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Editor’s Notes
A big thank you goes out to all of those who 
submitted images for the 2012 portfolio contest. 
We have received an overwhelming number 
of amazing photographs from some of today's 
most talented photographers. We look forward 
to announcing the six finalists who will appear 
in the next issue of Adore Noir. 

We are pleased to bring you another issue 
packed with top notch photography.

So...

Dim the lights, go to your favorite place, sit 
back, relax and enjoy!

Best wishes,

Chris Kovacs

 

Photograph by Emannuel Coupe-Kalomiris
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   DENNIS MECHAM
FEATURED

"Often the images will materialize in my mind. Other times they require 
a gruelling effort to bring to form. Once the path is clear I’ll do what-
ever is necessary to realize it within the limits of my own power"

7



TRANSCENDING LIGHT  Interview with Dennis Mecham

8   8

seeing. From about 12 to 15 years ago I’ve 
mostly been shooting black and white but still 
performing my own printing. I think what I love 
about photography is the blending of the intuitive 
and the technical aspects of the creative process 
which I now experience as a completely inte-
grated whole.

AN: Did you have any formal training in photog-
raphy?

DM: I am a very self-motivated person with a 
high work ethic. The discipline was probably 
enhanced through my musical training in college. 
But basically it has always been fun because of 
my passion for the art form. When the passion is 
there, the work is joyful. I attended only a couple 

AN: Please introduce yourself. Where do you 
live?

DM: Dennis Mecham and I live in Salt Lake 
City, Utah.

AN: When and how did you get into photogra-
phy?

DM: I’ve always been a visual artist. In fact I 
have no memories when I wasn’t always draw-
ing as a child. My interests gradually developed 
towards photography in my teens and early 
twenties. I started out with 35mm color and spent 
many years shooting Kodachrome and printing 
Cibachrome. I moved to large format when I 
realized that 4x5 was the best tool for how I was 

of workshops which I found 
enjoyable but was always 
propelled by my curiosity 
and dedication to develop my 
craft and attempt to capture 
the unseen mysteries of life 
into my prints.

AN: What inspires you?

DM: Anything or anyone 
from which the light of 
transcendence radiates. It’s 
all about spirit, that essence 
which moves us closer to the 
core of life. That which is 
timeless, beyond period or 
style—my photographic life 
is the pursuit of this. Whether 
the concept of the photo will 
be the nude, architecture, 
erotic, etc…that radiance 
is what inspires me. The 
narrative is often quiet, yet 
powerful through it's under-
statement. But that essence 
is always there in my percep-
tion, however illusionary 
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it may be.

AN: What are your influences?

DM: My visual artistic influences are very broad. 
Primarily artists like Leonardo, Michaelangelo, 
Maxfield Parrish, Bougereau, Richard Avedon, 
Helmut Newton, Joyce Tenneson, Herman Leon-
ard and so many others. Mostly the artists that 
have a strong yet quiet narrative to their work. 
Clarity and yet mysterious in content—works that 
ask questions. Yet I also love great design. I think 
this came from enjoying the great painters who 
I believe influence most photographers whether 
we are aware of it or not. I was always impressed 
with artists who naturally integrated a strong yet 
mysterious narrative and yet the level of craft 

DM: For me, there always has to be the 
inspiration. The intuitive experience that 
compels the creative process—that is key.  
Often the images will materialize in my mind. 
Other times they require a gruelling effort to 
bring to form. Once the path is clear I’ll do 
whatever is necessary to realize it within the 
limits of my own power—hopefully pushing 
beyond. My primary camera is 4x5. Working 
completely with film and my darkroom I have 
developed the ability to pre-visualize. So many 
times the images are almost visualized in my 
head before I shoot.  It’s important for me to 
have some clear concept of what I’m going to 
create beforehand. Yet I always leave room for 
the unexpected or unknown to appear and will 
always take advantage of that when it occurs.  

made the emotional experi-
ence much richer. And I’ve 
always loved the Art Deco 
period as long as I can re-
member as it succeeded be-
cause of its universality; it 
transcended style.

But I do hear the argument 
all the time that technically 
beautiful photographs that 
say nothing, are boring. I 
think there is a lot of truth to 
that but I also observe that 
photographs poorly crafted 
say nothing as well. A well 
crafted photograph is far 
more expressive because 
the photographer possesses 
the skill to make expressive 
prints. Both aspects exist in 
all great works of art. I have 
observed this most of my life 
and always strive to have both 
present in my own work.

AN: Tell us about your aes-
thetic process.
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darkroom. My darkroom is a creative sanctu-
ary of exploration and discovery—it’s still very 
magical.  From the testing through toning, it is 
magical.

AN: Tell us about a memorable experience while 
photographing.

Spontaneity is an important factor as well as 
pre-visualization. It’s like camera technique and 
imagination. The left and right foot steps on 
this journey. The result is greater than the sum 
of its parts and without one or the other things 
fall apart. I am able to create black and white 
negatives that allow for more expressive prints to 
be made. And I really love printing in the

8  10
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DM: There are so many, but one that occurred 
often was shooting the Parasol series at Great 
Salt Lake. Some logistical planning is required to
know when the water will have the mirror-like 
surface that adds the mystery and surreal quali-
ties to the photograph. And the beautiful light 
only lasts for about ten minutes at the most. 
There is no time for much exploration. Having 
the image pre-visualized is the only path to get-
ting it done. But the most intense experience 

occurs while shooting. In that short time 
I’ve had the experience of profound peace. 
Integrating the subject into that surreal location 
I get a glimpse of the world greater than 
myself. Many times the models would tell 
me while shooting that they couldn’t believe 
how beautiful it is there in that moment. I give 
them direction to introduce some variation to 
the design, then ten exposures later the light is 
gone. The Great Salt Lake environment can take 

98  11
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Without the inner beauty, I don’t know what I 
would create. For example when I choose to 
work with a model it’s because they have this 
essence about them and a desire to work toward 
creating something expressive and mysterious—
it’s a journey for them as well, and that’s what 
makes it so enjoyable. The compositions are, to 
an extent, designed with the particular model. 
Their personality has an influence on the design, 
so the model plays a definite role in inspiring the 

one to a primordial mental state like no place 
else.

AN: How would you describe beauty?

DM: Beauty is that which links us to the 
transcendent. That experience may be a sense of 
joy, mystery, confusion and enlightenment—it’s 
far more than the form. The beauty of the form 
is only a shadow of the deeper beauty within. 
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composition. I don’t get an idea and then plug 
someone into the image— it’s far more integrat-
ed in my mind.

I have been able to work with so many great 
models, and for that I will always be grateful.

AN: Do you have any current projects on the go?

