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Chargesheimer: 
the Boundaries 
of his Work
JULIAN SANDER TALKS WITH GERD SANDER ABOUT CHARGESHEIMER’S 

PHOTOGRAPHIC WORK. 

JULIAN SANDER: So, we are showing in Paris a group of light graphics and 
a chemical negative Chargesheimer made, and part of Chargesheimer’s 
reputation is that his pictures are poorly done on a technical level, which 
as far as I have understood from our conversations it is not all true. As a 
matter of fact it seems to be very much the opposite. 

GERD SANDER: I think it is true. He was a great technician, he had a lot 
of knowledge about chemicals and he experimented. He used, like many 
photographers in the 30’s, the 40’s, the 50’s and up to the late 60’s, what 
we call farmer’s reducer (in German: rotes Blutlaugensalz), which was 
meant to lighten up prints, to take out the black background of a print. 
And of course, if it was deeply black then it was impossible to get it out 
completely, and so sometimes you have markings or yellow stains on the 
print where the print was originally black. Now, the key is to understand 
that you cannot repeat that exactly the same. Each of these prints, which 
have what some people say “fouls”, is a unique piece. It was quite normal 
that you make a 30x40 cm print and if you said: “OK, the print is so-far-
so-good”, then you would fix it and then start with the farmer’s reducer to 
remove the highlights, the backgrounds, whatever...       

JS: After the print was fixed? 

GS Yes, it had to be fixed first, fixed and washed. 

JS: So, it was a post-development process? 

GS: Yes, absolutely. It was a post-development treatment of the finished 
print, which would be just a regular black and white print. And some-
times you used it, depending on what kind of paper you used, to increase 
the contrast because it would bleach out the highlights. And the grays, 
which were mostly in the face in some portraits (The Dancer comes to 
my mind), you see that the face is almost white. I am sure it wasn’t in the 
original print like this. You enhance it by taking the rest of the gray out. 
That had to be done very carefully because you can destroy your print 
very quickly if you are not sure of what you are doing. 

JS: There is one particular print that I am thinking of, which is a man 
looking kind of sideways with a moustache and dark hair, and his face 
is really white and the background is light but it is brown, and it is very 
specific, meaning that…
CONTINUED ON PAGE 4

ArtMachine:
The Re-Invention of 
Photography 1959-1999
AN EXTRACT OF CLARK WORSWICK’S 
FORTHCOMING BOOK OF THE SAME 
TITLE, TO BE PUBLISHED IN 2015. 

 This is a book about love, danger-
ous travel, and photography. This is 
also a book about a mechanical art 
which was born in 1839.  
   As the radiant child of the 
industrial revolution hurled into 
the firmament of the 19th cen-
tury  photography in its first years 
literally changed the way man 
viewed the natural world.  By the 
late 1840’s the art of photography 
had been adopted by both the 
intellectual and art establishments 
of Europe.  So stunning and unique 
was photography that it gained 
the patronage of the greatest royal 
houses of Europe as “the newly cre-
ated art of the century”.
Then, as things go in the art world 
the seasons changed.  In the uni-
verse of art world patronage for 
photography slowly began to wane 
in the 1860’s.  In the next many 
decades that followed photography 
took a long walk towards oblivion, 
and century in the dying.  
  For decades I’ve been preoccupied 
with the difficulties of first becom-
ing a photographer, then learning 
about the tangled almost forgotten 
history of photography.
   The later chapters in this book 
are my memoir of the art world, 
and how photography became part 
of that world. In detail it describes 
how photography was brought 
back, and reinvented. It describes 
how photography beginning in the 
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A few selections from 
the August Sander
Zyklus Guestbook.

Feroz Gallery, Bonn 
2014.

UPPER LEFT:

Saw the gallery in passing by
Observed the images
Left thoughtful

See, Observe and Think...
 

LOWER LEFT:

Having been driven into sleeping, woke 
up excited and went thoughtfully home. 
The first art trip was a complete 
success. Merle, 2 months old.
 

CENTER:

The images of our mother and 
grandmother discovered through 
this exhibition are so enlightening. 
A great exhibition.
 

LOWER RIGHT:

Fantastic photos of people. 
Both eternal and very much of their
time. 

 

UPPER RIGHT: 

Their eyes always seem
immersed in other worlds… 
Always fascinating, these 
mesmerizing portraits.

Chargesheimer, Untitled (Lightgraphic Negative), 1948 – 1953
CONTINUED ON PAGE 6
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What an exciting, interesting and labor intensive year it has been! In the 
fall of last year I made a decision to do a series of exhibitions in my gal-
lery that would show the complete People of the 20th Century for the first 
time ever in Europe. Indeed this was also to be only the second time this 
important project would be shown to date.  In 2012 I was afforded the op-
portunity and support to show this project at the  São Paulo Biennale with 
the endorsement of Peter Galassi and the support of Luis Perez-Orama. 
It was a labour of love and respect considering and re-considering how to 
present such a mammoth group of photographs without numbing the eyes 
and the minds of the viewers. It was during this phase that I began to ap-
preciate the deeper meaning of what August Sander had actually created. 
   You see, I came to understand that Sander not only created a documen-
tation of a single country’s folk during a specific period. What People of the 
20th Century depicts is something far grander, and far more personal. In 
every photograph taken we see the type, the class and the role of the por-
trayed within the social hierarchy, but we also see the soul of the person. 
It was Sander’s specific gift that he was able to remove himself from the 
photograph to allow the sitters to present themselves as they understood 
themselves to be. This is not always to the sitters benefit, but it is true. This 
is what many intellectuals in the early 20th century understood, that these 
photographs are true. Of course we know this, as it is the foundation of 
Sander’s fame.
   This was the understanding I came to the curation process with. Let me 
now tell you what I learned during that process which started in 2011 and 
continues to this day. Please bear with me as I take a slight excursion into 
a very different world to help explain a point. I will bring the conversation 
back here, I promise. 
   In the world of computer programming we use a thing called a Class. 
A Class is not an active part of any program, but rather a way of defin-
ing things that are to be active. As a case in point we could examine a 
Container Class which would define a thing that can contain something. 
And by definition we could make a child of this Class (called a Sub Class) 
which could be a Coffee Mug. So the Coffee Mug would have all of the 
characteristics of the Container Class because it is of that Class by the fact 
that it inherits from the Container Class. Another example could be:

FoodClass 
FruitClass
AppleClass

Another example of this would be:

PersonClass
EuropeanClass
GermanClass

  As I worked with August Sander’s photographs I began to see Class 
Characteristics in his work. The longer I looked at the whole of this project 
the more clearly I saw the traits that help define us as human beings and 
less the traits that define us as Germans from the Weimar Republic. This 
was a revelation to me as, by direct association, I was able to see aspects of 
all other peoples everywhere inside this one definitive body of work. It is 
as though August Sander photographed the Classes of Mankind, not just 
Germany. I saw that the core nature of the people depicted was rendered 
in these photographs. I was looking at Mankind, not at Germans of the 
20th Century, but rather People of the 20th Century. This was an epiphany 
as it showed me that Sander’s work was far more developed than most as-
sume to be true.
   I was offered an opportunity to test this knowledge. It came in the form 
of a gallery visit by Jiang Jian, a Chinese photographer who is called the 
“August Sander of China.” During his visit, I laid the photographs of Jiang 
together on the table with those of my great grandfather. This was more 
to prove that it would not work. I wanted to validate that Sander’s work 
was above and beyond. I was, it is, but not in the manner we would think. 
You see, Sander’s work harmonized with Jiang’s works in exactly the way 
I had least suspected. There was no competition in my eyes.  What I saw 
was a vision of humanity shown in both bodies of work. I later discovered 
that their process of preparing for a portrait were the same. Both Jiang and 
Sander spent time getting to know the people they photographed. Both 
have a deep respect for the humanity of their sitters. Both photographed 
the soul of their sitters with great delicacy. The result was that I saw more 
commonalities in the people photographed then I saw differences. Both 
projects showed the souls of the sitters, and by doing so further showed 
that societies have common ground, a Super Class if you will. August often 
spoke of the fact that the world would one day understand what he had 
done. I think he understood this fact.
   In our embrace of the arts we are more challenged by our own limita-
tion than we are by those of the artists whose work we gravitate to. August 
Sander is no exception. Over the years we have seen technology develop to 
a point that it is almost impossible to create a “bad” photograph. Exposure, 
light sensitivity, motion compensation and a seemingly endless stream 
of “film” have not more enabled any photographer to create images of 
timeless quality. If anything, the technology has proven to us that it is not 
a matter of the camera. Time has also shown us that greatness in the arts 
is not a matter of formalism either. The mastery of any of these aspects of 
the photographic (artistic) process are just stepping stones to the spiritual 
level of photography.  In the end the truth lies in the eye of the photogra-
pher and his ability to capture the soul of what he photographs. 
   On a more practical note I also would like to shed some light on the 
issue of which negatives were printed in which editions by which people. 

This is not to say that we are ready with a “Catalogue Raisonné.”  However 
I would like to shed some light on how the three generations of photogra-
phers before me worked. I will focus on the physical prints in this conver-
sation and bypass the discussion on artistic merit for the sake of brevity.
The story begins, of course, with August Sander himself. August Sander 
was a commercial photographer who was proud of the fact that he was a 
photographer, not an artist. I think his friends understood his position to 
be laced with a bit of irony, but that is a story unto itself. 
August made prints for his clients which were mounted considering the 
wishes of the client. He also created prints for use in architecture and 
shows. He made prints for the press which were sometimes retouched for 
the sake of reproduction.
   The greatest effort and most detail went into his “Mappenabzüge” (port-
folio prints). These are the prints that he spent the most time and focus on. 
He saw these prints as a part of his artistic work. As such he did not print 
many of them. Accordingly they are both rare and expensive. On the topic 

of editions, it is important to remember that the idea of editioned prints 
is a product of the photography market of the 1970’s. During August 
Sander’s lifetime he never defined editions. Often he made three Map-
penabzüge, although this was mostly before the death of his son Erich in 
1944. The theory goes that August made one portfolio print of his favorite 
images for each of his children, of which there were three (not counting 
Helmut Sander, who passed away shortly after his birth). 
   The Mappenabzüge are also the basis on which all the later prints were 
made. Contrary to the current understanding, making a print in a dark-
room at that time had so many influencing factors that each print must 
be understood as a unique print. Paper quality, temperature and quality 
chemicals, light source, enlarger, all of these aspects influenced the final 
print. When we factor in the two World Wars and the economic hardships 
and material rarity that these brought with them, it is clear that it was al-
most impossible to recreate exactly the same print twice. Also clear is that 
August Sander never allowed a print to bear his name if it did not meet his 
aesthetic criteria. This was his duty as a master photographer. 
My grandfather Gunther was the next generation to work with the photo-
graphic oeuvre of August Sander.  Gunther said in a letter that he had sac-

August Sander’s work was both documentarian and intellectual. 

