horses that had in some way formed her past. One of the collages consists of
ID card photographs that show her during different periods in life, thus demonstrating the exercise of memory that marks the work.
It is important to point out that it was precisely at the end of the 19th century,
shortly before the birth of the photo booth; that new forms of understanding identity and the self emerged. The notion of self-portrait evolved towards a conception
in which it was understood to represent the artist’s state of mind and his existential or social conditions. Among other reasons, this was due to the influence of
the psychoanalysis theories promoted by Sigmund Freud and Carl Jung at the beginning of the 20th century, which led to the self-portrait being understood as the
production of a new self and not as the reproduction of an already existing self,
thereby demonstrating its multiplicity. The self-portrait evolved towards a more
psychological profile, leaving aside physical appearance and social position. The
artists of this time, moving away from naturalistic representation, explored their
creativity by producing more subjective interpretations, as occurred with Cubism,
Expressionism and Surrealism.
The importance of the photographic camera in the evolution of the self-portrait is
also linked to the device itself, since, as we have seen, it is a device that “guarantees” greater reference than other artistic disciplines; a feature that is even more
pronounced owing to the absence of a photographer in the photo booth. The easy
access to this new device is reminiscent of the new escalation of democratization of the photographic medium that is occurring these days with mobile phone
cameras, giving rise to the “selfies” pandemic. Paradoxically, however, despite its
formal freedom the selfie has become, as an epitome of the hyper exposure of individuality, just the opposite of the self-portrait, as it is used for gregarious identification and almost always falls into a cliché, i.e., into normative standardization.
Although the use of the photo booth may have participated in an imposed normative, both in the official area and the recreational, the creative discourses gener-

ated allow the gaze to be broadened with respect to one’s own identity. This trend
started at the end of the 1960s: the increase, at that time, in psychoanalysis theories and the new post-modern theories that revisited the notion of subject partly
explains why the self-portrait became a frequently-used vehicle for artists who
wanted to express themselves in autobiographical or identifying terms. The photo
booth became a perfect ally for this type of research since the intimate space
of the booth multiplies self-awareness and attention on oneself. Manifested in
this space is the concept of extimité (extimacy), coined by Lacan in the seminar
The ethics of psychoanalysis (1958) by adding the prefix “ex” to the French word
intimité (intimacy). This term explains the opposition between inside and outside,
represented in the artistic corpus of authors such as Francesca Woodman and
Antoine D’Agata. The most intimate would be forced to recognize itself outside
–the unconscious being an intersubjective structure– and thus the inside/outside
opposition would no longer make sense, by revealing the inside, the intimate in
the outside, in public.
The photo booth is an intimate space with no witnesses, similar to the private
space of the home. This space is conducive to developing all the issues that
revolve around self-representation as the multiplicity of the self or the consequent recognition and rejection produced by the image of oneself. As with any
self-portrait, the photo booth image always involves a doubling of the self. In Sabine Delafon’s work I’m Looking for Myself (2005), the sosías (one’s double) is
manifested as absolute otherness through a collection of self-portraits made in
the photo booth. Another artist who works with these narratives of identity with
the photo booth is Michel Salsmann. The formal constriction and the supposed
neutrality of the environment seek, as we mentioned above in relation to police
identification processes, a standardization of the image. Salsmann, in MS. 6594
(1965-1994), uses this formal similarity to reconstruct a temporal arc that documents the changes in his face, immobile over time within the frame of the photo
booth image. This procedure allowed him to document the variants, but he was
particularly interested in finding the features that do not change. Using a scanner,
the artist manipulated and superimposed the photo booth images to generating
synthesis images in which a blurred face appears, which questions the clarity
of identity while simultaneously pursuing the desire to find that unchanging essence, capable of substantiating the self. It is again a critical exercise that is not
without nostalgia for a lost psychological and metaphysical strength, where the
metamorphic and the changing refer to an attempt, a hint, of ultimate origin.
At the same time as the introspective analysis of this medium, from the 1960s
and 1970s onwards, with the rise of social movements –especially the feminist
movement– and gender studies, many artists used the self-portrait for socio-political

