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Larry 
Herman’s 
Clydeside 
Photography of Protest and 
Community

Larry Herman’s photographs of Clydeside, 
shown at Street Level Photoworks in Glasgow 
in 2016, offer a portrait of a region ravaged by 

de-industrialisation and demonstrate the manifold 
ways in which photographers in the 1970s 
practised photography in and for the community. 

My research on the existence, nature and 
impact of community photography in the 1970s is 
examined through the work of the London-based 
photography collectives: Half Moon Photography 
Workshop (HMPW), publisher of the radical, 
pluralistic photography magazine Camerawork; 
Exit Photography Group, a documentary collective; 
the feminist, socialist Hackney Flashers Collective; 
and two community darkrooms, North Paddington 
Community Darkroom in North West London, and 
Southwark-based Blackfriars Photography Project 
working within Blackfriars Settlement. These 
collectives exhibited the multi-faceted nature of 
community photography, evidenced by the ways in 
which they sought to use photography as a social 
and political tool. There was a compelling reason 

to do this: to give these young photographers a 
foothold in the political debates of the day. 

The aim of these photography collectives 
was epitomised by Camerawork’s ‘Statement of 
Aims’ in its first issue in February 1976: ‘Overall 
strategy was seen in terms of contributing through 
photography towards social change... our central 
concern in photography... is not, “Is it Art?” but, 
“Who is it for?”’.

This ‘community photography’ in the London-
based photography collectives was born of the 
social and political conditions in Britain in the 1970s. 
It drew impetus from protest within the Women’s 
Liberation Movement, and experience from political 
campaigns on childcare, sub-standard housing, the 
rebuilding and regeneration of inner cities, poor 
working conditions and racism. Britain was in the 
throes of an extensive legislative programme that 
sought to enshrine the rights and responsibilities 
of its citizens with respect to race, gender and 
employment. While these collectives derived 
inspiration from the precedents for community 

Fig. 6.  Front Side Steel Furnaceman, British Steel, Bilston, 1976. ©Nick Hedges, courtesy Nick Hedges. 
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No 
investigation 
of community 
photography 
in Britain in the 
1970s could 
be considered 
complete 
without 
acknowledging 
the importance 
of the 
‘counterculture’

photography, the dynamic of these projects 
was largely generated by struggles for equality 
in the context of the aforementioned legislation 
addressing race, gender and employment issues. 
There were continuous struggles and eruptions in 
the labour movement which formed the backdrop 
to this period.1

Community photography employed the 
tactics and practices of the counterculture 
and alternative media. This involves looking at 
definitions of radicality and the interrelationship 
with the alternative press, referencing analagous 
criteria set out by Chris Atton in Alternative 
Media (2002) in terms of process, production, 
form, content and distribution.2 He wrote: ‘A 
constructive definition of alternative media can 
begin with the presence of radical content, most 
often allied to the promotion of social change.’3 
This text offers a framework for the examination 
of the photographs produced by the collectives; 
this is to gauge whether the photographs in and 
of themselves exhibit radical tendencies. Atton 

establishes a set of criteria for radicalism that are 
pertinent to the photography collectives that rests 
on its transformative powers for the excluded and 
marginalised to ‘provide readers with access to 
other readers’ (activists’) lived experience and on 
occasion offers these as part of a network of socio-
cultural and socio-political projects (often aimed 
at social change through extra-parliamentary 
means)’.4 Atton establishes the interrelationship 
between alternative and radical which is of use in 
this exploration of photography and protest. 

The photographer and theoretician Jo Spence 
laid out the framework for photography and protest 
in Camerawork No. 1 with her article The Politics 
of Photography.5 This was a reaction to the use 
of stereotypical images in advertising, publishing 
and the mainstream media; and provided a 
sharp response to the perceived shortcomings of 
documentary photography and photojournalism. 
With this article, Spence set the terms for a debate 
on photography within the community that was 
passionate, rooted in the history of the medium 

Fig. 1.  Ella Napier, Labourer, Auchinlea Brick Company, Cleland, Lanarkshire. from the series ‘Clydeside 1974-76’, © Larry Herman, 
image courtesy Street Level Photoworks.  

and immersed in the politics of the time. 
Spence distinguished community photography 

from mainstream photojournalism and 
documentary photography by its emphasis on the 
local and the positive. The distinguishing feature 
of this kind of photography, as understood by the 
members of these photographic collectives, was its 
replacing of the passive subject of photojournalism 
and documentary images with an autonomous, 
active subject. This ‘active’ pertains to the subject’s 
engagement with the photographer taking their 
picture, but also in taking an active position in the 
production of the image. 

