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Exploring how photographers have challenged the traditional concept of the family album, and what their photographs reveal about the relationship between the photographer and their parents.

Chapter 1

‘Thus when we photograph ourselves in a familial setting, we do not do so in a vacuum; we respond to dominant mythologies of family life, to conceptions we have inherited, to images we see on television, in advertising, in film. These internalized images reflect back on us, deploying a familial gaze that fixes and defines us. But each picture is also the product of other looks and gazes as family members define themselves in relation to each other in the roles they occupy as mother, father, daughter, son, husband, or lover. That process of definition- that familial act of looking- is also recorded visually in photographs.’
(Hirsch, 1999: xvi)

The motivation for writing this essay derives from my own photographic process, where I am currently rethinking the ideal of the traditional family album and photographing my family and the relationships that evolve from the home. Too often we portray ourselves as we wish to be seen by others, though our true selves are revealed at home. I aimed to explore that concept and have been documenting my family for the last two years, already I can see how my own feelings towards my family determine how I decide to portray them, which I will discuss briefly in chapter four. I aim to question this notion by researching other artists who have also worked with their family, however I will be specifically looking more towards the act of the photographer (the son or daughter) photographing the parent. 
 I will look at photographer Sally Mann, known for her controversial photographs of her children as a way to explore both roles. I have researched photographers Larry Sultan, Richard Billingham and Elinor Carucci, all who have gone on to photograph their parents and families in their career, as my main source of reference and I will explore their work for answers to my own question. How do photographers challenge the traditional concept of the family album by photographing their parents and families, what do the photographs reveal about the relationship between the photographer and their parents?
The family photography album is a socially constructed ideal, a phenomenon that is becoming more apparent with insights to family photographs through social media, from private to public.  Through photographs we can record the act of looking, to capture the gaze of one family member and their vision of another, through this we can define the relationship and see the vast difference amongst the family’s sense of vision. 
Oxford Dictionary defines family as “A group consisting of two parents and their children living together as a unit”, “A group of people related by blood or marriage”, and “All the descendants of a common ancestor” (Oxford Dictionary)
However, in terms of family relationship, what is the definition of family?  To most it is those bound by blood, other times it is those who we choose to surround ourselves with. Photographer Nan Goldin is one example of someone who actively chose her family, as Goldin wrote in The Ballad of Sexual Dependency (1986), they were a family “bonded not by blood or place but by a similar morality, the need to live fully and for the moment” (Goldin, 1986:6) and while they were not bound to her by blood, through the traditional definition of family, they were the family she chose. My dissertation will be focused on those bound by blood, immediate relatives and the traditional sense of family, the parent and the child. The term ‘bound by blood’, is used often to reference family relationships, ‘bound’ is quite forceful, it comes with this illusion of power. To describe a relationship as ‘bound’ by blood, has this sense of permanency, which biologically speaking, is true.

In 1888, the history of photography changed course, from a rich artistic history in the studio to becoming available to a larger demographic to use at home, with George Eastman’s invention of the ‘Kodak’. The formal portrait was replaced with the snapshot, the camera is the means of recording a family’s history, a family’s self-representation. The entire lives of family members are recorded and placed in to an album, then I ask, who is the family album for?  A private family audience or a larger audience open to public viewing and critique?

 According to Liz Wells (2015:138):

‘Personal pictures have been made specifically to portray the individual or the group to which they belong as they would wish to be seen as they have chosen to show themselves to one another’. 

