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ost of the time, the timelag 
between me writing this editor’s 
letter and it reaching your hands 
isn’t really an issue. We’re not 
exactly a news-focused magazine 
after all, and even if we were, 
developments in the photography 
industry don’t move at the kind 
of breakneck pace that they do in, 

say, the worlds of tech or social media.  
But on this occasion, it genuinely feels like 

the world in which you’re reading my words 
may be feel substantially different from that 
of today. Right now, the looming 29 March 
deadline for the UK leaving the EU seems 
pretty immutable, yet with mere weeks to go, it 
seems like we are up the creek without a plan.

Perhaps that’s why there’s somewhat of an 
apocalyptic feel to this issue, as we feature 

photography projects dealing with subjects like 
mass war deaths (courtesy of Brian Griffin, 
page 26), looming ecological disaster (via 
Simon Norfolk and Klaus Thymann, page 
40) and the dangers of fracking (thanks to 
Rhiannon Ada, page 58).

But at the same time, we Brits are always 
ones to accentuate the positive, however dire 
the circumstances. And so this issue also brings 
focus on potential solutions to such problems, 
from a report on how ethical brands (page 
98), to the lessons about sustainability that we 
can learn from indigenous tribal peoples, as 
documented by Jimmy Nelson (page 50). 

And as far as the impending Brexit goes, our 
columnist Lottie Davies, while realistic about 
the possible trials ahead for photographers 
and others in our industry, strikes a uniquely 
positive note too (page 146). Enjoy!

There’s somewhaT of an apocalypTic feel To This issue

buy back issues aT www.biTly.com/pp_back. follow us 
on insTagram @professionalphoTographymag, TwiTTer 
@prophoTomag & facebook/prophoTomag

letter from 
the editor

Tom May 
Editor
journo.tommay@gmail.com

On this issue’s cover is an 
image by Todd Hido. See 
page 14 for our interview.
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We knoW
it’s frustrating when you find the latest copy of your 
favourite photography magazine has sold out from 

WHSmith. But you can be sure of not missing out on any 
of our great issues by visiting our online store today!

JuSt Head
to bit.ly/pp-mag-store and you can buy a past issue that 
you missed (while stocks last), to be delivered straight to 

your door.  

and tHe BeSt tHing iS
if you live in the uk, there’s nothing extra to pay:  

postage and packing comes absolutely free!

Online _ store _ Complete _ your _ collection

Can’t find tHe 
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in tHe SHopS?
 

order your Copy 
direCt from uS!
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How far does artistic licence go?

n this issue, you’ll find an interview with Jimmy Nelson, 
who’s known for his striking portraits of indigenous people 
(page 50). But while no-one’s in doubt that these images 
are visually remarkable, that’s not quite the whole story. 
His latest project has raised the same public debate as his 
2013 book Before They Pass Away ; namely, what is the most 
respectful and ethical way to record tribal communities? 
Specifically, Survival International, which advocates for 
indigenous peoples, noted that to use a word as passive as 
‘passing’ dangerously portrays it as inevitable, and not  

a product of the oppression, relocation and sometimes genocide 
some tribes face. 

Nelson has acknowledged the criticism of the chosen title in 
an interview with The European Magazine, 
stating: “The title is very dramatic and  
it’s misleading in a way. I did some trials 
with my original title, ‘Painted Lives’,  
but it didn’t catch people’s attention. Once  
I tried it with the current, more 
controversial title, it worked!”

Nelson has been compared to  
Edward S. Curtis, the early 20th Century 
photographer famous for recording the lives 
of the Native Americans. Both Nelson and 
Curtis spent a large amount of time integrating themselves with 
the tribe’s cultures, and correspondingly, both have been subject 
to similar criticisms. 

Curtis was criticised for posing the Natives, removing Western 
items such as an alarm clock from within his frame, as well as 
photographing the people in only their ceremonial garments. In 
Curtis’ time, photography was a rarity; an event. It was common 
to dress up in your finest regalia to have your picture taken, 
whether it was a three-piece suit or a headdress. 

Nelson, meanwhile, talks openly about his “unashamedly 
glamorous” approach to shooting indigenous people. “I’m trying 

to put these people in the same context as somebody like Kate 
Moss… Often I found that the tribes and communities had been 
photographed before, but in a patronising way, whereas I’m 
trying to be celebratory, to put them on a pedestal. That’s why 
I’ve photographed them in idealistic contexts,” he said in a New 
Review magazine interview. 

It can certainly be agreed that his book isn’t a social or 
historical documentation: as Nelson says, it’s an “unashamedly 
glamorous” representation. Everything has been considered, and 
measured for its influence by the photographer in his search for 
maximum impact. 

Similarly, the images were laboriously orchestrated by Nelson, 
and this is the defence from him and the book’s admirers: 

authenticity was never the intention,  
beauty was.

I do agree that beauty captures the  
attention of an audience, and can resonate 
with them. But can the quest for art cross 
a line? Do photographers have wider 
responsibilities? 

Using people as art, regardless of 
medium, also has a longstanding history. 
Nude females are of particular interest for 
many of our most highly regarded artists, 

be they painters, sculptors or photographers, and posing is just  
a part of this. Women, after all, can be both glorified on a 
pedestal and objectified in the same portrait; a point many of 
Nelson’s critics are quick to point out. Nelson is certainly not the 
first to be accused of misrepresentation.

However, having a camera arguably gives you privilege and 
a responsibility – the ability to record and portray your subjects 
not just today, but in the history books of tomorrow. Is what you 
include or exclude not just a question of artistic licence, but also 
accurate representation?
Follow Emma on Instagram @emmalilyphoto

Emma-lily 
pEndlEton

OPINION

We all want to create beautiful pictures, but how do you avoid 
crossing the line into misrepresentation?

Taking inspiration 
from the masters of 

photography is  
a rite of passage.
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This is Number One, The Royal Crescent, Bath. However, it’s 
not the Royal Crescent as it’s most often seen in postcards. 

Photographer Benedict Brain was keen to explore the 
magnificence of the structure in a fresh and original way and 
comments: “What better way to subvert the classic postcard 

view than photographing it from behind?”
The negative space between the buildings creates harmony 
and balance in the composition and emphasises the tension 
between the two chimney stacks, reinforcing the grandeur of 

the crescent with its ornate stack dominating the more 
humble trio of chimney pots to the left.

Special discount for Pro readers:
brainsfotoguides.com/discount/ilovephotography

Use discount code ilovephotography to save 20% off the Bath map

Benedict Brain

“What better way to subvert the 
classic postcard view than 

photographing it from behind?”

Story Behind
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No place like home
Driving around the outer edges of a city at night, your eyes 
are drawn voyeuristically to the misty windows of houses. 
Like screens they flicker suggestively, portals into other 

realms. You can’t help but speculate about what or who might 
lie beyond. And if you’re Todd Hido, you stop the car, you 
whip out your Pentax 6x7 camera and you take a picture. 



 Todd _ Hido _ Profile
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Although he’s since branched out into portraiture 
and landscapes, Hido’s brooding photographs of 
houses, known collectively as ‘Houses at Night’, are 
the ones for which he’s best known. A selection of 
images from the series recently went on display in  
a joint exhibition with Miles Aldridge, ‘This Side 
of Paradise: Narrative, Cinema and Suburbia in the 
Work of Miles Aldridge and Todd Hido’, at Huxley 
Parlour Gallery in London.

While thematically in sync – Aldridge also focuses 
on American suburbia – and sharing a cinematic 
style and a sense of foreboding, the two artists’ work 
is visually disparate. Aldridge’s shots of women 
are garish, comic and highly constructed, while – 
although their presence is implied through the light 
we see coming from inside – figures rarely feature in 
Hido’s frame. 

The earliest works in the series date back to 1996. 
At the time Hido was studying for an MFA at the 
California College of Arts and Crafts, under the 
tutelage of documentary photographer Larry Sultan, 
who became an early champion of his work. 

The first ever shot for ‘Houses at Night’ was in fact 
made for a narrative photography assignment set by 
Sultan. It was intended to be an establishing shot for  
a bigger story but, with Sultan’s support, Hido 
realised that shot wasn’t the beginning of a story, it 
was the story. “He may have been the first person to 
sense that I was making images that weren’t about 
places, but were about the relationships of the people 
that lived in those places. In turn, they reflect back 
onto the viewer.” 

[Previous page] #2524 
[Right] #2479

Soon aware he was onto something interesting, he 
began to develop a distinctive modus operandi: 
working after dark, almost always alone, using 
available light and shooting on analogue Kodak 
film, which he developed by hand in the college dark 
room. The process had its challenges. Exposure 
times were sometimes 10 minutes long, and as none 
of the images are staged, he never knocked on doors 
to ask permission. He would instead hunt tirelessly 
until he ‘found’ them. “I remember night after night 
driving around, looking for just the right combination 
of home, weather and a clean shot without 
contemporary cars parked in front of a house.”

Hido resists any urge to over-explain his body 
of work, as many do these days, in terms of some 
overarching narrative. Instead he insists that 
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[Left] #1464-B
[Right] #2551
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what links them is something more intuitive, an 
atmosphere. “I am much more likely to have a specific 
story or my own personal narrative for individual 
images,” he says. “I wonder how the world in there 
relates to my own.” Their eerie quality is consciously 
cultivated, “something that I stumbled across and 
then would deliberately seek out the conditions for”. 
This has created an aesthetic that, he says, runs 
throughout his images – whether of houses, people, 
nature or anything else.

Now 50, he first started taking pictures while he 
was a teenager growing up in Kent, Ohio and heavily 
involved in the BMX biking community. At high 
school he struggled academically... until he picked up 
a camera, that is. “It turns out that photography was 
the thing that I needed to get me focused,” he recalls. 
“I did what every kid with an iPhone does today; 
recorded what my friends and I were up to.” He left 
his hometown for a BFA in Boston, then studied in 
Rhode Island before moving to Oakland, California. 
Today it’s San Francisco that he calls home. 

“Growing up in small town Ohio, there was 
nothing to look at. So I started at a deficit. Once  
I moved to the city, I was exposed to far more things 
than I ever knew even existed. Because of that, I have 
always had a ferocious appetite for looking at images,” 
he says. “I have always unapologetically sought out 
beauty in photography, but at the same time I have 
understood that just making beautiful photographs 
does not really add up to much. Or at least in my 
overactive mind, it is not satisfactory.”

Much has changed since Hido was a BMX-loving 
kid, not least the advent of smartphones. But that 

[Opposite] #1601

I am much more likely to have a specific story or  
my own personal narrative for individual images.  
I wonder how the world in there relates to my own.

democratisation of image-making is “ultimately  
a good thing,” he says, “as long as we are able to sift 
through the mind-numbing volume of images that 
are being produced these days.” Do photographers 
hold a special responsibility because they’re putting 
content out into the world? “Not any more than some 
kid with a viral video on YouTube, but of course I am 
responsible and think about every picture that I put 
out into the world,” he responds.

House Hunting, his first monograph, was published 
in 2001, and the book’s success was a game changer. 
“It quickly sold out,” he recalls. “And this enabled 
me to continue to make photo books, which has been 
a major part of my practice. 

“The beauty of books is that they are widely 
distributed around the world,” he continues.  
“If you make a well-crafted object, it broadens its 
influence as it is something that sticks around longer. 
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[Left] #2621
[Right] #2611-A
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People want to look at it, hold it, see it. This in turn 
led to people wanting to view my prints in real life 
or hear me talk about my work in person. I am very 
grateful to say that has allowed me to exhibit and 
speak in many different countries in the world.”

His photo book collection numbers 6,000, and he 
often he has a book in mind as the final destination 
when shooting a new project, but he doesn’t have  
a preference for books over exhibitions as a format. 

“The difference of placing a photo on a wall and 
putting one in a book is exciting to think about.  
I often start sorting out a project by making a small 
book dummy, which enables me to make sense of 
whatever it is I am trying to portray,” he explains. 
“When you approach a book, it has a beginning, 
middle and end. People generally expect it to make 
some sense. However, when you have pictures on  
a wall, it is a much more abstract kind of conceptual 
thing. There aren’t as many expectations that I think 
people come to view it with.” 

A year after House Hunting came Outskirts,  
a further book of suburban houses at night, after 
which Hido, wary of being pigeonholed, felt the need 
to widen his focus. 

“Once people know you for something, they often 
want to keep you in that little box in their mind,” 
he says. “In order to be innovative and go outside of 
those boundaries you need to work even harder to 
make something that expands your work and people’s 
notion of what it is you do.” 

Roaming, a book of landscapes, followed in 2004. 
Next came a portraiture book, Between the Two, in 
2007, before he combined all three approaches in 

[Right] #2423  

2013’s semi-autobiographical Silver Meadows. Most 
recently, 2018’s Bright Black World presents an almost 
apocalyptic vision of the Norwegian landscape.

Throughout his work, there’s a sense that his 
images hold two contradictory things in suspense. 
They’re familiar but uneasy, full of potential  
meaning and yet void, blank somehow, as though 
asking to be invested with the viewer’s own stories, 
memories or moods. 

“I am aware of the buttons my pictures press,” 
he says. “Often, I find that the people who are most 
responsive to my images — be they looking at a place 
or a person — are often responding to something in 
themselves, a piece of their past that this image has 
conjured up. Yet it is cloaked in an ambiguity that is 
less direct. One of my favourite comments ever about 
my work on social media was from an artist who said, 
‘Todd Hido’s photographs do something to me, like 
he remembers my memories, except he hasn’t met me, 
and I haven’t met him…’”
Rachel Segal Hamilton
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In his latest project, one of the most  British 
photographers of the 1970s and 1980s 
explores the link between dead First World 
War soldiers and McCain’s potato chips.

“I see myself 
as an 
expendable 
potato”

In the town of Béthune in northern France lies 
one of Europe’s biggest potato chip factories. It 
produces more than 1,700 tons of frozen goods 
every day, made from potatoes grown in the 
soil of the surrounding fields. A century ago, 
though, this very same soil was home to 
something much less palatable; the dead 
bodies of the British and French soldiers who 
had fallen during the Battle of the Somme...
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Spud is published by 
GOST books in the UK 
and Filigranes Éditions 
in France. 

Griffin’s photo project 
imagines an ignoble 
death as a ‘spud’ (an 
expendable solider) 
during World War One.

WHen Brian Griffin visited Béthune, he found it an 
intense experience. “I thought of all those dead 
bodies, all that blood, and all those body parts still 
sitting in the soil,” he recalls. “Thousands of bodies 
were never found. And the potatoes are being 
fertilised by the dead, being grown in an area where 
people were killed and wounded.” 

The iconic British photographer had been invited 
to complete a residency at the Labanque Arts Centre 
in Béthune, and he began to explore the connection 
between the McCain potato factory and the area’s 
bloodstained past. 

He named the resulting book Spud, an informal 
British word for potato, and also slang for low-ranking 
British soldiers during the era. 

“I come from a back street in the Black Country, 
and I sort of see myself as a potato,” Griffin says. “In 
the war, they would send out the working class 
soldiers first,” he explains. “And as soon as they 
appeared from the trenches and started charging, 
they would be sprayed by machine guns and their 
chance of survival was next to none. As a working 
class boy, I would have probably been dead within a 
minute. So I think of myself as an expendable potato, 
the lowest form of food.” 

Spud is divided into various chapters of fictional 
storytelling, based on the themes of class, work, war 
and soil. The chapter ‘Where Have All The Men 
Gone’ depicts a dead worker in industrial and 

farming surroundings, covered with a rudimentary 
wooden cross. “It was inspired by a photograph I saw 
of corpses of soldiers lying in a row, with the mass 
grave at their feet,” Griffin recalls. “On top of each 
body they laid a cross with the soldier’s name.” 

He had a similar, wooden cross made in 
Rotherhithe, London, where he lives, and asked  
a friend to model for him. 

“I would roam around the Isle of Dogs, near 
Rotherhithe, looking for road works and demolition. 
I picked the locations because they looked awful. 
They were the sort of places where you might find  
a human body.” 