demands. Through art, they started to give a voice to issues that did not traditionally
form part of the great narratives. Artists begin to express identity not so much in the
first person but in terms of ethnic, gender and sexuality which were issues that had
been overlooked in a predominantly Western, white, male art circuit.
The case of Cindy Sherman is key to understanding this type of work since she
took self-portraits of herself for over 40 years, although her work cannot be considered autobiographical (Respini 2012: 12). Sherman conducted a study on the
construction of identity in our society by using a broad visual imagery, including cinema, advertising and the Internet, compiling an album of portraits that reflected Western society. In 1975, the artist photographed herself in a photo booth,
producing a work composed of 23 photographs (Untitled #479) in which she
transformed her appearance by changing her hairstyle and clothes and applying
make-up even to the extreme, thus exaggerating the artificiality of the pose. This
early work, carried out when she was still a student, already shows how she uses
her body and face as a blank canvas on which to project multiple identities. The
series also reveals the artist’s admiration for the work of Andy Warhol who, in
the 1960s, had placed a photo booth in the Factory, and portrayed the people who
visited. The artist made the impersonal photographs his own through his famous
serigraphs, marked by the idea of seriality and repetition that also exists in photo
booth images but which are considered a brief sequence.
In a similar way to Sherman, where the discourse is about collective identity, the
artist Lorna Simpson has been exploring issues of race and gender since the
eighties from her position as an African American woman. In 2008 she created
Photo Booth, an installation composed of fifty photo booth images from the United States in the forties, accompanied by drawings of black abstract forms that
represent the elusive nature of identity that lies behind the social code. Most of
the portraits are of black men and children, highlighting the inequality of gender
within a system that is also racist.
The three thematic blocks presented here are related to the aesthetics of the
photo booth –proof, appropriation and identity– and can also overlap, i.e. many
works deal with several issues. For example, Lorna Simpson’s work, produced
from found images, is related to the issue of appropriation and authorship as
well as to collective identity. Similarly, the work of Hansjürg Buchmeier could
also fall under the identity issue, as well as illustrating the subject of official and
proof photography. The numerous artworks based on the photo booth illustrate
key issues about the history of photography, particularly about its evolution and
recognition as an artistic discipline. The first two –proof and appropriation– are
intrinsic to the medium owing to their nature and technical characteristics. The

third –identity– forms part of one of the strands of photography in the second
half of the 20th century, becoming a fundamental instrument for autobiographical
purposes. In this process, the photo booth brought a new style, and thus a new
viewpoint of photography in particular and visual arts in general.
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duartenetto.com
Portugal, 2015-2016
Patricia Nieto
Spain, 2016-2017
Yutaka Nozawa
yutakanozawa.com
Japan, 2013-2014

Fernando Olaya Zambrano
Colombia, 2013-2014
Paula Ospina
paulaospina.com
Colombia, 2011-2012
Eufália Cristina Paz de Alameda
eufaliacpaz.com
Brazil, 2011-2012
Nikita Pirogov
nikitapirogov.com
Russia, 2011-2012

Gabrielle Sarmiento
gabbysarmiento.com
Philippines, 2014-2015
Han Shuo
hanshuophotography.com
China, 2012-2013
Miguel Soler Roig
soler-roig.es
Spain, 2011-2012
Anubhav Syal
India, 2015-2016

Natalia Queirolo Calmet
Peru, 2015-2016

Oscar Andres Tengana Belalcazar
Colombia, 2013-2014

David Rojas Castillo
Colombia, 2012-2013

Dean Thom
United Kingdom, 2016-2017

Elia Roman
France, 2014-2015

Inge Trienekens
ingetrienekens.com
The Netherlands, 2014-2015

Katelend Rosaen
kkerosephotography.com
USA, 2016-2017
Ainhoa Rubio
cargocollective.com/airucu
Spain, 2014-2015
Katariina Salmi
katariinasalmi.com
Finland, 2012-2013