‘Specifically to portray’ is an interesting way of phrasing this concept of the family photographs, as though the photographs were created with this sense of purpose behind them, again bringing this idea that the photographs are made for larger audiences, publically available to all. To “portray” is to describe in a particular way, so is the person behind the camera aiming to get a picture that best describes that person or their sense of that person? As Wells mentions (2015: 165) over the years the ‘image of the child became the central icon of family life’, therefore explaining the excessive need to photograph the stages of the child’s life, their development in childhood, their achievements, because of course, a child’s achievement is a parents’ achievement, thus bringing us back to this concept of the family album as a socially constructed ideal. This visual object that portrays a family’s life over the years, showcasing the best memories, the biggest achievements, the holidays and the smiling faces, but where is the rest? The vision of one person alters the memories forever, the vision of the perfect family.
I find images of spontaneity and unawareness reveal more about the memory than the structured images included in the family album, but why are these photographs excluded from the family album? Self-representation, it is the meaning behind these posed smiles and structured photographs. Our pride is far too delicate to reveal the true happenings of our home lives, we construct images that reveal how we would like to be seen by the public. Its purpose is to store memories, albeit fabricated memories, that make us, our families and our lives look like a commercial dream. In this chapter the focus will be on exploring the role reversal of family photography, how photographs taken by the son or daughter often reveal more than those taken by the parents.
Chapter 2

Sally Mann is known for her controversial photographs of her children, labelled as a ‘irresponsible mother’ (ASX: 2016) seen by many as a producer of photographs that closely resembled child pornography.
[image: ]Mann, S. (1990) White Skates. 
 I am intrigued by this, her series ‘Immediate Family’ (1992) shows her children as they are, an honest portrayal of their childhood as seen by their mother, I do wonder how anyone could view these as pornography or declare they are the product of an irresponsible mother when they are taken from a maternal perspective, a mother looking at her children as they are, as they change and grow. We as a society cannot relate to these images because we associate them too closely to the private, we are too afraid of crossing this metaphorical line when it comes to children because we are afraid of how society would see us as parents. As Richard Chalfen mentions (1987:8) ‘there are social pressures for people to make snapshots of their children when they are smiling rather than crying, when they are healthy rather than hurt or ill, or when they are dressed in clean clothes rather than in torn or dirty ones’. As a society, we are not exposed to these types of photographs from a parental perspective on a regular basis, these photographs would not make it to social media platforms or the traditional family album because they do not adhere to the social constructs that we have been pressured to conform to, hence why they cause outrage amongst some audiences when exposed to it. Most shy away from the innate sexuality of their children whereas Mann glorifies it and it makes up for the majority of her body of work.
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Mann, S. (1985) Emmett’s bloody nose. 

This act of portraying children as they are, this act of being a child, is unusual in terms of the traditional family album, it challenges this ideal of parenting, to produce photographs that construct the true reality of childhood, from bed wetting to bloody noses to the nudity, Mann sensualises it. Whereas it is common to produce fabricated memories and structured photographs to show the children in the best light, as means to feed the ego of the parent.

“there’s injury, and there’s pain and there’s anger and resentment in their faces. There’s you know, pouting. But once again, yeah I certainly wanted to include all that, as well as happy moments. Family life is of course, as you all know, far more complex than it’s usually portrayed”, (Mann: 2007)
Chapter 3

As Hirsch explains (1999: XI):

‘Larry Sultan’s work is also an important commentary on family albums, an attempt to expand their range beyond the conventional happy representations of family rituals, to expose the darker and more hidden aspects of family life, the disagreements and compromises that are most commonly excluded from the family’s self-representation. As the son’s image of his parents, it reverses the more conventional look of parents who take pictures of their children and construct their albums and early narratives, in this this reversal it also connects photographic images even more directly to loss and mourning’ 
As a notion in itself I believe the family photography album is the family’s self-representation, which answers the question as to why only the positive aspects of family life are included. When the reversal of the photographs is applied from parent to son or daughter, there is a switch in what gets shot and that is what fascinates me about the role reversal in the family album. In Sultan’s book ‘Closer to home’ (1992) he explores memories of his parents with staged photographs of them in their home, interviewing them in the process and gaining deeper perspective on their story of life from Sultan’s childhood to adulthood, a deeper, more personal look on his parents’ relationship and so forth.  A series recognising a traditional family, looking at gender roles within the home and the ideal American lifestyle. Sultan becomes detached from his parents over the course of his project although it is not visually noticeable, it is only when reading his essays and interviews between him and his parents that the detachment becomes clearer. At first his pictures appear bleak, showing the distance between the parents, focusing on the lack of contact between them. 
[image: ]
Sultan, L. (1984) My Mother posing for me.