Griffin also brought the wooden cross to Béthune, 
and photographed it on a pile of earth in one of the 
surrounding fields. 

“The photographs were taken with a lack of 
aesthetic judgment, really, because I wanted them to 
appear as real as possible. So I threw away a lot of my 
photographic senses of design and light, and instead 
make powerful pictures that look absolutely real, like 
documentary images,” he says. 

As for McCain, perhaps surprisingly, the frozen 
goods producer’s reaction to the project has been 
positive. “The director came to the opening of the 
exhibition at the Labanque Arts Centre and was very 
pleased with the photography. They’re quite clever, 
and understand that publicity doesn’t have to be 
straight-forward and boring,” Griffin says.
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With a foot in both 
the West and the 
Middle East, 
Tasneem Alsultan’s 
photography reveals 
the realities of  
life as a woman in 
today’s Saudi Arabia
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“I realised many Saudi 
women have had 
similar experiences  
to me,” says Alsultan

ArAb weddings are famously flamboyant affairs;  
a whirl of colour, fine fashion, and entertainment. 
It was while photographer Tasneem Alsultan was 
capturing the elaborate wedding ceremonies of Saudi 
Arabians that she came up with the idea for what 
would become a career-defining project.

“Whilst Saudi Arabia is an international symbol  
of Islam, many Saudis would agree that there’s a 
strong disconnect between the Qur’an and local 
traditions,” Alsultan says. “I wanted to answer 
questions that many shared. Do we need marriage  
to signify that we have love? Do you need a husband 
to have a significant life?”

The resultant body of work, ‘Saudi Tales of Love’, 
was published to international acclaim in 2015 
and continues to take Alsultan across the country 
hearing women’s stories of dating, marriage, divorce 
and bereavement. Inspired by her own experiences 
– married at 16, living as a single parent for the 
last six years of a 10-year unhappy marriage, and 
being shamed by family for divorcing – Alsultan 
has succeeded in both challenging perceptions of 
the Middle East and putting gender issues in Saudi 
Arabia under the spotlight. 

“I realised that there were many Saudi women 
who had similar experiences to me, beyond my 
expectations of a typical housewife,” she says. “It’s 
so important for us, as Saudi women, to know we’re 



Tasneem _ Alsultan _ Profile

 ISSUE 25_ PROFESSIONAL PHOTOGRAPHY _ 33

not alone. From a superficial point of view, I think we 
might look like we’re just confident, strong women, 
but we face so many obstacles that no other women 
have to. So this project is tying all those things 
together that show the universal theme of love, but at 
the same time, also the very distinct struggles that we 
face as Saudi women.”

For amidst the stories of happy newlyweds and 
elderly couples reflecting on their lives together, there 
are sobering accounts of the unique challenges faced 
by women in the notoriously strict nation, run by an 
absolute monarchy. It is the guardianship system, 
in particular, which affects almost every aspect of 
a Saudi woman’s life. This restrictive ruling means 
women are dependent on male relatives – fathers, 
husbands, uncles, brothers or sons – their whole 
lives, relying on their consent in order to work, travel, 
marry and even receive medical care. 

Explaining how the custom has denied her power 
her entire life, one of Alsultan’s older subjects 
says: “I’ve been married for 64 years. I’ve raised 
six men and three daughters. I have more than 30 
grandchildren. Yet I can’t legally sign, or travel 
without a male guardian. Outside of my house, my 
youngest grandson has more authority than me.”

Meanwhile, after losing both her husband and her 
father, Mai, a dentist based in Jeddah, suffered  
a further indignity by becoming beholden to a distant 

Do we need marriage to 
signify that we have 
love? Do you need a 
husband to have a 
significant life?
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relative she barely knew. “I was legally required  
to have a male guardian,” she says. “I now wait for  
my son to turn 16 to take that role. Until then,  
my step-brother, whom I have never met, decides  
on my behalf.” 

And in a society where women are not equal to 
men, although divorce is possible, the dissolution 
of marriages can prove devastating for the women 
Alsultan photographs. Ohoud, an art director in 
Jeddah, has been divorced twice, but has paid a heavy 
price for her freedom. 

“Everyone I know who married out of love, isn’t 
any more in love,” she says. “After my divorce,  
I realised I needed to pursue my own happiness. 
I moved to my own place, painting each wall with 
my daughter. I only see her two nights each month. 
Divorced mothers get nothing. Not the money, not 
the children.”

As Alsultan’s profile has grown – she now has  
over 145,000 followers on Instagram – women  
across the country have begun contacting her on 
social media, offering up their stories. This means 
that ‘Saudi Tales of Love’, originally conceived as 
a 30-story book, is growing in scope, as compelling 
stories continue to pour in. 

Shot in the observational documentary style 
Alsultan developed with her wedding photography, 
incorporating delicate play with light, the series 

”This project is tying 
all those things 
together that show the 
universal theme of 
love,” says Alsultan
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I sit with each woman  
for a day and photograph 
her in her daily life, and 
then shoot a collaborative 
portrait, for which she 
tells me how she would 
like to be photographed, 
so that it always relates  
to her story. 

captures touching moments of everyday life. Alsultan 
weaves in the expectation of marriage, seen in shots 
of elaborate wedding ceremony and rituals, with 
more candid imagery and accounts of couples both 
very much in love and those who have experienced 
difficult relationships. 

“I sit with each woman for a day and photograph 
her in her daily life, and then shoot a collaborative 
portrait, for which she tells me how she would like 
to be photographed, so that it always relates to her 
story,” says Alsultan. “Each one has a different 
narrative to her own relationship to love, marriage  
or divorce.” 

She has also regularly worked closer to home, 
turning the lens on her family, including her two 
daughters and her parents. 

Her grandmother Najiba told of her arranged 
marriage to an 18-year-old, aged just 15. “It was 
after a train ride from my city to his, on our wedding 
day, that I met him. I relied on him, for everything. 
And, with time, we fell in love. The struggle of 
raising nine children bonded us.” Now in her 80s, 
her grandmother cares for her grandfather, who has 
dementia. He relies fully on her now, searching for her 
in every room when she’s not in his sight.

Born in the US and raised between the UK and 
Saudi Arabia, Alsultan has a unique perspective on 
developments in the Arab nation. Beginning her 
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photographic journey in weddings, Alsultan’s  
style was a stark departure from Saudi norms, 
traditionally made up of simple posed group shots  
in front of a background. 

By capturing the little moments – the loving 
glances, the smiles, the moment a groom first sees 
his bride in her wedding dress – she changed the way 
wedding photography was viewed in the kingdom. 

Along with developing personal projects like 
‘Saudi Tales of Love’ and ‘Maid in Saudi’, a series 
documenting the lives of house workers, she has 
shot features for Vogue and regularly covers news for 
global media including The New York Times. She is a 
member of the Middle Eastern women’s photography 
collective, Rawiya, and the first Arab female 
photographer in the Canon Ambassador program. 

Her media work has taken her to the forefront of 
Saudi’s news agenda; from the latest announcements 
from Crown Prince Mohammed bin Salman to the 
historic lifting on the female driving ban last June. 
She was there to witness this sea change in society, 
from documenting driving simulators set up in 
shopping centres to encourage people to try driving, 
through to the first women to take to the streets 
legally. It’s also opening up possibilities for  
her professionally. 

“I’ve been driving since the day they allowed 
women to drive,” says Alsultan. “Now that I’m 

“It’s so important for 
us, as Saudi women, to 
know we’re not alone,” 
says Alsultan 
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driving around Saudi I’ve been going to regions, cities 
and towns that I’ve never had the opportunity to go 
to before. Previously I’ve only touched the surface of 
Saudi women’s stories, because I’ve only been based 
in big cities, and now I can go around myself and meet 
new people and share new stories. There are so many 
funny stories, and so many that are very important 
to tell. I am looking to photograph the narratives that 
haven’t been told before.”

The lifting of the decades-old ban has created  
a rare exception where Saudi women do not need  
a guardian to apply for driving lessons or to receive  
a license. It is hoped that it marks the beginning of  
a shift towards greater independence for women in 
the kingdom. As Saudi Arabia pushes ahead with a 
modernising drive, economics as much as anything 
will drive change, necessitating women to become 
a bigger part of the workforce. Whatever steps the 
country takes, Alsultan is certain to be there, camera 
in hand, sharing untold stories with the world. 
Lucy Fulford

I’ve been driving since the 
day they allowed women 
to drive. Previously I’ve 
only touched the surface 
of Saudi women’s stories. 
Now I can go around 
myself and meet new 
people, share new stories. 
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vISuAL ImPAcT
Simon Norfolk and Klaus Thymann have teamed up with some of the world’s best 

landscape photographers, for a project highlighting the effects of climate change
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[Previous page] 
Cotopaxi, Ecuador, 
2009. © Klaus 
Thymann/Project 
Pressure
[Above] Shroud,  
Rhône Glacier, 
Switzerland, 2018.  
© Simon Norfolk and 
Klaus Thymann/
Project Pressure
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Up in the Swiss alps is the Rhône Glacier. On a bright 
morning the light cascades down like glitter. Carved 
inside it is a grotto, with sparkling silver-blue walls, 
like something from a fairy tale. 

Tourists have come here since the 19th century, but 
during that time, due to climate change, the glacier 
has shrunk by more than 1,300m. 

Where once a magnificent, shimmering crust of 
frozen ice lay, there’s now a bare rocky path leading 
up the mountain. 

Over the past few years, in an effort to slow its 
thaw and protect the grotto – and the money it brings 
in – geothermal blankets have been wrapped around 
the glacier. ‘Shroud’, by Simon Norfolk and Klaus 
Thymann (shown left), shows the glacier bandaged 
in its coverings, bathed in a soft purple glow. It’s a 
beautiful, mournful image and one that will, they 
hope, inspire action.

The Doomsday Clock, which symbolises the 
countdown to global catastrophe, is currently set 

at two minutes to midnight, the closest since its 
invention in 1947. The climate change disasters we 
feared are increasing at an alarming rate: wildfires, 
hurricanes, floods, droughts, failed crops... It’s the 
single biggest issue facing humanity, but our response 
to it has been sluggish.

Simon Norfolk and Klaus Thymann’s 2018 
collaboration is the latest project by Project  
Pressure, a charity founded by Thymann to use  
the power of art to convey the urgency of dealing  
with climate change. 

“The idea is to use art as a positive touchpoint 
to get people to engage with this otherwise fairly 
depressing subject,” Thymann explains. The son of 
two scientists, he had the idea to do a global project 
about climate change in 2008. “Glaciers are key 
indicators of climate change,” he says. “Unlike 
wildfires and flooding and other weather events, they 
only react to long-term warming trends, so there is no 
room to argue for the deniers.”  

The idea is to use art as a positive touchpoint to 
get people to engage with this otherwise fairly 

depressing subject.
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[Above] Rhône glacier, 
2016. © Noémie 
Goudal/Project 
Pressure 
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In North America at the time, he visited Montana’s 
National Glacier Park to test out the idea. “I thought 
it could be interesting to show the surprising variety 
of where they’re found, because that creates a good 
story. We know the poles contain a lot of ice but  
lots of places that we don’t necessarily associate  
with glaciers also have them – Uganda, Congo, 
Mexico, Iran…” 

He quickly decided to get others on board  
to avoid creating something potentially self-
indulgent. “A project about a white man with  
a beard photographing mountains would become 
about the man and the mountain; a really ingrained 
narrative we have from exploration. I wanted it to be 
about climate change, not about me.” 

The first artist involved was Corey Arnold,  
a World Press Photo Award-winning photographer, 
who also works seasonally as a commercial fisherman 
in Alaska. Over three weeks in September 2013 

Arnold captured breathtaking views of glaciers in the 
arctic archipelago of Svalbard, travelling on a Polish 
supply ship from Longyearbyen to the Polish Polar 
Station in Hornsund. Since then, Project Pressure 
has commissioned a roll call of leading international 
photographers and artists, each of whom has brought 
their own distinctive flavour to the mission. 

Edward Burtynsky’s contribution focused on water 
storage systems that begin at glaciers and branch 
out across the land like veins. Adam Broomberg 
and Oliver Chanarin, meanwhile, photographed 
human artefacts revealed by the melting ice. Peter 
Funch used ‘found postcards’ as inspiration for his 
glacial views, which he then captured using RGB 
tricolour separation. And Noémie Goudal produced 
a biodegradable photographic installation that 
disintegrates before your eyes.

“The artists are paired with scientists who have 
specific knowledge about that area,” explains 

The artists are paired with scientists who have  
specific knowledge about that area so we can ensure 
things are being done accurately. What we are trying 

to do is make science sexy.
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[Above] When I Am 
Laid in Earth, 2015   
© Simon Norfolk/
Project Pressure
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Thymann. “This way, we can ensure things are being 
done accurately from a scientific point of view. What 
we’re trying to do is make science sexy.” 

The work of using comparative images also directly  
contributes to scientific research into glacial change, 
helping scientists to track “mass balance” (the 
amount of ice that has melted over time) by using 
comparative photography. 

Each artist has given up their time for free,  
while the expeditions have been funded through  
“a patchwork” of sources: trusts and grants, 
sponsorship or partnerships with brands such as 
ADIDAS. “It’s a dialogue,” he says. 

Glaciers are “picturesque,” as Thymann notes, 
and it’s a novel approach to raising awareness through 
photography. Think of the iconic socially engaged 
photography of the past and the images that spring to 
mind feature abject suffering, from Dorothea Lange’s 
1936 ‘Migrant Mother’ to Kevin Carter’s 1993 

‘Struggling Girl’. But the sad truth is that simply 
putting horrendous images in front of people’s faces 
doesn’t work any more. They look away. Or forget. 
Three years on from the outcry sparked by an image 
of three-year-old Aylan Kurdi, the Syrian boy washed 
up dead on a Greek beach, and refugees are still 
dying as they attempt to cross the sea to Europe. 

Another factor is that climate change is  
a particularly complicated issue, which is why, 
says Thymann, it’s so uniquely challenging for 
campaigners. “It’s difficult to tell a complex story 
in a simple way. It’s much easier to say, ‘I don’t 
like plastic straws’. There’s a lot of environmental 
communication and debate that is over-simplified.  
I call it the ‘tote bag mentality’. People do something 
to feel good about it, which is great, but the question 
is – what do we need to do?”

The artwork commissioned by Project Pressure 
document the beautiful glaciers that we’re losing, but 

It’s so uniquely challenging for campaigners. “It’s 
difficult to tell a complex story in a simple way. It’s 

much easier to say, ‘I don’t like plastic straws’.



48 _ PROFESSIONAL PHOTOGRAPHY _ ISSUE 25

Feature _ Project _ Pressure

question of preventing it. “I’m not optimistic,” says 
Thymann. “But on the other hand, often singular 
events shape history. Look at what happened in 
Fukushima. That one incident shut down nuclear 
power globally, in a way. 

“Climate change’s radical consequences might 
actually be the wake-up call we need,” he continues. 
“Life – consumption, energy use – on this planet is 
happening at exponential rates. The solution needs 
to be drastic to keep up with that drastic change. The 
policies that are coming out are unambitious. We 
don’t need change in 2050, we need it now.” 
Rachel Segal Hamilton

‘Meltdown: A Visualization of Climate Change’ by 
Project Pressure runs from 5 June to 8 September 
at the Natural History Museum, Vienna. For more 
information, visit project-pressure.org.

their beauty is also a tool in itself to grab the viewer’s 
attention and then educate them. The main vehicle 
for this is Meltdown, Project Pressure’s touring 
exhibition, which launches at the Vienna Natural 
History Museum this June. 

The commissions are presented across three 
sections, focused on the importance of glaciers,  
the current issues relating to them and the future. 
“I do think images or individuals and their actions if 
told in a picture can change things,” says Thymann. 
“Adam Hinton has done a lovely film in which Indian 
farmers explain the consequences of climate change 
[as they’re experiencing them]. Disappearing glaciers 
doesn’t mean fuller rivers, it means more erratic river 
flow and that has huge consequences for agriculture, 
hydro dams and drinking water.”

