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The time window Luigi Gariglio set himself for his 2 a.m. 
project was extremely narrow. For example, yesterday, July 9th, 
here in Jyväskylä, sun was setting at around 11 in the evening to 
rise again after 3 o’clock this morning. There was very little time to 
drive to the selected location in order to organize fl ashes, to make 
other preparations and to get person to be photographed ready 
and relaxed. Both as a project and as a defi ned moment, “2 a.m.”, 
with this one decision Gariglio turned Finnish landscape and 
nature into a studio, which is like all of them, so busy, but where 
the actual time to make an image is always very controlled.

After being mesmerized by the natural light, Luigi Gariglio 
travelled like a haunted man around the region. For me as a 
Finnish host it took a while to understand this determination. 
Locations can be painful to discover in an area you actually 
do not know. Especially if one searches for “Ur-Bild”, or why 
not even “noema”, as phenomenology describes the human 
need to turn our perception towards familiar and meaningful 
directions or interpretations. Archetypal light, or simply too 
much of it, gave the project a demanding challenge. How to 
fi nd a way to express the local conditions through a 
recognizable aesthetic and style? The reciprocity of natural and 
artifi cial light is used with a very delicate touch. Gariglio sought 
combinations of landscape and light he felt confi dent to start a 
dialogue with by adding his studio fl ashes in. He discovered his 
own landscape with great support from natural light, invited 
people in to this play and made a series of portraits.

Like in most countries, in Finland, the landscape occupies 
a signifi cant role in visual arts. In our case, “the Golden Era” 
painting in the 19th century did not only celebrate the beauty 
of nature, but together with language it also participated 
actively in nation building. Historically speaking, wilderness and 
landscape tend to be one third of Finnish imagined identity. 
In our way of seeing the world it takes a Finn to live in these 
hostile conditions year round, and more over, only we are 
diligent and inventive enough to turn that savage condition to 
prosperity, to an organised civil society. Therefore, the 
interpretation of these conditions in art is not dogmatic in terms 

of art history but, rather, hegemonic in connection to identity 
and understanding the Nation. This conceptual aspect of 
landscape and wilderness comes over in our perception of 
heritage. It spills over to arts and to popular culture, and 
naturally to everyday life where it is preserved and fostered 
in new practices that each period of time recreates. 

Photography and its practices conform to local circumstances 
in a way that the context then interprets the core of the whole 
convention. The early years of Finnish landscape photography 
follow the European path: anthropology, folklore, romantic 
scenes and later pictorialism. Through postcards, landscape 
linked photography to a profession. There was a time when 
copyright was for a certain landscape, not only for the taken 
images. For example, by publishing a scene from nature, the 
photographer automatically had the copyright to that landscape 
for fi ve years! In independence work, landscapes were used to 
introduce the beauty of the remote corners of the country. This 
sacredness of the image that connected to the individual 
perception of a particular landscape consequently evoked the 
whole concept. 

There is a widely spread misunderstanding about contemporary 
Finland alleging that most of us have two homes or houses. 
It is true that in the end of May, 2008, there were 478306, 
summer cottages in Finland but to call them as “second homes” 
is misleading. (1) All the way from the 19th century urban upper 
class “villas” until the lower middle class “huts” of 1980’s, these 
buildings have provided a gateway for individuals to experience 
nature. Summers at these cottages have offered private access 
and exposure to wilderness, even if that means a very modest 
piece of land which is normally set next to a lake and in the 
middle of nowhere. The ingenious decision in Luigi Gariglio’s 
interpretation of a landscape was to invite people to pose in 
front of a nature they already know. Some of the places 
Gariglio used in his images surprised people totally. Their 
understanding of a photogenic landscape did not meet 
Gariglio’s ideas, in which the conception and changes of light 
played an important role. The local people experienced nature 

Before Sunrise Kimmo Lehtonen
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in a contextual and archetypal way which communicated well 
with the aesthetic that Gariglio studied and expressed through 
his documentary.

Coming from a different cultural background, Gariglio could not 
have known the local code of profession or a business as 
a family heritage. The Finns also believe in the English proverb 
“hiding one’s light under a bushel”, and references to success, 
prosperity or luck are all elements that are expressed very 
carefully or with caution. People are simultaneously very proud 
of their achievements, but at the same time their contentment 
should be shown modestly, almost hiding it. In his open curiosity 
Luigi Gariglio probably did not see the complexity or the 
unusual aspects of his request for them to pose in these 
particular settings, as representatives of a profession and 
as members of a family. But for us Finns, as “summer cottage 
people”, the location of the shots, the landscape, was engaging 
and inviting enough to let participants follow their curiosity 
about 2 a.m. project. To be invited for a shooting at 
2 a.m. was reasonable and acceptable for the modelling family 
members only because it took place in a natural landscape! 
It is my impression that quite a few of those people would had 
hesitated if they would had been invited to be photographed 
in the middle of the night e.g. at their working places.

Portrait photography is often discussed as a photographer’s 
skill to capture the model in all his/her personality and 
appearance. That is very true. However, another standpoint 
when discussing this genre in photography, is participation or 
modelling for the image. In fashion photography the virtuosity 
of a photographer has been accompanied by the idolatry of the 
models, fame and stardom. On the other hand, in the history of 
photography, portraiture has been discussed through attributes 
of a certain style or a period of time, or even more interestingly, 
through the person and his prominence, like in so many famous 
portraits of politicians or cultural celebrities. In everyday or 
private scenes, a portrait has momentum by signifying 
anniversaries, jubilees and milestones of life. Only recently, 
studies of family albums and private photography have 
emerged in terms of giving attention to the practice and 
substance of private images in relation to aesthetics.

Standing in a lake or in the rain at two o’clock in morning, 
trusting the photographer to know that it all makes sense - this 
is what I would call participation. By the whole experience and 
understanding of photography as a phenomenon, people do 
participate in images. Comments, such as; “Please, do you have 
to take a picture of me now?” or, “Wait a moment, I just need to 

do my hair!”, are so familiar. People set themselves to be 
photographed, or they do not turn their head away but allow the 
photograph be taken. Gariglio asked participants to bring along 
an old image of a family member from another era, preferably 
photographed at the same age as the person posing for him. 
This collection of family histories overlaps with the landscape 
portraits Gariglio made in his project. First, the collection 
introduces a set of individual images by a personal relationship 
to someone; my father, my great uncle … the founder of our 
business. Secondly the old images can be extracted from the 
project to give a rich inventory of Finnish tradition of family 
portraits, from carte de visite to family holiday snapshots. And 
fi nally, as a complete project, the two sets of images connect 
and portray Family Businesses in the Province of Central-
Finland between the years 2006 and 2007. An important 
aspect of time in 2 a.m. project is Gariglio’s request for people 
to write down their ideas and feelings about family, business 
and profession. When displayed together with the images, 
these small stories preserve the concept of time into separate 
images. What is remarkable, is that the personal narration 
brings the whole family history in to this dialogue – connected 
to a named heritage – open in terms of time in photography.

In “2am”, the repetitive nature of the images and settings 
converts to a multilayered study. Landscapes in these images 
link to family memories, like in confi rmation image of Mrs. Raija 
Sipinen (see page 81) or Mr. Jussi Töysä in front of his charter 
bus from (see page 85). Each image includes small details. 
Some of them can be interpreted by anybody, some others only 
by the family members. General level of the images as 
photographs emerge in carefully reproduced physicality, 
essentially making them items that are a part of a rich tradition. 
On a private level, the stories and the social or cultural 
documentation of different times and traditions in Finland are in 
perfect harmony, as it can be only in photography and fi lm. 
Noble poses in studio conditions, more casual shoots taken in 
offi cial but private celebrations and fi nally holiday images and 
family snapshots give the material a documentary quality. A 
signifi cant part of the personal experience of photographic 
image, especially in domestic images, is strongly connected to 
the convention of recording something meaningful and 
preserving it for later uses, glances given by those not present 
or later to come. Often the images that are out of focus, or with 
faded colours and without any composition are the dearest 
treasures of family albums. Despite of this contradiction of 
fl uency in reading genres and cherishing low quality images, 
the features in each image are recognized and qualities of 
images per se experienced. 
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In photographic art, family and profession as a starting point 
have undergone endless versions of themes and interpretation. 
Here I can just name examples. Matti Saanio, whose works 
have been recently posthumously exhibited in Finland, was a 
documentary photographer who extensively used his home 
yard, family members, and relatives in his projects on social 
changes in Finnish Lapland and the Norwegian coast. His 
background in fi ne arts and his long term collaboration with the 
Norwegian photographer, Kåre Kivijärvi, and sensitive eye for 
social issues, resulted in documentary, where common social 
issues were dealt by including images from Saanio’s private 
world into the sequences. Those partly hidden layers 
communicated humane and strong interpretations of Northern 
conditions of life, social changes beyond control of the natives, 
and still included “peoples voice” in outspoken narrative. In 
the1990s, young photographers Yrjö Tuunanen and Henrik 
Dunker published a collaborative project, “Hay On a Highway”. 
For this project both of them returned back to their home 
regions and took a series of images, where the local families 
posed in their private setting. The series includes both interiors and 
exteriors spun together by including objects, devices and symbols 
referring to the domestic life and to the dwellers’ professions.

Evidently Luigi Gariglio was not familiar with those projects, 
although Saanio was one of the giants of photography in 
Finland, and Tuunanen and Dunker awarded the European 
Young Photographer prize. Saanio is a documentarist without 
question. Landscapes, use of light and locations are in his 
active elements of (social) documentary. Hay On a Highway on 
the other hand, is based on staged poses in everyday 
circumstances. The element of time in these projects is 
concentrated and the different generations are included in 
same images. In Gariglio’s work, time is kept open. In his 
pictures, he fi rst uses an image of the founder of the enterprise 
or the fi rst in family to take a certain profession. Family 
business is portrayed as a heritage, and a dialogue between a 
pair of images and a short intimate text. As I listed in the 
beginning of my text, history of Finnish family images, portrait 
photography and the Finnish landscapes chosen by Gariglio 
himself, create a collection of family histories. They overlap with 
the landscapes as impressions that are like an inventory of the 
Finnish tradition of family pictures, concluding a possible 
depiction of Family Businesses. 

