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Sometimes the camera cannot protect you from what you see.  That was a 
lesson I learned in my days as a police photographer, along with more 
necessary lessons about meticulous framing, attention to detail, accurate 
focusing and perfect exposure. 

For two decades I did not return to photography – it hurt too much – but in 
the end I did, embracing the new digital technology and, along with my 
desire to travel, found peace and a sort of fulfilment through wildlife 
photography.  These years were successful by amateur standards gaining 
Associateship of the Royal Photographic Society, numerous awards and 
success as a finalist in international wildlife competitions.  However, I 
began to appreciate that my focus was different from the conventional 
wildlife shooter – I was looking for something beyond the ‘record shot’.  
Perhaps my degree in history was urging me to look beyond the subject 
and its presentation for something deeper and timeless.   Perhaps it was 
my preference for quiet and solitude that drove my search for that which is 
beyond the cares and concerns of everyday life.  

Perhaps it was just me.

“The reason I am doing these new 
landscapes . . . is because it’s a form 

of healing.  I’m kind of healing 
myself . . . but you can never run 

away from what you have 
seen.” (Don McCullin, 2009).

Preface
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Moving to Skye presented a wonderful opportunity to reflect on my 
photography.  Many photographers attempt to capture its natural 
splendour, but I wanted something different.  This led me initially to 
phenomenology.  It promised an introspective and experiential dimension 
to my work, but the more I submerged myself in Skye the more I 
questioned the direction phenomenology was taking me.  I noted in my 
Critical Review of Practice for Informing Contexts:

“. . . this phenomenological approach – whilst challenging – became an 
uncomfortable philosophical constraint.  Like well-worn shoes it appeared 
to fit, except there was grit in the sole.  That grit was the reality of Skye 
that transcends personal experience and insists on being noticed.” (Price 
2019:1).

I recognised that it was not the phenomenal that inspired and challenged 
me but, in Kantian terms, it was the noumenal – the hidden reality that 
lies behind sensory experience.  The ontology of Latour (2005), 
Meillassoux (2018), Ortega (1925 and 1962) and particularly Graham 
Harman (2018) began to answer my questions:  my search was not for 
meaning in a classical sense but rather to reveal, for anybody that looks, 
the essential reality and truth that lies below the flux of sensory 
perception. 

Ontology
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Figure 1



This led me to conclude that my photographic influences thus far had also 
been holding me back. I had been attracted by Don McCullin’s landscapes, 
the tormented work of Salgado, the operatic style of Bill Brandt, the 
metaphorical facticity of Fay Godwin, and the film aesthetic of Film Noir.  
Their drama, similar subject matter and meticulous attention to detail, 
reflected my aesthetic and technical preferences, and the dark place I was 
still in at that time.   However, they were only confirming my approach rather 
than extending it. 

This intellectual journey led me to pose a question: how do I photograph 
that which is hidden?  I found the answer not in the jungles of Borneo or the 
plains of Africa, I found it by a small loch in the Isle of Skye.
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Figure 2



The rain and winds of a cold Skye morning provide sensory experience in 
abundance and for the founder of phenomenology, Edmund Husserl, that 
experience is the sum total of reality.  But what drives the wind and the 
rain? It is the Island’s turbulent climate.  How could I capture an abstract 
like the ‘climate’, or the Island’s vulnerability or its culture?  The 
transience of the photographic moment is often seen as a shortcoming 
but, for me, it is a strength.  The camera’s ability to catch those fleeting 
glimpses represent the ‘ephemeral hiddenness’ of my title – what is 
hidden is the permanent reality that drives sensory perception, what is 
ephemeral is the passing moment when that hiddenness is revealed and 
captured.  From an aesthetic point of view, my journey led me to Ori 
Gersht’s inspiring Floating World Hanging Sky (2016). In his reflections of 
Zen gardens in Kyoto, Gherst’s intention to reflect the essence of nature 
also led him to depict a place where time stands still and its history is 
made present and palpable.

I was also inspired by the great masters Cezanne, Monet and Turner.  
Cezanne had sought what I sought and he clearly understood those 
fleeting glimpses and the ephemeral hiddenness of nature. 

Ephemeral Hiddenness
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“Tell me what you pay attention to and I will tell you who 
you are.” (Ortega y Gasset 1962:94).

“All that we see dissipates, moves on.  
Nature is always the same, but nothing of her 
remains, nothing of what appears before us.  
Our art must provide some fleeting sense of 
her permanence, with the essence, the 
appearance of her changeability.”  (Cezanne 
in Spira 2017:5). in Spira 2017).