Márcio Vilela
marciovilela.com
Brazil, 2016-2017
Alena Zhandarova
alenazhandarova.ru
Russia, 2011-2012

Current students
of the European Master
of Contemporary Photography

Paloma Castello
palomacastello.com
Colombia
Ratul Kumar Chaudhury
behance.net/ratulchaudhury29
India
Alon Feller
alonfeller.com
Israel
Sugandha Garg
instagram.com/isugandha
India
Jana Hartmann
janahartmann.eu
Germany
Leandro Mise
leandromise.com.br
Brazil
Cristina Pontijas
cargocollective.com/cristinapontijas
Spain
Martina Zanin
lensculture.com/martina-lucy-zanin
Italy
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Marta Mantyka
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Art,

Graduate of the Master’s Degree in Architecture and Urban Design from Krakow Technical University and the postgraduate Advanced Illustration program
at Sheridan College in Oakville, Canada
and scholar of the Bauhaus Universität
in Weimar, Germany, Master’s in Fine Art
Photography in IED Madrid, Marta Mantyka’s main interest remains urban design. Her main interest in photography
focuses on vernacular photography, as a
way of documenting urban landscapes,
and its elements as a way of preserving
it from fading.
She is also fascinated by the history,
and silent witnesses of it to investigate
its influence on our everyday life, working both with her own pictures, as well as
found photography.
Exhibition and publication history includes: PHotoEspaña, Applied Arts,
CMYK, ND Awards, NexoFoto Awards,
DOCfield Awards, Photovisa, Pingyao
FotoFestival etc, Centre de Cultura Contemporània de Barcelona.

This has been a long journey for us
You were my first infatuation, my
incentive
You impel me to ride the roller coaster of
doubts and deliriums
I am still helplessly chasing you
I see therefore I write it down
I make simple notes of reality. I am
amazed by insignificant moments
I am a writer of triviality, painter
nanoseconds
I sculpt heroes out of the ordinary
I play with the spotlight and point the
finger at the faces
I echo blurred certainty
I follow and I wonder
I juggle the illusions whilst feeding the
beasts of stereotypes
I dive into into the abundance in search of
lost pragmatics
I shamelessly paraphrase the obviousness
I crave poetry and seek wholesomeness
of complexity
I want to look into the light

Hashtag
2015 marked the 70th anniversary of liberation of the Auschwitz camp. Historic
photographs of this place, which show the
horrific tragedy, should be deeply embedded in the awareness of mankind. Nowadays Auschwitz has changed its appearance, becoming a touristic destination.
In 1974 The New York Times published
an article At Auschwitz, a Discordant At-

mosphere of Tourism which expressed
observations on the diminishing horror
of the camp replaced by souvenir stands
and leisure atmosphere. 43 years after
this write-up, we went further, geared
with social media, hashtags and geolocation, sending an extensive amount of instant postcards, imposing our presence
on one of the darkest episodes in the humankind. Did over 70 years of freedom
erase the horror, weakened the understanding of the importance of this place,
positioning it somewhere in between the
Eiffel Tower and the Coliseum? Will generation gap slowly dissolve the weight of
the dark past until it fades away?

CONTACT
www.hashtag-book.com
martamantyka@gmail.com

#
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Eoin Moylan
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Eoin Moylan’s practices are focused in
the communication of images and image
making, creating work that explores the
technical and psychological production of
photography. His work focuses on detail,
dictating a narrative of individual choices
that come together to argue a reason for
the creation of the cognitive and aesthetic
whole. The main theme within his work is
decision, specifically in reference to patterns of human behaviour, and the effect
thereof in terms of both past and present
experience. His processes draw from an
education in Television & Film, Photography, and Psychotherapy.