 This image of his mother, standing against the wall ‘posing’ for her son shows the relationship she has with her son, her husband and lastly, herself. The father’s back is turned to both wife and son, watching television, which I believe represents the relationship Sultan had with his father as a child, this business man approach to parenting. The mother wears a silk shirt and her appearance is clearly important, this sense of self-representation comes to mind here.
However, upon watching an interview with Larry Sultan and his father, the backstory of this image is completely different to what is being shown, which I find fascinating. 

Sultan to his father, Irvin (Sultan: 2007) as he recalls the photograph ‘My Mother Posing for me’ (1984):

“That famous picture of you watching TV and Mom posing, I have the proof sheet, you were both standing there, and I was photographing you both against the green wall and because I was taking so long and I was so clumsy, you said “to hell with you” and you sat down and you watched the game. Then Jean, gave me that look like ‘oh, you’ve been abandoned again”. 

Perhaps this tells us more about the relationship than the image communicates. The exchange of looks from the mother to son about the father’s reaction, this fear almost, how the father lost his patience and gave up to watch TV, or the way the mother is still continuing to stand there, as moral support towards her son.
Sultan then goes on to photograph his father’s empty life after his enforced retirement and stages photographs of his father to create this emotion he envisions his father feeling. 

“Like the photograph of me sitting on the bed; maybe I’m a little bored but I’m not melancholy, longing for the old days of Schick or waiting for death” (1992: 114)

[image: ]
Sultan, L. (1985) Dad on bed.

This image looks melancholic, perhaps that is what Sultan was trying to create, this vision of what was, what used to be, this sudden change in his father’s life. It conflicts with the father’s memory, recalling not feeling melancholic at all, just bored, posing for this image. This performance for the ideal image, false memories are structured and created with a camera and the vision of one person, just as children do when their parents take photographs, it often causes conflicting ideas on the photographs taken and the story behind it.

It is an alternative style to the traditional sense of the family album, because the photographs are of course staged to create an image of the photographer’s vision, however we could refer that back to parents photographing children, waiting for that moment that perfectly captures how the parents want that moment to be remembered, those agonising forced smiles a child must endure until the parent is happy with the outcome of the shot.
Irving, Sultan’s father stated (1992:114) that ‘for the most part that’s not me I recognise in those pictures’, when speaking to Larry on his previous photographs he had shot of his father.  I believe it is an important part of what I am trying to examine, the son or daughter photographing the parent often puts their own perspective in to the shot, how they see their parents, how they know the parents feel at the moment of the shot, so of course when it is time to take the photograph all that goes in to it too. Hence the difference with role reversal, it is Sultan’s perspective of his parents that he is incorporating in to the images, not the ‘real’ image, so to speak. Sultan also says (1992:18) that he and his father argued that their ‘conflicting notions about who mom is and how she should be represented are based on’ their ‘different relationships to her. She is my mother, but his wife.’ He then goes on to say that in all the photographs of the mother that the father has taken she is ‘posed like a model selling one thing or another’ (1992:18). The different relationships with a person create different outcomes in the photographs.














Chapter 4

Unlike Larry Sultan, photographer Richard Billingham documented his home life in a more controversial way, documenting aspects of family life that others would not dream of placing in a family album let alone be seen by others to display the uneasy family relationship. 
Hirsch states (1999: XVII) that many Subcultures and cultures in America and Europe “have used family photographs in their work. They go beyond their conventional and opaque surfaces to expose the complicated stories of familial relation, the passions and problems, that have, for the most part, remained unpresentable and thus unseen”. 
Unpresentable and Unseen was the main feature in Billingham’s work. Alcoholism was the reoccurring feature of this series and his book ‘Ray’s a laugh’ includes images of his parents, his home and his brother amongst the chaos. Living in a flat in a council block in Birmingham, Billingham began to photograph his parents. His images, often depicting the brutally honest reality of his home life let us in to the scenes behind those closed doors, was it his perspective of his parents that created these image or was it merely a point and shoot, a snapshot of that moment? Traditionally, one’s home would only make the family photograph album if it was new, or newly decorated or at least presentable, however this social ideal of pride was not placed in Billingham’s work as he invites us in to see his alcoholic father, the floors covered in food and the often claustrophobic rooms.


