


Meyerowitz “found that his views of photography which had always defi ned it as a still medium 
where nobody moved, were outdated,”12 but Frank was in constant motion, capturing people in 
the fl ow of daily life.  Thus began Joel Meyerowitz’s work as a street photographer, snapping 
scenes of life as they happened with his 35mm camera.  

Though he began working in black and white, by the late 1960’s Meyerowitz was working almost 
exclusively in colour,13 appreciating its greater power for description of life on the street.14  In fact, 
he became one of the fi rst photographers of the early 1970’s to promote colour photography as 
signifi cant photographic artwork.  His photographic career began to take off, with photos capturing 
the motion and emotion of life as lived.  Among his most famous photos is of a New York photo 
shoot on a bridge, with a boy jumping off unnoticed in the background, and an accident scene 
in Paris, with a fallen man lying on the ground as onlookers pass by.  Such scenes suggest a 
certain degree of accidental luck.  However, Meyerowitz is of the opinion that “Chance favours the 
prepared minds”, that the true accident would be if the moment went unrecorded.15  

While Meyerowitz’s photography concentrated on urban landscapes, Jan Faul’s fi rst experiences 
with landscape photography were more traditional.  After photographing the poor in Appalachia, 
Faul received an assignment to photograph in the Tennessee Smokey Mountains.16  Later, 
while working as a photographic journalist on Capital Hill, Jan used his days off to photograph 
landscapes in black and white and hand colour the prints.17  In the 1970’s, a grant on the 
Bicentennial led him to leave political portraiture behind to photograph the industrial landscape 
and working people of the St. Lawrence Seaway.18  

Faul began to fi nd success, winning national awards for his hand coloured landscapes.  However, 
Faul’s study of his homeland was interrupted by what would become a ten-year venture to 
Denmark as he sought radically new challenges in a different cultural climate. The various 
commercial assignments that Faul received were indeed challenging.  However, it was the 
landscapes of Northern Europe that would impact Faul most signifi cantly.  There, Faul studied 
the facets and complexities of light and colour in the landscape.  In these photos remain a sense 
of the past, but, through the use of colour, the past is infused with the immediacy of the present.

Meyerowitz’s exploration of colour is what ultimately led to a dramatic shift to more subdued 
landscapes beyond the city.  In the search for a better quality colour image, Meyerowitz graduated 
to a 1938, 8 by 10 Deardorff fi eld camera.  He decided, “If I’m going to put this camera on a tripod, 
I might as well put a big camera on a tripod and get back all the description.”19  The move to a 
large format camera meant a change of method.  Whereas previously Meyerowitz would be able 
to react instantly with his hand-held camera he had to become more meditative in his approach, 
anticipating action and capturing the scene at the right moment.  He took his family to Cape Cod 
deciding to use the new location to explore a new technique.20  Meyerowitz sought to bring the 
same immediacy of the 35mm to the 8 by 10 camera.21  He ensured that his 8 by 10 was always 
mounted and ready, carrying it by the tripod over his shoulder to parties, on walks, and while 

Fig 4. Accidental photography or an artist at work?
Fig 5. One of Faul’s many depictions of blue-collar America.  
Here is ‘Frenchie’ from the St. Lawrence Seaway.
Fig 6. An example of  Faul’s hand coloured work in 
Copenhagen.
Fig 7. Daily life in Cape Cod as an art form.
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shopping.  The result was his 1978 book “Cape Light”, a study of light and colour in Cape Cod 
that is now considered a classic of colour photography.  His work at Cape Cod now overshadows 
much of his earlier street photography.22  Colour, light, shadow, movement and life are carefully 
composed in each shot, giving relatively common landscapes a quality of other-worldliness.

