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Welcome to the first edition of 

ensemble

This is an exciting new development for BA(Hons) Photography at University College Falmouth
and we hope you enjoy this inaugural publication. Every issue seeks to reveal the culture 
surrounding the BA programme, on which we intend to continuously expand the photographic vocabulary and reflect upon 
the implications that digital production has on the medium. This journal provides a space to consider such research. 

University College Falmouth’s staff and students have numerous options to pursue their photographic interests. Some of 
these are evident in the broad range of work presented throughout this first publication.

We would like to thank all of the contributors and the editorial team for their vision. We look forward to seeing your 
contributions in the many issues to come.

TONY CLANCY AND STEVEN TYNAN  
Joint Course Leaders for BA(Hons) Photography
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 editorial

ensemble emerged from a series of conversations between staff and as the result of 
research we have considered since finishing MA Photography at Univeristy College 
Falmouth. Specifically, we are exploring how a department of over 200 students can 
effectively engage their community and stimulate a collective discourse using photography. 

The editorial team consists of students from all three levels of the BA as well as current 
students of the MA programme. This publication provides a platform to share and 
disseminate lectures, exhibitions and research with a broad photographic community. 
The team have collaborated for six weeks of researching content for this edition and hope 
that there will be moments of inspiration and meditation within the following pages.

A question often asked during study is ‘what happens when I finish?’  Through sharing these 
personal journeys, this publication should both enlighten and guide. This journal evolves practice 
and research by providing a much needed platform for graduates and contemporary practitioners.

Finally last autumn we independently established FOTONOW alongside current MA student 
Olly Udy. This social enterprise aims to develop photography throughout the South West by 
supporting emerging photographers to exhibit and publish new work. FOTONOW will continue 
to deliver innovative photographic commissioning and educational projects into the future...
s
Jonathan Blyth and Matthew Pontin
Part-time lecturers on BA(Hons) Photography and directors of FOTONOW CIC

x
www.fotonow.org 

to submit work for consideration in future editions of ensemble . .

ensemble@fotonow.org
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Tony Clancy

In January 2009, Clare Trotter (BA Photography), 
Oliver Knoop (BA Press and Editorial), and myself 
visited Chobi Mela, an international photography 
festival that is held every other year in Dhaka. Our 
aim was to begin making links for exchange visits 
between Falmouth and a post-graduate photography 
college in Bangladesh.

Clare and Oliver, both experienced travellers, seemed 
to have no worries about going to Bangladesh. 
My own knowledge of the country came mainly 
from news reports about wars, cyclones, and other 
disasters. 

The photography festival turned out to be quite an 
experience. It included sixty-three exhibitions from 
all round the globe shown throughout the city. These 
venues included galleries and embassies as well 
as open courtyards hidden in the narrow streets 
of Old Dhaka with work mounted onto rickshaws 
that were cycled through the streets. The festival 
had an energy and openness that I myself have not 
seen at any other photography event. The opening 
ceremony took place outside Bangladesh’s national 
gallery. It included a brass band and a parade 
joined by hundreds of people and watched by 
many hundreds more, closing a major street off to 
traffic. This signalled that Chobi Mela would not be 
a dryly earnest event with intellectual sermonising, 
but a celebration of image making that sought to 
communicate with as many people as possible. 

The exhibitions themselves came from a wide 
range of countries, which included, but went well 
beyond, the mainly European / American work that 
most of us in the UK are familiar with seeing. My 
highlights included: Mexico’s Carlos Cazalis’  Meta 
Sao Paulo which explored the festival’s theme of 
freedom; Nigerian photographer Andrew Esiebo’s 
show  Living Queer Africans, which documented 
the lives of gay Africans in Paris; and Bangladeshi 
Munem Wasif’s work, Blood Splinter and Jute. This 
work told the story of the devastating decline of 
the jute industry and the impact it had on the lives 
of many local people. Much, though not all, of the 
work was documentary and always was selected on 
the principle that work about a particular country 
or community should be made by those who came 
from there and not by visiting photographers sent 
from other parts of the world. The stories of these 
places should, in the ethos of Chobi Mela, be told by 
its own people and not by visitors looking in from the 
outside, however well meaning. 

Every night there were several talks by 
photographers and global organisations. A talk by 
Demotix Picture Agency discussed the issue of citizen 
journalism and its impact on world international 
journalism. There was a talk by a Chinese 
photographer, Li Lang, whose images from Tibet 
inevitably caused a lively debate afterwards. Politics 

Bangladesh Research Trip
aside, the images themselves were truly remarkable 
for their beauty and depth of feeling. Closer to 
home, David Campbell and Peter Fryer showed a 
multimedia piece made up of mostly still images 
that documented the long standing community of 
Yemenis living in Tyneside. This work was shown 
around the north east of England in doctor’s 
surgeries and community centres. 

The festival was at times overwhelming in its 
richness. A month could be spent taking in all the 
exhibitions and discussions that were going on - we 
had to fit what we could into a week. Part of the joy 
of the event was meeting photographers from such 
a wide range of places: Cambodia, Lebanon, China, 
India, Philippines and more. I came away feeling that 
the festival tapped into an energy and enthusiasm for 
photography that is often found lacking in the West. 
The photography here did not primarily concern 
itself with digging away endlessly at the same old 
question of how does photography represent the 
world. Instead, it engaged with great gusto with the 
world itself, looking at how it treats it people and the 
environment and telling stories that urgently need to 
be told. 

It was sobering to see on the BBC a month after 
we left that there had been a military uprising in 
Dhaka. The square next to our hotel was filmed with 
guns and a big army presence. Stories came out of 
evacuations and atrocities amongst the military. Our 
friends there were shocked by what had happened. 
The situation soon calmed down, life returned to 
normal and, with optimism and resilience, of the 
people there again coped. 

We really hope an exchange project becomes a 
reality. Going there gives a very different perspective 
on both photography and life, and the relationship 
between the two. Anyone with the opportunity to 

visit should take that chance and forget the negative 
news stories - just pack a rucksack full of anti-
mosquito spray and go.

Any students who are interested in working on 
building the link with photographers in Dhaka or 
want to become involved with Majority World, an 
organisation in the UK who are working closely 
with our partners in Dhaka to promote the work of 
photographers from Asia, Africa, and Latin America.

tony.clancy@falmouth.ac.uk
 

Clare Trotter

We were hoping to set up an exchange link 
between the photography school in Bangladesh, 
Pathshala, and the University College Falmouth 
photography department. We were invited to 
attend the International Photography Festival in 
Dhaka called Chobi Mela, which happens every 
two years. We spent a week in the city attending 
seminars, workshops, exhibition openings, and 
evening talks by photographers. We also learnt about 
various photography organisations, such as Drink 
and Majority World, who work to promote world 
photographers. 

It was a fantastic opportunity to meet photographers 
from all over the world and to learn about 
photography projects happening worldwide. We are 
hoping to strengthen the link between Pathshala, the 
photography school, and University College Falmouth 
with possible exchanges happening in the near 
future.

g
For more information visit:

www.drik.net
www.chobimela.org

www.majorityworld.com

ensemble
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Sat outside, on what feels like the first day of Spring, 
I am reminiscing back to when I was driven to, and 
subsequently dropped off at, Liverpool University to 
embark upon studying architecture. This experience 
initially offered me an abundance of contradictory 
emotions: shock and wonder, confusion and focus. 
The one lasting memory of this time was with most 
of the people that I came into contact were in the 
same state of flux - all a little lost and in need of a 
community. 

My ambition to become an architect waned over 
the ensuing months of lectures, seminars and 
hours indoors working at a desk. I found myself 
increasingly disappearing to photograph buildings, 
arranging visits to fabulous structures such as the 
Indian Buildings, and writing more creatively than 
using AutoCad required at that time. Essentially, 
the first few weeks at university had failed to offer 
me a link between the institute and the community 
in which it was situated. I eventually said a 
friendly goodbye to Liverpool and began the BA 
Photojournalism course at Swansea Metropolitan 
University, followed a few years later by the MA 
Photography programme here in Falmouth.

When Jonathan Blyth and I were asked by Steven 
Tynan to think about writing a project to run with 
level one photography students I was unconsciously 
responding to some of these thoughts. Looking 
to connect people, places, and establish roots for 
relationships to grow. At that time Blyth’s research, 
as I saw it, was pinned upon how images function 
when returned to the places they were made. I 
recollect seeing a series of Blyth’s work, about 
the coast, attached to and subsequently slowly 
disintegrating on a sea wall over several days. 

The Audience in the Community project eventually 
emerged as a means to support two things: enabling 
students arriving in a new town the opportunity 
to explore their local surroundings, and returning 
the resulting images back into these communities. 
As Blyth iterates in the introduction to the final 
publication, ‘geographical space is used by different 
and sometimes multiple communities [...] occasionally 
we recognise that we understand and share very little 
contact with the people who we pass by regularly and 
learn little about one another’s experience of the same 
space and community.’

Last autumn saw Jon Blyth and I deliver this project 
over five weeks working alongside photographic 
artists and part-time lecturers, Tim Mills and 
Michelle Sank. Groups undertook significant 
research into the social histories of Falmouth, 
Penryn, and Flushing sharing some facinating stories 
and images. The project saw eight venues host final 
exhibitions: JAM Records, Peapods Café, The Front, 
Watersports Centre, Gyllyvase Beach Café, Seven 
Stars Pub in Flushing, Pier Café, and Greenbank 
Hotel. By returning the final images to a public 
context a local audience was able to collectively 
share in the experience of photography and 
contribute to a wider concept of their community. 