The traditional genres of photography in use here refl ect 
themselves also in terms of their repetition. The “summer 
cottage people” experience the location in the natural 
landscape as something very safe and posing for a portrait is a 

familiar and approachable act in front of a camera. In this 
respect it took an Italian artist, signor Luigi Gariglio, a visitor to 
invite those people to participate. Inside one’s own community, 
a Finn photographing a Finn would have been so much more 
complicated. Remember, in Finland success and commitment 
are delicate matters to express. Therefore, Luigi Gariglio was 
defi nitely needed as the catalyst in order to introduce his 
version of aesthetic, that of documentary. In photographing 
these families before sunrise Gariglio shows us something 
surprising through styles we share and recognise in our 
practises and in the histories of photography.
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My artistic genes come from my father Kari 
Alonen. For me, art is a gift, a possibility 
and way to fulfi l myself. 

Of all the materials, bronze is the most 
fascinating. The work is purposeful labour 
and completely about entrepreneurship.

My future goals are to increase international 
exchange and collaborations with different 
countries. I am also developing the
Pykälistö area, a fl agman station that 
is located in Jyväskylä, as an international 
cultural site. You are welcome to stop by 
for a workshop-coffee.

Samuli Alonen June 14th 2006, 2 a.m.
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My father, Allan Halme, began the enterprise 
with my mother, Marjatta Halme, in Pylkönmäki, 
1955. The Company was called ‘Pylkönmäen 
Nahkatyö’ (Pylkönmäki Leatherwork). They made 
leather mittens and rucksacks for forest 
workers with the trademark ‘Savotta‘. The 
business grew when it also started to produce 
trekking equipment, like tents and backpacks. 
In the year 1976, the company moved to new 
business facilities in Karstula, at which 
point the name changed to Finn-Savotta Oy.

I started to work in our family business, 
right after receiving my vocational qualifi cation 
in Business and Administration, at the Jyväskylä 
Commercial Institute in 1971. I took care of 
the bookkeeping, invoicing and other fi nancial 
tasks. My mother died in 1977 and we continued 
the business with my father and sister. 
Economics have been my fi eld in our business. 

Together with my sister, we have continued 
to produce trekking equipment, since my father 
died in 1994. I have been working as the 
CEO of the company since 1992 and my sister, 
Anita Halme, is working as the production 
manager. She graduated in 1978 in the city 
of Turku as an industrial clothing technician. 
In our company she directs the production, 
model drawing, planning and also manages 
some of the supply acquisitions.

My sister has two sons: Elmo and Julius 
Valkeinen. Both of them have started their 
vocational studies however, due to their young 
age, they are still looking for direction 
in their lives. In the future, they are 
the possible successors of the business.

Anita and Riitta Halme June 28th 2006, 2 a.m.
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My name is Johanna Suomala. I am an 18-year-
old student. I feel proud of the work that 
my grandmother and father have done for 
the company. They have been developing the 
business for the past 20 years. 

At the beginning, Suomala Oy employed two 
people, but nowadays it has 120 employees. 
As I am still young, the future is completely 
open. Nevertheless, my studies are in a 
business related fi eld.

Johanna Suomala July 18th 2006, 2 a.m.





17Mika Lahtinen October 29th 2006, 2 a.m.

It is not a coincidence that I am a violinmaker 
and that I am doing same work as my grandfather. 
In my case it is not about the material; it is 
a spiritual legacy. I inherited the feeling, 
the inspiration and the strong passion to 

inspire wood to sing. The passion hardly fades 
away. That is why I do not think I would stop 
making violins, even if I could not continue 
this profession.
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My father, Erkki Räikkönen, began his printing 
career in 1958 and together we founded our own 
company in 1986. Erkki Räikkönen still works 
for our company although he is partly retired. 
Our presses print brochures and publications 
for businesses and private customers.

As an extension of my leisure pursuit, 
in 1997 I founded Printsport Oy a company 
that specializes in building and renting 
rally-cars. Our company sells spare parts 
for rally-cars and offers rentals as well 
as rally-car maintenance. 

Eero Räikkönen June 8th 2006, 2 a.m.
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I am Heini and my greatest passion, and future 
occupation, is music. I am studying at the 
Jyväskylä Conservatory in pop/jazz singing 
and I am graduating as a professional 
musician. My relationship to music is strong 

and important to me because my whole family 
is musical: we have played and sung together 
since I was young. In the future I see myself 
singing in concerts and earning my living 
through music.

Heini Ikonen March 28th 2007, 2 a.m.





23Tamás Gruborovics October 28th 2006, 2 a.m.

My name is Tamás Gruborovics, I am a Hungarian 
living in Finland. I am a professional soccer 
player just like my father was. I love the 
game and couldn’t imagine living without it. 
It is something that my spirit needs in order 
to be fulfi lled. I have great aspirations, and 
totally enjoy playing in a team: which is the 

most important thing for me. I am privileged 
to be able to make a living out of something 
I truly love. It’s something that isn’t self-
evident for everyone. I hope I can continue 
for years into the future. I do realize that 
it won’t last forever and my future plans 
are clear - I will become a psychologist.





25

Juho Jäppinen, graphic designer/photographer, 
born in Jyväskylä, Finland, 1976.
Jussi Jäppinen, graphic designer/photographer, 
born in Joutseno, Finland, 1948.

I remember the games and competitions from 
my earliest years. For me, this is the most 
important inheritance from my father. 
I still enjoy competitions, regardless of the 
fi eld or event. Winning is not that important 
for me anymore. Which is one of the reasons 
why my father and I work so well together. 

Juho Jäppinen June 16th 2006, 2 a.m.





27Tiitus Petäjäniemi July 25th 2006, 2 a.m.

Both my father, Juhani Petäjäniemi, and my 
mother, Tuula Ollikainen, are visual artists.
I grew up in an environment where art was the 

daily way of life and the greatest passion. 
This life style is what I really enjoy.
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My father, Erkki Kantonen, became the town 
architect of Jyväskylä in 1954, and began his 
private practice that same year. I have been 
working in his private offi ce part time, since 
1976 and full time after completing my studies 
in 1991. My father retired from his position 
as the town architect in the late 1980’s, 

but continued his private practice. My wife 
and I gradually took over the offi ce, ARK-
Kantonen Oy, and became the owners last year 
(2005). We concentrate on public buildings 
and the restoration of landmarks such as Alvar 
Aalto’s Jyväskylä Workers’ Club, originally 
built in 1925.

Jussi Kantonen  July 21st 2006, 2 a.m.





31Eija Hildén June 27th 2006, 2 a.m.

My father Hannu Hildén began working on a 
small passenger boat as a seasonal occupation 
in 1963. He felt obligated to save the 
passenger-boat traffi c on the lake Päijänne, 
although at that time, no one believed 
it possible. My father saved the steamboat 
s/s Suomi, which would have almost certainly 
gone to the scrapyard, and he acquired new 
boats to take care of the traffi c.

During the hard times they faced, it is not 
possible to let my mother’s strong support 
by his side, go unnoticed. I was involved in 
the boat business even as a young girl and 
I was brought up to respect my father’s work 
and the lake Päijänne’s exceptional nature. 

Stubbornly continuing my father’s work, 
we want to offer a safe experience on the 
lake and to honour nature, for the busy 
and technically oriented people of today.
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My name is Maija Jussila-Savo and I represent 
the fourth generation in the management of our 
family company.

My great grandfather was a teacher at the 
Jyväskylä teacher’s college and became an 
entrepreneur in 1923. He manufactured and 
sold wooden toys and other household articles 
made of wood. Juho Jussila developed a pinball 
game and called it the Fortuna-game.

The Fortuna-game was a great success, he set 
up a separate factory in 1934. At the same 
time, he changed the original company into 
a private, limited company and gave this 
company his own name. My great grandfather 
died in 1947. After that his son Erkki Mattias 

Jussila was the managing director of the 
company until the mid 70’s.

During Erkki Mattias’ time at the beginning 
of 1950’s, the company started to develop 
a plastic injection moulding business. 
The plastic department made plastic parts 
for other industrial companies. After this, 
another generational change in the company’s 
management began when my father, Erkki Olavi 
Jussila, became the acting director. 
My father built a new factory building in 1986.

I began as managing director in 2001. 
Today, our company still manufacturers Juho 
Jussila’s wooden toys and injection moulding 
plastic parts.

Maija Jussila-Savo July 13th 2006, 2 a.m.





35Marianne Mäenpää July 20th 2006, 2 a.m.

My name is Marianne Mäenpää, I was born on the 
10th of October, 1995 in Jyväskylä. I was only 
2 weeks old when my mother Marja Mäenpää took 
me with her to her catering work. My mother 
works in our family catering business, 
Pitopalvelu Raija Sipinen Ky, founded by 
my grand mother, Raija Sipinen, in 1978. 
The company started as a small home bakery 
but quickly expanded into a diverse catering 
service. My mother has worked in the company 
fulltime since 1990 when she graduated from 
restaurant school. Her work includes 
everything related to managing and running 
the business. She has also been a shareholder 
in the company since 1993.

My whole life, I have been able to participate 
in different catering service activities, 
both in the bakery as well as in catering. 
Apart from customer service, I also perform as 
a singer at festivities. At the moment, we are 
often able to work together as a whole family: 
my grandparents Raija and Seppo Sipinen, 
my parents Marja and Petri Mäenpää, and me, 
a schoolgirl, Marianne Mäenpää. Naturally, 
we also have a group of wonderful people 
working in this service business with us.