The photography of Joel Meyerowitz mixes the sublime with the mundane.  There is an 
unmistakable sense of narrative in his work, but that is not the main focus.  Details and gestures 
are captured as beautiful compositions of light and colour.  More than a social commentary, 
Meyerowitz “asks us to consider how we see.  As soon as that intent is established, his scenes 
prickle with unlikely harmonies… Not people within an urbanscape, not architecture with signs of 
life, but the whole populated setting draws his regard.”23  Meyerowitz unintentionally becomes a 
landscape photographer as he documents the places that come alive before his camera.

Faul, on the other hand, appears to be very conscious of the role of landscape in his photography.  
On his return to America in 1989, Faul began to photograph the people and places of America 
with renewed vigor.  Though he was having “a relative amount of fun” in Copenhagen, Faul now 
compares his time there to that of being in a stagnant backwater, creatively.24  Once back in the 
United States he photographed the Potomac; fellow artists; vanishing family farms in Wisconsin; 
Mill towns along the Merrimac; the Nevada (Nuclear) Test Site; the deserts of Arizona, Nevada, 
New Mexico and California; among many other people and places.  Over the years, Faul’s 
equipment became as varied as his subject matter.  Faul’s early landscape photography in 
Tennessee was primarily in black and white with a 35mm, but Faul “quickly realized that landscape 
demands larger format fi lm and either telephoto or wide angle lenses.”25  While in Wisconsin, 
Faul experimented with wide angle and panorama photography, which would dominate his work 
following 1995.26  He has experimented with a full range of brands and models, but the Noblex 
150UX, a panoramic camera allowing for 138° horizontal pans, has been his dominant tool since 
1996.27 Faul has also experimented with a variety of printing techniques, although his more recent 
work is predominately sold as Giclée prints.

Jan Faul is diffi cult to place into a single photographic genre as his subject matter and style have 
varied so dramatically throughout his career.  However, the overall theme of human presence on 
the land is evident through the majority of his landscape photography.  Several of his series deal 
with fading traces of human occupation particularly concerning wartime occupation.  In “Battlefi eld 
Parks:  Fields of Blood, River of Tears”, Faul documents Civil War battlefi elds spanning the area 
from Pennsylvania to New Mexico.   These black and white panoramas show the lasting effects of 
war on the land and history.  Several photos from this series were included in the 2007 National 
Geographic publication, Fields of Honor:  Pivotal Battles of the Civil War by Edwin C. Bearss.  
Faul’s “Ghost of the Atom” series records the vast desolation of, what is now known as The 
Nevada Test Site in the Nevada desert.  Humankind’s ability to completely and callously alter 
the landscape is illustrated through black and white panoramas of sandy craters and abandoned 
shelters.  Faul did not isolate his investigation of war landscapes to America.  His series “The 

Fig 8. Ballston Beach, Truro, 1976 by JM. The action of 
street photography in large format.
Fig 9.  Charlotte Hall, MD from Faul’s series “Potomac East/
West”, one of many following his return to American soil.
Fig 10. Moat, at Fort Jackson, a photo from Faul’s series 
“Battlefi eld Parks’ documenting Civil War battlefi elds.
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Orkneys at War” chronicles the remnants of naval warfare World War I and II in the Northern 
United Kingdom, while the two colour series of “Bomber Command: British WWII Airfi elds” and 
“War and Peace: WWII Military Airfi elds of East Anglia and the Midlands” records the UK’s air 
defense.  These successive series only demonstrate the increasing intensity of the effects of war 
on the land.  The statement is clear, war leaves lasting marks on both the memory and landscape 
of a nation, with bigger and nastier tools only creating greater devastation. 