No investigation of community photography in 
Britain in the 1970s could be considered complete 
without acknowledging the importance of the 
‘counterculture’. The phrase was common in 
contemporaneous discourse, in conversation, in 
the media, in academic circles and, moreover, was 
an important self-identification for many of those 
influenced by struggles for women’s and minority 
rights through the 1960s and the 1970s. In shaping 

the views of many photographers and artists at 
that time, it brought to the fore the possibility of 
change, a new approach to creative processes 
and ‘a remarkable growth of political and social 
consciousness among artists’.6 Throughout these 
collectives ran a vein of self-reflexivity, considering 
the photographer’s practice and its integration into 
other areas of their lives.

New modes of production and distribution 
were created or appropriated in their own fashion, 
for example the use of lamination (in common 
use in advertising) for touring exhibitions. Integral 
to this countercultural challenge to mainstream 
newspapers and magazines was a desire to 
establish links with the community in which 
these photographers were working, and to take 
the work back into the community through the 
form of the exhibition as well as the distribution 
of prints as a way of engendering trust. This 
was done with a nod to the entrepreneurial 
nous of the counterculture which had created a 
nationwide network of magazines, publications 

Fig. 2.  Cardowan Colliery Showers; Stepps, Lanarkshire. from the series ‘Clydeside 1974-76’, © Larry Herman, image courtesy Street Level Photoworks.  
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and distributors. In purely pragmatic terms, it was 
also a way of facilitating access to places in order 
to take photographs. 

This was not the pedagogical side of community 
photography, to teach people to use cameras so 
that they could represent themselves, this was 
a sustained challenge to the prevailing ethos of 
photojournalism, the ‘parachuting in’, as it was 
termed. Paul Carter, of Blackfriars Photography 
Project, expressed the sense of unease common 
among these photographers about the practice 
of photojournalism:

I was already sensing that there was 
something not quite right about the business 
of photojournalism, about parachuting into 
people’s lives – all for the right reasons and then 
coming out and leaving them to all of that and 
then you getting paid for it so already there was 
some kind of a tension in there.7

The quest to create an alternative narrative 
around work and the workplace was fundamental 

to the work of Herman, Robert Golden, Nick 
Hedges, whose ‘Factory Fantasises’ article was 
published in Camerawork,8  and the Hackney 
Flashers Collective with its their unprecedented 
study of women and work in Hackney, north east 
London, exhibited at Hackney Town Hall as Women 
and Work in 1975.9 The text accompanying the 
photographs by Golden in Spence’s article, ‘Golden 
Rules, OK?’ in Camerawork No. 3 and Hedges’ 
‘Factory Fantasies?’ in Camerawork No. 6, and 
‘Born to Work’ in Camerawork No. 10 did not use 
names or direct speech in the main.10 Hedges used 
blocks of edited, reported speech in the latter.

This quest to redraw the matrix of photography 
around work and the workplace took the 
photographers into factories, shipyards, hospitals, 
schools and myriad small businesses that employed 
people on what would now be termed ‘zero 
hours’ contracts, with no employment rights 
and no assurance of work. At the same time, the 
photographers sought to dissolve the long-held 
boundaries between editorial and production 
in photojournalism whilst contributing to an 

Fig. 3. John Hendry, Turner, Boring & Facing Turning Wheel for Ships Main Engine; John G. Kincaid 
Engineer. from the series ‘Clydeside 1974-76’, © Larry Herman, image courtesy Street Level Photoworks.  

augmented iconography of people at work. 

Herman’s Clydeside photographs, published 
in Camerawork, were the result of a long-term 
project in Glasgow that exemplified this sustained 
challenge to established labour practices in 
photojournalism.11 Herman had trained in New 
York as a sculptor and left the city for London in 
1972 to avoid the draft for the Vietnam War.12 
His first visit to Glasgow was a commission from 
Penguin Books to take photographs for Worlds: 
Seven Modern Poets, Edwin Morgan being one 
of the seven male poets in the anthology.13 
Morgan’s Glasgow Sonnets make bleak reading. 
For the poets, the dystopian city was attuned to 
the clamour of shipyards and steelworks and the 
treacherous business of extracting oil from the sea 
bed. 