Folowing the temporary exhibitions, University 
College Falmouth went on to support FOTONOW in 
publishing a small book from the project which was 
successfully launched at JAM Records in February of 
this year (and is currently on sale there). Essentially, 
the ambition is to sustain this project into the future, 
building an archive of the images created, and 
finding innovative ways to engage new audiences 
with photographic work that is continually being 
created  within the department.

MATTHEW PONTIN is a photographic artist based in Cornwall 
since graduating from MA Photography in 2005. He is currently  
a part-time lecturer at University College Falmouth and co-
founder of FOTONOW.

matt@fotonow.org

Audience in the 
Community
 Matthew Pontin

Lizard 
Project
‘For these other shapes and species have coevolved, 
like ourselves, with the rest of the shifting earth; their 
rhythms and forms are composed of layers upon layers 
of earlier rhythms, and in engaging them our senses 
are led into an inexhaustible depth that echoes that of 
our own flesh. The patterns on the stream’s surface as 
it ripples over the rocks, or on the bark of an elm tree, 
or in a cluster of weeds, are all composed of repetitive 
figures that never exactly repeat themselves even while 
the gradual drift and metamorphosis of those shapes 
draws our awareness in unexpected and unpredictable 
directions.’1

This project is a speculative and personal 
photographic exploration questioning our response 
to the natural environment through effects of 
climate; the processes of growth, death and 
regeneration of plants and animals; and how these 
natural processes can alter our mood and emotional 
attitude. 

The Lizard Peninsula is the location where I propose 
to carry out this research. The most southerly tip of 
the UK, the Lizard is unique in its complex geological 
structure, oceanic climate with clean Atlantic air, 
and clear and even daylight. The combination of 
these and other elements produces a remarkable 
environment, which supports a very exceptional and 
distinct natural resource including a wide range of 
local and rare botanical species. 

Deborah Baker

Given all these factors - the extraordinary geology, 
the climate, the unusual plants and animals; I would 
like to explore through photography the affect this 
has on our perception of this particular environment. 

I want to express the sensation and emotion we feel 
within the landscape, and how we are effected by 
seasonal change and weather conditions I want to 
explore how we fundamentally relate to place and 
how these sensations are intrinsic to our essential 
nature. 

During Autumn 2009, FOTONOW will be working 
alongside various environmental agencies on the 
Lizard Peninsula to develop a series of photographic 
commissions. supported by University College 
Falmouth. The project will extend beyond simple 
exploration of the concept of landscape. It will 

Tabula Rasa
The work I have been creating focuses on a 
particular family within my own extended family. 
My emotional proximity to my subjects has allowed 
me to document them closely. The work I am making 
attempts to analyse the life of a single mother, taking 
into account all the facets which make up her daily 
life. Although many people have featured in the 
photographs, such as the child, the new 
boyfriend, even myself at times, the focus has always 
remained and the mother.

My fascination with my cousin (the single mother), 
stemmed from my interest in her situation, paired 
with my knowledge of her dynamic character. The 
work I have created deals with the struggles of being 
a single parent; however, my subject’s strength is 
apparent, which balances the message.

Natalie Myra Hore

image © Natalie Horeimage © Katie Hawken

image © Deborah Baker

images © James Porter 

question views on the interpretation of landscape, 
yield further recognition of an intrinsic connection 
to the environment; and connect organisations, 
businesses and communities that exist within the 
Lizard.

The artists commissioned will predominantly work 
with still images and the final series emerging will 
be exhibited at sites across the Lizard. The final 
project will aim to provide a comprehensive and 
unique vision at a specific time of environmental and 
technological change through the eyes of a diverse 
group of visual artists working within a unique 
community and environment. The exhibitions will 
be accompanied by a series of workshops with local 
schools, and the event will culminate in the launch 
of a publication disseminating the visual research 
undertaken. 

1. Abram, David. 1997. The Spell of the Sensuous. New York: 
Vintage Books.  

deborah.baker@falmouth.ac.uk

Origins

Overview of the Project

nat_t_y@btinternet.com
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Following the series of lectures about the 
photography archives in Birmingham given to 
University College Falmouth MA Photography 
students over the last few years, Birmingham 
Library has been very active in the last few months 
acquiring new work and planning exhibitions for 
2009.

In February, the Library was awarded £11,750 
by The Art Fund, the UK’s leading independent 
art charity, to purchase prints by two of the 
leading British documentary photographers of the 
1970s, who were inspired by amateur Victorian 
photographer Sir Benjamin Stone.  The acquisition 
includes a total of twenty-four photographs by 
Daniel Meadows, a recent lecturer at Falmouth, and 
Homer Sykes, who documented the lives, customs, 
and festivals of British people some eighty years 
after Stone toured the country recording similar 
subjects.

Images from Sykes’s book Once a Year – Some 
Traditional British Customs and prints from 
Meadows’s Free Photographic Omnibus project will 
form the basis of a new collection demonstrating 
Stone’s influence on subsequent generations 
of British photographers.   The Library already 
holds a portfolio of prints by another 1970s 
photographer, Tony Ray-Jones, who attempted to 
document the English way of life before it became 
‘too Americanised.’  All three artists were featured 
in the legacy section of the Library’s 2008 outdoor 
exhibition Knight of the Camera: the Photographs of 
Sir Benjamin Stone.  

The Library has acquired the Michael Hallett and 
Stefan Lorant also with support from the V&A 
Purchase Grant and the Friends of the National 

Birmingham Central Library

Libraries. This archive represents the most 
significant collection of ephemera and publications 
relating to Stefan Lorant, editor of the famous 
magazine Picture Post, outside of the United States.

Within this archive there are two sub-areas: the 
first relating to Stefan Lorant, acknowledged as 
the godfather of photojournalism, and the second 
relating to photojournalists active between the 
late-1920s and now.  The Lorant Archive includes 
material relating to him, as well as copies of books 
that Stefan Lorant wrote and the magazines that 
he edited.   It includes rare items such as the only 
known complete dummy of the magazine Lilliput 
and bound copies of the first 2 volumes of Weekly 
Illustrated 1934-1935. Lorant edited the first 
22 issues in vol 1., and produced 3 volumes of 
photocopies of predominantly original documents 
by Stefan Lorant ca.1996 (Volume 1: Chronology, 
Awards, Films, Articles, Books, Reviews.; Volume 2: 
Articles on Stefan Lorant; Volume 3: Articles written 
by Stefan Lorant).  

The Michael Hallett Archive material, relating to 
photojournalists active between the late-1920s 
and now, includes interviews with influential 
documentary photographers who were part of an 
alternative agenda that was occurring independently 
and was enriched by Lorant’s patronage. This 
included those who were working in the medium 
from the late-1920s to others who continue to 
practice today. Some of these are survivors from 
Lorant’s editorial era, who not only provide a source 
of history in their own right, validate, or otherwise, 
Lorant’s recollections. This group includes: Lucien 
Aigner, Cornell Capa, Alfred Eisenstaedt, Tim 
Gidal, Carl Mydans, Hanns Hubmann and Gordon 
Parks, many of whom are now dead. The other 

photographers interviewed - a generation apart 
from Lorant - include: Eddie Adams, Eve Arnold, 
John Chillingworth, Elliott Erwitt, David Hockney, 
David Hurn, Mary Ellen Mark, Steve Pyke, George 
Rodger, Willy Ronis, Sebastião Salgado, Humphrey 
Spender and Tom Stoddart. A third category 
encompasses those unknowingly influenced by 
Lorant but where nevertheless a connection can be 
shown, like Martin Parr and Roger Mayne. Along 
with these interviews there are extensive notes as 
well as the radio quality recordings on which the 
articles were based. 

The Library is in the process of acquiring work from 
Simon Roberts’ forthcoming book and exhibition 
We English, and a series of prints by the Chinese 
photographer Zhang Xiao, shown in the recent 
Format Photography Festival in Derby documenting 
New Year Customs, Shangxi Province, China.

This year’s outdoor photo exhibition, called Made 
in Birmingham (20th June – 30th August 2008) will 
present an extraordinary album documenting the 
1886 Birmingham Exhibition of Local Products and 
Industries made by the photographer John Collier.  
The exhibition will seek to re-create displays from 
the original exhibition life-size.  This is just one of 
a number of exhibitions being staged to celebrate 
the bi-centenary of the death of the pioneer 
industrialist, natural philosopher, manufacturer, 
and entrepreneur, Mathew Boulton, whose ‘factory 
method’ turned Birmingham into the ‘Workshop of 
the World.’

PETE JAMES is Head of Photographs at Birmingham Central 
Library. 

pete.james@birmingham.gov.uk

A Slice of an Era
on the DAVID CLARKE show ‘Punk at the Poly’

My initial response on entering the exhibition was that I was about to view one man’s private experiences of 
a much publicised world. David Clarke invites viewers to travel back to share in the off-cuts of his past, and 
he does so with sincerity. The collection of images, curated in Clarke’s words by ‘pure dumb luck,’ is a mix and 
match of never before seen photographs, backstage shots, and publicity images that ended up on the cutting 
room floor, or as it seems in this case, an old shoe box.