Interestingly, though the subject matter of Meyerowitz and Faul are typically divergent, 
Meyerowitz’s most recent work seems to pick up where Faul’s war themed series leave off.  After 
the events of 9 11, Meyerowitz conjured his way behind the barricades in order to document the 
clean up effort.  His desire was not to make a statement, but to create an archive.28  He acted 
on the conviction that neither “Time nor Nature has regard for what’s being done on Earth.  And 
they’re slowly erasing the memory.  They’re putting it in the past.”29    The result was an archive 
boasting over 8000 images that chronicle the resurrection of a site, a city and a nation.  There is no 
sensationalism in his photos, but rather a sense of dignity and honour is given to the landscape, 
the dead, and the workers.  By showing these images as large format prints, the scenes envelope 
the viewers.30  The viewers become part of the experience, heightening the visual and emotional 
impact of the photos.  Through enabling people to see the aftermath of 9-11, Meyerowitz seems 
to have adopted a perspective of photography as public service.  Like many of Faul’s works, 
Meyerowitz’s 9-11 series is a fi ght against time in the interests of the future.

The conviction that photography is a tool of record is one that is shared between Meyerowitz 
and Faul.  Faul freely states, “I enjoy trying to save the past—not an easy task when society is 
voraciously devouring it and ruining the chance of anybody really seeing it in the future.  We as a 
people tend to ruin what we like and love and if anything can be saved it will be saved on fi lm.”31  
Though his view appears far from optimistic, it is likely this view that drives his prolifi c career and, 
therefore, is not without benefi ts.  Faul’s work opens landscapes of the past and present up to a 
wider audience that would not be able to see them otherwise and makes us aware of the lasting 
impact humankind has on our world.

Though Faul records humankind’s effect on the land, rarely is there an actual human presence 
in his photographs, giving each scene a haunted quality.  There is an overpowering sense in 
his work that what existed is now a memory.  His lavish use of black and white only intensifi es 
the sense of passing time as it places these modern landscapes in the realm of the past.  Black 
and white photography was originally used in the documentation of the sublime landscapes of 
America.  Now, Faul documents the current American landscape in black and white, suggesting 
that reality will quickly become part of the past as well.  Also conveyed through the use of black 
and white are the textures and shading of these landscapes, the landscape is distilled and made 
more poignant when reduced to shades of grey.  Interestingly, it is in his Europe series that Faul 
begins to colour in a more powerful way, showing the play and use of light in the landscape.  
Faul’s colour landscapes capture are so vibrant that they seem surreal, as if they existed in 

Fig 11. A WWII taxiway at Rougham Royal Air force Base, 
England.  Faul shows how war continually leaves its mark.
Fig 12. A crater in Area 10, the Nevada Test Site 
demonstrates the escalating devastation of war on the 
world.
Fig 13. Meyerowitz captures the cleanup effort at the former 
site of the World Trade Centre.  Would-be rescuers become 
gardeners of the dead.
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the imagination and not on earth.  This use of colour appears to be refl ective of Faul’s sense of 
exploration while he stayed in Europe.  Whether in colour or black and white, Faul’s photographs 
record the splendor and mystery of shifting light and time.

The perspectives of Faul and Meyerowitz are very different in how they view the world and the 
equipment they use, but their methods of photography appear to be quite similar.  Both have a 
very instinctive approach to their photography.  Faul prefers to work in relative peace and quiet, 
thus remaining ‘invisible’ to the eyes of the national press,32 thus explaining the relative diffi culty 
in fi nding publications on Faul and his work.  He considers his anonymity advantageous as it 
prevents crowds of people standing and watching him.  Though it does occasionally happen, it 
does not impede his work drastically.  Faul’s approach to photography is intuitive. His battle is 
not for the proper composition of the shot etc., but, rather, to not over-think the shot; “If I put too 
much of my head into a shot, it won’t work like I know it can.”33  The key for Faul is the act of sight, 
seeing things normally passed over by the casual observer, really looking at the world around 
him.

