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Abstract  
 
This research examines how photographs become catalysts for rhizomic 

participation in ‘Leytonstone Museum: a participatory arts project’ which is the 

practice-based research developed for this dissertation.  The project is based on 

the concept of a museum and explores potential museum participatory practices.  

 

 ‘Leytonstone Museum: a participatory arts project’ is a blog-based virtual museum 

that has an archive of photographs contributed by participants.  Selected 

photographs from the archive were printed and displayed in pop-up exhibitions, 

curated by volunteers in locations of their choice. My photographs of these 

exhibitions were shown at my MA dissertation show and on the blog, documenting 

the tangible development of Leytonstone Museum.  

 

In my dissertation I also consider how this project spreads in a rhizomic way. I use 

Gilles Deleuze’s and Felix Guattari’s concept of the rhizome (1983), participatory 

arts practices, durational arts and Actor-Network-Theory (ANT) as theoretical lines 

of enquiry for the research. This dissertation maps out the multiple ramifications 

that are possible when using photographs as catalysts for participation. 
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Introduction 
 
‘Leytonstone Museum: a participatory arts project’ began with the idea of creating 

a site-specific participatory arts project based on the concept of a museum and 

exploring potential museum participatory practices. My aim was to create a project 

that evolved over time, where participants could be involved and influence the 

development of the museum. I began by assembling an archive of photographs 

about Leytonstone and inviting volunteer curators to hold exhibitions of a printed 

collection of photographs from the archive. 

 

Leytonstone was chosen as the situation for the museum as it is where I live and it 

has a thriving community arts scene with a yearly festival and arts trail and a 

volunteer led art gallery. I wanted to limit it to a specific geographical area, 

creating a strong identity for the museum. Since Leytonstone Museum is a blog-

based virtual museum that holds pop-up exhibitions but no permanent location, it 

is different to the traditional concept of a museum as a building that houses a 

collection but the aims are the same: 

'Museums enable people to explore collections for inspiration, learning and 
enjoyment. They are institutions that collect, safeguard and make 
accessible artefacts and specimens, which they hold in trust for society.'  

(The Museums Association http://www.museumsassociation.org/ 
about/frequently-asked-questions). 

 
Leytonstone Museum has an archive of photographs contributed by participants, 

which are housed virtually, on an Internet blog. Selected photographs from the 

archive have been printed and this collection is housed in a specially made box, 

which acts as the museum store. Selections from the collection of printed 

photographs have been displayed in pop-up exhibitions, curated by volunteers in 

locations of their choice. I then took photographs of these exhibitions, which are 
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exhibited on the blog (and some were shown at my MA dissertation show). The 

photographs of the exhibitions become part of the archive, documenting particular 

moments in time and space when the museum takes on a non-virtual existence, 

as well as recording the tangible progression of Leytonstone Museum.  

 

In this dissertation I explore how the contributed photographs became catalysts for 

participation and how Leytonstone Museum spread in a rhizomic way by 

encouraging participation. I am using Deleuze’s and Guattari’s (1983) concept of 

the rhizome as a metaphor to describe the development and spread of 

Leytonstone Museum. This will be explained more thoroughly in the first chapter. 

In chapter two I begin with Umberto Eco’s concept of an ‘open work’ (1989) and 

explore research into participatory arts, durational arts and Actor-Network-Theory 

(ANT) as theoretical lines of enquiry for the research.  In the third chapter I will give 

evidence of the multiple ramifications that are possible when using photographs 

as catalysts for participation. 

 

The rhizome  

Deleuze and Guattari adopted the term rhizome in their philosophical work, which 

has been highly influential on the development of my concept of rhizomic 

participation. In biological terms a rhizome is a plant, such as ginger, that grows 

horizontal roots underground which produce new shoots and plants along its 

length. They are unlike tree roots, which grow downwards and are only connected 

to the tree above. ‘A rhizome can be cracked and broken at any point; it starts off 

again following one or another of its lines, or even other lines’ (Deleuze and 
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Guattari 1983: 18). The participatory development of Leytonstone Museum is like 

the unseen, underground growth of the rhizome, with only some situations of the 

project visible above ground. These situations can be mapped and analysed but 

much remains unknown. The museum develops in a rhizomic way as it does not 

exist in one place (rooted like a tree) but is virtual and situational, being on-line as 

a blog and existing as pop-up exhibitions in a variety of temporary locations, all 

connected along lines, which map out the on-going ramifications of Leytonstone 

Museum. The rhizome metaphor can be used to describe learning. Unlike a linear, 

hierarchical model of learning (like the tree, when knowledge is rooted), rhizomic 

learning follows various lines of enquiry, changes direction and sometimes breaks 

off and develops new meanings. Visitors and participants of Leytonstone Museum 

are not given direct information but allowed to explore their own lines of enquiry. 

Dave Cormier uses the rhizome metaphor to describe what he calls ‘rhizomatic 

learning’:  

‘In the rhizomatic model of learning, curriculum is not driven by predefined 
inputs from experts; it is constructed and negotiated in real time by the 
contributions of those engaged in the learning process. This community 
acts as the curriculum, spontaneously shaping, constructing, and 
reconstructing itself and the subject of learning in the same way that the 
rhizome responds to changing environmental conditions’  

(Cormier 2008)  
 

Deleuze and Guattari explore six principles within their concept of the rhizome, 

which should not be seen in isolation but be seen as overlapping, interconnecting 

characteristics that map out the rhizome (Koh 1997, Deleuze and Guattari 1983). 

They provide a theoretical framework for describing the rhizomic possibilities of 

Leytonstone Museum. 
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1 and 2. Principles of connection and heterogeneity 

‘Principles of connection and heterogeneity: any point on a rhizome can be 
connected with any other, and must be.’ (Deleuze and Guattari 1983: 11) 
 

 

 

The use of the map is important in Deleuze and Guattari’s rhizome and is 

described further in their fifth principle. This map (figure 1) created on 30th June 

2012, illustrates the connections between exhibitions, locations, handling 

sessions and people that have been part of Leytonstone Museum. The situations, 

places and people that are mapped are connected to each other but are 

heterogeneous. For example each curator has his/her own personal reasons for 

being involved and ideas for locating and curating the photographs that he/she 

selects. Leytonstone Museum is part of a larger rhizome of my own learning and 

practice. It was initiated with ideas that grew out of my own rhizomic learning, MA 

research, my art practice, things I have read, conversations I have had (figure 2).  
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Leytonstone Museum enables opportunities for further development involving new 

people, creating new alliances and situations as the project evolves. 

‘A rhizome doesn’t begin and doesn’t end, but is always in the middle, 
between things, inter-being, intermezzo. The tree is filiation, but the 
rhizome is alliance, exclusively alliance.’  

(Deleuze and Guattari 1983: 57) 
 
Within Leytonstone Museum it is impossible to see beginning, middle and end. 

Instead, when mapped at a given point in time (see figure 1), the project as 

rhizome shows only the middle of the map, like a page in a map book. It shows 

only the tangible things, in that moment, and implies the spread of connections 

beyond the page. Much evidence of this is anecdotal, as conversations with 

participants hinted at the way Leytonstone Museum moved beyond the page to 

map out new situations. One volunteer curator described how the project 

encouraged him to develop his own blogs. A curator from a gallery in Leytonstone 

hinted that one of their exhibitions (which was a selection of works about 
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Leytonstone) was in part developed because of ideas sparked by Leytonstone 

Museum.  

 
3. Principle of multipl icity  
 

‘Puppet strings, as a rhizome or multiplicity, do not run back to the 
assumed will of an artist or puppeteer, but to the multiplicity of nerve fibers 
that form in their turn another puppet following other dimensions 
connected to the first’.     

(Deleuze and Guattari 1983: 14) 
 
There are multiple roles of artists, photographers, and curators within the project 

as well as my additional roles as facilitator and researcher. My ideas for the 

creation of Leytonstone Museum were part of a rhizomic structure of ideas, 

thoughts and memories connecting with theory, arts practice and museum 

pedagogy (see figure 2). Participants have rhizomic connections to their own 

knowledge and experience that influence and direct their involvement within the 

project. No one person is in total control: even though my role seems that of the 

puppeteer, the involvement of others is crucial and we are the multiplicity that 

makes up the many dimensions of Leytonstone Museum. The project is a 

multiplicity: museum, art, community project, research and blog. 

 
‘An arrangement is precisely this growth of dimensions in a multiplicity that 
necessarily change its nature as it increases its connections. There are no 
points or positions in a rhizome, as one finds in a structure, tree or root. 
There are only lines.’ 

(Deleuze and Guattari 1983: 15) 
 

In Leytonstone Museum, where the focus is on developing participation, the lines 

are links to and between other people and to the situations and places in which 

these people can potentially participate and develop ideas of their own. The word 

flight in the phrase ‘line of flight’ (Deleuze and Guattari 1983: 16) is translated 

from the French word, fuite meaning eluding, escaping, flowing, or leaking 
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(Massumi 1987:xvi). It is a line of flight that moves beyond the obvious structures 

of Leytonstone Museum, of curation, of archives, of museums, and opens up 

multiple possibilities for new situations, learning and lines in the rhizomic project. 

The opportunity for volunteers to curate exhibitions allows the non-expert to 

explore curating is not unlike being introduced to a new art technique. Curation is 

a creative activity (Paul O’Neill 2007: 21) enabling volunteers to try out new skills 

and ideas. The smallest of ideas can leak out and develop into something new, 

even seemingly unrelated. One volunteer curator commented that this experience 

had contributed to his increased confidence to exhibit his own artwork in a local 

project called ‘Let’s Fill Leytonstone with Art’. A visitor who rarely attends galleries 

was encouraged to attend more. A number of contributing photographers said they 

have been inspired to take more photographs.  

 

4. Principle of a-signifying rupture  

‘There is a rupture in the rhizome each time the segmentary lines explode 
into a line of flight, but the line of flight is part of the rhizome.’  

(Deleuze and Guattari 1983: 18) 
 
Participation in arts can be like this. Rather than assuming participation means 

taking part in an activity on a one off occasion, assume participation means taking 

part in an activity, taking that experience home with you, using it to develop new 

works or ideas, sharing it with others who might follow new lines of flight of their 

own. Jacques Rancière suggests in ‘The Emancipated Spectator’ that spectators 

are not passive but active: reinterpreting what they observe and participating by 

telling their own stories about the stories they see (2007:277). These participatory 

lines are unpredictable and hard to track but connections are made and new lines 
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of flight begin. On-line, Leytonstone Museum ramifies as it connects to users 

through blogs, website, comments and social networking sites (see appendices 2, 

3 and 4). Viewers from around the world connect to the site potentially enabling 

new stories about the photographs and about Leytonstone to be told (appendix 2). 

Occasionally comments or emails show map-able evidence of the growth and 

development along new lines of flight that are the multiple ramifications of the 

project. The mother of a volunteer, who once lived in Leytonstone and now resides 

in Canada, visits the site to see her son’s contributions, and comments on-line, 

telling her own memories of Leytonstone.    

 

Deleuze and Guattari (1983: 19) write about deterratorialization and 

reterratorialization, explaining the constant changes and restructuring taking place 

along the line. As people get involved they manipulate the project, changing 

contexts and move the project into new situations. When curating exhibitions 

within the project, the volunteer curators deterratorialized the photographs and 

reterratorialized them by curating new exhibitions within new situations and with 

new arrangements. Each curator had different ideas about curation, about 

arrangements of images and the 

purposes for their exhibitions. Jennie 

Hawley held a pop-up exhibition in 

her home as an experience for her 

party guests (figure 3).  Her 

arrangements were personal and 
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aesthetic with hand written labels entitling some photographs or groupings. Diana 

Korchien’s exhibition in the library was organised in themes that told stories about 

Leytonstone. She explains that she selected photographs:  

 
‘that would invite people to walk around with their eyes open. Leytonstone 
has been neglected for many years; it is essential [to] look at it with fresh 
eyes, to love it, to take possession of it as ours. If my selection has inspired 
others to think more deeply about our area, then I am happy.’  

(Diana Korchien, appendix 7) 

Her exploration of the photographs and as she explained ‘my desire to make 

people look harder and think more about what they see’ (appendix 7) led to Diana 

organising a caption competition using two of the archive photographs. This 

increased participation in the project with around thirty-five entries being 

submitted and local businesses giving Leytonstone Museum their support by 

providing prizes.  

 

5 and 6: Principles of cartography and decalcomania  

‘The rhizome is ‘a map and not a tracing’ Deleuze and Guattari 1983: 25). A map 

is constructed and can be deconstructed and reformed (deterratorialized then 

reterratorialized). Maps need constant revisions and updates to keep up with 

changes that happen in the environment they depict. Leytonstone itself changes 

continually. Shops shut, new ones open, trees are cut down, and new ones are 

planted. The photographic archive will never be able to show a full picture of 

Leytonstone. 