DM: I want to begin a new series and the ideas 

for that are being developed, but I am waiting 
for that spark of inspiration. I’m very patient 
and secure that it will manifest itself to me. I’m 
always working with ideas for single images 
and they are always enjoyable, but there is 
something about developing a series I find 
most rewarding. The opportunity to focus one’s 
energy in developing an idea as far as it will 
take you— there is a power in limits.
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endless wonder and fascination —great works 
that survive the test of time do so for a reason. 
It’s that connection to the transcendent I had 
mentioned earlier, and in the transcendence there 
is no time, only timelessness. Of course Leon-
ardo did a great many things. But unlike most 
who possess his genius, all these many things 
were created on that same level of mastery. Art-
ists who created a great number of works all on 
that extraordinary level, are very rare. Bach and 
Mozart come to mind but they are very unusual 
compared to many others.  Anyway I think you 
get my point, invest as much of yourself as pos-
sible into each and every photograph. I think the 
best thing younger photographers can do is to 
slow down! Taking up the view camera was the 

AN: What is your final say? 

DM: Be who you are and dedicate your life to 
it, it’s as simple as that.  Simplify, it’s so much 
better to strive to do one thing to the best of your 
ability through dedication than it is to do many 
things at the level of mediocrity. Focus more 
and multi-task less, it’s much better to create ten 
strong photographs in one’s life than to create a 
hundred thousand that are mediocre. Quantity 
is irrelevant, quality is everything. Leonardo is 
such a great example of that.  Many consider 
him to be one of the greatest painters of all time 
and yet we have only thirteen oils in existence. I 
have yet to hear of any criticism of him because 
of that. After five hundred years there is still an 

best thing I ever did. It’s the 
most powerful photographic 
tool I’ve used and it entices 
the photographer to take the 
time to think and see what 
you’re doing. You are in the 
moment, and that thought 
process leads one to make 
more thoughtful photographs 
and the slowness of it puts 
one more in touch with the 
silence of mind in which, I 
feel, it is most creative. The 
photographer learns how 
to make photographs rather 
than take photographs. With 
the view camera a photog-
rapher can work all day and 
end up with ten exposures.
Become a ruthless editor. If 
the image you have created 
does not have the feeling 
you have strived for, then 
discard it.  If the photograph 
is not “there” each time 
you look at the print, it will 
gnaw at you—a thorn in 
your side telling you it just 
doesn’t work to its potential.  
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See more at: dennismecham.comI agreed with what John Sexton said, to strive 
for perfection, but accept excellence. The most 
valuable piece of photographic equipment is the 
trash. Keeping images around that were “close 
but not quite” will just hold you back.  Only 
keep the work that touches you deeply as you 
are building the foundation that future work 
will rest upon. Take risks. As long as your heart 
is engaged with what you’re doing, follow it 
without reservation. All that really matters is 
what’s going on within you on this journey. This 
is really about growing as a human being, the 
photographs are an extra gift. ♥



8  16

DENNIS MECHAM



98  17

DENNIS MECHAM DENNIS MECHAM



8  18

DENNIS MECHAM



DENNIS MECHAM



•Fine Art Pigment
 (Giclée) Printing

•File Prep

•Film Scanning

•Gallery

since 1975 giclée printing since the late 1900s

www.lightroom.com	 	 			888•649-8111

Berkeley, California

Blonde             © Rob Reiter



 EMMANUEL COUPE-KALOMIRIS
FEATURED

"It is not a sin to try to understand the structure of greatness only 
to understand later that there is no structure. There is no obvious 
recipe to follow. It is neither the instruments that are at center 
stage as it is thought to be so often with photography."

  21



SURREAL IMAGERY  Interview with Emmanuel Coupe-Kalomiris

Greece once again.

AN: When and how did you get into photogra-
phy?

ECK: My father who was an avid outdoorsman 
and an amateur photographer was the person 
who initially sparked my interest in photography. 
I was about fourteen years old when he offered 

AN: Please introduce yourself. Where do you 
live?

ECK: My name is Emmanuel Coupe-Kalomiris. 
I was born in Paris but was raised in Athens, 
Greece. After having spent some years in Los 
Angeles for my studies, I went back to Paris 
where I tried to establish myself. This turned out 
not to be what I had dreamt of, and so I reside in

8  22
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me my first camera along with some elementary 
instructions. About two years later, I was ac-
cepted at the Photographical Circle, an art school 
led by the well known Greek photographer and 
writer Platon Rivelis who became a significant 
teacher of mine. He was also a student and close 
friend of Gary Winogrand, the great American 
photographer. This early encounter with Platon 
was a big turning point in my approach to art and 
especially to photography. However it was not 
until many years later that I combined photogra-
phy and landscape, which proved to be a signifi-
cant turning point in my photography. After I 
studied with Platon Rivelis for couple of years in 
Greece, I continued my studies in photography in 

ther is considered  Greece’s national composer, 
and so music is directly linked to how I perceive 
life. By extension this pours into my photo-
graphic works. I also enjoy the work of painters 
a great deal and I draw from that enormously. 
My family, friends and others I meet and talk to 
also play a big part in shaping my work. Above 
all else though, I like to use the time away 
from when I photograph to contemplate on the 
photographs that have been, and those ahead. I 
have found that the linkage between these rather 
quiet thought periods and the time when I en-
gage in photographic activity to be quite subtle. 
It is an abstract relationship yet a very present 
and decisive one in the resulting photographs.

98  23

the U.S. There I had the 
chance to encounter not 
only the school of the great 
landscape photographers 
of the past but also to visit 
and capture some of the 
very same locations they 
had photographed. This 
was a crucial moment in 
my development since it 
helped me shape the direc-
tion I was moving towards 
with my work. Despite my 
educational background I 
consider that a great deal 
of my learning was self-
taught. I continue, to this 
day, to study photography 
and I believe there is still 
much for me to learn.

AN: What inspires you?

ECK: Inspiration works in 
many ways, but for me the 
most obvious is from ob-
serving other artists across 
all arts. I was born into a 
family with a long musical 
history. My great-grandfa-



do you attribute your success?

ECK: I’m not quite sure about this. Awards are 
a funny thing and the whole situation is quite 
mysterious to me. I suppose that I don't try to 
second guess what someone else would like to 
see. With age, I started to care less what someone 
else might think about my work, rather I try to 
listen to myself more. I'm not there yet but it's a 
lot more interesting when you come to the point 
where you clear your vision from all that you 
have seen others do, and you try to find your own 
little world out there. I suppose the more I keep 
doing that in a conscious way, the more clutter 
is cleared from my head and the work I produce 
becomes ever more personal. Good photography 

AN: What are your influences?

ECK: Photographers from all types of genres 
influence my work a great deal, not just land-
scape photographers. If I see something that 
demands my attention and yet it is not related to 
a photograph I would take myself, then I exam-
ine whether there is something there that could 
be translated back into my images. In that sense 
I have being inspired by the works of photogra-
phers such as George Brassai, Edward and Brett 
Weston, Josef Kudelka, Michael Kenna, Andre 
Kertez, Eugene Smith, only to name a few of 
those that often surround my thoughts.