The North Sea oil-strike tilts east Scotland up, 
and the great sick Clyde shivers in its bed.
But elegists can’t hang themselves on fled –
from trees or poison a recycled cup – 

If only a less faint, shaky sunup
glimmered through the skeletal shop and shed
and men washed round the piers like gold and 
spread
golder in soul than Mitsubishi or Krupp – 
The images are ageless but the thing
is now. Without my images the men 
ration their cigarettes, their children cling
to broken toys, their women wonder when
the doors will bang on laughter and a wing
over the firth be simply joy again.14

Herman said of his first visit to Glasgow: 

I went up and I spent a few weeks with him 
[Edwin Morgan] walking around Glasgow, in 
his flat, and photographing him. I was just 
overwhelmed by Glasgow as a city. It just 
affected me and made me understand… 
because I was a new immigrant in those days, it 
must have been 1971, 1972, and consequently 
I was still undoing all the problems that 
immigrants have. Among those problems is 

Fig. 4.   Miners discuss union issues, Kellingly Colliery, Yorkshire. ©Robert Golden, courtesy Robert Golden. 
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coming to terms with undoing where you are 
originally from. You are no longer living there; 
you are living in another culture.15

His approach, from then to now, has stayed 
the same:

I still spend most of my time talking to people 
and ask them what they would like other people 
to know about them. That is still how I work 
and it was true way back then when I was only 
just beginning to feel my way in photography 
and explore who I was as a photographer. It is 
not a natural thing to do.16

Herman continued to visit Glasgow over a 
period of five years. His approach and politics were 
formed by the political activism in the USA in the 
1960s – the Civil Rights Movement, the Women’s 
Liberation Movement, anti-Vietnam War protests 
and, for him, the acute problem of avoiding the 
draft. He has said: 

I had come from the USA during a very 
intense period that involved a small minority 
of people but which had a profound influence. 
The American Civil Rights Movement (CRM) 
that started in the mid-50s exploded as a 
consequence of the leadership of the Civil 
Rights Movement. People all over the country 
became aware of the activities of the Civil 
Rights Movement. A small minority were 
involved and there were many currents in the 
CRM, from Maoism, as expressed through the 
Black Panther party, to direct action passivism, 
sit-ins, huge demonstrations, perhaps several 
hundred thousand people demonstrating any 
given day in cities and towns across the country. 
Its’ influence became profound and a threat 
to the established order. The CRM created an 
environment where people felt emboldened to 
take action around the Vietnam War and that 
became a huge movement, the anti-war activity 
and so on. The third thing that happened and 
that was also a direct result of the successes of 
the CRM was what’s called the second wave of 

Fig. 5. David Octavius Hill and Robert Adamson, Edinburgh Ale: James Ballantine, Dr. George Bell and David Octavius Hill, Calotype Print, 1843-47,  
Scottish National Gallery of Modern Art, [PG HA 435]

Fig. 7. Josiah Parkes, Lock Factory, Poster and Girl, 1976. ©Nick Hedges, courtesy Nick Hedges.
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the Women’s Liberation Movement.17

Herman collected statistics and information 
assiduously throughout his time in Glasgow. This 
information, together with the photographs, 
was presented in a 150-page handmade book, 
or maquette. This is a substantial document, not 
just for the photographs but also for the mine 
of information in its captions that contributed 
to the voice of protest. In workplaces, Herman 
focused on downtime, routine and the manual 
aspect of labour.  The use of shadow, absence 
and the singular figure predominated in Herman’s 
photographs. 