 

‘The map is open, connectable in all its dimensions, and capable of being 

dismantled; it is reversible, and susceptible to constant modification’ (Deleuze and 
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Guattari 1983: 26). Those participating in Leytonstone Museum can enter at any 

point in the project and move along lines of enquiry through the blog, at an 

exhibition, in a conversation etc. The map only shows the transparent parts of the 

project that I could see, much remains obscured which is frustrating and 

interesting at same time. The map needs to be constantly redrawn as the 

ramifications become evident (figure 4).   

 

 

 

According to Deleuze and Guattari, the decalcomania principle is in opposition to 

cartography. They state that tracing (or calque) is ‘reproducible to infinity’, unlike 

the map which is forever changing (1983: 25).  Leytonstone Museum needs to 

develop and move if it is to avoid becoming a trace of itself, a repetitive series of 

exhibitions and contributions that become formulaic and unimaginative. But 

rhizomic participation has always the potential to allow participatory arts projects 

to move and change and grow as long as hierarchical models are avoided and the 
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project remains open. By avoiding rigid aims and objectives (as are so often seen 

in education initiatives) the project can move on and grow, as it has no end game. 

The project is already developing beyond this MA. Volunteers have committed to its 

continuation, new photographs are being submitted, a related Facebook project 

has been launched and new ideas are being developed for the next phase of the 

museum. 

 

Other theoretical l ines 

Open and participatory 

 

 

 ‘Leytonstone Museum is Open’ is engraved on the sign on the box (figure 5). This 

situates the museum as always open in terms of time, and links to the open map 
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of the rhizome (Deleuze and Guattari 1983: 26). It is also a reference to Umberto 

Eco’s ‘Poetics of the Open Work’ (1989:1) where he describes examples of open 

music compositions where ‘considerable autonomy [is] left to the individual 

performer in the way he chooses to play the work’ (1989:1).  These musical works 

‘reject the definitive, concluded message and multiply the formal possibilities of 

the distribution of their elements (1989:3). My aim was to be open, to give agency 

to participants to have limitless possibilities to curate exhibitions, react to the 

archive and create new situations for Leytonstone Museum. Eco argued that all art 

had moved to ‘an “open” situation, in movement. A work in progress.’ (1989: 23). 

 

In contemporary visual arts the ‘open’ work is perhaps now seen as art that 

enables the audience to become active participants in the concept, production or 

post-production of an artwork. In her edited book ‘Participation: Documents of 

Contemporary Art’, Claire Bishop (2006) entitles her introduction ‘Viewers as 

Producers’, a reference to Walter Benjamin’s 1934 speech, ‘Author as Producer’ 

(Benjamin 2003) in which he challenges the bourgeois, the intellectual, to pass on 

the apparatus for the proletariat to become collaborators and producers in their 

culture. Bishop ends her introduction describing that participation in art ‘would 

invite us all to appropriate works for ourselves and make use of these in ways that 

their authors might never have dreamed possible’ (Bishop 2006: 16).  Allowing a 

non-expert curator or an amateur photographer to be involved can create a tension 

to the artist who has grown up in the modernist tradition, especially if aesthetic 

judgements are in contest with democratic aims. Should a poor quality photograph 

be included? Should curators have any prior experience to ensure the work of 
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others is shown properly? Are their locations unsuitable as exhibition spaces? In 

rhizomic participation the answer is that the participants decide.  

‘What is collapsing before our very eyes is quite simply the pseudo-
aristocratic conception of how artworks should be displayed, which was 
bound up with the feeling of having acquired a territory… Contemporary art 
resembles a period of time that has to be experienced, or the opening of a 
dialogue that never ends.’  

(Bourriaud 2002: 15) 

 

Nicolas Bourriaud’s text ‘Relational Aesthetics’ (2002) has been highly influential 

for theory around participatory arts practice. He describes relational art as ‘an art 

taking as its theoretical horizon the realm of human interactions and its social 

context, rather than the assertion of an independent and private symbolic space’ 

(Bourriaud 2002: 14). Leytonstone Museum can be considered a relational work, 

as it is art that takes place over time and can be experienced rather than just 

seen. It allows the public to have encounters with art in social contexts; on-line, at 

handling sessions and by holding exhibitions. Bishop criticises Relational 

Aesthetics for its focus on conviviality (Bishop 2004: 79). For Bishop, socially 

collaborative art should be democratic and this she says needs an antagonistic 

edge. ‘This relational antagonism would be predicated not on social harmony, but 

on exposing that which is repressed in sustaining the semblance of this harmony’ 

(Bishop 2004: 79). Leytonstone Museum, though having some tensions, is more 

convivial in its aims. Whilst its open nature allows for potential democratic 

engagement there are no efforts to reach a democratic audience as such, or to 

encourage exposure, or even consideration, of that which is repressed.  

 

Grant Kester is another proponent of participatory arts, which he calls ‘dialogical 

aesthetics’. He criticises the modernist ‘avant-garde rhetoric of shock’ and  
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questions ‘if it is possible to reclaim a less violent and more convivial relationship 

with the viewer while preserving the critical insights that aesthetic experience can 

offer to objectifying forms of knowledge’ (Kester 2004: 27). Post-modernism has 

seen a shift from art for arts sake to art that is open to being encountered and 

experienced. Kester explains that: 

‘dialogical work is not centered in the physical condition of a single object or in the 
imaginative capacity of an individual viewer. Instead, the work is constituted as an 
ensemble of effects, operating at numerous points of discursive interaction.’  

(Kester 2004: 189). 
 

For some, discussing work at a handling session or providing a photograph for 

others to encounter may not seem to be participation. But when these small 

effects and interactions could develop unseen ramifications, it is rhizomic 

participation. 

 

Situation and duration 

‘Situation: the set of conditions that exists at a particular time in a 
particular space.’ 

http://www.macmillandictionary.com/dictionary/british/situation  
 

Leytonstone Museum is situated in a multiplicity of contexts. These are 

Leytonstone, the Internet, the participants, as well as the art, museum, education 

and research contexts. It is also a rhizomic situation that grows and spreads with 

time. In the past, site-specific works of art and museums were ‘framed’ by the 

space in which they were located (Miwon Kwon 1997: 89, Ross Parry 2007: 92). 

The frame protected museums and restrained them, kept things in order. Visits to 

a museum or a site-specific artwork, happens at a particular time in a specific 

place. The set of conditions that take place in Leytonstone Museum are not fixed 

in geography or time. The addition of the Internet and its constant accessibility 
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moves art and museums beyond physical boundaries and allows global access. 

(Appendix 2 shows the countries from where people have viewed the blog so far). 

Leytonstone Museum has exhibited in a variety of locations and different 

situations within the same location such as the various exhibitions at different 

times at the Institute of Education (appendices 10 & 12). Though rooted in 

Leytonstone, the deterratorialising spread of the museum in the contemporary 

global world of communications and the pop-up opportunities to site the museum 

anywhere is what Kwon calls Deleuze and Guattari’s ‘rhyzomatic nomadism’ 

(1997: 109). 

 

Leytonstone Museum is also firmly situated in museum pedagogy as it was created 

to research participatory practices within a contemporary museum education 

setting. In the museum setting, a constructivist model for learning has been a 

dominant over the last few decades. ‘A constructivist epistemology… understands 

knowledge as constructed by the learner in interaction with the social 

environment’ (Eileen Hooper-Greenhill 1999: 68). When museums produce 

exhibitions together with audiences and other interested groups, Hooper-Greenhill 

describes how ‘interpretive communities’ are developed and the shared 

experience and negotiation ‘presents one or more impressions of ‘reality’.’ 

(1999:70). 

 

Emily Pringle describes three types of learning: ‘Learning is being taught 

(instruction)’, ‘Learning is individual sense making (construction)’ and ‘Learning is 

building knowledge as part of doing something with others (Co-construction)’ 

(2006: 16). Pringle emphasises the latter as having particular relevance in 
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contemporary gallery education. She explains that co-construction is socially 

constructed knowledge ‘and learning is identified as a collaborative, social 

process. Dialogue is central, as it provides opportunities for learners to share and 

question knowledge’ (2006: 16-17).  

 

Leytonstone Museum gives opportunities for individual and co-constructed 

learning to take place through situations on-line, curating, handling sessions and 

visits to exhibitions. It has been criticised at times for not providing more 

instructive opportunities as people commented at exhibitions and handling 

sessions that they wanted factual or historical information about photographs that 

was not provided. In the future it is planned to encourage historians and writers to 

be involved in the project to fill this gap. When asked to write about what 

participants have learned or gained from the project, it was the curators that wrote 

the most insightful and descriptive answers (appendix 7) probably because their 

participation was the most extensive. It is harder to quantify what small part in on 

going learning a visit to an exhibition or sending in a photograph could have but it 

is this development over time that is important in rhizomic participation. Mapping 

my own learning (figure 2), it was not easy to define chronological moments in time 

that have culminated in Leytonstone Museum, rather I had to note down things 

that acted as catalysts for learning and ideas and the more I look at the maps the 

more connections I realise I failed to mention.  

 

Leytonstone Museum has a durational approach to development and participation, 

which mirrors some of the experiences exampled in Claire Doherty’s and Paul 

O’Neill’s edited book ‘Locating the Producers: Durational Approaches to Public Art’ 
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(2011). In their introduction they explore the idea that durational approaches to 

public participatory arts ‘evolve over time but, instead of prioritizing the moment of 

display, or the event of exhibition, they allow for open-ended, accumulative 

processes of engagement’ (2011:14). For Doherty and O’Neill this enables a richer 

type of participation: 

‘If we are to think of participation as more than a closed, one-off relational 
or social interaction with art, duration must be considered as a temporal 
process of cohabitation, whereby time can contribute to something that is 
immeasurable, unquantifiable and unknowable from the outset. Therefore, 
participation can only be experienced durationally, as a lived difference that 
extends beyond a momentary engagement with art and with one another.’ 

(Doherty and O’Neill 2011: 13) 
 
 
The idea of durational projects works well with my notions of rhizomic 

participation. They describe how a durational project can be ‘extended into the 

future, whether that is through artists’ work or through residual resident initiatives 

that endure beyond the project lifetime or as something which is discussed in 

subsequent art discourses.’ (2011:11). They also suggest that some contributors 

and participants in the projects are not aware of ‘exactly what they are taking part 

in and what the outcome is to be’ (2011:11). This issue has become apparent in 

Leytonstone Museum, especially as the traditional notion of a museum as a site-

specific place has been removed in favour of Leytonstone Museum’s virtual and 

pop-up existence. This and the multiple interactions between people and 

situations ‘has a destabilising effect on the perception that there is an actual time 

and place in which to experience or participate in an event’ (2011:11). One of the 

photographers says in her feedback: ‘the ‘title’ of ‘Leytonstone Museum’ is 

somewhat confusing and I think too abstract a way to describe what it is. I also 

find the project a little elusive even as a participant. Perhaps in part because I 

don’t use the Internet to look at art’ (Anon. Appendix 6).  This highlights the 
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problem of rhizomic development where clear outcomes are not obvious and, in 

this case, when some aspects of the project are not experienced (such as the blog) 

the participant is left feeling unsure about what the project is. Doherty and O’Neill 

reflect, however, that not all participation can be measured or evaluated ‘because 

to do so in the process of the project’s development would be to curb the possible 

spaces in which the unexpected could happen.’ (2011:11).  

 

Actor-Network-Theory  

Actor-Network-Theory (ANT) is a body of work in social theory developed by Bruno 

Latour, John Law, Michael Callon and others in the 1980’s. It is notoriously difficult 

to define but it’s relevance to this research and to Leytonstone Museum, is ANT’s 

understanding of both human and non-human actors as having agency within 

networks. Deleuze and Guattari focused on the mapping of lines within their 

concept of the rhizome, rejecting the idea of defining points on the line (1983: 48) 

but instead exploring the multiple connections. These connections (or connectors) 

could also be thought of as the actor in ANT: 

‘An ‘actor’ in the hyphenated expression actor-network is not the source of 
an action but the moving target of a vast array of entities swarming toward 
it. To retrieve its multiplicity, the simplest solution is to reactivate the 
metaphors implied in the word actor… To use the word ‘actor’ means that 
its ever clear who and what is acting when we act since an actor on stage is 
never alone in acting.’ 