Clarke has managed to capture the raw energy of the punk influence at the time with what seems very little 
effort. The natural buzz behind the images is visually clear and enables the viewer to imagine the crowds, the 
music and, in some cases, the smell, with ease. The overall aesthetic resembles an aide-de-memoire rather 
than commissioned photography - almost like a nostalgic family album. I felt very much like I had put on rose- 

tinted glasses and was observing the intimacy between Clarke and his subjects, rather than experiencing an objective view. Clarke himself described how 
looking back it seemed like ‘one long party’ and, although he may be ashamed to admit it, whenever he hears David Essex’s Hold Me Close it takes him 
‘straight back to Shepperton, laughing myself sick with the rest of the crew.’

Taking all of this into account, I was surprised to discover that Clarke said he felt no attachment to any of his images and discards most of them. Personal 
photographs he mainly keeps for the memory, not for the photo itself. Clarke explains, ‘There is something so touching to think that the sunlight that 
fell on them while they were alive bounced off and was trapped in the transmission and is still as bright as ever, that’s special. I horde memories more than 
pictures.’

The earlier photographs of the era show its original, almost haphazard beginnings before it turned ‘mainstream.’ Many people say that punk as a ‘street 
raw entity,’ if it even existed, only lasted weeks before turning commercial. It is Clarke’s studio images from later on in the era that reveal the more 
methodological approach to rebellion. From Clarke’s comments beneath the pictures, such as ‘Punk as mainstream TV: The Young Ones,’ it is explained 
how the anarchic and edgy alternative comedians of the series were actually ‘totally professional[...]I was a bit disappointed.’ This series of behind the 
scenes for the BBC shows just how much thought and hard work went into creating the illusion of improvisation and the revolutionary persona of the 
punk. The photograph of Ade Edmondson as Vyvyan that was originally to be chosen had to be censored and a less controversial version was published, 
showing how even the punk wild streak was monitored and that people in the public eye could rebel but within boundaries.

Unexpectedly, Clarke told me that he had never had his own exhibition before and that it all seemed a bit too vain for him. However, the temptation of 
discovering people’s reactions to his work was all too much for me. There aren’t enough words to surmise and do justice to the experience of those 
times. This assortment of unique imagery forced together as an ‘excuse to talk about that time’ just left me wishing I had been born 30 years earlier.

Pete James

image © David Clarke

image © Homer Skyes, The Burry Man, 1971

Verity Webber
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Photo Journals
at JAM Records
Catherine Frowd

 

The value of the photographic journal 
has in recent years superceded the 
value of a photography book in the 
eyes of the contemporary photographic 
practitioner. An overwhelming variety 
of images and knowledge from different 
image-makers infiltrate the pages. 

With all this said, where can one obtain 
such a tool of influence and ideas locally? 
Look no further than JAM, found on the 
upper high street of Falmouth, where owner 
Mandy Kemp provides the perfect setting, 
not only with coffee, books and records, but 
also a collection of photographic journals. 

‘A few publications and journals of varying 
sorts of frequencies are stocked in this 
haven of music and solace. Source probably 
sells the best I would say’ Mandy goes 
on to discuss that the stocking of these 
journals is influenced not only by her 
own taste but from the recommendations 
of others. Ag is a new addition to her 
collection on offer to the customers of 
JAM. It is only the second issue they have 
stocked due to the lack of requests. However, 
it is a ‘bit on the pricey side, but is there a 
limit to what people will pay for journals?’ 
This brings up the value and worth of such 
a publication. We also discussed what else is 
in stock in this menagerie of creativity and 
information. Foam, Portfolio, are popular 

choices, as well as listings magazine PLUK, 
and Eight, a journal for photojournalism.
Sourced mainly through just one magazine 
distributor, Mandy finds ‘generally 
photography journals go pretty well.’ The 
photography books on the other hand 
are from two main suppliers in the USA. 
However, due to the current financial 
climate prices have risen; but Mandy is 
definite that this will not affect her supplies. 
When asked about sales being influenced by 
the recession, she states it ‘has not caused a 
decrease in sales of the journals at all.’  This 
doesn’t surprise me, the need for creative 
influence is high on my list of priorities.  

Mandy reveals how photography has 
been a part of JAM for about three years, 
which started off as a general interest 
in photography herself years previously. 
After a discussion with Matthew Pontin 
(photographer and ensemble editor) the 
idea of stocking photography journals came 
up, ‘I have always had music magazines 
in the shop but I had not gone down the 
more creative areas of journals.’ JAM 
being a ‘Mojo recommended retailer’ also 
stocks now a large collection of varying 
creative sources from illustration to design.

 ‘People do pay surprising amounts of money 
for a journal, however they don’t seem to want 
to spend that much on a book sometimes.’ 

Thaw
Tim Mills

Recent metrological and climatic changes 
have triggered the beginning of a rather 
schizophrenic seasonal transition and the 
gradual emergence of spring in Quebec, 
Canada.

After a consistent and brutally cold winter 
where temperatures rarely climbed above 
freezing but regularly reached -20 centigrade, 
the period of human hibernation is coming to 
an end as the thawing process begins to melt 
the snow and ice that has consumed the city, 
the sidewalks, and its inhabitants.

As a consequence of the thaw advance, 
inanimate objects, litter, places, and spaces 
that symbolise human habitation emerge 
through a form of natural archeology, where 
preserved artifacts are revealed for the 
first time in twelve weeks. In essence, this 
process also acts as a metaphor for the re-
introduction of humans to the environment.

TIM MILLS is currently based in Montreal, he 
graduated from BA Photography at University College 
Falmouth in 2007. Since then, he has worked as 
assistant to the Special Projects Manager at Magnum 
Photos in New York and assistant to the Creative 
Director at the CONTACT Photography Festival in 
Toronto.  

timothy.mills@falmouth.ac.uk
www.timothymills.wordpress.com

Untitled
Beth Wynton
Currently a Level one BA Photography 
student, Wynton is experimenting 
with her chosen medium enjoying a 
mixture of street, interior, and portrait 
photography.  This Untitled image was 
made using a Holga 120 camera, ‘I 
like the unexpected results that occur. 
I took the photo in daylight and was 
not planning on it looking so theatrical. 
Because it appears to be taken at night, 
it reminds me of stormy nights I have 
witnessed by the sea. Although it is 
perhaps not clear, I used a mannequin in 
the hope that it would become a visual 
criticism of fashion and beauty adverts. 
Models in this kind of advertising are 
often so airbrushed, and plastic looking 
like the photographer might as well have 
used a mannequin.’

image © Tim Mills

images © Catherine Frowd image © Beth Wynton

Mandy puts this down to the long shelf life of a journal unlike those of 
music magazines. People own a part of their own creative history. This 
enables her to sell back copies and gives the customers an opportunity 
to reference a wide variety of practitioners both in the past and present. 

www.jamrecords.co.uk

Conversation with Mandy Kemp
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by Matt Pontin, Jon Blyth and Olly Udy specifically 
to develop photographic practice & educational 
research, exhibiting and publishing.

LH: I think it’s great that you’ve started to offer 
work placements to college and university 
students. What can a student expect from this?

SD: A student will come for a set period of time, I 
think it’s important to taylor it to the individual. No 
two people are the same, therefore, we simply ask 
them before they start – what do you want to get 
out of the experience. Generally, they can expect to 
be scanning, cataloguing, and preserving. The main 
element that I hope they get from working with SWIB 
is learning how an archive works, more specifically 
how a photographic archive works.

LH: What intrigues you more, the practical or the 
theoretical side of photography?

SD: That’s a difficult question, I think there is a real 
balance between science and art, they feed one 
another; therefore, I think I remain in-between. I 
have to consider the images in terms of: how, for 
what purpose, and the techniques used to create 
it. I’m very keen to work with images but also very 
much interested in the science behind it, which I 
guess comes from my background of history and 
being an archivist.

LH: How important is it to you that the 
photography archive remains in the place it was 
taken?

SD: I think that this is a debate that will continue 
over a period of time. For me personally, I think 
it is important that the archive remains local, 
for example, someone maybe looking for some 
information in their local library, they could then 
come into SWIB and enquire about it to see if we 
have any information/images relating to it. I think 
today it’s taken for granted that people can gain 
access to what they want, for example, there are a lot 
of people that don’t have the internet or don’t know 
how to navigate themselves around it. I think a lot 
of archives are embracing digitalization. At SWIB we 
have a balance so that people can use our internet 
site that are perhaps not in the area and then those 
who are can come into SWIB and see us. To be able 
to gain access is really important, I don’t feel it would 
be as successful if, for example, our photography 
archives were all stored in Birmingham. People need 
to be able to see and gain easy access to the images.

STACEY DYER is Archivist / Manager at South West Image Bank 
(Plymouth Barbican Association)

swimagebank@btconnect.com  
swib.wikidot.com

Heading down the cobbled Looe Street I approached 
number 32, faced with the black and white lettering 
‘SWIB’ displayed on the upper facade of building. 
It was a place hidden out of the way, much smaller 
than I expected and a real contrast to the city centre 
I had walked through to get here. I rang the door 
bell and was greeted by Stacey Dyer the Archivist 
Manager. After all the general health and safety 
precautions were out the way we got straight into 
discussing the history of SWIB and what goes on 
here.

Following the war, a committee was set up to 
challenge local authority proposals to demolish 
many of the historic properties in Plymouth. 
Combining members of the Junior Chamber 
of Commerce and The Old Plymouth Society, 
the committee formed the Plymouth Barbican 
Association (PBA) in 1957. To celebrate their 
fiftieth anniversary with a grant from the Heritage 
Lottery Fund, the directors of the association set 
up the South West Image Bank (SWIB), essentially 
a photographic archive conveniently housed in one 
of the PBA’s restored grade II Elizabethan premises. 
The Image Bank offers public access to a collection 
of over two million images relating to the post-war 
development of the City of Plymouth, other parts 
of Devon, and the county of Cornwall. A team of 
dedicated volunteers is currently cataloguing and 
scanning the images into a searchable database 
under the guidance of Stacey.