37Jari Elonen July 24th 2006, 2 a.m.

My father and mother began in a small bakery, 
in 1966, with the hopes of creating a little 
home bakery and coffee shop: my father would 
bake in the back room and my mother would 
serve customers in the front. I grow up 
running between their legs from the very 
beginning of their business. My mother urged 
me, as a young man, to think of some easier 
profession for the future. But after school, 
I couldn’t think of anything better, than 
following in their footsteps. Now, 40 years 
after establishing the bakery, my parents 

have stepped aside and I have become 
the chief director of our family business, 
and I am looking far into the future. 

In our family business we now have about 
140 employees in different parts of Central 
Finland and our team is ready for the 
challenges of the future. Business is in 
my blood and, together with our hardworking 
staff, I try to navigate our business in 
the best possible way, aiming beyond the 
demanding challenges of the commercial world. 
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In 1934, our grandfather, Jussi Töysä, began 
a bus company in Petäjävesi with a 14-seat 
Graham Brothers bus. Jussi was the oldest son 
of the Töysä house. In the Petäjävesi village, 
people would shake their heads saying; now the 
Töysä house will go to the birds with their 
son dealing such a dubious fi eld. After a good 
start, the business broke off during the 
Winter and Continuation Wars in which Jussi 
and other drivers took part. The busses didn’t 
make it home in one piece but luckily the 
men came back. In the beginning of the 1960’s, 
Jussi handed the responsibility of the 
business over to his sons, fi rst Aapo and 
Kyösti and later the youngest brother, Olli, 
also joined in. 

In 1984 the brothers expanded the business. 
They bought the bus company, Karstulan 
Liikenne, from northern Central Finland and 
started their own travel agency Matka-Töysä, 

of which there are now six offi ces in Central 
Finland. Today we have 50 busses of different 
sizes and varieties. 

We, the cousins, have been working in the 
family business for over twenty years: Jukka 
in the bus company and Risto in the travel 
agency. Both of our spouses also work with 
Matka-Töysä. A few years ago, the previous 
generation announced their desire to hand over 
the responsibility to the younger generation.

The decision to continue was not self-evident; 
since childhood, we had seen how diffi cult and 
how much responsibility is involved in running 
a family business. But the decision was made 
easier, in that we are now two sharing the 
responsibility. Two generations have now 
developed our family business; now it is our 
turn, the third generation.

Risto and Jukka Töysä October 30th 2006, 2 a.m.
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My father, Oiva Jaatinen, founded Oiva Jaatinen 
Oy about 30 years ago. The company’s line of 
business is car rentals. I have been an 
entrepreneur in the company for over ten years. 
I came to the company as soon as I graduated 
from vocational school, and had completed my 
military service. At that time I was 19.

Right now the future looks good, I am still 
young, 32 years old, and I don’t have a 
family. So the long working hours, 7 days 
a week, which are required in this venture, 
are not a problem.

Jarno Jaatinen March 28th 2007, 2 a.m.





43Siiri Hedman July 27th 2006, 2 a.m.

My name is Anselica (Siiri) Hedman and I live 
in the small region of Konginkangas. I am 12 
years old. My hobbies are reading and playing 
Basketball. Our family business is raising 
horses, which includes taking care of, training 
and racing horses. Previously, the business 
of raising horses wais mainly concentrated on 
Finnish horses but during the past few years 
it has expanded to also include thoroughbreds. 
My grandparents started the business in the 
beginning of the 1980´s at Konginkangas and 

we have now raised three generations of our own 
horses. The children and us, the grandchildren, 
fi rst learned to work for the company by 
repeating gestures and doing small tasks. 
Now we are already involved in the company as 
active employees. This is how it often is, in 
a family business, in the countryside where the 
business is, in many cases, a way of living.

In the future, I think my life will include 
entrepreneurship, in one way or another...
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I started out studying metalwork. But early 
on, I realized that metalwork was not my 
vocation, because the work was too simple. 
After graduation, without doing a single day 
of metalwork, I went straight into electrician 
apprenticeship with Tekmann where my father 
was working. Since then, about 8 years now, 
I have been with Tekmann. 

Through my work I have done the necessary 
schooling so that I can independently do 
electrical work. It is convenient having 
the same profession as my father and I like 
working in the same company. It has been 
easy to ask his advice when needed. 

Right now I enjoy my work, but sometime 
in the future I would also like to try 
some other kind of occupation.

Jussi Tolvanen April 2nd 2007, 2 a.m.
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When as a young boy, I was able to go with 
my father to the fi re department, it was 
a dream come true. The fi ne red fi re trucks 
and the blinking blue sirens were extremely 
exciting to the small rascal that I was. 
So much so, that at that moment I decided 
I would one day become a fi reman. My father 
still works as a leading fi reman. 

The fi re-fi ghter profession has been in our 
blood for a long time, because even my 
grandfather, Toivo Hård, worked in the 

Jyväskylä fi re department as Chief Fire Offi cer. 
My father’s two brothers Juha and Janne Hård 
also work for the Jyväskylä fi re department. 
I have always valued my father, grandfather 
and uncle’s work and I would like to continue 
this tradition and pass it on to the future 
generations. 

My own career with the Jyväskylä fi re 
department, as a fi re-fi ghter – paramedic, 
began in 2006 and I hope to be able to 
continue up until retirement.

Jere Hård July 25th 2006, 2 a.m.





49Jacques and Outi Mäkinen April 2nd 2007, 2 a.m.

We are four generations of medical doctors.

Our mother’s grandfather, August Forel, started 
the chain. He strongly believed in his profession 
and genuinely wanted to do good things as a 
doctor. He also had a lot of ideas about how 
to renew society and our ways of thinking.

In the next generation there were three doctors, 
including Edouard Forel, who is in the picture.
Our mother and her brother were also medical 
doctors. Our mother graduated from medical 

school in Switzerland, and soon after that, 
married our father who was in Switzerland, 
being cared for as a disabled soldier. 
Our family moved to Finland in 1952.

We spent our childhood around hospitals and 
sanatoriums, which is perhaps why we never had 
illusions about a doctor’s work. At any rate, 
neither of us has regretted our professional 
choice. And if we had to choose again, 
it would most certainly be in medicine.





51Kimmo Lehtonen October 26th 2006, 2 a.m.

We keep a huge, old cardboard box at our 
summer cottage. That is all there is left 
of my grandfather Elis Lehtonen: violinist, 
choir conductor, gymnast, and aquarelle 
painter – a primary school teacher by 
profession and an offi cer in the Finnish Army.

My godfather runs a photography studio. The 
fi rst negatives I ever saw were hanging on a 
clothesline, where his father was drying them 
in their kitchen. He was my grandfather’s best 
mate, Jussi Pitkänen Senior. During the years 
Jussi Pitkänen Junior, my godfather, has shown 
me photos of Elis Lehtonen, one by one. 
The last one, taken in the middle of winter, 
is from Elis Lehtonen’s grave: my father 
and my uncle, two young boys, putting candles 
in the powder-soft snow on the grave – such 
a beautiful light, such – a beautiful print.
 
One day my father showed me a military offi cer’s 
knife. Only the handle and an inch of the blade 

were left. ”A grenade”, he said. They had 
returned from a patrol and were resting, six 
young men. Only one survived, Jussi Pitkänen 
Senior. That was August 26th, 1941.

My father was a primary school teacher. 
Just a few years ago we found a diary that 
Elis Lehtonen had written. He was, at the 
time, almost 20 years younger than I am now. 
There is more Finnish wartime ideology and 
particular mental strength on those pages 
than my grandfather alone, seemed to possess. 
At least I need to believe so – grandfathers 
cannot be young nationalists, although 
teachers may be.

I also believe that there must be one madly 
active Lehtonen in Jyväskylä every second 
generation. Elis Lehtonen studied on the 
same campus where I am working. I was born 
into this rhythm of active Lehtonens. 
Becoming a lecturer – that, I never believed.
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Both of my parents are primary school teachers. 
My whole life, I have closely followed their 
careers, especially because they worked in the 
school were I was as a pupil. That school was 
also a kind of second home for me, because 
we lived right next to it and their colleagues 
were our family friends. Since childhood, 
I wanted to become a primary school teacher 
too. Some might think that is because I didn’t 
considered other options. And I guess that was 
true at fi rst, but after high school, it took 
me a long time to get into the schoolteacher 
programme at university. I really had to think 

if this was the right decision or if there 
was something else I could do. All that 
thinking, moving around, and fi nally studying, 
has only made me more convinced that this 
profession is for me. I know my parents are 
liked and appreciated teachers and that they 
have personally grown a lot during their 
careers. They are my role models. 

This is my fi rst full year as a teacher and 
it is really important, and helpful for me, 
to be able to discuss professional matters 
with my parents.

Reetta Leducq October 24th 2006, 2 a.m.
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When my proposal was short listed and selected for the 
artist in residence project – that later became 2 a.m., 
A Family Business Society – my feelings were shifting 
between euphoric and worried at the same time. It was a 
big challenge to be sent from Italy to Finland by Ms. Roberta 
Valtorta and the Museo di Fotografi a Contemporanea. 
This was going to be a very special project. In my plan, 
I had stressed desire and intention to work in a refl exive 
and collaborative way, and to build the project “on the fi eld”. 
To get started I made a fi rst phone call to Kimmo Lehtonen 
in Jyväskylä, Finland. Already then we spoke the same 
language. Evidently he was also surprised: First of all; 
how an Italian was able to communicate in English, secondly; 
when I seemed to be pretty organized and strong minded 
about my proposals and ideas; and fi nally how limited my 
knowledge about Finland really was (even though 
I had been working there before).