All the people in the photographs were named 
- a feature of Herman’s work. With the tenets of 
community photography in mind, this work was 
reflected into the community in which it was 
made, at the Third Eye Centre in Glasgow in 1976, 
under the auspices of Tom McGrath.18 

Robert (Bob) Golden’s photographic studies of 
labour and the workplace, the People Working 
series, were produced for children and sought to 

create a new understanding of people at work. 
Ten books in the series were published between 
1975 and 1978, with photographs by Golden and 
text by Sarah Cox.19 They sought to highlight a 
‘truth’ about working life that was not present 
in mainstream media coverage of labour issues 
and photographs in the trade union movement 
press where it was unusual or impossible to see 
photographs of people at work rather than on 
strike, or protesting or picketing. In the People 
Working series, workers are not named. This was a 
strategy devised by Golden amid the bloody nature 
of labour relations at this time and the intimidating 
atmosphere in which he found himself. He said: 
‘What was clear in that period was that in every 
place we photographed, all ten industries, people 
were badgered, intimidated and could easily be 
victimised and blacklisted, which, as we know 
now, historically was true’.20 

The trade union movement did not offer great 
support in this project, Golden says: 

What I do remember is that the unions weren’t 
particularly helpful. They weren’t obstructionist, 
but they weren’t helpful. It was usually shop 
stewards or the SWP [Socialist Workers Party] 
that got us in. In other words, they gave us 
introductions and we approached them 
officially through the management, saying 
that we were making children’s books, and 
so on. So, they thought, ‘yeah, it’s a bunch of 
mamsy-pamsy arty intellectuals, don’t know 
what they’re doing, sure, let ‘em in’. 21

Herman, in common with other photographers 
in and around these collectives, were drawn to 
produce photographic studies of work and the 
workplace because it was rare to see photographs 
of the workplace outside of trade union journals. 
The photographs of labour that were published 
in the mainstream newspapers and magazines 
focussed on gitation and strife around strikes and 
demonstrations.

But for Golden, the aesthetic was integral to his 
work. His attention to the formal considerations of 
the photograph was deliberate and painstaking - 
and he noted that this is frequently commented on 
by people looking at his work:

People smell this. It’s like a perfume given by 
the pictures which honours those people in the 
pictures and often the history of the people 
viewing. It offers them equality with anybody 
else in the world because they have been 
honoured by that care.22

Other projects that focussed on the labour 
market include Nick Hedges’s ‘Factory Fantasies’23 
and Born to Work (1982), and the Hackney 
Flashers’ 1975 exhibition Women and Work in 
Hackney, London. The latter provided an unrivalled 
perspective on women in the workplace in the 
1970s. 

The Hackney Flashers shone a light on women 
working in the garment trade; and home-workers, 
which meant working on a part-time basis for 
a pittance. All of these photographic projects 
combined statistics, information and polemic as 

Fig 5. Workers assembling on an engine line, Luton (from Carworker). ©Robert Golden, courtesy Robert Golden.
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a route into the political debates of the time – 
for the photographers and the subjects of the 
photographs. Michael Ann Mullen, a member of 
the Hackney Flashers, has said that the momentum 
behind the Women and Work project derived from 
the dearth of images of women working in and 
outside the home in the mainstream media: ‘I 
think that some people were more aware or pissed 
off about the way women were portrayed in the 
media, and I was, too, but I was more motivated 
by the fact that they were hardly portrayed at all’.24

Nick Hedges echoed this in his reasoning behind 
‘Factory Fantasies’:  

My stimulus has come from the hidden nature 
of workplaces (in recent years Bob Golden 
is one of the very few people to attempt to 
portray how we all spend one third of our lives, 
whilst there have been an infinite number of 
documentations of leisure, the seaside, etc.). In 
that sense it was a conscious decision to swing 
the balance, and to recognize all those workers 

who produce the material wealth that pays for 
our welfare state.25

The issue of class with respect to the 
photographer was addressed by Golden in his 
interview with Spence in Camerawork No. 3.26 
Referencing the criticism of documentary as being, 
in the main, of ‘class tourism’, with middle-class 
photographers looking at working class people, 
Golden nonetheless saw hope in ‘dynamic 
egalitarian trends’:

Some community photographic projects have 
helped to bring otherwise isolated people 
together, presenting images to be discussed 
and ideas to be discovered through the 
exhibition of photographs from the community; 
the women’s movement has produced a volume 
of work which has reported, analysed and 
revealed to people ideas which have helped in 
the struggle for identity and partial liberation; 
the left-liberal photojournalists’ documentation 

Fig. 8. Exhibition panel from the Hackney Flashers Women and Work exhibition. ©Hackney Flashers, courtesy 
Hackney Flashers. 

of the black liberation and anti-war movements 
in the States helped to reveal the injustices and 
tragedy of those two struggles; and now in 
Great Britain, several groups of photographers 
are intentionally documenting the class struggle. 
Eventually out of these documentarist trends 
will develop the strands of a truly proletarian 
cultural photographic expression which will 
command the interest and serve the needs of 
working people.27

It was this inherent inequality in documentary 
photography and photojournalism that prompted 
the photographers Sally and Richard Greenhill to 
agree to document their working lives, at home, 
as parents and as photographers. 