I was really surprised by how much went on in 
such a small space, collecting images from local 
businesses, keen photographers, and private 
individuals. I also found that the collection of images 
didn’t just document what was going on at the time. 
A collection by photographer Roy Westlake was 
particularly interesting; a series of images exploring 
landscape photography which was more in the area 
of fine art photography, suitable for photographic 
journals and magazines. Stacey said she found these 
interesting as it makes you question more, why he 
took it and it was also a refreshing contrast to the 
majority of the people based photographs. I found 
that when looking at the photographic archives here 
you don’t just see how the place has changed but 
how photography has developed. I expected to see 
many black and white photographs but there was a 

lot of colour. Stacey explained that this was because 
colour had been used in the 50s but wasn’t used in 
the press until the late 80s. The collection of non-
photographic materials was also interesting, for 
example, the articles which compliment the existing 
images really help to put them into context.

Stacey mentioned to me that someone once came in 
and said – ‘You’ve got some images here from 2002, 
that’s not history.’ Stacey explained to me that it 
may not be history now but ‘it’s for the benefit of 
tomorrow’s history.’ I think this really emphasizes 
what Stacey is trying to do with the photographic 
archive here - securing it for future generations.

I had a fantastic day at SWIB. It is somewhere I think 
I’ll go back to, as I learnt a lot about the archive 
there.

Lucy Hill: Did you do a photography degree prior 
to working here?

Stacey Dyer: No, I did a degree in history and 
went on to do a post-graduate degree in Archive 
Administration.

LH: Have you always wanted to work with 
photography archives? If yes, why?

SD: It’s been a real learning curve for me. My 
background comes from working in a record office 
with manuscript-based records. Obviously, I wasn’t 
working with anything visual. When the Archivist job 
came up at South West Image Bank I jumped at the 
chance. For me, this was a new breed of archiving. It 
was very exciting and inspiring, since working here I 
go out and take my own photographs, shooting film.

LH: You say you shoot on film, do you prefer to 
work this way rather than digitally?

SD: Yes, definitely, we work mainly with film based 
negatives at SWIB, we don’t have that many digitally 
based CD’s. I prefer the process and quality of 
working with film - I’m not into all this manipulation 
of digital images, they are just files on the computer. I 
like to stay true to the medium and hopefully one day 
film will come back around.

LH: Has your interest always been within the area 
of Plymouth, Devon, and Cornwall?

SD: Yes, definitely Plymouth, all of my family are from 
Cornwall. It’s convenient that there is an Archive in 
Plymouth for me to work with.

LH: How important is it to you that the public 
have access to these images? What benefits do 
you think this has?

SD: Extremely important, it’s a public collection so 
we have the responsibility to make them available. 
Our two main goals are access and preservation. The 
main benefit of this is that we can digitally upload 
them onto the database and website, then the public 
can search, request, and order copies of any of the 
images online. When you read our success stories it’s 
incredible how much of an impact a single image can 
have, it’s not just for academic purposes.

LH: What does your job involve doing?

SD: My job is different everyday which is why I enjoy 
it so much. There is a particular system in place that 
I have to stick to. This involves being methodical 
and organised, I often find myself having several ‘to 
do’ lists and then I have to prioritize the ones that 
need doing first. There are three main areas that I 
work with, these include: Collection Management 
including appraisal cataloguing and preservation; 
Public Access Management; and Outreach / Publicity, 
including administrating the website, exhibitions, off-
site presentations, and funding.

LH: Considering what you have just mentioned, 
is there anything you think is of particular 
importance?

SD: They are all very important as they each 
make up the system; however, Outreach is a very 
important aspect. SWIB started from scratch and 
developed mainly through word of mouth, for 
example, through press releases on the radio and 
in the local newspaper. It’s really important that we 
continue to raise awareness, allowing us to get more 
equipment and people on board. Ideally, it would be 
great if I could have an Archive assistant who dealt 
with purely the Outreach side of things, they would 
become the ‘public face’ of SWIB. This would allow 
me to focus more on the collection and public access 
management. It’s quite hard to get a balance as I 
know I need to be in the office working but also at 
the same time out promoting SWIB, so I’m busy all 
the time.

LH: You mentioned getting more people on board 
and equipment, does this mean you considering 
expanding SWIB?

SD: Yes, I hope in the future we will. The archival 
system is in place but I would particularly like to 
expand our exhibition space and search room. I 
would love for people to be able to just come in like 
a gallery since there are so many different ways 
that the work could be displayed. I would ideally 
like to relocate within the city centre rather than 
somewhere out of the way, as I think a lot of people 
don’t realize where we are. A larger space would be 
fantastic, we could have the gallery space downstairs 
and all the hardworking volunteers and myself 
working upstairs. This of course all depends on 
whether we get the funding to expand. We are also 
working closely with FOTONOW, an initiative set up 

South West Image Bank 
Lucy Hill  

This year’s Falmouth Photography Auction was 
definitely a most challenging prospect.  In recent 
years, Level three students have turned the event 
into an exciting and highly successful fund-raiser for 
their London show at the prestigious Free Range art 
and design exhibition in the summer.  

As the recession took hold, there were real worries 
(was it just me?) about the level of interest the 
auction would draw. The event is the key activity 
through which the students’ exhibition and 
catalogue are funded.  Various student teams and 
individuals worked their socks off to get everything 
in place.  

On the day, there was a fantastic collection of 
prints, posters and books donated by an extremely 
generous and diverse range of internationally 
renowned photographers.  Together with works 

Third Year Auction
 Sue Boafo

by   our own brilliant students and staff! Amazingly, 
all fears over the recession were dispelled by an 
absolutely fantastic response from buyers. Beginning 
with the on-line auction site, which opened prior to 
the auction at Woodlane.

The bidding at Woodlane was truly fierce (thanks 
Doddsy), with the competition for works being 
raised this year by the introduction of a live on-line 
bidding facility.  

Having been to ‘proper’ auctions in New York, etc.  
I can honestly say ours was just as professional, 
exciting, fun-packed and, fortunately, far less stuffy.  
All the hard work paid off, with an amazing £5,500 
now in the pot for London!  Many thanks to those 
who dug deep and congratulations to the ever-
wonderful Level three.

sue.boafo@falmouth.ac.uk

images © Lucy Hill images © Ben Catchpole

Interview with Stacey Dyer
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Cornwall Photographic Archives

Photographic Archives Cornwall is a first step 
in a survey of photographic materials held 
in Cornish collections. Funded and staffed 
jointly by the MA Photography course and the 
College Library, its goal is to learn as much as 
possible about local photographic archives 
over the course of the academic year 2008-
2009. This information will be made available 
on the College website, and an exhibition of 
photographs selected from local holdings will 
be held in the Library in September, 2009.    

The survey is based on a short questionnaire 
about the size and focus of each collection, 
its particular strengths, rarities or mysteries. 
By inviting archives to share information 

Photographic Archives Cornwall is a first step in a 
survey of photographic materials held in Cornish 
collections. Funded and staffed jointly by the MA 
Photography course and the College Library, its 
goal is to learn as much as possible about local 
photographic archives over the course of the 
academic year 2008-2009. This information will 
be made available on the College website, and 
an exhibition of photographs selected from local 
holdings will be held in the Library in September, 
2009.    

The survey is based on a short questionnaire about 
the size and focus of each collection, its particular 
strengths, rarities or mysteries. By inviting archives 
to share information about the particular strengths 

Nancy Roth

of a given collection - say a large body of work by a 
specific photographer, as a very detailed record of 
particular or events, or examples of photographic 
processes that have become rare today (such as 
daguerreotypes) - the project will ideally facilitate 
collaborate ventures both among the archives 
themselves and between them and the College. 

The survey results could enable enthusiastic student 
researchers to help understaffed collections, for 
example.  Exhibition or publication themes may 
emerge that involve multiple archives across the 
county.  A guide to what sort of photographic 
materials are available where will facilitate research 
in photographic history, Cornish history, and the best 
practices for the storage and filing of photographs. 

Given the limits of time and resources available, it 
will not be possible to produce a really complete 
survey.  Rather the work has been designed to be 
expandable, in hopes that a more exhaustive study 
in Cornwall will be possible at a later date, and that 
the completed work will dovetail smoothly with 
comparable surveys in other counties across Great 
Britain.  

SARAH JANE is UCF Archivist at University College Falmouth.

NANCY ROTH is joint course leader on the MA Photography 
programme. Both are staffing the project, assisted by MA 
Photography student, Susanne Atkins. 

sarah.jane@falmouth.ac.uk
nancy.roth@falmouth.ac.uk

Suspected Second 
Homes
Oliver Udy

‘may ur 2nd homes burn’, reads the graffiti on the iron 
train bridge crossing the main road into Falmouth. 
This, a reference to the burning of holiday homes 
in Wales by Meibion Glyndwr during the 1980’s, 
shows the strong feelings amongst many in Cornwall 
against second home ownership. A feeling not only 
found in these two Celtic regions, but also present in 
many popular rural communities dotted around the 
country. 