There were three written projects when I arrived 
to Jyväskylä. After having several face to face dialogues 
with Kimmo and starting to get to know the local reality 
a bit better, the ideas became clearer. Due to the local context, 
the projects originally designed in Turin, a 3 days highway 
drive away from Finland, needed to be merged together 
in one, in order to be grounded in the Jyväskylä area.

The social and natural landscape I met in Central-Finland 
was something really new to me. Coming from an Italian 
city very close to other big cities, loving the crowd, looking 
into the eyes of people passing by, I felt to be an alien over 
there – in the middle of lakes, forest, and few people, 
with passion for alcohol. It was not obvious to understand 
each other in the beginning. Like, driving for long period 
of time with my Finnish assistant without a word from her side, 
or saying “hello” when entering a bar or a public space and 
being not replied. Soon after it became clear to me 
that all these were only cultural differences, and that I had 
to start to understand them.

The relation between nature and people on the other hand, 
really impressed me. In Italy, we have many different kind 
of landscapes, and wild mountain forests, but our identity 
is mostly attached to our history, art-history, culture and food. 
In Finland, like in Canada, I found so many people speaking 
fervently about “their” nature. In order to comprehend 
the situation better, I started to swim in lakes and do inline 
skating to get as close as possible to the nature. I also learned 
to love sauna, something specifi c of Finnish culture.

I am satisfi ed for the result and I have to stress how 
collaboration brought us at this point. The feelings blend 
now between happiness, sadness, and a sense of balance. 
The concept, observations, and a dialogue were the key 
of this project. I did not expect that this particular proposal 
could ever be done in reality. It took about 3000 km driving 
around the region, a lot of appointments and working nights. 
I had never been particularly interested in photographing 
nature before and this new experience was quite something 
to me. I ended up to photograph people, and the “family photo” 
of their ancestors in the natural, or altered natural setting 
and to collect their personal histories to express my feelings 
and understanding. It will be diffi cult to bring all this in end. 

Everything could happen only because of the hospitality, 
respect and understanding by all the people in this project. 
Since the 2 a.m. project was made in strong collaboration 
with so many people, I hope it does make sense for all of us 
and hopefully for any person who is curious enough to spend 
a moment to get carried away by the images.

Luigi Gariglio 
Torino, July 3rd, 2008, h.15.34 (+1 in Finland)

Refl ections on The Project Luigi Gariglio
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A thread runs through all of Luigi Gariglio’s work from 
the late eighties to now. It is the study of how the faces 
and bodies of men and women always bear the mark of 
their social group and culture, and of how this can be 
shown by photography.

A recent work of his, Just Born!, shows a series of pink, 
newborn babies against a white background. They are awkward, 
little, defenceless fi gures, almost things, shapes of new beings 
shown plainly. There is no story within the space of the frame 
apart from that which every newborn baby tells with its presence, 
its physical existence. These photographs bring Roland 
Barthes “what was” to the present and affi rm “Here I am, 
I exist”. They are photographs in a strict sense. They do not 
say anything apart from what they show.

The element of clarity metaphorically drives the work 
of Gariglio, a portraitist who has understood that the human 
face and body, the skin and the clothes, contain extremely 
complex meanings which photography brings to our attention 
in an obvious, almost physical way.

Transsexuals are the subject of one of his earliest works, 
dated 1988. Here we are on the streets of Milan at night. 
The mixture of black and white and the dark shows us the 
fi gures in a rude, almost expressionist fashion, very unlike 
the visual harmony and “good rule” of classic reporting but 
similar to the expressions of artists such as Robert Frank 
or William Klein, innovators in the fi eld of social photography 
and involuntary destroyers of traditional reporting. 
Gariglio therefore chooses strong, clear codes, in direct 
proximity to the theme.

Another work of his, also dating from 1988, portraying 
the homeless who live inside the Spring Station underground 
in New York, shows the same directness, human precisely 
in so far as it is ruthless and sincere, recalling the narrative 
immediacy of a Weegee, one of the greatest social 
photographers of the last century.

Luigi Gariglio’s exordiums therefore highlight a tendency 
to delve into the human condition, observed in extreme 
situations. Beginning in 1990 this can be seen in his shift 
from narrations of social circumstances and environments 
to the portrait, the genre which we believe is able to speak 
of man more than any other and in a more radical way. 
And the proof of the radical nature of the choice he is making, 
which will begin to produce its greatest results in the mid 
nineties, is the fact that he decides to deal simultaneously 
with portrait and self-portrait. We know that every psychoanalyst 
has to submit to psychoanalysis himself in order to analyse 
others and we might say the same of every true portraitist 
who experiments portrait on himself as a form of control. 

The artist’s early period includes a spell at the Museo Lombroso 
in Turin in 1995, which would have a signifi cant infl uence on 
his subsequent work. This involved cataloguing/reproducing 
mug shots from the archives, objects made by the mentally 
disturbed inmates, such as chess-pieces, or small boats, and 
models of punishment cells. It is important to underline that 
this is a work of reproduction, a noble aspect of photography 
which both underlines and teaches photography’s fundamental 
nature of indexing and tracing.

Then, in 2002, Gariglio produced a further series of colour 
photographs of jars made by the prisoners with writings, 
fi gures, decorations, stories, against a plain, black background, 
revealing a method we fi nd in all of the artist’s work. 
A way of simply and gravely showing objects and people, 
texts and words, if there are any texts, for, as the artist says, 
“photography shows us what is there”. 

Starting with the work he did at Museo Lombroso, the word 
is often signifi cantly present in Gariglio’s photos. This does 
not just “speak”, name and describe but is an image itself.

In his work on ecomuseums in the Valle di Susa, for instance, 
produced in 2004 for the Eco e Narciso. Cultura materiale/
fotografi a (1) project, he came up with a series of colour portraits 
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of people who visit museums and of artefacts preserved there, 
yet he also photographed the labels. For example, while producing 
a series of photographs in the Ecomuseum of the Resistance, 
he photographed the index cards with their names and the 
dates. The words alternate with the image to increase the effect 
of the clarity and completeness of the message which the artist 
has placed at the centre of his work, and to introduce a sort 
of narrative element loaded with historical value. 

In his recent work 2 a.m. shown here(2), produced in Finland 
between 2006 and 2007, the word is instead a testimony, 
a veritable account, an element linking portrait and portrait, 
past and present. Using the written text is part of a way of 
relating to people with the aim of reconstructing their family 
and professional identity. Here Gariglio acts not just as a 
photographer but also as the trained sociologist he is.

The written document, the letter and the handwriting are 
elements which we also fi nd in the extensive project the artist 
set up in eight European countries, from Portugal to Romania 
and from Finland to Italy, on the theme of imprisonment and 
prison environments, starting in 1996. 

His frequentation of the theme of landscape and the 
representation of inhabited space, the result of his working on 
projects with Gabriele Basilico and his taking part in the project 
entitled Archivio dello spazio (3) between 1995 and 1997, 
means that he is better able to combine the theme of face 
and environment than he was before. Portraits in prisons (4) 
is characterised by a strict, synthetic, stark narrative. There is 
no trace of any reporting or any intention to capture or describe 
gestures or events. The work involves just three elements: 
the human face/body as such, the prison spaces/objects 
and handwritten texts the photographer asked the inmates 
to write for him. The portrait of the inmate is merely the portrait 
of a man or a woman, without any indication of the environment 
in which they live. The space of the cell, the architecture and 
the objects are all charged with speaking silently of the prison. 
The texts are simple reproductions of the paper the inmates 
gave him. It recalls the method adopted by Paul Strand in 
Un Paese, which shows frontal portraits of farmers on one 
side, tools on the other and rare landscapes (5).

Frontality is the soul of the great modern and contemporary 
portrait of a documentary nature which, encouraged by the 
historical example of August Sander followed by Diane Arbus, 
pursues the idea of “looking the subject in the face”, involving 
him in a work of awareness and concentration yet allowing 

freedom of pose and expression in exchange for the attention 
and care of the photographer. It is a highly democratic working 
method which makes the photographer and subject collaborators 
in producing the portrait, far from the idea of the “stolen portrait” 
which sees the subject unaware he is being photographed and 
equally far from forcing him into the peculiar, often unnatural, 
poses dear to the world of journalism, fashion, advertising. 

The prison portraits, which would never have come about 
if Gariglio had not fi rst done his work at the Museo Lombroso, 
go hand in hand with another work on portrait and environment 
produced in The Netherlands and Finland, which led to the 
group project Eurogeneration in 2004 (6). These are young 
prison inmates, university students, new contemporary families, 
singles, homosexual couples, posing in the environment in 
which they live. The living conditions are all different yet all 
share the common element of changing social models. 

The theme of young people lies at the heart of the work 
of some of the most interesting photographers on the 
international contemporary scene, from Rineke Dijkstra 
to Paul Graham, from Beat Streuli to Hellen van Meene, 
from Charles Fréger to Julia Fullerton-Ballen to Italians 
Donatella Di Cicco or Paola Di Bello. The economic and 
cultural transformations caused by the process of globalisation, 
the current repercussions of the growth and contradictions 
of western democratic societies, the access to western models 
on the part of non-western societies, the religious confl icts, 
the importance of technology in contemporary lives, this all 
make roles, identities, behaviours, customs increasingly mobile 
and open. Young people today are mutant, vacillating creatures 
whom photography can observe and describe.

