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We’ve an interesting riposte to Mike Chilsolm’s (intentionally) controversial article a couple 
of issues ago. Mike’s premise was that Landscape Photography is a dying husk of a genre 
and there is little left to be original with. Joe’s eloquent response provides the necessary 
counterpoint to the article (and, after all, what is the point of being intentionally controversial 
if not to provoke a response). One of the points that I wanted to pick up on was the Mike 
and commenter Steve Coleman’s point of view that there is little left to be original with or 
to challenge. Superficially I would say that this may be the case. However, if we consider 
that photography should move past the mere representational, the rendering of a non-verbal 
response to an image leaves a huge amount of room for originality. That not many people 
manage it is just a testament to how challenging it actually is! It’s like looking at the fine wine 
world and thinking, “well once you’ve got past red, white and rose, what’s left?”. Perhaps the 
key to the world of landscape photography is in the seeing, not the taking.
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MG: Would you like to start by talking a little about yourself 

and telling readers about your background?

 ED: I have always been interested in photography. My dad had 
a darkroom when we were young. He and his best friend were 
very interested in black and white photography, and they taught 
my sister and me to print. Then I did a lot of sculpture at school 
and thought I was going to be a sculptor. I did an art foundation 
course, and quite quickly I realised that I wasn’t sure how to be 
a working artist at that age. I went on to do a psychology degree, 
which I loved, but I didn’t want to become a psychologist. It was 
more a way of trying to find out about where I was going to end 
up. I really missed making things, and I managed to get elements 
of creativity in my life by doing a bit of sculpture and jewellery 
making. But I was just desperate to get some creativity back as 
part of my work.

 I moved to London and assisted lots of photographers before 
taking some commissions and doing some magazine work. Quite 
quickly I realised that I’m not that good at realising other people’s 
ideas; I didn’t enjoy it that much and what I really wanted was to 

explore my own ideas. I did an MA in photography at LCC (London 
College of Communication), and that was two years part-time. We 
had to make one body of work through two years which I found 
excruciating. I like to work quite quickly. I am often thinking about 
or making several ideas or bodies of work alongside each other. 
They sometimes merge into each other, and different things arise 
as I am making them.

 During the course I found myself going in different directions 
within this single series. I guess this arose out of frustration but in 
a way it was a good discipline to learn. It taught me how to build a 
body of work and make it cohesive. It also forced me to learn how 
to edit my work, it was hard and quite painful as you have to find a 
way to remove work that you really love in order to create a body 
of work that is strong enough; each image standing alone but 
working together with the other pieces to form a whole.

 It was a hard process, and I came out of it realising that I wanted 
to work in landscape photography. It was a way of thinking about 
the different balances of power within the image without the need 
to necessarily use people in the images to explore those themes.

Featured Photographer | Ellie Davies

Ellie Davies

Ellie Davies (1976) was born in 
London and graduated from 
the MA Photographic Degree 
Course at the London College of 
Communication (2008).

elliedavies.co.uk

Ellie Davies
 Back in July 2016 On Landscape included a piece that Ellie Davies had 

written about her then forthcoming exhibition ‘Into the Woods’ at the Crane 

Kalman Gallery in London. Ellie has been working predominantly in forests 

since 2007 exploring both her own and our wider, relationship with them 

and with the landscape. Her images have reached a wide audience, and we 

thought it would be interesting to talk to her about her work and about the 

way in which we perceive nature and the landscape.

Interview by
Michéla Griffith

My images combine an early 
love of drawing and painting 
with a long-standing passion for 
photographing the landscape. 
An important part of my portfolio 
continues to be about the 
interaction between water and 
light in, but I’m also experimenting 
with movement on land and even 
my own progress on foot through 
the landscape.

michelagriffith.com

http://www.elliedavies.co.uk
https://www.onlandscape.co.uk/2016/07/into-the-woods/
http://www.michelagriffith.com
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MG: Looking back at your early work, I was 

interested that you started looking at the 

relationships between people and the landscape was 

effectively a set. At some stage, the trees replaced 

the people, but the landscape is still your set.

 ED: Exactly, it was hugely liberating to realise that I 
could go off on my own and work alone, which I love, 
without the whole production element of taking people, 
and all the props and planning that working with other 
people entails. I love working with people because it 
brings collaboration and an element of surprise to the 

process which is often the most interesting part of it, but 
working by myself was very freeing. Just to go off on 
my own and explore the woods, walking and imagining 
without a time scale or anyone to answer to in the 
process was wonderful.

 So the landscape formed a studio space, in which I can 
introduce different elements to suggest different things 
in the same way as I would if I was using people. Often 
in my really early work, I used myself as a model. So to 
go back to working alone in that way, though not being in 
the pictures, was fascinating.

Featured Photographer | Ellie Davies

MG: I was quite interested to read that you still 

describe what you do as landscape photography 

because your work is very different from what most 

people’s perception of landscape photography 

is - that it’s about representation. You’re not 

looking at the elements of the landscape but at our 

relationship with the natural world.

 ED: Absolutely. It’s hard to describe your own work, 
but for me, it’s landscape because it’s about the natural 
world and my relationship with it and looking at our 
relationship with the places that we live and visit in 
the wider sense. It’s not your typical picturesque view; 
landscape is so much more than that.

MG: Yes, it is, and that’s something that I think at On 

Landscape we’re very keen to show people and to 

talk about. That it is a lot more than a calendar view 

which can often be a common perception.

 ED: Definitely, but because photography is the result of 
capturing an installation or intervention I have made in 
the woods, or simply the woods themselves, I feel that 
my work is definitely photography rather than sculpture, 
although it has a sculptural element in it. For example 
Come With Me, seven where I used bracken to make a 
pathway through the woods, was featured in a sculpture 
trail at High Heathercombe on Dartmoor where it was 
installed in the woods amongst lots of other sculptures. 
There was a temporal element to the work as the 
bracken died back over a period of six weeks or so. So 
the people who came to visit viewed it in various stages 
of decline.

 For this piece, I loved going back to a purely sculptural 
process, but for the rest of my work, the final result 
is always the photography. I definitely see myself as a 
photographer rather than a sculptor.

Another Green World 1, 2013

http://www.elliedavies.co.uk/images/come-with-me/
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MG: That’s quite an intriguing image that one isn’t it, 

perhaps more than the others, as it makes you stop 

and think well did it grow like that or was it placed 

like that? The other thing that comes across in your 

work is that you’re challenging our perception of our 

landscape as a product of nature and highlighting 

the fact that it is as much and in some cases more, a 

product of man.

 ED: It’s really hard in the UK to go anywhere and not 
see elements of interference by man.

 Even the woods are managed in various ways, and 
some of my work is in planted forests. Or you go 
somewhere like the New Forest which is in its own way 
quite a managed landscape with grazing, tree farming 
and a variety of different land use. These influence the 
landscape, for example, the way that in parts of the 
forest huge areas of pine were planted last century, a lot 
of which is still standing and is now relatively worthless 
due to cheaper wood availability from other parts of 
Europe. I think it’s hard to find any real wilderness 
landscapes in the UK, but I still find tiny pockets during 
my wanderings.

MG: That’s very true. The other thing which strikes 

me is that ‘fantasy’ keeps reoccurring either as 

something that perhaps you or we are escaping from 

or are drawn towards.

 ED: Definitely. Well for me it’s something I’m drawn 
towards in the sense that our understanding of 
landscape comes through all sorts of different mediums. 
It all starts with childhood fairy tales and that magic of 
going to the woods as a child and playing, building dens 
and hiding. I took my son to the woods last weekend, 
and he was running around in the bracken, and he was 
much smaller than the height of the bracken, so it was 
really easy for him to get lost or to hide from me. It 
made me remember how tiny you can feel in the woods 

Featured Photographer |  Ellie Davies

when you’re small and how easy it is to get lost in your 
own imagination.

MG: I think that’s one of the interesting things about 

photography, that it’s almost taking you back to see 

through the eyes of a child the way that everything 

is new and wonderful and interesting. We get out of 

that.

 ED: We do, particularly now when we’re so saturated 
and bombarded with imagery. I’m trying to find my way 
back there to those early sensations of something new, 
a new experience or at least refreshing that memory 

of just going off in your own imagination. I remember 
those feelings of playing as a child, of almost waking 
up – though I was awake - and realising that I’d been so 
deeply engrossed in a game or a story in my mind. As 
adults, we don’t get time to do that anymore. But you 
can go to the woods and spend time sitting down and 
listen to the birds and it envelopes you. You can free your 
mind in a way and let it wander. Modern life can be so 
distracting and so full of stimulants to the point that it’s 
very hard to get to the point of being bored or to just 
drift off into your imagination.

Between the Trees 14, 2014
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MG: Am I right in saying that you grew up in the 

New Forest? From what you’re saying that was 

obviously very formative to you and I think you still 

mostly work there. Presumably, it’s quite important 

to you that you know your set very well.

 ED: It is, but the New Forest is a big place, and I 
certainly don’t feel like I’ve explored it all yet. It’s an 
area of great variety and all sorts of different landscapes, 
at every turn you’re looking at something completely 
different. There are heathlands, plantations, ancient 
forests, newer forests and grazed areas, so it’s very 
varied. The colour palette is quite different from 
anywhere else I know in the UK. I’ve just moved to 

Wareham in Dorset and the experience of driving 
from Dorset which is incredibly green, or from London 
actually; you arrive on the borders of the New Forest 
and the palette changes to greys, browns, purples and 
muted greens. Because of the heathlands you get a 
totally different range of colours, I just love the muted, 
earthy colours. And obviously you’ve got the sea; the 
light is lovely as you get closer to the sea. I feel like I’ve 
got a great deal more to do there, I don’t feel like I’ve 
exhausted all the possibilities.

MG: I think even with smaller areas, sometimes you 

just need to see with new eyes don’t you? There is 

always something different, but it’s a case of how 

well we perceive that.

 ED: The more you can visit, the more you can see things 
differently – in a different light, in different weather. 
It’s often about taking the time to sit still or lie down 
somewhere for a bit and really look. I feel very fortunate 
that I’ve finally moved out of London after twenty years 
and although I love London and I still go back there a lot, 
I have this wonderful proximity now to the New Forest. I 
also go to Puddletown Forest in Dorset and to Wareham 
Forest which is a new area to explore this winter. I’ve 
been looking at Wareham and at the woodland along the 
River Frome. The Half Light series is very much about 
rivers intersecting with the landscape. That was based 
in the New Forest last winter, and I wanted to carry on 
with that series and keep on seeing where it went. I 
don’t feel that it’s finished and I’m making some new 
work for that at the moment.

MG: Yes, I guessed that’s perhaps where you were 

the other day. As you’ve touched on Half Light, do 

you want to talk a little bit more about that? Your 

two most recent series Stars and Half Light both 

touch on the alienation that urban populations have 

increasingly from nature.

 ED: When I was living in London the woods were 
always somewhere I longed for and loved to go to as 
soon as I got out into the countryside. But these short 
visits just were not the same as when I was a child and 
lived there. My sister and I would go out in the woods 
almost every day, and we felt we had some sort of 
ownership almost; it’s yours because you are there all 
the time and you occupy it. I really miss that relationship 
and that comfort. I was talking earlier about how 
the woods have this wonderful soothing quality, this 
liberating effect on me, and on everybody, I think.

Featured Photographer |  Ellie Davies

Knit one, Pearl one 2, 2011

https://www.woodlandtrust.org.uk/visiting-woods/wood/33231/puddletown-forest/
http://www.elliedavies.co.uk/images/half-light-2016/#ad-image-0
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MG: It’s a pretty good detox isn’t it?

 ED: I would say so! With the Half Light series I was 
using the rivers visually as a way of demonstrating this 
wide barrier, it’s very hard to cross these rivers as they 
are deep and dark and it’s cold. I was often standing in 
the water making the photographs, but there’s no way to 
get across to the landscape beyond. I fell in the water a 
few times actually, getting in too deep for my waders.

MG: Hopefully no expensive accidents with your 

camera?

 ED: Thankfully not! The camera was fine; it was usually 
just me that got wet! I made that series entirely in the 

New Forest which is quite rare for recent bodies of work, 
mostly I’ve worked in several different forests.

 Initially, I had thought it was going to be much more 
homogenous in the sense that the series started with 
three images that are very similar visually - Half Light 3, 
5 and 9 - in terms of colour, structure and composition. 
I thought I was going to keep it very formal as a series, 
and I nearly put those three into a separate triptych, but 
I found myself being drawn to other possibilities. It often 
happens that I have an idea of where the series will go 
and then something happens, and I make an image that 
totally changes the course of the series. Sometimes 
that branches off into an entirely new body of work, or 

sometimes I find ways of broadening the scope of the 
series. I love that element of surprise, and that’s what 
I was saying when I was talking about working with 
people, but it’s the same with the landscape. If you keep 
yourself open, particularly for me where I’m walking 
with a small kit - I don’t usually light anything, although 
in a couple of series’ that was a part of the work. Half 
Light was shot in low light, often in rain or drizzle, which 
gives it a softer darkness which I really like.

 New things crop up, and that’s why I want to keep 
working on this series. I made Half Light during the first 
half of last winter but then my father was very ill, and 
while he recovered miraculously it meant that I had 
three months when I couldn’t really work on the series 
at all. I came back to it in March 2016 knowing I had a 
solo show where I wanted to show this work in June 
that year, so I had to get the work ready by May in order 
to get it all framed in time. I really wanted just to have a 
bit more freedom to explore where the series might go, 
so I want to keep adding to it again this winter.

 I made some more work this week, and I usually put it 
all on the computer and then don’t look at it again for a 
few weeks because the experience of making the work 
is so integrally a part of me that I can’t be objective 
about an image. So I need a bit of distance to come back 
and look at it with fresh eyes.

MG: That’s something quite a lot of people say that 

they find is a benefit.

 ED: For sure. I’ll have a look at what I shot in a couple of 
weeks and see what I’ve got. Maybe carry on with that 
for the early part of this year and then I’ve got a couple 
of other ideas..

 Often with ideas, I tend to make lots of lists, some 
things come to fruition, and others don’t, so we’ll 
see. With some, the production of them is rather 

Featured Photographer | Ellie Davies

Stars 12, 2015
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complicated, and I don’t know if I can do it on my own. 
I prefer to work alone, it adds to the atmosphere in the 
images, but then it can be quite limiting in the sense that 
I have to work in a way that I can cope with. Just having 
a small kit on my back and walking a lot but I would be 
interested to see what might happen if I decided to have 
an assistant for example

MG: One of the things I was going to ask you was 

about the process of conceiving and making images 

for a series, and whether the story or the idea comes 

first or the images? From what you said I get the 

impression that you like to go out with perhaps 

some ideas in mind, but you very much respond to 

what you encounter rather than looking for things 

that fit your ideas.