Similarly, Meyerowitz defi nes photography as the “process of being present.”34 For him, it is not 
the subject matter that is important so much as the act of seeing.35 Meyerowitz’s approach is both 
intuitive and meditative.  As Meyerowitz carries his camera with him almost everywhere, he has 
the opportunity to set up and shoot whenever and wherever inspiration fi nds him.  He explains this 
inspiration as a current of energy he experiences as he enters a space, which tells him to seek 
what got his attention.36  When the picture is fi nally taken it is the one with the most life in it.  Like 
Faul, Meyerowitz tries not to blind himself with thought.  In using his 8 by 10 camera Meyerowitz 
sees the inverted image. With image abstracted slightly in the viewfi nder, the photographer is 
allowed to reinterpret beauty through his lens.  Instead of a gas station, Meyerowitz sees the play 
of light off of metal.  Instead of a sunset, he sees a kaleidoscope of colour stretching across his 
view. What inspires him is a sharpened sense of existence where “life is tumbling into the frame 
and he must make crucial decisions.”37  With his large format camera, every shot must count, 
which means he must set up and wait for the perfect moment. Whether it is a shift in light, the 
wind, or a scent, Meyerowitz recognizes that dynamic and responds with the click of his shutter.  
He patiently and meditatively waits for the right moment under the black cloth of the 8 by 10 and 
then is able to capture the essence of the moment. 

That Jan Faul and Joel Meyerowitz have their own unique ways of seeing the world cannot be 
disputed.  In terms of equipment, Meyerowitz is very specifi c about the camera he uses, a 35mm 
for street and commercial photography and an 8 by 10 for absolutely everything else. Faul works 
with a variety of cameras and fi lms, predominantly using the Giclée printing process to convey 
the large format of his photos.  Faul prefers anonymity, which is refl ected in the more remote 
and unpopulated landscapes he photographs.  In contrast, Meyerowitz fi nds his inspiration in 
the rapid change and congestion of daily life. Though both explore the occupied landscape, 
Faul’s work contains a haunting quality of memory while Meyerowitz’s work holds the immediacy 

Fig 14. Although a conspicuous majority of Faul’s 
landscapes are in black and white, his vibrant colour 
photography is equally compelling.
Fig 15. Here, a modern highway conveys the sense that 
what is, was not always there and will not be there in the 
future.  Black and white photography gives a sense that this 
highway is already a memory and the photo’s title “Snow 
Canyon” suggests an alternate past and future.
Fig 16. Through not using a fi lter, Meyerowitz is able to 
capture various forms of light.  His camera allows him to 
see beauty even in a gas station.
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of the present.  Unlike Faul who largely captures timeless or historical landscapes, the work of 
Meyerowitz is best known for his exploration of the here and now.  

Some similarities do exist within the dichotomies.  The photographers are similar in regard 
to their approach to photography and their quest to momentarily pause the ongoing erasure 
of time. Although they use different equipment with different demands, Faul and Meyerowitz 
both approach landscape photography intuitively, with all of their senses engaged.  Neither 
photographer wishes to over-think the shot.  Both investigate the fl eeting realities of place in their 
work.  However, for Faul, places contain remnants of occupation particularly of the past, while, 
for Meyerowitz, a place is a momentary calumniation of series of events to be captured. Both 
photographers have series dedicated to the traces of war.  But, again, their differing approaches 
are evident as Faul photographs landscapes of wars lost in the past, while Meyerowitz captures 
images of a war that is still raging in the Middle East and the social consciousness of the Western 
World. To simplistically defi ne the ethos of these two artists, Jan Faul photographs what was; Joel 
Meyerowitz photographs what is.  However, their work is far from simplistic as they document the 
dynamic layers of culture and time from their own unique world view.

Fig 17. Since photographing the aftermath of 9-11, 
Meyerowitz is even more aware of the photographer’s 
responsibility to “not look away” and, thereby, allow 
photography to have a greater purpose. 
Fig 18.  Jan Faul continues to photograph the hand of 
humanity on Earth. His most recent work, not yet published, 
documents the landscape of Normandy.  Sites such as 
Normandy and ancient sites such as Avebury remain close 
to his heart.
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