‘Shroud’ offers an example of the ways that we’re 
adapting to climate change; there’s no longer any 

[Above] Svalbard, 2013. 
© Corey Arnold/Project 
Pressure
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The British photographer known for his portraits of tribal 
and indigenous peoples discusses the “profound and  

timeless truths” we can learn from truly natural  
environments and their traditional inhabitants

T R I B A L  T R U T H S
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[Previous page] A young performer 
from the Marquesan dance group  
Te Pua O Feani, Atuona, Hiva Oa, 
Marquesas Islands, French 
Polynesia, 2016
[Above] Uramana clan, Amuioan, 
Tufi, Papua New Guinea, 2017

My work is a subjective, romantic, 
iconic and artistic representation of 
how I see the world’s last, most 
beautiful natural settings.



ISSUE 25 _ PROFESSIONAL PHOTOGRAPHY _ 53

Jimmy _ Nelson _ Personal _ Projects

He’s travelled from the rainforests of Papua New 
Guinea to the driest corners of Mongolia with a 
50-year-old plate camera. 

For his first fine-art photographic book Before They 
Pass Away, Jimmy Nelson documented 35 tribes in 44 
countries, with editions selling for between £100 and 
£5,500. The intention was to be “a visual document 
that reminds us and generations to come of how 
beautiful the human world once was.” 

Now in his new book, Homage to Humanity,  
the British photographer shares images shot on the 
more portable Leica S (Typ 007) – more stories from 
the world’s last indigenous cultures. 

As well as iconic photographs, the new volume 
contains personal interviews with the portrayed 
individuals, travel tales, infographics and maps of 
his routes. Plus, it’s an immersive experience; every 
photograph on the page has a hidden digital layer, 
allowing you to scan images to unlock behind-the-
scenes footage and a 360-degree experience.

Nelson says that he’s driven by passion and a sense 
of exploration and determination. Using a camera, 
his aim is to hold a mirror to us as humans, at a time 
where rapid development, material affluence and 
new technologies distract us from some of the most 
profound and timeless truths about human nature.

Where in the world are you, and what are you 
working on? 
I’m presently in Amsterdam, my office and studio 
base, and I’m busy promoting internationally the 
launch and the publication of Homage to Humanity, 
my second book.

What were the inspirations behind Homage to 
Humanity?
The inspirations are based on wanting to validate my 
first book, Before They Pass Away, which was a large 
book of more than 20 chapters of iconic indigenous 
cultures around the world. 

There was very little depth to it – it was purely 
a visual and artistic interpretation. Homage to 
Humanity is trying to provide much more insight, 
much more depth, and the combination of the digital 
interactivity, too. 

I spent two-and-a-half years producing the 
content, along with my team of 10 others. 

You cover some very remote locations. What was 
the travel like?
I love travelling, and I will travel until the day that  
I, myself, pass away. The thrill of leaving one world 
and entering into another never ceases to amaze me, 
and lure me in. It’s like a sort of siren on a cliff, in  
a windy storm. 

Are there any stories that stand out?
There were two particularly extreme journeys. 
One went to the heart of the Papua New Guinean 
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highlands, to Mount Bosavi; and the other was to 
northern Siberia and the farthest northernmost-
living people on the planet, one-and-a-half thousand 
kilometres north of the Arctic Circle. 

Going to Mount Bosavi in the Papua New Guinean 
highlands was like entering a world where time has 
stood still. Travelling back, we had to hire chartered 
aircraft. We were dropped into the jungle. 

We had to walk for days through swamps and 
torrential rivers, and we were eaten by leeches. Then, 
when we eventually arrived in the village, I think that 
we were only the second foreign visitor ever to arrive 
there. It was like arriving in Shangri-La.

At the very beginning, people were very suspicious 
of our motives, but as time passed and the days 
progressed, it ended up in what seemed like an eternal 
party. For the journey to northern Siberia, we had to 
fly on four aircraft, spend 48 hours in a jeep across the 
tundra, and then more than 12 hours on the back of a 
ski-doo, in -60 degrees Centigrade temperatures, in 
the dark. 

It was February, so there was only about one hour 
of daylight a day, and the -60 Centigrade journey  
with a strange person on the back of a ski-doo, 
following the lines in the snow, is like nothing that  
I can describe. 

When we arrived, we found these people living 
in these little houses on skis – there were only 10 of 
them in the middle of nowhere. Again, words cannot 
describe it. 

Many of the people you feature in the book are 
from very remote communities. What did they 
make of you and your camera?
I think the majority of the remote communities  
that I visit are not overly interested in the camera,  
a little bit like they’re not overly interested in where  
I come from. 

They can’t really place it. They don’t necessarily 
understand the concept of photography, or the use 
of it, but I found very much they were intrinsically 
interested in me as a person. Me, there, today, Jimmy, 

what I had to say, what I felt, how I laughed, how  
I slept, how I ate. The very essence of what it is to be  
a human being. Not what I represented. Not where  
I came from. Not what my purpose was, but very 
much who I was. 

How would you describe your work to somebody 
who’s never seen it?
My work is a subjective, romantic, iconic and artistic 
representation of how I see the world’s last, most 
beautiful natural settings, and the people who inhabit 
them. Some of them are tribes and some of them are 
indigenous communities, but they live in a cultural 
and a natural balance that the majority of the world 
has lost. 

In 2050, the United Nations estimates that 85 per 
cent of the world will be living in concrete. These 
people that I represent, that I show, that I cherish, 
that I share, are the last bastions of what it was 
to be truly human in the world before we put our 
fingerprint on it. 

Do you carry a lot of camera gear with you?
Relatively speaking, I carry very little gear. There 
are two of us; my creative partner, she’s a camera 
lady. She carries a bag of movie cameras. I carry a 
bag of still cameras, plus a couple of tripods, a little 
bit of clothing, and food when we need it. Due to 
the modern digitalisation of technology, we can 
get away with relatively very little. It’s extremely 
important to travel light, because then you can adapt 
to circumstances and change straight away. 

The logistics must be complex for a project like 
this. Do you travel with a big team?
I work with a big team. In Amsterdam I have 
12 extraordinarily creative people who organise  
the logistics, the finance, the marketing, the 
sponsoring, the publication, the exhibiting, the 
talking, and the communication. 

While I’m away in the field with the camera lady 
who I work with, the majority of the work is done on 

[Right] A young  
girl from the  
Longhorn Miao in 
Guizhou, China
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[Above] Chele La Pass, 
Bhutan, where prayer 
flags flutter 
surrounded by 
snow-peaked 
mountains, is home to 
several ethnic groups

Homage to Humanity is trying to 
provide more insight, more depth, 
and the combination of the digital 
interactivity, too.
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the back end, consolidating all the material  
and sharing it with the world. 

How do you go about finding the subjects you plan 
to shoot?
In the past, I would find them myself. I’m 50 years 
old. I have a lifelong network of locations and 
individuals who can give me access to them. 

With the further promotion and onset of the 
popularity of the project, more and more people seem 
to be coming to me saying, “I can facilitate your visit 
to some of the world’s last most indigenous cultures,” 
which is the most extraordinary compliment.

What is your approach and advice  for 
creating intimate portraits?
The best approach is very, very simple. Be very 
patient, be very humble, be very fragile, and be  
very vulnerable. The smaller you make yourself, and 
the bigger and the better you make the person that 
you’re photographing, the sooner they will give you 
their heart and their soul. 

How did you get your initial break in photography?
I was 18 years old. I’d spent the better part  
of two years travelling across Tibet in the 1980s, and  
I came back with a few portraits I’d made on a very 
old Zenit B camera – which I have still today here 
in my office – on four rolls of negative film. Because 
Tibet had not been visited for 30 years, these portraits 
were unique. They were not necessarily good pictures 
at the time, but they provided an insight into a culture 
that had rarely been seen for many years. 

Are there any photographers that are 
a big influence on you?
I have a very large and eclectic collection of 
photography books. I’m a massive fan of Irving  
Penn, Edward Statham, and contemporary 
photographers such as Annie Leibovitz. Going 
back in time, Edward Steichen, Edward S Curtis... 
The list goes on, and on, and on. I think it’s extremely 
important to have people who inspire you. People  
who you look up to – iconographic image-makers  
who push you on. Above them all is Richard Avedon. 
I think he’s the king of kings. 

What are you working on next?
An extension of the project that I’m currently busy 
with. In the next two years, I will be producing two 
or maybe even three books: one on the Middle East, 
one on the Pacific, and one on more of the indigenous 
cultures living in the northern hemisphere.
Lauren Scott

Jimmy Nelson’s book Homage to Humanity is 
available now. 
Download Jimmy Nelson’s free companion app for 
iOS or Android at www.jimmynelson.com/app



Photographer Rhiannon 
Adam spent four months 
immersed in the fracking 
debate. Here, she tells the 
stories of the people she 
encountered. A number of 
images are corrupted with 
a constituent chemical of 
frack-fluid, alluding to the 
potential environmental 
impacts of the practice... 

CHEMICAL 
CORRUPTION

Interview _ Rhiannon _ Adam
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[Previous page] Anne Power in her 
car near her home in Chorlton-cum-
Hardy, Manchester, UK, 2018  
[Above] Private fishing area just 
behind the Preston New Road site, 
Blackpool, 2018; film negative 
corrupted with water from Carr 
Bridge Brook and polyacrylamide 
© Rhiannon Adam
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It Is Monday 15 October 2018. Today, Cuadrilla 
Resources will frack for the first time in the UK 
since 2011. The stretch of road outside the Preston 
New Road site in Lancashire is deserted; a misty 
haze hangs over the scene. Further up, a white van, 
mounted with scaffolding, blocks the entrance. One 
protester has d-locked his neck to the structure; 
another has attached her arm. Campaigners from 
around the country congregate with signs and 
placards, the police stand on patrol.

The press is here, in the midst of the action, but 
Rhiannon Adam holds back. This is exactly the 
type of image she wants to avoid: a snapshot of an 
anonymous crowd demonstrating against a process 
which is largely invisible. “The subject is difficult to 
photograph,” she says. “The only way I believed that 
the story could be told is through the people.” For 
Adam, listening to an individual’s story dictates how 
she photographs them. Her ultimate aim: to redirect 
the narrative away from the singular news piece and 
give an identity to those involved.  

For ‘Fractured Stories’, Adam began by living and 
working among the protesters, or protectors as they 
prefer to be known, demonstrating at the Preston 
New Road site. From seasoned activists to incensed 
locals, the individuals she encountered were drawn 
from a wide demographic. “Everyone is entitled to 
come and ask questions about us,” remarked Tiga, 
a former resident of Maple Farm Camp, now of 
New Hope Resistance Camp; the two permanent 
protection camps located just feet from the site’s main 
gate. “They should find out about the history of the 
individuals who are here, instead of just tarnishing us 
with the same preconceptions all the time.”

Midway between Preston and Blackpool, Preston 
New Road became the focal point of the fracking 
debate after Cuadrilla applied to drill at the site in 
2014. Lancashire County Council rejected the bid. 
However, two years later, Sajid Javid, then secretary 
of state for the Department for Communities and 
Local Government, overruled the decision. Cuadrilla 
was granted planning consent and completed the 
UK’s first two horizontal shale gas wells in 2018.

Last July, the UK government caused controversy 
when it gave the final go-ahead for fracking to begin 
at Preston New Road on the last day of Parliament 
before the summer recess. The first frack went 
ahead on 15 October 2018; midway through Adam’s 
project. The process has caused numerous tremors 

to date, a number of which have stalled 
operations in line with government 
regulation. A minor earthquake that 
occurred on Tuesday 11 December 2018, 
when Cuadrilla resumed fracking after a 
one month break, was far higher than the 
government’s regulatory threshold and  
on par with the tremor that led to  
a moratorium on the practice in 2011. 

Hydraulic fracturing, or ‘fracking’ as 
it’s commonly known, involves pumping 
a mixture of water, sand and chemicals at 
high-pressure deep underground to  
break apart rock, and extract natural 
gas and oil. Some support the practice, 
viewing it as an opportunity for job 
creation, energy security, and even  
a ‘bridge fuel’ to a renewable energy 
future. Others are deeply concerned. At 
Preston New Road, local people, many of 
whom feel their democratic rights have 
been infringed, joined forces with climate 
campaigners to protest against the process 
on environmental, social and political 
grounds. Opponents stress the potential 
environmental and health impacts: 
earthquakes, water wastage and air and 
water pollution. Other concerns include 
its detrimental effect on house prices, 
noise pollution and the industrialisation of 
the countryside. Ultimately, it represents 
a continued investment in fossil fuels at 
a time when eliminating our reliance on 
them is crucial. 

The subject is difficult to 
photograph. The only way  
I believed that the story could 
be told is through the people.
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Adam has captured individuals on both sides of the 
debate. “It has been reduced to these two polarised 
sides of one story,” she says. “This narrative has 
deleted the personality of the individual: there are 
different reasons why people get involved; there are so 
many individual motivations.” 

Take John Tootill, the owner of Maple Farm 
Nursery, which sits on a plot of land just 800 metres 
from Preston New Road. Tootill has run the nursery 
for 34 years. He’s demonstrated against the fracking 
site since its announcement, allowing the use of  
a portion of his land, one of his polytunnels and his 
running water to Maple Farm Camp. 

“Most of the people in opposition to the practice 
are ordinary members of the community,” he says. 
“The media presents this extreme image of what is 
happening; the more extreme something is, the more 
newsworthy they believe it to be.”

Adam also met with local business owners in 
nearby Blackpool and Preston, who support the 
practice. John Kersey, a hairdresser of more than 50 
years, is a vocal advocate. From a styling chair in his 
immaculate salon, Kersey explains the importance of 
fracking for local employment and energy security. 
“There isn’t another option. We are where we are: we 
have energy security to think about, we have houses 
to heat, we have children to educate and these are the 
things that make that happen,” he says.

Fracking moves in and out of the spotlight. The 
media tends to cover a significant moment or event, 
but the everyday realities remain unknown. Working 
at and around the site for four months to date, Adam 
is determined to create something different. “Being 
there for so long, I have come to appreciate the little 
things that people do,” she says. “Like locals who 
have opened up their houses to allow protesters to 
shower; or the people who do bits of laundry and drop 
them off at Maple Farm Camp; or someone who has 
never been vegan in their life but is now making vegan 
food to bring to the main gate.”

The ebb and flow of the project has evolved with 
the seasons: “The people I have encountered have 
changed,” she says. “Many have had to return to work 
at the end of the summer.” And yet, each of Adam’s 
images exist as a standalone still that depicts the 
subject in that moment. She achieves this, in part, 
by removing them from the setting in which they 
might otherwise be shown. “I wanted my images 
to say: ‘This is not just a person who is protesting, 

this is a person with a life, and interests, 
and family,’” she explains. “I sometimes 
feel that taking a photograph is a bit like 
stealing someone’s soul, and you have to 
be responsible with the soul that someone 
gives you.”

Fracking is more common in the US, 
where it has revolutionised the energy 
landscape: over 100,000 oil and gas 
wells have been drilled and fracked in 
the country since 2005. Despite Europe 
being projected as the new ‘fracking 
mecca’, it has been largely unsuccessful: 
the process is not permitted in France, 
Germany or Bulgaria; Scotland, Wales 
and Northern Ireland have all placed 
their own suspensions on it. In the UK, 
estimates suggest that the amount of 
shale gas lies between 2.8 and 39.9 trillion 
cubic metres. According to former Prime 
Minister David Cameron, if only 10 
percent of those reserves were extracted, 
this would provide the equivalent of the 
country’s total gas needs for 51 years.