 ED: I often have a central idea, like for example for the 
Come with Me, 2011 series I was making pathways 
in the woods. I have a campervan and took lots of 
different materials that I thought I might useful, but I 
ended up using a lot more natural materials. Then for 
The Dwellings series, I was using materials gathered 
from the surrounding area. I was very much responding 
to elements in the scene, the colours, shapes and 
composition within the woodland, and referencing 
them in my choice of materials. For one of those large 
structures, I needed a tree that was at exactly the right 
angle so I could start working into it. Actually, I got my 
husband to help me with some of the initial framework 
as it was often a case of lifting tree trunks and I was 
pregnant for most of that series. So he’d come and build 
the initial triangle, and I’d build the rest and then come 
back later to take the photographs.

 So it really depends on the series, and I think that with 
the Half Light series more than any other, it’s just as you 
say, it’s very much about walking and responding to the 
environment I’m in and discovering places that will work 

with the series. I did a lot of research finding rivers that 
run through wooded areas - Google Maps is amazing 
for online planning. It often depends on the time of day 
and the angle of the sun as I usually like to have the sun 
behind me even if the weather is awful. So all these 
factors enter into the decision about where to work, but 
I like to try to be as flexible as possible. It’s a great way 
of exploring the forest as well; I take a picnic with me 
and just go off for the day, and I feel very lucky that I can 
do that for my work.

MG: Do you tend to work away from the paths and 

the busier areas? I wonder if sometimes you do on 

occasion encounter people and what reaction you 

get from them?

 ED: I sometimes do, it varies. I try and keep away from 
people because I think that what I’m trying to do is 
create an atmosphere of contemplation in the work, and 
if I’ve got people crashing about…. I sometimes get 
people coming up and asking about my camera, and 
that’s quite intrusive when I’m trying to concentrate. 
Sometimes I meet people who are working in the 
woods; I met a rat catcher once, and he was quite an 
interesting character. I’ve had a couple of people shout 
at me because they thought I was littering the woodland. 
For Come With Me, there was one image where I’d cut 
hundreds of paper leaves, and I’d laid them on the forest 
floor, and I was photographing them, and a woman 
came along on her horse. I think really I gave her a fright 
as she wasn’t expecting to see anyone and she got quite 
cross.

 I’m meticulous about cleaning up after myself as it 
would be totally against my way of working to leave 
anything behind or cause any damage of any sort. It’s 
rare to meet people, and mostly they are very nice and 
quite interested in what I’m doing. For the Between The 
Trees series, I made a particular effort to keep away from 

people because I was using smoke and I didn’t want it 
to drift across roads. Often if it’s pouring with rain – and 
I made a lot of that series in the rain - it’s very quiet in 
the woods. People often stick to the paths as well so if 
you take a few steps into the dense woodland you are 
generally on your own. You don’t have to go far to feel 
quite isolated.

MG: I was interested that you said that you studied 

psychology and that must be fairly integral to the 

work that you are creating, both in terms of the 

ideas you are generating but also in terms of the 

tension that exists between how much of the work 

is about yourself and how much is your observation 

on the state of man.

 ED: I’m sure that’s all in there, but it’s hard for me to 
pick it apart and say one thing came from one element 
of my experiences. I think that maybe I’ve drawn less 
from the psychology degree itself than from a women’s 
studies module which really got me interested in reading 
about women’s experiences and in the power of different 
gazes, ‘male gazes’ in particular. That was something 
that really preoccupied me throughout my degree and 
stayed with me in terms of thinking about the way we 
look and experience the world around us. I’m sure that’s 
had an influence on my work.

MG: The other thing that interested me as I was 

looking back at Smoke and Mirrors where you were 

placing a golden tree in amongst a forest or wood 

was the idea that beauty isn’t always about truth.

 ED: No, almost never I would say. For me, beauty is 
a construct. We can look back at paintings from three 
or four hundred years ago, perhaps not even that long, 
and the concept of beauty is very different to how it is 
now. I think our understanding of what physical beauty 
is and our ideas of the landscape have changed, and 
particularly with the advent of photography, we can see 

Featured Photographer | Ellie Davies

http://www.elliedavies.co.uk/images/the-dwellings/
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that those ideas have evolved and changed dramatically. 
It is a way, one way, of understanding the world around 
us and I see it as a culturally constructed idea. In the 
same way that we understand the landscape, these are 
concepts that come to us through all sorts of different 
mediums. History, mythology, storytelling, are all ways 
in which we develop our understanding and our sense 
of ourselves and where we live and how we understand 
the environments around us – that’s what the work was 
about.

MG: You’ve looked as well at the role of the light 

and dark in terms of safe space and our perceptions 

of darkness, but also negative space – I’m thinking 

about Silent Dark and Deep - about what don’t see 

and boundaries.

 ED: Well those are implied spaces aren’t they? So they 
are a psychological space, it’s about the other-ness 
of our imaginations. I like to allow that space for the 
viewer to go down those pathways on their own. Each 
person brings something different depending on their 
experiences, and I really enjoy the fact that people 
who look at my often work react very differently. Some 
people find certain bodies of work sinister, almost 
upsetting. Sometimes, to my surprise actually, they have 
such a depth of feeling. And for other people, it takes 
them to somewhere in their imagination where it’s really 
positive and magical. You don’t know how someone will 
react, and that to me says a lot more about the viewer 
than necessarily about my work. I’m just giving them the 
opportunity to explore those ideas themselves I hope! 

Featured Photographer |  Ellie Davies

It’s also about my experience of being in the woods and 
how it makes me feel, and I hope I can bring that to my 
work.

MG: When you were saying that I thought that their 

reaction is perhaps influenced by their own history 

and their relationship with nature. A lot of it happens 

at a subliminal level. You were talking about creating 

work, and all these experiences and influences 

come in without necessarily being conscious of the 

thought processes involved.

 ED: Absolutely!

MG: One thing I wanted to ask you was if there was 

anybody who has been particularly inspirational to 

you - a photographer or an artist or an individual 

who’s influenced your own development or whose 

work you particularly admire?

 ED: I was really interested in land art when I was 
young, and you’ve got all the big figures such as Andy 
Goldsworthy and Richard Long. People do sometimes 
reference these artists in relation to my work, and 
I know that’s something that everybody who does 
photography will have come across. The problem of 
creating something new in a world where it feels like 
every image you could ever make has already been 
made. Trying to find your own view of the world is 
something that you have to develop. As a student and 
when you start to make bodies of work you try and 
find your own voice in amongst all of that. I talked to 
you earlier about making lists in books and compiling 
ideas and I can’t even tell you how many times I’ve 
written something down and then thought, no I’ve seen 
that before. Or having made work and opened up a 
photography magazine and seen an image that’s actually 
the same thing that I had in my mind.

Stars 3, 2014

http://www.goldsworthy.cc.gla.ac.uk
http://www.goldsworthy.cc.gla.ac.uk
http://www.richardlong.org
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 It’s like there’s a collective conscious that creates ideas 
in different people at the same time who are totally 
unconnected. It’s just staggering how this can happen. 
I’m not somebody that goes to lots of exhibitions or 
reads lots of information online about other artists. I feel 
like I’m relatively working in a vacuum, but then I can 
find that I’ve had an idea and then somebody else has 
already done it. You think “How is this possible?!” That’s 
hard I think. However, I love the fact that people have 
referenced Andy Goldsworthy as I love his work and he’s 
a totally incredible artist, and for me, he has been an 
influence. My mum had this amazing book of his work 
when I was young, and I used to go out and smash the 
ice on our pond and try and build some small replica of 
his amazing balanced archways of ice. I think he was a 
big influence.

MG: Maybe it’s a case of it’s about the work, it’s 

about the images and your relationship with them 

as much as the person who created them.

MG: A question here from Tim. Andy Goldsworthy 

plays down the role of photography in his work 

(referring to it as “routine” and “the leftovers of 

my work”). Do you see your photography or your 

sculptures as the dominant in your works of art? 

A trick question as I’m sure separating them is 

impossible, but it’s something that has played on my 

mind for some time about ephemeral works.

 ED: I definitely see myself as a photographer, and the 
sculpture is an integral part of that, but not essential. In 
my recent Half Light series, I didn’t make any sculptural 
intervention, but the work continued to explore the 
same themes as older works. It was interesting to see 
how far I could remove myself from the process while 
continuing to explore my relationship to the woodlands 

and forests and my experiences of them.

MG: You’ve had quite a busy and a good year – I’m 

thinking about the Aesthetica Prize shortlisting for 

Stars, and lots of magazine features have come from 

that. Exhibitions as well. What’s particularly excited 

you from all the good things that have happened 

over the last year?

 ED: I was interviewed by National Geographic last 
summer and had my work on their website. That was 
wonderful, a dream. Not something that I’d thought 
would happen actually! It opened up my work to a huge 
audience that I wouldn’t otherwise have had access to. 
Lots of teachers wrote to me, mostly from the US, with 
lovely letters and emails saying they had discovered 
my work via the article and the students had found it 
inspiring, that is the best possible feedback.

Working towards my solo show with Crane Kalman 
Gallery this summer was a big fixture this year, and 
it was great to see the new series printed really big. 
Dimensionally the Half Life series is bigger than anything 
else I’ve done before because at the beginning of last 
winter I got a Pentax 645z and that for me was the first 
affordable medium format camera that I could buy and 
call my own. That definitely opened up a whole lot of 
possibilities.

 Then the Singapore International Photography Festival 
– it was wonderful to have my work shown there this 
autumn. Crane Kalman Brighton Gallery is continuing to 
take my work to different parts of the world and open up 
new opportunities for me. This year we started working 
on a more formal basis. We’ve always had a great 
working relationship, but previously their representation 
was quite informal. That’s been great for me as the 
gallery has taken on a lot of the liaising for book offers, 

the logistics of negotiating the use of my images for 
different things, not just for print sales, and exhibitions 
abroad, things like that. They are handling all that for me 
now which actually is wonderful.

MG: You mentioned book offers, and I think you 

made a book through an online platform, called Into 

the Woods. Do you want to say anything about your 

experience of creating a book from your work?

 ED: Yes, I made the book during 2015. I’d always had in 
mind that I’d like to see my work in a book format. I’d 
talked to various publishers, most of them seemed to 
expect the artist to contribute a large chunk of money 
and then they do a print run of say 5,000 books. They 
design it and then distribute their 2500 copies, and the 
artist gets given the other half of the print run. Well, 
I don’t have the space to accommodate that many 
books let alone the outlets to sell them plus it’s a vastly 
expensive thing to do, and it just seemed completely 
unfeasible. I talked to friends in the publishing industry, 
and they said yes, this is the way that a lot of publishing 
is going with photography books. It seems really sad to 
me, and most artists don’t have the resources to do that, 
but these were the sorts of offers I was being made. I 
knew that wasn’t something I could do.

 So I decided to look at self-publishing and I really liked 
the things that I’d read about Bob Books and their 
interface that allows you to download an app and then 
just build the book yourself, and it’s really easy to do. I 
worked with Miranda Gavin (Hotshoe Magazine) who 
wrote a piece for the book - I’ve known her for about 
ten years now. Overall it was a relatively painless and 
very enjoyable process. It sells through the Bob Books 
website. It’s a great way for artists to work because you 
don’t have any costs involved really, just your own time 

http://www.aestheticamagazine.com/art-prize/
http://www.elliedavies.co.uk/images/stars-2014-2015-source-material-credit-stsci-hubble-and-nasa/
http://www.nationalgeographic.com/photography/proof/2016/09/a-return-to-the-magic-of-the-woods/
http://sipf.sg
http://www.elliedavies.co.uk/book/
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to build the book. Then anyone who wants to order one 
goes to the book’s website orders the book and it comes 
straight to them in the post from Bob Books. I take a tiny 
(like £2) fee for each book that’s sold rather than looking 
to make a profit. I wanted to make my work accessible 
to people who don’t want to spend lots of money buying 
a fine art print. I sometimes buy art books and chop the 
pages out if I like the image enough! Books are beautiful 
things, and I know some people feel they are sacrosanct 
but it’s quite interesting to do different things with them, 
it’s just another way of experiencing a book. I love the 
fact that if someone says “I can’t afford your work”, I can 
offer them another option.

MG: It also works for people who can’t get to the 

exhibition as well as they can be on in places remote 

from people, and have a finite period, and it gives 

the work a life beyond.

 ED: Yes. Recently I’ve been involved with Little Toller 
Books who are based down in Dorset. They have put 
together a compilation of wonderful writings about 
woodland called ’Arboreal’ and my image Stars 8 has 
been used as the cover image, and there are plates 
inside as well. The writers inside include some incredible 
authors. I was really honoured to be part of that 
publication, very exciting.

MG: That sounds like a good one to look out for?

 ED: Yes, look out for it! It’s pretty thrilling for me to be 
involved. We’ve got Andy Goldsworthy in there, Dave 
Nash, Richard Mabey, William Boyd, Ali Smith, all writing 
about woodland. That’s out now through Little Toller and 
Amazon, and it got a great review in the science journal 
Nature recently.

MG: I was going to ask you if you have any particular 

plans or projects or ambitions for the future but I get 

the feeling you probably have quite a lot and it’s just 

a case of which ones you can take forward and when 

you can do that.

 ED: I’ve just moved to Dorset, so now I can take my 
son to school, go to the woods and be back in time to 
pick him up. When we lived in London, I had to take the 
family down to my mums in the New Forest, and quite 
a few things would have to be in place in order for me 
to make some work. The weather would have to be 
right, I’d have to have my materials organised, and the 
idea sorted out, the patience and time…. Often I’d get 
everything in place and get to the woods, and the sun 
would come out all day! It was extremely frustrating. I’m 
going to be able to get out in the woods a lot more, so 
yes, lots of things bubbling up in a way but apart from 
seeing where Half Light goes in the next few months, 
there’s nothing concrete. I’ve got a solo show in Ireland 
this Spring at the Roe Valley Arts and Cultural Centre 
in County Londonderry and work in a group show at 
Houston Center of Photography in Texas, US opening in 
March.

MG: I think I read somewhere that one of your other 

interests is rock climbing. Is that right? Do you think 

that as far as you can see that you’ll always work in 

woodland or do you think there’s any prospect that 

you might take your work into other places?

 ED: Yes. Possibly! I don’t know how. I’m certainly 
enjoying working in woods at the moment, but I don’t 
want to rule out working in a different environment. 
Climbing takes you to amazing places; I’m always 
looking at the rocks and wondering how I could do 

something with that landscape. Down here we climb on 
the sea cliffs at Portland, and I’m often wondering what 
I can do with the sea and cliffs, the boulder beaches, 
those edge-spaces.

MG: That’s great Ellie, thank you. I think we have 

covered most of the things I’d made notes on.

ED: Thank you so much for interviewing me. It’s been 
lovely to talk to you.

MG: It’s one (interview) Tim and I thought would be 
interesting. We’re very keen to try to encourage people 
to think more broadly about landscape and where 
photography can take them.