In his first contemporary interview about his 
Family Self-Portrait exhibition at the Half Moon 
Gallery, Richard Greenhill has said that both he 
and Sally Greenhill (of the Hackney Flashers) 
wanted to counter the ‘class tourism’ prevalent 
in documentary photography. This was in 

keeping with the self-reflexive nature of these 
photographers. He said: 

I just started photographing myself and it was 
this feeling that, it was a bit off really to go 
to exotic places and find poor people usually 
and take photographs of them. Firstly, the best 
people to do that or the people best placed to 
do that in theory anyway would be the people 
themselves. And it would be interesting to see 
if they came and took photographs of us and 
then you might also say well the best people to 
take photographs of us would be us.28

Herman gathered statistics and information 
around his photographs and published them 
alongside the photographs in a hand-made book 
acquired by the National Galleries of Scotland.29 
This was a feature of the work of politically engaged 
and informed photographers, who were inspired 
by socially concerned photography, the Workers 
Photography movement, Mass Observation and 

Figs. 9, 10.  Photographs from exhibition panels from Richard Greenhill, Family Self-Portrait, exhibition at the Half Moon Gallery, London, January 1977. Top 
photograph shows Sally Greenhill in her darkroom and bottom photograph shows Richard Greenhill in his studio at the top of their house in Liverpool Road, 
Islington, London. Photographs ©Richard Greenhill, courtesy Richard Greenhill. 
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Figs. 9, 10.  Photographs from exhibition panels from Richard Greenhill, Family 
Self-Portrait, exhibition at the Half Moon Gallery, London, January 1977. Top 
photograph shows Sally Greenhill in her darkroom and bottom photograph 
shows Richard Greenhill in his studio at the top of their house in Liverpool 
Road, Islington, London. Photographs ©Richard Greenhill, courtesy Richard 
Greenhill. 

Fig. 11.  Photograph from Family Self-Portrait. Photograph shows Sam 
Greenhill, Nell Greenhill, Richard Greenhill and Sally Greenhill at home. 
There were frank discussions about the project within the family. ©Richard 
Greenhill, courtesy Richard Greenhill. 

the work of Lewis Hine and Jacob Riis. 
Looking at the work of Bill Brandt, Thurston 

Hopkins and Picture Post magazine, and Tony Ray-
Jones, whose work was examined in Camerawork, 
there are important distinctions to be drawn in 
the way in which the photographer worked in 
the production and publication of photographs. 
This is not to deny that these photography 
collectives found inspiration in British documentary 
photographers and photojournalists; it is to argue 
that they expected, and created, an opposing 
set of practices in their work. They sought a 
much greater involvement in the context of the 
photograph and a much greater say in decisions 
on the publication of the image. 

There are similarities with the documentary 
projects of the 1930s onwards, including Mass 
Observation and the Worker Photography 
movement and the Photo League in the USA, yet 
these London-based collectives are distinguished 
by their close engagement with the hard-fought 
battles on equality at a local level and their 

trenchant visual critique on the re-imagination 
of inner cities across Britain through architecture 
and urban planning in the late 1960s and 1970s. 
While these collectives were London-based, the 
photographers worked across Britain. 

This was a photography of protest that 
encompassed the way in which photographers 
worked. Herman’s Clydeside was not about 
community darkrooms. He did not teach or enable 
anyone to take photographs as exemplified by 
the purest tenets of community photography; 
rather he used the camera as a social and political 
tool to stage an intervention in the local and 
national political debate around work. Street 
Level Photoworks’s exhibition of Herman’s 
Clydeside underlined the interest from museums 
and galleries in both absorbing and guiding the 
narrative of these documents.30 This work ties into 
current debates about collaborative working and 
labour conditions, workplaces, and protests about 
conditions, and zero-hours contracts and the rise 
of the ‘gig’ economy. 
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