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Murray Eskdale, Distinction, Bond Street, 2025, 10x10in.



The Architectures of Photography

By Philip Madill

The Japanese photographer Naoya Hatakeyama (b. 1958) once
described the historical relationship between photography and
the urban landscape as two distinct forms of architecture that are

inherently intertwined. He explained:

A photographer stands in front of architecture: a building. He
erects a tripod on the ground and places his small ‘building’
on it. One architectural element — the object of the
photograph — faces another architectural element that will
swallow its light; they echo each other’s structure. First and
foremost, the photographer’s task must begin with

deliberately listening to this echo.!

There are, therefore, two types of objects that exist in the
photographer’s field of vision in architectural photography, things
that are horizontal and vertical. Hatakeyama defines vertical
objects as street signs, trees, other humans walking upright, and
animals, as well as fences, walls and pillars, houses and buildings.

Horizontal objects, in contrast, are defined as floors and corridors,



grounds and streets, and railroad tracks, as well as sporting fields
and airport runways. He also views the camera and its origins as
an image room, inseparable from the spatiality of the gallery
floors, walls, ceiling, and lighting, as well as the viewer's body and
the scale of a print. As such, the process of photography, from
opening the shutter to displaying the image, relies on an inbuilt
stfructure and geometry that allows the photographer and the

audience to navigate our built environments.2

Murray Eskdale’s exhibition, Structure, explores similar spatial
parallels between the frame of the architectural subject and the
photographic process. Like Hatakeyama, his architectural
photographs emphasise the geometry of the built environment
through the repetition of the grid and the scale of the urban
skyline. The aesthetic choice is evident in a series of small contact
sheets that accompany the larger format photographs.3 In
Distinction, ‘Contact Sheet’ (2025), Eskdale catalogues the
exterior of the former Chief Post Office building through multiple
frames to create a collage of perspectives. The grid is present
both in the layout of the contact sheet and the architecture of

the frame.

Simon Soon argues in his essay "Photography and the Grid" (2015)
that the grid's compositional form functions as a topology of the
subject and a visualisation of a wider system. He states that "The
simulation of order made manifest in the grid requires a leap of
faith in the viewer. It is the tfrick of vision: pictorializing the presence

of subjects as classifiable and understandable. After all, each



image is pictorially distinct, existing in a different fime and space."4
However, the grid also exists in less obvious ways in Eskdale's work,
such as the interior/exterior structure of the buildings and their
linking via a network of urban planning. In ACC Otepoti, Dowling
Street (2025), the grid is repeated in the glasswork, steel frame,
and the reflection on the opposing buildings. The image, in an
accompanying contact sheet, is also reproduced. Eskdale's
photograph forms a psychogeographical map of the city, which
follows his own journey around Dunedin based on different

architectural features.

Structure is a continuation of Eskdale's previous show, Perspective,
which explored similar themes around architectural form and
urban habitation. His images continue to present an unsentimental
depiction of modern life and commonplace objects captured in
granular detail. He purposely sacrifices the use of light and
shadow for accuracy. However, the digital manipulation present
in his previous work is all but absent in the current exhibition.
Eskdale allows the quality of the twin lens reflex camera to be
unhindered in his photographs. The compositions are cropped to
avoid any extraneous detail. The result is a body of work that
functions as an index of the urban landscape, an ever-evolving

record of human expansion and intervention.

Eskdale draws his inspiration from the work of the Hungarian-born
photographer Franz Barta, who emigrated to New Zealand and
established a studio in 1939. Much of Barta's work resides in the

Hocken Library's collections, where Eskdale works as an Imaging



technician in the Digital Capture Unit. Although Barta began his
career as a portrait photographer, he eventually developed an
interest in the urban landscape as a subject. By the 1960s, he was
freelancing for architectural firms and building an extensive
portfolio of the city's landmarks. His archives provide an invaluable
record of Dunedin's architectural heritage from the Edwardian
grandeur of Consultancy House to the mid-century modern of the
Vibrapac buildings.> On the surface, they may appear to be a
mere facsimile of the everyday, but the work represents a fime
capsule of change. Eskdale builds on this archive by creating a

new record of the city's fransformation in the twenty-first century.

Noftes

I Naoya Hatakeyama, “The Photographer and Architecture,” Places Journal,
April 2018. Accessed 17 Sep 2025. https://doi.org/10.22269/180403.

2 |bid.

3 The artist explains, “One thing of note re the contact prints. They are
actually the rolls of negative film, laid on a light box and photographed. So
essentially a digital contact sheet. The order was dictated by how the
medium works (12 shots from the roll).”

4 Simon Soon, "Photography and the Grid," in Ismail Hashim: Essays, Interviews
& Archives, ed. Wong Hoy Cheong, Carman Nge and Jason Tan (Fergana
Art, 2015), 32-33.

5 Max Oftteli, “Lessons from an Emigré Photographer, Franz Barta,” in Scope:
Contemporary Research Topics, no.3 (November 2008), 55-58.



Murray Eskdale, Marsden Point, ‘Contact Sheet’, 2025, 270x202mm.