AN: You have won some great awards. To what
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has to do a lot with finding 
your very own unique voice 
and I would think that many 
competition judges, curators, 
etc, understand this and seek 
those qualities in works.

AN: What is one of your 
favourite places you have 
photographed and why?

ECK: I used to believe that lo-
cations do not matter as much 
and that a great photographer 
can find images anywhere. 
Later this idea changed as 
I found out that I was not 
the same in every situation. 
Some locations have a posi-
tive effect on me while others 
completely messed up my 
compass. Despite the fact that 
I enjoy immensely living in a 
Mediterranean country with a 
very open social environment, 
when it comes to photography 
I have come to understand 
that I needed almost the exact 
opposite.
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I needed isolation, quietness and peace, and usu-
ally I would find that in remote locations. The 
quietness allows me to be in a state of mind that I 
simply cannot have when surrounded by people. 
Now, around the world, there are many places of 
course which meet these standards, but I prefer 
northern and colder countries as I'm quite sensi-
tive to heat. On top of that, I like storms, rain, 
wind, snow and ice, since apparently these are

my elements. Some of the places that I really 
enjoyed spending time in are Scotland with its
uncertain weather, and the American Southwest 
with its unique wildernesses. In the future, I 
would very much like to visit Siberia, and at 
some point, of course, the Himalayas. Having 
said all this, with time I have been able to better 
manage photographing in the not so civil civili-
zation of ours which has allowed me to photo-



8  26

ECK: Summer is family time and not a good 
period for me to engage in outdoor photography, 
mostly due to heat. But autumn is always very 
important as it is my favorite season. So, it is my 
intention to travel for a couple of months during 
this period but I have yet to make a final deci-
sion as to where I will go. Among other things, 
there has been this idea in my head about going 
to Siberia later in the winter. I will think of the 
pictures I would like to take and marry them to 
a few places. In the meantime, besides spending 
as much time as I can with my three-year-old 
daughter, I do some tutoring and a lot of printing, 
which for me is a great school of learning and an 
activity that I also enjoy very much.

AN: What is your final say?

ECK: My advice to anybody seriously interested

graph quite successfully, even in cities. It is still 
not my location of preference, but something 
that just four years ago I would not even have 
attempted. 

AN: Why do you prefer black and white?

ECK: When I began photography everything I 
did was black and white and it was love at first 
sight. The universe of black and white photogra-
phy was a wondrous world to my eyes, I remem-
ber seeing my first images of Cartier-Bresson and 
I knew I was home. It has been said that black 
and white is all the essence without the extra gar-
niture of color (or something of the sort). But I'm 
not sure if I would care to explain why I enjoy it 
so much, I just know that I do and that suffices.

AN: Do you have any current projects on the go?

EMMANUEL COUPE-KALOMIRIS
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ery which is found when one sees himself into 
his own works. All that has been learned and 
thought about boils down to finding your own 
voice, which I believe everyone has, and it is 
always moving to see it printed on paper. ♥

See more at: faosgallery.com

in photography is to study greatness. Great 
photographers, painters, musicians, poets etc… 
as they all link in an unspoken, yet clear way. It 
is not a sin to try to understand the structure of 
greatness only to understand later that there is no 
structure. There is no obvious recipe to follow. 
It is neither the instruments that are at center 
stage as it is thought to be so often with photog-
raphy. Talk of equipment always seems to over 
exceed the works themselves, especially today. 
Of course one has to have strong basics and great 
respect for the tools of his craft. There should not 
be any confusion about that. In the end, grow-
ing up in photography is like a child learning to 
walk. First they hold the hands of their father 
and mother, but eventually the time will come to 
walk on their own two feet. There is no shame in 
emulating photographers one admires, but sooner 
or later one has to discover the true joy of imag-
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LAWYERS, GUNS & GRUEL
By Chad M. Kushins

© George Gruel

Warren Zevon’s famed aide-de-camp discusses his new 
book, rock and roll photography, and life on the road with 
music’s original excitable boy.
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August, 1980.  

Warren Zevon is smoking a cigarette 
outside the Roxy Theatre in LA. He’s 
in the middle of playing a seven-night 

stint, the tail-end of a massive tour to promote 
his latest release, Bad Luck Streak in Dancing 
School. The shows are a sell-out, with countless 
celebrity admirers added into the mix. Last night, 
Tom Waits wrestled John Belushi to the floor 
of the men’s room during Warren’s set. No one 
bothered to ask his motive.

At thirty-three years old, this is Warren in his 
prime: The excitable boy, the offender—the 
electric werewolf. At this moment, however, that 
notorious outlaw lycanthrope is nowhere in sight, 
maybe he’s at Trader Vic’s. Instead, a baleful 
twilight hangs over the Sunset Strip, strangely 
quiet as a Sabbath lull, as Warren, in his “off-
stage” incarnation of sweatshirt and bandana, is 
getting his bearings for tonight’s rock and roll 
spectacle. And this limited engagement is being 
recorded for a live album release, no less.

Looking across the street eyeing The Rainbow 
Bar, tonight’s set-list rolls across Warren’s mind 
and he takes another drag off his cigarette. He 
looks up, slightly startled, to see George Gruel—
best friend, tour manager, “aid-de-camp”—with 
camera in-hand, stealing a quick candid shot of 
this calm before the storm. The final image—
high contrast black and white, with the swirl of 
cigarette and sewer grate smoke ghostly dancing 
in the light of the Roxy’s neon is sure to please a 
film noir buff like Warren.

Gruel almost always had his camera on him in 
those days, we’re lucky he did. Today, Gruel, 
now a renowned professional photographer and 
graphic designer, admits that there was always 
a fine line between exploiting the rock star who 
called him “friend”, and capturing the truly 
guarded, human moments that Warren allowed 

during their many years on the road together. 
It was a matter of trust, says Gruel, real trust. 
And it’s easy to see just how deep that friend-
ship and intimacy ran. When the record of the 
Roxy performances was released the following 
year as the critically-acclaimed Stand in the 
Fire, everyone could hear Gruel’s status shouted 
for the ages during one of Warren’s best-loved 
signature songs, “Poor, Poor Pitiful Me”, 
“Where’s George Gruel—my road manager, my 
best friend?  Come on out here, George!  Get up 
here and dance!”