Discuss this article
Click here to view and discuss

Featured Photographer |  Ellie Davies

https://www.littletoller.co.uk/shop/books/little-toller/arboreal/
https://www.onlandscape.co.uk/2017/01/ellie-davies/
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Featured Photographer | Ellie Davies

Another Green World 1, 2013
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Between the Trees 9, 2014
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Between the Trees 14, 2014
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Come with Me  7, 2011



Half Light 4, 
2016



Half Light 8, 
2016
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Knit one, Pearl one 2, 2011
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Silent, Dark and Deep 7, 2008



26 /  ON LANDSCAPE131



27 /  ON LANDSCAPE131

Featured Photographer | Ellie Davies

Stars 3, 2014
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Stars 10, 2014
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Stars 12, 2015
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The Dwellings 4, 2012
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The Death of Landscape Photography
is greatly exaggerated
A PROVOCATIVE CRITIQUE

 At least at the moment of reading, I even found myself agreeing with 
some of it; a sign of a persuasive argument.

 If we were to follow the logic of the article, we should, as the title 
suggests, all abandon landscape photography, a genre the article sees 
as, at the very least, derivative, ‘depressing’ and deceitful. It identifies 
landscape photography’s popularity as a symptom of its malaise:

 ‘But... sheer populousness is often a sign that something has peaked, 
and that it’s exciting, pioneering days are over’.

 In pursuing any artistic practice with intent, Originality is the mountain 
top. And whatever falls short is by implication, pretty pointless: 

 ‘True originality is not only hard, but it is also often repellent, difficult, 
and unpopular. I think of this as the “Hendrix Moment”, when some-
thing is so new that you cannot yet hear it or see it for what it is, and 
firmly reject it.’

 As a guitarist, Jimi Hendrix might be described as avant-garde, like 
Marcel Duchamp, Jackson Pollock or Andy Warhol in the world of art, or 
perhaps Arnold Schoenberg in classical music. Yet rejected? Hendrix? 
Perhaps by some classical music-loving traditionalists, but certainly not 
if measured by the weight of his enormous status, success and popu-
larity among the younger generation of his time.

 Extreme, obscure innovation (or even iconoclasm) is hardly a prerequi-
site to meaningful, original art. There are plenty of great artists from the 
20th century who did not need to crash the car to be significant, even 
though this was the century in which, more than any other, the world 
of art was turned upside down. Rachmaninoff exemplifies a composer 
whose work, if viewed through the Originality is Everything filter would 
appear a failure, based as it was on existing paradigms of orchestral 
music. Critics of the time also sneered at his popularity, to which he 
replied: ‘I believe it is possible to be very serious, to have something to 
say, and at the same time be popular.’

Joe Cornish

Professional landscape 
photographer and chairman 
of On Landscape. His personal 
website is

joecornishphotographer.
com

Editorial | Joe Cornish

 It’s been a busy few months and I had been struggling to find time for my favourite 

photography magazine, but over the last week or two I have been catching up with 

recent On Landscape articles. What a source of inspiration, and perspective! The quality 

of the writing and the images (especially Guy Tal’s) is excellent. And most recently, Mike 
Chisholm’s article has given me considerable pause for thought. If you haven’t yet read it 

(and I suggest you do) it is a provocative critique of contemporary landscape photogra-

phy and states that this is a ‘movement’ which has run its course. 

http://www.joecornishphotographer.com/
http://www.joecornishphotographer.com/
https://www.onlandscape.co.uk/2016/12/the-path-of-opportunity/
https://www.onlandscape.co.uk/2016/12/bye-bye-landscape-photography-dear/
https://www.onlandscape.co.uk/2016/12/bye-bye-landscape-photography-dear/
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 And so it has proved, for history judges him not as a deriva-
tive also-ran, but as a great composer whose music express-
es transcendent power, depth, soul. Without wishing to re-
sort to listings, there are also plenty of artists who managed 
to produce work of significance – and popularity – during their 
own lifetimes… Shakespeare, Beethoven, Dickens, Lennon/
McCartney, Ansel Adams, and so on.

 The article describes the way that contemporary landscape 
photography borrows from and refers to existing traditions:

 “But then run-of-the-mill landscape photography, despite 
the way it attracts the word “romantic” to itself, is classi-
cal at heart, in a sense, it is largely about the imitation of 
established models and masters and thus has a tendency 
to produce “school of” works. Like 19th-century academic 
painting, it is polished, highly-wrought, rather rule-bound, and 
with a strong tendency to idealise”.

 While it is fair to identify that there are derived patterns and 
stylistic elements in landscape photography, “imitation” if you 
wish to be pejorative, the same could be said of all art forms, 
which build on and develop from established frameworks. 
From these traditions, new directions and ideas do emerge.

 The article then derides the ‘priestly’ nature of the craft, 
saying that diligent landscape photographers often produce a 
‘serious misrepresentation of reality’ by waiting for the ‘just 
right’ conditions, seeking to capture a moment of beauty. 
Is this an attempt to assert that photography should be 
entirely objective? Art seeks to convey a meaning, personal 
or universal; that might be grim or glorious, glamorous or 
gloomy. When a photographer chooses to frame an image, 
their selection is critical; they are crafting their own meaning, 
their own reality. Many parts of the world around us are cer-
tainly degraded environments; there is ugliness of all kinds, 
and horror and quite a few photographers do indeed tackle 
and interpret these challenging subjects (take a bow, Simon 
Norfolk). But there is also grace, delight, space and awe to 
discover. Distilling and sharing that beauty is not only worth-

Editorial | Joe Cornish

Lichen, Anna Booth
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while, it’s important. Images can be redemptive, bringing light 
to us in dark places. Landscape photography is a window for 
the imagination and memory, connecting us with the energy 
and timeless wonders of the Earth.

 I also believe in landscape photography’s illustrative purpose. 
Vintage landscape pictures show us what has changed over 
the years. And as a warming climate alters the biosphere, 
photographs can play a significant historic and perhaps even 
a scientific function for future generations. In this functional 
role, photographer Jem Southam invokes the term, ‘geo-
graphic labourer’ to describe his sense of self in the land-
scape; and that resonates with me.

 Perhaps a less celebrated reason for landscape photography 
is exercise; the sheer physical toil of carrying several kilos 
around hillsides, which many of us love, and occasionally 
loathe. The article speculates that the majority of practitioners 
are, like the author: ‘male, late middle-aged, bearded, a bit 
weather-beaten and scruffy, and fond of solitary pursuits’. This 
is highly debatable given the evidence of so many brilliant 
female and youthful practitioners who appear in this maga-
zine, but if landscape photography keeps some gentlemen 
of a certain age active it may well be doing society a service. 
I know several photographers in their 80s, whose strength 
and endurance will be a credit to the Health Service balance 
sheet.

 Moreover, the landscape photographer gains a visual voice, 
for which no functional justification is required. The thera-
peutic benefit has been touched on above, and I often see 
self-confidence and self-expression develop on workshops, 
when folk with demanding jobs, or other distractions in their 
lives, learn to reset their compass and reconnect with nature. 
There is also the community of fellow photographers, which 
helps foster another kind of connectedness.

Editorial | Joe Cornish

Anna Booth
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 The digital revolution has undoubtedly made photography one of 
the most accessible art forms. Twenty years ago who would have 
predicted that you could shoot a movie, make an exhibition quality 
photograph, or record a time-lapse sequence on your smartphone? 
The democratisation of photography does not mean the end; rather 
the bar is raised, challenging anyone who loves the medium to push 
themselves further, to assert their identity. From the millions who 
make images, perhaps only a few will make work that is epoch-de-
finingly original, but surely, the same could be said for every other 
artistic medium?

 It seems that the author may wish to abandon landscape photogra-
phy because anyone can do it and nothing is original or innovative 
anymore. Correspondent Martin Stankewitz goes even further, saying: 
‘Depicting landscapes is a kind of zombie genre, it is a veritable 
undead I think.’ Evidently, the article’s thesis has support in some 
quarters. But I also couldn’t help noticing that it is illustrated with 
landscape photographs that appear to be quite contemporary. So if 
abandoning landscape photography is the direction of travel, perhaps 
the author hasn’t convinced himself to reach that destination yet.

 To prove the medium’s continuing vitality, allow me to spotlight four 
contemporary photographers whose outstanding work deserves rec-
ognition. Anna Booth, Morag Paterson, Valda Bailey and Linda Lash-
ford are all artists whose work happens to be made with a camera, 
and with the land. None of them qualify under the late middle-aged 
male stereotype that the article implies is responsible for a malaise in 
the genre. All produce work that is creative, subtle, mysterious, and 
fully worthy of the consideration we should give to an art. Booth’s 
photographic play with rhythms of light and colour disrupts the way 
we see and challenges our perspective on place.

 Paterson’s unpredictable abstractions dissolve form, light and texture. 
Using painterly in-camera multiple exposure techniques, Bailey 
creates and orchestrates both fragments of matter and a dark energy. 
Lashford’s richly varied work embodies the skills of both painter and 
storyteller. There is far more to say, but their work speaks for itself.

Editorial | Joe Cornish

Morag Paterson

https://www.onlandscape.co.uk/2012/09/interview-anna-booth/
https://www.onlandscape.co.uk/2012/02/leeming-and-paterson-sole-mates/
https://www.onlandscape.co.uk/2014/03/featured-photographer-valda-bailey/
https://www.onlandscape.co.uk/2016/03/linda-lashford-featured-photographer/
https://www.onlandscape.co.uk/2016/03/linda-lashford-featured-photographer/
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 Is it really time to say, By Bye Landscape Photography Dear? The 
photographs of these electrifying artists shows there is abundant 
inspiration, excitement and creativity in our field. And the Earth is 
our (one and only) home; there is no more central and critical subject 
for the arts. With its power to describe complex detail, colour and 
texture, photography is perfectly suited to this field of study. Its pop-
ularity, as an instrument for interpreting the land, is inevitable.

 I am grateful to Mike Chisholm for his article. His views prompted 
me to think again about landscape photography; and in that process, 
strive to champion its value and meaning. For my own part I might 
feel that (with apologies to Samuel Johnson) when I had tired of land-
scape photography then I might also have tired of life.

MIKE CHISHOLM’S COMMENT

 First, let me state the obvious. I love the landscape, I love being out 
in it, and I love making photographs of it. Or, perhaps better, I love 
making photographs out of it (a subtle but crucial distinction which I 
hope to expand upon sometimes in these pages). These three loves, 
which we all presumably share, are the reason I am here asking awk-
ward questions. Surprisingly, Joe Cornish seems to think I intend to 
abandon landscape photography because I have been asking myself 
these questions; on the contrary, these are questions we all need 
to ask ourselves in order to carry on doing the thing we love and 
to make more, better landscape photography. Or perhaps less, but 
much better landscape photography...

 Obviously, one writes a provocative piece in the hope and expecta-
tion of arousing a response, although I hadn’t anticipated quite such 
a response from quite such a figure, which was both gratifying and a 
little alarming.  It would be boring to make a point-by-point refuta-
tion of Joe’s response, so let me simply say: I think you’ll find that 
in reality Joe actually agrees with me, if you read my essay and his 
response closely.  In fact, I think there is scarcely a point that Joe 
makes that I did not make myself. However, I will take up two things, 
where I think Joe has misunderstood me.

Editorial | Joe Cornish

Valda Bailey
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 First, on the “Hendrix Moment”. The whole point of this reference is 
that one quite often reacts negatively, on the first encounter, to things 
that will go on to be essential favourites. When I first heard Hendrix, 
around 1967 aged 13, it was just noise: my ears simply weren’t ready 
to hear what, in the end, is simply a radical extension of the musical 
language of the blues. Similarly, photographically, I couldn’t believe 
how bad Thomas Joshua Cooper’s small, dark prints were when I first 
saw them in 1984; yet a few years later I was eagerly signing up for a 
Duckspool workshop with him, and have religiously bought every book 
he has published since. Ditto Jem Southam’s insistence on even, over-
cast light. Ditto John Gossage’s drab edge lands. If you have never felt 
this bewilderment, you have missed out, and you have my sympathy.

 Second, the question of demographics. Now, it would be a wilful 
misreading of my piece to come away with the impression that I 
*want* landscape photographs all to look the same, because I *want* 
all landscape photographers to resemble me. Nothing could be further 
from the truth: what I propose is that extending the demographic may 
have a beneficial effect. This is the point that Joe also makes. How-
ever, I did feel that he may have been over-optimistic in suggesting 
that the demographic balance has already tipped significantly. So, like 
any rhetorician seeking an unfair advantage, I grabbed for some facts. 
I sampled the gender balance of the most recent ten issues of On 
Landscape. I found that, of 126 contributors, 16 (on the possibly mis-
leading basis of name) were women; that is, 13%. I then sampled the 
photograph of the “Meeting of Minds” conference at the head of the 
On Landscape home page: of 20 visible people, I think three, possibly 
four, are female; again, just 15%. Unfair? Quite possibly: all the young 
women may well have been in the next room. I’d be very happy to be 
wrong.

Editorial | Joe Cornish

Linda Lashford

https://en.wikipedia.org/wiki/Thomas_Joshua_Cooper
https://www.onlandscape.co.uk/2013/03/jem-southam-interview/
https://en.wikipedia.org/wiki/John_Gossage


37 /  ON LANDSCAPE131

 Things always need to be moved on, and to move 
on; provocative questions need to be asked. I can 
remember when, in the 1970s and 80s, no seri-
ous photographer worked in anything other than 
monochrome; for good, practical reasons. Fay 
Godwin, Raymond Moore, John Blakemore, John 
Davies, Thomas Joshua Cooper... These were the 
exemplars of landscape “best practice”. Then along 
came Jem Southam, Paul Graham, and Martin Parr, 
and there were bitter arguments about the merits 
of colour vs. monochrome (if you don’t believe me, 
look at some back issues of Creative Camera from 
the mid-1980s). But the crucial question had been 
asked: why not colour? The answer, in retrospect, 
seems obvious. Now, I don’t know what the next 
Big Question is – I wish I did – but my strong feeling 
is that it is overdue, and I’d hate for landscape pho-
tography to go extinct, aesthetically, out of simple 
complacency.

 My thanks to Joe Cornish, of course, for reading 
my piece, taking it seriously, bothering to write a re-
sponse, and having the courtesy to show it to me in 
advance. Joe, unlike me, is clearly a “glass half full” 
kind of guy, and we’re going to need a lot of that 
spirit of open-hearted optimism in the coming year!

 What are your thoughts on this discussion? 

Leave us a comment on the section below and 

Joe, Mike & Tim will moderate the conversation!

Simon Miles : I agree there may be a danger of 
drowning in the massive sea of images shared 
online, but I would have thought this applies across 
most genres and not just to landscape photography. 
Just glancing across my bookshelves reassures me 
there is still plenty of original and exciting landscape 
photography being produced. For whatever it’s 
worth, my own personal time on the hills with my 
camera is a small but precious part of my life. I 
can only hope I’ll still be out there when I’m in my 
eighties!

Simon Baxter : Photography as a means of 
exercise and well-being should be celebrated more, 
in my opinion. I truly believe that the therapeutic 
benefits of landscape photography could help many 
many people who may currently be struggling to 
manage their health problems - whether they be 
physical or mental.
I personally don’t believe that your purpose as a 
landscape photography should be to produce new 
and innovative work. First and foremost it should be 
about the enjoyment, experience and connection 
with the landscape. Capturing what you truly enjoy 
will lead to images that you personally find exciting. 
If your interpretation is also compelling, exciting and 
perhaps new to others then it’s great to know that 
it’s come from an honest place.