His humanistic approach has inspired generations photographers and 
artists of other disciplines. The fact that photography draws on reality in 
order to formulate its messages defines its intrinsic duality: although reality 
is used as the raw material for photographs, the scene depicted may represent a completely 
different ideal. In fact, photography is more an instrument that convinces us of the possibility 
of what we assume to be impossible, inasmuch as it can expand our imagination and change 
our perception. Based on these simple yet significant assumptions, August Sander created 
one of the first bodies of work that represents the world as an equal, humanistic group. By 
focusing his lens on the individuality instead of the social status or gender of his subjects, 
Sander projected an equalitarian worldview, on which we are still working to fulfill.  

This humanist understanding is what guides the work of the August Sander Foundation.

FEROZ Galerie was founded by Julian Sander in 2009. It represents the finest vintage and contemporary photogra-
phy including the work of August Sander, the private collection of Gerd Sander, the estate of Ben Somoroff as well as 
renowned contemporary artists such as Sean Hemmerle, Jory Hull, Michael Somoroff, and Clark & Joan Worswick.

The roots of the gallery date back to the mid 1970’s, when Julian Sander’s father Gerd started the Sander Gallery in 
Washington D.C. Gerd later moved the gallery to Soho in the middle of the thriving art scene of the 1980’s. This is the 
world Julian Sander grew up in. After Gerd Sander closed his gallery, Julian opened the FEROZ Galerie in Bonn.The 
collection his father had amassed in over 40 years of collecting served as the starting inventory, as well as the works 
of then lesser known artists Jory Hull and Sean Hemmerle. Since then the gallery’s artist roster has grown to include 
Michael Somoroff and Clark & Joan Worswick. 

The FEROZ Galerie is focused on showing the finest the arts have to offer, both contemporary and vintage. The exten-
sive inventory is complimented by a constant search for emerging artists, like Alfredo Srur and Marc Babej, and others 
who’s works have the highest standard in quality.

For more information about the gallery please visit http://feroz.tv

MONOLOGUE 

The Work of August Sander 
in the Fourth Generation.

rificed the pursuit of his own work in order to work on the photographs 
taken by his father. Gunther was August Sander’s right hand in many 
situations during his professional work. He learned his trade from Au-
gust.  After WWII Gunther started a very successful commercial photo 
studio called Sander Photo (now Sander Digital Pictures) in Cologne, 
which exists to this day. 
    Gunther printed August Sander’s negatives for various purposes. He 
also worked together with Lothar Schirmer on the first version of People 
of the 20th Century including making prints from the book to help with 
publicity and to generate sales. Gunther, in his later years, also worked 
together with my father Gerd on the printing of the negatives. Gun-
ther, like August, did not do editions. He did not keep records of which 
prints he made. It is difficult to say how many he made because of this. 
Gunther made many press prints.  These prints were made for the re-
production systems of the magazines of the time, before digital photog-
raphy. As such these were high gloss, high contrast prints. They show 
up sometimes on the auction market but are not really very interesting 
as they were never made for exhibition. This has to do with both the 
resolution of the grey tones as well as their chemical stability. 
   In 1984 Gunther transferred ownership of the complete works and 
negatives of August Sander to my father. After Gunther passed away 
in 1987 my father took possession of most of the prints and negatives 
as well as most of the furnishings and books. Unfortunately some got 
“lost” in the process of my father taking possession of them from Gun-
ther’s second wife. With time we hope to recover what is rightfully my 
fathers.. 
  Gerd Sander is the first in our family to create a structured edition of 
August Sander prints. His work on the August Sander Archive, which 
he founded in the mid 1980’s, is the foundation on which the current 
August Sander Archive continues to work. As part of the research on 
August’s work, Gerd re-evaluated the project People of the 20th Century 
as well as the other projects August had planned to do, by going back 
to the negatives. By reviewing the annotations on the glass plates and 
cross referencing them with letters, notes and historical facts a clearer 
picture of People of the 20th Century evolved. The culmination of this 
process was the selection of the 619 images that are now People of the 
20th Century. 
  Gerhard Steidl with the proofing assistance of Jean-Luc Differdange 
created and printed the new seven volume set of People of the 20th 
Century. It was published by Schirmer/Mosel, Éditions de La Martinière 
and Harry N. Abrams in 2001. This set of books is the backbone of the 
editions that my father, with the help of his long time friend and co-
worker Jean-Luc Differdange, printed. Jean-Luc started working with 
my father in the late 1980’s when my father began working on this body 
of work. Jean-Luc continued to work for the ASA with my father after 
he sold the August Sander Archive in 1992. He is the reason why the 
modern editioned prints are both technically perfect and beautifully 
balanced in their tones and quality, across the entire oeuvre. Jean-Luc 
Differdange left the SK-Stiftung Kultur in Cologne and now works for 
the Feroz Galerie as head restorer.

My father’s editions are relatively simple to understand: 
Edition 90 – is an edition of 12 prints per negative for a period of no 
more than 10 years. Each print is sold individually.
MD20 Sets – is an edition of 7 which contains all 619 images in People 
of the 20th Century. These are sold as complete sets.
Antlitz der Zeit – is an edition of 30+6 HC and 1 AP made in 1989 in 
honor of the 150th birthday of photography.
Edition 5060 – is an edition of 25 negatives printed in a large size (~ 50 
x 60 cm). The negatives were printed either 12 or 18 times depending 
on the image.

   In 1993 (the contract was signed on 25.11.1992, with effect 1.1.1993)  
Gerd Sander sold the August Sander Archive to the Stiftung City-Treff 
in Cologne. As compensation for his continued research and curatorial 
work he retained the rights to produce limited edition prints for a lim-
ited time. On January 5, 2015 Gerd was asked to vacate his office in the 
August Sander Archive by its director, Prof. Hans-Georg Bögner, with 
the explaination that his presence was no longer desired. 
  Since then my father and I have continued to work on the research and 
presentation on the work of August Sander together. To formalize our 
work my father and I have founded the August Sander Stiftung (ASSt)  
in Bonn. The focus of the ASSt is on the artistic and spiritual work of 
August Sander (see pre-amble below). The ASSt is meant to be a place 
for artists, curators and historians as well as students to work with the 
photographs of August Sander and the artists in his circle of friends. 
Franz Wilhelm Seiwert, Heinrich Hoerle, Franz Maria Jansen, Gottfried 
Brockmann are just a few of his contemporaries who’s works will find 
their home in the ASSt. 
   I guess at this point I should say a few words about my intentions 
as the fourth generation of photographers and dealers who continue 
working with the photographs of August Sander. I have been deeply 
influenced by the work of August Sander, but not so much through his 
photographs directly. The influence is rooted more in the deep respect 
that August had for his fellow man. This influenced how he lived and 
worked. Specifically that influence has remained and continues into my 
generation and beyond. As such I am of course interested in furthering 
the work of August Sander. I am more interested in working with the 
same intention as August. That cannot be limited to following a histori-
cal toolkit of rules which binds me to a single representation or view. 
I see this work as a responsibility that challenges me to be free from 
exactly those bounds. I have found that great art cannot break. Knowing 
this I will continue to look for great art, and to challenge what I find and 
see if it remains great for the histories. August Sander has proven it is 
possible. I know there is more out there, and so I keep looking.

- JULIAN SANDER, OWNER FEROZ GALERIE

Top: A 1999 Gerd Sander Print of August Sander’s The Pastry Cook, Cologne, 
1928. Above: Jiang Jian with Julian Sander at Feroz Galerie, 2014.



The discourse about “public art” 
is one of the main topics in the 
current debates in arts and culture. 
Artists, curators, governments and 
cultural producers, they all seem to 
agree upon the importance of the 
“universal accessibility” of art. Yet 
the very meaning of the concept 
remains an open question, inas-
much as the democratic connota-
tions of the term “public” make it 
an extremely embattled matter.
     It is commonly understood that 
when say “public”, we are imply-
ing the idea of “openness”. The 
“public space” is generally defined 
as site that is open and accessible 
to people and, by the same token, 
“public art” is described as art-
works located in such places. But 
what about the ideas of “participa-
tion” or “inclusion”? Aren’t they 
also part of our conception of the 
“public” is (or should be)? If our 
answer is yes, then we are assuming 
the “public” as the realm of politics, 
which transcends the idea of pas-
sive accessibility and demands 
active engagement. And in this 
context, the decision of placing an 

artwork in an open and accessible 
site is not only a matter of spatial 
location but also a conscious choice 
directed towards the constitution 
of the “public” with all its political 
implications.
     Solitary Structures was an exhi-
bition of distinctive architectural 
and structural portraits by Ameri-
can photographer Sean Hemmerle. 
It was presented simultaneously 
in the public spaces of Bonn and 
within our gallery space on Prinz-
Albert Straße between September 
and October 2013. For over ten 
years, Hemmerle has created 
distinctive pictures exposing the 
residual layers of life and living. 
In multifaceted compositions, 
Hemmerle extracts his subjects 
from their natural environments, 
drawing intense focus to the pure 
magnificent physicality of these 
man made constructions.
     Departing from the formal tech-
niques employed in photographing 
architecture, Hemmerle approach-
es each Solitary Structure with the 
direct language and intimacy of 
portrait photography. While photo-