The praise may have been great, but Gruel had 
already been making his bones in the world of 
rock and roll for years. He’d studied photogra-
phy and art in Michigan and after only a single 
visit that left an indelible mark in his mind, 
returned to San Francisco in 1971 to soak up 
the local culture and make connections within 
the city’s thriving art world. Those connections 
were of the highest order from the very begin-
ning, from living with Bob Weir of the Grateful 
Dead in Marin County to contributing concert 
photos of Bob Dylan’s 1974 tour to the pub-
lished anthology, Bob Dylan Approximately. 
Later, working at Fred Walecki’s legendary 
guitar shop, Westwood Music, Gruel was con-
stantly surrounded by crucial members of rock 
and roll royalty. In 1978, Warren Zevon, hot on 
the heels of his smash hit single, “Werewolves 
of London”, wandered into the shop and he 
and Gruel hit it off immediately. It wasn’t long 
before the two men, both passionate artists with 
mutual affections for music, hard living, and the 
intense trappings of the rock and roll lifestyle 
were fast friends, with Warren formally asking 
Gruel to join his traveling tour crew as manager. 
Gruel started his post on the last leg of the 1978 
tour.

Gruel would hold that post until 1983, 
through some of Warren’s most no-
torious and difficult years, days and 

nights of fast fame, followed by an even faster 



  35

LAWYERS, GUNS & GRUEL
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downward spiral of disappointing record sales, 
booze, women, a divorce, and a highly-publi-
cized intervention which would save Zevon’s 
life. As both road manager and confidant, Gruel 
was uniquely privy to it all. 

Now living in Upstate New York with his 
wife, Jan, Gruel recently took a long, 
hard look at his years with Zevon and 

composed his memories, anecdotes, and copious 
unpublished photos from that time into his first 
solo book, Lawyers, Guns, and Photos, newly 
published by Big Gorilla Press. For Zevon fans 
and all lovers of solid rock and roll photogra-
phy, the book is a revelation, with enough trivia, 
imagery, and fly-on-the-wall intimacy to bring 
the excitable boy himself back to life for anyone 
who thumbs its pages.

When I send an email to Gruel for an interview, 
he not only responds with his famed courteous-
ness and humor, but tacks a philosophy to the 
bottom of his letter: 

“Images have always been the fabric of my life. 
I see photos everywhere I look, all day and all 
night. I frame the visual without even trying, it 
just makes seeing more enjoyable. I have frames 
around almost everything I see. I don't ponder 
the framing, it just happens. Life is one large rich 
gallery to me.”

Taking time away from his busy schedule which 
currently includes a major book tour to promote 
Lawyers, Guns, and Photos, Gruel calls me the 
following week and invites me into that most 
personal gallery of his rock and roll memories.

CK: When you were still a student of art and 
photography, was it ever a goal to get into the 
world of photojournalism, especially with an 
emphasis on the world of rock and roll?

GG: No, not at all, actually. I was more into ad-
vertising photography at that time. I was origi-
nally in Detroit and we were taught by working 
professionals who were all in the car business, 
which I still find very interesting. Once I got to 
school, I got really into straightforward photog-
raphy, and I really liked that—you know, show-
ing “life’s rich pageant” [laughs]. But I just kind 
of got into it. I discovered that, even though I’m 
a pretty large man, I could become invisible in a 
room with a camera.

That’s pretty much the best quality that a 
photographer or a journalist can have, isn’t 
it?

Yeah, definitely. I’m not sure how I pulled it 
off, but I generally like people and talking with 
people and figuring out people, so that was the 
appeal. I should really be wearing a shirt that 
says, “I’m a fun guy.”

So after school, how did you eventually find 
your way to Los Angeles and the world of 
rock and roll photography?

Well, I had been living with Bob Weir of the 
Grateful Dead. While living there I met Stephen 
Barncard, who was a producer and engineer 
who did Crosby and Nash and [Grateful Dead] 
albums and stuff, and he had a friend, a woman 
he was recording named Valerie Carter. She did 
a couple of solo albums and was good friends 
with Jackson Browne and Lowell George, and 
she moved to Southern California. A bunch of 
friends were going too, to go out on tour, and 
said, “Do you want to go with us?”  I went, I 
was the only crew person on the trip, and I was 
still taking pictures the entire time. So I made 
contacts through all of this. It was maybe 1977 
and I eventually met Jackson’s road manager at 
the time, and some other people. I was working 
at [Westwood Music] when I started my stint 
with Zevon. He came in one day, we started 
talking, and he finally said, “Would you like 
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a full-time job on my tour?”  I said, “Doing 
what?” and he goes, “Taking care of me, basi-
cally.”  I went and I’ll never forget my first job 
on the road with him. I remember Warren’s wife, 
Crystal, going down the hallway to get vodka 
for him out of the bar. He was in the middle of 
a very serious alcohol problem. But he still had 
this wonderful wit and hmor about him that re-
ally was just wonderful.

Had you worked as road crew before?

I initially went to school for design in Michi-
gan and basically, I went on a sabbatical to San 
Francisco. It was supposed to be a month, but 
I went to my parents and said, “I don’t want 
your money, just your blessing,” and made the 
move. I showed up in a Chevrolet Vega, a ’71 
or something, and I traded that for a gram of 
LCD [laughs]. That turned into a lot of hits and a 
bunch of money and went to Missoula, Montana 
and bought a panel van. Then I was shooting 
pool with Bob Weir’s wife Frankie, who was 
starting her own little country band, and got a job 
hauling equipment. That’s how I got into that.

Was Warren aware that you had been a pho-
tographer first and that you were still carry-
ing your camera, looking to snap photos on 
the road?

Not at all, which was interesting. It was after he 
realized that I was doing it and saw some of the 
photos that I had that he said, “Keep shooting, 
these are really good.”  And he loved having his 
photo taken [laughs]. He was a rock and roller 
and was used to having his photo taken and he 
also trusted me. Warren also knew that if there 
was something weird going on, I wouldn’t be 
shooting that, you know, like paparazzi or some-
thing.

Looking through the photos in your book, 
I could see that they were candid shots, but 
also that there was a very real form of trust 

and intimacy in the photos themselves. That’s 
something that most photographers don’t get 
to achieve.

I had friends who were rock photographers who 
would come over and see my work and I’d see 
theirs, and their stuff really wouldn’t have that 
same intimacy. Warren and I were basically best 
friends who lived together, so that really worked 
nicely.

You lived with Warren for a good amount 
of time while working as his road manager. 
Most people know about his addiction prob-
lems at that time, too. Did that situation ever 
create scenarios where you made a conscious 
decision to leave the camera alone and not 
shoot everything that was going on?

That’s exactly what I mean about trust, that 
“trust factor.”  I got him through a detox right 
there at home, and that was hell, since he didn’t 
want to go into rehab again. So, I had to keep 
living with him so he wouldn’t die. A lot of 
photographers may have gotten into a comfort 
zone about things like that, like war photogra-
phers being objective and slipping away into 
their photography. But I could never do that 
with Warren.

You talk about that type of objectivity, which 
is funny since there are photos in your book 
with Warren posed alongside Rolling Stone 
writer Paul Nelson. Nelson was a great 
writer, but even admitted having a similar 
problem after becoming friends with his own 
subject—even helping organize Warren’s in-
tervention, which is a humane line that a lot 
of writers would be afraid to cross.