Steve Coleman : My love of photography began in 
the landscape. Part of me still lives there and always 
will. However, I am increasingly drawn to other 
environments. I find them much more interesting 
and much more challenging. I take landscape 
pictures for myself because I enjoy my time in that 
space. But I find that landscapes are easy to shoot 
and almost impossible to make interesting.
I rarely like looking at the landscape work of others. 
I find it does not hold my interest. Pretty, or the 
decorative aesthetic, dominates so much, and 
without supporting words there is often nothing 
else.

Joe Cornish : Blimey, seems as if I may be in a 
shrinking minority.
“…landscapes are easy to shoot and almost 
impossible to make interesting.” Really? Perhaps it’s 
the landscapes I am looking at, or the photographs 
that I see, but I have to respectfully disagree.

Steve Coleman : Joe, of course it depends on what 
we each define as “interesting”. I have written a few 
words for Tim, which will be published soon, which 
goes some way to explaining my thoughts. And I 
must confess it is a work in progress. Perhaps we 
might take up the debate after you read it.

Tim Parkin : I can see that much of landscape 
photography may not hold your interest Steve but I 
would say this makes the production of interesting 
landscape photography even more challenging. 
Sadly, it’s often very easy to produce meaning in 
work in other genres by the use of subject (you can 
borrow whole reams of narrative by photographing 
the man made world) but the natural world doesn’t 
hold an inherent narrative and hence to evoke 
something personal (and to see it once evoked) 
is, I would say, a much greater challenge. In 
reality, we’re all right - just like in music the singer 
songwriter struggles to understand and play jazz 
and the jazz musician struggles to understand the 
pop hook and they all don’t get alternative math 
rock. Subjects and genres are a personal mix and 
it’s tough to write any off without objectively (whilst 
subjectively it’s easy)

Featured Comments…

Discuss this article
Click here to view and discuss

Editorial | Joe Cornish
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Chance and Luck in Art
IN THE PROCESS OF ARTISTIC CREATION

 The project currently occupying me, and for the last three years, is a 
good illustration of the above lines. It is called LE MUR. In the short 
version, it consists of 100 pieces of the same size, 50cm by 70cm.

 bout a third of paintings, a third of photographs and a third of hybrids 
where the two disciplines interact on the same surface. It was born of 
the desire to create a work of great size but also technical constraints 
and chance discoveries. A potential area of 5 meters by 7 meters. I do 
not get up on a day with any established protocol in my head. The idea 
was first blurred and external and unexpected events have shaped its 
evolution. I’m here to tell you the story.

 As far as I can remember, I always had a pencil or paintbrush in my 
hands. I filled notebooks with small drawings. The pencil becoming 
safer, and more mature expression, I began to exhibit my work. Nature, 
animals, mountains were the backbone of my work and painting my en-
vironment allowed me to express the energy felt in his contemplation.

 At about that time, I got my first digital SLR camera. This new “sport” 
allowed me to experiment without limitation, even though I was self-
taught. It was a new tool in my studio and opened up great potential.

 I also explored the world of digital development with some well-known 
software, my computer darkroom in a way The resonance of multiple 
images and its potential has become to me as obvious. I did not know 
what I was doing at first, but I had clearly seen the promise of some-
thing to explore.

 I was fascinated by the possibilities of image processing software, 
especially by working with textures and layers. This allowed to modulate 
the atmosphere and render a shot in a way that reminded me of paint.

 But, for the painter I was, staying behind a computer, working on a 
virtual image, was something frustrating and incomplete. I lacked the 
material, odour and hands covered in colour!

Christine Lavanchy

Christine Lavanchy is a self 
taught artist, painter and 
photograph, living and working 
in Switzerland. She has been 
fascinated by nature and 
almost all her work reflects this 
fascination.

christine-lavanchy.com
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 Thus painting and photography hold many surprises to one who lets accidents, 

stains or the unexpected to occur. This attitude of letting go is the key to inspira-

tion and creation. This is the best that can happen to an artist.
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 I spent some time understanding how to move from 
screen to print, and, after many unsuccessful attempts, 
I finally understood that the final step in the digital pho-
tography was going to be through the printer.

 Since it was necessary to print the photo, it meant that 
photography had to find its support. And, within the 
limits supported by professional printers, I started to 
“print” my photos on media that had nothing to do with 
mere paper.

 It was in that time that I met Fanny and Audemars Joe 
Boehler, who offered me an exhibition at the ABPI Foun-
dation of Lausanne (Switzerland).

 The conditions were simple: new and large formats!

 I found myself in front of a problem. The workspace 
of my workshop did not allow me to express myself in 
large formats. A 1.8m workspace gives some constraints 
... So I decided to create multi-part works of a certain 
format consisting of several smaller elements.

 As some of my photos were my red line for my paint-
ings, once they were finished, I went back on the com-
parative method to examine these elements. Doing so, 
I realised the impact of the artworks, photographs and 
paintings, resonating together. Thus, the concept of the 
works that were presented for this exhibition was born.

Editorial | Christine Lavanchy
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 This exhibition has been very rewarding to develop. 
Once the works were hung I felt the desire to go further 
in this.

 By exhibiting at ABPI, I added a new component to this 
future project. I had begun long and patient observations 
of twilights at the lake where I live, but also there has 
been a change in altitude when hiking. Initially in a docu-
mentation process, it quickly seemed to me boring. So I 
started trying “tricks”. I played with the speeds and focal 
lengths, I tamed my camera. But mostly, I discovered 
that one could work as a painter with a camera!

 These moments watching Nature do her big show 
brought a new dimension.

 The ground was ripe to launch this great project. LE 
MUR was in a gestating mode. To go into action mode, I 
needed money so it was a crowdfunding who gave the 
decisive initial impetus.

 With LE MUR, I decided to create a work of great for-
mat. I wanted the viewer to be immersed in the material 
and colour as I had been during the shooting. And, since 
the concept was announced, I decided completely arbi-
trarily set myself a goal of 100 items. Because it’s a nice 
figure and that pleased me.

 100 elements also involved commitment and tenacity. I 

knew I did not choose the easy way out, but I also knew 
that this commitment would lead me in unexpected 
directions.

 The original thread was made up of photographs that I 
brought back from my walks and my observations near 
the lake. These moments of contemplation allowed me 
to immerse myself in the atmosphere of the moment. 
Then, to bridge the gap between the two disciplines, I 
worked on pieces that I called “hybrid”. The idea was to 
introduce a material dimension to the post processing of 
the images made with layers and textures, but in “real”.

 Thus, on textured substrates, acrylic mediums, pig-
ments and other things, I printed the photographs that 
seemed to be well suited to this kind of exercise. Finally, 
I came over with colour, ink drawing, resin ... Those to 
whom I showed my work were confused because they 
were unable to identify the medium, lost between pho-
tography and painting.

 So to not lose myself into my work, I carefully scanned 
and archived every part of the WALL. And this allowed 
me to begin the most fascinating part of this project: the 
composition.

 I combine the pieces together until I feel this primitive 
energy, that inner vibration. At this point I know I am in 
the right and true.

 Today my 100 pieces almost finished, I’m looking for this 
curator or gallery, who will trust me for the last part of 
the project!

 The composition and attachment! I’m excited about 
the energy of the work as a whole! A fascinating step 
indeed!

 Perhaps the most important. Reaching this point where 
the artwork begin his proper life.

Maturity and autonomy.

Editorial | Christine Lavanchy
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A look into Romania’s nature
AN OVERVIEW OF A WILD AND SPECTACULAR COUNTRY

 But when it comes to the diversity of the land and the animals that 
populate it, Romania, my home country and a relatively unknown place 
among photographers, is probably one of the first among the European 
countries.

 Let’s see why. First of all, Romania sits between three major landscape 
formations: the Carpathians, the Black Sea and the Danube River, one 
of the longest in Europe, passing through 10 countries. That’s one of 
the major reasons for which Romania is the only country in Europe with 
5 biogeographical regions. These are Pontic (the Black Sea), Steppic, Al-
pine (the Carpathians), Continental and Pannonian. Each has distinctive 
environmental conditions - climatic, latitudinal, geological - that make 
the flora and fauna they shelter to have certain similarities, yet to be 
different from the ones in the other regions.

 One area in particular has a special role regarding biodiversity - the 
Danube Delta, the second largest delta in Europe and home to over 
5.000 different species of plants and animals. It’s a UNESCO World 
Heritage site and a must for anyone passionate about photographing 
birds. But, from all of these regions, the one I spend most of my time 
photographing is the alpineregion - the Carpathians . With a length of 
approximately 1,500 km, they are the second longest mountain range 
in Europe, after the Scandinavian Mountains, more than half being in 
Romania.

 Here, they are home to Europe’s biggest population (outside Russia) 
of the three big predators - the bear, the wolf and the lynx (the wildcat 
deserves to be named here too). They roam freely in the last virgin 
forests of Europe, around 65% of them (again, outside Russia) being in 
Romania.

 Since I started photography, I have  had the great privilege of visiting some of the most 

spectacular areas of our planet. I’ve been to Iceland, Norway, Sweden, the Faroe Islands (yes, I 

have a thing with the Nordic landscapes, but I’m not the only one, I can assure you), Scotland, 

the Alps, Patagonia. I now realise that I haven’t seen too many countries. Oh, well, I’m still 

young I guess. Anyway, these places have inspired and shaped the careers of many photogra-

phers whose subjects are usually found in nature. And for good reasons. The landscapes at 

the edges of our planet are usually built differently by geology and weather alike. They have 

imposing mountains coming out straight from the sea, glaciers and fjords, a rich birdlife and a 

harsh, but very attractive climate for us as photographers.

Editorial | Dorin Bofan
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 So, as you can see, the wilderness of my home country is 
something of great importance at European level. Many areas 
are protected and now Romania has 26 national and natural parks 
and over 500 Natura 2000 protected areas. In total, the protect-
ed areas make up for about a quarter of the country’s surface. It 
might seem enough, but when you have to deal with issues like 
illegal logging and poaching, it’s not. Romania has dealt with a lot 
of social, economic and environmental challenges in the last 27 
years, since the Iron Curtain fell. It still deals with them today. In-
ternational NGOs like WWF and Greenpeace and many local ones 
are fighting a system that puts nature and environment in second 
place, thus fuelling an ongoing degradation, especially in the forest 
ecosystems. Romania had one of the few intact old-growth forest 
landscapes in Europe, in Retezat National Park. It lost it a few 
years ago because of human intervention, mainly logging. This and 
many more wrong doings led to people protesting in the streets, 
journalists investigating and bringing to the public attention many 
environmental cases.

 Nature stories made the news. The Ministry of Environment and 
the government had to take action. They even built an app, The 
Forest Inspector, with which any wood transport can be verified. 
You simply put in the number plate and it tells you if it’s legal or 
not. There is an ongoing project of including some of the virgin 
forests into the UNESCO World Heritage. So small steps are being 
taken, but with each day the forest, covering less than a third of 
Romania’s surface, is getting less and less.

 From what nature has to offer in Romania, the national parks in 
the Carpathians are my favourites. I haven’t seen them all, as I pre-
fer a better understanding of a place. And that, of course, means 
more than one visit. Seeing how the same landscape changes 
year by year, season by season is what helped my photography 
evolve. I think I became friends with some of the places. We all 
have that good friend, don’t we? And probably one of my best is 
Ceahlau National Park. I was 11 or 12 when I went for the first 
time, with a school field trip, to Ceahlau. But I only took hiking in 
the mountains seriously when I was in college. I was coming back 
to Ceahlau every autumn. And later on, I made a vow to visit it 
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every winter. Compared to other mountains, it’s easily accessible 
all year long. I got to around 50 visits so far and it’s still a place 
that feels somewhat undiscovered for me.

There are these viewpoints that I always go to. From there, I look 
towards a deep valley at conglomerate rock towers and needles 
rising abruptly from the dense forest below. They are adorned 
with larch and pine trees somewhat similar to those found in the 
Huangshan Mountains in China. It’s always exciting to wait for 
the sunrise above the towers, sitting on these small ledges. It’s 
like you’re in an opera box, you have the best seats and the show 
is about to begin. The only difference is that sometimes you’re 
waiting in -20°C temperatures.

 The alpine plateau is very exposed to the winds, like any other 
alpine area, turning the small spruce trees found here and there - 
usually, the coniferous forest in Romania reaches to about 1,800 
m, but spruce and larch can be found above this altitude in some 
places - into frozen statues during winter time. That’s my favourite 
time to be there, right after a snow storm followed by a severe 
cold spell making the snow stick to the trees, sometimes turning 
it into icicles that follow the direction of the wind. Having a hut up 
there helps. After a day wandering among frozen trolls and gob-
lins, you can enjoy a hot tea and a delicious traditional meal. I like 
to sleep in a tent and I try to do it as often as possible, but winters 
in Ceahlau National Park are rough, so having a hut up there helps 
you focus better on your photography.

 During the warm months we usually spend more time photo-
graphing in the higher mountains. Romania’s highest peak is 
Moldoveanu topping at 2,544 m, part of the Fagaras range. It’s a 
dwarf compared to the Alps, but at similar altitude with the peaks 
found in the Scandinavian Mountains. A major difference from 
the Scandes is the lack of glaciers. Given the latitude - the 45°N 
parallel passes through Romania - the Carpathians benefit from a 
warmer climate which, over time, made all the glaciers disappear. 
What’s left today are glacial valleys, cirques and lakes. And there’s 
no other place in Romania to better observe the glacial remnants 
and enjoy the alpine environment than Retezat National Park.

Editorial | Dorin Bofan
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 Retezat is the first ever national park in Romania, being 
founded in 1935 under the rule of Carol the second. 
Romania was a monarchy back then, until the communist 
regime was enforced soon after the end of World War II, 
probably the worst thing that happened in our country’s 
recent history. At least Retezat’s protected area statue 
was kept during this time. More so, it became a UNE-
SCO Biosphere reserve in 1979. And there’s a strong 
reason for that. A symbol for Romania, Retezat is home 
to almost all of the species that represent the idea of 
wilderness across Europe: the brown bear, the wolf, the 
lynx, the wildcat, the wild boar, the marmot, the badger, 
the otter, the chamois, the roe and the red deer, the 
golden eagle and many more. They all live in one of the 
last old-growth forests of our continent.

 I remember fondly my first visits to Retezat, almost 
ten years ago, carrying huge loads on the alpine trails, 
pitching the tent at Bucura Lake, the largest glacial 
lake in Romania. During the day, we would hike to a 
peak and a storm would catch us. The next day, I would 
wake up well before sunrise, around 4 am, and head to 
some spots famous around local photographers. It was 
a period of trying to find my way in the beautiful world 
of photography and Retezat was, and still is, a reliable 
compass. I return to it every year with the same joy I had 
on my first visit. Nowadays, when humans are impacting 
the natural world as never before, Retezat remains an 
oasis, a hurt one unfortunately, for wildlife that is long 
gone from other areas in Europe.