In the UK, Preston New Road exists at 
the epicentre of the fracking resistance, 
but the process has provoked nationwide 
debate for almost a decade. The issue 
first entered into public consciousness 
when Cuadrilla hydraulically fractured 
the UK’s first shale gas exploration well 
at Preese Hall in 2011. Two earthquakes 
were detected and a moratorium on the 
process enforced. This was lifted in 2012 

Locals have opened up 
their houses to allow 
protesters to shower. 
People do bits of laundry 
and drop them off at 
Maple Farm Camp.
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[Top left] Anne Power at home in Chorlton-cum-
Hardy, Manchester, November 2018 
[Top right] Callum and Kai, outside their tent, in 
the backfield of Maple Farm Camp, Preston New 
Road, Blackpool, 2018
[Above left] Daniel at Maple Farm Camp, 2018 
[Above right] John Tootill at Maple Farm Nursery, 
2018.  © Rhiannon Adam
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[Above] Simon Roscoe 
Blevins at home in 
Sheffield, 2018, 
© Rhiannon Adam
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after the introduction of a new regulatory regime 
geared toward monitoring and reducing seismic risk.

As proposed sites began to emerge, public 
opposition gained momentum. Protests sprang  
up around a proposed site near the West Sussex 
village of Balcombe and the drilling of a well at 
Barton Moss, Salford. 

In May last year, the UK government introduced 
a number of measures to help facilitate the practice, 
including a £1.6m fund for planning authorities to 
speed up fracking applications. Third Energy and 
Ineos, a large petrochemicals group headed up by  
Jim Ratcliffe, are also looking to frack at sites across 
the country. 

Today, campaigners travel miles to Preston New 
Road to show their resistance. Adam met with these 
individuals to gain an insight into their lives outside of 
the protest.

In Sheffield, she visited Simon Roscoe Blevins: one 
of three activists who were imprisoned for engaging 
in a lock-on at Preston New Road that lasted almost 
100 hours in July 2017. Blevins, Richard Roberts and 
Richard Loizou were each sentenced to between 15 
and 16 months in September of this year. They were 
later released after six weeks when the court of appeal 
ruled that their sentences were excessive. “Through 
your research, you are aware of what is it at stake. And 
you feel the need to start putting yourself on the line 
for it,” explains Blevins, a soil scientist. “Ultimately, 
when you look at it, people on either side of the debate 
generally want the same thing, it is just different ideas 
that will help us achieve those aims.”

In London, Adam photographed fashion designer 
and activist Vivienne Westwood, a long-standing and 
vocal opponent of the practice.“I am involved because 
I am an activist. The people in power who want 
fracking, they are in the business of wrecking the 
Earth and selling it for tuppence,” she says. “So far, it 
has been a disaster: they have all lost their money.” 

Adam also shot John Sauven, executive director  
of Greenpeace. “The fracking protesters are real 
heroes: they are people who have protested day 
and night for many years,” says Sauven. “They 
have sacrificed a huge amount. And, in the case of 
the three sent to prison, sacrificed their liberty for 
something that they believe in.”

Adam specialises in shooting with instant cameras; 
a number of her Polaroids are featured in this 
project. With instant film, each photograph she takes 

physically embodies the moment at which 
it is made. “If I am shooting a picture of 
you here and now, in this temperature and 
in this light, and  
I haven’t fiddled with anything, there is 
a kind of purity in it,” she explains. “You 
can see my intention.” And so each still is 
also emblematic of a shared experience: a 
moment between “me the photographer 
and you the subject, which is like a 
creative bond.”

It was harder for Adam to make visual 
the as-yet invisible environmental issues 
that many fear fracking will inflict. 
She depicted these by processing select 
images with a constituent chemical of 
fracking fluid. In the UK, operators 
must declare what chemicals they 
use. Cuadrilla fractures shale rock by 
pumping a mixture of water, sand, and  
a chemical called polyacrylamide through 
a horizontal well. 

Although the Environment Agency 
has assessed polyacrylamide as being 
non-hazardous to groundwater, it is a 
controversial ingredient given its ability to 
degrade and secrete acrylamide: a known 
toxin and carcinogen. 

Adam also used water from Carr 
Bridge Brook, the nearest watercourse to 
the site. In 2017 the Environment Agency 
recorded two separate incidents of water, 
which contained silt, leaking into the 
brook from Preston New Road. Both 

I wanted my images to 
say: This is not just a 
person who is protesting, 
this is a person with a life, 
and interests, and family.
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instances breached Cuadrilla’s permit conditions and 
a discolouration of the water was observed. Many fear 
that contaminated water could run off from the site 
and pollute the surrounding area.  

“Film chemistry relies on clean water to be able 
to be processed properly,” says Adam. By employing 
a disrupted aesthetic, she alludes to the potential 
threats of the practice on the landscapes and lives of 
those pictured. 

“I like the idea of creating something beautiful 
from something damaging,” she says, “in some 
ways, this duplicity creates more discussion, and will 
hopefully raise awareness of the process involved in 
fracking by engaging those who have not necessarily 
been following the developments thus far.”

Entitled ‘The Rift: Chapter 1, PNR’, Adam intends 
to continue the project beyond the commission 
period. “It is interesting because it is almost like the 
gradual spread of a disease,” she says. “Like watching 
something in slow motion.” 

The well at Preston New Road is only the start.  
It is not a commercial site: the gas will be flared,  
not captured. An estimated 20 to 40 wells will be 
needed to ascertain the commercial viability of  
the process. But, if the industry does take off, the 
UK’s countryside will be covered. There are already 
plans for further exploration at nearby Roseacre 
Wood, across North West England, Yorkshire and the 
East Midlands. 

Last summer, the UK government set up  
a consultation on whether shale gas development 
should become ‘permitted development’: a category 
usually reserved for activities like putting up a garden 
shed. This would enable fracking companies to drill 
at will without applying for planning permission.

The debate around fracking at Preston New 
Road also speaks to the issue of climate change 
more broadly. On 17 November 2018, Adam 
travelled down to London from Preston New Road 
with campaigners to attend a mass demonstration 
organised by Extinction Rebellion. Thousands of 
protesters occupied five bridges in central London 
to draw attention to climate breakdown and force 
governments worldwide into action.  “I lost my own 
father due to the colonialism remaining in my home: 
West Papua,” said Raki Ap, a climate change witness 
from the Free West Papua campaign. “It is the home 
of fossil fuel industries, such as BP, which continue 
to destroy my homeland. The urgency with which we 

must fight climate change is felt by West 
Papuans every day.”

“If you are from elsewhere in the UK, 
what is happening at Preston New Road 
may seem insignificant,” says Adam, 
“but it is an indication of our continued 
reliance on fossil fuels on a global scale 
and the myriad environmental issues 
these cause.” Midway through the 
commission, the UN Intergovernmental 
Panel on Climate Change released  
a report pointing to the importance of 
limiting global warming to a maximum 
of 1.5C, stating that we have only a dozen 
years left to do so. Carbon pollution would 
have to come down to zero by 2050 for 
us to achieve this. In the seven years that 
Cuadrilla first fracked at Preese Hall, 
renewable energy has gone from providing 
a 10th of our electricity to supplying  
a third of it. As Adam puts it: “Why are we 
investing in the fossil fuel industry when 
we should be moving away?”

Ultimately, her work takes us inside 
the fracking debate: shedding light on 
the human stories playing out around 
this controversial process. For more 
on Adam’s work, check out a series of 
articles published by British Journal of 
Photography that tell the stories of the 
individuals she photographed; the first 
is at www.bjp-online.com/2018/12/
rhiannon-adam-fracking-in-the-uk-1/.
Hannah Abel-Hirsch

‘Fractured Stories’ was 
commissioned by the 
British Journal of 
Photography, 
supported by Ecotricity 
and was originally 
published on 
BJP-online.

Film chemistry relies on 
clean water to be able to 
be processed properly. By 
employing a disrupted 
aesthetic, Adam alludes 
to the potential threats 
of the practice on the 
landscapes and lives  
of those pictured.
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[Above] Moss House 
Lane, 2018 — film 
negative corrupted 
with water from Carr 
Bridge Brook and 
polyacrylamide,  
© Rhiannon Adam
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Long White Cloud
Jem Southam is internationally renowned for his large- 

format, time-rich landscape work, created almost exclusively 
in Britain. But his latest exhibition, ‘The Long White Cloud’, 
shows new work created in New Zealand, about as far away 

from the soft hills and quiet cliffs of south-west England as it’s 
possible to go. What happened to cause this dramatic change?
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“New ZealaNd is the last place on earth that 
humans finally settled,” says Southam. “The idea 
of somebody arriving at a totally unknown land, 
stepping ashore and encountering a new place for the 
first time has always intrigued me. I’m very interested 
in early human experiences and how they shape our 
understanding of landscape.” 

Humankind’s relationship with land and water is 
central to all Southam’s work. His latest exhibition 
is named after the evocative Maori name for New 
Zealand, Aotearoa, which can be translated as ‘Land 
of the Long White Cloud’; so-called for the first sight 
of the islands as the travellers approached from far 
away across the ocean. 

Southam’s growing body of work from the area has 
an additional title, ‘Restless’, in reference to perpetual 
shift, which provides a constant fascination for him. 
“I’m always drawn to water. And one side of me has 
always resisted trying to find out why, because if I find 
out, it might stop. And if I do think about it a bit, one 
answer is the sense of ceaseless movement.

“The universe is in perpetual flux, it never is,” he 
continues. “It’s always ‘was’, and ‘is becoming’ and 
yet as humans, we think about being fixed, about 
‘now’ and ‘then’. None of which, in time and the 
universe, makes any sense at all. Our experience of 
it is also in endless flux, but somehow photography 
translates that into this weird, static, fixed form.” 

‘The Long White Cloud’ represents a fundamental 
change in location for Southam, but more 

[Previous page] The 
North Wall of the Fjord, 
Milford Sound, 2018 
[Right] Rain, Milford 
Sound, 2018

importantly, it also represents a different approach to 
creating. An invitation to speak at Massey University 
in Wellington prompted the journey, but he hadn’t 
considered making work in New Zealand until asked 
to do so by his hosts. Initially unclear about what 
he might do, or how, he agreed, but had no obvious 
starting point. “The idea of both the Maoris and the 
Europeans stepping ashore on this unknown land 
fascinated me and I thought; ‘I’m going to do that 
myself,” he explains. “I’m going to land, and I’m just 
going to respond to this place, as it is now.’ I didn’t 
know what would happen at all.”

Southam’s photography is instinctive and process-
led. “I make a picture, and I then somehow or other 
I want to go back. It interests me, to go back and find 
out what it was that actually drove me to be interested 
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[Left] Dusk, Point 
Kean, The Kaikoura 
Peninsula, 2018
[Right] Ice Calf, Glacial 
Lake Below Mount 
Cook, 2018
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in that picture. I know that I just work, and then 
gradually two pictures come together. And that’s how 
all my work grows. Just allowing the process to take 
me on a journey.”  

A visit to a nature reserve near Wellington provided 
a jumping off point for the New Zealand work. Says 
Southam, “My wife and I went to Red Rocks and  
I thought ‘OK, I start here’. I just walked around and 
took some pictures, and after about half an hour,  
I noticed a rock pool. It was water, movement, rocks. 
It was pure chance that I looked down and saw this 
little glimpse of a rock through a tidal pool. And that 
was it, I was off. The whole thing started with that.”

The incessant mutability of water had exercised 
its pull, and the resulting images are suffused with 
the power and majesty of waterfalls, waves and water 
fathoms-deep. They are the first portrait format 
pieces he has ever made, and were created with the 
diametric opposite of the cumbersome 10x8 camera 
and tripod we associate with Southam’s oeuvre. 

“For the last four years I’ve been increasingly 
working with digital cameras. I have a small 
compact full-frame Sony, which I love. I decided 
when I arrived in New Zealand, ‘I’m going to turn 
the camera round’. I’d never made portrait format 
pictures in my life. But I literally did nothing but take 
portrait format pictures for the sheer excitement and 
pleasure of pushing myself to do something different. 

“Each time I make a new piece of work I try to find 
a new form to explore. I never expected to come away 

[Opposite] A Sudden 
Squall, The Stirling 
Falls, Milford Sound, 
2018

The incessant mutability of water had exercised its 
pull, and the resulting images are suffused with the 
power and majesty of waterfalls, waves and water.

with anything significant, but as I progressed, I got 
more and more excited about what was happening.”

The dark drama of ‘The Long White Cloud’ work, 
concentrating on the weather on the South Island, 
evokes the fear and awe which must surely have 
confronted those ancient voyagers as they explored 
the ominous land and seascape. 

“One of the great things that is a threat to humans 
always, is a body of water,” he notes. “They’re very 
dangerous places. Water is a very interesting place to 
be next to, and a lot of my work is to do with fear.  
We fear water profoundly, even though we need it.  
I think all of us carry with us the knowledge that 
we’re incredibly frail beings.”

“We went to Milford Sound on a day of atrocious 
weather. Most people would have thought they had 
drawn an incredibly short straw, but that weather 
created the most extraordinary conditions. A lot 
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of the pictures were made in absolutely thrashing 
rain. There are extraordinary downpours that create 
cascades that pour off the mountains; I’m standing 
there, being buffeted by the wind, photographing 
through a mile of rain.” But the darkness of his 
subject belies the sense of joy that suffuses Southam’s 
descriptions of the experience of making the images. 
“We live in fear but we survive on hope,” he says, and 
the freedom he discovered in creating this work has 
been astounding and energising. 

For many years, making photographs has been 
a solitary practice for Southam, whereas in New 
Zealand, he was a tourist, photographing while 
surrounded by numerous other people jostling for 
a view. “I was somewhere where literally every day, 
20,000 people go, every single one of them with a 
digital camera.” It’s hard to imagine a greater contrast 
to his established practice, and yet the timelessness 
and the beauty of the prints display the same weight 
and significance that we’re accustomed to perceiving 
in Southam’s work. 

“Even though I’m a very social person, inside I’m 
very solitary,” he says. “I feel being in the world as  
a very solitary experience. It’s just me here, on Earth. 
Each one of us is just so tiny and so small that it’s just 
remarkable that we’re here, we’re cognisant, we’re 
alive, we can move through the earth, we can engage 
with it unlike any other creature. So even though I’m 
standing next to people, I feel outside them when 
I’m doing my pictures, because I’m just in another 

[Opposite] Clearing 
Rain, The Franz Josef 
Glacier, 2018 

space completely. I pull back from the world when I’m 
making work.”

‘The Long White Cloud’ is an exploration of 
discovery, of land, and of humanity. “I want to make 
pictures about the sheer and extraordinary wonder of 
being alive in the world, of just being here.”
Lottie Davies

‘The Long White Cloud’ is at Huxley Parlour, 
 3-5 Swallow Street, London W1 until 9 March; see  
www.huxleyparlour.com. ‘Birds, Rocks, Rivers, Islands’ 
is at The Levinsky Gallery, University of Plymouth until 
16 March.

http://www.huxleyparlour.com
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Mysterious, 
80-storey,  
brightly coloured 
monoliths 
pepper Hong 
Kong’s otherwise 
monochromatic 
skyline like the 
onset of an alien 
invasion. Loathed 
by locals yet 
loved by artistic 
architectural 
photographer 
Peter 
Steinhauer, 
these so-called 
‘cocoons’ have 
become the focus 
of his latest book

CoCoons
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CoCoons



Profile _ Peter _ Steinhauer

80 _ PROFESSIONAL PHOTOGRAPHY _ ISSUE 25

[Previous page] 
Orange Cocoon #2, 
Hong Kong, 2009 
[Above] Cherry Street 
Cocoon, Hong Kong, 
2009
[Right] T5-T6 Cocoon, 
Hong Kong, 2011

A bustling food market, a desolate subway station, 
a towering skyscraper shrouded in mesh... artistic 
architectural photographer Peter Steinhauer’s flair for 
transforming the ordinary into the extraordinary has 
catapulted his work onto the contemporary art scene 
with an unstoppable force. 