Turner on the other hand, took the exceptional step of strapping himself to 
the mast of a boat and in so doing realised the essential reality of a snow-
storm.  My reading also led me to Ryan’s (2019) development of Harman’s 
ontology in a photographic context.  He proposes a five-fold approach to 
revealing the hidden reality through: (i) emotional ‘activation’ of non-
conscious awareness, (ii) ‘attenuation’ of the conscious through 
contemplative or meditative practice, (iii) ‘reduction’ where distracting 
elements of sensory experience are withdrawn allowing that which is hidden 
to emerge, (iv) ‘fracture’ where, following Heidegger’s (1962) analysis the 
hammer, we look for breaks in presence, and (v) metaphor, following 
Harman (2018) and Ortega (1925), where the properties of one object 
reveal the hidden meaning behind another.

As I sat beside the loch, I realised that its ever-changing natural presence 
was a powerful metaphor for the Island – its fragility was balanced by its 
resilience, its lightness of being by its intensity and its isolation by its 
connectedness. 

These aesthetic experiences by the loch led me to an insight that reality is 
not described by the disjunct of opposites but by their conjunct.  It is in this 
conjunct that the power of metaphor lies.

“The metaphor is perhaps the most fruitful power of man.  Its efficacy 
verges on magic, and it seems a tool for creation which God forgot inside 
one of His creatures when He made him.”  (Ortega y Gasset 1925:33). 
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Figure 3. J M W Turner, 1842. 



An ongoing theme in my work is seeking solitude and through that 
allowing my experiences and personality to shape my practice.  I write a 
Journal while I am out in the field to slow down my thoughts and 
encourage a more meditative approach to my image making.  Thomas 
Joshua Cooper (2017) comments: in order to achieve your intent 
photographically you must internalise that which is “out there”. As 
Freeman Patterson (1977: 11) says ‘the camera looks both ways’, and 
through deep reflection the power of the human gaze can be reflected in 
the glance of the camera.  In this I feel a strong affinity with Awoiska van 
der Molen who, like me craves the quiet solitude of the landscape:

“I go away from everything in the present to move in these quiet 
situations to be able to leave things behind me and become quiet in 
myself.”  (van der Molen 2017).

Margaret Soraya also seeks the same stillness in the Scottish Islands:

“I have to experience aloneness; I must find that peaceful place that I go 
to whilst immersed in a landscape that speaks to me.” (Soraya 2019).

Seeking solitude and Quiet
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Figure 4.  Awoiska van der Molen, 2014.  
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Daniel Gustav Cramer refers to revealing and concealing in his Trilogy 
(2005-15) and, in my practice, revealing is about choosing what should 
remain in the image and concealing is about reducing that which 
threatens to overwhelm perception.  Matthew Murray’s Saddleworth 
also provided ideas in terms of experimenting with light sources to 
reveal or conceal aspects of the subject at night.
  
My practice has also been influenced by writers on Skye such as Seton 
Gordon and further afield by Nan Shepherd who has spent much of her 
life writing about the Cairngorms and Robert Macfarlane whose poetic 
prose draws upon his observation and experience of the natural world. 
However, the process of working with an accomplished young film-
maker Gemma Wearing, herself a Falmouth graduate, helped me 
crystallise my thoughts about my work, my passion for photography and 
the solitude it brings.

I now realise that it was only when recording the voiceover for the film, 
that I was able to open up and finally speak deeply personal words 
about myself and my practice.  Indeed, even in the final version of the 
film I can detect the intensity of the feeling I have when, with my camera 
bag on the seat next to me, I drive down the road to Elgol.

“Photography is everything to me, it allows 
me to be solitary, it allows me to be quiet and 
contemplative.”  (Price 2019).

Figure 5



The Quiet Photographer and Authenticity
Solitude and quiet is a personal preference for me and is captured in 
Badger’s description of the quiet photographer:  

“ …his or her artistic persona from first to last is modest, self-effacing…
The “quiet” photographer focuses upon modest rather than determinedly 
grand subjects, eschews quirky tricks of technique or vision and perhaps 
crucially presents the work in an understated way.”  (Badger 2010:210).

My search for the hidden reality of Skye had opened up a diversity of 
method but my early training is still there.  Authenticity or inner 
truthfulness is important to me – that means the image should be the 
product of a creative act in camera.  I have some skill in post-processing, 
which is important in realising an image’s potential and in bringing visual 
coherence to my work. However, the alteration of elements in an image, is 
anathema to me.  