It’s interesting that you bring that up. There’s 
a full contact sheet in my book of those photos 
of Paul with Warren, posing with their guns 
and stuff. For the longest time, I couldn’t find 
that sheet. Then there was a recent biography 
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on Paul and I got a call from the author [Kevin 
Avery] asking if I have any rare photos of them 
together. I didn’t have those photos, but I found 
out that Paul’s son actually had them!  I let them 
use a few in the book, but I finally got that con-
tact sheet back recently.

It must have been some major process going 
through all of your old photos and memora-
bilia for the book. What was it like putting it 
together and seeing all the old work?

I’m not really a pack-rat, but I saved tons of 
stuff, tons of photos over the years. I didn’t keep 
anything stored properly, like sealed or any-
thing, but luckily almost everything was in good 
condition. Fortunately, I’ve gotten very good at 
scanning and cleaning things up, so I was able 
to re-touch and preserve many of the photos 
myself. Even the old Polaroids came out well in 
the publishing process. I was very pleased with 
how they held up. But we’re just talking boxes 
and boxes of things, many of which have lasted 
through various moves across the country.

As a photographer, did you have any particu-
lar influences or other artists who, early on, 
you may have admired the most?  I can’t help 
but make a certain comparison, when I see 
your work, to someone like William Claxton, 
who did all the early shots of Chet Baker.

Well Claxton was one, but my earliest influence 
was probably a photographer named Irving Penn. 
And also Duane Michaels and Robert Frank. 
I mean, there’s really a group that I liked. But 
I’ve also always been very influenced by Cara-
vaggio’s paintings, his work with light. I never 
use artificial light in my photography, ever, so 
I’ve always admired how his paintings captured 
natural light especially. I’ve never owned a flash 
and I’ll never use a flash. If you look at Penn’s 
photography, I think you’ll see that same type 
of influence. I love dramatic lighting. Graham 
Nash has also become a very close friend and he 

helped me years ago when I started working 
with digital printers. He is the foremost digital 
printer in the world.

Graham Nash from Crosby, Stills, and Nash?

Yep. He’s actually huge into photography. His 
first digital printer is now in the Smithsonian. 
Most people don’t know that, but it’s a huge 
interest of his. Another very talented lad.

It’s amazing how artists have interest in 
other mediums, and how they can become 
so related to each other. I think that’s also 
reflected in how Caravaggio is an influence 
on your photography.  Do you think you’re 
influenced by other mediums aside from 
painting?  Maybe music itself?

Oh, I have music going as much as I can 
[laughs]. It’s sometimes classical, but it’s usu-
ally loud rock and roll.

It’s a pretty big revelation that you don’t use 
artificial lighting. Do you ever work in digital 
photography, or are you a purist with film?

Both. No, I’m a fan of digital, by far. If Ansel 
Adams was alive today, he’d be using it. There’s 
freedom and the quality is there, plus the op-
tions. And one thing that I love about working 
on digital photography, I can give you examples 
of how well color can sometimes work once 
you’ve desaturated the photos and seen the 
black and white of it. I do high-end printing for 
people now, and I’m amazed with the detail that 
you can bring out in the shadow work. 

Many photographers that I’ve spoken to 
seem to have a love-hate relationship with 
digital, and some swear they’ll never use it. 
But it sounds like you take digital photos but 
use the careful nuances of capturing for film. 
Is it that you’ve adapted the basic fundamen-
tals of film to the newer medium?
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A friend of mine is a teacher, a professor of 
photography and he’s been doing it for 20 years. 
Now he has students coming in having done 
some stuff on Photoshop, but not really under-
standing what they are doing. So, I think that it 
is really the same. If you want to learn the piano, 
you still have to know your scales. You know?  
Know your fundamentals, then go off and play 
jazz. You can’t just bang on the piano and say it’s 
jazz [laughs].

I think that applies to every art form. In the 
last issue of Adore Noir, I did a sit down with 
artists of different ages and their own me-
diums and we kind of agreed on that whole 
philosophy of knowing your medium inside 
and out before getting abstract.

Where you spoke with like three or four people?

That’s the one. I like hearing what different 
artists have to say and, usually, their strongest 
philosophies turn out to be the most universal 
ones.

Well, I had also studied illustration and painting, 
and I still work within that occasionally. I just re-
cently did a really nice pencil sketch for my wife 
of her favorite flower. See, it’s all just images, 
really. Images and light and dark.

When you finished your stint as Warren’s 
road manager and, what called you, his “aide-
de-camp”, did you immediately get back into 
photography full-force?

A friend of mine was one of the road managers 
for Crosby, Stills and Nash and he and I both 
decided that we’d better get out of this busi-
ness or we’ll die or overdose or something. His 
brother was working for ABC Films out in LA 
and music videos were just starting. So we both 
thought, let’s do this, we both know people in the 
business. The last video that we did was Lionel 
Richie’s “Dancing on the Ceiling”, which we 

produced, and which had a half-million dollar 
budget. Later we said, let’s produce commer-
cials, since these projects were all kind of re-
lated, and the company we worked with brought 
us to Albany, and that’s how I made it to New 
York, and I love it here.

When you were going through all the old 
photos and materials for the book, how did it 
feel to see all of it at once?  All the memories 
come back to you while picking what would 
make the final cut?  Was it a long process 
putting the book together?

In the back of the published book, you’ll see 
that there is a recent photo of me and Jackson 
[Browne] as he looks over some of the pages 
still in progress. That picture is from 2010, so 
I’ve been working on it at least that long but 
even before that shot. I had a lot of other work 
going on, but I decided at one point to just 
buckle down and do the work that really needed 
to be done, the photos themselves, making the 
selections, and writing the anecdotal stuff. So 
I’d just sit in my studio going through all these 
old photos nightly, smoke pot, and write down 
stuff as I remembered it. But I tried to write it in 
a conversational style to match the photos. 

What’s the feedback been on the book and 
the promotional touring?

Amazing. Also having so many people in the 
book see the work-in-progress was an expe-
rience. One of my favorite quotes, and I'm 
honored that he wrote it, is from iconic rock 
photographer, Baron Wolman. He wrote, “A 
remarkable collection of photos, of the remark-
able life, of a remarkable man. And, as a bonus, 
George’s spot-on picture memoir is occasion-
ally, as creatively eccentric, as Mr. Z, himself. 
Love it!  Man, you guys had some serious fun 
back in the day. Now, between your book and 
Crystal's book, I feel as if I have a very intimate 
picture of WZ, the man. 'Wish I had known him. 

LAWYERS, GUNS & GRUEL
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Wish I had photographed him,' but you did and 
that's the good news. The book deserves a wide 
read.”

Do you have any advice for aspiring photogra-
phers, especially those who are looking to get 
into the world of rock photography?