Steinhauer’s love affair with photography ignited 
during his graphic design degree in 1990, where part 
of the course allowed for some hands-on time with 
cameras. Relishing the immediacy of the medium, 
something the slow-paced pre-computerised design 
course denied him, Steinhauer decided after just two 
months to quit and enrol on a fine-art photography 
course instead, where the works of Ansel Adams, 
Michael Kenna, Irving Penn, Eugène Atget and John 
Thomson inspired his vision and shaped his style. 

Following an apprenticeship with an American 
photographer, he ventured to Vietnam for a three-
month vacation which evolved into a two-decade 
stay, during which time Steinhauer travelled the 
length and breadth of Asia. Originally hailing from 
Boulder, Colorado, where the Rocky Mountains 
sweep down to met the Great Plains, Steinhauer used 
his appreciation for natural landscapes to complete 
his own self-proclaimed ‘masters program after art 

They’re wrapped for six 
months to two years, and 
then all of a sudden the 
cloth and bamboo comes 
down and there’s a brand 
new building. You don’t 
even see it happen. 
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school’, shooting images for his first monograph 
Vietnam: Portraits & Landscapes (2002), and later 
Enduring Spirit of Vietnam (2007), awarded Best 
Photography Book of the Year by PDN. 

Over the years his focus shifted to architecture 
within urban landscapes, and man-made structures. 
Quick to realise the gallery scene at that time was 
moving towards conceptual work, he transitioned in 
that direction. Today, collections of his work have 
appeared at the Carnegie Museum of Art, the Hong 
Kong Heritage Museum, and a growing number 
of private and corporate portfolios worldwide. He’s 
a recipient of multiple international photography 
trophies including Lucie, IPA and PX3 Paris awards.

Steinhauer’s latest photographic adventure 
explores Hong Kong’s ancient construction 
techniques. We caught up with him at his studio in 
San Francisco, California, where he’s lived since 2014 
with his wife and three children, to discover what 
sparked his interest in the shrouded skyscrapers that 
he’s coined ‘cocoons’.

What are ‘cocoons’ and how did a slight fascination 
turn into an obsession that would last a quarter of 
a century?

I landed in Hong Kong in 1994, and I saw this 
building all wrapped in coloured cloth. I thought 
it must be Christo and Jean-Claude, two famous 
environmental artists; perhaps they were wrapping 
buildings in Hong Kong. Later I found out it’s 
actually a building process unique to Hong Kong. 

When a building goes up, comes down, or is 
renovated, the first thing they do is encase it in 
bamboo scaffolding and then nylon mesh goes around 
it; all in different colours, to signify the different 
companies, unless it’s being demolished in which case 
they use an opaque material. They’re wrapped for 
six months to two years, and then all of a sudden the 
cloth and bamboo comes down and there’s a brand 
new building. You don’t even see it happen. 

To me it was something that was so foreign, odd, 
interesting, monumental, grandiose, and it was just 
made out bamboo and nylon. They actually go up to 
80 storeys tall, all surrounded in bamboo. Whenever  
I went back to Hong Kong I’d make snapshots of them 
as reference images, which is something I do wherever  
I go. I did this for years, and then when I moved there 
in 2007 I decided to take it on as a full-time project.  
I started seeing these cocoons more as contemporary 
subject matter, I was no longer just documenting a 
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city, I was out to create contemporary art, some of 
which is quite abstract, and Cocoons lended itself to 
that perfectly. 

A common thread of your work is to turn the 
mundane into a masterpiece, what’s your secret?
I think it has less to do with anything technical that 
I’ve done, and more to do with who I am. I feel very 
fortunate to have parents who allowed us to travel. 
What I learned was an appreciation of different 
cultures, different ways cities are put together, 
different architecture, how the people were, looked, 
and lived, and I just try to show that appreciation and 
fascination in my work. 

People in Hong Kong actually hate these things, 
because it’s a construction site. They’re dirty, dusty, 
loud, up all the time, there’s lights all over them, and 
if you’re unfortunate enough to have to live in it whilst 
it’s wrapped, it’s just terrible. But when you actually 
step back and see this giant blue or yellow building, 
wrapped in the middle of a monochromatic skyline. 
It’s pretty interesting. 

How did you find the cocoons, and where did you 
shoot them from?

[Left] Calvin Klein 
Caged, Hong Kong, 
2008
[Above] Quarry  
Bay Cocoon, Hong 
Kong, 2013
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For the night time images, 
I wanted to show how the 
cocoons take on a sci-fi 
feel; they’re wrapped up, 
you don’t see any people, 
you just see all these 
colours coming from the 
inside. It looks like some 
type of creature or being, 
living inside.

[Previous page] Xxx 
[Right] Xxxxx

They are everywhere and it’s a process that won’t 
stop, so I’d just get in my car and drive. Hong Kong is 
a city built on the side of many mountains, so I could 
be standing on the side of a road, look straight ahead 
and be 150 metres from the 20th floor of another 
building. There are great vantage points literally 
everywhere. I’d shoot from walking paths, from the 
tops of hills, lean out of a window, but most of them 
were taken from the roofs of other buildings.

What was your thought process and how did you 
execute your vision?
A general theme that goes through all of my work 
is movement, from the very beginning of my 
career, even in my portraits. Here I used f/8 or f/11, 
with exposures ranging from 0.5 sec to 1 sec, but 
occasionally up to five minutes, because it turns 
everything ethereal. A little bit of wind is great, but 
if it gets too much it can make the building look out 
of focus. I like it when the sky looks like it’s moving, 
it’s so far away from a ‘snapshot’. I hate that word. 
Everything is just stuck still and that doesn’t do 
anything for me. By adding movement, the images 
become an accumulation of time in a still photograph. 
It adds life to the photograph; it feels like the 

[Above] Four Blue 
Cocoons, Hong Kong, 
2009
[Right] Cocoon and 
Cranes, Hong Kong, 
2008
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photograph is alive, it’s moving, clouds striking across 
the sky, cars moving, but the building is rock solid.

For the night time images, I wanted to show how 
the cocoons take on a sci-fi feel; they’re wrapped up, 
you don’t see any people, you just see all these colours 
coming from the inside. It looks like some type of 
creature or being, living inside. There are these big 
cranes on top with big spotlights coming down and 
they just stand out from the dark background. I just 
turn into a little kid again, watching a sci-fi film in 
awe and so I try to create what’s in my vision from 
when I was a kid. 

What was your kit of choice for this project?
I’m an artist, but I also enjoy the technical side of 
photography. For all my projects, 95 per cent of the 
time I used a Cambo WRS 5000, and five per cent my 
Phase One body with Phase One digital back. The 
focal lengths I use for the Cambo are Rodenstock 
32HRmm, Schneider 60XLmm, Schneider 90XLmm 
and Schneider 120mm Aspheric, and for the Phase 
One I use 28mm, 45mm, 80mm and 120mm. 

Your work on Cocoons is very different to  
how your career started with portraits and 

natural landscapes. How did you transition from 
those genres to modern architecture and urban 
environments?
In the beginning, when I was travelling across 
other countries in Asia, I started by shooting these 
beautiful natural landscapes. But slowly I became 
more interested in these urban landscapes. Then 
I lived in Hanoi and Ho Chi Minh City (formerly 
Saigon) in Vietnam, which were very dense in terms 
of the architecture and over the next five years, 
up until 1997, I started to document the city: the 
architecture, the street scenes. People were there but 
it was largely showing the structures of the city, and it 
just developed from there. I didn’t even realise it was 
happening because it happened slowly over a period 
of years and was a really organic process. 

With Cocoons, we’ve seen a departure from your 
preference to shoot exclusively in black and white. 
What inspired the change?
Up until that point, for 15 years, I’d only been a black 
and white photographer. Both my books were black 
and white, as was all my personal work. At school, 
I’d learned to print in black and white, and all my 
influencers shot that way too, so it was something I’d 
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When I started work on 
Cocoons I was using a 
Phase One, and at that time 
the shots would only appear 
in colour. So I’d have to go 
back to my studio and 
change them to black and 
white with software. 

[Above] Green-orange 
Cocoon, Hong Kong, 
2013
[Right] Yellow Cocoon 
#2, Hong Kong, 2011

gravitated towards. I’d been to a commercial school, 
but in my heart I was an artist and wanted to express 
myself through my images. And at that time I could 
do far more with black and white to express myself – 
with tones, contrast, printing lighter or darker, and so 
on – than with colour.

When I started work on Cocoon, I was using a Phase 
One, and at that time the shots would only appear 
in colour. So I’d have to go back to my studio and 
change them to black and white with software. The 
cocoons were working in black and white but I was 
fascinated by them because of their colours.  
I was seeing them in colour, but then changing them 
to black and white because I wasn’t comfortable 
shooting them in colour. My gallerist convinced me to 
start showing them in colour, so eventually I did. The 
first one I put up in the gallery sold that day, so it was 
a big sign. It took me a year and a half to show them in 
colour. I just wasn’t secure. But slowly I transitioned, 
and the rest of my work has followed from that.

So has your love affair with black and white come 
to an end now?
No not at all. In fact I’m currently part-way into 
Cocoons 2, which will all be in black and white, and 
that book is halfway finished. 
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Are you working on any other projects at the 
moment?
For the last year and a half I’ve been photographing 
the Metro system in Washington D.C (Metro). It’s 
the most unique metro in the US, with a huge history 
behind it, and I’m the only photographer they’ve ever 
let in to photograph it. 

What advice would you give an aspiring fine art 
architectural photographer?
An old professor of mine once said: ‘When you 
sit on the couch nothing happens, when you’re 
photographing, things happen.’ So just keep 
photographing and eventually it will turn into your 
own style. Look at what’s being done in galleries, 
think about who your influencers are, then implement 
that sort of stuff into your work and strive to come up 
with your own style. Eventually you’re going to come 
up with your own vision; believe in it, keep refining it, 
keep working on it, and don’t give up. 
Natalie Denton

Cocoons is available from Amazon and other online 
book retailers, plus personally signed copies by Peter 
can be bought from www.petersteinhauer.com.



 
Diane Arbus: In The 
Beginning
Diane Arbus 

This exhibition explores the first 

seven years of the photographer’s 

career, from 1956 to 1962. Her 

photographs of children and 

eccentrics, couples and circus 

performers, female impersonators 

and pedestrians are among the 

most intimate, surprising and 

haunting works of art of the  

20th century. 

Southbank Centre, London  

£14 [Until 6 May]

Hanna Moon & Joyce 
Ng: English As A 
Second Language
Hanna Moon & Joyce Ng

A new photography exhibition 

celebrating the work of two of 

the most exciting photographers 

working in fashion today, 

Hanna Moon and Joyce Ng. The 

exhibition celebrates the vitality of 

international perspectives within 

our multicultural society. In  

English as a Second Language 

acclaimed London-based 

photographers and contemporary 

creatives Hanna Moon and Joyce 

Ng have created new works in 

direct response to the historical 

spring/
summer
exhibitions

Calendar
All the best photography exhibitions and shows from around the world

aGenda

 
   

Wildlife Photographer of the Year 2018
Various artists

Wildlife Photographer of the Year showcases 
the world’s best nature photography and 
photojournalism. Through their ability to  
inspire curiosity and wonder, the 100 images 
showcase wildlife photography as an art form. 
They also challenge us to consider both our place 
in the natural world and our responsibility to 
protect it. Winning images are selected for their 
creativity, originality and technical excellence. 
This year’s competition attracted over 45,000 

entries from professionals and amateurs across  
95 countries. “We were captivated by the 
outstanding quality of the images entered into 
this year’s competition, which spoke volumes to 
us about the passion for nature shared by talented 
photographers across the world,” said  
Ian Owens, Director of Science at the Natural 
History Museum.  
Natural History Museum, London   
£15  [Until 30 June]

setting of London’s Somerset 

House. Employing an otherworldly 

and playful approach, the artists 

incorporate visitors, cultural icons, 

fashion and their own cultural 

signifiers to present their unique 

take on Western aesthetics and 

fashion ideals.

Somerset House, London

Free [Until 28 April] 

In Conversation: 
Shadows of War with 
Sir Don McCullin
Sir Don McCullin

McCullin has documented many 

of the major conflicts in the 

20th and 21st centuries, as well 

as capturing on film the lives of 

the poor and underprivileged 

in beautifully composed and 

compassionate portraits. On 25 

April he will join Sophie Gordon, 

head of photographs at the Palace, 

in conversation to discuss his 

work and experiences in the field, 

drawing parallels with the work of 

Roger Fenton. 

 

The Queen’s Gallery, Buckingham 

Palace, London

£15 [25 April]

Martin Parr’s 
‘Return to 
Manchester’
Martin Parr
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Stanley Kubrick:  
The Exhibition 
Stanley Kubrick

Original props, costumes, set 

models and rare photographs 

exploring the master filmmaker’s 

career and works, which includes 

2001: A Space Odyssey, Full  

Metal Jacket, The Shining and  

A Clockwork Orange. 

The Design Museum, London 

From £10.35 [26 Apr to 17 Sept] 

 
Don McCullin – Retrospective 
Sir Don McCullin

A comprehensive retrospective of the legendary British 
photographer Don McCullin, this exhibition includes many of his 
iconic war photographs, including images from Vietnam, Northern 
Ireland and more recently Syria, often captured at great personal 
risk. But it also focuses on the work he did at home in the UK, 
recording scenes of poverty and working-class life in London’s East 
End and the industrial north, as well as meditative landscapes of his 
beloved Somerset, where he lives.  
    Sir Don McCullin was born in 1935 and grew up in a deprived 
area of north London. He got his first break when a newspaper 

published his photograph of friends who were in a local gang. 
From the 1960s, he forged a career as probably the UK’s foremost 
war photographer, primarily working for the Sunday Times 
Magazine. His unforgettable and sometimes harrowing images are 
accompanied in the show with his brutally honest commentaries.    
   With over 250 photographs, all printed by McCullin himself in 
his own darkroom, this exhibition will be a unique opportunity to 
appreciate the scope and achievements of his entire career. 
Natural History Museum, London   
£18  [Until 6 May 2019]
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The Long White Cloud
Jem Southam

These new photographs build and 

expand on themes that Southam 

has explored throughout his 

40-year career. They show his 

continued fascination with the 

subtleties of colour, with reflection 

and transience, and with the 

effects of the shifting seasons 

and weather on the landscape. 

Southam’s work is characterised by 

its balance of poetry and lyricism 

within a documentary practice.  His 

photographs present a sociological 

and physiological investigation into 

the landscape, touching on man’s 

intervention in nature, and the cycle 

of decay and renewal. Influenced 

by tales of New Zealand’s discovery 

by seafaring Polynesians, Southam 

focuses on the bodies of water 

he found on the island. See our 

interview on page 68 for more.

 

Huxley-Parlour Gallery, London  

Free [Until 9 March]

David Bailey: The Sixties
David Bailey

This exhibition, which documents 

the crucial period of the 1960s, 

includes some of Bailey’s signature 

images of luminaries of pop and 

art. In portraits and little-known 

contact sheets, he captures 

subjects including Jane Birkin, 

Michael Caine, david Hockney, 

Man Ray, Jean Shrimpton, and Andy 

Warhol. Shooting Shrimpton was 

a defining moment in the birth of 
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the “supermodel”. Bailey’s natural 

portraiture cast models not as 

stiff mannequins, but, as people 

whose personalities could be 

drawn out through the process of 

photographing them.  

 

Gagosian Gallery, London  

Free [Until 30 March]

Only Human
Martin Parr

‘Only Human: Martin Parr’ brings 

together some of Parr’s best known 

photographs with a number of 

works never exhibited before to 

focus on one of his most engaging 

subjects: people. The exhibition will 

include portraits of people from 

around the world, with a special 

focus on Parr’s wry observations 

of Britishness, explored through a 

series of projects that investigate 

British identity today. These include 

new works which reveal Parr’s take 

on the social climate in Britain in the 

aftermath of the Eu referendum. 

 

National Portrait Gallery, London  

£18 [7 March until 27 May]

Deutsche Börse
Various Artists

This exhibition of 2019 shortlisted 

artists, Laia Abril, Susan Meiselas, 

Arwed Messmer and Mark 

Ruwedel, surveys the diverse and 

innovative nature of their practices, 

which both celebrate the medium’s 

development while challenging  

its boundaries.  