(Latour 2005: 46) 
 

This works within the concept of Leytonstone Museum as a rhizome (or as a 

network for the purposes of ANT). Each person, situation or object (such as a 

photograph) is an actor: a multiplicity of rhizomic lines connecting to others, or 

vast array of tiny entities that make up each actor. Tara Fenwick and Richard 

Edwards explain that ANT explores the ‘tiniest mundane’ things that happen ‘the 
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micro-movements’ and that researchers need to ‘choose which actors to follow in 

their trajectories’ (2010: 146-147). 

 

Within Leytonstone Museum it would be possible to explore many people, 

situations and objects that make up the rhizomic project. However, of particular 

interest are the photographs, which are significant objects for the development of 

the project and participation in it. ANT is therefore relevant to this dissertation in 

the context of how the photographs, in even the tiniest ways, act as catalysts for 

rhizomic participation. 

 

Photographs  

Catalytic Photographs 

Though seemingly intrinsic to the project the photographic contributions were in 

fact an afterthought. The initial idea of creating Leytonstone Museum didn’t begin 

with photographs, other than knowing my own outcome would be photographs of 

the pop-up museum. The first thing I considered when creating the museum was 

what should be collected. What objects would people think were significant 

enough to be included and what would they be happy to hand over into the 

museum’s care, especially when no physical museum exists? What collections 

would spark people’s imaginations and encourage engagement with the project 

where the aim is to create a participatory project to develop an accessible 

representation of Leytonstone?  I decided to develop a photographic archive as the 

initial collection, as photographs seemed to answer these questions. It soon 
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became apparent that the photographs were the catalysts needed to spark the 

project into action and encourage on-going development.  

 

The word catalyst can be used to describe people or things that precipitate events 

or encourage activity. In science it has a more specific definition: 

‘The presence of a catalyst can make chemical reactions proceed faster… 
The catalyst may be chemically transformed but only transiently during the 
reaction. By the end of the reaction, the catalyst is regenerated unchanged, 
and unconsumed in the reaction. An example of catalyst is an enzyme used 
by biological reactions.’  

(http://www.biology-online.org/dictionary/Catalyst) 
 

In this rhizomic, participatory project the photographs became the catalysts. The 

photographs increase opportunities for participation in the project and encourage 

the project to grow and move into new situations. Participants create histories and 

project new meanings onto the photographs but once returned to the archive the 

photographs are neutralised, return to their benign state ready to be used in a new 

reaction. Photographs precipitate events and encourage activity and participation 

in Leytonstone Museum. It is not what a photograph means, but how a photograph 

acts as a catalyst, what it does in connection with other human and non-human 

things that is of interest (Edwards and Fenwick 2010: 8). 

The photographs in Leytonstone Museum’s archive originate in formats 

determined by the photographer. Contributions were mostly received as digital files 

by email. Some were downloaded directly from the Internet and a small number 

were received as prints, which were scanned to create digital files. The files were 

saved on my computer and uploaded onto the Leytonstone Museum blog. Many of 

these were converted to smaller sized jpegs to allow quicker uploading. There were 

251 photographs contributed to the online blog by August 15th 2012. Blog visitors 
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were invited to assist in the selection of one hundred photographs from the 

archive. Only a few people expressed an opinion so most of the decisions about 

what to include fell to me. The selected digital files were then converted to the 

highest print quality and emailed to an online printing company to be printed out, 

all onto 9x6” photo paper. No cropping occurred so the whole photographic image 

remained intact. These photographs were then mounted onto card and are now 

stored in the Leytonstone Museum box awaiting display if chosen by volunteer 

curators. Each photograph exists in a variety of formats, yet the photograph 

remains the same. It has an omnipresent existence; the original photograph 

remains on someone’s computer, on a phone or in a shoebox under a bed as well 

as being stored on my computer, visible on the blog and physically present in the 

box. Parry (2007) describes museum objects as ‘e-tangible’, existing in the ‘current 

cultural condition’ and how these objects ‘are recognised to be in a state of 

motion, and may occupy and migrate through different states and media’ 

(2007:68). The photograph that exists in a variety of forms can be seen as a 

rhizomic multiplicity and as a heterogeneous catalyst capable of multiple uses. 

Removal of the photographs from their original situation has enhanced their 

catalytic potential as a participatory tool but does raise questions. Patricia Hayes, 

Jeremy Sylvester and Wolfram Hartmann (2002) describe photographs that were 

removed from their original context to create an archive in Namibia. They explain 

that the images were removed from albums, separated from text and reproduced 

therefore decreasing their quality, and suffered ‘unrecorded format changes’ 

amounting to ‘a massive dehistoricisation and decontextualisation which, if it had 

occurred with documents, would create a massive scandal’ (Hayes, Sylvester and 

Hartmann 2002:116). But in the rhizome this deterratorialization and 
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reterratorialization is important for new connections to be made. Changing the 

state of the photograph from digital to print, from print to digital, is an action that 

enables the photograph to be shared in new ways, therefore opening up new lines, 

new opportunities to catalyse participation in a variety of situations. 

 

On-l ine 

Between 24th February and 15th August 2012, the on-line blog of Leytonstone 

Museum had 3830 views from 33 countries (appendix 2). Leytonstone Museum 

currently has 66 followers on Twitter and 112 people use Facebook to keep up to 

date with museum developments. Other people have been referred by or added 

links to the blog on Pinterest, StumbleUpon, various Facebook pages and a 

number of locally focussed websites including Leytonstone Today (appendix 3). 

Whilst there were posters and letters distributed to promote the project, on-line 

activity has been hugely successful in getting the project going. Even quite obscure 

search terms (using search engines such as Google) have led people to visit the 

blog (appendix 4). Andreas Schmidt, a volunteer collaborator, saw the project on 

Facebook and has set up his own Facebook based project called ‘People of 

Leytonstone’ in collaboration with the museum (http://www.facebook.com/groups 

/345599462180200/). I have never met Andreas; our contact has been purely 

on-line. These on-line links to the museum remain anonymous and it is impossible 

to know who is viewing, or why, unless they choose to reveal themselves. These 

hidden rhizomic links sit comfortably with a project where much participation is 

unknown. 
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On-line access to the photograph has proved to be extremely valuable as a catalyst 

for participation in Leytonstone Museum. People share digital photographs on-line 

all the time via email, social networks and mobile phones etc. In a deliberate 

attempt to utilise this networking activity, on-line social networks were used to 

promote the museum. The blog, Twitter, Facebook and other websites were all 

used to enable people to promote the project, access the photographs, to direct 

visitors to the on-line blog and to contribute to the project. In turn, as mentioned, 

other people have linked to the blog on their own on-line activities. In social 

networking the use of ‘social objects’ is seen as crucial in encouraging 

participation on these sites. Jyri Engeström explains on his blog that ‘the term 

‘social networking’ makes little sense if we leave out the objects that mediate the 

ties between people. Think about the object as the reason why people affiliate with 

each specific other and not just anyone.’ He describes the things that stimulate 

discussions between people on social networking sites. He also considers the 

amount of ‘social gravitational pull’ the object has. He uses a film as an example 

of a complex social object. Within the film there are ‘a lot of handles for 

discussion’ such as plot, actors, special effects etc. All of which might encourage 

different people to discuss different things with others. (http://www.zengestrom.c 

om/page/2?s=social+objects).  Engeström nods to ANT and post-ANT on his blog: 

‘The fallacy is to think that social networks are just made up of people. 
They’re not; social networks consist of people who are connected by a 
shared object. That’s why many sociologists, especially activity theorists, 
actor-network theorists and post-ANT people prefer to talk about ‘socio-
material networks’, or just ‘activities’ or ‘practices’ (as I do) instead of social 
networks.’ 

(http://www.zengestrom.com/?s=actor+network+theory)  
 
 
Bradley Taylor (in Dudley 2010: 182) argues that the public in the museum context 

are now more interested in crafting experiences of their own using new media and 
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technologies. This awareness of the power of technology as a way of accessing 

museum collections is vital in the present climate. The Imperial War Museum is 

exploring the potential of museum objects as on-line social objects (similar to 

Parry’s e-tangible object (2007:68)) explaining that museum objects are more than 

historical, ‘they are social objects, inspiring emotional attachment, discussion, 

debate and action’ http://blogs.iwm.org.uk/social-interpretation/2011/11/hello-

world/#more. If you think of objects in private museum stores that don’t make it 

on display, ‘they remain silent and are no longer actors: they remain literally, 

unaccountable’. Latour argues that in order to become an actor, objects must 

‘enter into accounts. If no trace is produced, they offer no information to the 

observer and will have no visible effect on other agents’ (1995: 79). Latour credits 

the value of museums and archives for enabling objects to be ‘brought back to 

light’ (1995: 80). Below are examples of photographs in Leytonstone Museum’s 

on-line archive: the pub interior, the pink dinosaur slide and the tree about to be 

planted. (Figures 6, 7, 8). 

 

 

 

Once entered into accounts in the on-line archive, these traces of time and place 

(that are the photographic image) act as catalysts for potential discussion, 

interpretation and memory for the on-line viewers. Once the photograph is mapped 

within the project it becomes part of the rhizome and allows rhizomic participation 
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to take place. The catalytic photograph encourages these lines or connections 

between each image and the thoughts and discussions of the people visiting the 

blog to potentially form and spread.  

Photographs are ideal actors (Latour 1995) or social objects (Engeström) as they 

regularly function as such online on Facebook, Flickr, Pinterest and many other 

social networking sites. If you use the technology, photographs are easy to take, 

upload and share all within a matter of minutes. ‘Photography is more accessible 

to almost everyone, more than ever before. Anthony Browne (a contributing 

photographer) wrote: ‘Clicking the shutter button is only half the journey through 

the now almost instant process’ (appendix 6). Digital photographs are easy to take 

on phones, cameras and iPads, easily replicated, ideal objects to share socially via 

the Internet. They are, for most people, snapshots that are part of everyday life. 

Another contributor, Gillian Swan, wrote ‘I have enjoyed seeing the images that 

have been submitted. It has made me value the photos I take a little more – I 

didn’t really think they counted as ‘photography’ as they are snapped on my 

phone, but that seems not to matter’ (appendix 6).  Swan suggests that the project 

could develop further by having somewhere to send images continuously ‘without 

any limits imposed so that people don’t only send the ‘best’ ones’. (Gillian Swan, 

appendix 6). Participation was potentially increased in Leytonstone Museum by 

removing any rules or expectations about the content or quality of a photograph 

and allowing participants to self-select what they include by deciding what has 

value for them, not what I, or the museum, dictate as important.  
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Archive and collection 

Antoinette Burton states that an archive is ‘traces of the past collected either 

intentionally or haphazardly as “evidence”’ (2005:3). According to Sven Spieker 

Nineteenth Century archives moved from their beginnings as ‘depositories of legal 

titles… to places where historians hoped to find the sediments of time itself. Not 

history… but time in flux, and on going’ 2008:6). Archives remain in flux with their 

uses being developed all the time. For example, artists, including Susan Hiller and 

Thomas Hirschhorn, create work using archival concepts that Hal Foster describes 

as ‘archival art’ (in M. Rakier, M. Schavemaker 2007: 78). In Leytonstone Museum 

the archive is a rhizome of layers of potential connections to help tell stories of 

Leytonstone. Experts consider the institutional aims of a museum when deciding 

what to include in their archives and collections. Contributors of photographs to 

Leytonstone Museum’s archive have personal agendas for inclusion. They will 

have already sifted through their own archived material and selected images they 

see as relevant to Leytonstone Museum. The archive is the record of their 

selections, their choices and so it is an open archive.  

 

The archive contains 251 photographs added by 53 contributors. Other than the 

homepage (which has had the most views), the archive page is the next most 

popular page on the blog (appendix 2). Comments added to the archive page 

indicate some level of participation rather than just observation. Some views of the 

blog inspired people to contribute photographs of their own. The motivations for 

contributing to the archive were predominantly an interest in photography and a 

way of contributing and experiencing Leytonstone as a place and a community: ‘I 

have contributed first of all because I love photography, secondly because I was 
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more than happy to help the transition of Leytonstone. E11 is such an amazing 

place to live, with a lot of potential… This project helped me thinking deeper about 

my perception of Leytonstone’ Beatrice Foschetti (appendix 6). The archive as 

experience rather than evidence has been problematic for some. There was a 

noticeable lack of information provided with the photographs contributed to 

Leytonstone Museum. Few came with titles, dates and information about the 

content. I didn’t ask and people didn’t supply. Some curators found it frustrating 

as they felt more information would have been useful and interesting, some even 

added their own (see figure 3).  

 

It was important to me to explore a physical reality as well as create a virtual 

museum. This was in part to encourage co-constructivist participatory 

opportunities (Pringle 2006) and to see if physical objects create better catalysts 

for participation. The box (figure 5) is the store for a collection of 100 photographs 

from the on-line archive as well as the tools to hang an exhibition. The box 

represents the building or the store of a museum, the situation for the collection. 