[image: ]
Billingham, R (1995) Untitled

Billingham’s family ‘album’ is often seen as a representation of poverty, a series that captured his childhood surroundings, a flat in a council block and an alcoholic father. Billingham’s representation of his working class family is something that only some will be able to relate to thus creating an interesting perspective in to his life. His work departs from the ideal shots of graduation, birthdays, celebrations, family gatherings and take a deeper, darker turn into the reality, not shying away from his truth. On first look it seemed to me that his work was an act of resentment, but upon further investigation this was merely his reality. In an interview with Tim Adams for The Guardian, when asked if Billingham hated the weakness in Ray and Liz, when his brother was taken in to care, amongst other things, he stated (Billingham: 2016) “No, a vulnerability. I just hated growing up in that tower block”. 
There is a line between exploitation and documentary photography, Billingham somehow seems to cross both during the series ‘Ray’s a laugh’, however, by placing them in a gallery, in a clean and professional space, it alters the narrative of his work. When looking at any family photographs, the viewer could be seen as intrusive, exploiting the privacy of the people within the frame, the same could be said about Sultan’s work but because the reading of the images are so different in terms of appearance and atmosphere it does not feel as so. Both photographer’s staged situations for the purpose of photographing it, but it is the difference in what they are trying to communicate to the viewer that is most intriguing.
I created work which was influenced by these artists, although my work is not staged, it complies with the act of showing the unpresentable, the unseen aspect of domestic family lives. 


[image: ../../Users/chloedavies/Desktop/DSC_389]
Davies, C. (2017) Mother leaves sister’s room

When photographing for my current project, I focus more on the aspects of domesticity that would not make it to the family album, due to its content. It is the mundane or honest moments that would not make it into the collection of family photographs that I find myself interested in, much like Billingham’s work. I find myself wanting to explore deeper in to the ideals of the traditional family album now that social media is the new way of sharing images with the family and storing the once private memories online. Going against these ideals that have been set over time is one of my main motivations for my work.  I aim to reveal the truth behind the family album by creating my own idea of a family album, including the aspects of the family that ideally would not be shared because it goes against the traditional rules of the family photography album.
[image: ../../Users/chloedavies/Desktop/DSC_353]
Davies, C. (2017) Dog and unmade bed. 

Following a talk at Swansea College of Art (UWTSD) in October 2017, when posed with the question ‘In what way do you believe you challenged the traditional sense of the family album?”. Billingham responded with (2017): 
“I don’t know if I have, did I say that? No, not formally, no. I Never meant to. The family album as I think of it is an album you put little pictures in, cover in cellophane. Maybe my throwaway pictures from the zoo would make it in to the album”

I found Billingham’s response interesting, he doesn’t associate his work with the family album despite the photographing of his family, which implies this different perspective on family albums, he mentioned ‘throwaway pictures from the zoo’ as something that would be placed in an album, which would be associated with day-trips. Upon finding this out, I can now associate his work with family relationships, rather than the traditional family album, upon realising his work was in fact staged, it created a new narrative to viewing his work. He stated that his brother ‘Jason threw the cat in the air” (2017) to get this shot, just another example of how he structured his images, to create a narrative about the chaos.
[image: ]
Billingham, R. (1995) Untitled
However, by looking at Billingham’s current work on his family, his wife and children, we see a paradigm of ‘family photography’ through him. His current work, in comparison to his previous work in ‘Ray’s a Laugh’, is far less chaotic and features a new sense of perspective when looking at family and the home. His surroundings impact the work he creates, when living in the tower block there was a sense of claustrophobia, the unbearable conditions and the chaos amongst the family. Shooting work within the home and never venturing outdoors gives an element of entrapment, as though there was no escaping the tower block.  His previous work was very industrial, it was not a natural environment, however the work includes images of birds, which brought in his own sense of nature in to this industrial scape. His current work shows sign of appreciating the landscape surrounding his family home, the shift of childhood that his children have compared to his own upbringing. 
When giving a talk at Swansea College of art, Billingham stated that (2017):

