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Since the first Talent Call in 2006, Foam Magazine has presented more than a hundred promising 
young photographers. We are proud to be able to offer an international platform through which 
they can show their work to the world. This year we are presenting no fewer than twenty-four 
talented young photographers, selected from a total of almost 1,500 submissions. 

By the time of the Talent Call closed at the start of May, 1,472 artists had taken the trouble to 
put together a portfolio and send it to us. This overwhelming number of portfolios came from 
no fewer than seventy-five different countries across each and every continent. We can certainly 
claim, therefore, that in the space of ten years the Talent Call has grown into a worldwide 
phenomenon that offers an annual global update on the work of a new generation of artists, on 
new trends and developments. Looking at, discussing and assessing all these portfolios is 
therefore an equally overwhelming but truly inspiring exercise, for which the editors set aside 
plenty of time. After all, it is rare to be able to see, during a single session, work by artists from, 
say, Moldova, Namibia, New Zealand, Ecuador and Uzbekistan. 

ANDREA GRÜTZNER  

The Erbgericht in eastern Germany has been a 
guesthouse for more than a hundred years. The house 
is a projection screen for generations of memories and 
emotions. Grützner uses photography to create a tension 
between abstraction and the actual existence of place. 
The installed filtered flashlights produce a moment of 
de-familiarization in the house itself, not clearly visible 
to the eye. In the fragmented photographic spaces the 
viewer cannot be sure whether she or he perceives 
objects or glowing shadows. As an imperfect 
representation on trace of a real object, shadows are 
closely related to photography: both show things which 
are or have been there as a distorted version of reality. 
Based on the photographs, the viewer reconstructs the 
place in a different manner; a process similar to the way 
we recall spaces in our memory. The real house echoes 
in the pictures, in which any sense of time and space 
becomes lost. 



This year there were noticeably fewer submissions from artists specifically concerned with their 
own medium who are addressing questions that suggest a degree of uncertainty, by no means 
always unpleasant, about the nature of photography. It is as if there is a new desire to turn the 
medium to face the outside world again, to make work that does not point primarily to itself as 
a necessary but limited variation on art for art’s sake, but that tries to relate in a concrete sense 
to hard reality once more. It is a particularly interesting development. After a period of critical 
reconsideration, in which photography changed course and there were fascinating experiments 
with what photography can be as it liberated itself from sometimes fairly narrow photographic 
traditions, it seems to have turned outwards again. Freedom is fun, after all, but what is being 
done with it? How can a new understanding and use of the medium be deployed to help us relate 
to a reality that is far more complex than the medium itself? A new language is a wonderful 
thing, but what is being said with it? It’s fascinating to see an emerging new generation of 
photographers that, using all the attainments of recent years, is seeking a new photographic way 
of dealing with reality. A generation that wants to make work that is relevant, has a sense of 
urgency and exhibits sincere engagement. All this makes us eager to see the developments that 
await us in years to come.  

It makes the judging process unique and extremely instructive. Based on all this work, is it 
possible to say anything meaningful about something as abstract as “the state of contemporary 
photography?”  The honest answer has to be “no, very little.” The medium of photography is far 
too multifaceted, rich and versatile to be captured in generalities. And much of contemporary 
photography prides itself on avoiding easy characterization. 

So is it possible to detect any contrast with the submissions of previous years? Perhaps.  Along 
with the many good but reasonably traditional ways of photographing, the past three or four years 
have brought us many portfolios that are specifically focused on the investigation and interrogation 
of the ontology of the image: what is photography in an era of unrestrained, technologically 
determined image production? What is the value of photographic images and photographic 
process? How should photography be understood? These are essential questions with which many 
“image makers” are rightly preoccupied. At the point photography seemed to be in a transitional 
phase, trendy or not, of radical reconsideration of the fundamentals of the medium. 