This particular series of images were produced 
over 12 months in Cornwall, and more specifically, 
in Cornish coastal areas. These communities have 
seen a growth of second home ownership, fuelled by 
big city bonuses, and the allure of living alongside 
Richard and Judy, and the like, for a few weeks a year. 

The Polaroids have been taken whilst surveying a 
place that is considered home. The act of suspecting 
these houses, and thus photographing them, raises 
the issue of second home ownership. Not in a way that 
would make some Cornish Nationalists happy, (they 
would probably prefer to take on the Welsh model) 
but in a way that allows the viewer to make their own 
judgement. 

Although this can be seen as a light-hearted series 
of images, the aim is not to trivialise a serious issue. 
With rising house prices, empty shops and pubs, 
the second homes are blamed for changing the 
traditional face of the region. Amongst the fifty plus 
images, several repetitions occur: most significantly 
is the presence of a closed gate, creating the feeling 
of a gated community. The large gates that close the 
occupier off from the outside, and keep the locals 
away, only serve to emphasise the death of the 
traditional rural community. 

The nature of the images deals with truth and fiction 
within photography. The photograph is presented as 
an object, as an artefact, even as evidence, yet these 
are only ‘suspected’ second homes, based purely on an 
instant aesthetic judgement and nothing more. There 
is, however, truth in the images. These houses could 
be second homes, and that is the point; the images are 
used to make the viewer question the issue, but also 
question the authenticity of the photograph.

The work was exhibited on-board the King Harry 
Ferry during April, as part of the FOTONOW curated 
Embark: Ferry Art programme of contemporary 
shows. A fear from a small minority that these 
images would potentially incite burlgarly led to the 
show being taken down two weeks early.

OLIVER UDY, a Cornishman, is currently undertaking the MA 
Photography programme at University College Falmouth and is 
also part-time lecturer at St Austell College.

www.oliverudy.co.uk

Visiting Falmouth as an artist speaker in February was 
an experience both professionally stimulating and 
personally affecting. It was here back in a particularly 
rainy November 2000, shortly after completing an 
MA in Photography at the Royal College of Art that I 
began my teaching career. The University was then 
Falmouth College of Arts, based exclusively at the 
Woodlane campus. The subject of Photography was 
primarily taught within two named awards, BA (Hons) 
Photographic Communication and PGDip Photography: 
Critical Practice. It was therefore a highly enjoyable 
and strangely familiar visit, catching up with former 
colleagues, seeing the new Tremough Campus and 
the extraordinary range of new undergraduate and 
postgraduate courses in the subject area.

Artist talks can simultaneously perform three 
important functions. Firstly, they can be an enriching 
contribution to student learning, providing 
opportunities to experience a diverse range of 
approaches to professional practice by individuals, 
and to enable questions and discussion. Secondly, 
these talks can provide a means of disseminating and 
sharing research among colleagues across the visual 
arts higher education sector. Thirdly, the experience 
can serve as a valuable opportunity as an artist to 
develop existing and new focus in formally articulating 
ones practice to a new audience. I consider teaching 
and research to be a fundamental part of my practice 
as an artist, rather than supplementary to it and I spent 
much of the lengthy train journey from my home and 
workplace of Brighton revising and reorganising my 
presentation. It was a privilege to have addressed an 
audience made up of undergraduates, postgraduates 
and staff. Therefore, in fulfilling these three functions, 
the facilitation of the talk by the photography staff 
was very effective.

A further opportunity that presented itself the 
following day was working with a group of level three 
students on the BA (Hons) Photography course. It was 
a fascinating teaching session and a real pleasure to 
experience both the similarities and differences in 
approaches to the study and practice of photography 
to that at the University of Brighton. Each student in 
the group presented work of considerable depth from 
their final major project. A visiting tutor most usefully 
augments the support to learning given by permanent 
teaching staff in chairing what are at undergraduate 
level three, essentially peer learning sessions. This 
support demonstrated amongst the group was very 
strong. The students generously shared references, 
gave positive criticism, useful advice and feedback. 
This is how group tutorials most effectively work 
and serve as ‘real world’ preparation: it is often what 
students learn collectively, and the networks and 
contacts that are created among one another during 
education that enable professional development to 
happen.
  
FERGUS HERON is a photographic artist and Senior Lecturer at 
University of Brighton. 

 
www.re-title.com/artists/Fergus-Heron.asp

artsresearch.brighton.ac.uk

Visiting Lecturer

images © Oliver Udy

image © Thomas Collection, Archive Service University College Falmouth and University of Exeter Cornwall Campus on behalf on Camborne School of Mines Trust 

Fergus Heron
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Woolworths
Mark King

The University College Falmouth BA Photography 
second year exhibition, held at the Poly Arts Centre 
in Falmouth from 10th March until 19th March 
2009, offered a diverse array of photographic styles 
demonstrating the talents of the current year. It was 
indicative of how far we as students have travelled 
and developed over the past two years of study and 
how each of us engages with photography and uses 
it for our own purpose and distinctive style. 

The opening night was extremely successful, with 
what was said to be the best turn out in 4 years. 
The exhibition space was divided into small gallery 
spaces providing corridors and vistas within 
which the images could be displayed to their best 
advantage. This light filled space contrasted with 
the darkened room at the rear of the gallery, in 
which a video installation, projector and lightboxes 

A Step Closer
Liz Best

were displayed. Accompanying the exhibition was 
a booklet in which the students explained and 
described their work. This was extremely useful 
for the visitors to the gallery, as occasionally work 
requires some explanation of the photographer’s 
aims and the cultural and historical context in which 
the work is placed. 

The photographs were the product of self-defined 
projects carried out since October 2008 resulting in 
a wide reaching representation of today’s practice:  
encompassing portraiture, landscape, documentary, 
and far more personal work utilising every available 
format.

One of the exhibits was a triptych of three 
photographic images accompanied by mismatched 
cups and saucers representing the beauty of 

Student Shadowing
Our BA Photography ‘student-shadowing’ scheme is in its 5th year now and it’s open to any applicant or incoming 
student, whether you’re from A-Level, foundation, or, like me, a mature student interested in applying after taking 
a break from education. At any time in the year, ‘shadowers’ spend a day (usually Mondays) or sometimes longer, 
with a current Level one undergraduate, or more often than not, a group of undergraduates, and are able to go 
to a lecture (with Steph, the Historical and Cultural Studies tutor), experience student social life (shhhh!), have 
a tour of the facilities, and go to an afternoon seminar. Most importantly, if you bring your work you’ll also have 
the opportunity for an informal chat with a senior lecturer and/or the Course Leaders (Steven and Tony) to show 
them your portfolio and workbooks, and get valuable feedback and application advice. 

I’ve been involved in the shadowing scheme from both sides of the fence – I found out about the scheme at 
Open Day and I was a ‘shadower’ for a couple of days after applying to the course. I also got to go to the yearly 
Photography Symposium in January, and got to see all kinds of inspirational photographers and critics talking 
about their work and photography in general (in 2008 that included Chrystel Lebas, Brian Griffin, Jane Brettle 
and Mark Howarth-Booth). Now that I’m here I encourage students at Open Days to revisit Falmouth and be a 
‘shadower’ themselves, and I am ‘shadowed’ by them when they visit and I keep in touch with them throughout 
their application process.

Applying to university is a huge responsibility, both to yourself, your parents and, believe it or not, to the 
institution itself. There’s the matter of spending 3 years of your life (not to mention the thousands of pounds) on 
a course that should equip you for the future in whatever aspect of photography you wish to go into – and that is 
not just about the course content, it’s also about the body of students that make up the year group. Each year the 
course tries to build up a dynamic group of students who will perform well together to motivate and push each 
other to produce the highest standard of work. You even get the opportunity to ‘meet’ other new students and 
applicants, and if you are accepted, your future peer group, before you arrive in Falmouth through our pre-entry 
web ‘chat room’  www.falmouth.ac.uk/helpme. 

ba.photography.shadowing@falmouth.ac.uk

Clementine Patrick Brown 

The recent closure of Woolworths and the resulting 
loss of 27,000 jobs are in stark contrast to the one 
hundred year anniversary of the first UK store 
opening in Church Street, Liverpool in 1909. As 
the sights and sounds of the full orchestra, circus 
acts and fireworks that marked this occasion have 
faded into memory, I reflect on my own memories 

a woman’s ageing process - contradicting the 
stereotypical image imposed on women by society. 

The inscription within the teacups echoed the 
central meaning ; ‘Ever ageing,’ ‘Ever growing,’ ‘Ever 
more beautiful.’  This work had a personal resonance 
as it explores the relationship between mothers and 
daughters. This theme was also reflected within 
other works in the exhibition.

The relationship between society and media was 
further explored in a collective piece reflecting the 
initial power and accumulative meaninglessness of 
advertising. The montage of imagery was created 
by combining portraits of indifferent students with 
appropriated advertising campaigns and slogans, 
resulting in the universal statement, ‘I’m bored of 
this.’

Contrasting with this look at the media’s use of the 
printed image, the video installation was referenced 
by a fine art based exploration of photography and 
how far it can be taken away from the traditional 
understanding of photographic practice.  It consisted 
of two monitors, one showing a beautiful still image 
of a stuffed owl, the other a video of distorted 
colours and shapes with a simultaneous recording 
of owl calls which raised questions of recognition, 
recollection and memory. 

One of the works proved to be too controversial 
and it was removed following complaints from the 
general public despite notices warning of adult 
content. The digitally created composite photograph, 
amalgamating modern images, classical iconography 
and Renaissance theory, reveals how language has 
been distorted as the pornographic imagery used was 
found through Google.