Wols
Der gerettete Blick – 
Facetten einer 
Werkgenese 
DR. MICHAEL HERING

Wols (1913–1951), der heute nur noch 
mit einem schmalen fotografischen 
Œuvre in der Kunstgeschichte präsent 
ist, bleibt als Fotograf bis heute eine 
Entdeckung.
Künstlerisch ambitioniert zog es den 
jungen, unangepassten Mann 1932 von 
Dresden nach Paris, wo er im Alter von 
nur 38 Jahren vorzeitig verstarb. Unange-
fochten als Metropole der Avantgarde 
und des modernen Lebens lockte Paris’ 
»l’esprit libre« in den 1920er-und 1930er-
Jahren junge Lebenskünstler aus der gan-
zen Welt an, hier ihr Glück als Fotograf 
zu finden. Das aufkommende Metier des 
Bildjournalismus bot ihnen die Möglich-
keit, in einem kreativen und zugleich un-
gebundenen Betätigungsfeld ihr Leben in 
der künstlerischen Bohème zu bestreiten. 
Mit dieser Verlockung vor Augen macht 
sich auch der jugendliche Wols mit einer 
Fotoausrüstung im Gepäck nach Paris 
auf, um als Porträtfotograf eine kün-
stlerische Laufbahn einzuschlagen.
     In der kurzen Zeitspanne von 1932 bis 
1939 schafft Wols sein eindrucksvolles 
fotografisches Werk, das während des 
Zweiten Weltkriegs in Paris teilweise 

verloren geht oder beschädigt wird. 
Nach 1945 setzt er aufgrund widriger 
Lebensumstände und seiner Hinwendung 
zur Zeichnung und Malerei die Tätigkeit 
als Fotograf nicht fort. Damit gerät der 
Restbestand der Fotografien und Nega-
tive schon zu seinen Lebzeiten aus dem 
Blickfeld des Interesses und nach seinem 
Tod nahezu in Vergessenheit. Erst 1978 
wird mit der Eröffnung der legendären 
Ausstellung Wols Photograph in der 
hannoverschen Kestnergesellschaft sein 
fotografisches Œuvre wiederentdeckt. 
Die als Wanderausstellung angelegte 
Schau Wols Photograph reist von 1978 
bis Ende 1984 durch halb Europa, was 
den Bekanntheitsgrad von Wols’ Malerei 
und Grafik in dieser Zeit begründet. Mit 
von der Partie sind neben einer Vielzahl 
von Modern Prints mehr als 60 Original-
abzüge aus der Hand Wols’. Dazu heißt 
es in einer Besprechung im Nachrichten-
magazin Der Spiegel vom 24. Juli 1978: 
» Noch termingerecht zur Eröffnung hat 
zudem Witwe Gréty Wols in Paris einen 
Schuhkarton mit etwa 50 Originalabzü-
gen, teils bisher unbekannter Motive, 
aufgestöbert.« Der Tafelteil des Katalogs 
Wols Photograph schweigt sich zu dieser 
Sensation vollständig aus. Hier stehen 
Vintage und Modern Prints unkommen-
tiert nebeneinander, sodass selbst die re-
nommierte Fotokuratorin des Folkwang 
Museums Ute Eskildsen in einem Brief 
vom 27. Februar 1981 Elfriede Schulze-
Battmann um Klärung bittet: »Gibt es 
eigentlich noch von Wols hergestellte 
Abzüge? Wir wären schon interessiert, 

graphing the everyday architecture 
in places of conflict and struggle, 
Hemmerle reveals the hidden signs 
of vitality and beauty found amidst 
the tensions. Portrait subjects have 
been elegantly extracted from the 
disappearing factory towns of the 
American Rust Belt, the dusty sun- 
saturated cityscapes of the Middle 
East and the quiet capitals of 
Europe. His work instantaneously 
captures moments of rise and de-
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cline; each impression balanced on 
the sharp edge of extinction.
     Solitary Structures demonstrates 
Hemmerle’s athletic visual under-
standing of structure and place and 
each work is a visual argument for 
beauty, a display of time quietly 
unfolding and resonating with 
mystery. But at the same time, his 
pictures remind us of the deterio-
ration brought about by time and 
nature, as well as the impact of hu-

man intervention. They ask for our 
opinion, for our personal position 
on this subject matter.
     To bring out the discussions tak-
ing place in private spaces such as 
museums or galleries by using the 
city as a platform for art exhibi-
tions transgresses and displaces 
the boundaries between the public 
and the private. And by doing so, it 
enlarges the space of politics. The 
billboards displaying Sean Hem-

merle’s pictures in the city-center 
of Bonn, as well as the pictures 
presented in the FEROZ Galerie 
make evident the relevance of the 
arts in the constitution of the social 
arena in which society engages in 
a political debate. It demonstrates 
that, as art theoretician Rosalyn 
Deutsche states, “any site has the 
potential to be transformed into a 
public space” as long as they call 
for active participation. 

A Sean Hemmerle photograph of his picture Uday’s Palace, Bagdad, Iraq, 2003, in Bonn, Germany, part of the Solitary Structures Exhibition, 2013.

EXHIBITION 

Sean Hemmerle:

Solitary 
Structures

einige Arbeiten von ihm in unserer Foto-
grafischen Sammlung aufzunehmen, es 
wäre gut, wenn Sie mir mitteilen würden, 
welche Motive (z. B. aus dem Buch [Wols 
Photograph]) als alte Abzüge und welche 
als neue verfügbar wären.«
Dass der Stellenwert der Vintage 
Prints bereits zu diesem Zeitpunkt von 
etablierten Kunsthändlern gesehen wird, 
scheint in der Anfrage des Galeristen 
Gerd Sander vom 9. Oktober 1979 auf: 
»Sehr geehrte Frau Dr. Schulze-Batt-
mann. […] Das fotografische Werk von 
Wols habe ich zum ersten Mal in einem 
Katalog [Wols Photograph] der Kestner 
Gesellschaft gesehen und bin seitdem auf 
der Suche nach seinen Bildern. Ich würde 
sehr gerne eine Ausstellung machen und 
darüber hinaus auch seine Arbeiten in 
den USA mehr bekannt machen. Von 
grösstem Interesse sind die Abzüge, die 
Wols selber gemacht hat.«
     Doch werfen wir zunächst einmal 
einen Blick zurück auf Wols’ nachweisli-
che Anfänge als Fotograf in Paris. Schon 
wenige Monate nach seiner Ankunft 
im Herbst 1932 erscheint im Dezember 
über ihn in der holländischen Avant-
gardezeitschrift Filmliga der erste und 
einzige Artikel zu Lebzeiten. Zu Beginn 
des Jahres 1937 kann der junge Fotograf 
einen weiteren Erfolg für sich verbu-
chen. In der Galerie de la Pléiade, Nr. 
73, Boulevard St. Michel, ein bekannter 
Ausstellungsraum für aktuelle Fotografie, 
präsentiert Wols vom 30. Januar bis zum 
18. Februar seine Porträts, die in dieser 
Zeit im Zentrum seiner professionellen 

Tätigkeit steht.
Hatte Wols zuerst in seinen Porträts die 
Methode der fotografischen Nahansicht 
entwickelt, so erprobt er sie zeitgleich im 
Fall der Stadtansichten auch an einem 
anderen Sujet. Hier spürt er bei seinen 
fotografischen Streifzügen durch die 
Quartiers und die Banlieue mit der 
Kamera eine Situation auf, umkreist sie 
in verschiedenen Aufnahmen und findet 
schlussendlich in einem autorisierten 
Abzug zu einer finalen Bildkomposi-
tion. Kurze Zeit später wird er in seinen 
Stillleben diese Technik perfektionieren. 
Er fokussiert das Motiv, sodass der Blick 
nicht mehr auf ein Früchtestillleben 
fällt, sondern die Auskundschaftung 
plastischer und taktiler Details in den 
Vordergrund rückt. Laszlo Glozer merkt 
zu dieser Besonderheit der Aufnahmen 
von Wols an: »Assoziationen, die sofort 
weiterführen können, ruhen in den 
Dingen selbst.«
     Wie weit Wols seinen fotografischen 
Blick radikalisiert, macht eine kleine 
Gruppe von Fotogrammen deutlich, die 
in dieser Zeit entsteht. Glozer bemerkt 
dazu in seinem Essay: »Die sechs 
Fotogramme, die im Nachlass erhalten 
sind […] ergeben alles in allem eine 
amateurhafte Vielfalt der Ansätze, die of-
fenbar nicht weiter verfolgt werden.«
Dieser präzise Hinweis setzt die Ken-
ntnis um diese singuläre Gruppe unter 
den Vintages voraus. Gerade weil sie in 
dem erhaltenen Übergabeprotokoll der 
Leihgaben aus dem Besitz von Gréty 
Wols für die Ausstellung Wols Photo-

graph von 1978 unter den Nummern 8 
bis 13 mit der Bezeichnung »Direktbeli-
chtungsbild« wiederzufinden sind, sei 
die Frage erlaubt, warum über sie kein 
weiterer Gedanke verloren wird. Man 
kann nur darüber spekulieren, welche 
zusätzlichen Überraschungen der besagte 
Schuhkarton vielleicht bereit gehalten 
hat. Elfriede Schulze-Battmann bemerkt 
am Rand eines ausführlichen Briefs vom 
2. August 1978 an Glozer dazu: »Jagals 
[Kurator der ersten Wols Ausstellung in 
Wuppertal] war recht enttäuscht, dass er 
keine Einladung nach Hannover erhalten 
hatte. Er hätte doch das Gefühl, dass 
Sie sich mit ihm ganz gut verstanden 
hätten. […] Auch er will ja weiter über 
Wols, d. h. seine wenigen Fotoexperi-
mente arbeiten.« Erst nach dem Ende 
des Ausstellungsmarathons wird der 
Fotograf Kah Jagals sich am 21. Juni 
1985 noch einmal dazu äußern: »Zu den 
Fotogrammen ihres Bruders: Ich habe sie 
tatsächlich gesehen, halte sie jedoch mehr 
für berechtigte technische als für kün-
stlerische Versuche. Sie haben m. E. nicht 
den Stellenwert der übrigen Fotoarbeiten. 
Auch Glozer hält sich in seinem Urteil 
zurück.«
Mehr noch als alle anderen Motive der 
Vintages müssen die Fotogramme eine 
große Verunsicherung ausgelöst und in 
ihrem radikalen kunstlosen Zustand Un-
verständnis hervorgerufen haben. Hätte 
man unter den wenigen ›Mitwissern‹ eine 
andere Reaktion erwarten können, oder 
hat sich Wols’ fotografisches Werk aus 
sich heraus an diesem Punkt einer fest-