Miss Italia, another work dated 2004, adds another strand 
to this analysis of young people. It shows people as they are 
and then as they appear when performing a part, especially 
a public role, in the form of a diptych. Gariglio introduces each 
Miss Italia as she is and as she becomes when she appears 
to other people in the shape of a beauty contestant (as well 
as photographing the family which founded the Miss Italia 
contest). Once again the artist chooses an extremely explicit 
medium or the diptych which, working on an immediate visual 
comparison between existential “reality” and “appearance”, 
leaves no room for indirect, allusive, transversal readings. 
He adopts a similar method in Lap Dancer, this time however 
silencing one of the elements of comparison. It is a refl ection 
on the masculine predatory view expressed in a series of 
portraits of lap dancers photographed in the morning, either 
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barefaced or wearing their own make-up quite different from 
how they become when, made-up and with their hair done, 
they put their bodies, faces and movements on public display. 
These are unusual passport photos of women with bare 
shoulders and hair which obviously hasn’t been brushed in 
expectation of a day spent at home alone: ordinary women. 
A kind of reversal of the work in which Rineke Dijkstra portrays 
bullfi ghters after the corrida with the scars that have been 
left on their faces and the look left in their eyes, or mothers 
just after giving birth. With Lap Dancer we are instead in 
a “before” dimension preceding the public spectacle of which 
the people observed in their private space show no signs as 
nothing has happened yet.

The desire to approach and to show people’s natural behaviour 
before and above and beyond the offi cial nature of their 
social roles in photography also leads to a work whose title 
is Coming-out.it, dedicated to the world of homosexuals: 
men and women. The planning of the project also involves 
participation. Subjects are identifi ed and invited to have their 
portraits taken by e-mail with the cooperation of a gay website. 
The portraits are simple, “normal”, every subject is free to pose 
naked or clothed and the title of each photograph consists 
of the address and e-mail of the person portrayed.

Gariglio the portraitist increasingly obeys the rules of utmost 
naturalness and simplicity of approach which allows him 
to work in a clear and direct way even on subjects whose 
identity and behaviour are generally considered to be diffi cult 
to photograph. A recent work of 2006, whose theme is the 
attitude of young Chinese girls towards beauty, also confi rms 
this. Gariglio photographs a series of young girls who imitate 
western standards in order to appear and feel more beautiful. 
The young models are photographed barefaced and after 
they have put on make-up, following the ‘before/after’ 
criteria already used in the case of Miss Italia. Otherwise 
they are young people who undergo cosmetic surgery 
and are photographed just after the operation (this ‘after’ 
is an interesting process found in the work of Rineke Dijkstra); 
or young people portrayed nude and barefaced and then 
portrayed in make-up, following the narrative structure 
of the diptych. 

Placing the ‘before’ and ‘after’ side by side, or highlighting 
the ‘before’ or ‘after’, comparing the naked body with a clothed 
body, the natural face with its blemishes with the made-up 
face where the blemishes are concealed, the invitation to 
people to take part in order for the project to take shape, 

indicate a dialectical and problematic way of dealing with 
the contemporary portrait. And there can be no other way 
for a great portraitist since society nowadays gives us an 
extraordinary complexity and a ‘fl uidity’, to use a term of 
Zygmunt Bauman now almost as widely used in the 21st 
century as Marc Augé’s defi nition of non places was used 
in the nineties. In light of this, the photograph, a fi xed image, 
is, in a certain sense, forced to become even more exact 
and at the same time more refl ective and synthetic. This is 
precisely the need that Gariglio detects when, as we were 
saying before, he chooses naturalness and clarity and when 
he organises the narrative according to stark, yet not rigid 
and unambiguous, mechanisms.

The previously mentioned work completed in Finland, 2 a.m., 
is also based on a clear narrative device which uses text 
on one hand and the comparison between past and present 
on the other.
A further analysis of the sum of his work reveals another 
fundamental question, which is his extreme discretion with 
regard to the people he portrays, sustained however by bravery 
and the rejection of any emotional and spectacular elements 
of the image, as in a process of purifi cation. Gariglio, in this 
sense, is far removed from the narrative logic adopted, for 
instance, by Nan Goldin in the Ballad of Sexual dependency 
or by Nan Goldin together with Nobuyoshi Araki in Tokyo, 
or Boris Michailov in Case History. These artists, though 
never lacking respect for the subjects they photograph, 
work on extreme situations and on socio-existential disaster 
using tones which are not just extremely powerful but also 
emotionally involving. This never happens in Gariglio’s art. 
The people portrayed reveal the same quality seen in the 
“merely reproduced” objects at the Museo Lombroso, simplicity, 
or rather the elemental nature of photographs taken for offi cial 
documents, dignity. If there is a narrative pattern it is reduced to 
a skeleton, to indicate that in order to describe people and their 
lives it is not necessary to say a lot but that perhaps we should 
return to the origins of language where, we imagine, there were 
only a few words which each signifi ed a great deal. 

 

4th March 2008
The author is the Director 
of The Museum of Contemporary Photography. 
Cinisello Balsamo, Milan
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Some notes on family and photography

Quantitatively there is no doubt that pictures taken exclusively 
within the four walls of the home, fi rst by professional 
photographers and then by family members themselves, makes 
up a very signifi cant proportion of photographic imagery around 
the world. The crucial importance of the reasons underlying this 
plethora might even serve to justify the urgency of technical 
questions. Therefore, the theory is that of a photography which 
emerges and develops not so much to favour scientifi c 
progress (being fi rst and foremost a consequence) nor to free 
art from its fi gurative destiny or, on the contrary, to enhance 
its realism. Its strength is, rather that, it allows everyone to tell 
their own story and the story of their family with an abundance 
of details. As Katherine A. Bussard writes in the introduction 
to the catalogue of an exhibition centred on similar themes: 
“Since its introduction, photography has always been 
considered the perfect medium for recording one’s life”. (1) 

This has, fi rst and foremost, something to do with the amateur, 
popular use of photography and what is striking and interesting 
is the perpetual and sustained success of this medium as 
a support for family memories and as an instrument for their 
transpose. The portrait boom which followed on the heels 
of Talbot and Daguerre’s advertisements is due to a customer 
base of husbands, wives, fathers and mothers who anticipated 
keeping the effi gies of their loved ones in a precious casket. 
The spread of post-mortem portraiture (a modern surrogate 
for embalming) throughout the twentieth century is evidence 
that “family photography” constitutes a need that extends 
to every layer of society before it is a genre. Indeed, those 
immortalised were mainly people who had not had time 
to pose in front of a lens when they were alive. Equally, 
these pictures could suitably close an album of memories (2), 
when death was still part of the collective experience. 

A fundamental turning point came about in 1888 with 
George Eastman’s launch of the Kodak camera, which placed 
photography within reach of amateurs and the inexperienced. 

The introduction of the Brownie model in 1900 would lead 
to a further substantial lowering of costs. It is a short step from 
this to the current use of digital cameras and mobile phone 
cameras and drawers being replaced by hard-disks which 
have continued to fi ll up non-stop with the visual records 
of people’s lives all over the world. 
To confi rm the permanence and prosperity of this practice 
today just type the string “photography + family” on the 
amazon.com web-site. Surprisingly, the titles of numerous 
practical manuals will pop up. (3) As we know, an excess of 
technical zeal has been a constant feature of photography 
yet, despite this, the emergence of this genre of images 
satisfi es the same needs as it did in past decades. 
And the power of the portrait to enliven, bring closer or 
even replace the subject has not been lost. If we think 
of the special service, called Flat Daddy, recently activated 
by the United States National Guard which, upon request, 
provides the families of soldiers sent to Afghanistan 
with a photo of them on a life size cut out panel. In an article 
published in the New York Times on the 30th of September 
2006 we read: “Ms. Austin Said Ayden, who was 13 months 
old when she bought Flat Toby home, recognised his father, 
often taking the image off its usual chair and kissing it. 
Flat Toby is a real person in their house, she said”. 

One of the most famous and ambitious photographic 
exhibitions of the last century tackled this theme, certainly 
in its broadest sense, with its title The Family of Man, 
organised in 1955 by Edward Steichen for the Museum 
of Modern Art of New York. It staged a magnifi cent production 
on the human genre and there is no doubt that developing 
this project using the sole medium of photography contributed 
to vastly increasing the public’s interest in and respect for 
photography. Nevertheless, La Chambre Claire, a celebrated 
essay by Roland Barthes which soon became essential reading 
for anyone working in the fi eld of photography is, above all, 
a mesmerising record of the author’s profound grief at the 
loss of his beloved mother, by means of an erudite dissertation 
on the photographic portrait (its status and uses) which springs 
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from fi nding an “old, faded album snapshot with blunted 
corners” (4) in his apartment.

But let’s take things one thing at a time. In the fi rst place 
it is advisable to distinguish between artists who have taken 
and then used pictures of their own families and those who 
have instead turned their attention to other people’s families. 
There is an enormous difference. In fact, the former tend, 
through their work, to discover more about themselves 
(family photographs establish lineage and thus create stronger 
identities) while the aim of the latter is to explore and record 
the world. This dichotomy essentially mimics what John 
Szarkowski proposed in his Mirrors and Windows, where 
he contrasted a realist trend with a romantic trend in 
contemporary photography, and should be considered 
equally fl uid and not radical (5). 