Creating a place to house the collection was surprisingly difficult. The key to a 

catalyst doing its job is to be located in the right situation. The final box was 

designed to be simple and attractive, it is clearly labelled and makes people want 

to open it, I have been told. The blog is situated in an ordinary, everyday activity as 

many people browse the Internet and react to what they see on-line daily. The box 

and its contents are only accessible to those that curate exhibitions or at a 

handling session and exhibitions. The box concept also sparked a reaction as a 

local amateur dramatics society plan to create their own box to house a collection 

of their own. 
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The physical photographs appear to be more successful as catalysts than their 

digital on-line versions, partly because it is easier to document the participation 

that takes place. They allow for more opportunities for dialogical exchanges 

through face-to-face conversations in real physical spaces that the on-line 

versions. Also it may be because physical objects hold an intrigue that on-line 

versions don’t, because of their material qualities.  In handling sessions when 

photographs were also exhibited (at the Red Lion and Library exhibitions), people 

tended to discuss the photographs they held in their hands more than individual 

photographs on the wall. Even though the omnipresent photograph exists in many 

forms, the photographs as objects, with backs and fronts, take on a reality not 

possible for digital photographs viewed on-line. They can be accessed using all the 

senses if so desired. Yet the printed photograph in Leytonstone Museum’s 

collection is no more authentic than the on-line version. In fact Joanna Sassoon 

suggests that the digital image is the ‘truer version of photography (writing with 

light)’ and the print of a digital photograph is a  ‘physical intermediary to view the 

image in a material form’ (2004: 186).  But in print, mounted on card the 

photograph becomes an object with physical history and it begins to spark what 

Susan Stewart describes as ‘a glow of significance’ (1995: 172).  

 

This catalytic spark of significance was most evident in the handling sessions, 

which were by far my favourite of all the situations that have taken place in this 

project. The moments were short but rich, conversations were thought provoking 

and the photographs acted wonderfully as catalysts for reactions about 

Leytonstone. New lines of flight began to develop, as I spoke with visitors. The 

durational potential of the project became evident as I was able to witness it first 
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hand rather than just catching glimpses of participation and engagement. People 

told me stories of their experiences of living in Leytonstone and also their thoughts 

and feelings about the photographs as works of art.  

 

Exhibit ion 

There have been eight exhibitions throughout the first six months of the project, 

curated by nine curators not including those that added images to the ‘curate-it-

yourself…’ walls at the MA Dissertation Show (appendix 9). The curators came to 

participate in the project though various connections. Some knew me prior to the 

project through the MA or are members of my family. One curator saw the project 

in a local residents’ association newsletter, another curator heard about it through 

a friend (who had seen it on-line). Another curator discovered it on Facebook 

(appendix 7). Others, some of whom remain anonymous, attended the MA 

dissertation show. Curators were motivated to participate for a variety of reasons. 

Some that know me said they did it to help but also out of interest in the project: ‘I 

like rummaging through other peoples photos. I’m interested to see what other 

people will do with the same material (appendix 7). ‘Interested in the images as I 

worked at Leytonstone School for a year, and know the area well. Also interested in 

the project as I enjoy projects which are participatory and I am interested in issues 

of authorship and curation’ (appendix 7). Those who discovered Leytonstone 

Museum and decided to get involved gave different reasons. Stuart Cameron 

‘thought it would be interesting and fun’. He also contributed photographs to the 

project and told me verbally he was interested pop-ups and wanted to hold one. 

Catherine Pamplin wrote, ‘I loved the idea of creating a pop up exhibition in my 

garden, hung on my fig tree. I didn’t find the time to contribute to the online 
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archive initially… but after engaging with the images online and in the box I would 

now love to add some of my own images to the archive for the future of the 

museum’ (appendix 7). The photographs weren’t always the catalysts for initial 

involvement (though they certainly played a part for some people) but they would 

become catalysts through the process of situating and curating the exhibitions. 

 

I hoped from the beginning that Leytonstone Museum would encourage exhibitions 

that allowed encounters with art that were different from those usually 

experienced in galleries. I wanted to encourage more participation with the project 

and with the artwork, especially with people who might not ordinarily get involved 

with art. Dave Beech discusses participants encounters with art: ‘Art’s addressee, 

no longer necessarily even a gallery-goer, is reconfigured as participant, 

interlocutor, guest, peer, comrade and so on; the white box institutions in which we 

encounter art have adapted by mimicking libraries, cafes, laboratories, school 

rooms and other social spaces.’ (Beech 2010: 55-56) I hoped that curators would 

find ways to adapt any space available to become a site for encounters with art, 

and they did.  

 

The exhibitions enabled the photographs to act in different situations from gallery 

and museum spaces where exhibitions are more traditionally held. Two were held 

in residential houses in Leytonstone. The first was set up in Stuart Cameron’s 

living room and hallway and a private view was held where friends and family of 

the curator attended.  The second was installed in the lodgers’ kitchen at Jennie 

Hawley’s home, where food was being served during a private party. The exhibition 

held in the local library foyer was accessible to the general public. ‘Overall it was 
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great to have the opportunity to take a positive role in cheering up the drab, largely 

ignored (but beautifully fashioned and made to order in the early 1930s) upper 

floor exhibition case at Leytonstone Library,’ Diana Korchien (appendix 7). The four 

exhibitions at the Institute of Education took place in various situations. Kate 

Hannant placed ‘the pictures within an existing artwork that Chris was showing on 

the wall (appendix 7). Aik Boon Chua’s situating of the images in the university 

foyer, on tables by the windows: 

‘stemmed from my desire for proximity to the outdoors, as I noticed the pictures I 
have chosen seem to express that sort of environment. Situating them on the table 
instead of on a wall brings the picture closer to the viewer, yet still allow them to 
contemplate the works, and in the comfort of the lounge sofa, conceptually 
fulfilling that same experience of viewing an artwork in a museum/gallery 
environment, albeit contextually, the encounter was different.’  

(Aik Boon Chua, appendix 7) 
 
Laura Madsen’s exhibition was displayed in a window on the eighth floor. She 

‘wanted to display the images where you could see into the hotel rooms opposite. 

The images became a frame for the social activity being played out in the 

background’ (appendix 7).  An exhibition almost took place in a garden, had it not 

been for rain on every available weekend. Instead the curator volunteered to co-

curate the exhibition at the Red Lion pub in Leytonstone. Catherine Pamplin’s 

selected images were intermingled with the pubs’ already eclectic collection of 

images and objects. Visitors were encouraged to hunt out the photographs. This 

exhibition was part of Leytonstone Arts Trail, which created a wide audience for 

Leytonstone Museum and there was an increase in blog visitors during the time of 

the trail.  

 

The MA Dissertation Show was my opportunity to situate the museum.  
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I was allocated a space within the studios, which worked well as a pop-up museum 

as the spot lighting and grey wall made it look rather museum like.  

I included a computer for access to the blog and I exhibited my photographs of the 

events and exhibitions on the grey 

wall, placing them below an 

invisible line inspired by the 

underground rhizome (Figure 9). 

White pin-board spaces were 

labelled with ‘curate-it-yourself…’ 

inviting visitors to participate in 

creating the pop-up museum. During the private view a number of people 

participated and on my return later in the week it was evident that others had 

added images to walls in my absence.  

 

The situations of the photographs influence the meaning that can be attached to 

them. Both the space in which they are placed and the other images surrounding 

them impact on how they are interpreted but the multiplicity of photographs can 

never be fixed, their meaning can never be secured. The photographs can only be 

catalysts for people to project meaning onto them, like the way in a catalytic 

reaction, ‘One or more of the reactants are adsorbed  on to the surface of the 

catalyst at active sites . Adsorption is where something sticks to a surface. It isn't 

the same as absorption where one substance is taken up within the structure of 

another.’ The meanings are adsorbed onto the surface of the photographs during 

the participatory experience of people engaging with the photographs, but then the 

meanings are desorbed. ‘Desorption simply means that the product molecules 
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break away. This leaves the active site available for a new set of molecules to 

attach to and react.’ http://www.chemguide.co.uk/physical/catalysis/ 

introduction.html).  

 

Susan Sontag writes: 

‘Because each photograph is only a fragment, it’s moral and emotional 
weight depends on where it is inserted. A photograph changes according to 
the context in which it is seen…  photographs will seem different on a 
contact sheet, in a gallery, in a political demonstration, in a police file, in a 
photographic magazine, in a book, on a living-room wall. Each of these 
situations suggest a different use for the photographs but non can secure 
their meaning.’ 

(Sontag 1979: 105-106) 
 
Curators in the project attempt to build associations and connections of meaning 

between the photographs or their surroundings by placing the photographs in 

specific contexts. I had short unrecorded discussions with the curators before and 

after their exhibitions as well as requesting written feedback about their 

experiences of curating the exhibitions (appendix 7). In discussions, some curators 

described groupings of images and how they had begun with themes but the 

physical placing of the photographs often altered the associations.  

‘A couple of very fine images had to be discarded from the set because they 
didn’t work alongside the others. And when it came to placing the sets of 
images in the display case, I was forced to discard more yet again due to 
lack of space, so curating was undertaken ‘on the hoof’ despite a large 
measure of pre-planning.’  

(Diana Korchien, appendix 7).   
 

Jennie Hawley wrote ‘I enjoyed looking through the photos and picking the ones 

that appealed to me (mostly scenes). I grouped them under headings of lovely 

skies through bare trees, L’stone as festival area, country scenes, colour, snow 

scenes, then some extras’ (appendix 7).  
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For Kate Hannant (appendix 7) it seems that the connections with Chris Waite’s 

artwork within which she placed the photographs, became as important as the 

connections between the photographs themselves (figure 10). The use of brass 

drawing pins used to fix the photographs to the wall echoed the brass plates 

on the bird boxes; an aesthetic judgement, she supposes, though she also made 

connections with the presentation of art in schools and how she likes ‘that the 

method of ‘support’ is visible, it is interesting that we usually hide how things are 

attached, joined or suspended’ (appendix 7).  In another wonderful rhizomic way 

that associations are made in discussing artwork, a member of university staff told 

me that controversially drawing pins had been banned at one point in the art 

studios by a tutor, presumably because he didn’t like the way they looked.  

 

But curating is more than an attempt to build associations and connections of 

meaning between the works; it also needs to take into account the social. Jan 

Verwoert (2010) describes curators as creative communicators, for whom: 

‘The art of curating resides in the capacity to grasp the potentials inherent 
in the magic of social encounters and the power to activate these potentials 
in the act of facilitating collective cultural manifestations. The medium of 
this art is communication. To curate means to talk things into being, 
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not just exhibitions or events but the very social relations out of which such 
manifestations emerge…’ 

(Verwoert 2010: 24) 
 
The curators were successful in hanging exhibitions that encouraged discussions 

about the photographs, their surroundings and about Leytonstone. These 

unrecorded conversations were about the detail of the images, memories, history, 

the future, and about connections with other photographs, exhibitions and 

situations. I spoke with people about Leytonstone’s past, about similarities 

between images in the collection and personal photographs that visitors had taken 

of Leytonstone. We discussed art and curating and how interesting it was to see 

photographs in these non-gallery settings. Jennie Hawley wrote about the 

photographs exhibited at her party: ‘People said they were an interesting talking 

point; people who didn’t live in Leytonstone questioned those who did’ (appendix 

7). Visitors who gave written feedback commented: ‘Very pleasant as a non artist 

not intimidating’ (visitor 2, appendix 8) ‘Very enjoyable. It was good to look at 

different takes on my locality. Very sociable’ (visitor 3, appendix 8). ‘Interesting to 

see different views of Leytonstone, and hear info about them from others’ (Visitor 

4, appendix 8).  

 ‘An image, images or memories are at the centre of a radiating web of 
associations, reflections and interpretations but if the memories are one 
individual’s, their associations extend far beyond the personal. They spread 
into an extended network of meanings that bring together the personal with 
the familial, the cultural, the economic, the social, the historical.’  

(Annette Kuhn 1995:4)  
 

 
 
 

(Non)conclusion  
 

Leytonstone Museum is a rhizomic, durational project, which has created multiple 

ramifications throughout its existence.  My multiple roles in the project were as 
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artist, curator, facilitator and researcher. My ideas were part of a rhizomic 

structure of ideas, thoughts and memories, connecting with theory, arts practice 

and museum pedagogy. Whilst I might be seen as the puppeteer, I have aimed to 

keep the project open to multiple possibilities. I have attempted to encourage 

agency in others and a multiplicity of ideas, artwork and events that are the 

ramifications of Leytonstone Museum.  