The exhibition proved to be enlightening and 
stimulating for the viewer and also proved to be 
a learning curve for all the students involved. In 
addition, the process of hanging the exhibition 
provided all concerned with valuable experience and 
understanding of the curator’s profession.  We look 
forward with anticipation to our 3rd  year exhibition 
in London.    

images © James Hobbs

images © Mark King

image © Claire Holmes

of Woolies from my childhood, some of them 
incongruous with the law. Memories that seem to be 
echoed throughout the land express the sentiment 
that surrounds the loss of Woolworths - a sentiment 
that is epitomized in the birth of Wellworths, 
Dorchester, and the final bag of Pick ‘n’ Mix selling on 
an auction website for £14,500. 

As with F.W.Woolworth & Co, Ltd the currant, global 
financial crisis in all its severity is, in the main, 
an American export. The crisis that emerged in 
September, 2008 symbolizes, to me, the decline of the 
first decade of the new millennium.

kingmark39@yahoo.comliz@best23.freeserve.co.uk
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On Imagine Finding Me

Hayley Raines: With the series Imagine Finding Me, 
you turn the simplicity of the snapshot on its head 
to make complex digital composites. How concerned 
were you with the snapshot aesthetic?

Chino Otsuka: It is a natural progression from my 
other work - from dealing with my past - it was 
natural for me to dip my hands into the family 
album.  

HR: Did you purposely subvert the snapshot or was 
this decision more to do with getting your hands on 
the family album?

CO: As a genre of snapshot, I was not deliberately 
trying to turn it on its head. I used the snapshot as 
my material. I know many photographers who use 
the snapshot in that way, but I don’t really come from 
there.

HR: You also describe yourself as a director of your 
narrative. Do you exist as your own inventions, 
creating yourself as a character? 

CO: My work is autobiographical, but I do also see 
myself as a navigator and as a tool, so that myself 
within the picture could be you. That’s how I see 
my role within the picture. I keep it as a director 
of the whole memory whilst also coming from an 
autobiographical role. My aim is to use myself as a 
tool.

HR: So how important is audience participation to 
you, and how much do you want them to take from 
your work? 

CO: Lots! Obviously some images work better than 
others and it is about the people and how much 
interaction they have with my images - its really 
important! I don’t want this work to just be personal 
and about myself, but there is always a fine line 
with self-portraiture being always about you, or 
you with the world, I always have to tread carefully 
and always have to step back from it all. That’s 
why when I use myself in the images I have to be a 
navigator or a tool.

On Practice and the British Library 
Residency 

Catherine Frowd: On your website you had a quote 
from Friedrich Kittler 1,  ‘what do people do if they 
don’t use recording devices or photographs to make 
memories.’ Is your work to help other people have 
these memories by taking someone else’s memory 
and combining it with yours to make it accessible to 
the public?

CO: That is from my British Library work; that 

work’s in a different context to the rest of my work. 
I had a residency in the British Library and in that 
residency I had to incorporate their collections. I 
don’t use other archival references in my personal 
work, they are just my archives.

CF: Are you helping those people who cannot 
go back to family albums or don’t take pictures 
themselves to remember? I was wondering if you 
were filling in certain gaps or whether this work is 
purely for the archives at the British Library?

CO: Using the archives was for me moving away 
from personal memories, tapping into the more 
collective memory and making it interchangeable 
with other people and their work. I don’t know if that 
helps people find something through their archive 
or finding something through their memories, but 
I’m sure it can. My past was about me having a more 
collective memory rather than personal as that was 
the main aim for the archival project.

Jonathan Blyth:  What age groups did you work with 
during the educational workshops on that residency?

CO: I worked mainly with people just before 
foundation, seventeen, eighteen and sometimes 
nineteen. The workshops shed a new light on 
the collection: how archives can be used from a 
contemporary artists point of view.

JB: Did these workshops engage a new youth 
audience to the British Library?

CO: It questioned the role and place of the 
British Library. They have collections of all these 
photographs and materials but what are they doing 
with it, are they just sitting on it? They bring in 
artists-in-residence to show the public what they 
can do with the archives. The way they can use 
archives to be their own, to get them seen, and with 
the young people it was exactly the same approach.

JB: Did the young people have an opportunity to 
create their own work and is this sat under the 
umbrella of your work?

CO: In actual fact, it coincided with an exhibition 
that was going on there, Avant-garde. They got to see 
the real images from that time, then made their own 
interpretation, and took on Avant-garde within their 
photographs.

JB: Did you enjoy the educational aspect of this 
residency?

CO: Yes, definitely, I am not only working at the 
British Library, I have been working at the V&A 
doing workshops for the last for seven years. I love 

giving lectures and tutorials. I love that interaction 
when you are a practitioner. It is really important 
as I think it is otherwise a very lonely place. You are 
always in your head or in your studio, and it is really 
nice to get out and about, talk about photography. I 
think it is really important to have some dialogue.

JB: This interaction perhaps balances out something 
that can become self-indulgent and ego driven. To 
do public work can make the really private transition 
from isolation to something more fluid and publicly 
accessible.

CO: I know that practitioners, however successful 
they become, are really keen to keep the teaching 
going, as it does give out that certain energy that you 
cannot really get from working alone. 

On the limitations of photography

CF: You said you are looking at using sound 
again for your own work. Does this show you the 
limitations of photography? Would you call yourself 
a photographer or are there other aspects you seek 
to bring to your work?

CO: In the last year and a half, it’s been hard to 
call myself a photographer. Even when working 
with Imagine Finding Me you saw photographs 
where I did not take the original image - it was 
either my parents or my grandmother. I didn’t take 
the photographs of myself in these pictures and 
that means all I can do is direct and then retouch. 
Professionals do most of the work, as I do not have 
the Photoshop skills, but it is all my directional 
power with the story and the choosing of images. 
I’m an actor in there. I then begin to wonder if I am 
photographer? Now that I’m using moving stills it is 
hard to make a definition and if I’m not a fine artist 
what am I? 

JB: Image-maker seems closest? The photograph 
has limitations as a physical object, four sides and 
rectangular, you often find yourself spilling into 
other mediums.

CO: I find the term photography very limiting now 
and the interaction with other mediums is all part of 
my image making. 

HR: So why did you go for photography?

CO: Simply because writing had too many literal 
boundaries. I sort of write in half and half, so English 
people cannot understand it all and Japanese cannot 
understand the English. There is a barrier and it is 
literally lost in translation. I found in visual image 
making that this didn’t exist so I naturally went with 
images.

Chino Otsuka
A Conversation With... 

JB: Do you now find it difficult to make still images 
as you appear to have become the director. Is this 
what you will practice completely?

CO: Maybe I have always been interested in directing 
as that is when all my writing and photographing 
will come together, but I tend not to think that 
far ahead. Working with the British Library and 
producing my work whilst trying to manipulate 
so many people in many ways has enabled me to 
become a better director. I used to be just a lone 
photographer taking photographs and now I am a 
communicator of my ideas to many people.

JB: What scale has your six-minute moving image 
work been exhibited on and has this enabled you to 
reach a wider audience?

CO: That work was on an LCD screen, 32in and wall 
mounted, but I wanted it bigger.

JB: Did you think about using projectors?

CO: Projectors were the wrong medium as the image 
quality was lost. When you move from photography 
to these screen-based projects the quality is often 
poor. Video people keep telling me to not look at the 
image like a photograph, but I go up to the screen 
and it always looks terrible.

On Life at Summerhill School

CF: I wanted to talk about Summerhill School and 
how it influenced you. Obviously, you returned to 
this place and took pictures?

CO: A.S. Neill created the school in 1921, he believed 
a child’s talent and creativity is wasted studying in a 
classroom. He had this whole idea of learning with 
your own will - just learn what you need to learn. 
Many people have a problem being told to learn 
something they don’t even want to learn. Summerhill 
is a small boarding school, with only 80 people and 
they never take on more. You are not forced into 
school, teachers are there, classrooms are there, but 
you are not forced to attend. It is up to you if you 
want to go and learn.

CF: How many people would turn up to lessons?

CO: Sometimes no one and you would have 
teachers just standing around. As you got older you 
developed this thirst for knowledge. I came from 
this very military schooling-type Japanese education 
with fifty students in one class sometimes, so this 
was crazy. My parents were quite liberal and they 
wanted me to experience this freedom.

Your natural reaction is to say you want to do 

nothing, and I did nothing for the first term. I 
refused to take my shoes off when I went to bed. You 
do everything the opposite to what you have been 
told to do, so I always wanted to go to sleep with my 
shoes on and stuff like that. You then learn after a 
few weeks because, my God, the smell is intolerable. 
This is what Neill was aiming at. 

Normally, in a year you do absolutely nothing, you 
can learn pretty much any subject so I was just 
playing football all day as I wanted to be a footballer, 
running around doing nothing. Your number one 
enemy becomes boredom, and you want to learn 
something new and that’s when you start to click. 
It doesn’t matter how old you are, ten, eight, some 
as young as five, but when your bored you start to 
have this enormous curiosity and you want to learn 
something new to get away from this boredom; you 
are literally craving for new knowledge and that’s 
when you walk into a classroom. 

You have these teachers who believe in the whole 
philosophy and they are not just straight teaching, 
they try to draw you in by playing on your curiosity, 
using experimentation and exploration. Many people 
come out of Summerhill with three, four GCSE’S or 
some of them come out with 10 GCSE’S, but that is 
purely with knowledge they wanted to learn and it 
stays. 