 

The Photographer’s Gallery, London  

£5 [8 March until 2 June]

Ex-Voto
Alys Tomlinson

‘Ex-Voto’ is the culmination of a five-year 
photographic journey to Catholic pilgrimage 
sites in Ballyvourney, Ireland, Mount Grabarka, 
Poland and Lourdes, France by award-winning 
photographer Alys Tomlinson. The book’s title 
refers to the physical offerings given in order to 
fulfil a vow – humble objects such as handmade 
wooden crosses and pages torn from notebooks 
– which connect the pilgrim with the landscape. 
The project comprises of black and white 
portraits of pilgrims, landscapes of the sites and 
still-lifes of the ex-voto objects, captured on large 

format film. The images appear untethered from 
contemporary life and out of time, whilst evoking 
both the stillness and spirituality present at 
these sites of great contemplation. The narrative 
drawing the faithful to Ballyvourney include 
an early Christian woman’s hunt for nine white 
deer. Belief and faith in these narratives draw 
modern-day believers, whose pilgrimage signals 
both their belonging to a community and an act 
of faith. 
HackelBury Fine Art, London   
Free [7 March until 18 April] 

spring/
summer
exhibitions
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Don’t 
miss the 
PhotograPhy 
show 2019!
Meet the greats of photography  
at this unmissable event

Taking place on 16-19 
March, The Photography 
Show is the biggest show of the 
year for anyone in the UK 
working in photography. 

The event returns to 
Birmingham’s NEC for the 
sixth year running, and this 
year’s speaker lineup is simply 
stellar, with the likes of Pete 
Souza, Martin Parr, Moose 
Peterson, Annie Griffiths, 
Lindsay Adler, Chris Burkard 
and Gordon Buchanan 
gracing the Super Stage.

The show also puts the 
latest kit from the leading 
brands under the spotlight, 
alongside demonstrations  
and inspirational talks and 
masterclasses from experts. 

There’ll also be numerous 
opportunities to practise your 
skills and put new tech 
through its paces. 

Budding filmmakers, 
professional videographers, 
vloggers and online content 
creators can also, for the first 
time, check out the Video 
Show. This accompanying 
event offers you the 
opportunity to build on your 
knowledge of all aspects of 
moving image production. 

Other highlights acrOss the 
shOws include:
• The Great Outdoors Stage: 
Covering landscape, wildlife 
and nature photography with 
tips on setting up dramatic 

time lapse, to the tech and 
skills needed for macro shots.
• Editing Suite: Sessions 
looking at basic retouching, 
adding effects, and what’s 
possible with the editing 
software out there across  
all skill levels.
• Photo Live and Video Live 
Stages: Exciting practical 
demos focusing on a range of 
technical applications, from 
lighting and flash use, to 
shooting action including 
dance and sports.
 • Wedding & Portrait Stage:  
A variety of sessions from 
looking at how to tackle 
weather challenges on 
someone’s special day to 
capturing the essence of 
emotion in a family portrait.
• In Motion and Behind the Lens 
Theatres: Discovering how  
to produce engaging 
photography and video 
content, refining technique 
and embracing creativity.
• Social Stage: Insightful 
seminars on mastering 
YouTube, Facebook and 
Twitter and how to get seen  
by millions.
• Drone Zone: Exploring  
the best tech for aerial 
photography and film.

In short, there’s plenty to see 
at The Photography Show and 
The Video Show at the NEC. 
Don’t miss it!
Visit www.photographyshow.
com to book and find out more.
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There are opportunities all year round to explore the latest 
tech, see great work and meet with like-minded professionals

FAIRS & FESTIvALS

16-19 mARcH  

The Photography Show
Birmingham NEC, UK
The UK’s largest photo show with a big 
name line-up and unmissable sessions 
for professional photographers (see 
details below). 
 
14-17 mARcH  

The Other Art Fair
Victoria House, London, UK
Presented by Saatchi Art, The Other 
Art Fair is the UK’s leading artist 
fair to discover and buy art directly 
from the very best emerging artistic 
talent. With bi-annual fairs strongly 
established in London, The Other  
Art Fair has grown both in the UK  
and abroad.

 
11-13 APRIL  

World Press Photo
Amsterdam, UK
The annual photo contest rewards 
photographers for the best single 
exposure pictures contributing to 
the past year of visual journalism. 
Whether entered as singles or stories, 
these pictures are judged in terms 
of their accurate, fair, and visually 
compelling insights about our world. 
 
16-19 mAY  

Photo London
Somerset House, London, UK
Photo London was created to give 
London an international photography 
event befitting the city’s status as  
a global cultural capital. Now in 
its third edition, Photo London has 
established itself as a world-class 
photography fair and as a catalyst 
for London’s dynamic photography 
community. From the capital’s major 
museums, to its auction houses, 
galleries large and small, right into 
the burgeoning creative communities 
in the East End and South London, 
Photo London harnesses the city’s 
outstanding creative talent and 

brings together the world’s leading 
photographers, curators, exhibitors, 
dealers and the public to celebrate 
photography, the medium of our time. 

24 mAY - 29 juNE  

Blast!
Sandwell, UK
Blast! is a festival of photography, 
talks and walks that will take place 

over six weeks across the six towns of 
Sandwell and welcomes Magnum’s 
Martin Parr and Erik Kessels amongst 
their speakers. 

 
SEPTEmbER  

Visa Pour l’Image
Perpignan, France
A rendezvous for photography 
lovers, and hub for pitching 
photographers and scouting 
photo editors, Visa pour l’Image 
in the south of France is the 
largest international festival of 
photojournalism; every September it 
brings thousands of visitors together 
in Perpignan around a shared 
passion for photojournalism. You’ll 
find talks, exhibitions and workshops 
at this respected event. 

1 juLY - 22 SEPTEmbER  
Recontres d’Arles
Arles, France
Back in 1970 photographer Lucien 
Clergue, author Michel Tournier, 
and a historian named Jean-Maurice 
Rouquette joined efforts and  
founded an international photography 
festival, the Rencontres d’Arles. 
The festival gained notoriety 
for programming only new and 
unpublished work and being  
a springboard for young and 
untalented artists. More than 50 
exhibitions are held in various 
locations around the town; some of 
which, like old chapels or industrial 
buildings, are usually closed to   
visitors and are specially staged for  
this ev ent.  

The Photography Show
Birmingham NEC, Birmingham, UK

16-19 mARcH

The UK industry’s biggest show of the year, 
The Photography Show returns to the NEC in 
Birmingham, from 16-19 March 2019. 

It’s full to the brim with everything a 
photography enthusiast could possibly dream 
of, including the latest technology from all 
the leading brands, demos of the latest kit, 
conference sessions, and a complete range of 
talks and seminars guaranteed to meet your 
needs, whatever your level. The Super Stage 
will play host to some of the best-known 
photographers of our time, including Pete 

Souza, Martin Parr, Moose Peterson, Annie 
Griffiths, Lindsay Adler, Chris Burkard and 
Gordon Buchanan. It’s a rare opportunity to 
hear first-hand about their career experiences, 
their inspirations and how they got to where 
they are today.  

Budding filmmakers, professional 
videographers, vloggers and online content 
creators can also, for the first time, check out 
the Video Show. This accompanying event offers 
you the opportunity to build on your knowledge 
of all aspects of moving image production. 
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AGENDA

What thoughts ran through your head when you 
first took on the curation of this exhibition? 
KF: Black Box Projects does not keep a permanent 
gallery space; instead we source spaces to suit the 
needs of the artist and each exhibition. So my first 
thought was that I wanted to give this work a gallery 
space that allowed it to breathe, and an environment 
that would not compete with the texture, colour and 
scale of the pieces in this series. We needed a big 
contemporary space.  

Liz Nielsen has been widely exhibited in Paris 
and New York and is an established name in those 
markets. The work presented in ‘The Arrival’ is bold, 
intricate, large-scale and the process is complicated 
and mind boggling to fully comprehend. The works 
must be encountered to be understood, and we 
wanted to create this exhibition in a space that allows 
for this encounter and discovery.  

How long did you spend pulling it together?
KF: We began planning this exhibition a year ago.  
The work was created by the artist during a residency 
in southern California in late spring/early summer 
2018. When seeing the entire body of work that came 
out the artist’s time in California, it was clear which 
works would be the key pieces in our upcoming 
exhibition. We have spent the last few months fine-
tuning the collection so we can fully tell the story of 
this artist, her process, and her evolution.  

What’s been an unexpected joy? 
KF: In this body of work, Liz has introduced new 
ways of lighting and exposing her multi-layered 
photograms, resulting in unexpected textures and 
gradients of colour. The early planning stages of this 
exhibition was done from images of the work on  
a computer screen, so when the works finally arrived 
in London and we unwrapped the pieces, it was such 
a thrill. These pieces are something incredible to 
behold and viewing them for the first time was  
a truly exciting moment. We went into this exhibition 

knowing that the work Liz created would be good, but 
we were not fully prepared for just how special these 
pieces would be to behold.

What were the biggest challenges?
KF: The editing. There are so many fantastic works 
that narrowing it down to a concise number that tells 
the story of Liz’s practice was the biggest challenge. It 
is a good problem to have!  

What’s your favourite image and why?
KF: My favourite work in this exhibition is ‘Mountain 
Jewels’. It’s a large-scale abstraction of mountains 
in saturated jewel tones, heavily abstracted shapes 
that seem to dance across a crisp white background. 
There’s a dynamic energy to this work and the 
depth of colour and texture are unreal. This piece 
captures the artist’s gift of creating seemingly simple 
and satisfying compositions, which upon closer 
inspection are actually multi-layered, rich in detail 
and complicated in its execution. 

What have you learned about the photographer?
KF: Liz Nielsen is an artist that is not afraid to 
experiment and take risks in her practice. I have 
worked with this artist for only a short time, and the 
evolution I’ve witnessed in her work over the past 
three years is nothing short of extraordinary. This 
is not an artist who will rest on her laurels: she is 
constantly experimenting and reworking her ideas. 

Why should people go and see the exhibition?
KF: Liz Nielsen is a master of cameraless-photography 
and a pioneer of the contemporary colour photogram. 
You may have seen her work previously, but this new 
body of work elevates this artist to the next level, 
and challenges all ideas of what a photogram and 
photograph can be. Not an exhibition to be missed. 

‘The Arrival’ is at Black Box Projects, 10 Hanover Street, 
London W1S 1YG, from 1-10 March.
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[Right] Cool Mountain 
Path, 2018 Analogue 
Chromogenic 
Photogram on Fujiflex, 
unique, by Liz Nielsen

Ask thE curAtor
‘The Arrival’ at Black Box Projects is the first UK solo exhibition by 
contemporary artist Liz Nielsen. Kathlene Fox-Davies, co-founder and 
director of Black Box Projects, discusses how she approached its curation, 
and the challenges and unexpected joys she faced along the way
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Naresh Ramchandani
reveals how creativity can inspire  

a sustainable life

How we do tHe 
green tHing
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am privileged to be one of the people 
who runs a non-profit public service called 
Do The Green Thing. We use world-class 
creativity to inspire as many people as 
possible to live more sustainably, and have 
done so for 10 years. 

Humanity is heading towards a precipice, and we 
know what to do to save ourselves, which is to tone 
down our many shades of rampant consumerism. 
But it’s an everyday struggle to do it, because the 
consequences are not on our watch, and the ones that 
are on our watch are not on our patch, and because 
right here right now we are presented with so many 
cool, indulgent and frankly tempting ways to be 
unsustainable, made delicious by innovation.

So our approach is to use the same invention, 
design and communication that makes 
unsustainability so desirable, and use it to make 
sustainability just as attractive. 

That’s the Do The Green Thing theory. Our 
flag is ‘Creativity vs Climate Change’, and we 
wave in various ways. Perhaps our biggest creative 
endeavour is to bring humour and its sibling, charm, 
to climate change communications. Climate change 
communication often wears its gravity and panic 
heavily: the need to scream produces a scream. 

And while there’s nothing funny about global 
warming, a film that parodies our laziness in taking 
energy-greedy lifts, a poster that compares feet 
favourably to cars, another that asks you not only to 
cycle to work but to cycle back too; these and many 
other Do The Green Thing films, posters, poems 
and stories all bring a lightness to climate change 
communication that in our view is needed. 

Seriousness works on a global level. But on an 
individual level seriousness can debilitate. It can 
cause us to feel there’s nothing meaningful we can 
do. So we do nothing. But as long as humanity’s 
optimism remains, lightness has the magical effect 
of helping us to look up, look out, smile and try 
something. To take that step. In a soft but powerful 
way, lightness drives action.

Lightness can nudge us to act, but sometimes 
it takes more than a nudge. Sometimes delightful 
creativity needs to come at the end of a massive 
kick in the behind to the industries, companies, 
institutions and traditions that make it so hard for us 
to behave sustainably. We do it daringly.  

We’ve dared to compare drivers’ rights 
organisations to the self-interested bullying of gun 
lobbies. We’ve dared to ask environmentally inclined 
music festivals why they insist on serving meat. 

We’ve dared to challenge Hollywood to wake up to 
its cultural power, to stop screening consumption 
gorge-fests and to usher in green actions into the 
margins of its films, just as it helped to usher out 
smoking. We’ve provoked or invoked Mercedes-
Benz, Kate Moss, Universal Pictures, Steve Jobs, and 
even Santa Claus. Always with charm, because we’re 
not activists; always with a view to disarming the 
damaging spell they weave over the consumers.

Maybe this trait has harmed our ability to 
get funded, and stopped us getting long-term 
arrangements with brands and media to distribute 
our content. But it means we have the independence 
to make our work as sharp and brave as it can be.

Our central creative quality has been our 
resourcefulness. In a resource-scarce world, much 
of our work has been creatively resourceful, starting 
with something old and having the imagination and 
freedom to turn it into something new.

The freedom to take old hangers and old wine 
glasses and combine them into new vases. The 
freedom to call for thousands of single gloves left on 
buses, trains and theatres across London, and turn 
them into low-cost, low carbon-cost pairs called 
Glove Love. The freedom to reinvent the online 
Christmas card as an anti-useless-gifting service, 
Ungifted, allowing you to pledge your valuable time 
to a friend in place of useless scented candles.

We ask a far-reaching and ever-widening circle 
of inspiringly talented and committed collaborators 
to help us on a more or less voluntary basis. The 
Paula Schers and Sir Quentin Blakes of this world, as 
well as the hundreds of brilliant thinkers, designers 
and communicators who have worked with us to 
create wonderful pieces of persuasion. With their 
efforts, Do The Green Thing has made ‘Creativity 
vs Climate Change’ a realised idea. Together, our 
shades of creativity deliver this one message. That 
when you take away consumption, there’s no need for 
deprivation – for a devoid and empty life – because 
you can fill it many times over with imagination.

As long as humanity’s 
optimism remains, lightness 
has the magical effect of 
helping us to look up, look 
out, smile and try something.

i
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Making ethical purchase decisions can be tough when the only 
information comes from the brand you’re buying into. Meet 

to the pioneers attempting to turn the tide... 

Poor old millennials: maligned for their 
#shamelessselfies, their avocado toast, their general 
persistence in existing and need to rapidly tweet 
about it. But one thing that unites them is a trait that 
surely none of us can vilify: they, for the most part, 
actively want to buy and consume more ethically.

The ethics are centred around a few basic tenets: 
how good (or bad) the brand’s production is for the 
environment; how that production affects people 
(from those on the production line or factory floor, 
to the consumers themselves); and, more abstractly, 
how moral the brand is in its actions. 

And now that brands are savvy to consumers’ 
increasing concerns around such issues, they’re 
loudly shouting about their apparent ethical 
credentials – often, however, with rather opaque and 
occasionally shaky foundations.