Eoin Moylan is an Irish artist born in 1983,
currently living and working in Berlin,
Germany. He has an education in television & film, psychotherapy, and photography. Most recently completing an MA
in fine art photography from the IED,
Madrid.
He has exhibited work in the Royal
Hibernian Academy, Dublin and the Library project, Dublin. He has taken part
in the traveling Group exhibition, 5 Plus
5, which took place between Madrid, and
The Library of Birmingham. His first book

A Place Without Walls is part of the collection in the National Library of Ireland.
He recently had his first solo exhibition at
Galleri Image, Aarhus, supported by The
Danish Arts Foundation.

Down in the Valley
Down in the Valley has become Eoin
Moylan’s first solo exhibition. It’s a body of
photographic work connected with a specific site: The Vale of Clara, a valley which
is coursed by the Avenmore River situated
to the east of Gledalough, Co. Wicklow,
Ireland. The project is composed of photographic prints that begin to overlay with
coloured light and audio. The work seeks
to construct a conception of photography
and then begin to dismantle it by assessing the very things that make it possible:
Light, dimension, and perception. Down
in the Valley is concerned with the subjective nature of experience, and in turn,
interpretation. It attempts to asses a
photograph’s place in terms of time and
space; how a photograph, though rooted
in a specific time and space, may draw a
potential path to an alternate. The work
contained within the exhibition was undertaken from 2013 through to 2016.
Several trips were made to a particular
forest contained within the valley, where
Eoin Moylan traveled and camped alone
within the space, dismantling control

and particular aesthetic structures so as
to allow personal interpretation and reflection to begin to disclose through the
work. The works seek to create a space
that is neither aligned with time, nor definitive identity, which is then paired with
specific moments that form a construct
system. By abstractly aligning these two
separate sets of experience, it aims to examine how past and present are uniquely
intertwined and driving to effect the current choices or decisions of an individual.
The project aims to explore the effect of
the past on present construction. It focuses on the distance between two experiences, the abstract measure of that gap,
and what comes together to fill it.

CONTACT
www.eoinmoylan.com
info@eoinmoylan.com
Eoin Moylan Studio
Teilestrasse 11-16, Tor 0
Berlin 12099
Germany
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Yutaka Nozawa
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For me photographs are lines, colours,
planes and objects. A photograph may be
part of another photograph and so on. For
example, when I draw a picture, and then
I draw a piece of the first picture in the
second picture, I will be in the picture, as I
am in front of the picture.
I can go between the dimensions of the
photographs and the drawings, that’s the
feeling I like the most. There is a moment
when a photograph will connect with
something else, completely accidentally.
The meaning of one “photograph”
changes by connecting with other “photographs”. I’m waiting for it to happen.

Yutaka Nozawa (Shizuoka, Japan 1983)
began his art studies in painting in the
Tokyo Zokei University (2004-2008). Later
he began his video installations and photographs, while studying at the Tokyo National University of Fine Arts. After graduation, he traveled Asia and Europe where
he produced a body of work that was
later exhibited in the Tokyo-based Nap
Gallery, under the title SLASH/07 KEEP
YOUR EYES SET ON FARAWAY. Yutaka
participated in the program 8 Japanese
Contemporary Artists-Mutual Sympathy in the Orient in India for two months.
He joined the KAYOKOYUKI Gallery in
Tokyo, Japan, were he has had several
group and solo exhibitions. In 2013, he
was granted a scholarship to course the
Master in Fine Art Photography at IED
Madrid. There, he joined the residency
Intercambiador and later had an exhibition in the Quinta Del Sordo titled: →■←.
Yutaka currently lives and works in the
mountain of Shizuoka, Japan.

→■←
This project deals with the perception of
reality. I try to capture or create realities
inside of other realities. I wait for the right
moment; a different reality will present
itself over the distance. The two landscapes meet by the action of me holding
an image in my hand, waiting for the perfect moment to combine this two realities into one, this simple action is the reflection of my viewpoint. The importance
does not lie within the objects themselves
but in the connection that was created.