Apart from those who have published just one picture or, 
at any rate, a mere handful of pictures of their relatives, which 
have anyway become genuine icons of their “style” and their 
work, the number of artists who have systematically turned their 
lenses on their own circle of relatives is certainly exceptionally 
high. Photographers who have aimed their cameras at their 
own wives and partners include Alfred Steiglitz (Georgia 
O’Keeffe), Edward Weston (Tina Modotti), Harry Callahan 
(Eleanor), Emmett Gowin (Edith), Robert Adams (Kerstin) (6), 
consistently demonstrating a kind of devotion towards the 
bodies and souls of these women and always taking a step 
back in order to let their presence emerge in a compelling 
way, without meddling. Just as respectfully Nicholas Nixon 
took a portrait of Bebe, never alone but with her three sisters 
by her side, every year beginning in 1974 (7). The result is a 
powerful representation of the passing of time that is both 
tender and terrifying, recording ruthlessly every sign of decay, 
every return of beauty. Nobuyoshi Araki published the pictures 
of his honeymoon with Yoko in Sentimental Journey in 1971. 
Then, exactly twenty years later, he published another book 
which recorded the progress of the cancer which had killed 
her in1990 (8).
Another death, this time the death of a mother, is the principal 
subject of the work of Japanese Miyako Ishiuchi. Mother’s 
consists of extremely close range close-ups, fi rst of her 
wrinkled skin, then of the objects that belonged to her 
(scuffed shoes, a brush containing some tangled hair, lipsticks, 
petticoats and fl imsy fabric). The scars and the marks on each 
tell of eighty years of private family matters and some details 
of an ancient culture. It must be said that, unlike ordinary 
people’s photographs, which record important, or at least 

unusual, events (journeys and holidays) and highlight the 
rites of passage (fi rst communion, military service, weddings), 
artists favour habit and routine. Lee Friedlander has done 
nothing else but collect photos of his family for over 50 years. 
Just like any other person, we might say, the difference being 
that he is one of our most important living photographers. 
A book of almost 200 photos (9), published in 2004, reveals 
his style with astonishing clarity even when dealing with an 
anomalous subject. There is no lack of compositions in which 
the photographer includes his own face or the shadow of his 
body alongside the intended subjects. It is the affectionate 
record of the sharing of a space and a time (the frame is 
the epitome of closeness).

Tina Barney’s approach is very different. In order to produce 
a gigantic fresco/soap-opera of her family she combines 
snapshots with other meticulously composed photographs, 
creating a mixture that is highly destabilising (10). Should we 
believe it or not? Is her reconstruction a faithful reproduction 
of reality or sheer fantasy? These are the questions we ask 
over and over again when faced with each of her prints. 
The trust which goes hand in hand with the enjoyment 
of photography is seriously undermined, but equally there 
is a lingering voyeuristic impulse to take a peek at other 
people’s lives, especially when this reveals the details of 
numerous and complex relationship dynamics as we see 
happening here. Sally Mann’s photographs of her own three 
children, Philip-Lorca diCorcia’s photographs of his circle 
of relatives, Mitch Epstein’s photographs of the family-business 
and Larry Sultan’s photographs of his own parents (11) 
occupy the same space, somewhere between “candid 
and tableau photography”. As well as the theme developed 
by Epstein fi tting the context in which we fi nd ourselves, 
it is above all interesting to fi nd that Epstein and Sultan have 
juxtaposed archive materials (snapshots and frames of amateur 
fi lms) with pictures that have been taken especially (and posed 
for), creating a visual short-circuit and questioning the very 
notion of authorship. As Katherine A. Bussard writes about the 
work of Sultan: “The child photographing his parents reverses 
the social norm, complicating the sense of power, identity and 
self-creation experienced on either side of the camera” (12).

Let us now come to those who have concerned themselves 
with portraying other people’s families. Luigi Gariglio, with his 
work shown here, belongs to this group. Precedents include 
a project by Martin Parr, consisting of portraits taken in the 
homes of families who all live in the same road, June Street, 
in a small town in the north of England. The result is a complex 
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sociological study revealing the rituals, customs and means 
of self-representation (hairstyles, clothes, postures and 
furnishings) of a sharply defi ned social class in a circumscribed 
geographical area at a given moment in history. And that is 
not all since, on a deeper level, or by studying individual groups, 
it is possible to fi nd some clues as to the relationship dynamics 
which defi ne them. Within their own environments each 
member shows a preference as with who they want to be 
photographed next to and each picture reveals the pathos 
of the moment in which it was taken. Gianni Berengo Gardin’s 
series of Italian homes and Chauncey Hare’s work on homes 
in the Bay Area (13), dating from just a few years on, include 
numerous group portraits based on the same work of analysis. 
Then, in the eighties, it is Thomas Struth who experiments 
with this genre, focusing on the arrangement of individuals 
within a setting. This is why he is careful not to give them any 
instructions on where they should go so that the fi nal layout 
is the result of a perfect balance which has nothing to do 
with the compositional rules of the art but is determined by 
the relationships between the very elements portrayed. 
The photographer establishes the frame but does not wield 
any power over what happens inside it just as its subjects 
have had no choice in who their relatives are. 

Luigi Gariglio explores the vicissitudes of some Finnish families, 
often producing portraits of individuals. This is the fi rst anomaly. 
The second anomaly lies in Gariglio’s words when he says 
that “for him these are not portraits of specifi c people but 
portraits of a society and maybe in some way self-portraits 
of me in Finland”. This catches us off-guard as his work mainly 
contains elements typical of documentary and pseudo-crime 
investigations, such as extracts from interviews and archive 
pictures, although it does not preclude refl ection. But what 
are these archive pictures? Luigi Gariglio asks everyone 
he photographs to bring a snapshot of an ancestor when 
he comes to pose. This has to be the founder of the family 
business, jogging their memories. It is this choice of photograph 
that proves to be most revealing, as fi lming takes place out 
in the open where there are no points of reference and the 
picture is taken at 2 o’clock in the morning, when an individual’s 
defences are inevitably lowered.

Everyone who has posed for Gariglio’s lens has asked the 
same question of how to choose the “right” picture. One might 
choose the photograph in which the person most closely 
resembles oneself. That is the safest option. It is comforting 
as it consolidates a sense of belonging and establishes a line 
of descent. Or is it reasonable to choose the picture in which 

one can truly make out a man or woman portrayed in it? The 
one showing them as they really were in life. Finally, and most 
obviously, one might opt for the photograph in which the 
subject came out the best and is looking the most attractive. 
This is a business strategy. What Gariglio goes on to do with 
these photographs is another matter entirely. He does not 
present them as proofs, but photographs them again, attributing 
the result with the same dignity as any of his other works, a 
predatory act that is typical of the photographer. He discards 
the original (which is not his to own) in favour of its image 
(which belongs to him twice over). This is how Luigi Gariglio is 
always to be found in his work and how he can claim that each 
of his photographs is, after all, a self-portrait as well.

15th August 2007
The author is Photography critic and writer, the Head of 
Education at Forma, International Center of Photography, Milan
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Family and Finland

The exact defi nition of a family is rather diffi cult. However, 
I am sure that everybody knows intuitively what a family is 
and probably all of us, or at least most of us, have experiences 
in family life, in one’s childhood family – family of origin – 
or one’s contemporary family – family of procreation. It goes 
without saying that families and family relations are important 
parts, some might say even the basic units, of society and 
social structure.

Finland may be described as a highly developed industrial or 
postindustrial society. Culturally and mentally, Finland is part 
of the West. Finland is also one of the most equal and modern 
countries in the world. It is usually considered to be a society 
that combines a strong, equality-oriented welfare state and 
a high technologically-oriented information society. But in 
the same time, when speaking about social topics and 
Finland it is good to remember that the majority of Finns 
share a homogenous cultural background (the same language, 
same religion, same skin colour etc.). More over only about
two percent of the inhabitants of Finland are immigrants. 
All these controversies are the starting points when we try 
to understand family life in Finland.

The importance of the welfare state

When we think about the Finnish family, the welfare state 
is very important. Finland is considered as an example of 
the Nordic welfare model in which the welfare policy is 
primarily implemented by the state and the local authorities, 
the municipalities. This means that public authorities 
are responsible for many tasks related to social security, 
care and nurturing, and the signifi cance of the family in 
this fi eld has not been as high as in some other European 
countries with weaker welfare states.

Although agricultural Finland ceased to exist decades ago, 
we must still emphasize the importance of Finland’s agrarian 

background. The structure of industry was long dominated 
by agriculture and small-scale farming; actually, this was still 
the case after the Second World War, in the 1950s and early 
60s. Although the Finnish occupational structure nowadays 
resembles that of other West European countries, it is possible 
to claim that the deep structure of Finnish culture continues 
to be largely agrarian. In the agrarian way of life in Finland, 
women and children took an equal part in productive work. 
The bourgeois nuclear family established in other parts of 
Europe, based on paid work by the husband and house-wife 
institution, the privacy of the family and the nurturing role of 
the woman at home, never became prevalent in Finland. 
Rapid industrialization took place in Finland in the late 1960s 
and the early 70s, and Finland quickly became an industrialized 
service society. This was the stage that strengthened the 
welfare state project – the position of the welfare task of 
the state in an important position. To put this very simply: 
women stayed in the labor market – not in the fi elds any more, 
but they moved into hospitals, day-care centres, schools, and 
started to work as nurses, teachers, social workers – and the 
state took care of the children, sick people, and the elderly.

The strong role of the welfare state has supported the 
increased prevalence of Finnish women’s employment. 
The expansion of public services during the 1960s and 70s 
offered new jobs for women and made it easy for them 
to fi nd paid work. Day-care centres and a good public school 
system with free school meals supported this; it was not 
necessary for women to stay at home. Anyway, it is good 
to remember women’s important role in the labor market during 
and after the war. Even before the period of the mature welfare 
state, in the early 1960s, almost one half of Finnish mothers 
held a paid job outside the home. That is to say that the family 
model based on two breadwinners was built into the Finnish 
system step by step after the war, but the crucial period in the 
birth of the two breadwinner system was, of course, the rapid 
industrialization and the building of the Finnish welfare system 
in the late 1960s and the early 70s. The result was that the 
normative lifestyle came to be based on two paychecks. 

The Finnish Family Kimmo Jokinen
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Moreover, single parents were – and still are – expected 
to have a paid job.

A very important feature in the Nordic welfare state is the 
principle of universality. Social security benefi ts are individual 
and often universal. Universality means that all citizens have 
equal rights to education, health care, and the social services 
provided by public authorities. That is to say, for example, 
that every mother and father get parental leave, if they want 
it, public schools are high quality and free for all, day-care 
centres are for all children who need daily care, free health 
care is for all, not just for poor people or for the lowest social 
groups. Universality has its own infl uence on family life and 
close relationships, by underlining individuality and equality 
between the sexes and social groups. The fact that social 
security benefi ts are individual, not based on the family as a 
whole, and that social security is universal, not only dependent 
on (the father’s) paid work, has guaranteed the individualization 
and independence of people. Individualization has also been 
promoted by the fact that grown-up children are not legally, 
nor in practice, required to support their parents or to bear 
responsibility for their care, as is the case in many countries 
in Southern Europe or in the third world.