 I’m a Romanian. I come from a country that I know is 
raising eyebrows and is constantly facing some sort of 
innocent prejudice. And with good reason in most of the 
cases. I, myself, hate her and love her at the same time. 
But I learned photography and the way of the mountains 
here. The strong connection I have with what I call my 
home has shaped my images and my character. I give 
Romania a shot each day. And it paid off so far.

 There are many more interesting natural areas in Roma-
nia that I hope to tell you about in the future. Some are 
unique in the whole Europe, while others presents them-
selves as ordinary places. But, as many have said before, 
it’s not about the place, but the connection you’re able 
to make with it and the deeper understanding through 
familiarity. We all have special places that allowed us 
the creation of special images. I guess we call some of 
these home.

 If you’re interested in visiting and photographing Roma-
nia’s nature, you can contact Dorin at www.dorinbofan.
com . He’s an authorised national guide and he organises 
private 1 to 1 tours.
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The Rise and Rise of the Photo-Book

AN OVERVIEW OF CONTEMPORARY PUBLISHING

Editorial |  Doug Chinnery

 Modern print technology, advances in papers and inks and computer 
aided design have lifted the photo book from what were, on the whole, 
fairly dire offerings if you go back twenty or thirty years, to what are 
these days often beautifully conceived, designed and printed portfolios 
of a photographer’s work. They may reflect a single project, a retrospec-
tive or focus on a region or technique. Whatever the subject or format, 
every few days there seems to be a new photo book on offer to tempt 
us to invest in the work of a photographer that we admire.

 It is impossible for any but the very select few to get a traditional book 
publishing deal with a publishing house like Dewi, Argentum or Arum. 
These houses need us to have a real ‘name’ with a massive following, 
like Joe Cornish, Charlie Waite or Michael Kenna. They produce large 
hard bound books and have to print in volume, so a large market has to 
be there for the investment to be made. The photographer also has to 
have a very large portfolio of high-quality work to select from. For most 
photographers, though, this route is not available.

 With so much new material flooding our consciousness and social 
media streams vying for our attention, I thought it might be good to 

take a step back and look at the whole landscape photo book industry. 
Many of us, me included, are avid collectors and I am sure probably the 
majority of us harbour a secret (or not so secret) desire to one day see 
our work featured in a photo book ourselves. Who wouldn’t like to think 
their work is preserved for ‘eternity’ in the British Library, complete 
with its own ISBN number?

 So, what is it like to run a landscape photography publishing company? 
What kind of work are the publishers looking for? If you do manage 
to get them to publish your work, will it make you rich? What about 
self-publishing? How can that be approached? What are the pitfalls? I 
approached several publishers and self-publishers to ask them these 
kinds of questions and more to get a feel for the whole business of get-
ting our work into print and in front of an audience. I found the answers 
fascinating. Here is what they had to tell us.

Doug Chinnery
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TRIPLEKITE PUBLISHING

 My first interview was with David Breen, one of 

the directors and co-owners of Triplekite Publishing, 

which specialises in producing landscape photogra-

phy books.

Doug: David, what led you to start your own pub-

lishing company, Triplekite, and where did the name 

come from?

David: Tripekite Limited is the name of the company I 
formed when I left Virgin after many years of employ-
ment as their Head of Management & Leadership De-
velopment. The name is symbolic of the core business, 
training and development, and the concept of flying 
ideas, concepts and theory or as I often say ‘lets fly a 
kite’; the triple part is a nod to my three children.
It was a few years later when it diversified into publish-
ing to compliment the corporate development activity. 
The catalyst of the publishing was a twitter conversation 
between people, including you, Doug, when many were 
suggesting that Dav Thomas should make a book. I 
went one step further and contacted him suggesting we 
should make it happen between us. The rest is history, I 
think they say.

Doug: Over the years you have published a wide 

variety of books, from large hardback retrospectives, 

such as the stunning ‘Seaworks’ by Paul Kenny and 

‘With Trees’ by Dav Thomas right through to your cur-

rent range of project based books by photographers 

such as Hans Strand, Valda Bailey and Charles Cramer. 

Do you see Triplekite offering the larger books in the 

future, or will you be concentrating on the smaller 

books now?

David: There is no formulaic approach to book size 
particularly, the work and artist drives the book. Business 
sense also prevails. For example, it would be commercial 
suicide to make a book like ‘Seaworks’ for an unknown 
photographer. However, it’s also wrong to make a small 
book if the images need space and size to bring them to 
life. I think we have shown that we can make a success 
of any book at any size if we get the design fundamen-
tals correct.

Over the years we have seen very few proposals which 
would make a ‘larger’ book. We wish we saw more 
- there is nothing as enjoyable as representing 80 + 
images in a beautifully printed, hard backed book with 
slipcase, prints, fold outs and great finishes. [Read our 
interview with David from July 2013 about their printing 
process]
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Doug: Are your books printed in the UK? What kind 

of 

papers and finish do you aim for?

David: Printing in the UK would be nice, but for the 
books we have done it’s never been sensible com-
mercially. The first 4 or 5 books we searched and got 
quotes from across the UK, then realised it was wasting 
ou time. We print in Malta and have used the same 
press for all our books except the one that was UK pro-
duced. We use materials and finishes which reflect the 
imagery and that is driven by the design fundamentals. 
Dav is renowned in that space, and we work in collabora-
tion with the artist. When a design is done well, it’s often 
not noticeable to most, but when it’s done badly, it’s 
obvious. Dav is a graphic designer by profession and that 
is obvious in not only his own photography, but also by 

all of our books. Plus, Malta is a very beautiful place to 
visit with lovely people. I spend most of my working life 
in business hotels across the UK, so the attraction of the 
Mediterranean sun is high.

Doug: How do you balance the cost of production 

with volume? Are you getting a feel, now you have 

released several titles, for how well books sell and 

what is a viable print run? How do you cope with 

storage and distribution - it must be a big job?

David: Experience gives you the most perspective on 
quantity. Printing CMYK Litho for the best possible 
reproduction does mean that our minimums are around 
500, beneath that number the commercials become very 
hard to justify. We have a global sales force representing 
us, which means that every book we produce is put in 

front of every book buyer across the globe. There isn’t 
much point in doing that if you are going to print with a 
hundred or so.
Storage is at our own premises, and we retail direct 
and through the trade, Retailing directly is often about 
grinding out long hours of packing, booking couriers, 
etc. Selling through the trade involves packing pallets 
and booking trucks, customs forms and invoicing. It’s 
still exciting sending a pallet to Chicago, and it still thrills 
to think that something we discussed, commissioned, 
designed in the UK, printed in the Eurozone, is being 
shipped to a warehouse in the USA and then sent across 
the globe.
Doug; What, for you, is the most exciting and interesting 
part of the process of being a publisher?
David; The first draft of the book, and then seeing the 
first sheets coming off the press in Malta.

Doug What is the hardest part? Does anything give 

you sleepless nights?

David: Not much keeps me awake at nights other than 
the kids, but the hardest part is probably keeping the 
momentum going for marketing and promotion purpos-
es. An interesting side effect of an artist creating a book 
is often ‘closure’ they get a sense of completion, butthen 
I am banging a drum  at them, wanting them to be con-
stantly promoting it… Also, some artists do that more 
naturally than others; selling isn’t for everyone.

Doug: What do you offer as a publisher, why should 

someone choose you guys?

David: We are set up to publish books within the land-
scape photography genre only, so we have a reputation 
for that. Through our sales partners, we understand the 
book business extremely well, and that means there is a 
wealth of experience which can be drawn upon. We take 
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care of every aspect of a book’s production, we have 
professional design and proven promotional strategy. The 
printing is potentially the safest point of the process, but 
nevertheless, we guarantee that Dav will be on press 
to ensure his design and the images are reproduced 
accurately.

 The book will be put in front of every bookshop that sells 
that genre worldwide by a specialist sales force with 
years of experience and good business relationships. 
We finance all our projects and working on a profit share 
means we never stop trying to sell a book. We aren’t the 
biggest, but we are well organised in our approach. So 
the legalities of copyright and ‘Legal Deposit’ are taken 
care of for you, as is pretty much everything else.
But having said all that, if you can get a Mack Books or a 
Dewi Lewis Publishing to publish you, then that’s where 
you should go. Most photographers only publish one or 
two books, so you should make sure you get the best 
publisher you can. Getting a publishing deal without to-
tally funding it is difficult these days, but getting a reprint 
deal from another publisher because your self-publishing 
went well, is pretty much non-existent. Don’t sell your-
self short through an eagerness to be in print.

Doug: Do you think collecting photo-books is be-

coming more popular now, with the growth in social 

media and the way this exposes us to more pho-

tographers’ work?

David: I was a book collector before a publisher, but I’m 
not sure if it’s becoming more popular.
I think accessibility and the visibility of books launching 
is obviously greater. There are more people producing 
books of photography now than say, three years ago. 
The book production industry is going through a massive 
change, maybe even a revolution and some of it’s for 
the good, and some not. The trend I most worry about 

is the abundance of publishers who are now ‘printing on 
demand’ if the artist will pay for it.

 I cannot see where the quality control comes in that, 
where the curation is. When we produced “The Last 
Stand’, For Marc Wilson, I sat in my office with Hans 
Strand and went through the latter draft on pdf. He 
pointed out four pages which, to him, didn’t work, I then 
did the same exercise with two other professional pho-

tographers, unprompted they picked out the same four 
pages, so we altered them. The final work is a cohesive 
and beautifully designed book which receives plaudits 
from everywhere its seen. How many books are simply 
printed without that feedback loop because the artist is 
paying the bill and therefore has the final decision. I truly 
respect and value the book industry and that saddens 
me a little. But like all industries, it will survive and 
evolve, and that will level itself out in time.
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Doug: Do you get many photographers approaching 

you with book proposals?

David: We get regular book proposals, but I wouldn’t say 
a huge amount. Some are better produced than others, 
I once had an artist ring me and ‘talk’ me through his 
proposal, which sounded very interesting, but then he 
wouldn’t send me sample images as even at low res he 
didn’t want to send them electronically, he didn’t trust 
anyone to have them he said. He would only show them 
to me in person. I didn’t take it further as it would’ve 
been very awkward if his images weren’t any good, he 
would have then driven for 4 hours to rural Northumber-

land to be shown the door ten minutes later. We had 
another where the book was purely in someone’s head, 
a fantastic concept but no imagery had been made. He 
wanted a book deal before investing any time in making 
the photos; I had to tell him that we didn’t work that way.
 As amusing as these stories may be, it’s fair to say that 
most proposals are put together well and with what 
appears a large amount of effort. But sometimes a book 
just isn’t for us. We won’t publish what we don’t feel 
we can sell; we have occasionally backed out of a book 
agreement because there was too little interest shown 
in it when we announced it, and we always decline any-
thing which isn’t ‘landscape’ based. There is little point in 
producing something to have it sitting on a shelf, and no 

matter how much an artist tells me his portraits are the 
‘human landscape’, they aren’t getting a book deal.

Doug: Is it difficult rejecting some? 

David: When we commission a book, I am essentially 
committing or risking a not-inconsiderable amount of my 
company’s money. That gives me the authority to be se-
lective but also a duty of care as a director. Risk doesn’t 
disappear just because you tell me it will.
 Whether that’s difficult or not depends. I have had huge 
difficulty turning down some work, but mainly it was 
because I wanted to do the book, but the timing wasn’t 
right, and those we may go back to. Working within 
corporate development, I have spent a lot of time giving 
feedback, so it’s less difficult for me than maybe some 
others would find it.
Some proposals are easy to say yes to…

Doug: What advice would you give to a photographer 

aspiring to have their work published by Triplekite?

David: I think we cover this quite well on our site, so I 
would suggest they go there and read it. There are no 
shortcuts unless you are willing to fund the book your-
self. In short, though they should be tough on their own 
assessment, ask others for an honest opinion and not 
believe the hype created by 100’s of likes on Facebook, 
or nodding cats and gold stars on Flickr. Publishing is a 
serious business involving thousands of pounds; that 
brings with it a sense of reality that social media doesn’t 
have.
 Alternatively, build your brand, have a solid body of work 
which hangs together cohesively, work with the end in 
mind. If that end goal is to have a large book then don’t 
sell your project short by printing 100 copies of it as soon 
as you have 25 images. Be resilient, take the feedback, 
keep working and it may well be that you achieve your 
goal in the end.
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Doug: On a personal note, how do you manage to do 

all the things you do? Run Triplekite, run your other 

business interests, I know you recently project man-

aged building your own home, and you have a young 

family too? How do you manage to fit it all in? Where 

does the energy come from?

David: That’s an amusing question, I guess the reality 
differs from the public view, it doesn’t feel like I have that 
much energy a lot of the time.

 A lot of what you mention above was out of my control, 
and some of it was worse than you describe, I started 
up Triplekite having been made redundant from Virgin, 
around the time we found out that our second child was 
due to be twins, so 3 kids under 2 in the house, which 
was 2 flats we had to quickly convert into a house. We 
had a plot of land but couldn’t build for two years, then 
we did… but day to day it’s just a series of events you 
must cope with. Most of those events were out of my 
control, so you find ways of coping. Thinking back, the 
only thing I didn’t have to do during all that was create a 

publishing business in addition. Thirteen books later it’s 
probably a good job you didn’t ask me that question 4 
years ago; I may have realised what I was taking on.

 Inside the Virgin organisation, there is a mantra ‘Screw 
it. Let’s do it’, and that resonates with me, as long as you 
have your health you can achieve a lot with the will to 
do so. During the last four years, there were many days 
I sat with my head in my hands saying that mantra over 
and over until I got up and acted.

Doug: Finally, what’s next, where do the books come 

from?

David: I think you will just have to wait and see on that 
question, but if anyone wants to force our hand then 
send in an amazing proposal and make it difficult for us 
to say no! (I think since we made this interview, Triplekite 
have hinted that they have an exciting new book in the 
pipeline… but are not teasing us with any more details 
than that at the moment.)

 I think David makes some very interesting points here. 
With my background in sales and marketing, I was fasci-
nated to hear how some photographers see the publica-
tion of the book as the end of the process, as ‘closure’. 
I can understand that there must be a feeling of having 
at last accomplished the dream, and having that book in 
their hands, at last, must be a wonderful moment, then 
showing it to friends and relatives, a milestone in life 
indeed. 

 However, there is, of course, the reality that back in the 
warehouse there is a pallet (or pallets) of many hundreds 
of the book that need to be sold and distributed and as 
the originator of the book the photographer must nat-
urally play a large role in engaging with the market and 
selling the books.

 This means doing the thing many find hard, which is 
self-promotion. Often it is felt that this is ‘bragging’ 
or showing a lack of humility but the fact is that our 
audience needs to know the book exists and has to be 
tempted to part with their money to buy it and we are in 
the best place to do that. 