“The good thing about where I live is you can go down the road and through this path and in the summer there’s orchids, I don’t know, it’s totally different to how I grew up. It’s like I wish I had grown up where my kids are growing up now” (see appendix A) 

 This informs me of his feelings towards his own upbringing in that tower block, in the industrialised state that he now has replaced with landscape and the natural world, something he is constantly working with in his work now. The fact he mentions his own childhood along with his children’s shows this sense of regret towards his own childhood, this wish to have a childhood like the one he is giving his own children. Which I believe informs us towards his feelings of living with his parents. Does this then show us signs of the relationship with his parents? As he constantly photographed the rooms, as if he was trapped physically and mentally.
[image: ]

Billingham, R. (2012) Trampoline
Chapter 5

Looking at these artists work and how their relationship with their parents often influence how they portray them in their own photographs, I noticed how Elinor Carucci’s work has this nurturing quality that Billingham’s lacks. Perhaps it is the way the colours compliment moments, warm lighting and nude bodies. Carucci states (2016) that “a lot is the personality of my parents, who are very warm. Even the nudity shown in my photographs and the intimacy are more common in Israel, I think.” 
Her work displays the intimate moments of family life, the nudity amongst them, the openness in their relationship that I feel in the western culture is hard to understand or we find unusual, as I did. Billingham, Sultan and Carucci place themselves amongst the work in their own individual way, Sultan through voice and written word, Billingham through observing and Carucci by placing herself within the frame, they all create situations that communicate their relationship. Billingham creates this distance in his work by merely displaying his family, by not portraying himself within his images you have to question his relationship with his family, with his home, he is an observer not a subject. This then communicates a different meaning to his work, the use of his family as props rather than people to create the visual aesthetic he envisions when creating his images.  Billingham’s work visually communicates this lacking of presence that Sultan and Carucci have decided to include in their own work. I feel Carucci’s work is an elegant display of intimacy with her family rather than observing her family, she is one with them and a part of it, whereas Sultan and Billingham distance themselves by observing their surroundings, their family. This helps me understand this concept of relationships between parent and son or daughter, and the photographic outcome, by looking at these role reversals we can establish how parents are represented through photographs based on the relationship with their child. From colours alone we can assess relationship, Billingham’s work appears bleak and the colours moody, set in dark rooms or images overpowered with patterned walls, against Carucci’s skin tones and ambient light. 
[image: ]
Carucci, E (1998) My Mother and I in a hotel room
‘My mother and I in a hotel room’ (1998) is an image that displays the familiarity with one another, Carucci is in the frame here. Although there are no immediate signs of intimacy through the acts of touching or looking, it is present with the nudity and visual language

Sharing the intimate moments of your family is difficult, in an interview with Aaron Schuman (2009) Carucci explains how she finds comfort in the process:

AS: Have you ever found it difficult to reveal your personal life to others, or did it come naturally?
EC: It really came naturally.  It’s weird because, not only does it come naturally, but also sharing those moments – even the flaws in our lives and bodies – is somehow comforting to me.
AS: Did your relationships change when the camera began to be a part of your life?
EC: The situations changed – the camera was there and we responded to it.  I don’t know if the relationships really changed; if anything, it made us closer and communicate more, so maybe it enhanced what was already there.
(Carucci: Schuman: 2009)

‘those moments, even the flaws in our lives and bodies’ (Carucci: 2009). 
Flaws, the work of these artists’ act as a type of ‘family album’ in a sense, recording the goings on amongst family members, however this acceptance of flaws, this willingness to show the reality of family life is something that is missing from the traditional family album. The exclusion of anything deemed flawed, the family album is full of fabricated and altered memories. This contradicts the socially constructed ideal of the traditional family album that parents tend to live by.