gefahrenen Deutungshoheit widersetzt? 
Einzig Glozer erfasst die Situation mit 
Blick auf Wols’ Stillleben noch mit den 
Worten: »Die extreme Kunstlosigkeit […] 
wirkt im Vergleich zu allem, was in der 
Zeit entsteht, provozierend«.
An dieser Stelle müsste man an die 
Fotogramme anknüpfen. Hinter Kah Jag-
als späterem vermeintlich vorschnellen 
Urteil aber mag auch seine Ernüchterung 
aufscheinen, seine seit annähernd zwan-
zig Jahren hoffnungslosen Bemühungen 
um eine fundierte fotohistorische Be-
schäftigung mit der Fotografie von Wols 
nicht mehr fortsetzen zu wollen.
     Anfang 1985 wird das Ende des Aus-
stellungsparcours Wols Photograph aus-
gerufen. Das Konvolut der Vintage Prints 
wird nach dem Tod von Gréty Wols 
1984 und einem juristischen Intermezzo 
schlussendlich im Dezember 1988 von 
Seiten der Kestner-Gesellschaft an deren 
dritten Mann und Erben Marc Johannès 
zurückgegeben. In zwei Auktionen in 
Paris 2000 und in Avignon 2003 wird der 
durch Verkäufe dezimierte Restbestand 
des Konvoluts – angereichert mit bisher 
unbekannten Vintage Prints und durch-
setzt von diversen nicht deklarierten 
Modern Prints sowie Reproduktionen aus 
dem Nachlass von Gréty Wols –, von den 
internationalen Fotomuseen weitgehend 
unbemerkt, aufgelöst.
Es bleibt wünschenswert, dass die 
Facetten zur Werkgenese zukünftig neue 
Impulse geben werden für weiterfüh-
rende Fragestellungen zu Wols’ fotograf-
ischem Œuvre.

Wols, Untitled (5 Photograms), 1938  



CHARGESHEIMER- CONTINUED FROM FRONT PAGE 

GS: Is it a profile?

JS: Yes.

GS: That’s Hubertus Durek. He was the director of a private theater in Cologne 
named Theater am Dom, which is in the Schweizer Landenstadt. It still exists, you 
know…   

JS: That print, for example, I’ve noticed that his face is white and in other areas of 
the print there is brown, which for me is an indication that he was not only careful 
but it seems that he even used the reaction of the paper, the tonalities that were 
developed in the process, or the chemical burning if you will, to alter the image, to 
make it different… 

GS: That was the idea. That is why each of these prints is unique. All of them are 
unique works. 

JS: It ends up becoming almost a multimedia work because it is originally a photo-
graph and then, it becomes a painting with chemicals on a photograph.

GS: Yeah, we call it “taking away”, to remove certain things and enhance others. 
It was a technique of which he was a master, an absolute master. In the 50’s most 
photographers used this kind of technique. You can find that even in some Walker 
Evans photographs from the 30’s, some of them just turned yellow. 

JS: That’s why they turned yellow, because of this technique?

GS: Yes, I mean, sometimes he didn’t have the right paper to get the contrast he 
wanted, so he overexposed the print and then lightened it up. Sometimes you did 
that to get contrast. 

JS: Because that was the process that was being done at that time? At that time no 
one was thinking about pictures lasting a thousand years…  

GS: No, it was not even meant to be… 

JS: Let’s maybe step into the topic that both you and I have discussed often before, 
the durability of this prints, because as I’ve shown some of these prints to people I 
receive comments like: “oh, but if this is brown now, or if this is faded now it is just 
going to go downhill from here”, and I keep telling the people that it isn’t the case, 
that this was intentional…  

GS: Maybe in five hundred years they will look different, but we look different then 
to…

JS: Fair enough… 

GS: But the key is: it is not deterioration; it is a purposeful act of intruding into the 
material of the photograph. It is a chemical process, which now with all this Photo-
shop craziness, you don’t need this anymore. But it was pretty common to express 
yourself this way, to use these kind of material. 

JS: You talked about chemical process; in Paris I am showing chemigrams and 
light graphics. The light graphics, as I understand them, are basically an in-
between step between the chemigram, which we understand to be a manipulated 
piece of photo paper or a cameraless manipulation of photo paper with light and 
with chemicals, so that the print would end up creating an amorphous, organic 
representation. And the light graphics were an in-between step, no?

GS: No, wait. The light graphics were done from a glass plate. That was the first 
step. The plate was an enlarger, and then enlarged onto photo paper and then 
developed. That was the step, so he did both. For example, the portfolio, the book, 
these are pure chemigrams. There are ten images in the book and they all have 
more or less the same structure. At that time I had four of five of them, because I 
wanted to show all, I wanted to have ten but I never achieved that, to open up one 
page in each book and have all of them next to each other. It is clear that he had 
a certain idea of what kind of form he could put on the paper, because he has no 
negative plates, just the photo paper. 

JS: Just paper and light, and chemicals. 
GS: Paper and chemicals…
JS: And light…?
GS: No, it doesn’t have to be light. 
JS: So where do the tones come from?

GS: Well, from the chemicals. And you might have maybe a very soft light in the 
corner somewhere…. [Laughs]. It is a really tedious process; you need a lot of 
knowledge about chemistry, which he had because he studied photography in Mu-
nich during the war. He knew a lot about chemistry and he used that knowledge. 
And of course, the easiest thing to do if you do light graphics is, for instance, to 
have a 20 watt-bulb in the room, put a piece of paper on a glass plate (and perhaps 
you put some water first) and then you start drawing with a brush and you just 
develop it. You have maybe one or two different developers, a strong one and a soft 
one, because the paper isn’t exposed to light so the minute you put the developer 
on the paper, something appears. Light gray, or black, or whatever… 

JS: And then through the solarization process…

GS: Well, solarization

1960’s, like Lazarus, was resurrect-
ed then validated by the art world.    
Make no mistake about how for-
gotten photography was by the art 
world at the end of the 1950’s. In 
both Europe and America pho-
tography, apart from a few bright 
moments, had been forgotten for 
almost a century.
    When I began taking photo-
graphs in 1959 for the most part 
the medium was used as a memen-
to of love, a record of war, and for 
identifying the faces of criminals 
in police custody, or morgues.  In 
the world of commerce newspaper 
and magazine “photo journalists” 
held steady employment positions, 
while both fashion photographers 
and advertising photographers cre-
ated alluring models of  business-
oriented societies at work.
    Apart from these modest oc-
cupations there was no gainful em-
ployment for a photographer.  An 
additional fact:  At the beginning 
of the 1960’s not a museum in the 
world had a dedicated photography 
curator, nor any interest in collect-
ing photographs.
    When one is pressed to give two 
examples of exactly how low the 
state of photography fell in the long 
century of its artistic exile then 
consider the contents of a parcel 
delivered by mail to a poorly lit 
building in mid-Manhattan. In 
1961 it was received at the New 
York office of the Magnum photo-
graphic cooperative, and the parcel 
elicited little interest.  Upon even-

tually opening this unsolicited box 
the picture agency discovered the 
life’s work of a California photogra-
pher named Edward Weston.
   In due course the heirs of Weston 
were contacted. A sale was ar-
ranged. Then, set out on tables in 
mid Manhattan the prints of Ed-
ward Weston, and his life’s works 
were put up for sale.  In honor of 
these works, as one of the few “art-
ists” in American photography,  the 
Weston estate was identified by a 
small sign.  It stated: “Prints for 
Sale...$25 each”. Few prints sold to 
anyone.
    With little notice, and ceremony 
the contents of the parcel was 
wrapped up.  It was then shipped 
back to Weston’s sons in Califor-
nia.  It’s worth noting today in the 
second decade of the twenty first 
century these transcendent and 
otherworldly works by one of the 
greatest artists of 20th century 
America, have sold regularly for 
more than two million dollars a
print.                                                
    In a second example perhaps of 
how low the estate of photography 
was in 1976 I arranged the sale of 
another penurious photographers 
life’s work.  Included were his 
prints, some three thousand four 
hundred of them, plus this artist’s 
negatives. The publishing rights to 
create limited editions of his work 
were included in the sale.  At the 
time of this sale this photographer 
was perhaps one of the five most 
famous photographers in both 
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Europe, and America. This entire 
artistic patrimony was sold for 
$200,000. After the sale in New 
York I walked along Madison 
Avenue with the man who had pur-
chased this artistic estate.  At the 
intersection of 74th Street the man 
turned to me and said that it was 
now his intention to destroy the 
prints that he’d just purchased.  He 
wanted to create instant rarity for 
a set of limited edition of pho-
tographs, which he intended to 
produce from the photographer’s 
negatives now in his possession.
I recall I’d stood there in the frozen 
wind of early February. I told the 
man that, in the distant future of 
photography, perhaps someday 

there might be a market for older 
prints, or “vintage photography”, as 
it was then called.
   A few days later the man agreed 
to postpone the great burn-
ing.  And that is why the prints 
which comprise life’s work of a 
photographer named Robert Frank 
still survive.  
   A few additional facts about 
photography as an art in 1959:                           
On the entire world there was not 
a single dealer, who represented a 
single photographer’s work in any 
known art gallery.  Not even for 
a millisecond did art dealers, or 
art museums consider the strange 
idea that photography could 
someday be considered an art. At 

that moment only two modern art 
museums in the world exhibited 
photography with any frequency.   
As if this was not dismal enough, 
there was not a single course in any 
university, which taught either a 
studio course in photography, or 
the history of photography as part 
of its curriculum.
    It would not be until eleven years 
later, in the early 1970’s, that the 
first PhD in photographic history 
was granted.  It was sixteen years 
later, in 1975,  that the first art 
gallery in Tokyo began to exhibit 
photography on a regular basis.
    In 1959 I took up photogra-
phy.  In the art world it was a 
hobbyist’s avocation -- unimport-
ant craftwerk.  In the year of 1959 
I began to wander the periphery 
of the art world, and I settled on 
traveling a road full of difficul-
ties.  When I look back at the time 
I took it up photography seemed  a 
fatally damaged medium.  Beyond 
the commercial worlds of journal-
ism and fashion I went the opposite 
direction from everyone else.  In 
time,  as the 1960’s aged during a 
tumultuous events in America,  I 
took a walk on the wild side.
I came of age in a period of war, 
civil chaos, sex, drugs and rock and 
roll, in particular I made photo-
graphs of places slated for cultural 
demolition.
    Once when he was asked what 
his own photographs were about 
perhaps one of the greatest artists 
of 20th century America Walker 