 Any photographer wanting to have a book in print should 
be prepared for many months of consistent self-pro-
motion via every channel they can possibly use - Twit-
ter, Facebook, Instagram, Google+, the photography 
magazines, exhibitions, local press, radio, blogs, talks to 
camera clubs and so on. These books will not sell them-
selves, no matter how famous we think we are or how 
wonderful we feel our work is. I think, talking to some 
who have had books published that they have been sur-
prised at how many who have said how wonderful their 
work is on a consistent basis on social media have then 
resolutely failed to go on and buy a copy of their book! It 
is one thing to hit the ‘Like’ button and quite another to 
hit the ‘Buy’ button.
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ANOTHER PLACE PRESS

I was also fortunate to get some time to interview Iain 
Sarjeant. He is a full-time professional photographer himself, 

based in Scotland and he has somehow found the time to 

establish his own publishing company, Another Place Press. 

Here is what Iain had to say.

Doug: Iain, you have been a professional photographer for 

some years, what led you to start your own publishing com-

pany?

Iain; I’ve kept a keen eye on the wider photography scene for 
many years – both online and in print – getting to know some 
great photographers and discovering a wide range of fantastic 
work. Another Place Press has developed from the online site – 
Another Place – which I set up in 2014 to share photographers’ 
projects exploring themes of landscape and place.

 My aim with the online site was to help give exposure to some of 
the many excellent projects out there, and also provide those with 
a similar interest to me a place to discover new work. The idea 
was/is very much to feature a mix of more established photogra-
phers and those just starting out – a chance for everyone’s work 
to be seen. The site features a couple of photographers a week – 
consisting of 12-15 images from a specific project together with a 
short statement about the work. 

 From the start I had dreamed of extending the project into pub-
lishing in print as well – I have a background in graphic design (and 
a love of photo-books!) and it seemed a natural progression. The 
incredible interest the online site received over the first year led 
me to start Another Place Press earlier this year.
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Doug: What type/style of books are you aiming to 

publish at Another Place?

Iain: My personal interest has always leaned towards 
landscape photography – but I view the landscape in the 
widest sense. In many ways I am particularly interested 
in work that explores our relationship with ‘place’ – that 
relationship can be anything from our wider effect on 
the landscape to an individual photographer’s personal 
relationship with the land or a place. I see the landscape 
as being anything from the centre of the largest cities to 

the remotest corners of the planet. So, I am interested 
in publishing personal projects that fall within these 
themes.
 My first thoughts when planning APP was that I wanted 
the books to be affordable. I started small, with books 
around A5 in size and produced in limited editions of 150 
or 200 copies.

Doug: Do you do the design work yourself? How 

about the storage, packing and distribution?

Iain: Everything from design through to delivery is han-
dled by me – so each new title launched certainly keeps 
me busy!

Doug: Are your books printed in the UK? What kind 

of papers and finish do you aim for?

Iain; Yes, all our books are printed in the UK. It is impor-
tant to me not to sacrifice quality for price, so our books 
are printed on good quality paper stock. The paper (and 
overall design) for each title is chosen to compliment the 
subject matter and photography style.

Doug: How do you balance the cost of production 

with volume? Are you getting a feel now you have 

released several titles, for how well books sell and 

what is a viable print run?

Iain: Initially, when we launched, the number of books 
printed was based on a combination of a good guess at 
possible demand and how much money I could afford 
to put into the project. I also wanted the books to be 
printed in limited editions, to help make them collect-
able. Now, nine titles later, the publishing model we 
have settled into seems to be about the right amount to 
make the project viable without producing more books 
than there is demand for. However, as interest grows in 
what we are doing, we will keep assessing demand and 
increase print runs a little if necessary.

Doug: What, for you, is the most exciting and inter-

esting part of the process of being a publisher?

Iain: The project was primarily driven by a passion for 
interesting and exciting photography – and wanting to 
share it with as wide an audience as possible. I find the 
whole publishing process hugely enjoyable – working 
with each individual photographer, editing & sequencing 
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the work, designing the books and also marketing – and seeing 
the great reaction from those that have kindly bought books. It’s 
incredibly rewarding to hold the final book of a photography pro-
ject that has really inspired me – and seeing it get wider exposure. 

Doug: What is the hardest part? Does anything give you sleep-

less nights?

Iain: There’s no doubt that the financial side of things is the tricki-
est - balancing the affordable price with good quality printing and 
paper stocks. I also believe in paying royalties to each photogra-
pher for every book sold – not a huge amount but the principle is 
important to me. It is, after all, a collaboration between photogra-
pher and publisher. In the end, this doesn’t leave very much profit, 
so making any sort of living from a small publishing venture like 
this alone is tricky.

Doug: Do you think collecting photo-books is becoming more 

popular now, with the growth in social media and the way 

this exposes us to more photographers work?

Iain: I think photo-books are more popular now than they have 
ever been, and the amount and variety produced has grown mas-
sively over the last ten years. Big improvements in digital printing 
have made small print runs viable, and the internet allows those 
publishing to sell direct to their audience without paying a cut to 
third-party outlets. But the buying audience for photo-books is 
still quite a small, specialist one – often consisting mostly of other 
photographers. Another Place Press already has a loyal following, 
which we really appreciate – some people have bought every title 
we have produced! - But I am interested in finding new ways to 
expand the audience, to try to reach people who might not nor-
mally buy photo-books. It’s a challenge, but one that I think needs 
to be taken on, partly in order to help make photo-book publishing 
more financially viable in the future, but also because I think there 
is real potential for exciting & inspiring photography projects to be 
enjoyed more widely.

Editorial |  Doug Chinnery



84 /  ON LANDSCAPE131

Doug: Do you get many photographers approaching you with 

book proposals? Is it difficult rejecting some?

Iain: Although the online site is open to submissions (and we re-
ceive many), I decided quite early on with APP that I wasn’t going 
to open it up to submissions. I wanted to contact photographers 
directly who I was interested in working with and publishing. 
Despite this, however, I still receive 4 or 5 book proposals every 
week! I would love to offer feedback on submissions, but I simply 
don’t have enough time to respond to each one.

Doug: Where would you like to take Another Place? Are there 

any plans you have for the business? Any innovations in 

printing you feel you might be able to use or would you like to 

produce bigger books, hardbacks? Or anything else?

Iain: I have many plans and ideas for developing Another Place 
Press further, but for now I want to take my time and build on the 
fantastic support we have had so far. Producing small, affordable 
photo-books is really important to me and will remain at the core 
of what we do, but I’m also interested in possibly producing 
slightly larger books in the future, and still exploring the idea of 
producing Another Place as a printed magazine.

Doug: What advice would you give to a photographer aspiring 

to have their work published by Another Place?

Iain: Although we don’t accept book proposals, I do keep a close 
eye on all the submissions received for the online site, in case 
any might be of interest for publishing. Before submitting it is well 
worth having a good look at our previous book titles and the online 
site to make sure your work fits with both the subject matter and 
style we feature. I am particularly interested in personal projects, 
or series worked on over an extended period of time, exploring 
themes surrounding landscape and our relationship with ‘place’.
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Doug: On a personal note, how do you manage to do 

all the things you do? Run Another Place, complete 

your commercial assignments, shoot stock photogra-

phy, make your landscape images as well as shoot-

ing your projects such as ‘Out of the Ordinary’. I am 

guessing you have to have a home life too? How do 

you manage to fit it all in?

Iain: For sure life is busy – as I think it is for all those 
self-employed – and it’s important for me to be involved 

in many different projects. I try to get the balance right 
between work and family life, but it’s not always easy. 
My family is incredibly supportive of what I do which 
helps a great deal.

Doug: Finally, have you got any books coming in 

2017 you would like to give us a sneak preview of, or 

some tantalising advanced notice of?

Iain: We will definitely be bringing out more new titles 

in 2017 – I’ve not firmed up plans yet, but it’s likely that 
we will be publishing exciting projects from Canada and 
Alaska among others.
 

 

What strikes me about Iain’s comments and what comes 
through throughout is his passion for the subject. Iain 
has found a particular area of landscape photography he 
has a deep love for.

 He has made this a driver for many of his own photo-
graphic projects and has built up a considerable following 
as a result. This passion has gone on to become the 
driver for launching his publishing company so that he 
can promote the work of others who share his passion.

 I sense that for these book publishers the profit margins 
are slim, especially in relation to the work and financial 
risks involved and yet their passion for the landscape and 
photography pushes them beyond this. They have the 
drive and commitment to invest themselves and their 
money in promoting the work of others. Knowing how 
busy life is, I am full of admiration for them.
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KOZU BOOKS

 A newer publisher on the scene is Kozu books, 

owned and run by Greg Stewart. Even though I 

caught him right on the day that he was moving 

house, he still agreed to an interview, for which I am 

hugely grateful. Here is what Greg had to say about 

Kozu and photo-book publishing in general.

Doug: Greg, what led you to start your own publish-

ing company, Kozu Books? And where did the name 

come from? Why the interest in publishing landscape 

photography?

Greg; I have been a keen Photographer for most of my 
life, and I enjoyed Photography from a very early age. I 
was fascinated by the whole process of shooting 35mm 
and 110mm film. Everything about it! The little film 
container, the film itself, loading the film, the sound of 
the shutter firing and the great feeling of winding the 
film onto the next exposure and that extremely satisfying 
feeling of rewinding a finished film and popping it back 
in the little container then packing the film into a truprint 
or bonusprint freepost self-seal envelope and taking it 
to the Post box! I loved it all... The only part I did not like 
was waiting for the prints to come back! Oh, I nearly for-
got... I also didn’t like the over/under exposed prints that 
normally came back! I think I liked the precision needed 
to shoot film even though I was just a child shooting 
holiday snaps! I went onto shoot for most of my teenage 
years and my early adult life with various budget film 
cameras.

 I got my first DSLR a (Canon EOS 400D) back in 2007 I 
think it was, I quickly became very addicted to Photogra-
phy and I started buying lots of lenses and spending 

all of my spare time in the local Woodlands or walking 
the beautiful Mendip Hills with it’s stunning gorges and 
varied Landscapes.

 I also discovered Flickr in 2007, and that played a huge 
part in my enjoyment and development in photography. 
There was a great community spirit on Flickr back then, 
and that helped cement my passion for all things Pho-
tography. Flickr was my go to place for inspiration.

 As I got older I had more and more work commitments 
and family responsibilities; I also spent five years totally 
renovating a cottage, so my spare time and money was 
non-existent! I became very frustrated that I could not 
get out there and take photos, so I needed to find a way 
to continue to enjoy Photography even if I was unable 
to actually take photographs. I also wanted to see my 
favourite Photographers images “off screen” I wanted to 
see them printed and bound, I wanted to see them in a 

book.

 I work for my family’s high-quality printing business, I 
am the 4th generation on my Dad’s side of the family 
that has worked in print, so it’s much more than just a 
job to us, we eat sleep and breathe print! For me Print, 
Paper and Photography are historically so closely linked 
and they compliment each other perfectly. So I figured I 
was in a great position to try and publish a book, so I got 
a couple of books on self-publishing, purchased a Steidl 
DVD (How to make a book with Steidl), and that was 
that! When I watched the Steidl DVD it felt so familiar; 
I knew all of the machines, all of the terminology and 
when I watched it felt like I was at work! So I figured 
I would give it a go. I had lots of design inspiration all 
around me at work as we print beautiful publications on 
a daily basis. So that was how I decided to start publish-
ing Photo-books.
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 I knew exactly which Photographers I wanted to feature 
in my first book, they were Photographers that I had 
followed on Flickr for many years and they were all world 
class Long Exposure Photographers (Joel Tjintjelaar, 
Michael Diblicek, Jeff Gaydash, Giles McGarry, Hengki 
Koentjoro Thomas Leong, Hironori Nakamura). When 
they all agreed to be involved I was made up and super 
excited! Then the reality hit me that I did not even have a 
name for the book!
Kozu Volume One focused on Long Exposure photogra-
phers, so I was naturally looking for a name to compli-
ment that, so I spent a long time going through Japa-
nese dictionaries, etc. and finally came across the word 
“kozu”. Kozu means “Composition/to frame”. It was only 
really meant to be the name of the first book, but it has 
stuck and I kind of like it.  

 For me, it was never really about starting a publishing 
company; it was just about printing books that contained 
beautiful photography, combining my passion for Pho-
tography/Print/Paper. It’s funny I still don’t see what I do 
as publishing, we are printers.
I enjoy making books about Landscape Photography be-
cause I love Landscape Photography and I think we have 
some of the best Landscape Photographers and some of 
the most beautiful locations in the world.

Doug: You have quickly established your reputation 

for printing high quality smaller format photo-books 

to showcase photographic projects from a variety of 

landscape photographers? Is your intention to stay 

with this format and approach or to enlarge your 

range to bigger books, hardbacks, retrospectives or 

other styles of work? Will you remain focused on 

landscape photography or do you also have an inter-

est in other styles of photography?

Greg: Firstly that is great to hear, thank you, Doug! That 
has been my intention since day one, to provide really 
high-quality print on great paper at an affordable price. I 
am really pleased with the way the Landscape Editions 
series is developing, and I am very happy with the small-
er book format, they are sustainable and that enables me 
to publish more photographers beautiful images, it also 
enables me to pay the photographer’s 50% of all profits 
which is quite rare in Photo-book publishing or publishing 
in general I believe. It also helps to keep the price of the 
books low at just £10 per book with a free Litho printed 
print.

For me, hardback/casebound photo-books are an unsus-
tainable business model at the moment, so I am very 
happy for the bigger boys to publish these.
I will continue to publish landscape photography books 
but I enjoy all genres of photography, and in time I hope 
to make books covering most styles and genres.

Doug: Are your books printed in the UK? What kind 

of papers and finish do you aim for? How do you 

cope with storage and distribution - it must be a big 

job?

Greg: All of our books are printed in the UK and always 
will be, I work in the British printing industry, and I could 
never get our books printed overseas. The once great 
British book printing industry was on it’s knees approx 
five years ago due to British publishers taking their work 
overseas, it is, however, fighting back and is in a healthi-
er position today I am pleased to say.
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 I only select papers from GF Smith and Fedrigoni; they 
offer the best range and finest papers in the world.

 I love Coated and Uncoated papers equally but they 
each suit different styles of Photography, I feel the Land-
scape Editions books are more suited to a Silk (Coated) 
paper (at the moment!) Coated paper gives better image 
reproduction than Uncoated as Uncoated absorbs more 
ink and is rougher in texture. However Uncoated paper 
works beautifully for certain Photographers images and 
styles.
 I use a lovely Fedrigoni Silk (Coated) paper for all Land-
scape Editions books inside pages, and I use GF Smith’s 
gorgeous Colorplan board for the covers.
Storage is not a problem as I keep the books at work 

however the distribution is very hard work and to be hon-
est it is my least favourite part of the process! It is very 
time consuming and stressful... if a book has been sold 
as a pre-order people could have been waiting 3-4 weeks 
and that makes me very anxious so as soon as the 
books are bound, they go out that day if, at all possible, I 
really hate keeping people waiting.

Doug: How do you balance the cost of production 

with volume? Are you getting a feel now you have 

released several titles, for how well books sell and 

what is a viable print run?