Chapter 6

From private to public, the act of creating a family album has been diminished by the use of broadcasting our personal lives online, using the same ideas by publishing only the good aspects of our lives for others to see, the family album is becoming a lost tradition, there is a change in domestic photography. There is a sense of self-censorship, the act of choosing what is private and what is public, choosing what we share and how it represents us. The act of photographing for a specific audience, the family, has long gone with social media replacing the communication and vernacular photographs of the family. However, this need to show our lives is ongoing and the online sphere is the ideal way to present ourselves with fabricated photographs. American photographer David Alan Harvey touched upon this matter with his project ‘Off for a family drive’, a piece of work that was entirely pure and created for a small audience, his grandparents. Created just for family viewing, Harvey took images of his family with no regards of anyone else seeing the images. I do notice how many of the images are of ‘celebratory moments’, birthdays for example, which again has been imprinted in our minds of what to photograph when it comes to family albums or family photography, birthdays of course, a time when everyone is present, but the other photographs are of the mundane, ‘Dad gets mail’ for example. This then creates a dynamic perspective on this constructed ideal.

[image: ]     [image: ]
     Harvey D.A, Gary’s “Happy Birthday”                       Harvey D.A, Dad gets mail

Elinor Carucci is an example of using social media to upload what would traditionally be in the family album, although a professional photographer who shoots her own family, she falls under the majority of people who post the private into a public sphere. Although still applying her method of photographing, using the warm, subtle tones and portraying the intimate moments, by placing them on a social media platform changes the dynamic of her work as she complies with this ideal, photographing the celebratory moments that would feature in the album.
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Bendheim, E (2017)
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Carucci, E (2017)

Chapter 7

With the advance of social media, the concept of the family album is redundant. The need to place images in a book for generations of family members to admire has long gone, and with the disappearance of this tradition, comes a new age of snapshot photography and a new generation of oversharing photographs that would often come under ‘private viewing’, on the internet.
I have learned that children, the sons and daughters, do not follow the traditional ideal of family photography that was once created specifically for the album, with the research of photographers such as Richard Billingham, Elinor Carucci and Larry Sultan, I was able to understand their thoughts on the photographic process of photographing their parents and families, they contributed with the altering of the overall concept of the traditional family album with their work
It coincided with my idea about photographers challenging the traditional concept of the family album and what the photographs reveal about the relationship between the photographer and their parents. By including the flawed aspects of family and home life, the aspects are rarely seen in the traditional family album and even now on social media, we only display the memories that will show us off in the best light, the photographic memories we view are often fabricated and staged for this purpose.      
I did go on to research Sally Mann’s perspective of photographing her children and placing it in the public sphere, to gather a larger resource of children photographing their parents and vice versa. Mann’s work was interesting in the way the moments most parents would photograph are not what Mann looks for, it is as though the memories are not treasured in the traditional sense because they include the bad moments too, such as bloody noses and upset children.
At a certain point, I believe that photographs become a self-portrait, we become what the photographer wants us to be, how they want us or that memory to be remembered. This idea was touched upon by Larry Sultan, in an interview alongside his father.

Sultan quoted his father by saying, (2007)

‘'That's not me sitting on the bed that's you sitting on the bed. That's a self-portrait”. He then went on to say ‘And I thought that was right. And you said this too, you said 'Any time you show that picture you tell people that that's not me sitting on the bed looking all dressed up and nowhere to go, depressed. That's you sitting on the bed’

With these findings, I have discovered the perspectives of Sultan’s father, and his own perspective on the matter of being photographed by his son, Larry. It helps build on my original ideas that sons and daughters do not comply with these traditions and ideals set by the older traditions and generations of parents and family members complying with this ideal.