Follow your bliss and always stay in the shad-
ows. ♥

All photos © George Gruel.
More information about Lawyers, Guns and 
Photos is available at www.biggorilliabook.
com

Chad M. Kushins is a freelance writer from 
Long Island, New York. He is currently at 
work on a biography of the life and work 
of Warren Zevon. He can be reached at al-
soknownaslions@gmail.com. 

© George Gruel
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        SUSAN BURNSTINE
FEATURED

"Throughout my life I’ve had serious bouts of night-terrors 
which return whenever I suffer a death or serious loss in my 
life. Hence—my fascination with dreams."
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WITHIN SHADOWS  Interview with Susan Burnstine

when my mom gave me one of her vintage cam-
eras to play with. I was instantly hooked after I 
viewed the results from my first roll of film. It 
was magical and I just couldn’t get enough of it. 
I spent most of my childhood and teenage years 
in my darkroom, and working for a top commer-
cial photographer in Chicago, but burned out by 
the time I got to college. I then landed in film-
making and entertainment for years, but left it to 
pursue photography again in my mid-thirties.

AN: Please introduce yourself. Where do you 
live?

SB: I’m a fine art photographer currently living 
in Los Angeles.

AN: When and how did you get into photogra-
phy?

SB: I first began photography at the age of eight 
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stuck. Throughout my life I’ve had serious bouts 
of night-terrors which return whenever I suffer 
a death or serious loss in my life. Hence—my 
fascination with dreams.

AN: Can you tell us how you developed your 
unique style?

SB: When my mother died tragically in my thir-

AN: What is your fascination with dreams?

SB: Due to a traumatic event I've suffered from 
night-terrors since the age of four.  It was hard to 
decipher my dream life from my waking life and 
it became debilitating as a child. My mother de-
veloped a way to deal with it by teaching me to 
draw and paint my dreams so I could work them 
out through art. The process was helpful and it 
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ties, my night-terrors returned with a vengeance. 
I decided the best means to work them out was to 
photograph them as that was my chosen art form. 
I tried every conventional camera out there, but 
no camera created results that looked like my 
unconscious world. At one point in his life, my 
father was an inventor and engineer. And he was 
always building something unusual in our home, 
I lived in an atmosphere that taught me to just

create something if it didn’t exist. After trying 
every camera out there, I told my father I didn’t 
find anything that yielded the results I had hoped 
for, so he suggested I build my own. So I did... 
I began by tearing apart and rebuilding toy 
cameras over and over again until I understood 
how these simplistic devices worked and could 
be built. I then created my own lenses out of 
hobby plastic and rubber. My first test image 
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AN: What are your influences?

SB: My influences are primarily painters. For-
give me for this lame pun, but The Impressionists 
made the first impression. Andrew Wyeth’s Cris-
tina’s World was transformative for me. I had a 
postcard of that image up on my wall ever since I 
was a small child. Once I became a photographer, 
I learned about The Pictorialists, which influenced

was Blue’s Nose—still one of my favourites. After 
seeing the results I was sure I was onto something, 
but didn’t know how to apply it when it came to 
my dreams and nightmares. I kept journaling my 
dreams, then going out and shooting them the 
same day. Within a few months after Blue’s Nose, 
I succeeded in shooting In Passage. The rest is 
history.
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mares and unconscious world.

AN: To what do you attribute your success?

SB: Hard work, passion and my twenty one 
year-old dog Blue. She’s been my beacon over 
the years and was with me during nearly every 
image I shot for Within Shadows, and some of 
the images in Absence of Being that are in Los 
Angeles.

my work greatly.

AN: How would you describe your art?

SB: I’m really not good at describing my own 
work as it’s extremely personal and each image 
is in essence a self-portrait. But I have heard oth-
ers describe it as neo-pictorialism, otherworldly, 
as if it were stepping into my own dreams, night-
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souls and tell your own stories. Imagery means 
nothing without your own vision and the stories 
behind them. And that applies to style. Of course 
it’s important to learn the craft by trying what’s 
come before. We all know there’s nothing new 
in art. What’s new is an artist's personal take, vi-
sion, and how that relates to their style. Therefore, 
blatant plagiarism and ripping off is artistic theft. 
And trying to look like someone else without do-

AN: In the last few years there seems to be a 
wealth of images cropping up that are obviously 
influenced by your style. What is your take on this 
and how does it make you feel?

SB: I have mixed feelings. On one hand it may 
be viewed as flattery. On the other, there’s a thin 
line between homage and plagiarism. As I tell my 
students, you have to reach deep into your own 
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parlay your biggest passions and questions about 
life into your vision, and shoot as much as you 
can. ♥

See more at: susanburnstine.com

ing the hard work and defining your own vision, 
style, and viewpoint on your work is plagiarism 
in my humble opinion.

AN: What advice would you give to a young 
photographer just starting out?

SB: Figure out what specifically makes you
unique as a person and artist, determine how to
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       OLIVIER BORSON
FEATURED

"Photography is an outlet for me, a way to regenerate myself. 
It's an important area of freedom, and allows me to find myself 
and escape from my very standardized daily work."
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COMPELLING PORTRAITS  Interview with Olivier Borson

experience. But as I used to travel extensively, 
I always took a camera and used to do lots of 
Kodachrome, probably stimulated by reading 
National Geographic Magazine. When digital ar-
rived, I realized that I could get back again with 
pleasure, to black and white. I expected that sen-
sors could compete with film and that they were 
affordable before buying my first digital camera.

AN: Did you have any formal training in photog-
raphy?

OB: It’s a personal endeavour. I had no artistic 
training and sometimes I regret it. Although this 
does not seem mandatory, I think that training 
in the arts is one of the best ways to stimulate 
creativity. My background is more scientific and 
lengthy, leaving no space for creativity. At the 
beginning, I taught myself. The techniques first, 
which were the easiest to acquire. Of course, the 

AN: Please introduce yourself. Where do you 
live?

OB: My name is Olivier Borson, I'm 48, I live in 
Reunion Island, which is a small French overseas 
territory close to Mauritius and Madagascar. I’m 
working half time as a photographer, half time 
as an interventional radiologist at the University 
Hospital.

AN: When and how did you get into photogra-
phy?

OB: My interest in photography dates from my 
adolescence with my passion for astrophotog-
raphy. I expanded my field of view and I began 
to photograph my surroundings. I did black and 
white because it was more accessible financially 
and practically. The darkroom was pretty magi-
cal. With university and work I left out this great 
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spaces, which allow me to do editorial and land-
scape photography. Photography is an outlet for 
me, a way to regenerate myself. It's an important 
area of freedom, and allows me to find myself 
and escape from my very standardized daily 
work. I try to capture and show diversity and dig-
nity, souls, and culture of the people. It's prob-
ably helped by my ability to have compassion 
for other people. In landscape photography, I’m 
very influenced by Michael Kenna. What I love 
sharing is the beauty and poetry that can arise all 
around us. I also like to discover or rediscover 
known places as something the viewer cannot 
imagine. And encounters with other artists are 
also a way to open my mind and progress.

problem is the composition of the image itself. 
Subject, light, frame, creativity and the realization
of a body of work. This can be learned, but obvi-
ously there are limits. For my part, I try to watch 
and learn through the work of others, to get a visu-
al culture and gender. Four years ago, I was fortu-
nate to meet a legend of The NGM and Magnum 
photographer, Steve McCurry during a workshop. 
After I met him, these meetings with such a great 
master were incredibly rich and unforgettable. I 
learned a lot with him and his assistants Dallas 
and Sony.