It doesn’t matter what profession you are at the 
end as that tells little about you or how happy and 
satisfied you are - that’s the whole idea behind this 
school. It appears to have this utopian ideal but 
this method does not work magical wonders for 
everyone. It is a boarding school and some parents 
do just drop kids off; it is the parents who are totally 

behind this idea that drives their child through 
Summerhill, so its not a utopian place for everyone. 

The labor government also tried to shut Summerhill 
down when Tony Blair came in. When we took the 
labor government to the European Court, we won. 
That was a recent program that was on BBC 2.

JB: Was photography a significant part of your life 
whilst you were at Summerhill? 

CO: I did take up photography whilst I was there. 
I went to Summerhill for six years and then I went 
straight to London when I was sixteen with a group 
of friends. We had a strong group and the transition 
from Summerhill was a little bit easier as we had 
each other and we had a flat; we kept that energy 
going. Some people go back home and suddenly 
find themselves dumped into this ordinary and 
completely different life and have difficulty adapting 
to their new environment.

HR: Did all the people at Summerhill lean towards the 
arts?

CO: I knew people who became doctors and some 
even became bankers. Summerhill is known for 
being a hippy school but not everybody turned out 
to be a hippy. It depends on the year and some years 
it produces more artists and musicians and other 
years have produced more bankers and lawyers.

CHINO OTSUKA  is a visual artist based in London.
www.chino.co.uk
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Symposium Speaker
Shirley Read
The much anticipated appointment in 2009 of a 
Curator of Photographs by the Tate signals more than 
just a new appointment; it marks the culmination of 
a long period of the institutional struggle to establish 
photography within the arts. It is worth a backward 
glance to remind ourselves of how photography has 
changed over the last decades. 

The photographic world of the early nineteen-sixties, 
bore little relationship to what we understand as 
photography today. It was a much smaller world 
and outside the area of professional photography, 
the camera clubs dominated the development 
of photography as a hobby - there were no 
‘independent’ photographers. There was no market 
for photographs, no public funding of photography, 
no photography specific galleries, little publishing 
of photographic work, other than the annual 
Photography Year Books, and the relatively few 
photographic magazines prioritised equipment and 
technique. Photographic education was limited to a 
few colleges, was technical and craft based, and there 
were no degrees in photography either in the UK or 
the USA. 

Documentary work predominated and was to 
continue to do so until the late seventies. In 1974,  for 
instance, the Arts Council was to report that almost 
all grant applications/awards were for documentary 
projects and that ‘far from reflecting any bias in 
the Committee this represents the overwhelming 
proportion of the applications. At the moment when 
the range of photography taught at colleges of art and 
polytechnics is very limited, this documentary bias is 
not unexpected.’ 1

This popularity was an important element in 
changing the status of photography in Britain 
through the sixties and into the seventies, as 
were the people who became actively involved in 
promoting it. Colin Ford, who became Keeper of Film 
& Photography at the National Portrait Gallery in 
1972, has suggested that change came about in part 
because it was a small world with strong personal 
networks and that there was a huge amount of 
goodwill towards photography, which the people 
involved thrived upon.5 Wendy Ewald, an American 
photographer who founded the Half Moon Gallery in 
1972, commented that ‘there was definitely the spirit 
of working together to get this medium considered 
important. It was great. I mean I was twenty and 
feeling you were there making something happen 
that hadn’t happened before.’ 6 Others were drawn 
to photography because of its ‘insurgent spirit,’ its 
accessibility and its potential as a medium for fine 
art.

A major key to the expansion of photography lay in 
the start of photographic funding in the early 1970s. 
Much of the credit for this must go to Barry Lane and 
to the photography committees which advised the 
Arts Council.

In 1967, the Arts Council of Great Britain Council 
‘recognised a responsibility for photography’ by 
setting up a photography sub-committee to advise 
on photography exhibitions. In 1969, Barry Lane 
was appointed as a visual arts officer to the Arts 
Council with a job that included touring exhibitions 
and administering the award of funds to artists. In 
1972, he went on a study trip to the USA to look 

at the way photography was funded there and his 
subsequent creation of the new role of Photography 
Officer in 1973, marks the start of the consistent 
public funding of photography; although it was never 
to be a funding priority even within the Visual Arts 
Department. By 1978, the photography budget was 
‘something over £200,000 out of a total budget of 
about £42 million or about ½ of 1 % of the overall 
Arts Council budget.’ 4 For many people involved in 
photography at this time, Lane and the Photography 
Committee were seen as pioneers fighting off the 
forces of reaction within the Arts Council, which was 
by and large, perceived as unsympathetic towards 
photography. 

A major part of the Committee’s remit was to make 
awards to individual photographers. While this 
was in theory, an open door policy in practice, the 
committee tended to pass artists using photography 
on for consideration by the visual arts committee, 
which they saw as having more experience with 
‘conceptual’ photography, 4 thereby helping to 
perpetuate the notion of a divide between ‘artists’ 
and ‘photographers.’  

The key priority of the Committee was expressed by 
Barry Lane in an interview in 1979,  ‘Our committee 
has always said that they felt publishing to be the 
most important activity, but we’ve been relatively 
unsuccessful at persuading Council to give us much 
money for that; we’re looking very hard at the reasons. 
But we do believe we should be spending as much 
money in publishing one way or another, as we do on 
galleries.’ 4 The Arts Council published the ‘British 
Image’ series of books between 1975 and 1978 
to showcase the work of photographers who had 
received awards, but the crucial change in publishing 
was to be in magazines. The short-lived magazine, 
Album, edited by Bill Jay, then subsequently Creative 
Camera, Camerawork and Ten8 shared a concern 
with photographic debate as well as showcasing 
contemporary photography

For many years, the arts establishment, including the 
Arts Council, in Britain had showed little interest in 
exhibiting photography. Professor Margaret Harker 
later commented that she showed in camera clubs, 
because ‘there was nothing else – there were no 
galleries then – if you succeeded in getting pictures 
into the RPS annual or the London Salon then you 
had really arrived so that’s what I did for many 
years.’ 7 In 1954, photographer Roger Mayne wrote 
to Sir Leigh Ashton, then director of the V&A, to 
ask about showing photography at the V&A and 
was rejected on the basis that photography was ‘a 
mechanical process into which the artist does not 
enter.’ 8 In December 1972 at a meeting of the Arts 
Council Photography Committee, David Hurn and Ian 
Dunlop both spoke enthusiastically of the ‘impact 
and success that photographic exhibitions had had in 
the States, and particularly those held at MOMA, New 
York’;’ Hurn proposed the Tate as an ideal place for 
photographic exhibitions. The then Director of Art at 
the Arts Council however, was quite sure that ‘there 
would be virtually no chance whatsoever that the Tate 
would agree to such an idea.’ 9 

Reading through the minutes and correspondence 
gives a clear picture of a Committee that hoped to aid 
the recognition of photography, by actively lobbying 
the key institutions of the arts establishment to 
show photography rather than by supporting the 

new galleries that were starting up. The Committee 
approached the major public galleries in London, 
such as the Hayward, the Tate and Whitechapel, to 
show photographic exhibitions. They were turned 
down repeatedly by Whitechapel and Tate but 
the two Arts Council galleries did start to show 
photography. 

For the Hayward, because there was so little 
generation of photography exhibitions in Britain, 
this initially meant importing exhibitions from the 
USA. This included Bill Brandt (1970), Diane Arbus 
(1974) and Edward Weston (1977) and the irony of 
importing a Bill Brandt exhibition, which had been 
curated for MOMA, New York by John Szarkowski, 
was not lost on photographers in Britain. The Arts 
Council then started a process of commissioning 
exhibitions such as The Real Thing: an Anthology 
of British Photographs 1840-1950 at the Hayward 
Gallery in 1975, curated by Ian Jeffrey with the 
support of David Mellor.

The Committee also lobbied for a regular bi-annual 
exhibition of contemporary photography at the 
Hayward and the most important exhibition of the 
1970s is arguably the1979 Three Perspectives on 
Photography which begins and ends this strategy. 
The different ‘perspectives’ were documentary 
and art photography selected by Paul Hill; feminist 
photography selected by Angela Kelly; and ‘socialist 
practice’ selected by John Tagg. Although it was 
largely seen as a critical failure, with one reviewer 
writing that the Arts Council had taken partial leave 
of its senses, today the exhibition catalogue provides 
a precise account of the emerging state of British 
photographic practice and debate in the 1970s.  

The Serpentine Gallery, under Sue Grayson, was more 
sympathetic to photography and regularly showed 
photographers alongside fine artists in their summer 
shows.  Norbert Lynton, in his preface to Serpentine 
73, which devoted the entire gallery to photography 
for the first time, wrote: ‘Despite the recent growth 
of interest in historical photography and the great 
modern masters, and marvellous work by Sue 
Davies at the Photographers’ Gallery, there have 
been remarkably few opportunities to see work by 
younger members of this relatively young profession. 
Considering its power as a means of image making, it 
is odd that photography has been largely ignored as 
a medium of personal expression.’ He suggested that 
the exhibition ‘should signalize a public acceptance of 
photography as an art.’