 

Not all ramifications are map-able, remaining hidden like the underground 

rhizome. In rhizomic participation it is inevitable that unrecorded and unevaluated 

events will take place and cannot be evaluated. In ANT it is expected that much of 

interest in social research will be ‘slippery, uncertain, constantly changing… vague 

and diffuse’ and described as ‘messy research’ (Edwards and Fenwick 2010: 

145). O’Neill and Doherty suggest that durational projects such as this are often 

‘unmeasureable and unquantifiable’ (2011: 13). But focussing on the catalytic 

photographs it has been possible to cut through the mess to explore and map how 

photographs became catalysts for rhizomic participation (see figure 11). 
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Is this project concluded or is there more to come? The participants want the 

project to move beyond this MA research project. Suggestions for future 

developments include the following: 

‘I would like it to be somewhere that people could send their images 
(without any limits imposed so that people don’t only send the ‘best’ ones) 
on a continual basis, then perhaps have an annual curated exhibition of 
images added that year. Also to keep adding each year to the physical 
archive that could be loaned to schools etc.’ (Gillian Swan, appendix 6) 
 
‘This project could develop in the future proposing once in a while a topic 
for the photography amateurs in the area.  For example, “Hitchcock and 
Leytonstone” or “Multiculturalism in Leytonstone”....’ (Beatrice Foschetti 
appendix 6)  
 
‘I think the project could develop with some oral history on particular 
themes as well as developing collections of photos.’ (LMPS, appendix 6)  
 
 
‘Making links with other events and networks within Leytonstone, like 
Transition Leytonstone, the Stone Space, and Leytonstone Festival and Arts 
Trail… I especially like the idea of encouraging contributors to think more 
abstractly about connections with Leytonstone – like the photograph of the 
cake or one-off events and happenings…’ (Catherine Pamplin, appendix 7)   

 

So the photographs continue to act as catalysts and be used to encourage future 

rhizomic participation in a project about Leytonstone. Like Latour’s archived 

actors, the photographs can be re-instated as catalysts at any time, like the 

rhizome that ruptures but never ends. The durational approach as a way of 

encouraging participation should mean that as long as they exist, the photographs 

could always become catalysts again when someone gets them out of their box. In 

rhizomic participation there can be no conclusion, only a description of what has 

been mapped and hints of future developments. When photographs become 

catalysts for participation, the ramifications are endless. 
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Figure 7.  Horton, L. (2011) Untitled 

     http://leytonstonemuseum.wordpress.com/the-archive/ 
 
Figure 8.  Swan, G. (2012) Untitled 

     http://leytonstonemuseum.wordpress.com/the-archive/ 
 
Figure 9.  Browne, K. (2012) MA Dissertation Show August 2012 
 
Figure 10.  Browne, K. (2012) Kate Hannant’s exhibition at IOE featuring  

       Chris Waite’s studio  
 
Figure 11.  Browne, K. (2012) Rhizomic Map of Participation August 2012 
 
 
Please note, on the website (www.leytonstonemuseum.wordpress.com), all my 
photographs are labelled as copyrighted to Karen Pamplin as this is my maiden 
name, which I use as a photographer. 
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Appendices  
 
Appendix 1: Ethics Form 
 
 

 
 
 
 
 
 

  
Masters and Diploma Students’ Ethics Review Form 

Outline of proposed research to be submitted for ethical approval 

 
 
PLEASE NOTE: Before completing this form you will need to discuss your 
proposal fully with your Supervisor/s.  
 
 Please ensure that all necessary letters and other documents are attached. 
 
 
Department 
 

Culture, Communications and Media 

Name(s):  
 

Karen Browne 

Supervisor(s):  
 

Claire Robins & Jane Trowell 
 

How may you be 
contacted? (address, 
telephone and email) 

4 Clover Close London E11 4QF 
07930 165123 
Karen@pamplinbrowne.co.uk 

Into which category does 
your research fall? (Tick 
one) 

 
MA   M.Sc.   
 
Diploma (state which):  
 

Title of your course: MA Art and Design Education 
 

Provisional Title of 
Project: 

What are the implications for curators in developing 
a participatory museum without walls? 
 
What is the potential and value of photography as 
medium in museum outreach education?    

To be completed by the Research 
Administrator  
 
Date received: 

     

 
Our Ref: 
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PLEASE ANSWER THE FOLLOWING QUESTIONS giving full details where 
necessary: 
 
1. Project design: 
 

a) What are the aims of your project and/or your research questions? 
 

Develop ‘Leytonstone Museum: a participatory arts project’. 
This will include an online museum collecting a photographic archive from 
local people. Selected images from the archive will be printed and presented 
in a ‘box museum’. Participants will be invited to curate pop up exhibitions of 
selected images from the box museum. Handling sessions could also be 
arranged for groups to look at the printed archive. 
The pop up exhibitions will be photographed and these images will be the final 
outcome of the project. 

 
Research Questions: 

• What are the implications in developing a participatory museum without walls? 
• What is the potential and value of photography as medium in museum 

outreach education?    
 

 
b) What is the design of your project? 
 

The project will take the form of a blog with posts and images written and uploaded  
by me. Comments can be added by anyone who views the blog but I must approve 
them before being added to the blog. I am the only person able to upload photographs 
so I can ensure they are suitable images and copyright law is met. The second phase 
will be to print out selected photographs then invite members of the local community 
to co-curate exhibitions of the photographs. 

 
c) What data collection methods will be employed? 

 
Participants will be encouraged to add comments to the blog about 
Leytonstone, about the museum and about the photographs. Discussions 
during the co-curation of exhibitions will be included as data collection. I 
have not yet planned any specific questions.  
 

 
(If a questionnaires/structured interviews/unstructured interview 
schedules/visual methods are to be used, a copy must be attached). 

 
2. Will your research involve human participants? If Yes(if no, go to question 3) 
 

a) Who are the participants (i.e. what sorts of people will be involved)? 
 

Members of the public, local artists, fellow students, friends and family will 
be involved.  

 
 

b) How will they be recruited? 
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Friends and family will be recruited by Facebook and personal 
conversations. Community groups will be sent a letter, inviting them to 
take part. A flyer will be produced to advertise the project.   

 
 

c) If participants are under the responsibility of others (such as parents, 
teachers or medical staff) how do you intend to obtain permission for the 
participants to take part in the study? (Attach letter or details of permission 
procedures.) 
 

School art departments will be invited to take part. Young participants 
who want to contribute photographs to the blog will be allowed to do so 
without special permissions unless the photographic content contains 
images of young people. In which case the guardians of the 
photographed will need to provide written permission to have the 
images on the blog or in an exhibition. If a school group wishes to 
curate an exhibition I will require written permission from the school to 
allow them to take part.  

 
 

d) How will you obtain the consent of participants? We recommend that opt-in 
rather than opt-out procedures should be used wherever possible. 

 
Participants are invited to opt-in into the project. Before they provide 
photographs the blog will state clearly that their photographs will be 
shown on a blog site and will be printed out and exhibited. Further 
permission will be sought to photograph their work in the exhibitions. 
These photographs will be my final outcome of the studio based 
project.  

 
 

e) Describe the process by which you will inform participants about what you 
are doing: 

 
The blog will have an ‘about’ page explaining what the project is. A 
page about copyright will also be on the blog explaining what the 
intended use of the photographs is. Contributors whose work is 
photographed in exhibitions will be contacted to gain permission to 
photograph their images. 

 
 

f) Might participants experience discomfort or embarrassment as a result of 
your study? 

 
It is unlikely this project will cause any embarrassment or discomfort. All 
participants will be informed about the project as it progresses and no 
participant will be photographed without their prior permission. 

 
If YES what steps will you take to explain and minimise this? 
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If NOT, explain how you can be sure that no discomfort or  
embarrassment will arise? 
 
Participants opt in to providing photographs or curating exhibitions and 
only participate if they want to. Each stage of the project will be clearly 
explained so no discomfort or embarrassment can be caused. 

 
How will it be made clear to participants that they may withdraw consent to 
participate at any time? 
 

The blog will clearly state that photographs can be removed if participants 
or subjects no longer wish to be on the online archive. Contributors will 
have a further opportunity to opt-in prior to work in exhibitions being 
photographed and curators can opt-in to being photographed and can opt 
out of the project if they no longer wish to curate exhibitions. 

 
 
 

g) Will you provide participants with information about the findings of your 
study? (This could be a brief summary of your findings in general; it is not 
the same as an individual debriefing.) 
Yes 

 
If YES, what form will this take? 
 
I will put general findings on the blog.  

 
 

If NO, why not? 
   
 

h) How will information obtained from or about participants be protected?  
(Please read the Main Principles of the Data Protection Act.) 
  
Names are only attributed to photographs on the blog with the contributor’s 
permission.  

 
i) What steps will you take to ensure the secure storage of personal data? 

 
 

I will not be collecting personal data. 
 

3. Are there particular features of the proposed work which may raise ethical 
concerns or add to the complexity of ethical decision-making? If so, please 
outline how you will deal with these. 
  

No ethical concerns.  
 
4. Outline any other information you feel relevant to this submission, using a 

separate sheet if necessary. 
 

None. 
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Notes and references:  
 
Robson, C (2002) Real world research: a resource for social scientists and 
practitioner researchers (2nd ed). Oxford: Blackwell. Has a helpful section on 
ethical considerations - – pp 65-71 (NB page references are for the 2002 
second edition) 
 
You should read and understand relevant ethics guidelines, for example: 
 
British Psychological Society (2004) Ethical Principles for Conducting 
Research with Human Participants  (www.bps.org.uk/documents/code.pdf)  
 
OR  
 
British Educational Research Association (2004) 
(www.bera.ac.uk/publications/guides.php). 
 
OR  
 
British Sociological Association Guidelines (2004) (www.britsoc.co.uk) 
 
If you are conducting research with children and young people, P Alderson & V 
Morrow (2004) Ethics, social research and consulting with children and young 
people, Barnardo’s, Barkingside, has useful suggestions.  
 
If you are planning to carry out any research which will bring you into face-to-
face contact with children or young people (under the age of 18) in the United 
Kingdom, you will need to have a Criminal Records Bureau (CRB) check 
before you start. If you do not already hold a current CRB check, you will need 
to obtain one.  The relevant forms can be obtained from the ITE section of 
Registry, to whom they should be returned with the fee; obtaining a CRB check 
will take about a month. If you are an overseas student, the procedure is 
different; full details can be found in the helpful booklet available from the ITE 
section of Registry; you will need a ‘Certificate of Good Behaviour’ which can 
be obtained from your embassy or other appropriate organisation.  
 
 
 
 
 
 

 

Appendix 1:  Blog Views for www.leytonstonemuseum.wordpress.com 

Statistics from Leytonstone Museum blog from 25th February to 15th August 2012.  

 
I confirm that the information given above is correct and I endorse the 
following statement:  
"I confirm that I have attended the ethics session on an appropriate course, 
and that I will seek further advice and support if and when unanticipated 
dilemmas arise. I have also read and understand the following set of guidelines, 
which I will abide by in my research: BPS / BERA / BSA” 
[Delete where appropriate].  
 
 

Signature(s)     Date 19. 03. 2012 
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Appendix 2: Statistics (on-l ine blog views) 

From the statistics page for www.leytonstonemuseum.wordpress.com  

http://wordpress.com/#!/my-stats/ (accessed 15th August 2012). 