AN: What inspires you?

OB: I’m inspired by travel, cultures, and large  
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country was so fascinating. Their culture is so 
different from ours that you can spend hours 
walking among them without getting tired, and 
I'm amazed by their traditions. But as it's impos-
sible to compete with McCurry “the master of 
colors”, and because of my experience in black 
and white editing in landscapes, I came to work 
in black and white. The results of my work were 
beyond what I'd hoped and so I decided to show 
them.

AN: Tell us about a memorable experience while 
on your latest travels.

OB: Perhaps you've heard about the Rat Temple 
in India? It's an Indian temple called Karni Mata 

AN: What are your influences?

OB: There are so many great and talented pho-
tographers. Of course Steve McCurry, who was 
my teacher for a while. But I also love Salgado, 
Marc Riboud and Moriama Daido. In the other 
field, I'm fascinated by Michael Kenna and 
Brassaî, and appreciate David Burdeny, Nadav 
Kandar and Cedric Delsaux.

AN: What motivated you to expand your portfo-
lio to include portraiture?

OB: I went to India for the first time four years 
ago for a workshop with Steve McCurry. At that 
time, I didn't know India and I didn't realize this 
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who is living, eating and working in the streets. 
Also life in the farmlands, the shepherds, the 
farmers and their families. From Steve I tried to 
learn how to capture and look for a “fleeting, un-
guarded moment”. I try to find interesting details, 
uncommon action, a funny situation that can 
make my photos interesting. I try to show details 
of life and capture a great moment, or action. 
Sometimes people's faces are so incredible that 
you can't be indifferent. They are fascinating, 
and you can literally read the experience of life 
etched on their faces. These are different aspects 
I try to capture in my work.

AN: Do you have any current projects on the go?

OB: I will continue my landscape work about 
Reunion Island, and Paris. Next year I would like 
to go to the Kumba Mela Festival in Allahabad to 
continue documenting the holymen of India.

located in the town of Deshnoke (Rajasthan), and 
devoted to rats according to a local legend. The 
most intriguing aspect is the presence of 20,000 
holy rats that inhabit the place where many pil-
grims visit to pay their respects. The funny thing 
is that you have to enter the temple barefoot. I 
stayed there two or three hours among these ani-
mals while the Indians took photos, avoiding the 
pools of urine with my bare feet, anticipating 
catching leptospirosis after this visit. It was an 
odd experience. It really demonstrates the huge 
gap between occidental culture in which this ani-
mal has had a negative symbolism from antiquity, 
and the Indian culture.

AN: Please tell us about your series “India 2012”

OB: I was in India documenting the deep Ra-
jasthan. I had to photograph everyday life in this 
country, anonymous people, craftsmen, everyone 
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AN: What is your final say?

OB: Despite the increasing amount of photo-
graphs that flood the world there will be always 
a need for high quality works. I hope that the 
media and public will realize the need for a high 
standard quality in photography. This cannot be 
achieved by acquiring cheap work on the web or 
elsewhere. This is key to preserve our wonderful 
cultural heritage, and to hand it down to future 
generations. ♥

See more at: olivierborson.net
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   JÜRGEN LECHNER
FEATURED

"I hope that my sombre scenes have a quiet and meditative 
air that should encourage the spectator to relish a world that 
seems comparable with, yet far removed from, our own."
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CAMERA OBSCURA  Interview with Jürgen Lechner

eleven, and if I remember correctly it was a 
Polaroid camera. I took it everywhere and 
my most popular subject was my grandfather. 
Unfortunately, all of the polaroids got lost.

AN: Did you have any formal training in 
photography?

JL: Yes, I apprenticed as a photographic lab 
technician, and then for photography. I worked 
for different photographers and since 1989 I 
have been freelancing. I quit ninety per cent of 
the commercial work six years ago, but I still do 
some artistic work for customers which consists 

AN: Please introduce yourself. Where do you 
live?

JL: My name is Juergen Lechner. I grew up 
in Nuremberg, Germany and currently live in 
Eckental, close to Franconian Switzerland, 
together with my girlfriend. I am a member of 
the Federal Association of Artists of the Fine 
Arts in Germany.

AN: When and how did you get into 
photography?

JL: I got my first camera at the age of ten or 
mainly of calendars and 
image brochures, using my 
own style.

AN: We are showing 
images from your Cam-
era Obscura series, what 
inspired you to create this 
body of work?

JL: In 2006 I decided to go 
back to the roots of photog-
raphy, to rediscover pinhole 
photography with a Camera 
Obscura which has become 
my preferred means of tak-
ing photographs. I studied 
the works of different 
artists, including painters 
who influenced my current 
work. I love this slow style 
of photography, being one 
with nature, engaging in 
deep introspection. I like 
portraying movement in the 
pictures, like the action of 
water or branches, in con-
trast to non-moving objects.

AN: Where is your favorite 
place to photograph?
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JL: Pretty much anywhere. I often visit places 
several times to find the conditions I need for 
a special photograph. Working with a pinhole 
camera means an immense depth of field, a huge 
image circle and long exposure times, everything 
has to be considered. I like foggy conditions to 
eliminate the often disturbing background but I 
also like architectural scenes or simple objects. 
One can find something special in everything. 
                                                 
AN: What are your influences?

JL: Curiously, I am more influenced by paint-
ers than photographers. My favourite painter is 

competition, please tell us a bit about this.

JL: Yes! This is an important point in my artistic 
career. Five of my Camera Obscura artworks 
have been awarded at the 25th Chelsea Inter-
national Art Competition, NY. Juried by Ms. 
Megan Fontanella, (Assistant Curator) at the 
Solomon R. Guggenheim Museum, New York.

AN: Do you have any current projects on the 
go? 

JL: Yes, several exhibitions, but one project is 
close to my heart. It is called Desastres, taking 

William Turner. The mas-
ters of photography that 
really impress me are Bill 
Brandt, Alfred Stieglitz and 
of course, Ansel Adams.  

AN: How would you de-
scribe your art? 

JL: I want to present the 
spectator with contempo-
rary scenes that highlight 
the often overlooked view-
points of our environment. I 
hope that my sombre scenes 
have a quiet and meditative 
air that should encourage 
the spectator to relish a 
world that seems compa-
rable with, yet far removed 
from, our own. I only shoot 
black and white pinhole 
photographs because I think 
it's more mysterious, more 
insistent, more quiet, and 
suits the method better than 
color photography. 