Brands pushing ethics for sales alone, of course, 
isn’t truly ethical. James Cartwright is a writer and 
the editor of Weapons of Reason, a magazine from 
design agency Human After All, which looks at 
global issues including food, power and megacities. 
According to Cartwright, a truly ethical brand is one 
committed to sustainability through all points in its 
supply chain – from product sourcing to distribution, 
“not using a ridiculous air freight system that has  
a massive carbon footprint,” and with all those 

involved being paid and treated with the same rights. 
In short, “making sure it’s not having an impact on 
the planet, ecosystem or the people creating it.”

But how often do brands really match up to these 
ideals? “A lot of people are saying they’re ethical 
or sustainable, but they commit to things in very 
abstract terms,” says Cartwright. “Not many people 
are doing it in a way that’s meaningful.” The biggest 
changes he’s seen are on an individual, not brand 
level, such as the move away from using plastic straws. 

Roberta Lee is a stylist who found sifting through 
ethical claims in fashion brands so arduous that 
just over a year ago she set up the Ethical Brand 
Directory, which meticulously vets brands and offers 
advice on issues such as sustainability before listing 
them on her site. “We ask what they’re doing and 
what they’re not doing,” says Lee. “If we don’t have 
enough information on their view on ethical trading, 
their sourcing or their production, I’ll speak to them 
in person and make recommendations.”

dressing to impress
Like many of those we’ve interviewed for this piece, 
Cartwright points to clothing brand Patagonia as the 
“benchmark” when it comes to ethics. That’s thanks 
not only to the way they produce their clothes, but 
how they engage with them even after they’re sold. 
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[Below] AmaElla 
founders Julie 
Kervadec and Lara 
Miller [pictured] 
believe their lingerie 
brand benefits from 
taking 

Consumers buy products 
before they’re made, 
which are then produced 
in batches, so there’s no 
waste or unsold products.

Customers can take back worn items to be repaired, 
free of charge, and gain extensive guidance on how 
to mend clothes to better ensure they last as long as 
possible. Also, through its Worn Wear programme, 
Patagonia buys back gently used clothing from its 
customers and resells them on its accompanying 
website. The brand also commits to a programme in 
which employees can take time off, unpaid, to work on 
ecological projects near where they live.

The recent wave of ethical start-up brands is also 
leading to some innovative new business models. 
Lingerie brand and social enterprise AmaElla 
was founded by best friends Julie Kervadec and 
Lara Miller in 2016 to champion ‘slow fashion’ – a 
term coined by Kate Fletcher, an ecological design 
consultant, in 2007. AmaElla works only with ethical 
fashion manufacturers and 100 per cent organic 
cotton. Perhaps unsurprisingly, its customer base 
is skewed towards those already aligned with such 
concepts as organic food, yoga and mindfulness.

In summer 2018 AmaElla began selling using an 
on-demand model: consumers buy products at a 
discount before they’re made, then those pre-orders 
are pooled and produced in batches. Sure, orders take 
longer to arrive, but this bold approach means there’s 
never waste or unsold products. “We want to be the 
opposite of fast fashion,” says Miller. “It doesn’t make 
sense to our sustainable and ethical ethos to produce 
things if we don’t know whether they’re going to sell. 
Obviously it’s quite a different business model. People 
will need time to get used to it, compared to the 
instant gratification of next day delivery.”

getting better all the time
At the rather high end of things, Stella McCartney (like 
the rest of her family), has long been an advocate for 
environmental issues. The brand recently launched its 
new Loop sneakers, designed with the aim of reducing 

the use of glue in fashion. It’s in-keeping with the idea 
of circular product design by using hooks and special 
stitching to replace conventional gluing methods. 
This means each shoe can be fully dismantled, and all 
its components are fully recyclable. 

A company with a similar outlook is Nashville-based 
clothing studio Elizabeth Suzann, whose founder 
Elizabeth Pape published a comprehensive blog post 
entitled ‘Money Talk’ that details through words, 
numbers and charts exactly why and how her garments 
are priced. (For context, sweaters retail at around $285, 
tees at $145 and trousers at around $245).

In the piece, she discusses how, in recent years, 
low-cost retailers like H&M and Primark have 
shifted what consumers view as a fair price for an 
item; though while prices have dropped, the costs of 
producing clothes has not. 

Pape writes that $10 jeans and $1.90 camisoles can 
only exist through such shortcuts as “cheap fabrics 
produced in mills with dangerous conditions; the 
use of harmful, toxic synthetics; the mishandling of 
chemical waste and utter disregard for regulations; 
the rampant exploitation of labour and weak auditing 
systems in garment factories – both overseas and 
domestic; unspeakable working conditions; unlivable 
wages; child labour; health hazards and a general 
disregard for human life.”

reduce, reuse, repurpose
What this all boils down to is the concept of value: 
what we see as valuable, and what price we place on 
that value. Few of us could likely afford to buy her 
clothes all the time, but we probably could consider 
buying less, and thinking more about what we do buy. 

Cost doesn’t predicate the enjoyment we receive 
from an item, or indeed indicate that said item will 
last longer. Pape has also cannily tapped in to a new 
drive for brands to be genuinely transparent. In the 
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fake news era, it makes sense that we want to seek out 
simplicity and transparency where we can.

Of course, Stella McCartney and Elizabeth Suzann 
come at the pricier end of ethical fashion, but those 
looking to engage with fashion on a slightly smaller 
budget are in luck – it’s not that hard. Just buying 
second-hand from charity shops makes a difference, as 
does mending clothes rather than buying more. It’s also 
worth doing a little research on brands before you buy, 
which apps can help with. Good on You, for instance, 
is an ethical shopping app that offers ratings on ethics, 
sustainability and fairness for brands.

One fashion name that comes high on the list of 
both ethics and originality is Laura Zabo, a brand 
that creates footwear, belts, bags, dog collars and 
more from recycled tyres. Its eponymous founder was 
inspired to do so in Tanzania, having spotted some 
bright handmade sandals at a Maasai market that 
were made entirely out of repurposed car tyres. 

Zabo’s processes are all eco-friendly (no toxic 
glues here); her packaging is all repurposed (ie, used 
boxes); her materials are all vegan and almost entirely 
recycled. When she has to buy new parts, such as 
buckles, she’s conscious to source them locally and 
responsibly. Zabo still undertakes a large part of the 
fabrication herself with a small team in east London, 
and also runs upcycling workshops. 

“I want to inspire people to start crafting and  
enjoy creation,” she says. “That helps to change 
people’s lifestyles. I hope that people will slowly 
realise they don’t have to go to H&M – they can make 
something themselves. I love showing what we can 
make from waste, especially since few people wear 
tyres for fashion!”

Speaking to the ebullient Zabo, it’s clear this isn’t 
just about making accessories – she’s a woman on a 
mission. “With social media, we’re finally seeing all 
the damage we’ve caused. People are registering it 
more now.” She aligns this increasing awareness with 
the rapidly growing number of people going vegan 
(2018 Vegan Society research showed a whopping 350 
per cent increase in people “identifying as vegans” in 
the UK compared to a decade ago). 

While it could be argued that this is largely down 
to factors such as the wellness trend and toned 
Instagram influencers grinning over meticulously 
arranged acai bowls, it’s likely that a considerable 
number of those now avoiding animal products in 
their diets would also like to avoid them in their 
fashion and beauty products, too.

blue ocean strategy
Another brand born of a somewhat exotically sited 
revelation is CanO Water, which was founded a couple 
of years ago as an alternative to plastic bottles “after a 
trip to a remote island opened the eyes of three close 
friends,” according to the brand. 

As the name suggests, this is literally just water 
in a can, but it’s claimed that “the aluminium can is 

[Above] Stella 
McCartney’s Loop 
sneakers use clips,  
not glue, for a 
detachable sole. 

Many of those avoiding animal 
products in food want to avoid them in 
their fashion and beauty products, too.

the only package that more than covers its recycling 
costs, helping to finance the collection and recycling 
of other materials such as glass and plastic.” That 
sounds a lot more palatable that using plastic, for sure: 
approximately 8m tonnes of plastic end up in the ocean 
each year, according to stats provided by CanO Water.

Their green credentials – and likely, the slick, 
monochrome branding created by co-founder 
Perry Alexander – have certainly served the brand 
well. The designs are minimal: black for sparkling, 
white for still, with a simple serif font arranged both 
vertically and horizontally against a teardrop device 
for the typographic mark. 

The typefaces are Myriad and Myriad Pro Light, 
again chosen for their simplicity and neutrality. 
CanO Water has gone on to sponsor London Fashion 
Week and supply glitzy events like the Oscars and 
Vanity Fair parties.

A less cool, but arguably more wide-reaching H20 
prospect, is One Drinks, an ethical beverage brand 
that uses its profits to fund sustainable water projects 
around the world. 

Thus far, it claims to have raised £17.4m for 
sustainable water projects and provided clean, 
safe water to more than 3.3m people in the world’s 
poorest communities. 

At the other end of the water works, as it were, 
Who Gives a Crap is a toilet paper brand created 
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entirely with environmentally friendly materials that 
donates 50 per cent of its profits to help build toilets 
for those in need. To date, it’s donated more than 
$1.2m to charity. 

the greenwashing problem
From couture to crap, it’s clear that brands from 
across the board are now more than ever aligning 
themselves with ethical promises. Even restaurant 
chain McDonald’s – often seen as the red-haired, 
grinning face of corporate greed – is phasing out the 
use of plastic straws.

Certain policies, however, are about as transparent 
as our poor polluted oceans. ‘Greenwashing’ is a term 
used to describe companies that make concessions 
to certain environmental or ethical ideas but without 
any real clout. 

“We’re definitely entering a space which is harder 
for consumers to know who’s telling the truth,” says 
Lee. “A lot of brands have realised they’re missing 
out on the ethical consumer market, so there’s a lot of 
greenwashing going on.” 

A large clothing brand, for instance, might 
introduce a single organic or conscious range, as 
“that’s cheaper than addressing the whole line and 
changing their suppliers,” says Lee. “It makes it really 
difficult for smaller independent brands to compete, 
as they don’t have the same big marketing budgets, 
and so, can’t reach as far.”

Zabo is understandably excited at the recent 
proliferation of smaller ethical brands emerging, 
but echoes that it’s up to big brands to step up and 
seriously reconsider their sustainability efforts. 
“They’re still the leaders, so they need to make big 
changes. My audience is obviously much smaller, and 
I hope to inspire change, but I just can’t reach as many 
people as a brand like Adidas. The biggest shift we’re 
going to have to see is when they start to create more 
ethically – not to drum up good PR, but because they 
see the wider good in doing so.”

certified standards
Cartwright’s advice for anyone to start buying and 
consuming more ethically? “Take time to do your 
research,” he says. 

“The difficulty about being ethical in the way you 
shop or consume is that it’s not made easy. People 
don’t openly put information about their supply chain 
out there, so if you’re really concerned, it takes time 
to do the groundwork. That can get old quick, and it 
makes shopping more laborious.”

A good place to start is looking out for Fairtrade 
stickers. The Fairtrade foundation works directly 
with businesses, consumers and campaigners to 
“make trade deliver for farmers and workers,” and the 
Fairtrade mark is a registered label for items sourced 
from producers in developing countries that are 
certified in accordance with Fairtrade standards.  
But Cartwright warns that while it’s a great start, 

Fairtrade can be seen as a “little limited in its 
commitment. It’s like a baseline”. Even better is to 
look for B Corporation certification, which denotes 
products that “meet the highest standards of verified 
social and environmental performance, public 
transparency, and legal accountability to balance 
profit and purpose.” 

Those listed include Innocent Drinks, Patagonia, 
organic body care, food brand Dr. Bronner’s 
and Portland-based Grand Central Bakery. The 
B Corporation website has a handy searchable 
directory, too. 

“If you care about it, read around it,” says 
Cartwright. “Then, it’s easy to make different 
decisions, but it’s also easy to be sucked in by brands 
who want you to think that they’re doing things better 
than they actually are.” 

It’s not all doom and gloom though – if we’re to 
take a leaf out of Zabo’s book, that is. 

“If I can create fashionable items from tyres – such 
an ugly piece of rubber – it proves that you can make 
beautiful things from any form of waste. It gives you  
a totally different, eco-conscious perspective, and 
makes you think twice about what you throw away 
and how you create. It’s really just about finding a new 
way of thinking in terms of what to buy, how to buy 
and how we view our waste.” 
Emily Gosling

[Above]  
Patagonia’s Worn 
Wear programme 
recycles garments 
beyond repair.

“If you care about it, read around it,” 
says James Cartwright. “Then, it’s easy 
to make different decisions.”
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 ROUNd TABLE

dOES wAR 
PHOTOGRAPHY 
GLAmORISE cONFLIcT?
Are some situations so horrific that to create beautiful images from 
them becomes unethical? This debate, organised by Canon at the 
opening of a recent Nachtwey retrospective at Milan’s Royal Palace, 
asked eight experts to share their views.

At the opening of a recent Nachtwey 
retrospective at Milan’s Royal Palace, 
curator Roberto Koch invited eight 
photojournalists from around Europe 
to discuss the issue. He wanted to know: 
is beauty in an image detrimental to 
conflict coverage, or can documentary 
photography benefit from looking good? 
And indeed, are there wider-reaching 
risks or benefits from showing people 
multiple views of war zones?

Joining the discussion were Canon 
Ambassadors Alvaro Ybarra Zavala, 
Carolina Arantes, Daniel Etter, Ilvy 
Njiokiktjien, Magnus Wennman, Paolo 
Pellegrin, Mashid Mohadjerin and 
Simona Ghizzoni. Here we present an 
extract from this fascinating debate...

James Nachtwey has spent more than four 
decades documenting conflicts, disasters and 
disease across the planet. He and other war 
photographers risk their lives to bring us images 
of conflicts and reveal the reality of global 
suffering. But when those images become 
aesthetically pleasing, is the industry crossing the 
line? Are we glamorising war unnecessarily?
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It’s oversimplifying 
if you think that an 
ugly image, that 
isn’t well composed, 
is more honest.
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Do you feel that the aestheticisation 
of war photography and documentary 
photography is problematic? Or does 
it help make certain issues more 
acceptable to the viewer? And does this 
have any impact on your work?

Ilvy Njiokiktjien: I actually had  
a situation at the beginning of the 
year where I took a portrait of  

a family who were fleeing their home in 
South Sudan, and I used lights when  
I photographed them. The shot had  
a glamorous look to it, somehow. 

It wasn’t intentional – I just put the 
whole family together and took this 
picture – but it caused a big discussion 
in the Netherlands because it ended 
up on the front page of the main 
national newspaper, and people said the 
photograph was too aestheticised to show 
how dire the situation is in South Sudan. 

Although I tried to participate in this 
discussion, I never really understood the 
major issue, because I think this picture 
reached a lot of people, and it was part 
of a series of pictures that did show the 
situation in South Sudan.

Mashid Mohadjerin: I think the 
problem is that people expect you 
to show misery in a horrifying, 

terrible way, whereas in most remote and 
desperate situations, there’s also so much 
beauty. It’s there already – we don’t put it 
there. But people feel it’s a contradiction 
to see beauty and war together, so it’s not 
always accepted. 

It’s difficult, because sometimes  
I catch myself looking for a more horrible 
situation than the one I’m looking at, and 
it doesn’t make sense to make it look worse 
than it actually is.

Paolo Pellegrin: I think in the 
Western artistic tradition, beauty 
is what we have as the first layer. 

We see things through beauty, so beauty 
connects us to subjects. 

Form and shape and composition are 
the tools that we have as photographers 
to try to convey meaning. So I think that 
trying to make the best possible image 
not only honours photography, it also 
honours the subject. I’m always a little bit 
uncertain and uncomfortable when I hear 
the accusation: ‘It’s too beautiful.’ Too 
beautiful compared to what?

The other key point is what Mashid was 
saying. One of the mysteries of life is that 

any photographer contesting the fact 
that a beautiful photograph could be 
a good photograph. It comes from the 
world of art criticism.

Mashid Mohadjerin: There’s also 
the issue of the kind of images 
that come out of certain places. 