My reduction strategy works best through conversion to black and white, it 
also works through simplicity and attention to detail.  In practice I adopt a 
mixed approach as, in some cases, colour serves my ontological purpose. 
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Figure 6
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However, in developing my FMP I have chosen to concentrate on black 
and white.  I believe that the power of this approach would help me in the 
process of revealing the essence of Skye.  It has also helped me bring 
forward an important aspect of the reality of Skye – the light that lies 
behind the surface – the light that drove Monet year after year to return to 
and paint the lily pond at Giverny.  The challenge I sought to overcome 
was how to render, in camera, this ethereal sense of light within light. This 
led me to a long period of contemplation and experimentation in an effort 
to capture the essence of what I was seeing.

Figure 7



Re-revealing Photography
As I focused my camera on Loch Cill Chriosd my early doubts about such a 
concentrated attention to one locality began to dissolve.  This approach, an 
extended and intense type of rephotography (or re-revealing), had been 
legitimised for me by Monet’s Grainstacks which, like the lily pond, he painted  
and repainted over many days, months and seasons. I was also reminded of 
the words of Iain Sarjeant in the context of his project The Pool, in which he 
focused on a small stretch of water:

“By singling out and focusing on individual elements, these complex and 
competing patterns are simplified and sense of depth created.” (Sarjeant 
2014:1).

As I drew the elements of my project together, one thing became clear: it 
would never be finished.   My selection of images for presentation in my FMP 
and other outputs became like fragments of a dream – moments where the 
tempo of my life was stilled and I had been privileged to see the beauty of 
Skye  The problem I now had was one of selecting, from  a wide diversity of 
images, those that captured, and would reveal to others, the essence of Skye.
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“The north wind was chill, and … we found 
little shelter from it.  Upon Loch Cille Chriosd 
… the breath of the breeze could be seen to 
stir the waters, and dark flurries hurried 
southward in unending succession across 
the loch.”  (Gordon 1929:12).

Figure 8.  Claude Monet.  1890-91.  			



My public outcomes for FMP have been focused on developing public awareness of my work on the Isle of Skye and building a network of 
followers.  I sought to test not only the ontological validity of my work in general but also the significant body of work I had produced during 
the FMP. 

I determined my output would be principally fine art prints and that I would meet my potential network of followers face to face through 
exhibitions and galleries, online through a professionally designed website and blog, and through the production of a three-minute film  
about my work.  This strategy relegated other choices – such as book production, workshop presentations, and running courses – for later 
once my market had developed.   All my chosen outcomes involved a commitment to a high degree of professionalism in terms of 
presentation and engagement.

I ran two exhibitions during the course of FMP.  The first at an established local gallery, An Talla Dearg, and the second at An Crubh a new 
multi-functional centre keen to support local arts.  I engaged in a process of low-cost marketing activity via press releases (including the 
Skye Times Online), the distribution of leaflets to local shops, hotels and other outlets and a targeted email campaign to the local followers 
of my Critical Research Journal.

Whether by chance or design I had found two exhibition spaces that matched my target audience; the location of both beautifully 
contextualised my work and benefitted from high footfall. These exhibitions gave me opportunities to test my work in a discriminating 
market, develop my editing and curating skills and engage with people directly.  The exhibition at An Crubh generated significant sales both 
at and after the event.  It also resulted in commercial contracts for the sale of my work, and further exhibition bookings in 2020.  In pricing 
my work, I followed the advice of Christiane Monarchi, founding Editor of Photomonitor, by starting relatively low to attract collectors and 
“giving yourself room to grow”.     

Public Outcomes
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Direct engagement with my audience has also resulted in a commission to both record and provide an aesthetic account of an 
archeological dig at a National Heritage site at Silchester, Hampshire in 2020.  

Many people, engaging with my work, want to know more about me. In response I decided to produce a very short film https://vimeo.com/
374192997 with the aim of providing an authentic account of my work on Skye.  Initial, feedback has been very positive recognising a 
professionally presented yet personal account.  It says what I want to say and will be a useful adjunct to my promotional work.  Feedback 
about including the natural sounds of Skye and more changeable Skye weather will be included in future films.
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As part of FMP I have worked alongside a web designer to produce, to a high standard, a new website/blog that will be the focus of my 
work and commercial activity moving forward.  The MA has introduced me to blogging and this has become an important part of my 
practice.  With over 300 blogs published in my Critical Research Journal it has given me a powerful means of researching, reflecting and 

communicating my work to others. I see the continuation of my blog as one way of being distinctive and helping me break through into a 

crowded market.  It is also an important way of continuing to engage in research-based practice.