Of course the maintenance of all of these services also entails 
a high rate of taxation, which requires a feeling of togetherness 
(or citizenship) and solidarity as institutionalized values. 
Because of this, Finland, as well as other Nordic countries, 
is considered as a nation in which the level of general trust 
is high. The welfare state gives the members of the society 
grounds for trusting one another. But fi rst of all, the welfare 
state has liberated Finnish women in particular from homes 
and unpaid care work, and it has enabled the economic 
independence of women. Of course it is not clear how exactly 
the infl uence of the principles of universality, individuality, 
and equality can be seen in family life, but we can be sure 
that these facts infl uence family life in one way or another.

Three important processes in Finnish family life 
after the rebuilding period

There are three obvious, distinct tendencies in family life 
in Finland since the 1960s. Firstly, there have been great 
changes in fertility rates. The number of childbirths has 
decreased. In the long run (about 500 years!), the nation 
will not be able to reproduce itself, if we discount immigration. 
Secondly, the amount of co-habitations and divorces has 

increased, and this has resulted in a growing variety of family 
forms. It has also been said that these processes are closely 
connected to the question of individualization. Finally, marriages 
are more common and weddings are more popular than ever!

Fertility: As in many other Western countries, the number of 
children in Finnish families has decreased; however, this has 
not actually happened continuously and straightforwardly. 
In the year 1900, the population of Finland was about two 
and a half million. The growth of the population continued 
steadily until the 1960s, only the years of the civil war, 1918, 
and the winter war, 1940, made an exception. Four million 
was exceeded in the year 1950, and fi ve million at the 
beginning of the 1990s; all of this despite the degree 
of emigration to Sweden that occurred in the late 1960s 
and in the early 70s, during the rapid industrialization and 
the depopulation of the Finnish landscape. Nonetheless, 
it is estimated that the population will turn downwards quite 
soon, to the extent that six million will be only a dream.

The biggest age group was born soon after the war, in the 
year 1947. The amount of children born in that year was almost 
110 000. But after the 1960s, the numbers have been much 
smaller, for example 57 000 in 1998. The fertility rate was at 
its lowest during the 1970s, when it was only 1.5. This means 
that every woman of childbearing age gave birth to an average 
of 1.5 children. This number is absolutely too small for the 
reproduction of the whole population. Indeed, it means the 
decrease in population in the long run. Finland is an example 
of the precipitous decline of fertility rates in developed 
countries, below the rate of replacement of their population.

There are several explanations for low fertility rates. A widely 
accepted fact – if we have pure facts in social sciences – 
is that four huge processes cause the decreasing of the 
number of children in families. These four processes are 
industrialization, the rise in the standard of living, secularization, 
and urbanization. In every industrialized Western country, the 
number of children in families is nowadays quite low, and the 
richer the country is, the smaller is the number of the children. 
In an agrarian society, a newborn child had two hands, but in an 
industrial society he or she has only a big mouth. And in the old, 
more religious days, people used to say “children are a gift from 
God”, or “God gives us the children”, but in contemporary times, 
it is said that “we make the children, it is our own decision”.

In addition, the industrial and urban way of life usually includes 
the need of self-actualization (the growing importance of the 
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self, “my life”), individual choice, the demands of working life, 
and higher age of giving birth: these are also connected 
to low fertility rates. Especially in Finland and in other Nordic 
countries, in which the welfare state supports women’s strong 
position in higher education and their keenness in paid work, 
low fertility rates are clearly connected to women’s long 
educational careers and women’s activity in the labor market. 
If we think of these four processes, it is easy to understand 
how diffi cult it is to increase birth rates by a policy which 
supports families with children. Perhaps it is not impossible, 
but it certainly is diffi cult.

The low fertility rates are not necessarily a problem. 
Nonetheless, real problems are caused by fl uctuations 
in these rates happening too quickly. If it happens that birth 
rates suddenly rise, so that one cohort is a lot bigger than 
the others, this causes diffi culties fi rst in day-care and in 
schools and, later, in taking care of elderly people. Moreover, 
we must keep in mind that the development is never linear. 
This means that it is not easy to anticipate what is going to 
happen in the distant future. An example of this is the rising 
fertility rates in the Nordic countries. This rise is not a question 
of a remarkable change, but at least it shows how diffi cult 
it is to forecast the future of the population. Immigration is 
one factor that can change everything, too.

Plurality Of Family Models: since the 1960s, the traditional 
nuclear family has lost some of its self-evidence in family life, and 
different family forms have emerged. Among the different family 
forms that have gained more importance there are, for example, 
reconstituted families, parent–child dyads, single persons, same 
sex marriages, and cohabitations. Some of these family forms have 
something to do with the growing amount of divorces.

Cohabitation was very rare, even exceptional in the early 1960s. 
It was so unusual that researchers did not become interested in 
it until the 70s. This means that we do not have good statistics 
on cohabitations and the development of the number of them. 
It is estimated that nowadays about 20 % of couples live in this 
kind of a relationship. It is worth noting, here, that the proportion 
of live births outside marriage has risen rapidly: it was only 4 % 
in 1960, 13 % in 1980, but in the year 2003 it was already 40 
% and among the fi rstborns, over 50 %! Researchers agree that 
the marriage institution has become weaker at least in the legal 
sense, and co-habiting has become an accepted form of union.

Divorce was almost illegal in the beginning of the 20th century. 
Marshal Mannerheim, the leader of the Finnish troops during 

the Second World War and the president of Finland soon after 
the war, tried to divorce from his wife about one hundred years 
ago, but he was not allowed to do so. In contemporary Finland, 
divorce rates are the highest in the European Union. 
Finland shares the fi rst place with Sweden. As said before, 
divorce rates were low during the fi rst part of the last century. 
In the fi rst years of Finland’s independence, there were only 
some hundreds of divorces yearly, in the 1930s about one 
thousand yearly, and, after the Second World War, about two 
or three thousand yearly. The reform of divorce legislation 
in the 1980s contributed to the emergence of a new divorce 
culture. The basic principle of the reform was to enable the 
dissolution of marriages with refl ection and negotiation; the 
principle of the guilty party was abandoned. Grounds for 
separation are no longer necessary in order to obtain a divorce. 
Thus, divorce may be considered a private matter based 
on a mutual agreement between the spouses. In many other 
Western countries, the development of family legislation has 
conformed to the ideas of free choice: individuals are free 
to negotiate the best possible solution.

Soon after the new law, the rates of divorces grew rapidly. 
In the 1990s, and after that, the number of divorces has been 
about 13000–14000 per year. Nonetheless, it is also important 
to keep in mind that there have been no changes in the rates 
since the 90s, neither growth nor decline. Regardless, this 
means that if people keep up the increasingly widespread 
practice of divorce, it may be predicted that about half of the 
marriages entered into during the 1990s and after that will end 
in divorce at some point. This, in turn, will lead to differentiation 
of the family forms; the more divorces, the more singles, adult–
child-dyads, and reconstituted families there will be.

Wedding Bells Chime More Often Than Ever : in contemporary 
Finland, marriages are very popular. Statistically, it can be said 
that never have so many Finns been married than today, 
although we must add to this that never have so many Finns 
divorced. Some researchers have suggested that perhaps 
the “American style of marriage” will gain more importance 
in Finland, too. In America is it not very rare that people have 
two or three marriages during the course of his or her life. 
The fi rst marriage is a so-called “love marriage”, in which the 
couples are young. The second one is an ordinary “married with 
children”, and after that comes the third one, the mature, old 
age marriage. Whatever the truth is, the majority of middle-aged 
men and women are married. Nowadays, relatively more adults 
are married than ever before. One reason for this is of course 
the commonness of the divorces and remarriages, but the 



popularity of marriages and wedding shows that the marriage 
itself must be appreciated by Finns and be important for them.

So, is it true, as I said before, that the institution of marriage has 
become weaker, because of the divorces and cohabitations? 
And furthermore, has the development eroded the signifi cance 
of the whole family? The answer to the fi rst question is “probably 
not, or perhaps the institution has lost some of its meaning and 
become more negotiable”, and to the second question, clearly 
“no”. There are no grounds for saying that the family is no longer 
signifi cant in Finland. The majority of the population still lives in 
families, divorces set up new families and people of all ages – 
young as well as old – and of both sexes consider family life 
to be one of the key values in their lives.

Nevertheless, this is a challenge to a ‘normal biography 
supposition’, in which human life is understood as an almost linear 
progress or at least a lifecycle that includes certain developmental 
stages: usually, childhood, youth, adulthood, and old age. In every 
stage, there are some tasks that we are used to accepting as 
normal. Play, home and parent, especially the mother, belong to 
childhood, and when you are a grown-up, you are supposed to 
graduate, qualify to your profession and earn your living – or, as 
an alternative to a profession, prepare for motherhood – get 
married and have children. In family studies and, to a larger extent 
the whole of sociological theory, it is believed that, in the fi rst 
place, the traditional form of work, based on full-time employment, 
clear-cut occupational assignments, and a lifelong career pattern, 
and in the second place, traditional family forms, that is to say a 
permanent nuclear family with legally married husband and wife 
and their mutual, biological children, as a self-evident model for 
only right way of being together, are being slowly but surely 
eroded away. The ideological aspects of the normal biography 
suggestion have at least lost some of their meaning and strength.

This development is also a challenge to family theories. 
“How can we defi ne family?” Our fi rst answer to that very 
question is to claim that family is a structure that fulfi ls certain 
functions. This is an answer usually given by functionalist 
sociology. Functionalism stresses the positive benefi ts 
of families. In this approach, it is believed that the family 
is a universal institution and structure. It is found in every 
human society because it performs certain basic functions 
for the maintenance of social life, for example, socialization 
of a newborn child and the moral education of children.