Greg: Our normal print run is 100 copies, this is perfect 
for our needs and allows us to cover costs and to make a 

small profit of which the Photographer receives 50%. Of 
course if I added up the amount of hours I put into each 
edition and paid myself accordingly then in real terms it 
would not be profitable or viable but I enjoy designing 
and printing the books, so it does not really feel like work 
even though it takes many many hours of my time to 
publish an edition.

 If I gave up my day job and solely focused on publishing 
and selling photo-books I would increase the volumes 
and really push the marketing of our books, but currently 
as things stand my job is very important to me, and it’s 
quite involved, and I work quite long hours so, for the 
time being, I am very happy with print runs of between 
100-200 copies.

Doug: What, for you, is the most exciting and inter-

esting part of the process of being a publisher?

Greg: I really enjoy sequencing the books, I spend many 
nights looking at each photographer’s images which are 
a real pleasure. For a 48pp book, I normally request be-
tween 100 - 150 images and then narrow it down signif-
icantly. I also really enjoy getting to know the photogra-
phers and building long lasting friendships with them, I 
have been very lucky so far as every photographer I have 
worked with has been good fun and wonderful to work 
with. 

 The most exciting part is when you first announce a 
book. It’s exciting when the orders start coming in. I also 
enjoy the social media aspect, and I really enjoy seeing 
people’s responses to the books, it makes me very 
happy!
 Of course, nothing beats getting a finished copy in your 
hand; it’s a wonderful feeling especially after you have 
put so much effort into designing and printing it.
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Doug: What is the hardest part? Does anything give you sleep-

less nights?

Greg: I am an insomniac, so I am awake until the early hours most 
nights anyway! I am always very nervous when sending the pho-
tographers the first draft of a book... I think people are normally 
pretty happy, but I always listen and make any amendments that 
they request as ultimately my main priority is that the photogra-
phers are happy with their book.

Doug: Do you think collecting photo-books is becoming more 

popular now, with the growth in social media and the way 

this exposes us to more photographers work?

Greg: I am not sure if collecting photo-books is more popular now, 
from what I read volumes are down but the amount of self-pub-
lishers and small indie publishers has increased dramatically over 
the last few years, so the actual amount of books being sold is 
probably similar?
I think social media plays a huge role in helping photographers and 
photo-book publishers gain exposure to their work, and I definitely 
feel that the emergence of the smaller format more affordable 
photo-books are allowing more and more people to collect books 
and this can only be a good thing.

Doug Why do you think that is? Why would you encourage 

photographers to collect photo books? Are you a book col-

lector yourself? Do you have any particular favourites in your 

own library?

Greg;: I think the explosion in self-publishing and the emergence 
of the smaller format photo-book helps... £10 is easier to find 
in these uncertain economic times than £50! I also think there 
is much more choice now than there was when the traditional 
publishers ran the show. It’s also much easier for people to find 
the photo-books that interest them as there are some very good 
online photo-book stores these days.
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 I am an avid photo-book collector, and my current favourite 
books are Closed Cities by Gregor Sailer and Refueled the One 
Series - Instant film by Jason Lee. Partition by John Irvine is also a 
beautiful book!

Doug; Do you get many photographers approaching you with 

book proposals? Is it difficult rejecting some?

Greg; I get a fair few photographers approaching me, and yes it 
is very difficult rejecting people. It’s certainly not something that 
comes naturally to me.
I also get some great photographers who get in touch that want 
to collaborate which is great. I normally plan about three books 
ahead, so when I release three volumes, I already have a good 
idea which three photographers will be next so it can take time to 
get around to collaborating with everyone.

Doug; Do you think some photographers can have unrealistic 

expectations about what to expect from having a book pub-

lished? Do they have unrealistic expectations about sales for 

example or do they have unrealistic expectations about the 

income they might make?

Greg: To be honest, I have not come across any of these issues 
yet, everyone I have worked with has been so enthusiastic and 
happy to be involved that it’s all been really positive. I am a pretty 
laid back person, and contracts and demands are not my style, I 
would never demand exclusivity or dictate to a photographer what 
they can or can’t do, it’s not my style. I just want the photogra-
phers and the people who buy our books to be happy. That’s all I 
really care about.

Doug:  Where would you like to take Kozu Books? Are there 

any plans you have for the business? Any innovations in print-

ing you feel you might be able to use? Or anything else?

Greg: I have lots of ideas for future titles and lots of other ideas 
but very little time! I will hopefully develop these further in 2017. I 

FOR ME, IT WAS NEVER REALLY ABOUT STARTING A PUBLISHING COMPANY; 
IT WAS JUST ABOUT PRINTING BOOKS THAT CONTAINED BEAUTIFUL PHO-
TOGRAPHY, COMBINING MY PASSION FOR PHOTOGRAPHY/PRINT/PAPER.

Editorial |  Doug Chinnery
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will also be launching Venture Press which will be a print-
ing service for photographers who want to self-publish 
their own books, I have done most of the work for this 
already, but it takes so long entering all of the varia-
bles into the website, Print has a LOT of variables and 
unfortunately there has just been another paper price 
increase, so I will have to go back and adjust everything 
that I have already entered!

Doug: What advice would you give to a photographer 

aspiring to have their work published by Kozu?

Greg: Shoot what you love, if you do that you will cap-
ture the essence of the scene and it will hold far more 
interest than an image you are not 100% in to.
 If you can try to create an interesting series/project with 
images that flow, that always helps.

Doug: Do you think you would ever publish a book of 

your own work? (or have you already?)

Greg: I have not published my own book yet, but I think I 
would/will one day, it is something I would like to do for 
myself at some point.

Doug: Finally, have you got any books coming in 

2017 you would like to give us a sneak preview of, or 

some tantalising advanced notice of?

Greg: I am currently working on the next Three Land-
scape Editions books, volumes 9, 10 & 11 which I will 
announce in January and I will shortly be launching a 
new title “Forsaken” Volume One which will feature 
the wonderfully talented Kwasi Boyd Bouldin and his 
wonderful LA Recordings series. Check him out his work 
is incredible! 
www.thelosangelesrecordings.com

 I also have to finish off Kozu Vol 2; it has been in the 
pipeline for far too long, and the photographers have 
been incredibly patient with me. It will feature the 
sublime works of Julia Anna Gospodarou, Mabry Camp-
bell, Nathan Wirth, Martin Rak, Moises Levy & Vassilis 
Tangoulis.

 I would like to take this opportunity to thank you Doug 
and the On Landscape team for this interview, and I 
would like to thank everyone for their support, it’s been a 
fantastic 12 months.

If anyone needs any help to self-publish a photo-book, 
please feel free to get in touch. 

Editorial |  Doug Chinnery

http://www.thelosangelesrecordings.com
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 I think Greg’s comments again echo his passion for his 
subject and his family’s history in printing clearly comes 
through. His experience in the industry and love for the 
materials and processes gives him another dimension to 
his company.

 I am intrigued by his new business venture which will 
allow photographers to publish their own photo-books 
online. This in itself is nothing new, companies like Blurb 
have been doing it for years, but so many of us have 
been let down by the print quality from services which 
have been designed primarily for family albums and holi-
day memento books. To have a photo-book service which 
has the ability to design a book online and then print to 
the quality we see in current Kozu publications and at 
volumes where we might be able to produce our own 
short run photo-books we can market and sell ourselves 
is very exciting. I can see a real surge in many non, semi 
and full-time professional photographers making use of 
such a service to release their work ‘into the wild’. These 
books might not be ISBN registered (although buying 
ISBN numbers and getting registration is not prohibi-
tively expensive or at all difficult, and then you do get 
to send a copy down to the British Library for posterity) 
but how wonderful to have a short run book of a project 
or retrospective of our work? Some may still see it as 
‘vanity publishing’, and to an extent it is. However, if no 
one ever has the courage to exhibit or publish their work, 
those of us who love to see and collect the images of 
photographers we admire would have nothing to own 
and treasure.

 There is an element of vanity in showing our images in 
any format, by having a blog or website, by sharing on 
social media, by exhibiting and even in getting a biscuit 
tin of prints out and showing the relatives. No one likes a 
lack of humility, but how sad to leave our work languish-
ing in the dark if we have something worth showing. 

 True, it is not up to us to decide how good it is, but the 
only way to find out how others feel about our work is to 
gradually reveal it and this process, perhaps starting with 
services like Flickr, Instagram or a blog can ultimately 
lead to exhibitions and a book if the appreciation is 
there.

Editorial |  Doug Chinnery
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SNAPS

 This idea of self-publishing is not new, and plenty of 

photographers are doing it right now. I was fortunate 

enough to be given the time to interview landscape 

photographer Steve Grey who has recently self-pub-

lished one of his own projects, entitled ’Snaps’, rath-

er than using a publisher. Here is how it went;

Doug: Steve, you have taken the plunge and self-pub-

lished a beautiful book of your work, entitled ‘Snaps’, 

which sold out quickly. What moved you to want to 

take that step and put your work into book form?

Steve: I’ve always admired photography most in book 
form. It’s simply always seemed to me to be the ultimate 
way to both share and look at images. As my own pho-
tography developed, I became increasingly interested in 
how collections of images worked together and started 
to work in projects rather than pursue individual images 
that stand alone. I also started to notice how images 
were paired and sequenced in books and I think there is 
a real art to this that can add (or detract) hugely from a 
finished book.
 ‘Snaps’ evolved from my experimentation with a camera 
phone, and being impressed with the creativity and 
flexibility of working this way. I started to record little 
ordinary details of things I passed in the course of every-
day life (walking the dog, travelling to work meetings, 
etc.) and quickly realised I wanted to make this a project. 
I also knew a little photo-book would be the end point. 
It was a very enjoyable (but challenging) process that I 
really enjoyed. 

Doug: Your print run was admittedly short at (25), but 

still it is a leap of faith putting in the work self-de-

signing a book and then marketing and handling 

all of the distribution yourself. Did you enjoy the 

process? Was it worth it creatively?

Steve: In short, yes. I really enjoyed the process (working 
with Greg at Kozu Books was great - highly recom-
mended!) and whilst I didn’t feel able financially to have 
a larger print run (nor was I confident of selling many 
more) it was indeed still quite a commitment. I learnt 

pretty quickly the importance of not being shy and being 
prepared to proactively promote your book and look for 
sales opportunities. I found having an established com-
munity of photographers (also photo-book collectors) 
on social media very helpful and this was the sole way 
I marketed ‘Snaps’. This worked well, and I realise now 
I probably could have sold twice as many - but at least 
that makes it more collectable!
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Doug: Who did you use to print your book and why? 

What were your thoughts on the process of using 

their website, delivery and the quality of the prod-

uct? You also included a beautiful small ‘Polaroid’ 

style print of an image from the book for everyone 

that ordered. Where did you get that produced? You 

chose not to sign the books, why was that?

Steve: When I shared the idea of making ‘Snaps’ into a 
book on social media, Greg Stewart from Kozu Books ap-
proached me asking if I would be interested in a quote. 
I had already worked out costs (and done a draft design) 
using Blurb and was surprised how competitive Greg’s 
quote was. Although it was a little higher than Blurb, the 

personal service and contact definitely outweighed the 
difference. Greg was incredibly helpful and encouraging. 
I was able to send my Blurb design to him which he 
copied (and improved!) for me. I was extremely happy 
with the final design (which I had kept quite simple) and 
the quality of the printing.
The Polaroid-style prints I sent out with each copy of 
‘Snaps’ came from Paperwave. You can upload direct 
from your Instagram account to their website, and lovely 
little prints arrive in the post a few days later. It is a great 
service.
I must admit I never really thought about signing the 
books; I’m not sure that’s what folks buying them would 
have wanted. I was delighted to sell a couple of copies 

to Charlie Waite - he was the only person to ask me to 
sign them before sending them out!

Doug: How did you balance the cost of production 

with volume? If you self-publisher another book, see-

ing as Snaps sold so well, would you now consider 

going for a longer print run? Would you use the same 

supplier?

Steve: I did not have a big budget so needed to keep 
costs down. This necessitated a small print run. Now 
that I know the process better and feel more confident 
there is a larger audience out there, I will do a longer 
print run when I (eventually) look to publish my current 
project ‘Borderland’. I would certainly work with Kozu 
Books again, though I am (perhaps naively!) hoping that 
in due course ‘Borderland’ might attract interest from 
a specialist photo-book publisher so I may not need to 
self-publish. I would be very happy to do so however if it 
is required.

Doug: What, for you, is the most exciting and inter-

esting part of the process of being a self-publisher?

Steve: The process is very creative, challenging and 
hugely enjoyable. Photo-books are wonderful things to 
produce and collect - you can go back to them time and 
again and enjoy the work anew. 

Doug: What is the hardest part? Did anything give 

you sleepless nights?

Steve: For me, the hardest part was the constant self-
doubt. I recognise it is actually an important part of the 
process (for example, it led to me culling the images 
included in the final version of ‘Snaps’ pretty ruthlessly, 
which is impor:ant in any project), but I think I could have 
benefitted for more self-belief at times. No sleepless 
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nights though and my advice to anyone thinking about 
self-publishing their work is go for it!
It doesn’t even really matter if you chose to share the 
final book or not. I’ve recently done a new book of imag-
es from Snowdonia that I’ve kept as a personal project 
just for sharing with family and friends.

Doug: Do you think collecting photo-books is 

becoming more popular now, with the growth in 

social media and the way this exposes us to more 

photographers work?

Steve: Undoubtedly. It is an exciting time in the UK 
for photo-books with publishers such as Kozu Books, 
Another Place Press and Hoxton Mini Press. The 
photo-books being published are of a wonderful quality 
and I really enjoy collecting them. Having a growing 
collection has really influenced and inspired my own 
photography.

Doug: Why do you think that is? Why would you 

encourage photographers to collect photo books? 

Are you a book collector yourself? Do you have any 

particular favourites in your own library?

Steve: I think all the tools needed to make books are 
more accessible and affordable than ever, so, there-
fore, there are more photo-books being made. I would 
certainly encourage people to collect photo-books, and 
I have quite a large collection myself. My favourites 
that I go back to regularly include: ‘Out of the Ordi-
nary Volume 1’ by Iain Sargeant, ‘Via Vauxhall’ by Niall 
McDiarmid, ‘Along the Hackney Canal’ by Freya Najade 
and ‘Suicide Machine’ by Dan Wood. I also have quite a 
few of the Landscape Editions from Kozu Books by Finn 
Hopson, Matt Botwood, David Baker and others.
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Doug: Do you think some photographers might 

have unrealistic expectations about what to expect 

from self-publishing? Might they have unrealistic 

expectations about sales for example or do they 

have unrealistic expectations about the income they 

might make? How hard was it for you to sell out your 

print run?

Steve: Yes. I think you can easily over-estimate how 
easy it is to self-publish (it is hard work!) and how many 
who are likely to sell. Simply having 100s or 1000s of 
Twitter followers, for example, does not automatically 
mean you will be able to shift 100 or 250 copies. I think 
it is very unlikely anyone will make much income from 
small scale self-publishing (I managed to just about cover 
costs exclusive of my time), but then again that’s not the 

motivation for doing it is it?
Using Twitter and Instagram, I found my (small) print run 
sold out in a couple of weeks before ‘Snaps’ had actually 
gone to print. I was very pleased to find myself in this 
position. Thank you to everyone who bought a copy!