As Hirsch said (1999: XV):
 
‘those who analyze the familial gaze must therefore be as self-conscious about their own viewing positions as they are vigilant about the postures they analyze. They must be aware that to look is also, always, to be seen.’ 

‘to look is also, always, to be seen’, is an interesting way of looking at the concept of family photography. What you portray in the photograph, being the photographer, shows a relationship, it leaves the photographer open to critique, it leaves the viewer of said photograph to analyse everything it entails. This brings me back to the idea of the photographs being a self-portrait, a self-representation, which I have spoken about continuously throughout this essay, as means of photographing and creating certain situations for the sole purpose of what it will represent to others when they look at the photograph.
I have learnt to analyse family photographs from the photographer’s perspective rather than to take the literal route of just seeing the photograph as it is, as I have discovered that often the photographs can represent something else entirely.
 There is a deeper, often subconscious, meaning behind the initial photograph that I was not aware of before my research. These findings of photographs being used as tools for self-representation, a tool that has been handed down for generations, as an unspoken rule in producing the family photography album, intrigues me entirely.
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Appendix A
Transcript of Richard Billingham’s lecture at Swansea College of Art (UWTSD), October 2017.

“eleven years ago now, no, twelve years ago, I had my first child, Walter. We were living in Brighton, funnily enough I had a show my zoo work in in Warwick, in Compton Verney.  Compton Verney is this really great gallery space is Warwick, it’s a private house, but it’s open to the public, but they get money to get these really good shows and cover the production, so I went to the opening of it. By this time Ray was in an old people’s home, my mother had died a few years before, and I really wanted Walter to meet Ray and to make a photo of them. So I can say to Walter, well I didn’t know how many years we got left, so I wanted to take a photograph, I took a couple of pictures and Jason who was with me said “what if I hold Walter”, so I made this image. I got three kids now, this was done three years ago. When you have a new-born come in to the house, in to the family home, it’s a very sort of happy moment and I wanted to make a photograph that encapsulated that. I just wanted to nail it. So Walter there is very proud to get some skin to skin contact with the baby, I think Moana, I took two pictures, I think the first one she was over there a bit and I just got her to move in to the centre a bit more. This is the same sort of camera that did ‘Ray’s a Laugh’ with, I still use those old cameras. I took a photograph of Bruno when he was born, the first thing the nurses do is weigh the baby and I thought that was interesting so I asked them to hold him a minute and I took a picture of the baby being weighed. It’s the first thing they want to do; they don’t want to show it to the mother. They just want to weigh the baby. I wanted to take a photograph of somebody pregnant, it’s very hard to do without falling into a cliché. So I thought well why not try to do it like its incidental, try to do a photograph where the bump is resilient but make it accidental. So it’s not about that, but you notice it. A student once asked me, she wanted to take photographs of somebody, his interesting person with tattoos and she said how do you take it, I mean if you take a photograph of the tattoo, it’s about that tattoo isn’t it. If you can make it incidental, people will look at the tattoo anyway. Around the same time that I started taking those photographs of the zoo’s, Walter was born.  I started taking photographs of him as well and I started doing it on crappy cameras, I was using the same camera that I made ‘Rays a laugh’ with. I started using black and white as well, I’m not sure why.  I think it’s because sometimes with black and white, say this interior here, that wood might be be brown, the wall may be white, the colours clash. Black and white, to me black and white is easier, to me it’s one less thing, the element of colour, you take it away, its one less element to worry about, to think about. It’s much easier to, to me it’s much easier to get a harmonious balanced image with black and white. I said my mother died around the time I was making those zoo images, around the time Walter was born. My mother died, one of the things I had to do, my dad was in an old people’s home, so my mother was on her own at this point, so when she died one of the things I had to do was get rid of all the stuff in the flat, one of the things I kept, obviously, was the family albums. I looked through the family albums and realised that Liz had taken photographs in the zoo, Dudley zoo, when she would take me to Dudley