Total views: 3,830 

Views by country:  

Country Views 

United Kingdom 
 
2987 

United States 
 
117 

Canada 
 
54 

Germany 
 
49 

Italy 
 
49 

Spain 
 
20 

France 
 
16 

India 
 
10 

Netherlands 
 
10 

Australia 
 
10 

Slovenia 
 
4 

Poland 
 
4 

Pakistan 
 
4 

Denmark 
 
3 

Morocco 
 
3 

Hungary 
 
2 

Russian Federation 
 
2 

Romania 
 
2 

Austria 
 
2 

Belgium 
 
2 

Malaysia 
 
2 

Philippines 
 
2 

Singapore 
 
1 

Greece 
 
1 

Iceland 
 
1 

Sweden 
 
1 

Nigeria 
 
1 

Czech Republic 
 
1 

Norway 
 
1 

Mexico 
 
1 

South Africa 
 
1 

Kuwait 
 
1 

Finland 
 
1 

 
 
Page views: 
 
Page    Views 
Homepage  1,231 
Archive   336 
Competition  289 
Exhibitions   237 
About   213 
Curators   163 
Research  67 
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Appendix 3: Blog referrers 

Referrers (websites from which Leytonstone Museum was l inked to) 
for all  days ending 2012-08-15 (Summarized) 

 
Referrer Views 
Facebook 875 
Search Engines 347 
Twitter 90 
mail.live.com 53 
leytonstonetoday.net 43 
36ohk6dgmcd1n-c.c.yom.mail.yahoo.net 28 
StumbleUpon 12 
en.wordpress.com 6 
thestonespace.wordpress.com 5 
flickr.com/photos/25347284@N04/4725844982/ 3 
tweetlist.com/?#2.9.0 2 
email10.orange.co.uk/webmail/en_GB/read.html?FOLDER=SF_INBOX&IDMSG= 
20536&check&SORTBY=1 2 

purfectmedia.co.uk/wp/leytonstone-museum-a-participatory-arts-project/ 2 
fara-leytonstone.org.uk/posts/ 2 
Hyperlink reference no longer valid. 2 
WordPress.com 1 
bestnatureinstagram.blogspot.com/2012/05/best-nature-instagram-71.html 1 
leytonstonelondone11.wordpress.com/about/new-look-leytonstone/ 1 
mail.virgin.net/mail/?ui=2&view=js&name=main%2Ctlist&ver=C7THc3XBtcA.en_ 
GB.&am=%21Nq7FLk6rFVf7RX378czfSgmNTQU5Yp7F37jGB8L08dRI6Fy 
JlIKFt6ap3mZGTh-K6A 

1 

blogger.com/blogger.g?blogID=7238561 1 
search.surfcanyon.com/search?f=rrl&partner=WTIGCA&q=Leytonstone+Museum+ 
Archives&refer=Leytonstone+Archives 1 

mail.tlen.pl/?mail=7461bf43001417b94ffb0622&id=0&o=0&view=inbox 1 
uk.m.yahoo.com/w/ygo-mail/message.bp%3B_ylt=A2KL8zJOxvpPvU8AtxNE9tw 
4?e=0&f=Inbox&m= 
2_0_0_1_10154909_AIZTfbwAAN93T%2FqSRwZIz3VkPB8&i=2&n=10&_ts= 
1341834831&_tsrc=yahoo&_intl=gb&_lang=en-gb 

1 

skyltmax.se/admin/orders/info/1426708  1 
pinterest.com/debrafide/blogs-to-follow/ 1 1 
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Appendix 4: Search terms (for l inking to blog) 

Search terms used in search engines that led to someone viewing 
www.leytonstonemuseum.wordpress.com 
 
leytonstone museum 
leytonstone 
museum of leytonstone 
leytonstonemuseum.wordpress.com 
www.leytonstonemuseum.wordpress.com 
library exhibition 
beauty angels leytonstone 
july 2012 caption competitions 
museum leytonstone 
salt room therapy in leytonstone 
islingtongue.blogspot.com 
leytonstonemuseum 
leytonstone gillian artist 
leytonstone museums 
the red lion leytonstone 
the stone space 1 day's walk 
leytonstone bridge mural 
salt therapy leytonstone 
welcome to leytonstone 
stone space leytonstone 
leytonstone bridge 
photos of leytonstone 
karen pamplinbrowne 
gilliam swan images of houses 
beauty angels leytonstone opening times 
the stone space gallery 
red lion gastropub london 
museum gallery leytonstone 
old leyton 
windsor road ve party 
old photographs leytonstone 
leyton museum 
where are the street parties in leytonstone 
carne griffiths museum 
archive photos of leytonstone e11 
street parties leyton 
leytonstone museum blogs 
leytonstoe museum 
leytonstone photographic archive 
street party photos 
visitors' questionnaire museum 
lytton road leytonstone path to church 
leytonstone museum project 
karen pamplin magazine picture 
beauty angels leytonsone 
leytonstone folk 
leytonstone archive pictures  
pictures of leytonstone 
art poster leytonstone 
photographic contributions 

 
blogger padmayogini 
letyonstonemuseum 
"1 day's walk" leytonstone 
art museums in leytonstone 
salt therapy leytonstone beauty angels 
http://www.leytonstonemuseum.wordpress.c
om 
angel salon in leytonstone 
salt rooms leytonstone 
ma participatory arts 
museum collection caption competition 
facebook 
caption competition museum facebook 
photograps needed 
thank you for all contributions 
old leytonstone photos 
sarah carpenter photography 
muriel pamphlin 
www.leytonstonmuseum.wordpress.com 
stone space projects 
street party pictures 
map of leytonstone 
http://twitter.com/#!/laraleytonstone/ 
pamplin museum 
musuems in leytonstone 
archive photos of leytonstone 
leytonstone museum caption competition 
old photos of leytonstone 
comments for party pictures 
the stone space gallery, london olympics 
2012 
people facebook on computer 
welcome to leytonstone mural bridge 
www.leytonstonemuseum 
beatrice foschetti 
photographer w leytonstone wk 
sarah carpenter leytonstone 
www.leytonstonemuseum.com 
red stone pub leytonstone 
beauty angels. hair and beauty salon london 
463 high road leytonstone 
leytonstone museum wordpress 
leytonstone library 
leytonstone high road old 
salt therapy beauty angel london  
cann hall baptist church aubrey perry 
karen pamplin 
leytonstone archives 
"carne griffiths" 
final show ideas 
leytonstone salon angel 
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Appendix 5: Questionnaires (blank) 
 

Leytonstone Museum: a participatory arts project 
Photographers Questionnaire 
 
MA research question: 
 
Does ‘Leytonstone Museum: a participatory arts project’ create opportunities for 
learning? 
 
Thank you for contributing photographs. If you have the time I would be grateful if 
you could answer the questions below. Any answers you give may be quoted 
anonymously within my final dissertation or on the website 
(leytonstonemuseum.wordpress.com).  
 
By returning this questionnaire you are agreeing to allow the content to be quoted 
anonymously in my research. Therefore you may leave any questions blank if you 
prefer not to answer them. 
 
If you would prefer that your name is included along side any quotes used, please 
add here: 
 
Name (if applicable):  
 
Photographers Questions  

 
1. How did you discover Leytonstone Museum? 

 
2. What motivated you to contribute a photograph? 

 
3. Have you previously exhibited photographs in exhibitions or online? 

 
4. What, if anything, have you gained / learned from participating in this project?  

 
5. If you feel this is a sustainable project, how would you like Leytonstone 

Museum to develop in the future? 
 

6. Do you have any other observations about the project or comments? 
 
 
 
Please return the completed questionnaire to karen@pamplinbrowne.co.uk or post to  
4 Clover Close, London, E11 4QF. 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Leytonstone Museum: a participatory arts project 
 
Exhibition Visitors Questionnaire (…….. exhibition) 
 
You recently visited an exhibition, which is part of an MA research project. If you have 
time I would be grateful if you could answer some questions about your experience. 
Any answers you give may be quoted anonymously within my final dissertation or on 
the website (leytonstonemuseum.wordpress.com). By returning this questionnaire 
you are agreeing to allow the content to be quoted anonymously in my research. 
Therefore you may leave any questions blank if you prefer not to answer them. 
 
If you would prefer that your name is included along side any quotes used, please 
tick this box:   ☐ 
 
Name (if applicable):  
 
Visitors Questions  

1. Had you heard of Leytonstone Museum before this exhibition and if so how?  
 

2. What motivated you to attend the exhibition?  
 

3. Have you previously attended any other pop up exhibitions and do you visit 
museums and galleries?  

 
4. Are you an artist or have you worked in the arts?  

 
5. Are there any photographs you particularly remember from the exhibition and 

why did it interest you?  
 

6. Please describe your experience of visiting the exhibition of Leytonstone 
Museum held in Stuart Cameron’s home. (This may include comments about 
the curation, the photographs and the exhibition).  
 

7. What, if anything, have you learned from attending this exhibition?  
 

8. Since the exhibition have you visited the Leytonstone museum website or 
looked it up on Google, facebook etc?  

 
Please return the completed form to karen@pamplinbrowne.co.uk or post to 4 Clover 
Close, London, E11 4QF. 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Leytonstone Museum: a participatory arts project 
Curators Questionnaire 
 
MA research questions: 

• Does ‘Leytonstone Museum: a participatory arts project’ create 
opportunities for learning and meaning? 

• How can photography be used as a tool for learning within a participatory 
setting? 

 
By returning this questionnaire you are agreeing to allow the answers to the ‘curators 
questions’ to be quoted by Karen Browne in her dissertation and on the Leytonstone 
Museum website ‐ www.leytonstonemuseum.wordpress.com. The data collected 
from the ‘profile information’ provided at the end of this questionnaire will be 
anonymous. Therefore you may leave any questions blank if you prefer not to answer 
them.  
 
Curators Questions (continue on further sheets if required) 
 

1 Name:   
 

2 How did you discover Leytonstone Museum? 
 

3 What motivated you to volunteer as a curator? 
 

4 Have you previously curated any other exhibitions? 
 

5 Are you an artist or have you worked in the arts? 
 

6 Please describe your experience of curating the exhibition of Leytonstone 
Museum’s photographic archive. This may included thoughts about the 
photographs, the curation and exhibition processes, what you found difficult, 
interesting etc.  

 
7 What, if anything, have you gained / learned from this experience? 

 
8 Are there any photographs you particularly like in the archive and why do they 

interest you?  
 
 
 
Please return the completed questionnaire to karen@pamplinbrowne.co.uk or post 
to  
4 Clover Close, London, E11 4QF. 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Appendix 6: Photographers Answers  
 

1.  How did you discover Leytonstone Museum? 
 
GS Via the Stone Space Facebook page 
 
BF Thanks the FB page of Transition Leytonstone. 
 
LMPS They got in touch about a photo on the London Mural Preservation Society Website. 
 
AB Through my wife. 
 
Anon. Poster in cafe 
 

2.  What motivated you to contr ibute a photograph? 
 
GS I like the idea of an archive that records the reality of life in Leytonstone. With digital 
photography I worry that the ordinary and mundane images won’t be kept and printed out. 
 
BF I have contributed first of all because I love photography, secondly because I was more 
than happy to help the transition of Leytonstone. E11 is such an amazing place to live, with 
a lot of potential.  
 
LMPS I’m happy for our photos to be seen by as many people as possible to spread the 
word about what we do and share the interesting things we find! 
 
AB Moral support and an enthusiastic interest in photography. 

 
Anon.  - I like to support community projects  

-  wanted to see my work on display 
 
 

3.  Have you previously exhibited photographs in exhibit ions or onl ine? 
 
GS I have exhibited but never photography 
 
BF Yes, I did. I have done a Travel photography course at the St. Martins College few years 
ago, for three months I had to exhibit my pics once a week. Moreover I have participated to 
several contests of photography on line. 
 
LMPS The pictures on the website are used in our blog and occasionally in press articles. 
 
AB Yes, college and university projects and more recently, Flickr. 
 
Anon. in exhibitions 
 

4.  What, i f  anything, have you gained / learned from part ic ipating in this 
project?  
 
GS I have enjoyed seeing the images that have been submitted. It has made me value the 
photos I take a little more – I didn’t really think they counted as ‘photography’ as they are 
snapped on my phone, but that seems not to matter.  
 
BF This project helped me thinking deeper about my perception of Leytonstone, the area I 
have chosen to buy my first property in London one year and half ago. 
 
LMPS I think the project is a great idea. I’d like to see more of this type of project in 
different areas. People sit on their histories and their stories never make it into museums. 
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AB Photography is more accessible to almost everyone, more than ever before. Clicking the 
shutter button is only half the journey through the now almost instant process. 
 
Anon. (gained underlined)  more exposure for my work 
 

5.  I f  you feel this is a sustainable project,  how would you l ike Leytonstone 
Museum to develop in the future? 
 
GS I would like it to be somewhere that people could send their images (without any limits 
imposed so that people dont only send the ‘best’ ones) on a continual basis, then perhaps 
have an annual curated exhibition of images added that year. Also to keep adding each 
year to the physical archive that could be loaned to schools etc.  
 
BF I would like this project could develop in the future proposing once in while a topic for 
the photography amateurs in the area.  For example, “Hitchcock and Leytonstone” or 
“Multiculturalism in Leytonstone”....  
 
LMPS I think the project could develop with some oral history on particular themes as well 
as developing collections of photos. 
AB By bringing the local community together more closely and inspiring the common 
people (i.e. not just the art and design educated). 

 
Anon. I’d like to see the work on display in a larger format or in a publication 
 

6.  Do you have any other observations about the project or comments? 
 
BF Thanks Karen for this opportunity. 
 
AB Haven’t had the opportunity to see the work installed in other locations. 