Doug: Finally, have you got any books coming in 

2017 you would like to give us a sneak preview of, or 

some tantalising advanced notice of?

Steve; I doubt I will finish my current project in 2017, but 
I am excited about how my work is developing at the 
moment. ‘Borderland: Where England Meets Wales’ 
documents the area where I live in western Hereford-
shire and over the border into South Wales. It is a largely 
unknown and forgotten backwater of the UK, and I’m re-

ally enjoying capturing it to share with a wider audience. 
It is an area I love so it easy for me to be excited about 
photographing it!

 I regularly upload new images from the project onto my 
website, Twitter and Instagram feeds and have recently 
published a story about it on Medium.

 I’m actually working with film again for this project, for 
the first time in over a decade. I have found this very 
inspiring. I use a Yashica T4 compact camera loaded with 
Agfa Vista 200. Above all, I find it enormous fun and I 
love the wait for the scans to come back to see what I’ve 
got! I’ve attached a couple of recent images from the 
project.

https://medium.com/ffoton/borderland-where-england-meets-wales-d825a5bfdc4c#.g6462wrmo
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 I sensed from Steves words that he got immense 
satisfaction from the whole creative process of making 
his book. The volume of sales was inconsequential. It 
was being creative and sharing that creative passion that 
provided the drive and satisfaction from the project - 
from making the initial images, right through the design 
phase and into printing, marketing and distributing the 
books. Steve is a normal, everyday hobby photographer, 
like most of us, who just loves the creative process. His 
experience shows we don’t have to be famous, or live 
in a National Park. We don’t have to be a professional or 
have a massive following to produce a personally satisfy-
ing photo-book project.

 I, personally, found his experience inspiring. I can see 
how fulfilling all of these individuals are finding the 
creative process of making fine photo-books for us to 
enjoy. I, for one, as an avid collector, am hugely grateful 
for their work.

 I can see that the market is difficult. Not everyone who 
loves our work on social media will love it enough to buy 
it, but that applies to prints and attending exhibitions too. 
There are very many ‘armchair appreciators’ out there 
who are quick with a ‘like’ or a ‘fave’. But we need to 
have lots of engagement with a wide audience to be 
sure of sales. We also need to be prepared to work hard 
to sell ourselves if we are going to publish or self-pub-
lish. It is not a case of ‘if we build it, they will come’.
It also seems to be a mantra that if we publish work 
based on our passions, this will shine through in the 
images and will create more engagement from our 
potential audience (and potential customers). Make work 
that appeals to us, about things we love and publish 
these. Our love for our subject will come through in the 
work and will strike a cord with viewers.

 I am interested, too, that on the whole, with the pub-

lishers I was able to speak to, the focus was on smaller, 
lower cost publications at the moment. Perhaps this is 
a reflection of the times. Production costs are high, and 
these publishers are either wholly or largely funding 
these projects out of their own pockets (or in partnership 
with the photographer). They are not big corporate pub-
lishing houses; they are self-employed people like many 
of us. The risks of the investment are high. 500 books on 
a pallet in the shed are like a pile of cash depreciating in 
value and can take years to sell. So it makes sense to be 
prudent. Much better to keep the businesses going by 
sensible strategies.

 For us as buyers, with so many books being released, 
it is difficult to buy all of the ones we would like, for 
most of us. So smaller, lower cost books that maintain 
the high production values allow us to buy a wide range 
of work from photographers we want to collect rather 
than investing in fewer, larger books. However, just 
occasionally, there comes along a photographer whose 
work does justify a really big, high cost, a high-value 
extravaganza of a book, like Triplekites wonderful book, 
“Seaworks” by Paul Kenny, with a slipcase and huge 
fold out pages - a real feast for the eyes. My hope is that 
when such opportunities arise these publishers might 
have the resources and the backing with advance orders 
from us as customers to commission wonderful works 
like this that deserve to be printed by small companies 
with a real passion for the subject, rather than faceless 
publishing houses.

 It is so good to see the photo-book industry thriving, 
but this is only possible if we as photographers (and 
non-photographers) continue to support it by buying 
books. Advance orders make a huge difference to these 
small publishers. If we can commit to supporting their 
projects as they are announced, they will be able to 
produce longer print runs with confidence and make 

better profits. This allows them to make more books. 
We all benefit. I also see, for those of us who don’t feel 
we have a book worthy of a publishing company, that 
self-publishing is well worth examining. It is a creative 
process in itself and will help us look at our work objec-
tively, much as holding a solo exhibition does. The invest-
ment is sobering and makes us reflect more honestly 
on our work and its wider appeal than relying on social 
media responses. But this should not make us shy away 
from the idea and Greg’s new company, Venture, might 
be the channel we have been waiting for.

 I think the future of the photo-book is bright. Very bright.

CONTACTS:

Triplekite Publishing
Web: http://www.triplekite.co.uk/
Twitter: @TripleKiteBooks
Another Place Publishing
Web: http://anotherplacepress.bigcartel.com/
Web: www.iainsarjeant.co.uk
Kozu Publishing
Web: www.kozubooks.com
Twitter: @kozubooks
Steve Gray
Web: www.stevegrayphotography.com
Twitter: @stevegrayphoto
Instagram: @yashicasteve

https://www.onlandscape.co.uk/2017/01/the-rise-and-rise-of-the-photo-book/
http://www.triplekite.co.uk
https://twitter.com/TripleKiteBooks
http://anotherplacepress.bigcartel.com
http://www.iainsarjeant.co.uk
http://www.kozubooks.com
https://twitter.com/kozubooks
http://www.stevegrayphotography.com
https://twitter.com/stevegrayphoto
https://www.instagram.com/yashicasteve/
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JODIE HULDEN & THE 
INTIMATE LANDSCAPE

 Living just next to Epping Forest I have always been 
fascinated by images of trees. They can be wonderfully 
expressive things. Not easy to photograph though. Too 
chaotic, seemingly random, difficult to isolate from 
surroundings. The mainstay of landscape photography, 
the vista, becomes incredibly hard when you enter 
amongst the trees. Which is perhaps why focusing on 
the near and excluding the far is a more advantageous 
approach. Instead of the magnificent or the dramatic, 
it is easier to celebrate the intimate. Such images by 
their very nature reveal themselves more slowly. They 
reward closer viewing and a patient approach. Making 
successful images in amongst the trees is the sign of 
a master photographer.

 What does this actually mean? Let’s take this image: 
Rocks and Old Oak by Jodie Hulden as an example. 
The photographer has imposed a subtle form on the 
apparent jumble of the copse/wood/forest where she 
finds herself. Note the three trees – the dominant 
first tree in the foreground leans to the left, the next 
is separated and leans to the right, the third bends 
almost double as it recedes into the distance. The 
rocks at the base of the image echo this pattern. 

Thomas Peck
The real pleasure of 
photography is that it forces 
me to slow down and really 
look. That’s never easy in our 
rushed world, so a chance 
to stop, look and see is truly 
valuable.

thomaspeck.wordpress.
com

Critiques |  Thomas Peck’s critiques

https://www.thomaspeck.wordpress.com
https://www.thomaspeck.wordpress.com
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CLEARLY THE PHOTOGRAPHER 
MUST HAVE TAKEN TIME TO SET 
THIS UP. TO SEE THE POTENTIAL 
AND TO POSITION THE CAMERA 
SO CAREFULLY THAT IT ALLOWS 
THESE REPEATED STRUCTURAL 
AND TONAL ELEMENTS TO BUILD 
UP THE COMPOSITION.

Jodie Hulden, 
‘Rocks and Old Oak’



100 /  ON LANDSCAPE131

 The first in the bottom left leans forward towards the viewer. The second 
and third are separated from the first and sit further back. The fourth and fifth 
fractured rocks bend to the right and flow downwards, as does the tree above. 
Moreover, the relationship between trees and rocks is emphasised by the 
processing of the image. The lightness of the first three rocks is reflected in 
the base of the trees standing above them. It is as if there is a conversation 
between them. A connection between the organic and inorganic, a union of 
opposites. Monochrome has clearly helped here, by removing the distraction 
of colour it allows tonally for the interplay between the various elements of the 
image’s subject.

 Clearly the photographer must have taken time to set this up. To see the 
potential and to position the camera so carefully that it allows these repeated 
structural and tonal elements to build up the composition. There is no chance 
here. This only comes through careful observation and sensitivity to the potential 
of one’s surroundings. Such is the mastery of the photographer.

 What about the viewer? Above I said that intimate landscape images reveal 
themselves slowly. And I meant that in terms both of the photographer finding 
the image in the first place, and also the viewer’s reaction to the resultant 
picture. When I first saw this image, I knew I liked it. It has a quietness to 
it, a sense of understatement which appeals to me. But it took a little while 
to appreciate why I had reacted to it in this way? Understanding of the forms 
came slowly, I had to look closely. I gave myself the time to wander into the 
photograph and look more deeply at the choices the photographer had made. 
Again, this tends to be the opposite of the more classic viewer’s reaction to the 
vista which works on a more pressing, urgent, level. Both of course are equally 
valid and can be equally powerful. The difference perhaps is simply that one is 
more immediate and the other more contemplative. The reward for the viewer is 
that such slow contemplation can lead to a deep and intense pleasure.

 For more of Jodie’s work: www.jodiehulden.com

Discuss this article
Click here to view and discuss
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4 x 4 Portfolio
THE ART OF GETTING OUT THERE

Our 4x4 feature is a set of four mini portfolios each 
consisting of four images related in some way. If you 
would like to submit your own 4x4 portfolio please visit 
this page for submission information.

Discuss this article
Click here to view and discuss

Folio 1 - GERALD ROWLES
Rocky Mountain Pursuit Of “Aboutness”

Folio 2 - IDSE HERREMA
No Leaves

Folio 3 - JIM LOVE
Gale Warning

Folio 4 - STUART CLOOK
Precious Landscapes

https://www.onlandscape.co.uk/4x4-submissions/
https://www.onlandscape.co.uk/2017/01/subscribers-4x4-portfolios-131/
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Folio 1 - GERALD ROWLES
Rocky Mountain Pursuit Of “Aboutness”

 The question I was asked by an associate when I extolled the 
rugged beauty of the Rocky Mountains was, “What do you do 
with it?” implying that some universal utility function needs be 
applied to any natural landscape or structure, or aesthetic object in 
order for it to have value. This is the kind of question that might be 
suitably posed by a farmer, a manufacturer, an architect or, in this 
context, heaven forbid – a developer. These are the questions that 
spring from the material world, not from that of the spiritual.

 So I undertook a journey to revisit the mountains, that were my 
home for seven younger years, in pursuit of what my mentor, 
(More Than A Rock) Guy Tal, has aptly named “aboutness”. When I 
first viewed the wonders of Kebler Pass I thought: I don’t won-
der how this came to be; I wonder why – why is this here? Why 
are mere humans given a gift suitable for the pagan gods and 
goddesses of Greek lore? What is the purpose, the message, the 

epiphany that inheres in its creation? Well, there’s a legalist adage 
that says, “Don’t ask a question unless you already know the 
answer.”

 Upon entering a vast, ornate Cathedral we don’t ask “what you 
do with it”; – as if it was an empty box in which to place a retail 
outlet. We know that the intrinsic purpose is “What you do in it.” 
Its purpose lies entirely within the spiritual realm. The aesthetic 
features of the Cathedral are there to instil a sense of wonder; 
a sense of being in the presence of that which is larger than our 
material selves; something ethereal; the realm of the soul.

 The belief/answer I confirmed revisiting the rugged beauty of the 
Rocky Mountains, in the pursuit of “aboutness” is in a word, Won-
derment – to marvel at, to reflect on the mystery of, to refresh the 
soul.

Editorial  |  4 x 4 Portfolio

Gerald Rowles

As a clinical neuropsychologist I 
was trained in both the physiological 
and interpretive aspects of human 
experience - the physical sensors 
and the interpretive sensation that 
we bring to our experiences. In 
more than thirty years of self-
training in photography it struck me 
that clinical neuropsychology is an 
apt metaphor for the photographer 
and their camera.

rowlesfineartphotography.com

http://www.rowlesfineartphotography.com
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Idse Herrema

I am a paediatric anaesthetist in 
Newcastle. My first photography 
outlet was my local club, which 
kickstarted my imagery. I cannot 
always choose when to go out, 
and I firmly believe in accepting 
fully, whatever conditions prevail 
- turn them to my advantage, 
or feature them as part of my 
subject.

Folio 2 - IDSE HERREMA
No Leaves

 My limited time for photography dictates that I accept and have 
learned to work with whatever weather I get. Trees and nature 
have to adapt similarly, to soil, wind and water, slopes, stone, cliffs 
- anything really. Failure to them means death! 

 Trees without leaves show their intricate shapes and fantastic 
blend of rigidity and flexibility to cope with the wind, water in all its 
forms, and water’s weight. Ice and snow weigh trees down, and 
only those branches survive which are either small enough not to 
have collected water or strong enough to carry it.

Editorial  |  4 x 4 Portfolio

Idse Herrema
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Jim Love

Landscape photographer on 
Phillip Island, Australia.

Folio 3 - JIM LOVE
Gale Warning

Infrared conversion on a Canon 7D opens up the colour to convey 
the wild wind resisted by the trunks and tossing the foliage.
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Jim Love
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Stuart Clook

I am a self-taught photographer 
and print maker and have 
been making pictures for over 
15 years. I was born in the 
UK and studied Chemistry 
and Engineering at University 
before emigrating to NZ in 
1994. I use a wide range of 
digital and analogue tools to 
make my prints using Inkjet 
and the Platinum, Kallitype and 
most recently Gum Bichromate 
print making processes of the 
late 19th century. I am also a 
member of the Photographic 
Society of New Zealand (PSNZ)

labrettophotography.com
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Stuart Clook

 Landscape photography is my passion and I get a huge buzz and 
great satisfaction when I overcome the physical challenges and 
mental gymnastics to successfully express my response to the NZ 
Landscape in my prints.

 This latest work entitled Precious Landscapes uses the latest dig-
ital camera technology of the 21st century with the 19th century 

print making process of platinum, palladium and kallitype to help 
me render the extraordinary beauty and drama of these iconic and 
anonymous places in a personal and unique way. These analogue 
processes are labour intensive and influenced by many variables, 
some I try to control, others I leave for serendipity to play her part 
in influencing the end result that are my hand made and unique 
precious landscape prints of New Zealand.

http://www.labrettophotography.com
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JOIN US ON FACEBOOK AND TWITTER AND LET THE CONVERSATION CONTINUE... 

FACEBOOK.COM/ONLANDSCAPE 

TWITTER.COM/ON_LANDSCAPE

YOUTUBE.COM/USER/ONLANDSCAPE1  

  

https://www.facebook.com/onlandscape
https://twitter.com/on_landscape
https://www.facebook.com/onlandscape
https://www.youtube.com/user/onlandscape1
https://www.youtube.com/user/onlandscape1
https://www.youtube.com/user/onlandscape1
https://www.youtube.com/user/onlandscape1