Evans answered, “I make “art-doc-
uments”.  Similar to Walker Evans’s 
work I thought of my photographs 
as “art documents”.
    In the last decades of the 20th 
century it seemed to me that 
only  “art documents” could  me-
morialize a period where a new 
world culture began to emerge, 
and undermine  national identi-
ties as well as entire millennial 
landscapes.  I travelled to India, the 
Middle East, Asia and Ethiopia. As 
I watched, the cities of the world 
were enveloped,  then subsumed by 
suburbanization.  It seemed to me 
that mankind’s fate was to inhabit 
a world that was becoming similar 
everywhere.  As the artifacts of 
mankind’s  past were destroyed in 
this cataclysm I thought back to 
Walker Evans prescient intuitions 
about photography.  Of all the arts 
only photography could create 
true to life “art-documents” with 
the unique ability to exactly, and 
precisely preserve how the world 
looked.  
   In the havoc which time wreaks 
on civilizations will photographs 
remain as the enduring artifact 
of our period?  Perhaps in some 
remote future someday only our 
photographs will be able to excite 
curiosity as to who we once were.              
To the end of my life I’ll always re-
member the moment when I saw a 
photograph emerge on the surface 
of a blank piece of paper soaking in 
a developing tray. It was a miracle.  

JS: I thought solarization was done during the fixing process… 

GS: No, solarization is done when the print is developed and then you switch on 
the light for a very short time. And then the pieces that are white on the print get 
gray, or black. Solarization was mostly done with the negative and the enlarger; 
you made a print, and then you turned on the lights and certain things turn 
around. The light drawing, there was no images, no negatives involved, nothing. So 
you would just draw on the unexposed paper with the developer. And that would 
leave forms, and you could also mix certain products, like a little bit of fixer so that 
would stop some spots… It is a real creative process, but for that you need to have 
the knowledge about how the chemicals work. And how different chemicals work 
together. Which chemical attacks the photographic image in which way? And what 
colors come out?  

JS: What about the light graphic negative that I am showing? 

GS: That I have no idea how he did that… 

JS: It is multi color, so maybe he used paints…?

GS: No, there are no paints, it is all chemicals. Different kinds of chemicals which 
he put on the glass plate. I don’t know in which way because we never talked about 
it, because at the time you didn’t talk about these things, they were there. I have 
them because we did enlargements from them for his book Zwischenbilanz. And 
he would say, “OK, of course you can make a black and white print of that with 
an enlarger”, and when the prints were done he gave them to me. I’ve kept them 
for 50 years. The book Zwischenbilanz came out in 1960 so he was at the height of 
his career then and since we were about five minutes away from where he lived. 
He liked my father, and the young people, and the girls, whatever you know… He 
came back quite often, and said: “look, I am going to do this book and I need lay-
out prints” and that’s how it all developed. Nobody was thinking of art or whatever, 
it was a novelty. 

JS: Chargesheimer worked in a lot of different subjects. He did street photography, 
he did abstract photography with camera, he did cameraless photography, and he 
was a sculptor. How does it all fit together? 

GS: He was a multifaceted person. He was never happy with just having a profes-
sion, a one-line profession. He loved theater; he even acted in a film. He directed 
an opera in Cologne: Luigi Nono’s Intolleranza. I think it is quite simple, he was a 
curious person, he was curious to do something new, something challenging. You 
have mentioned street photography before, street photography is such a strange 
word, if you want to make a documentation about a city you have to go out to 
the street. But there is a difference between new street photography, when you 
photograph an event, a car crash or whatever, or if you as a photographer try to 
visualize what you as an artist consider the soul of a city. Basically that is what he 
tried to do in all aspects of his work. The idea with the light sculptures; I remem-
ber when they started because we build the transport cases in my father’s studio 

and I asked and he said: “I just started, I polished the pieces…”. It was all Plexiglas, 
he cut them himself, he polished them himself, he put the motor in and they grew 
like a mushroom. There was no drawing, no plan or anything. There was an idea 
that they could function, they were all electrically driven. But they just developed. 
There are no sketches. It is just a piece, like when you go out and you photograph, 
you see something and you make one picture, you go on and you make another 
one, and another one. Art in general, in my opinion, is a process that is on-going. 
You are never finished. 

JS: Like this process with the chemigrams… 

GS: The chemigrams, the books he made, the sculptures he made, the operas he 
conducted, the theater design… There was never an end to it. He did a wonderful 
presentation for Photokina for Agfa at the height of amateur photography; there 
were new color films available. But what he said: “for the monkeys you have to 
create a jungle”. And with the monkeys, you know what he meant… So he created 
a jungle at Photokina. True jungle! Out of plastic bamboos and trees and every-
thing… He sent one photographer, Charles Compére, who went to Africa with 
an 8x10 camera mounted to a jeep to photograph wild animals on an Agfa film. 
And these negatives were enlarged to almost life size, put into the jungle and lit 
from the back. I mean, you have to have an imagination, first of all to think of the 
idea and second of all to sell that idea to some rather simple-minded executives, 
because that installation costs a shit load of money… But it was the best booth 
I have ever seen, ever! This is the kind of creativity he had. That has never been 
surpassed. Next year they did something about the history of photography, which 
was kind of boring. But to say, “for the monkeys you need a jungle”, and you create 
that jungle and to have the photographs on color transparency photos, huge, 2x4 
meters built into the jungle, lit from behind and next to that were sounds from 
Africa, loudspeakers. You walked in and thought you went to Africa. Unbelievable! 
   And in this period, Cologne 5:30 was also created, at Photokina, with all the 
street cross-sections and the destruction of the city was now concrete. It was his 
voicing his disgust about how his beautiful old city (Cologne), which was bombed 
to rubble was rebuilt with a so-called “new spirit”, forgetting that there was an 
old spirit and that it should be preserved. Its best manifest in what he did as an 
introduction of which there are only very few, but they are very clear: there are no 
characters, in the back you can see where it was. He went out in the morning, you 
know, he woke up at 3-3:30 in the morning, in the summer, when the light was 
up early, because he wanted to photograph the city naked. No people, no cars, no 
streetcars, nothing. There were only 2-3 hours in the morning when that was pos-
sible. He knew the city well. He had one camera, the Plaubel Veriwide, 100 degree 
Angelon lens, a wonderful lens, 6x9 film which was larger than a normal 6x9 film, 
had around 8 exposures on the film. It was all very simple. 
   So, that was the last project he did. The last big project. He did the sculptures and 
won a prize for that, he did the opera, he acted in a movie by Jean Marie Straub, an 
avant-garde filmmaker and it was called Nicht Versöhnt. You will see a scene there 
where he sits in a Nazi uniform…     

JS: Chargesheimer in a Nazi uniform? 

GS: Yes, as a soldier. And he says: “Ich komme heute hier: Ich habe einen Kaffee, 
ein brötchen, zwei Scheiben Wurst. Ich komme morgen hier, ich habe das gleiche, 
ich komme ubermorgen hier, ich habe das gleiche, ich komme uberubermorgen 
hier , ich habe das gleiche”. You have to try to find it, Jean Marie Straub, Nicht 
Versöhnt. His father was pretty much a Nazi, and he himself was against the Nazis 
and against the block heads that were running this country and ruining it. And he 
was revolting, he was a “revolting” person. I think he had no chance, no use, and 
he tried not the get drafted, which he managed. 

JS: How? 

GS: It’s all a mysterious story… 
The diversity of his work comes from his hunger to do something different, some-
thing new, to experiment. Not to say “OK, now I know how to do chemigrams, I 
will do chemigrams for the rest of my life.” No, that was done at a certain time and 
he went on to the next project. And sometimes it came because of a publisher that 
said, “let’s do a book about this or that”, you know… And there was never much 
money in it but he always knew how to survive, he had great friends in Cologne, L. 
Fritz Gruber, Adalbert Wiemers, Gigi Campi was another great, great supporter…

JS: He used to go to the Campi Café… Sit back on the corner and have his coffee.  

GS: Yeah, sure! He had his reserved seat. That was a different Cologne, it doesn’t 
exist anymore. That’s the true of history, nothing exists forever, and everything 
changes. And he is part of history, a reviver of the history of this city; the Jazz 
Club, the Jazz concerts: Ella Fitzgerald, Billie Holiday, he photographed all of that. 
Unbelievable! And of course, Gigi Campi was always the best place to go. Gigi 
quite often organized these concerts. 

JS: He was the Jazz guy of Cologne. 

GS: Yes, he was. And he was in the middle of it. I was too young. Chargesheimer 
was born in 27 so he was an adult when all that happened. I was just an upper 
teenager. I was involved in it and all, but I did not understand everything. It comes 
now in reflection, when you look at the photographs. 

JS: Thank you very much! 