 
Anon. – The title of Leytonstone Museum is somewhat confusing and I think too abstract a 
way to describe what it is. I also find the project a little elusive even as a participant. 
Perhaps in part because I don’t use the internet to look at art. I did enjoy seeing my photos 
on display again as part of a project and look forward to meeting the other photographers.  
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Appendix 7: Curators Answers 

2.  How did you discover Leytonstone Museum?  
 
Kate Hannant.  Verbally, from Karen Browne 
 
Chua Aik Boon. By a name card you gave me.  
 
Stuart Cameron. BARA newsletter  
 
Diana Korchien. Facebook posting 
 
Laura Madsen. Through MA course 
 
Jennie Hawley. A friend saw it on line and told me about it. 
 

 
3.  What motivated you to volunteer as a curator?  
 
Kate Hannant.  I like rummaging through other peoples photos. I’m interested to see 
what other people will do with the same material. 
 
Chua Aik Boon. Curiosity and the desire to help.  
 
Stuart Cameron.  I thought it would be interesting and fun 
 
Diana Korchien. My professional work as picture editor and picture researcher, and my 
long residence in Leytonstone (25 years), during which I have witnessed many social, 
economic, architectural and civil engineering changes. 
 
Laura Madsen. Interested in the images as I worked at Leytonstone school for a year, 
and know the area well. Also interested in the project as I enjoy projects which are 
participatory and |I am interested in issues of authorship and curation. 
 
Jennie Hawley. I heard you were looking for curators in private homes. 
 

 
4.  Have you previously curated any other exhibit ions?  
 
Kate Hannant.  No, well, yes if you count school exhibitions and my own work. 
 
Chua Aik Boon. Yes. A photograph exhibition featuring sculptors at work in a wood 
sculpture symposium held in Singapore. It is in the year 2007, if I am not mistaken. 
 
Stuart Cameron. no 
 
Diana Korchien. In my capacity as picture editor at Majority World, I had previously co-
curated in 2008 an expo of Asian photography, “DestinAsian” at the Viewfinder Gallery in 
Greenwich. See catalogue here - http://www.blurb.com/books/391029. I am currently co-
curating with the photographer Homer Sykes a one-man show of his work at Finsbury 
Park’s Green Lens Studios. The images explore the social issues raised by the acquisition 
of land and associated large-scale demolitions leading to the building of the Olympic Park 
for London 2012. 
 
Laura Madsen. Only as part of a group with my own work. Or of students work at school.  
It was interesting to experience curating something over which I had little emotional 
attachment. 
 
Jennie Hawley. No 
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5.  Are you an art ist  or have you worked in the arts?  
 
Kate Hannant.  Artist and secondary Art teacher. 
 
Chua Aik Boon. Yes. I considered myself a part-time artist due to my commitment in 
other work. I am an active member of Sculpture Society, Singapore. 
 
Stuart Cameron. no 
 
Diana Korchien. I am a trained artist: BA Hons.Fine Art, Hornsey/Middlesex Poly 1975. 
However, I am not especially fond of the art world or the world of ‘art photography’, with its 
objectification and devaluation of so many human experiences. I was lucky enough to find 
an occupation that satisfied my social conscience and my constant need for new 
discoveries, spending most of my working life as a picture editor and picture researcher – 
finding images for all types of media from books and newspapers to advertising and tv and 
evaluating photographers’ portfolios for the picture agencies that I worked for. 
 
Laura Madsen. Yes and yes! 
 
Jennie Hawley. No 
 
 
6.  Please describe your experience of curating the exhibit ion of 

Leytonstone Museum’s photographic archive. This may included 
thoughts about the photographs, the curation and exhibit ion processes, 
what you found diff icult ,  interesting etc.   

 
Kate Hannant.  It was fun to curate work with no ‘serious’ agenda. I just chose photos 
that pleased me. As I went along I realised I was choosing pictures that I might well have 
taken myself, photos that could be found in my own picture box. Once I had chosen, how to 
hang them became a bit more serious somehow. I suppose I have always been interested 
in how work is physically presented and how those small details can add or alter the 
meaning of the work. Plus these were other people’s images and I felt a bit responsible for 
them. I decided the place the pictures within an existing art work that Chris was showing 
on the wall. I used drawing pins to fix the photos around the bird boxes, imagining that the 
birds were decorating their wall. I used the pins for several reasons; firstly  practical 
considerations: it is possible to secure the pictures without making a hole in the work, 
which is sometimes important at school because some students get upset if their work has 
holes made in it. They are also very easy to push in and to remove afterwards. The brass of 
the pin echoed the brass plates on the birdhouses, so I suppose that is an aesthetic 
decision. I like that the method of ‘support’ is visible, it is interesting that we usually hide 
how things are attached, joined or suspended. I also enjoy the ‘old school’ aesthetic of the 
drawing pin, I like black boards and bulldog clips too. But not backing paper….. 
 
Chua Aik Boon. Given the amount of time to select and exhibit the photographs that 
“speak” to me, I decided to make it more manageable by looking at the odd ones. 
Paradoxically, I ended up picking pictures I had difficulty describing, or rather, ambiguous 
in narrative. The final selection was made after looking through the collection three times. 
The location of the photographs stemmed from my desire for proximity to the outdoors, as I 
noticed the pictures I have chosen seem to express that sort of environment. Situating 
them on the table instead of on a wall brings the picture closer to the viewer, yet still allow 
them to contemplate the works, and in the comfort of the lounge sofa, conceptually 
fulfilling that same experience of viewing an artwork in a museum/gallery environment, 
albeit contextually, the encounter was different. 
 
Stuart Cameron. It was fun and interesting. It made me think about other projects and 
how I could develop the project / idea. It was difficult mounting the exhibition and making 
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choices about which photographs to include. It was gratifying to see the visitors’ positive 
reactions. I felt I had done something worthwhile. 
 
Diana Korchien. When I went through the images to select the 50-odd that made up the 
Library exhibition, the six section titles that I used to finally organise the photographs arose 
through the process of sifting through the mass of images several times. Once I had 
chosen the sections (All Change, Road and Rail, Town Centre, People, Seasons, Details), I 
then selected images that would contrast well dynamically with each other. This 
sometimes meant that a couple of very fine images had to be discarded from the set 
because they didn’t work alongside the others. And when it came to placing the sets of 
images in the display case, I was forced to discard more yet again due to lack of space, so 
curating was undertaken ‘on the hoof’ despite a large measure of pre-planning. I found 
myself wondering what I would say when confronted by an irate photographer asking why I 
hadn’t selected his wonderful image of snow on the steps of St. John’s church. Equally, 
those whose images were selected for the show might come to an equally mistaken sense 
of self-worth! Overall, it was great to have the opportunity to take a positive role in cheering 
up the drab, largely ignored (but beautifully fashioned and made to order in the early 
1930s) upper floor exhibition case at Leytonstone Library. While setting up the exhibition, 
some passersby expressed a lively interest in what was going on, which really lifted my 
spirits. It occurred to me while setting up, that perhaps one reason people tend to walk 
around with their eyes shut is because so little love and care is bestowed upon their 
immediate environment, making it ugly and unrewarding to look at. I then came to the 
realisation that my motivating factors in wanting to curate this exhibition were a 
combination of love for my area integrated with a sense of order; an order that I always 
feel the need to impose on all my experiences, visual and otherwise 
 
Laura Madsen. My decisions were based upon what I was thinking about within my own 
project, and I made choices that made the images relate to this. I was interested in 
photographs that showed some sort of social bond and traditions of social behaviours. For 
this reason I chose photos of people, and often of people doing domestic activities, such 
as visiting Santa. I also wanted to display the images where you could see into the hotel 
rooms opposite. The images became a frame for the social activity being played out in the 
background. 
 
Jennie Hawley. It was interesting. I enjoyed looking through the photos and picking the 
ones that appealed to me (mostly scenes). I grouped them under headings of  lovely skies 
through bare trees, L’stone as festival area, country scenes, colour, snow scenes, then 
some extras. I had them up for a house party in the room where the food was. People said 
they were an interesting talking point; people who didn’t live in Leytonstone questioned 
those who did. 

 
7.  What, i f  anything, have you gained / learned from this experience?  
 
Kate Hannant.  It was fun. I felt a bit ‘naughty’ making work around Chris’ piece without 
asking him. It has affirmed my interest in intervening in existing spaces, making site 
specific things. I hadn’t realised how strong my feelings are for the humble drawing pin…. 
 
Chua Aik Boon. It sharpens my cognitive, in terms of memory, judgment and reasoning 
skills. 
 
Stuart Cameron. It made me think about doing my own art project/blog 
 
Diana Korchien. I really enjoyed selecting images that would communicate a positive, 
more sensitive, less predictably mundane view of our locality (think borough council!), 
images that would invite people to walk around with their eyes open. Leytonstone has 
been neglected for many years; it is essential look at it with fresh eyes, to love it, to take 
possession of it as ours. If my selection has inspired others to think more deeply about our 
area, then I am happy. It was this desire to make people look harder and think more about 
what they see that also gave rise to my organising a caption competition based on two of 
the archive photographs. 
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Laura Madsen. It is interesting to see my experience among other peoples curatorial 
experience. The other examples looked totally different to mine.  This made me think that 
it is striking how much power over the message that is communicated the curator actually 
holds. It would be really interesting to see other projects done like this- or bigger 
institutions allowing ‘guest’ curators of their collections, perhaps as a way to allow more 
diverse range of people to access museums and galleries. I enjoyed the experience of 
feeling I had some ownership over the work. If children, or community member could have 
this level of success over bigger collections this would allow them to feel that museums 
and galleries for not just for ‘some’ but inclusive for all. It could also allow different insights 
into collections. 
 
Jennie Hawley. That I like having photos up on the walls. 

 
8.  Are there any photographs you part icularly  l ike in the archive and why 

do they interest you?  
 
Kate Hannant.  I found myself drawn the snow pictures, I love snow and the pictures 
brought back feelings of excitement and happiness. 
 
Chua Aik Boon. I like pictures of happy faces, especially that of happy children. It is a 
shared emotional experience, which any human being can relate to, even though the 
frozen stills are almost always ambiguous in their narratives.  
 
Diana Korchien. This is a difficult one. I have seen so many very fine photographs in my 
career that it is quite rare that I develop a passion for an individual photograph! Perhaps I 
should say that certain photographs in the archive haunt me involuntarily. I haven’t yet 
discovered the reason why. For example: the sepia image of Leytonstone workmen (date?) 
leaning on their shovels with a young lad amongst them who nowadays would be growing 
obese on fast food...or the snowswept night view of Leytonstone bus station which I was 
unable to fit into the Road and Rail section because of its extreme beauty made all the 
other images appear weak and amateurish! 
 
Laura Madsen. My favourite images are the ones from the theatre company. I really like 
the tension and the ambiguous nature of these images, they really made me curious as in 
some it was not obvious that it was documentation from a play, but it looked like it could 
be an old image of a social exchange. I liked these as they allowed you to make up your 
own story and they were not what I would think of as ‘Leytonstone’. 
 
Jennie Hawley. I loved the two of the station, the daytime one looks like a painting, and 
the snowscene looks like it could be Prague. 
 
Catherine Pamplin (notes made in comment book and on my draft)  
Starting by putting to one side all the images that appeal to me (lots of them) then, to help 
me reduce the number, placing them in piles according to theme –e.g. nature, portrait, 
urban landscape / familiar landmarks, festivals / festivities (all including people); and 
‘detail’ images / close ups of still life… 
Now my dilemma is whether to narrow down each themed pile and create an exhibition 
that spans all themes but potentially lacks narrative, or whether to stick to just one (or two) 
themes. If I choose the multi-theme route then my personal connection with the images – 
i.e. the ones that resonate best with my personal experience of Leytonstone, - becomes 
the theme, albeit perhaps only apparent to me. If I choose only one theme then I miss out 
on lots of images and inc only a few…  

 
It would be great if the project continues, perhaps making links with other events and 
networks within Leytonstone, like Transition Leytonstone, the Stone Space, and 
Leytonstone Festival and Arts Trail. There is so much potential for endless contributions 
and future exhibitions. I especially like the idea of encouraging contributors to think more 
abstractly about connections with Leytonstone – like the photograph of the cake or one-off 
events and happenings… 
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“I loved the idea of creating a pop up exhibition in my garden, hung on my fig tree. I didn’t 
find the time to contribute to the online archive initially, partly thinking I didn’t have any 
good enough images linked with Leytonstone, but after engaging with the images online 
and in the box I would now love to add some of my own images to the archive for the future 
of the museum.   
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Appendix 8: Visitors Answers (to questionnaire and from comments book) 

Visitors Questionnaire: 

1. J Hawley’s exhibition 
 
2 / 3 /4 Stuart Cameron’s exhibition 
 
Exhibition Visitors Questionnaire (4) 
 
Profi le 
Name (if applicable): 3. Hilary Douse 4. Jennie Hawley 
Age (or age group): 3.52 4.61 
Ethnicity: 3. White British 4. white UK 
Highest educational qualification achieved: 3. M.A. 4. Teaching certificate 
 
Visitors Questions  

1 Had you heard of Leytonstone Museum before this exhibition and if so how?   
1. No  
2. No 
3. facebook 
4. a friend told me about it 
 

2 What motivated you to attend the exhibition? 
1. I was attending a party 
2. Stuart invited us 
3. Invited by neighbour 
4. A friend invited me 

 
3 Have you previously attended any other pop up exhibitions and do you visit museums and 

galleries?   
1. No, and yes I do visit museums and galleries 
2. Yes 
3. Regular gallery visitor 
4. No, yes, sometimes 

 
4 Are you an artist or have you worked in the arts?  

1. No 
2. No 
3. In an amateur way 
4. no 

 
 

5 Are there any photographs you particularly remember from the exhibition and why did it 
interest you?  
1. Leytonstone station, and the two tower blocks on the flats – both in the snow 
2. Several, some for their quality e.g. gravestones – others for historical / local interest 

e.g. train on overground line 
3. The twin tower blocks in the snow – I have taken a similar picture 
4. Leytonstone bus station at night in the snow. It made Leytonstone look like Berlin. My 

dog, Cassie, in my VW by the flats. 
 

