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The Poetic Image (film)
I very much wanted to enjoy my interactions with T.S. Eliot’s ‘The Waste Land’ but in the end the poem left me emotionally untouched. I found Eliot’s work interesting but also contrived, pretentious and unconvincing.
However, I did feel from him a sense of anger and resentment towards perhaps his ex-wife and I felt that was genuine and thought provoking.
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From my readings I thought there were several themes running through it such as the urban environment, decay, the land, water, the sea, death, religion, sex, betrayal, frustration and melancholy. So many topics.
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In Melvyn Bragg’s (1987, 59.00) documentary the Eliot biographer Peter Ackroyd suggests that Eliot was composing for an academic as well as a literary audience. The study of English Literature as a university subject was relatively new and Ackroyd’s argument is that Eliot fashioned the poem as obscure and multi-layered to occupy and engage the professors. He suggests the work is crafted to order perhaps.
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The documentary revealed to me that Eliot was born into wealth and came from a privileged background.  
I fear that as a society we seem to be heading back to the times when it was only the upper classes who might find the opportunity and openings to express themselves artistically as a career. Weale (2016) reports on how the privately educated continue to dominate our culture, politics and the arts.
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The Networked Image (digital)
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When I took this image, I immediately began to question why I chose to push the button on my camera at that instant. I was uncomfortable with the idea of taking photographs of people without consent and yet it seemed I was drawn to capture this picture. 
Sontag (2005, p. 25-26) criticises the inhumane and exploitative approach of Dianne Arbus in taking many of her pictures.
I have thought about photography and my personal ethics, the law, society’s morals and where I might stand in this landscape of variables.
It seems to me that as many images are now published on the web, these questions are perhaps deserving of even more consideration. 
We live at a time and in a place where the individual is spied upon both by the State, local and national, and by big business. In JRE Clips (2019), Edward Snowden revealed to us the extent to which the US and UK governments monitor and interrogate our day-to-day lives and in particular our digital activities. 
The police have a nationwide network of automatic registration plate recognition cameras, many of which are covert and they now have face recognition software available to them. We are tracked and monitored in a manner that has never previously existed in history and no one has ever asked me if I agree with this. I believe we are having many of our civil liberties eroded and taken from us.
Photographic images can be taken of people and disseminated onto the world wide web in seconds. Even if the image does not identify the person directly, face recognition software gives the ability to reveal that person’s identity.
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The above image of this forever recorded prostitute is cropped from a photograph by Henri Cartier Bresson. I have changed it. I wanted to see how much a digital image needed to be altered before the individual was no longer identifiable on Google Images. This picture search did not reveal the original.
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However, my search on one of Bruce Gilden’s altered ‘Black Country’ series of portraits made an immediate match to the ‘original’.
Perhaps the subject has little social agency and is a vulnerable person?
The Data Protection Act (2018) refers to the storage of digital data that identifies an individual. It creates criminal and civil liability for any transgression and places onerous obligations on people storing and disseminating personally identifiable digital information. 
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Again, despite changes this photo was immediately traceable back to Walker Evans’ ‘original’.

As an artist I am released from the legal obligations of the 2018 legislation. There are exemptions based on Article 85(2) of the Act for reasons of free expression and information, including journalistic and artistic purposes. The State and its agencies are also exempt.
It is reassuring to know there is latitude for me as an artist but I still feel bound by ethical concerns.
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Despite masking a person’s identity, Google Images made an immediate match to Martin Parr’s photograph. The software apparently searches on more than just facial features.
It seems that it would be possible for a person to find and identify their visual identities that have found their way online. I believe this has implications for me as a practicing artist using the internet and I continue to try to come to terms with where I stand in relation to privacy, agency and the taking of an individual’s picture.
If I wish to practice photography in France, I should note that Article 9, French Civil Code (2013) covers the respect for privacy guaranteed by the State. According to law.photography (2019) I am generally not able to publish a person’s image without explicit consent.
In the UK, the situation seems more complex due to a lack of explicit reference to a person’s general right to privacy.
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The Cinematographic Image (Digital)
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Cotton (2004 p.192-3) describes how she feels that Cindy Sherman, both as the subject of the image and of its creator manages to convey a sense of a cryptic and obscure narrative to her pictures. 
I like the way that Sherman seems to play with identity. 
In the image above I realised that I had set the digital camera at a speed that was too fast for the flash and the effect was unintentional. However, I like the idea of not being too rigid in planning and allowing for a certain element of lack of control. I feel the mistake perhaps adds to a possible narrative.
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The Collaborative Image (film)
When I talked through some ideas with Kaylee it became apparent that we both had family connections with the east side of Swansea. Also, we are both interested in our local history and our communities.
Wells (2004 p.293) describes the relationship between the landscape and people:
Landscape imagery reflects and reinforces particular ideas about class, gender, race and heritage                        in relation to property rights, accumulation and control (see Taylor1994; Wells; 1994).

She points out John Davies as a contemporary artist who examines the connections between industrialisation, the landscape and communities. I find his work compelling and I believe that Swansea holds a wealth of possibilities for an artist similarly engaged and fascinated with these topics.
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I am interested in how Davies often uses height to gain different angles. We decided that Kilvey Hill might afford some possibilities.
We shot over two days and the first day had broken cloud cover. It was possible to shoot directly south and we were able to take the above image of the docks.

The second day was much brighter and sunnier and it was not so easy to get a crisp and clear image facing south. However, when pointing the camera north or west we could see that the city was lit up with bright, low winter sun.
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The exercise was useful in gaining experience of the effect of various lenses as well as the home processing of the films. I am eager to explore our local industrial, historical and urban landscapes more thoroughly.
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