zoo she would take pictures and I looked at her pictures and there was, in a way they were more direct and more honest. They were innocent, and then I started to make my photographs, I changed from using medium format, back to using the sort of cameras my mum would use, she used 126 or 110 I guess, so I looked around on eBay for old film, for those old cameras and took snapshots, I started to take snapshots in zoos, sometimes id see somebody take a picture in the zoo and id get into the same spot that they were in  and use my crappy camera and take the same vantage point, most of these are small, this one is large, this one stands up to that interrogation, this one is polaroid. it’s very hard to find a subject with a polaroid, because it’s very hard to get authorship, it’s very hard to express yourself, so with a polaroid, well for me, I need an idea, and this is an idea that leant itself to polaroid. This is Walter when he was three, this was when I moved here (Swansea) and the first place I lived, I rented this place. It had a garden, there was a lot of snow and one day I looked out and all the snow had gone but the snowmen were still there, it hadn’t melted. But it thought it wouldn’t be there for long so I told Walter to go look at it and I took the image, like the film that comes up every Christmas, the cartoon called ‘The snowman’. I liked the juxtaposition in the image, and well it’s not going to be there for long and he knows it. I was walking Moana home from school and I walked her past this dead pigeon and when we got in she said ‘oh I want to go look that dead thing’ and I said ‘no, no’, and she said ‘I want to go have a look at it, just walk past it’ . So I thought fine, so I took this picture of her looking at this dead thing, contemplating it, coming to terms with it. I think a lot of the images I have done of the children are about them noticing the world, becoming more aware of the world around them. Psychologically. This one I like the relationship between the form, the form line and the hand, and also this bit like a halo. For the last few years, last three or four years, almost always made panoramic images. I know I make panoramic images of the landscape but I also do it indoors as well. And I found that whatever the subject matter is I can hang images together and they interconnect. Whatever the subject matter is they interconnect. I think it’s because of the way they’re taken, the way of the composition. You got panoramic indoors, zoo image, with a crappy camera, family and then a landscape. They flow. And this is a show I had a few years back, where it was a different subject matter, it was colour and black and white, it had different scales, somewhere behind glass, some had these white margins, some images go right up to the frame. Each one is different, yet it sort of all slots together. And these here are miniatures, panoramic miniatures, often landscape, I thought I’d have the one of the baby really large and one of the landscapes really small. So this is one of those miniature landscapes but you peer into this window, and again they remind me of watercolours. The thing with using these kid’s cameras with the plastic lenses is they tend to blur out around the edges and it gives a vintage look to the picture. As the kids have grown up I’ve watched them become interested in the natural world, and this place we moved in to had a rough garden, it was like this building site or something, and I found that Walter liked to find his own, there’s lots of child spaces in the garden and kids often like to be alone sometimes and have time to think. That’s a frog, that’s a slow worm. That’s one of his mates from school. All these are local places so that’s on the Gower, that’s a bloody nosed beetle. Even better than being in landscape, even better for me than being in the landscape is watching the kids engage with the natural world. Its’ very interesting fungi, that I didn’t touch. I didn’t touch the fungi; it would have been dangerous. That’s just down the road from here, the good thing about where I live is you can go down the road and through this path and in the summer there’s orchids, I don’t know, it’s totally different to how I grew up. It’s like I wish I had grown up where my kids are growing up now. These are tadpoles. But also it’s like looking at the sky I guess. That’s a grass snake. It’s like kids go through this stage and they really want to feel like what it is to be another species, it’s almost like they want to shapeshift. To understand what it’s like being another body and I like to capture that. I don’t want to stop them doing things, like sit still, they should be active. The bottom of the garden, by the trampoline, I liked how this circle and this circle looked like an infinity sign. I was interested how the Lego helicopter is made, it meshes itself in the background visually, like those early post-impressionist paintings of people in interiors I guess. “(October 2017)
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