6 Please describe your experience of visiting the exhibition of Leytonstone Museum held in 
Stuart Cameron’s home. (This may included comments about the curation, the 
photographs and the exhibition).    
1. Great hospitality 
2. Very pleasant as a non artist not intimidating. The photos were well put together in 

small clusters and made for a good gallery space. 
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3. Very enjoyable. It was good to look at different takes on my locality. Very sociable and 
the way the pictures were hung meant the groupings worked well together 

4. Interesting to see different views of Leytonstone, and hear info about them from 
others. Lovely hosts. 

 
7 What, if anything, have you learned from attending this exhibition?  

2.Anyone can do it! 
3. That people are fond of Leytonstone 
4 

 
 

8 Since the exhibition have you visited the Leytonstone museum website or looked it up on 
Google, Facebook etc? 

 
1. No 
2. No 
3. Yes – facebook 
4. No, been busy! 

 
 
Comments book:  
 
Stuart Cameron’s exhibit ion 29.4.12: 
Absolutely fascinating Karen! It’ll be good to see how it get’s added to over time1 Is this just the 
start? Hilary 
 
A great collection of local pix. It’s good to see familiar landmarks in isolation. Favourites:  

• train at Leytonstone station 
• bee on pink flower 
• b/w churchyard 
• flats in snow/mist 
• rowing boat on ice 

Kate 
 
Wonderful collection of Leytonstone – loved all the connections – ‘boxing on Hollow Ponds’ brilliant, 
grouped together well, loved it, Jo x 
 
What a lovely collection. So good to see photos of old Leytonstone when I first knew it, or even 
before. I loved the blurred snowy one and of course, my beetle with my dog Cassie in it, just after a 
walk on the flats. Jennie x 
 
Lovely collection, bringing back memories & some hidden treasures! If only someone had found 
one of Bearmans. Well done and I hope to see more.  
 
A lovely afternoon… Liked the 1970’s Beetle + dog. Alison x 
 
Handling session at Stone Space 23.6.12 
Each time I see the collection I find something different – Love it! Hilary  
 
Lovely! Particularly like the eighties? Photo of Leytonstone High Road Station Thanks Jane  
 
Nice photos gives a good flavour of Leytonstone. 
 
IOE MA dissertation show: 
Hi Karen, Really fascinating (and fun, importantly) project. Would love to talk about to more with 
you sometime… Miriam (current PhD IOE) 
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Appendix 9: List of known participants 

 

Photograph contr ibutors:

Gillian Swan  

John Rogers 

secretlondon123 

Anthony Browne  

Karen Pamplin 

John Smith 

Leigh Horton 

Sam Kelly  

London Mural Preservation Society (Ruth 

Miller) 

Peter Hughes (London Mural Preservation 

Society) 

Alan Simpson 

Stuart Cameron 

Wendy Le Ber (Padmayogini) 

Alison Bray 

Heather Miller 

Rachel I’Anson 

Cann Hall and Harrow Green Baptist Church 

Muriel Gibbs / Aubrey Perry 

Jane Duran 

Lee Wollaston 

Beatrice Foschetti 

Andreas Schmidt 

 

Olivia Hemingway and The Wallace 

Collection: 

Amy and Alice 

Claude and Callum 

Jay and Kevin 

Ramita and Cody 

Alice and Chelsea 

Emilio and Joshua 

Tarwo Imran and Irfan 

Esther and Claud 

Hayley Hannah and Maisie 

James and Madhee 

 

The Woodhouse Players: 

Dave Gatward  

Stephen Cahill-Hayes  

Tim Saward 

Peter Raggett 

Robert Bettelheim  

Declan McGuire 

 
 
 
Curators:   
 
Stuart Cameron  

Diana Korchien  

Kate Hannant 

Aik Boon Chua 

Laura Madsen 

Jennie Hawley 

Catherine Pamplin  

Richard Pamplin  

Karen Browne 

 
 
 
Other contr ibutors / part ic ipants:  
 
Diana Korchien – caption competition 

organiser 

Andreas Schmidt – ‘People of Leytonstone’ 

Facebook page. 

Participants in MA dissertation show (inc. 

Roman, Lynne, Janetka, Jocelyn, Siobhan, 

Lisa, Sarah.) 

Caption Competition Entrants  
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Appendix 10: List of events 

 

Exhibit ion and handling session dates: 

Exhibit ion 1: 29th April 2012 in a private residence.  Curator: Stuart Cameron 

Exhibit ion 2:  21st May to 2nd June 2012 at Leytonstone Library.  Curator: picture editor, 
Diana  Korchien 

Talk (with handling session 1):  22nd May 2012 to Ferndale Residents Association at Davies 
Lane School 

Handling session 2: 31st May 2012, 2-3pm Leytonstone Library 

Exhibit ion 3:  6th June 2012 at the Institute of Education (featuring Chris Waite’s 
‘Studio’).  Curator: Kate Hannant 

Exhibit ion 4:  8th June 2012 in the Institute of Education foyer.  Curator: Aik Boon Chua 

Exhibit ion 5:  8th June 2012 in the Institute of Education.  Curator: Laura Madsen 

Exhibit ion 6:  16th June 2012 in the lodgers’ kitchen, Bushwood.  Curator: Jennie Hawley 

Handling session 3: 23rd June, 2-3pm at Stone Space (during ‘1 Day’s Walk’ exhibition) 

Exhibit ion 7:  17th  – 19th July (during Arts Trail) at the Red Lion, Leytonstone.  Curators: 
Catherine and Richard Pamplin, Karen Browne. 

Handling session 4 and competit ion winner announcement: 17th July, 1-2pm at the Red 
Lion, Leytonstone. 

Exhibit ion 8 and Handling session 5:  25th July – 2nd August 2012 at the MA Art and Design 
in Education Dissertation Show, Institute of Education. Curators: various (inc. Roman, Lynne, 
Siobhan, Jocelyn, Janetka, Sarah, Lisa, Oz, Karin. ) 
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Appendix 11: Visual Record of Practice-based Research Project 

 

LEYTONSTONE MUSEUM (ON-LINE) 

www.leytonstonemuseum.wordpress.com  

www.facebook.com/LeytonstoneMuseum 

 

 
Figure 1  
 
 

 
Figure 2  
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PHOTOGRAPHIC ARCHIVE 

251 photographs contributed to the online archive 

 

 
Figure 3 
 
 
The archive can be viewed at: 
http://leytonstonemuseum.wordpress.com/the-archive 
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100 PHOTOGRAPHS PRINTED AND HOUSED IN THE BOX   
 
 
The box contains photographic collection, equipment for hanging the photographs, 
a smaller handling collection, a comments book and business cards. 
 
 
 

 
 

 
Figures 4 & 5 
 
 
 
 



 
 
 

71 

HANDLING SESSIONS  
 
Handling sessions were held where visitors were encouraged to handle and 
discuss the photographs 
 

 
Figure 6 
 

 
Figure 7 
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EXHIBITIONS  
 
Exhibition 1: 29th April 2012, in a private residence.   
Curator: Stuart Cameron 
 
   

 
Figure 8           Figure 9 
 
 
 
Exhibition 2: 21st May – 2nd June 2012, Leytonstone Library.   
Curator: Diana Korchien 
 

 
Figure 10      Figure 11 
 
 
 
Exhibition 3: 6th June 2012, Institute of Education.   
Curator: Kate Hannant 
 

 
Figure 12      Figure 13 
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Exhibition 4: 6th June, Institute of Education.   
Curator: Aik Boon Chua 
 

 
Figure 14              Figure 15                    Figure 16 
 
 
 
Exhibition 5: 6th June, Institute of Education.   
Curator: Laura Madsen 
 

 
Figure 17                Figure 18 
 
 
 
Exhibition 6: 16th June 2012 in the lodgers’ kitchen, Bushwood.   
Curator: Jennie Hawley 
 

 
Figure 19     Figure 20                 Figure 21 
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Exhibition 7: 17th –19th July 2012 (during Arts Trail), Red Lion, Leytonstone.   
Curators: Karen Browne, Catherine and Richard Pamplin  
 

 
Figure 22     Figure 23                              Figure 24 
 
 
 
Exhibition 8: 25th July–4th August 2012, MA dissertation show,  
Institute of Education.   
Curator: Karen Browne 
 

 
Figure 25 
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Exhibition 8 continued: 25th July–4th August 2012, ‘Curate- it-yourself…’ spaces 
at the MA dissertation show, Institute of Education.   
Curators: various 
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Additional developments: 
 
Since the project began a number of people have instigated related projects 
including a Facebook project called ‘People of Leytonstone’ (figure 28) and the 
caption competition (see the posters on the library returns box in figure 29).  
 
 

 
Figure 29  
 

 
Figure 30 
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Figures (for appendix 12): 
 
 

1. Browne, K. (2012) Leytonstone Museum online blog 
 

2. Browne, K. (2012) Leytonstone Museum Facebook page 
 

3. Browne, K. (2012) Leytonstone Museum Photographic Archive 
 

4. Browne, K. (2012) ‘Leytonstone Museum is Open’ box 
 

5. Browne, K. (2012) Box interior 
 

6. Browne, K. (2012) Handling Collection 
 

7. Browne, K. (2012) Handling Session at the Stone Space, Leytonstone  
 

8. Browne, K. (2012) Stuart Cameron’s exhibition (hall) 
 

9. Browne, K. (2012) Stuart Cameron’s exhibition (Gill on sofa) 
 

10. Browne, K. (2012) Diana Korchien’s Leytonstone Library exhibition  
 

11. Browne, K. (2012) Diana Korchien’s Leytonstone Library exhibition display case  
 

12. Browne, K. (2012) Kate Hannant’s exhibition at IOE 
 

13. Browne, K. (2012) Kate Hannant’s exhibition at IOE (drawing pin) 
 

14. Browne, K. (2012) Aik Boon Chua’s exhibition at IOE (close up) 
 

15. Browne, K. (2012) Aik Boon Chua’s exhibition at IOE (round table) 
 

16. Browne, K. (2012) Aik Boon Chua’s exhibition at IOE (long view) 
 

17. Browne, K. (2012) Laura Madsen’s exhibition at IOE (window) 
 

18. Browne, K. (2012) Laura Madsen’s exhibition at IOE (close up) 
 

19. Browne, K. (2012) Jennie Hawley’ exhibition (beetle) 
 

20. Browne, K. (2012) Jennie Hawley’ exhibition (box and tv) 
 

21. Browne, K. (2012) Jennie Hawley’ exhibition (ellipse) 
 

22. Browne, K. (2012) C&R Pamplin’s exhibition at the Red Lion (mirror) 
 

23. Browne, K. (2012) C&R Pamplin’s exhibition at the Red Lion (wall) 
 

24. Browne, K. (2012) C&R Pamplin’s exhibition at the Red Lion (quilt and horns) 
 

25. Browne, K. (2012) MA dissertation show - rhizomic display 
 

26. Browne, K. (2012) MA dissertation show – access online 
 

27. Browne, K. (2012) MA dissertation show –‘ curate-it-yourself…’ wall and box 
 

28. Browne, K. (2012) MA dissertation show –‘ curate-it-yourself…’ 
 

29. Browne, K. (2012) ‘People of Leytonstone’ Facebook Page 
 

30. Browne, K. (2012) Caption Competition Posters in Leytonstone Library 
 

 