Chargesheimer: Hubertus Durek, c. 1950

THE RE-INVENTION OF PHOTOGRAPHY- CONTINUED FROM FRONT PAGE

Clark Worswick, Leica M2, used in India, the Middle East, Afghanistan, Europe, 
California and Ethiopia, 1961-1968
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Jory Hull: Twin Infinitives (various), c. 2012

The Twin Infinitives machine repre-
sents the forced process of interac-
tion and decision making that our 
current society has placed on us. 
Jory Hull has taken photographs 
of things he has seen over the last 
years, a form of camera sketchbook 
if you will, and placed the images 
together in twins that are shown in 
the machine. Each twin is unique 

by way of its pairing of images. 
There are 34225 possible twins.  
Each twin is shown for 30 seconds. 
During that time you, the viewer, 
may choose to capture a twin by 
interacting with the machine. 
The print that is then produced is 
unique and will never be created a 
second time. After thirty seconds 
the twin is replaced by a new ran-

domly generated pair. The oppor-
tunity to purchase that twin is then 
gone forever.
   No twin will be shown more 
than once. This is one of the key 
aspects of this body of work. It 
touches on the topic of temporal-
ity and tempo simultaneously.  
Thirty seconds being the standard 
duration of a television advert, it 

is a reminder of how quickly we 
must decide. Thirty seconds to fall 
in love with a picture, or lose the 
chance forever.
    The images are of things in 
everyday life, photographed by Jory 
Hull with his particular sensibility 
for color, form and abstraction. Yet 
the twins, as they replace them-
selves, are more precise than just 

a random grouping of snapshots. 
The lines and shapes, the colors 
and the irony in these photographs 
work remarkably well together. It 
is a testimony to Jory Hull’s refined 
aesthetic capacity.
    As a digital collage, the Twin 
Infinitives machine takes the 
process of creation to its outermost 
limits by involving the buyer in the 

process of creation. The machine 
offers an opportunity to be a 
co-creator every 30 seconds. By 
doing so, Jory Hull challenges our 
inherent fear of making a mistake 
and gives us room to embrace the 
risk and reward of this process in 
a very protected way. Now we only 
need to take the risk, and reap the 
reward.

EXHIBITION 

Jory Hull: Twin Infinitives

When analyzing the purchasing habits in current society, 
we have identified two defining characteristics that have 
not yet found their way into the art world: credit and inher-
ent obsolescence. We live in a “payment plan” society sus-
tained by the idea that you can buy anything if you pay it of 
in little chunks. In other words, everything can be bought 
on a “plan”. At the same time, we are guided by a desire for 
perishable items. The general marketing industry develops 
products that are intentionally short lived so as to retain 
our habit of refreshing the ownership of things by replacing 
the old (undesirable) with the new. Now, if we merge the 
“payment plan mentality” with the obsolescence principle, 
we arrive at a consumer culture that keeps us constantly 
pre-occupied with purchasing and repurchasing the things 
we are lead to believe we “need”.
    So we thought: let’s put this machinery to work in a way 
that will help people to embrace things of greater value, like 
the arts. Let’s invert the logic of mass consumption and 
promote the idea of art as valuable and accessible goods.  
That’s how we came up with the concept for Young Collec-
tors Day (YCD), an initiative designed to give our clients the 
chance to contextualize the pricing and value of the art-

works they purchase as well as to embrace an adventure 
that endorses the development of their own opinions and 
tastes.  This is, of course, a process that stands to under-
mine the mass influence policy of the powers that be. 
That is on purpose.

Aimed at art lovers and art collectors –as well as those 
aspiring to be one– Young Collectors Day presents to the 
public a selection of affordable artworks by modern and 
contemporary photographers in a series of regular events 
at our gallery in Bonn. The first meeting was held on 
August 23rd in conjunction with SaisonstArt Bonn. It fea-
tured “Twin Infinitives”, a project developed by American 
artist Jory Hull. 

The second edition of YCD will take place on December 
11, 2014 at our gallery on Prinz-Albert-Straße 12 in Bonn, 
from 12 to 8 pm.
 

_ THE FEROZ TEAM.



FEATURE 

Marc E. Babej: 
Mask of 
Perfection
Mask of Perfection focuses on the complex and ambivalent relationship 
between the beauty we perceive subjectively on the one hand, and the plastic 
surgeon’s scientific, geometry-based standard of beauty on the other.
    Specific beauty ideals have seesawed over the course of history, but evolu-
tionary psychology has demonstrated a high degree of consistency at the root 
level of perceptions of beauty (such as clear skin and a waist-hip ratio around 
0.7). Accordingly, notable shifts in perceptions of beauty have been rare, and 
coincide with discontinuities in general history, and particularly art history. 
The Renaissance marked a shift toward sleeker body ideal, prizing a sleek 
figure and flattened chest. The Baroque became synonymous with a body type 
we describe to this day as Rubenesque. More recently, changes in the social 
order following the end of WWI manifested in the idolization of a slim, more 
androgynous female body type, epitomized by Hollywood stars such as Louise 
Brooks.
   The current change in beauty ideal, however, is more profound than any that 
preceded it – in both kind and degree. Previous manifestations of a beauty 
ideal could be discovered in the flesh, and also represented in art. They were 
also concretized and rationalized by experts on the subject (think of Da Vinci’s 
Vitruvian Man). But any individual’s conforming to, or diverging from, the 
ideal of the time was a matter of “god-given” gift (or absence thereof).
   The currently emerging ideal of beauty is unprecedented in that it is action-
able, and that conformity to it has become widely available. Lips like Angelina 
Jolie; breasts like Scarlett Johansson; a butt like Kim Kardashian; less slanted 
eyes like a white woman; a wrinkle-free complexion like a cosmetics model? 
Available at a plastic surgeon near you. In other words, the emerging beauty 
ideal not only reflects changing taste, but represents a radical shift in the 
understanding of beauty itself. Conformity to an ideal of beauty used to be 
a daydream; now, it has become a line item on a shopping list. Whether this 
development is liberating or cheapens the concept of human beauty (or both 
at the same time) is a matter of individual judgment.
    Hand in hand with these changes in kind and degree goes a change in mode 
of propagation: as more and more of the most prominent figures in contem-
porary society (celebrities, media personalities; increasingly also “serious” 
figures like politicians) are being adjusted by plastic surgeons to the scientific 
standard, the standard itself is influencing the way the general public perceives 
who and what is beautiful – and which parts of their own bodies members of 
the general public might consider to have altered.
   Mask of Perfection literally superimposes the emerging scientific standard on 
the subjective view of beauty and, in so doing, reveals the discrepancies and 
tensions between the two. To achieve this, renowned New York City plastic 
surgeon Maria M. LoTempio, MD and I selected twelve women in their Twen-
ties who conform to the natural standard of beauty (“the last people who’d 
‘need’ any work done”): they are young, highly attractive, and don’t have any 
particular feature that would call for alteration.
   Dr. LoTempio was given the assignment to do what it takes to “upgrade” 
these “patients” according to the standards of her profession. All patients were 
initially evaluated via a set of five clinical images (frontal, 3/4 and full profiles 
on both side) and then examined in person. Finally, they were marked with 
pre-operative markings – the Mask of Perfection. The images in this series 
were taken in this state.
   The style of representation aims to prevent knee-jerk “for” or “against” 
reactions, and instead to inspire individual reflection. This is achieved by dual 
alienation effects: The markings “mar the view” of the subjects, preventing 
viewers from immersing themselves in their natural beauty. Meanwhile, the 
romantic, aestheticizing style of 1930s Hollywood portraiture was chosen to 
bar viewers from overly identifying with the plastic surgeon.
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Marc E. Babej Patient- A.A., age 25, 2013

I am a professional photographer from 
the Henan province.  The photographs 
were made there, where I come from. 
They have been the focus of my work 
for over 30 years.

I spent my childhood in a rural area 
together with my father in northeast 
China. It was inspiring. I look back 
fondly on my childhood in the country. 
The huts in which the farmers live in 
the Henan region remind me of my 
younger days.
   My first Photograph was a black and 
white photograph with the title “The 
Scene.” It is a depiction of everyday life 
from a very personal point of view. In 
the photograph I describe the situation 
in which the central Chinese farmer 
lives. This was to become the first of 
a series of photographs on which I 
worked for over eight years. Only after 
the works were published did I realize 
that they gained meaning only after my 
personal memories became part of the 
greater public memory.
   Later I started to work on the series 
“The Home Owners.” Originally these 

were taken to aid my memory for “The 
Scene” series. I came to realize that 
color photography had its own language 
and vocabulary. The details in these 
color photographs are simultaneously 
descriptive and equally filled with their 
own meaning.
   When I visit a new family I am their 
guest, and the family are my hosts. How 
do they dress, how do they express 
themselves and how is their room deco-
rated?  These details tell the story about 
the lives of these people.
   These photographs show the life and 
social conditions of the farmers in the 
province of Henan. This is a long-term 
project and they show the alterations 
through time. Photography itself is a 
form of art that exists in and through 
time.  These photographs show not 
only the life, but also the changes in the 
lifestyle of these people.
   China is a developing country and 
the changes are happening very quickly.  
Since the reform and the opening over 
30 years ago, China has dramatically 
changed politically, financially and cul-
turally.  The sociopolitical situation of 

the farmers shows the development 
of the country as a whole.
   I started the series in 1993, and 
continued to work on it until it was 
published in the year 2000. Many of my 
colleagues in China didn’t understand 
the work at the time it was published. 
Too many of them thought these were 
just photographs of memories. They did 
not see the artistic merit of the work.
   In 1997, during a visit to a small book-
store in New York, I came across a book 
of the work August Sander. At the time 
I had no idea who August Sander was as 
we in China had no access to such infor-
mation. Sander’s work re-enforced my 
resolve to continue my portrait work. 
This is probably the reason why some 
critics have dubbed me the “Chinese 
August Sander.”
   Photography, by its nature, is docu-
mentarian. The medium allows us to 
document our lives and the processes 
we go through. My protagonists, be 
they people or objects, show the devel-
opment of mankind. I am certain that 
these photographs will become a form 
of literature of our human history. Oliver Abraham Jiang Jian, 2013

SNAPSHOT

Jiang 
Jian
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My mother was a drinker.. she smoked a hole in the ozone, pall mall cigarettes i be-

lieve.. johnny walker scotch, blended … She and dad had a nightly bender.. the blend 

was their charm, he with his sweet and generous smile and she with her animated competi-

tive cruelty. She was an angry drunk, he a receptor, she said once of not many times 

that the revolution, of which she thought herself to be part of, could only come in the 

afternoon since she slept until noon….’’dare to struggle, dare to win’’.. so it began//

 
I was born of a poisoned body.... the umbilical cord stretched tight around my neck 

... at a certain point my father was given a choice,,,’’ do you want the child or the 

mother..’’ his unswerving logic was “I don’t know the kid and I love her, where is the 

choice”.... we all survived..... 
 