Figure 9.  Gemma Wearing, 2019.
			

https://vimeo.com/374192997
https://vimeo.com/374192997
https://vimeo.com/374192997
https://vimeo.com/374192997


Critical Evaluation of Public Outcomes
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I believe that my work for FMP has produced a successful, professional 
and effective set of public outcomes.  In the end the question is whether 
people are prepared to take time to come and look, are they prepared to 
engage with the subject matter and, ultimately, are they prepared to 
pay?  The evidence I have, on the basis of my outputs and the written 
and verbal feedback I have received (see my FMP) is that my work is 
connecting in a fundamental way with my public.   I believe that I am 
now in a position to launch a commercial business post MA.  

My concentration on exhibitions and what goes with them is, I 
acknowledge, a well-trodden path for commercial, fine art photography 
but it does have important benefits.  First, my images can be presented 
in a way that does them justice and, second, it allows me to engage 
directly with my audience.  People are, in my experience, intensely 
curious – they appreciate the art, it speaks to them, but they also want to 
know more: about me, about the Island and, indeed, how to take 
photographs.   Thus, relationship building is an important aspect of my 
work.  In seeking to know me, I believe that my public are not just 
curious but are also looking for that sense of ‘integrity’ between me and 
what I reveal in my images. 

Figure 10.  Alison Price, 2019. 
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Conclusion

In my choice of venues, for example, I had to weigh up the pros and cons of what was on offer as exhibition/gallery space on Skye which 
is very limited.  At this stage my priority was not only footfall but also engagement, and because of this I was prepared to compromise on 
the facilities and the hanging arrangements they offered. I had taken as my ideal the open spacing and lighting of Cindy Sherman’s Film 
Stills at the National Portrait Gallery (2019) or the minimal installations of Sarah Pickering, but in practice this was not achievable.   I was 
also keen to ensure, as a basis for my future work, a degree of commercial viability, which in retrospect led me to an over-population of my 
available image space.  This may have been the reason why my sales picked up as some images were sold and the remainder had more 
aesthetic room to breathe.  The over-population of the space was well intended but it was a mistake and that is a lesson learnt.  It also 
meant that I was not able to take a professional set of installation images that can be shown to galleries further afield.

My work and public outcomes have required me to collaborate with a number of associated professionals.  Not only have I worked with 
another artist to present an exhibition but also worked with and developed lasting relationships with web designers, filmmakers, framers and 
venue staff in order to achieve my vision.  

My journey through FMP has led me to a research-led practice informed by ontology, prolific image making and a deeper understanding of 
who I am.  I have become convinced that my ontology is fundamental to my work and not just an ex-post rationalisation for difference and 
abstraction.  It has been a thread in my thinking from beginning to end on this MA, it has set me on a journey that reconciles the issues of 
my past in photography and it sets a new course for my future.  My last word is as it should be:  the  images as presented in The Ephemeral 
Hiddenness of Skye.

Word Count: 3300 



Figure 1.  Alison PRICE.   2019.  Untitled 17.  From The Ephemeral Hiddenness of Skye.

Figure 2.  Alison PRICE.  2019.  Untitled 18.  From The Ephemeral Hiddenness of Skye.

Figure 3. J M W TURNER.  1842.  Snow Storm – Steam-Boat off a Harbour’s Mouth.  Tate, London.

Figure 4.  Awoiska VAN DER MOLEN.  2014.  Blanco: Silent Landscapes.  FOAM, Amsterdam.

Figure 5.  Alison PRICE.  2019.  Skye Untitled 1.  From Metaphors of my Mind.

Figure 6.  Alison Price.  2019.  Untitled 19.  From The Ephemeral Hiddenness of Skye.

Figure 7.  Alison Price.  2019.  Untitled 20.  From The Ephemeral Hiddenness of Skye.

Figure 8.  Claude Monet.  1890-91.  Grainstacks.  Art Institute of Chicago.  Chicago.

Figure 9.  Gemma Wearing.  2019.  Opening Screen Shot from Short Film The Ephemeral Hiddenness of Skye.

Figure 10.  Alison Price.  2019.  Cindy Sherman Installation Shot of Film Stills.  National Portrait Gallery, London.
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