The “Human-affected Landscape”: New Work by

Murray Eskdale

By Hilary Radner

The pivotal set of photos in this exhibition revolves around
Northland’'s Marsden Point, Aotearoa | New Zealand'’s sole ol
refinery, now permanently closed. This closure provoked
considerable debate, highlighting in particular that the status of
the land, Te Poupouwhenuaq, it occupied (illegally according to
many) had not as yet been reviewed by the Waitangi Treaty
Tribunal. The decommissioning of the refinery generated vigorous
discussion among everyone from employment advocates to neo-
liberal economists, who claimed, counterintuitively, that relying on
imported refined oil would be a financial advantage—to the point
that Nelson Petroleum Distributors (NPD) stated in 2022 that “the

refinery closure could make petroleum cheaper.”

Eskdale documents the site of the defunct refinery and its

warehouses, now operating as “New Zealand’s largest fuels import



terminal”, the future of which remains uncertain. According to
Rob Buchanan, chief executive of Channel Infrastructure, which
now runs the site, “One of the projects we're working on with a
consortium of international investors is indeed repurposing some of

the old refinery assets for biofuels production in New Zealand.”

Eskdale’s series of four photographs asks us to consider the
situation and its implications, with Marsden Point Chimney
arguably dominating the exhibition. The “chimney” itself, a long
red and white slender cylinder, worn and discoloured by the
elements, evokes the widely circulated rumour that “the Marsden
Point Oil Refinery pipes” were “filled with concrete,” as reported

by the New Zealand First Party.

As with all the images presented in Eskdale’s photographs, the
grouping of the four documenting the current Marsden Point
landscape do not comment on the situation and its history, so
much as to ask the viewer to consider the events that have left
their mark on the surrounding countryside and its architecture.
“Structure”, following on from Eskdale’s previous exhibitions in 2022
(RDS Gallery) and 2023 (Olga Gallery), continues the
photographer’s project: documenting the changing silhouettes of
Aotearoa | New Zealand architecture under the twin influences of

technology and economics.

A second set of black and white photographs include two views
of what was once the Dunedin Chief Post Office (built in 1937),

designed by John T. Maire, which now houses the Distinction



Hotel. The first of the two photographs offers the building’s
reflection in a carpark adjacent to the historic building, the
second presents a segmented perspective on the building itself.
These photographs stand in contrast with a series depicting the
highly colored and reflective facades of recent additions to the
cityscape: ACC buildings and the developing Outpatient

buildings for the new hospital complex under construction.

A final grouping of three black and white photographs portrays
the weathered facades of hospital and medical school buildings,
built between 1965 and 1982. Interspersed are yet another series,
a digital version of the contact sheet used before the advent of
digital cameras and editing technologies, when photographers
wished to review shots included on a single roll of film. Each of the
five prints in this series comprises twelve small square photographs
laid out in a grid, amplifying each single image with further shots

along the same theme.

As a whole, these photographs leave the viewer with a sense of
unease. We wonder what these unsettling fragments of a
changing “human-affected landscape” in Eskdale’s words, some
of which date back to 1937, portend ... as the twenty-first century

moves towards its third decade.
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Murray Eskdale, Marsden Point Chimney, 2025, 20x20in.
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Contributors

Murray Eskdale gained a BA Hons in Photography and Digital
Imaging, specializing in Art Photography, from the Reading School
of Art, University of Reading, in 2004. During his studies he found
himself increasingly pursuing architectural and industrial themes,
what he describes as "human-affected landscapes”, a subject
that has become the main focus of his photography over the past
decade.

He re-located to Dunedin in 2007, where he ran Mint Gallery
(2011-17), later known as Eskdale Gallery and Eskdale Gallery
online (2017-2019). He currently owns Mint Printing (2019-present),
mintprinting.co.nz, also located in Dunedin, with recent work on
view at murrayeskdale.com. His photographs have been regularly
exhibited in New Zealand since 2011; he is also sought after as an
accomplished digital printer. Murray currently holds the position of
Imaging Technician, Hocken Collections | Uare Taoka o Hakena,
University of Otago | Otakou Whakaihu Waka, while pursuing his
interest in freelance photography.

Philip Madill is a Dunedin-based artist whose practice explores the
historical relationship between photography and drawing. He
exhibits regularly with Olga Gallery, Dunedin, and his work is highly
regarded and widely collected. In 2013, he completed a Master
of Fine Arts from the Dunedin School of Art, Otago Polytechnic,
awarded with Distinction. In addition to his Bachelor of Fine Arts
(Otago Polytechnic, 2009), he holds a Bachelor of Arts, majoring in
History, University of Otago (2005), as well as a BA Honours,
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majoring in Art History, University of Canterbury (2016). Philip is
currently working towards a Doctor of Philosophy in Art and Design
at the Auckland University of Technology. He brings, then, to his
writing a deep knowledge of art from both practice-based and
scholarly perspectives.

Hilary Radner began her career as a video artist in the late 1970s
and early 1980s, with work shown at MOMA (1981), and the
Biennale of Sydney (1982). In 1988, she completed a PhD at the
University of Texas, Austin and was awarded the position of
Assistant Professor, and later Associate Professor (1995), at the
University of Nofre Dame, Indiana. In 2002, she was appointed
Foundation Professor of Film and Media Studies at the University of
Otago, where she now holds the title of Professor Emeritus. She has
published widely in the areas of visual culture and cinema studies,
notably Raymond Bellour: Cinema and the Moving Image, with
Alistair Fox (Edinburgh UP, 2018). Her most recent publications
include a special issue of the Journal of New Zealand Studies, "Art
and Aotearoa New Zealand: Cultures, Controversies, and
Histories,” co-edited with Edward Hanfling and Mark Stocker
(NS38, September 2024). Since 2021, she has served as director of
RDS Gallery.
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