I don’t remember a thing about my young life. Childhood, for reasons unknown, hence 

untold was not bliss.. adolescence was  chaos, full of temper tantrums and runaways, 

once with my turtle, Boxie, my dog Muffin and a red  wagon... three blocks later I was 

busted and brought  to  justice, fed some home fixing,,, beef liver and  potatoes…my 

heart  was placated with  organ blood... the day began backwards,,, 

 
The blood of my eyes asked for mercy.
My father gave me a camera... 
It all started there..
It was at the age of 12..
 
At f irst it was a hobby whatever that meant to a child of leftist parents with 

relationships to art, social realist art to be sure... Pollack and Dekooning were 

surfacing then, and were scorned as  traitors to the human revolution. Pollack  was 

called a  drunk by my mom in a drunken state..  All of the others were dismissed as 

infantile meddlers with no grounded reality ..
 
As such with those inf luences i started out rigid, loosening up as experience super-

seded delusional ideology .. and  jazz with be-bop and Sun Ra as a rhythmic barometer 

became my central core.. I photographed incessantly using the camera to see though the 

layers of subterfuge and try to grasp the human soul..
 
High school in long island was a bust... stealing cars was  my  best subject.... 

unsophisticated mechanisms that they were. hot wiring was an art form and into 

midnight, fueled by rage I peddled forward 
 
... After being thrown out of high school for cursing the biology teacher (one of 

the sweetest guys ever) I was sent to  Stockbridge School, a progressive  school in 

Massachusetts, where I actually excelled....it was there where I met my life... the 

beats were within the culture of the school,,, their experiments with the road, drugs 

and illusionary behavior were, while not part of the school’s curriculum, were in the 

cultural air. there was an answer. a ribbon was tied around my neck and my tongue,,, 

i  had a taste for hunger and hunger was my food....... 
 
After a short shift in Iowa at the wrong college (all would have been wrong) I began 

my trip back east hitchhiking .... I established a relationship with what ever came,, 

what matters was what was at hand and there I was,, in flight, frightened and coura-

geous,, looking for revolution and  release....  it was then that I met Turk... at the 

intersection of life and grande... the junction between a rigid vitriolic Marxism and  

a  surreal magnet,,,,,, L.S.D.-ified, I flew forward on the turntable of a jazzy fate...

 
These pictures, which are once again of our moment, were the result of my wandering 

inside the anti-school.... McDougal Street was the entry to the next world.... the 

pictures are the result of that prospecting .... it was silver all the way...rush on, 

slow down, and reappear.   
 
/ larry fiFink 

Never before seen photographs from Larry Fink’s 
recently published monograph The Beats, Powerhouse 
Books,  2014. 

Gerd Sander, Untitled ( Larry Fink with Julian 
and Manuel Sander ), c. 1977
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Michael Somoroff: 
6 Pictures
Clockwise, from top left: 
The Vegetable Series no. 10, 1978   Trumpet, 1979   Benny Goodman, 1983   
Vanitas Revisited, 2013   Andreas Feininger, New York City, 1980   Mask, 1983.



FEROZ ARTIST BIOGRAPHIES

Marc Erwin Babej
 
(1970, Frankfurt) Lives and works in 
New York City.

Marc Erwin Babej is a photographic artist 
based in New York City. He exclusively 
works in black and white, turning his 
congenital color-blindness into an ad-
vantage. Born in Frankfurt, Germany, in 
1970, he received a B.A. in History from 
Brown University and an M.Sc. from 
Columbia University Graduate School of 
Journalism. Marc began his career as one 
of the youngest reporters in the history 
of Forbes, while also writing for the arts 
sections of Corriere della Serra, Die Zeit, 
and The Guardian. His background in so-
cial sciences, strategy and media pervades 
his work. The films of Orson Welles, Jean 
Renoir and Yasujiro Ozu are important 
artistic influences. Uneasy coexistences 
are a primary theme: his images surface 
inner conflicts and, in so doing, expose 
seemingly contradictory beliefs. Conflict 
is a key means of representation – a 
stance that embraces the viewer with one 
arm, while holding him at a distance with 
the other. Marc’s image-making method 
calls for intensive collaboration with cast 
members. Members of his still-image film 
ensemble, Mercury Theatre, feature in 
a variety of roles across the work. Marc 
also writes a column about luminaries in 
art and documentary photography – in 
German for Der Spiegel and in English 
for American Photo.
    Selected Projects: Mask of Perfection 
(2013), Chemogirls I (2013), Chemogirls II 
(2013-2014), Africanae (2013-2014),
Mischlinge (2014)

Karl-Heinz Hargesheimer 

(Chargesheimer), May 19, 1924 – 
December 31, 1971

Chargesheimer was born Karl Heinz 
Hargesheimer in Cologne on May 19, 
1924. His father, Heinrich Hargesheimer, 
was a customs officer, who later joined 
the NSDAP. His mother came from a 
privileged background. After visiting 
the grammar school in the Cologne 
suburb of Lindenthal, Chargesheimer 
studied applied arts and photography at 
the Kölner Werkschulen from 1942 to 
1944. From the beginning of his career 
he followed multiple interests. Besides 
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photographing Cologne´s ruins in the 
early postwar years, he devoted himself to 
creating metal sculptures and to making 
surrealistic photomontages and experi-
mental works like images created from 
negatives or cameraless on photographic 
paper through light and chemistry. Such 
work reflects his search for a new means 
of expression in the aftermath of the war. 
Chargesheimer settled on his artist´s 
name in 1948. Shortly after he met L. 
Fritz Gruber, director of Photokina´s 
exhibitions in 1949, who invited him 
to show his abstract photographs in 
Cologne´s first Photokina exposition.
   By the mid-1950´s Chargesheimer 
turned his attention to the documentary 
tradition by photographing everyday 
life in Cologne. Pictures from this early 
documentary project were published in 
“Cologne Intime” (1957), the first in a 
series of books that Chargesheimer pro-
duced during his photo journalistic work.  
His high contrast imagery reflects the 
stylistic change that was in the air at that 
time, as exemplified by the “Subjektive 
Fotografie” movement led by Dr. Otto 
Steinert in Saarbrücken. Chargesheimer 
followed an independent path but did 
exhibit in two “Subjektive Fotografie” 
exhibitions in 1951 and 1954.  In the 
1960´s Chargesheimer returned to his 
early interest in abstract design by pro-
ducing “meditation mills” (kinetic, light 
sculptures made of moving Plexiglas and 
steel parts), and by creating large gelatin 
silver paintings.
   His last publication was Köln 5 Uhr 30, 
which includes images showing Cologne 
at 5:30 a.m. during the longest day of the 
year;  Empty streets which appear like 
stage sets in the gray dawn light.  At that 
time Chargesheimer already contem-
plated suicide. He took his life during the 
1971-72 new year´s season.
   Chargesheimer was an indented artist 
who often worked against the grain of 
society. He was an artist in the broadest 
sense, who mastered a variety of media, 
and who in his photographic work 
focused on two main themes of the 20th 
Century – the human condition, and the 
urban environment.

Sean Hemmerle 

(1966, Tempe, USA) Lives and works 
in New York City.

Sean Hemmerle is an award-winning 
New York-based photographer whose 
work ranges from international conflict 
zones to contemporary architecture. After 

serving in the U.S. Army (1984-1988), 
he attended the University of Miami and 
earned an MFA from the School of Visual 
Arts in New York in 1997. He quickly 
established his reputation as a sought-
after architectural and urban landscape 
photographer, and since 9/11 has turned 
his eye toward documenting the effects of 
war in New York, Afghanistan and Iraq.
    His conflict images span a tumultuous 
decade, from the World Trade Center to 
Kabul, Baghdad, Gaza, Juárez, and Beirut. 
Closer to home, Hemmerle has created 
award-winning photographs that reflect 
the pathos and poetry of the American 
Rust Belt. His work has been widely 
exhibited, including the Museum of 
Modern Art in New York, The Museum 
of Contemporary Photography in Chi-
cago, The Pingyao Photography Festival 
in Pingyao, China, and many other solo 
exhibitions. His photographs can also be 
found in public and private art collec-
tions.  Sean Hemmerle is also a recipient 
of a 2013 Graham Foundation grant for 
architectural photography.  
  Selected projects include: Brutal Legacy: 
Paul Rudolph’s Orange County Govern-
ment Center, The Graham Foundation 
(2013); Media Nodes, Columbia Journal-
ism Review (2002-2011); The Remains 
of Detroit, Time Magazine (2008); The 
American Rust Belt, Time Magazine 
(2009); Walls, Photographer’s Com-
panion, China (2006); Iraq: The Secret 
Collaborators, Time Magazine (2003); 
Afghanistan: Postwar Correspondent, 
Metropolis magazine (2002); The Twin 
Towers, Metropolis (December 2001).

Jory Hull 

(1971, New Hampshire, USA) Lives and 
works in New York City. 

Jory Hull was born in New London, New 
Hampshire in 1971. He studied painting 
and photography at the Savannah College 
of Art and Design and the Corcoran Col-
lege in Washington DC. In addition to a 
successful career as a designer and com-
mercial director, he has created a large 
body of photographic works alongside 
forays into painting and mixed media 
collage. Hull often incorporates aspects 
of photography and digital manipulation 
into more traditional artistic methods, 
and often approaches making pictures 
from an abstract and conceptual view-
point, seeking to transform the objective 
image into the subjective picture.
   His photographic projects rage from 
fairly straightforward photojournalistic-

type work to conceptual ideas based in 
the digital end of things. In his practice, 
computer is heavily used to correct, com-
posit and transform imagery. Hull uses all 
kinds of Cameras, from cheap point-and-
shoot ones to medium format cameras, 
such as Plaubel Makina 67, his favorite. 
Selected projects include: Underground 
improvisations (2007-ongoing), My Mind 
is Racing (2013), Twin Infinitives (2012) 
and Flyover State (2010).
   Hull’s work has been recently exhib-
ited at the Kunstmuseum Ahlen and the 
Museum Marta Herford, as part of the 
group exhibition Ruhe-Störung: Streifzüge 
durch die Welten der Collage (November 
2013-January 2014). Solo shows include: 
My Mind is Racing, FEROZ Gallery 
(October-November 2013) and Twin 
Infinitives, FEROZ Gallery (September-
November 2012). Among his recent pub-
lications are My Mind is Racing, Kehrer 
Verlag (2013) and the artist book Flyover 
State (2010). Jory Hull is currently based 
in Brooklyn, New York.