Crucially however, the V&A, which held the world’s 
oldest collection of photographs, transferred the 
collection out of the National Art Library to the 
Department of Prints, Drawings & Photographs and 
Paintings and appointed Mark Haworth-Booth to 
the newly created post of Curator of Photographs 
in 1977. Although it was another twenty-one 
years before the V&A was to allocate space to the 
permanent exhibition of photography, this signalled 
the recognition of photography within the museum 
and the department was to play a major role in 
supporting contemporary photographers by the 
commission, purchase and showing of their work. 10

The 1970s also saw the setting up of many smaller 
photographic galleries with varying levels of public 
funding and success. I believe the first to have been 
the short-lived, and little known, Do Not Bend gallery, 

opened in November 1970 in Notting Hill by Clody 
Hall-Dare with shows by Roger Mertin and John 
Claridge.  Bill Jay comments: ‘She was interested in 
opening a gallery and seemed to have the resources 
to do so, although she knew little about photography 
and the potential for sales. In other words she was 
as naïve as all of us! Anyway, we found a suitable 
vacant place just up the road from Album, and talked 
a lot about the shows. Basically, she showed original 
prints largely (solely?) based on who we published in 
Album – i.e. Bill Brandt, Edouard Boubat etc. I think 
the Brandt prints were priced at £60, which seemed 
outrageously expensive! I don’t remember any 
reviews of the shows. The prints were displayed in a 
style that became ‘standard’ – overmatted, in frames, 
only one or two deep, with plenty of white wall space 
separating the images. The gallery was solely funded 
by Clody herself, and it folded when she ran out of 
money. Very few prints were sold.’ 11

This was followed by the founding of The 
Photographers Gallery and the Half Moon Gallery 
in London, Impressions Gallery in York, The 
Photographic Gallery in Southampton, Side Gallery in 
Newcastle, Stills Gallery in Edinburgh, Photogallery 
in St Leonards, Sussex and others. Not all of these 
initiatives received public funding and all of them 
were to struggle financially with a level of funding, 
sometimes known at the time as ‘funding for failure,’ 
which for many of the galleries meant that they could 
not consider hiring in major or foreign exhibitions, 
publishing catalogues, training staff or planning long 
term.

In 1980 Tom Evans, in a survey of these galleries, 
wrote ‘all the specialist photography galleries are 
products of the past decade, and of the commitment of 
particular individuals to the concept of photography 
as a medium that deserved greater support and 
understanding.’ He concluded ‘Examining past 
programmes, certain patterns and groupings appear: 
aside from the historical shows and the examinations 
of the great twentieth century reputations, there 
is a predominance of native social documentation, 
relieved with a sprinkling of landscape.’ He added that 
‘mavericks are uncommon and there is comparatively 
little exploration of the creative use of colour; and 
little sense of the intellectual ferment currently 
surrounding photography in the United States and 
continental Europe. I begin to understand how the 
French arrive at the notion that British photography is 
‘all social documentation and Lord Snowden.”12

The 1970s also mark the moment of change in 
photographic education, when the number of courses 
started to expand and it became possible to take 
a degree in photo arts. One of the first degrees in 
the science and technology of photography had 
been set up at the Regent Street Polytechnic (later 
the Polytechnic of Central London) in 1966, with 
the support of the photographic manufacturers, 
Ilford, Kodak and Rank. At this time, photography 
was taught primarily scientifically and technically 
and with little reference to either its history or art 
practice.  Paddy Summerfield, for example, has been 
quoted as saying that Guildford College of Art, one 
of the major photographic colleges in the 1960s, had 
only three books on art photography in the library. 13 

By 1976 Manchester, Trent and the Polytechnic 
of Central London were offering photography 
degrees. A leading figure in this change was 

I remember sitting in the common room at school, 
watching the television and seeing images of the 
towers burning and a plane flying into one of the 
buildings , with news flashes over and over again 
with updates on the situation. - terrorists had 
attacked the World Trade Center, New York.
 
I got home from school that evening to my whole 
family sitting in front of the television, all looking 
very worried. My grandmother was crying. It 
was then I realised that my family had more of a 
connection to what was on the screen than I did. 
 
Sarah was in New York working for a publishing 
company as a conference organiser on what was 
supposed to be a relatively short trip. She had been 
organising a conference in the north tower when the 
first hijackers plane hit the floor on which she was 
working.

Sarah

Mary Warner Marien points out, most work was 
not produced for exhibition: ‘Until the relatively 
recent boom in the market and the development of 
the internet, photography was primarily a book and 
magazine art. For more than a century, photographers 
had to consider how their images would look 
translated into ink, arranged on a flat surface seldom 
larger than a writing tablet and/or serialised in 
successive pages.’ 2 

In Britain, the arts establishment was widely seen as 
prejudiced against photography. John Hilliard - who 
makes ‘a distinction in kind between, lets say, artist’s 
photographs and photographer’s photograph’ - has 
commented: ‘When I started showing photographic 
work it was an uphill struggle. It was definitely a 
reviled medium and the audience was very small.’ 3 In 
a 1979 interview for Zoom magazine, Photography 
Officer Barry Lane was to compare the situation 
of photography in Britain to Canada, where 
photography had the ‘same status as fine art and 
exactly as much money to spend and there’s no bias or 
discrimination against photography – which to some 
extent there still is in England.’ 4

The late 1960s and early 1970s are marked by 
the tremendous growth in popular interest in 
photography, which was made very visible by 
huge visitor numbers for photography exhibitions 
and because the pop culture of the 1960s and the 
publication of ‘concerned’ photography in the press 
meant that photographers like David Bailey and Don 
McCullin became household names.  

For the six years that followed that devastating day,  I 
never really talked about my feelings around Sarah’s 
death. I just kind of shut them out and concentrated 
on my late teenage years. Later at University where I 
am soon to graduate, I studied many photographers 
who have influenced my own practise. 

Through reading about Phototherapy, and in 
particular the work of Jo Spence, I realised that this 
work I was making would be a chance for me to show 
my thoughts and feelings that I had locked away in 
my subconscious for so long. 

Since starting this project around nine months ago, I 
have revisited the feelings, thoughts, and memories 
I have of Sarah, and have reached a point now where 
I feel I have done my grieving and it is time to move 
on, although I still think about Sarah everyday and I 
always will.

As well as reaching a point where I am personally 
feeling a lot better, I feel that it has in some ways 
helped me to talk about Sarah with my family, 
through showing them the photographs I have taken 
along the way of ornaments, photographs, people 
and places. I have photographed a story of her life for 
me to remember the way I want to show that I have 
remembered it. 

www.anthonyprothero.net

Anthony Prothero
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Professor Margaret Harker of the PCL, who in the 
1990s, was to comment that it had been difficult 
to teach photographic history in the 1960s 
and 1970s, because the art historians had not 
studied photography and that the introduction of 
photography theory had displaced the development 
of the study of history. 7 Simon Watney echoed this 
some years later ‘A widely fashionable new rhetoric 
preached dogmatically against what it dismissively 
termed ‘the canon’, whilst almost nobody in Britain 
was actually teaching the history of photography, let 
alone defining a canon. Intoxicated by this rhetoric 
however, the teaching of the history of photography 
was largely abandoned on many photographic degree 
courses, and the legacy of British photo-historians 
such as Margaret Harker was respected only within 
the museum sector and a handful of university post-
graduate Art History departments.’ 14

One of the other important developments for the 
future of photography, the starting up of a market for 
photography in the 1970s, went almost unnoticed by 
much of the photographic community of the period; 
perhaps, because it was not to impact on their work 
for a decade or more. The market for contemporary 
photography in both auction house and gallery, took 
a long time to establish in Britain. One contributory 
cause was that much contemporary practice in the 
1970s was more concerned with image content than 
either its value or the quality of the print. As Barry 
Lane commented in 1979 ‘we very clearly lack the 
expertise of the Americans in the field of making fine 
prints. We have relatively few photographers who 
are producing particularly high quality prints as art 
objects.’ 15 

Auctioneer Philippe Garner, who joined Sothebys 
in 1970 to work with decorative arts, says that his 
professional starting point came in Autumn 1971 
with the first sale of photographs. This was of 
nineteenth century photography and marked the 
birth of a market for photography, although there 
was to be no market for contemporary photography 
for many years until the market for nineteenth 
century work was nearly exhausted.  Both then and 
now the market was mainly American led by people 
like Harry Lunn, a Washington gallerist and Sam 
Wagstaffe, whose collection is now held by the Getty 
Museum. Garner comments that Wagstaffe was an 
influential figure, particularly in his support of a wide 
range of imagery including autobiographical work. 16 

Gallerist Zelda Cheatle, who ran Print Sales at 
The Photographers Gallery for many years, says 
that the start of the boom in print sales was in the 
1980s when you could buy a Bill Brandt print for 
£50. The Photographers Gallery was one of the few 
organisations to sell photographs and she noted 
that in this period it was initially a market for work 
from the immediate pre- and post-war years with 
an emphasis on documentary work by, for example, 
George Rodger, Humphrey Spender and Wolf 
Suschitzky and the Picture Post photographers Bert 
Hardy, Grace Robertson. 17 However, an international 
market for photography took longer to open up and 
flourish. 

This very brief and inevitably incomplete survey 
of photography in Britain in the 1970s, reminds us 
of just how much the position of photography has 
changed over the last decades. Its legacy can perhaps 

only be to remind us of how fragile the position of 
photography is within the arts and that the study 
of photographic history should serve to enrich 
contemporary photographic practice.  

SHIRLEY READ is Research Fellow at PARC (Photography and 
the Archive Research Centre, London University of the Arts). 
She is also a curator, interviewer, lecturer and writer who has 
worked within photography for thirty years.
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