


Cornwall Photographic Archives

Nancy Roth

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
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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

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

12. ensemble

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,
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
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Visiting Lecturer

Fergus Heron

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 |
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)
PhotographicCommunicationand 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. | consider teaching
and research to be a fundamental part of my practice
as an artist, rather than supplementary to it and | 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

www.fotonow.org/ensemble.html
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A Step Closer

Liz Best

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.

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:
what was said to be the best turn out in 4 years. encompassing portraiture, landscape, documentary,
The exhibition space was divided into small gallery and far more personal work utilising every available
spaces providing corridors and vistas within format.

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

The opening night was extremely successful, with

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

images © James Hobbs

awoman'’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.

liz@best23.freeserve.co.uk
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Student Shadowing

Clementine Patrick Brown

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 - | found out about the scheme at
Open Day and | was a‘shadower’for a couple of days after applying to the course. | 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 | encourage students at Open Days to revisit Falmouth and be a
‘shadower’ themselves, and | am ‘shadowed’ by them when they visit and | 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
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Woolworths

Mark King

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, | reflect on my own memories

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.

images © Mark King

As with FW.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.com

www.fotonow.org/ensemble.html
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A Conversation With...

Chino Otsuka

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, | was not deliberately
trying to turn it on its head. | used the snapshot as
my material. | know many photographers who use
the snapshot in that way, but | 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 | do also see
myself as a navigator and as a tool, so that myself
within the picture could be you. That’s how | see
my role within the picture. | 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! | 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, | always have to tread carefully
and always have to step back from it all. That's

why when | use myself in the images | 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 ', ‘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 | had to incorporate their collections. |
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? | 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. | 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: | 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, | am not only working at the
British Library, | have been working at the V&A
doing workshops for the last for seven years. | love

giving lectures and tutorials. | love that interaction
when you are a practitioner. It is really important

as | 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. |
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 | did not take the original image - it was
either my parents or my grandmother. | didn’t take
the photographs of myself in these pictures and
that means all | can do is direct and then retouch.
Professionals do most of the work, as | 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. | then begin to wonder if | am
photographer? Now that I'm using moving stills it is
hard to make a definition and if I'm not a fine artist
whatam 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. | 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. | found in visual image
making that this didn’t exist so | naturally went with
images.

16. ensemble

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 | have always been interested in directing
as that is when all my writing and photographing
will come together, but | 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. | used to be just a lone
photographer taking photographs and now | 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 | 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 | go up to the screen
and it always looks terrible.

On Life at Summerhill School

CF: 1 wanted to talk about Summerhill School and
how it influenced you. Obviously, you returned to
this place and took pictures?

CO: AS. Neill created the school in 1921, he believed
a child’s talent and creativity is wasted studyingin 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. | 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 | did nothing for the first term. |

refused to take my shoes off when | went to bed. You
do everything the opposite to what you have been
told to do, so | 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 | was just
playing football all day as | 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

image © Catherine Frowd

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: | did take up photography whilst | was there.

| went to Summerhill for six years and then | went
straight to London when | 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: | 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

Reference

1 Kitter, Friedrich A. Gramaphone Film, Typewriter. YC.
2003.a2.13420. In: Chris Marker. San Soleil.
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Sarah

Anthony Prothero

| 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 | realised that my family had more of a
connection to what was on the screen than | 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.

For the six years that followed that devastating day, |
never really talked about my feelings around Sarah’s

death. | just kind of shut them out and concentrated

on my late teenage years. Later at University where |

am soon to graduate, | studied many photographers

who have influenced my own practise.

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

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

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

remembered it.
www.anthonyprothero.net

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

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!

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 | started showing photographic
work it was an uphill struggle. It was definitely a
reviled medium and the audience was very small:> 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.

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. | mean | was twenty and
feeling you were there making something happen
that hadn’t happened before! ® 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
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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 2 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
gaIIeries.’4The 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 | 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’® In December 1972 at a meeting of the Arts
Council Photography Committee, David Hurn and lan
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:®

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 lan 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 the 1979 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. | 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 naive 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. | think
the Brandt prints were priced at £60, which seemed
outrageously expensive! | 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! n

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. | begin to understand how the
French arrive at the notion that British photography is
‘all social documentation and Lord Snowden” "2

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,
lIford, 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
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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. ’ 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. ' 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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