AN: You have recently 
received some good news 
from an international art 
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the unbridled cruelty of war dominates in all 
respects. This exhibition was a great success. 
Please visit this website where you can see the 
artworks, http://lechnerundherrmann.de.vu/

AN: What is your final say? 

JL: On the spur of the moment I want to take 
an excerpt from Antoine de Saint-Exupéry: 
“Perfection is achieved, not when there is 
nothing more to add, but when there is nothing 
left to take away.”                                               

One thing I want to suggest to young photog-

it’s cue from Goya’s work. I took pictures of 
foggy playgrounds over the last two years for 
a project with a famous graphic artist. It is a 
symbiosis of photography and drawing. My 
Camera Obscura photography of playgrounds 
forms the basis of these disasters. A muted 
horror flows from these grounds persistent in 
their lonely, melancholy poetry. The foggy, 
silent and abandoned playgrounds pierce the 
sky, void of children. This “Lovecraftian horror” 
captivates combined with the grim loneliness 
in the brutal etchings of the disasters of war 
by Goya. Goya’s tragedies occur mostly in an 
unshaped and grey world, yet in the foreground, 

raphers is to work hard and 
take your time with each 
photograph.

If you have the chance 
it's better to visit a place a 
second time, than to have a 
second-rate picture. ♥

See more at: 
juergenlechner.de
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SUSAN de WITT
FEATURED

"Like many artists and photographers, I feel you must go in many 
directions before you clearly see what your voice is. I found myself 
trying just about everything."
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LITH PHOTOGRAPHY  Interview with Susan de Witt

went in and said I'd like to do what Burkett does, 
and they smiled knowingly, and said I needed to 
start at the beginning with a course called Black 
& White One. Undeterred, I signed up for that, 
thinking I'd get those beginning courses out of 
the way quickly and then move on to what I 
wanted to do. But before long I found myself 
in love with black-and-white photographs, and 
my desire to change over to color was gone. 
That happened in the year 2000 and I have 
been exploring the many facets of traditional 
darkroom techniques ever since. 

AN: We are featuring images from your Mirage 
series. Please tell us about this series. What 
inspired you to create it?

SD: Like many artists and photographers, I 
feel you must go in many directions before you 
clearly see what your voice is. I found myself 
trying just about everything—documentary work 

AN: Please introduce yourself. Where do you 
live?

SD: My name is Susan de Witt. I was born and 
raised in Canada, but have lived in the U.S. since 
the 70’s. I am currently living in the enchanted 
city of Portland, Oregon. 

AN: When and how did you get into 
photography?

SD: My first interest in photography came 
out of a chance viewing of the amazing work 
by Christopher Burkett. I fell in love with his 
images that day and said to myself that I simply 
must learn to do that!  Little chance of that, of 
course, but my blind determination took over. 
We had been living in Seattle for just a few 
months and I found out that the Photographic 
Center Northwest gave photography classes. I 



  78

use this process. Beautiful landscapes or delicate 
flowers or antique items are often printed this 
way. So I wanted to stretch that a bit and try 
printing people in a slightly new way. While in 
Seattle, I met some wonderful girls who became 
my models for this series. They would come 
to my house for a shoot with suitcases full of 
vintage clothing, and they would just do their 
thing. I will be forever indebted to them for their 
creativity and willingness to do whatever we 
thought up together.

SUSAN DE WITT

was really interesting to me, but I wasn't good 
at it. I attended wonderful workshops to learn 
how to make 'the perfect print'. I travelled and 
got stronger and more able to approach people 
and I found out that clearly I enjoyed meeting 
people and photographing them. So over time, 
I knew that the human form was about the 
most interesting thing to me. My Mirage series 
evolved after I had gotten into lith printing. 
When I think of subject matter often used in lith 
printing, I tend to think of the way most people 

I shoot in a very loose fash-
ion and am definitely not 
into setting up each shot. I 
tend to go through the day 
quickly and see what I get 
in the end. Viewing my new 
negatives is always an ex-
citing moment for me. The 
Mirage series is intended to 
be seen as little fragments 
in time, often nostalgic, 
feminine, ethereal, some-
time’s theatrical—with a 
dreamlike quality.

AN: What sparked your 
interest in the lith print?

SD: Around 2004 or so I 
had seen only a few lith 
prints, but I was very taken 
with them and the grainy 
qualities they had. I decided 
to take my first lith work-
shop with Tim Rudman, 
and have subsequently 
taken two more workshops 
with him. I consider him 
to be my lith guru. He's a 
wonderful guy, with a very 
generous way of teaching 
his students. Sadly, Tim 
retired this past year and 
my learning curve with him 
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is as far as it can go. However, he has numerous 
books out that would give interested parties all 
the necessary information should they want to 
give it a whirl. Perhaps I could say here that for 
those of your readers who are unfamiliar with 
just what a lith print is—it is a technique wherein 
you heavily overexpose your negative in the en-
larger, and then only partially develop it in a very 
dilute specialized developer. I have found that 
there are so many variables when printing lith 
that I am often surprised at the outcome.

SD: My shoots with the girls in Seattle were 
all pretty special, but one day in particular we 
just had a blast. Without going into detail, there 
was one thing that day that was a mistake, and 
that mistake changed my whole style of shoot-
ing. Many of the images from the Mirage series 
come from that mistake. Mistakes can be a good 
thing.

AN: Do you have any current projects on the 
go?

I cannot achieve a similar 
look or feel by printing 
with traditional black and 
white chemistry.

AN: What are your influ-
ences?

SD: Sarah Moon is one 
of my all-time favorite 
photographers. I never tire 
of looking at her images. 
Lillian Bassman's work is 
amazing. Jack Spencer and 
Graciela Iturbide. There are 
so many talents out there, 
both contemporary and 
beyond. 

AN: Who do you look up 
to?

SD:  I look up to creative 
people everywhere no mat-
ter their medium, doing 
their thing, producing their 
art and showing their points 
of view. 

AN: Tell us about a memo-
rable experience while on a
shoot?
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space. So I'm going to be stepping back in time 
and leaving the darkroom work for the time 
being. My plan is to get more into alternative 
processes now, to take that direction and see 
what comes of it. I'm excited about that.

AN: What is your final say?

SD:  Follow your own path. Do what you love. 

SD: When we moved to Portland a year ago, I 
had to leave behind my incredible darkroom in 
Seattle. My husband had built this large great 
space for me and I would be in there day and 
night, whenever I wanted and for how long I 
wanted. I'd leave everything set up and I was 
very spoiled. While I was happy to find great 
darkroom access here in Portland, I'm realizing 
that it's just not the same as having your own 

 
Be kind. ♥

See more at: 
susandewitt.net
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