CONTACT
www.yutakanozawa.com
yutaka.nzw@gmail.com
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Nikita Pirogov
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the lily goes down into the sky, unfolds,
its petals
cover the water. drops shine in the
sunlight.

Nikita Pirogov (b. 1989 Leningrad, USSR),
is Russian artist, poet and photographer,
working with images, sound, dance, poetry and performing arts. Studied acting
and directing in St. Petersburg State Theater Arts Academy and Fine Art Photography in IED Madrid. Participated in solo
and group exhibitions in Russia, Europe,
USA. and Asia, including such exhibitions
as: Russian Photography: Young Generation, Houston, TX, USA, 2012; Life is
Elsewhere, International Festival of Photography in Dali, Yunnan, China, 2013,
Language of Memory, Photovisa International Festival of Photography, Krasnodar,
Russia, and others. Works appeared in
numerous publications, including Eikon
magazine, Austria, 2012, Foto&Video,
Russia, 2010, European Photography,
Germany, 2017, 1000words magazine,
The Telegraph and others. Works in private collections in Russia, USA, France,
UK, Germany, Switzerland, Austria and in
collection of the State Russian Museum.
Lives and works in Siem Reap, Cambodia.

how far you are, sun, how near, sorrow—
the age of worn-out paths, in vain we’ve
been searching—
for some other peace and calm in freedom, searching
for another way, we follow the same corners, the same footprints.
someone’s crying in the air, calling from
the depth of time,
I have been here, the wind nursed and
petted me—
I have survived wars and famine, I’ve
survived captivity,
I have survived despair and helplessness.
now I see again
time repeating itself, making experience
similar to itself
as if we’d been made to go through the
same, time and again
as if man were to learn what it’s like to
be man
to suffer and watch, to dare and believe
the words
of one’s heart—
in the house of a thousand sorrows—
the lily goes down into the sky, unfolds,
its petals
cover the water. drops shine in the
sunlight—
year by year.

Transition Time
The secret of Present –this eternal connection between the past, the memory,
the root, with the future, the dream, the
fruit. What is in between –the aspiration
to keep the baggage, given by the past
and bring it to the unknown, new place,
reality, language of future, which will be
formed as consequence of our past.

CONTACT
nikitapirogov.com
nppirogov@gmail.com
+855312343487

Eternal Choice, second title of the series,
urges us to think about what should we
focus on right now, in this moment, day,
year, age... The dreamland of future will
be given to us from above, if we deserve
it, but we should not forget all those
from the past, the way we already went
through. Of course, both directions are
strong, and pull us in different directions
–we could focus on reflection of the past,
or on the projection into the future, but
what is really important is to understand
the value of the present. To feel life. To
live it. There are many mistakes in our
history, but we can correct it, if we
change our relation to it and then act
with this new relation. If the past forgives
us. If the future will see us innocent.
There are many things we would love to
forget– but they will appear in the future,
until we solve and accept them. This
Transition is what makes Time to exist.
And until we will be able to learn how to
look to the truth’s eyes, we will not be
able to move, this moment will be frozen.
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Márcio Vilela
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Márcio Vilela, 1978, Brazil.
In 2002 moves to Portugal to start
studying a BA in photography at ESTT in
Tomar, course that concludes in 2006. In
2008 was one of the seven shortlisted artists of Anteciparte’08, a prize for young
emerging artists recently graduated in the
arts in Portugal. In 2010 developed a residency of two years in “Carpe Diem – Arte
e Pesquisa”, which resulted in the a solo
exhibition “Mono”, in 2012. In the same
year was shortlisted for the prize “Abre
Alas 8”, a selection of emerging artists
promoted by “A Gentil Carioca Gallery”, at
Rio de Janeiro. In 2012 participate in an
art residency at São Miguel island, in the
Azores, by invitation of Fonseca Macedo
Gallery. From this residence results, in
2014, the solo exhibition “Azores”, with the
release of an artist’s book with the same
name. In 2014 is invited by the Museum of
Modern Art Aloísio Magalhães, in Brasil,
to perform an art residency, with the in-

tention to develop a new work based on
research of color and landscape. In 2015
returns to São Miguel Island invited by
“Pico Refugio Creative Residency”. This
time to start a research about satellites in
orbit and radio-amateur communication.
In 2016 is granted with a scholarship at
European Master of Fine Art Photography,
at IED Madrid.
Now develops a research on three major projects, Estudo Cromático Para o

