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If photographs capture moments in time, they also take time to make. That ‘making time’ is often so much more interestingly protracted than mere exposure time. Rationale and conditions for making a photograph need to be negotiated and put in place. In our project in Belfast (-> Transforming Long Kesh/Maze), a dialogical approach was central. We worked with participants who had first-hand experience of the former prison Long Kesh/Maze, where most people imprisoned as a result of the conflict in Northern Ireland were held. Hence, our approach to photography became dialogical: We used object photography with participants as a method for exchange and collective reflection. 
Photographically re-staging artefacts and artworks from the prison, with participants allowed us, working with our participants, to distil lesser-known narratives about the prison. Using a mobile photographic studio and working in locations selected by participants we collaboratively positioned, labelled, and photographed the artefact while recording participant statements. Participants were highly involved in this photographic process, discussing, titling and dating the object according to their relationship with it. We printed labels on site to position within the image frame before photographing the object. Naming thus became integral to the re-staging process. The practical and conceptual tasks of making a photograph opened up dialogues, which we recorded. After a process of editing and consultation participants’ statements evolved. The statements, often autobiographical, reflect respective participants’ relationships to the objects, as opposed to being merely descriptive. Participants were thus active agents in the image and text making process, allowing lesser-known or previously unknown narratives about the prison to emerge. 
Throughout the project, we strove to avoid the reiteration of pre-existing, ideologically laden narratives. Sometimes this process threw up surprises. When photographing loyalists’ objects a participant told us that he had made a jewellery-box cottage (see fig.2) but hadn’t brought it as it was damaged. Retrieving the cottage from his attic that morning, he discovered that a mouse had eaten the render. An incident that might initially be considered an impediment to this project actually yielded nuanced information about the relationships between makers, materials, and acts of creation within the confines of prison. Prisoners had to be resourceful and porridge was frequently used to make a rough pebbledash render. We offered to repair the cottage and were trusted to do so by its maker. We photographed the damaged cottage and, in repairing it, gained a heightened awareness of the material process, inventiveness, and time needed to make such objects. We then returned the repaired cottage after re-photographing it (see fig. 3).
This dialogically photographic process prompted us to ask participants about objects of importance that no longer exist. In recalling a long-forgotten ‘thing’, participants actively formed new images which resulted in new objects crafted by O’Beirn and photographed by Krenn. In constructing them we re-appropriated participants’ accounts, material methods and processes traditionally used to make prison art. As with repairing the cottage, the experience of making these objects highlighted the need for resourcefulness, time, patience, and concentration.
[bookmark: _GoBack]This led to working with participants to make new objects to articulate personal narratives. The 50+ Group, under the umbrella of Tar Anall, an organisation dedicated to the welfare of republican ex-prisoners and their families, worked closely with us to make new objects. This group of older, politically engaged women used to visit male relatives in the prison and still meet regularly, sharing a close camaraderie. Their female perspective and cohesiveness gave another, lesser-known, perspective on this all-male prison. In workshops they made four new objects - a minibus and taxi - referencing years of going on prison visits, whilst two models of prison structures - a Nissan Hut and H-Block - harked back to particular periods in the prison’s history. In so doing they used lollipop sticks and matchsticks with great tenacity, employing techniques and materials traditional to prison art. These objects were photographed in their unfinished as well as finished state to document their transformation. 
This dialogical process became photographic, linguistic and material. Over the 3-year period of the project, participants used material artefacts as apertures, shedding light on lesser known perspectives, against a background of ongoing political stagnation and uncertainty.