August Sander 

November  17, 1876 – April 20, 1964 

August Sander was born on 17 November 
1876, in Herdorf. He was the son of a car-
penter working in the mining industry. 
Sander first learned about photography 
by assisting a photographer who was 
working for the mining company. With 
financial support from his uncle, he 
bought his first photographic equip-
ment and started to teach himself about 
photography.
   He spent his military service, from 
1897–1899, as a photographer’s assistant 
under Georg Jung. In the following 
years he traveled to Berlin, Magdeburg, 
Halle, Leipzig and Dresden to work in 
photographic studios. In 1901, he started 
working for the Photographische Kun-
stanstalt Greif in Linz, Austria; eventually 
becoming its sole proprietor in 1904. He 
left Linz at the end of 1910 due to his son 
becoming ill with polio. He established a 
new studio in the Lindenthal neighbor-
hood of Cologne.
In the early 1920s, Sander met regularly 
with the “Group of Progressive Artists” 
in Cologne including the very influential 
artists Franz W. Seiwert and Heinrich 
Hoerle. It was during this time that he 
formalized the concept for his major 
project, Menschen des 20. Jahrhun-
derts (People of the 20th Century). In 
November 1927, Sander introduced his 
project in an exhibition at the Kölnische 

Kunstverein, Cologne. This well received 
exhibition led to the publishing of his 
first book Antlitz der Zeit (Face of Our 
Time) in 1929. It was a preview for the 
larger project to be called Menschen des 
20. Jahrhunderts.
   In 1936, three years after the Nazi party 
came to power, the book was seized and 
the printing plates were destroyed.  In 
1934, August’s son Erich, who was a 
member of the left wing Socialist Work-
ers’ Party, was arrested and sentenced to 
10 years in prison, where he died in 1944, 
shortly before the end of his sentence.
Around 1942, Sander left Cologne and 
moved to a little village in the Wester-
wald named Kuchhausen, where he kept 
the most important part of his nega-
tive archive. His studio in Cologne was 
destroyed in 1944 during a bombing raid. 
Sander continued to work on his project 
People of the 20th Century throughout the 
rest of his life. He added to and edited his 
selections for the project making notes 
on the negative plates and in his letters 
to friends.
   In 1950, August Sander exhibited at the 
Photokina in Cologne. This initiative was 
supported by L. Fritz Gruber, who was a 
publicist and supporter of photography, 
as well as an old friend of the family. In 
1953, Sander was visited by Edward Stei-
chen, who selected a number of works to 
be included in his exhibition, The Family 
of Man, at the Museum of Modern Art in 
New York City in 1955.
Sander died in Cologne on April 20th 
1964. His work includes landscape, na-
ture, architecture, and street photography, 
but he is best known for his portraits, as 
exemplified in his project; Menschen des 
20. Jahrhunderts.

Michael Somoroff 

(1957) Lives and works in New York 
City.

Michael Somoroff is an internationally 
acclaimed director, photographer, and 
conceptual artist. He studied art and 
photography at the New School for Social 
Research in New York, before opening 
his own studio in the mid-seventies, 
eventually moving for a time to Europe. 
While in Europe, he became a celebrated 
magazine photographer, contributing to 
such notable publications as Life, Vogue, 
Harper’s Bazaar, Stern, Time, and Der 
Spiegel. He has had great number of solo 
exhibitions in major art institutions in 
Europe, South America and the United 
States.

 Clark and Joan Worswick 

1940, Berkeley, USA (Clark) 
1938, Bryn Mawr, USA (Joan)
Live and work in Upstate New York. 
 

Clark Worswick is an American photog-
rapher, writer, curator, filmmaker and 
collector. After attending University of 
California he enrolled in Visva Bharati 
University, at Santinikitan in West 
Bengal (India). Thereafter, he travelled 
extensively between India and Europe 
taking photographs and collecting Indian 
antiquities. His book The Orchid House: 
Art Smuggling and Appointments in India 
and Afghanistan recount these seldom 
described travels. He began collect-
ing 19th century Asian photographs in 
Calcutta during 1959, and his books 
on Indian, Chinese and Japanese 19th 
century photography were the first works 
to identify scores of non-European artists 
working in the medium. Clark Worswick 
was the First Research Fellow in Film and 
photography at Harvard University. He 
has held curatorial positions at the The 
Arthur Sackler Museum/ The Smithson-
ian Institution, Washington DC and the 
The Peabody Essex Museum in Salem, 
Massachusetts.

   Joanie Worswick is an American 
photographer descended from one of the 
great American bankers and patron of 
the arts. In her house, the entire Metro-
politan Museum of Art collections were 
housed “for the duration” after they were 
evacuated from New York during WWII. 
She was the first American woman 
to study at the Courtauld Institute in 
London. Thereafter, she worked for the 
Peabody Museum at Harvard. Her photo-
graphs have been shown by the Smith-
sonian Traveling Exhibition program in 
over twenty five American museums.
   The Worswicks have been immersed 
in documentary projects for the past 
35 years. Together they have created a 
personal archive of sensitive pictures 
embracing the larger truths of humanity 
while effortlessly hovering between art 
and documentation. In 1968, they spent 
six months photographing in some of the 
most remote areas of Ethiopia. Working 
together with filmmaker Robert Gardner 
for Harvard University, they were the first 
to document the centuries-old traditions 
of the isolated nomadic societies. The 
Worswicks created a unique and intimate 
view into the complex archaic world 
of the Hamar Tribe residing along the 
southern border near Kenya.

The “Heridas” series started in 2002, 
in the wake of an event that was vastly 
covered by the media and got great 
attention in context of human rights 
and among the progressive sectors in 
Argentinian society. The late 90s, just 
before the big social/economic crisis, 
was a period of extreme violence. On 
February 6th 1999, a faction of the 
“death squads” operating in the north 
of Buenos Aires shot a 17 year old boy 
while he surrendered with arms high 
under a table inside one of the houses 
in the town of San Francisco, located in 
the San Fernando neighborhood on the 
outskirts of Buenos Aires. The mur-
dered young man was Victor Manuel 
Vital, but people called him “El Frente 
Vital”. He was known in the area for 
being a so-called “social bandit”: an 
outlaw that despite of his cruelty and il-
legal activities also turned his awareness 
of social justice into action by helping 
the poor. After his death, many of the 
local youngsters started praising him 
and asked for miracles at his grave. He 
became a kind of local hero or myth.
   It was in 2002 when I first went to the 
neighborhood. Frente Vital’s mother, 
who became a human rights activist 
after her son was murdered, invited me. 
I was amazed to find, only 30 kilome-
ters away from the city of Buenos Aires, 
a cultural environment completely 
different from mine. I was 25 back then, 
and had already had a very intense 
experience in Medellin, Colombia, 
where I lived for one month in the 
house of Geovany, a local gangster and 

leader of the “Los Rambos” squad in the 
North-East Commune. At that time, the 
neighborhood was at war and the para 
militaries were to gain full control over 
the territory. This Colombian experi-
ence changed my life forever, it changed 
the way I look at and feel things. It is as 
if I had discovered one of the secrets of 
life, one of these things that are hid-
den and nobody talks about. But in San 
Fernando, in my own country and a just 
few minutes from my house, there was 
also a subculture with its own social 
codes (which has now become the 
dominating culture) and an undeclared 
war taking place. 
   My first visit to the neighborhood was 
very limited, as I was there as a photo-
journalist whose job was to illustrate the 
daily news for one of the most impor-
tant newspapers in Argentina. These 
circumstances didn’t allow me to dig in 
deep enough. As a photographer, I have 
always separated my commissioned 
from my personal work, and Ciudades 
del Este* is the only series that I consider 
to be personal despite of having made 
it on commission. But in this case, I 
felt that the story in San Fernando was 
a topic that required much more time 
and dedication than a press assignment 
could offer. So I decided to spend the 
next 12 years of my life photographing 
in San Fernando and, more important, 
nurturing the relationships I have estab-
lished there. I have also come to realize 
how the media often “constructs” the 
reality in an unrealistic way in order to 
feed political and economical interests. 

I wanted to differentiate myself from 
that.
   I do not agree with the “Frente Vital 
myth” that was created by the mass 
media after his murder. It’s easier to talk 
about the dead than to talk about the 
living people. Carlos, the protagonist of 
“Heridas”, is my alter ego. He was one of 
Frente Vital’s best friends and with him I 
could understand much more about my 
country, my culture, my family and the 
reason for everything. Carlos opened 
the doors to his house without any 
prejudices, and in the last years we saw 
each other very often, both on liberty 
and in jail. We experienced together the 
birth of his daughter while he was under
arrest, as well as the birthday parties, 
the loves and the break-ups, the tortures 
and the happy times. From an artistic 
standpoint, I believe our collabora-
tion and what we have created together 
(based on our friendship), is something 
never seen before in Argentina.  It 
represents the equal coexistence of two 
cultures that were never supposed to 
get together, influenced by the powers 
that nurture social fear and support 
the fragmentation of society. We are 
the post-dictatorship generation, the 
post-crisis generation, the generation-x. 
These photographs are our legacy. 
 
 

* Ciudades del Este: For this series, Alfredo Srur 
spent one month photographing the landscape 
and the communities located on the outskirts of 
the Triple Frontier: a tri-border area along the junc-
tion of Paraguay, Argentina, and Brazil. Alfredo Srur, Juan Manuel, hermano de Carlos, y su hijo, 2002-2010

SNAPSHOT

Alfredo Srur
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