Azul (a research of the possibles shades
of the blue color of the sky in between the
sea level and the stratosphere), Previsão
de Deriva (a research about the free drift
of life raft at high sea lunched from Berlengas Island) and Satellites, the continuation of his MA research.
His works are present in MACE – Museu de Arte contemporânea de Elvas,
Fernando Ribeiro Collection and several
private collections.
Lives and works in Lisbon.

Satellites
I remember one day back in 2014, I was
looking at the night sky and saw a very
bright dot moving. This dot was making
its slow path in the sky and then it suddenly disappeared. The event did not last
more than 60 seconds, but it was enough
to catch all my attention and create in
me a great curiosity. It was a satellite
crossing the sky that night, just above
my head. When this satellite reached the
shadow of the earth it stopped being visible, it vanished.
I felt overwhelmed by that sight, I started imagining all the possibilities that this
simple dot could bring to my practice as
an artist. At that precise moment I had
no clear idea about what it could be, but
I realised that this event was a spark for
something great. I felt like a big push that
pulled me off the shaft.
CONTACT
www.marciovilela.com		
marcio@marciovilela.com
(+351)915559467
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I adhere to the philosophy that everything
I do should be a continuation of myself.
Only this way it will be honest and impregnated. I believe, that despite of the fact,
that there are billions of people living on
Planet Earth, we all have out-and-outer
predestinations, abilities and obligations
before the higher forces. One of my objectives is to investigate the border between
the familiar and the unfamiliar. I guide the
attention to it because it’s a miraculous
tool that we can use to change our picture
of the world to be in motion, as the planet
always is. That is why, perhaps, most of
my photographs are looking absurdly and
jocular. It’s hard to perceive the falling of
ingrained prejudices without smiling.

Alena Zhandarova is a young Russian artist. Using photography as the main instrument of interaction with the space, she
creates a special atmosphere of magic,
which builds on experimentation and the
fresh air of ordinary things in unusual situations. She is the winner of LensCulture
Student Award and Luceo Award, honorable mention of Encontros da Imagem
Festival in Portugal, finalist of Art. Laguna
Prize in Italy and finalist of Photovisa Festival in Russia. Her works were exhibited
in FOCUS PhotoFestival in India, European Center of Arts in Germany, Kyosato
Photographic Museum in Japan, Kolga
Tbilisi PhotoFestival in Georgia, Museum of Modern Art “Erarta” and Lumiere
Brothers Gallery in Russia, Pingyao Photography Festival in China, Copenhagen
Photo Festival in Denmark, Backlight
Photo Festival in Finland, Phodar Photo
Biennal in Bulgaria, Meyrin Cultural Center in Switzerland, Aarhus Art Center in
Denmark, Getty Images Gallery in England and others. She has studied Fine Art
Photography at IED Madrid.

Puree with a Taste
of Triangles
I like to try something I had not done
before, to expand the perception of the
world. I am fascinated by the opportunity
to try myself as a fabler with my own heroes, the chance to transform my inner
feeling of the world to visual form, from
chaos to cosmos. It attracts me as a big
power, the freedom of choice and will.
I explore the theme of uniqueness and
diversity of each person, the connection
between inner and external world. I break
the conventions in which I was placed and
try to create my own rules of communication with the universe. I am inspired by
the idea of combining incompatible, creating something out of nothing, amazing coincidence, which then develop into
unique stories.

CONTACT
alenazhandarova@gmail.com
www.alenazhandarova.ru
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