In functionalist family sociology, it is often assumed that when 
we talk about family, we are usually talking about a nuclear 

family. The nuclear family is seen as the ideal type of all 
families, and the nuclear family is also seen as “natural”, 
the best working form of the family especially in modern 
industrial dynamic societies. To add to this, at the same time 
we talk about households, i.e. family and household is the same 
thing. In the functionalistic view of the family, it is claimed that 
family works best, if it is composed of a legally married couple 
and their common, biological children. Functionalist models also 
depend upon the idea of the separation of work and home, with 
husbands going to paid work and wives staying at home with 
children, which has been quite popular in industrial societies.

It is easy to see that this kind of thinking is not enough when 
we think about the word ‘family’ and how family life is 
organized. We can use ‘family’ both as an adjective and 
as a noun. Functionalists use the word in the latter sense, 
but if we choose the former usage, then we cannot say that 
the family is a universal social structure. Instead, it is something 
that is done, “doing”, and it is also a process. This is the second 
answer to the question “what is a family?”. ‘Family’, here, 
represents a quality rather than a thing. So, we do not talk 
about ‘the family’. Nonetheless, we do talk about ‘family’ as 
the rich diversity of practices and family relations to be found 
in a modern society. ‘Family’ is, in this sense, an arbitrary social 
construction, not a natural and permanent social phenomenon 
at all. Subsequently, it could be quite diffi cult to produce a 
precise and generalizable theory about family life.

Negotiating relationships between the generations

Finally, I would like to give a couple of examples of the 
negotiations between the generations in modern family life. 
Social orders are always in some sense negotiated orders. We 
negotiate when we want to get things done. Negotiations are 
not always rational or something we can easily put into words. 
They can be continuous re-naming processes, making 
agreements, power struggles or directly battles of time, space 
and the organization of the social relations. These negotiations 
give us new perspectives and present challenges to what is 
happening in contemporary families. I have two different sets of 
data to highlight here. The fi rst is from the project Looking for 
art experiences, and the second is from the project Children 
and the media. Music and the media – television, computers, 
game consoles – have an important role in identity construction 
and they are an elementary part of family practices as well.

The fi rst study, the data of which I shall be presenting below, is 
based on the autobiographies of about seven hundred ordinary 
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people. They were asked to write their autobiography and 
especially about the most important art experiences in their life, 
including both high and popular culture. Music was mentioned 
in two hundred texts, and it played a main role in 40 
autobiographies. My aim here is to read family relations and 
changes in family relations through the music memories.

I have chosen as an example of this data only a few memories 
from different decades and only childhood and youth memories. 
The fi rst memories come from the 1920s, and the latest ones 
are about ten years old. Each memory represents something 
that is very typical of the time it tells about. I have constructed 
four different periods: in the fi rst place, the time between the 
wars, secondly the rebuilding period (the 1950s), thirdly comes 
the 60s, the rise of youth cultures and consumption cultures 
in Finland, and lastly, the rise of late modern times, I mean the 
1970s, the 80s, and the 90s.

When the oldest memories are treated, it is clear that parents 
and other adults, as teachers and relatives, are a self-evident 
part of the lives and memories of the children and adolescents. 
The relationships were mainly unproblematic and either good or 
neutral: parents and teachers were authorities and children and 
young people believed in them. Family members could even 
spend their time in the same room listening to the same music. 
The rebuilding period does not bring with itself a remarkable 
change in the world of memories and family relations. The radio 
became more important, and consumption and popular culture 
gained more importance. But family relations remained the 
same.

Finland went through a rapid industrialization process in the 
late 60s and the early 70s. When we move to the childhood 
memories of the late 70s, the 80s, and the 90s, something 
happened. Suddenly parents are either absent or their role in 
their children’s lives becomes less visible. The family 
generations no longer share the same reality, in the fi eld of 
music. In many memories there are other people present, but 
they are usually friends or siblings. It seems to be clear that 
electric guitars and rock music separated generations from 
each other.

The second data comes from the study based on interviews, 
drawings and media diaries about small preschool- and 
schoolchildren, mostly 6–8 years old. Children have told about 
their media world and other leisure activities as well. Because 
small schoolchildren usually go straight home after the school, 
we have here an excellent chance too look at children’s 

perspective on family practices. In the following I make brief 
observations of the virtual environments at homes, and to add 
to this, family relations.

When we look at the drawing of the children – we have 70 
pictures titled “a nice evening at home” – and concentrate on 
social relations, it soon becomes clear that almost half of the 
children has drawn themselves alone with the media, and the 
rest, apart from a few exceptions, with other young people, 
probably their friends or siblings. The surveys show that in most 
Western countries, children spend more time watching 
television and fi lms, surfi ng the net and playing game consoles 
than they do in school, with their parents, or indeed on any 
other daily activity. In Finnish society, this is not a very dramatic 
fi nding, either. In contemporary Finland, all children spend a 
large part of their childhood at school, and many of them at day 
care centres before that. The small schoolchildren usually go to 
school on their own and after school back home and spend 
time alone or with their friends in and near their homes. The 
general security in Finland and also the social norm allow 
children to spend time alone. Nowadays, however, in the 
schools we have supervised afternoon care for fi rst- and 
second-graders. In any case, the habit of being alone is still 
strong among the children and in our culture.

The interviews and media diaries tell the same story. Even small 
schoolchildren are often alone or with their peer group in virtual 
environments, and they really do spend a lot of time there. It 
seems to be clear that virtual environments, or the media 
culture, blur the boundaries between adulthood and childhood. 
Children may be more experienced media users than before, 
and from this it follows that the role of adults as the authorities 
of socialization, the mediators of knowledge and experience, 
may be challenged in certain situations, as on the fi eld of the 
media. This is wonderfully shown in some interviews, in which 
the children tell about their morning and evening routines: 
mornings start with television, not with breakfast, and the bed 
time is for game consoles and late night programs in the 
television, not a time to go to sleep. Children are able to 
negotiate in many ways about the rules of media use and the 
organization of their social relations.

Theoretically speaking, these examples tell us about 
negotiations of family relations and of time and space at home. 
Children can take an active part in these negotiations, which in 
the long run can cause deep changes in family relations. 
At least we can say that in a rapidly changing cultural 
landscape, the voice of authority no longer resides in the 
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industrial spheres of the school and family. Traditional authority 
models and family relations have become problematic in the 
discourses of the contemporary consumption culture and the 
virtual media culture. At the same time many new socialization 
agents have started to compete with the family and the parents 
in the socialization and education of the children and the young. 
Family generations and the relationship between parents and 
children have not remained unchanged.

We have, then, good reasons to suppose that the changes 
will continue in the Finnish family life and family relations. 
We now exercise more choice in determining our signifi cant 
personal relationships. Perhaps we can even talk of the 
emergence of “families of choice” and suggest that networks 
of relationships, based on friendships and commitment beyond 
blood, are becoming more salient. In other words, the 
relationships based on friends and choices have recently 
gained more importance and they are meaningful frameworks 
for negotiating everyday life.

This does not mean that blood relations have lost their 
meaning, not at all. In different surveys children report frequent 
contact with their aunts, uncles, and grandparents to say 
nothing of their biological parents – perhaps not in relation to 
media, but in other fi elds. It seems also to be clear that when 
children have grown up, they still have close contact with their 
parents. It has been claimed that in a rapidly changing modern 
world, people still need some permanent structures in their life. 
Biology based relations can be a reasonable choice in this 
context. Blood is, in a certain way, a solid bond between 
the generations. The couples can be separated by divorce, 
but it seldom causes the same to parents and children, and 
friendship can fade, but motherhood and fatherhood remain. 
In this sense, family ties or ties of blood, although some of them 
are threatened, can be stronger than bonds of friendship.

17th June 2008
The author is a professor of family research 
at University of Jyväskylä
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A rapidly growing number of artists in residence programmes 
is a signifi cant manifestation of globalisation in the art world. 
Today, more and more artists leave their own country for a 
longer or shorter period to get experience of a foreign country 
with its foreign way of living. The nomadic way of living is an 
important factor in the artist´s identity in the 20th century.

Finland joined the European Union in 1995. Today, with the 
experience of more than fi fteen years, we can already see 
very clearly the great importance of this historical event for 
the developing of rich cultural exchange between Finland and 
other European countries. For all of us working within the arts, 
the European networking has become part of our daily life 
regardless our geographical position. Within photography 
in Finland this means, among other things, that, in addition 
to the capital area, our photographic centres are situated all 
over the country, for example, in Turku, Tampere, Oulu, Kuopio, 
and Jyväskylä, running the politics of their own in developing 
the European dimension in their activity.

Luigi Gariglio´s series 2 a.m., presented in this book, 
is a beautiful example of the possibilities the contemporary 

global art world can offer an artist. 2 a.m. was realised 
in Jyväskylä, Finland, 2006-2007, within the framework of the 
residence programme of the Centre for Creative Photography 
supported by the EU.

The 2 a.m. series is a record of the possibilities given to 
a visiting artist,  and it is also an example of an artist´s capacity 
of making good use of his period of residence. Photographers 
have always loved travelling and many great photographers 
in the history of photography have been also great travellers. 
One can even say that going to new places and photographing 
there is in the very essence of the profession. Luigi Gariglio´s 
work joins the tradition of travelling photographers and, like 
many times before, according to the very nature of the genre, 
it shows many of us something we didn´t know before. 
With the series 2 a.m., Gariglio invites us to Central Finland in 
the middle of Finnish summernight.

July 13th 2008
The author is the Director of The Finnish Museum 
of Photography. Helsinki

PS. Joining the Tradition Elina Heikka
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