For example, photographers are still 
taking stereotypical images that feed the 
misconception that the whole continent of 
Africa is hungry and at war. 

We need to think about how we can 
show the other side of certain places, such 
as countries in the Middle East or Africa – 
perhaps the happy side, perhaps the other 
things that are happening, as opposed to 
only showing the miserable side.

Ilvy Njiokiktjien: This came out 
of a colonialist way of thinking, 
back when all photographers 

came from the United States or Europe 
and went to far off, exotic places to take 
pictures that would shock the audiences 
back in their home towns. 

Unfortunately, I think we still have  
a little bit of that view when we go to 
certain places. We go to Sudan or to 
Somalia, and we think we have to show 
what we ‘already know’ about that place.

Daniel Etter: Yeah, people end up 
reinforcing the stereotype. But 
thankfully, I think there is 

counterbalance by local photographers.

there is beauty in tragedy. It’s not only 
one thing. Beauty can exist in an act of 
courage – when you feel the human spirit 
wanting to overcome a situation. 

I’m never offended by so-called 
beautiful images. I simply think, ‘the 
photographer made the best effort to 
produce an image that was worthwhile’.

Ilvy Njiokiktjien: Yeah, it’s 
oversimplifying if you think that 
an ugly image, or an image you’ve 

taken very quickly, which isn’t well 
composed, is more honest.

Alvaro Ybarra Zavala: I think 
beauty is a great way to confront 
stigma and prejudice, such as 

Islamophobia. Photography can show the 
beautiful side of stigmatised topics.

I don’t think photographers started this 
debate about beauty. I haven’t heard of 

Dutch Canon Ambassador Ilvy Njiokiktjien says one of her recent photographs – of a family who were fleeing South 
Sudan in March 2017 – provoked debate in the Netherlands for looking too glamorous.
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You have to read up 
on the story. And 
that can be hard 
when you get really 
fast assignments. 

Ilvy Njiokiktjien: Yes, but is their 
work being shown that much?

Daniel Etter: It’s not being shown 
enough, but it exists.

Paolo Pellegrin: At the same 
time, we do have to show the 
news. I mean, there are horrible 

situations going on – for example, in 
South Sudan now – so are we not going 
there to show that? I think it’s very 
important to cover that news.

The main thing is that we need to be 
respectful. I think that’s something  
that also comes with the beauty that  
we’re showing. Also, you have to know 
the story; you have to read up on the story. 
And that can be hard, because sometimes 
you get really fast assignments. But it’s 
important to know what you’re doing.

Do any of you set out to create shocking 
images, in order for your stories to have 
stronger impact?

Magnus Wennman: No, not 
shocking. I mean, when you do  
a story, you have to find the best 

way to make the viewers understand it, 
and take it to their hearts. But that  
doesn’t have to be done with shocking 
imagery – it can be done with compassion 
and respect, by showing people images 
that they can relate to and understand. A 

very quiet image can feel shocking to you 
if you can relate to it. 

Paolo Pellegrin: When I think 
about the history of conflict 
photography, it’s not the 

graphically shocking images that have had 
the greatest impact. It’s the images that 
have a quieter way of telling a story and 
connecting emotionally with the viewer. 
Blood doesn’t really work. You look at it, 
and you’re shocked, but that’s it, I think.  
The images that have impact have a more 
human connection, always.

Carolina Arantes: I think it’s  
a delicate issue. I find James 
Nachtwey’s images very shocking, 

for example.

Paolo Pellegrin:  
You do?

Carolina Arantes: They’re very 
strong, and sometimes it hurts to 
look at them. But I think the 

ethical standpoint behind the images 
absorbs the shock, to an extent. 

His image of the bodyguard saving the 
Syrian boy in Greece, for example, was 
a shocking image for me – but it’s quite 
poetic too, and it has an ethical position. 

But beautiful or not, shocking or not,  
the question for me is: are the images 
really working? How can photography  
be effective in the current, messed-up 
global situation?

And do you have an answer to this 
question?

Carolina Arantes:  
No, I don’t.

Simona Ghizzoni: Let me return 
the question to you, Roberto: as 
the curator of Nachtwey’s 

exhibition, what’s your opinion?

 I think the main point is that the work 
by James is characterised by an ethical 
mindset. In that sense, his work is a 
good example of how a single image can 
have an impact by making people ask 
questions. I always thought that a good 
image should raise questions instead of 
giving an answer, because there’s never 
an answer.

Daniel Etter: I think the real 
beauty of photography is that, in  
a sense, it’s unfinished. You 

present your thoughts, your ideas and 
your emotional reactions. But then each 
time, the story is completed by the eyes of 
the viewer. So an image only really exists 
when it is seen, and each time it is 
perceived in a different way. 

I think that’s a beautiful idea, because 
it means that it’s not about you and the 
subject – there’s also this vicarious  
entity, the viewer, who is part of the 
moment of creation.

Another crucial element is that 
these photographs are documents. 
The shocking, the not-shocking, the 
silent, the colour, the black and white – 
these documents can be used to collect 
memories of history, but also to ensure 
accountability. And I think, ultimately, 
that’s the most important thing. 

The form, the shape, and how it’s done 
may differ, but at the root, documentary 
photography is a record of things that 

Should documentary photographers in conflict zones aim to show suffering? Or should they aim to paint a realistic 
picture of life there, whatever that looks like? Does a negative approach end up reinforcing outdated stereotypes?
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we do to each other. And I think that’s 
a pretty big thing, to be engaged in the 
creation of these documents.

Alvaro Ybarra Zavala: I think 
the strength of Nachtwey’s work  
is that it opens up questions  

about who we are, what we are like as  
a species, and why we’re returning and 
making the same mistakes, generation 
after generation.

Do you think a good photograph  
could be defined as good because of its 
necessity? Can it be powerful because it 
helps us to understand something, and 
because no other kind of document, or 
any other visual expression, could have 
the effect of that photo?

Alvaro Ybarra Zavala: 
Absolutely. Imagine a world  
with no photographers. And while 

there are ethical questions associated with 
shooting somewhere that’s foreign to you 
as an outsider [because you risk bringing 
your preconceptions of a place into your 
photographs], it’s always worth the effort 
of creating those documents. Otherwise 
we could all be left in the dark, and that 
would be very dangerous.

Do you think the manipulation and 
scandals that have been created using 
photography have had on negative 
effect on the trust people can have in 
imagery in general? 

Ilvy Njiokiktjien: My boyfriend is 
not in the photography business, 
and I asked him: ‘Do you think 

it’s really affecting how people perceive 
photography?’ And he was like: no one 
cares outside your circle. 

Mashid Mohadjerin: Right, it’s 
mostly photographers. It’s a huge 
discussion within our world. If  

I look on my Facebook timeline, to me it’s 
the discussion of the day. But then you ask 
someone else, and they’re like, ‘Whatever’. 
But that doesn’t mean that we don’t have 
to respect those rules.

Alvaro Ybarra Zavala: Yeah, 
exactly. Despite what the outside 
world thinks, ethics are deeply 

personal. It’s the cornerstone of our 
endeavour to respect these rules. And as  
a viewer, as a reader, when I see your work 
I want to know or feel that what I’m 

looking at has not been manipulated, it 
hasn’t been cropped, it’s not the result of  
a shortcut. I feel that I need that as a viewer. 
And I think if we lose that, then in a sense 
we lose everything.

Did you ever think about creating  
a journal or writing a blog to affirm  
your position or tell your stories  
together with your picture? Or is this 
something that you think you could leave 
to a journalist or writer who accompanies 
you during the stories?

Magnus Wennman:  Yeah, 
definitely. I think it’s important to 
put the images that you publish – 

for example, on your Instagram or your 
social channels – into context; to write 
accompanying text for your image. 

For me, it’s very important to place 
the image in a context, to have people 
understand the story behind the image.

Paolo Pellegrin: I originally 
trained as a journalist, and  
I’ve written for newspapers as 

well. I think many images reflect back on 
you yourself, and so are something you 
naturally would write about yourself. 

You want to express a deeper level of 
that image and what it means to you, 
and what it means for the people you 
photographed. Somebody else could 
express that, but naturally you’re going to 
be the best person to do so.

Carolina Arantes: For me, it’s 
really difficult to narrow down my 
thoughts to those few lines that 

you can put online. And I struggle with 
that. It also might have something to do 
with the fact that I’m trying to write  
a PHD, which is way too many thoughts!

To me, it’s just about narrowing things 
down and simplifying what you were 
talking about. This is a big challenge, 
especially when it goes through social 
media. It’s really challenging to say just 
two words or two lines about something 
that you’ve been covering.

Ilvy Njiokiktjien: We have so 
much information now; not only 
pictures but information in 

general, that we cannot really comprehend 
everything in depth. 

We are putting out so much information 
that we need to be very, very fast. But  

It’s important to put 
what you publish 
into context; to write 
accompanying text 
for your image. 

Visitors look at James Nachtwey's photographs of Romanian orphans, taken in 1990. Is there is an ethical risk of 
romanticising people's suffering in our work as photographers?
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in the end you’ll also have more time. 
Because you need a lot of free time to 
digest what you’ve been photographing, 
especially when you’re working on long-
term projects.

Carolina Arantes: We live in  
a moment where there are more 
images being taken. But at the 

same time it’s a moment when more 
images are being destroyed.

Paolo Pellegrin: Print, print, 
print everything, guys! The 
stories are the people that we 

photograph; they are the ones that need to 
be remembered. Not us.

We’re behind a camera. And 
we don’t always know what we’re 
photographing. There are a lot of debates 
in our community about fakeness and 
manipulation, but I don’t think there’s  

I’m old fashioned, so it’s really frustrating, 
and I understand what you mean. 

Alvaro Ybarra Zavala: I’m even 
more old fashioned, and I don’t 
have a social media presence.

Mashid M: There is this very fast 
moment of sharing, sharing, 
sharing, and then you have 

long-term, very deep narratives, and we 
are lacking in the middle. We are getting 
rid of this middle time when people were 
getting a little article, and becoming  
more informed. 

I think the public in itself is changing, 
as well. People are reading information 
differently, and they are consuming very 
fast. But they also need information. 
Maybe exhibitions are going to be the next 
documentary places, where we can get 
more informed about something.  

There’s never enough time. Editors are 
calling you for assignments, and somehow 
I’m always struggling to find balance. 

In the past, I’ve talked to my Canon 
Ambassador colleagues about this. Like, 
how do you balance your time? Do you 
take a lot of assignments? Do you only 
work on long-term projects? And I think 
that finding this balance makes you  
a better photographer in the end, because 
you’re only putting focus into what you 
love. And I think by doing that, hopefully 

a real conversation about the most 
important thing. Because at the end of 
the day, we’re photographing moments 
that need to be remembered. Memory is 
key. But what’s going to happen to all this 
digital work?

Mashid Mohadjerin:   
So you print.

Paolo Pellegrin: Yeah, I print  
like crazy.

Alvaro Ybarra Zavala: I print 
too, so yeah, I share some of those 
concerns. One of the choices that 

I made years ago – to go to the agency 
where I am today, Magna – was very much 
informed by the idea of a living archive. 

It will always be a place where you are 
part of a legacy, group of people. Your 
work will remain somehow alive and 
reachable; and consultable and studied,  
if needs be. 

And I think that’s a crucial question 
that we all need to ask ourselves: what 
happens to what we create, after we’re 
gone? Because at the end of the day this is 
the real question.

Mashid M: I was always super 
nervous about my archives, 
because I was so afraid that 

images would be used out of context.  
It happens a lot within online archives. 
So I would only put my day to day 
assignments in the archive. 

I joined VII Agency recently, and I was 
so happy, because I feel I can put my long-
term projects online somewhere, with 
them not being taken out of context. 

I’ve asked them: please take care of this 
archives, because otherwise I don’t know 
where to put it. At the moment it’s only on 
my computer, or on my hard discs. 

I have like 20 copies of them, but other 
people cannot reach them, they’re not part 
of visual documentation in any way, and  
I think that’s what an archive is for. 

Article and images courtesy of Canon.  
It was originally published at  
www.canon-europe.com/pro/stories/
beauty-in-conflict-photography-debate.

People are reading 
differently, and are 
consuming very fast. 
But they also need 
information.

To learn more about the panellists and other Canon 
Ambassadors, visit: www.canon-europe.com/
pro/ambassadors.

Italian photographer Paolo Pellegrin argues that it’s not the most shocking images that have had the greatest 
impact, but those with a quieter way of telling a story and connecting emotionally with the viewer. 



The Fujifilm GFX 50R is the most 
affordable medium-format digital  
camera yet to hit the market. It’s a full 
£1,000/$1,000 cheaper than the SLR-
style Fujifilm GFX 50S, the previous 
record-setter.

With the GFX 50R, Fujifilm 
has essentially released a cheaper 
‘rangefinder’ version of its GFX 50S 
medium-format camera. The differences 
are physical rather than technical: the 
GFX 50R is designed for a different style 
of photography.

It’s much slimmer than the GFX 
50S, for a start (although it’s wider, 
interestingly). The grip is smaller, so it’s 

better suited for use with Fujifilm’s 
smaller prime lenses. 

That’s in keeping with its rangefinder 
camera style, where the electronic 
viewfinder is moved to a rear corner  
rather than being mounted on the 
camera’s optical axis.

With the 50S, you can remove  
the viewfinder and replace it with  
an angled ’finder, but not here. Other 
differences in the GFX 50R are the lack 
of a top-mounted status display and a rear 

screen that only tilts up and down, not 
side to side.

If you used old 6 x 6cm film cameras, 
you probably thought the cut-down 6 x 
4.5cm format was a  bit of a step down. 
Well, this is the  new ‘full-frame’ medium-
format  size, and you still pay a lot of  
money for these cameras.

The GFX 50R, 50S and other 
affordable ‘medium-format’ cameras use 
a smaller sensor size, somewhere between 
full-frame and full-size medium-format. 
If you think of the relationship of APS-C 
cameras to full-frame cameras, that’s 
what you’ve got here with the GFX 50R 
versus ‘full-size’ medium-format.So 

it’s not a massive 
step up in sensor 
size compared 
with full-frame, 
but the sensor in 
the GFX 50R still 
brings a substantial 
advantage  

over the smaller format. 
The big sensor means, of course, that 

you need to apply a focal factor, or ‘crop 
factor’, to work out the equivalent focal 
length of its lenses. Taking into account 
its slightly taller 4:3 native aspect ratio, 
compared with the narrower 3:2 ratio of 
full-frame sensors, this gives the GFX 
50R a crop factor of approximately 0.8x.

The GFX 50R’s 50.1-megapixel 
resolution will be a big draw for quality-
conscious photographers, and its 

sensitivity range is pretty  good at ISO100-
12,800, expandable to ISO50-102,400. 

Right now, however, you do have to 
accept some technical compromises when 
you move beyond full-frame cameras into 
medium-format territory. 

For a start, the GFX 50R is limited 
to 3fps in continuous shooting mode. 
And while it can capture unlimited 
JPEGs, it has buffer capacity for 
only 13 compressed RAW files (or 
eight uncompressed).

It also relies on a precise but slow 
contrast-based autofocus system, as 
hybrid on-sensor phase-detection AF 
has yet to make it on to these bigger 
sensors. However, with up to 425 
selectable AF points covering most of the 
frame, together with face detection, eye 
detection, single-point AF, zone AF 
and wide/tracking AF, it doesn’t lack 
sophistication.

The GFX 50R doesn’t have in-
body stabilisation (although Fujifilm’s 
promised GFX 100, due later this year, 
will), and so far the specialist 250mm 
telephoto is the only GF lens to feature an 
optical stabiliser.

Elsewhere, the features are classic 
Fujifilm, with external physical dials 
for lens aperture and shutter speed 
control; multi, spot, average and centre-
weighted metering options; further 
control over exposure and tonal range via 
dynamic range expansion (up to 400 per 
cent); and separate shadow and highlight 

fujifilm gfx 50R
It’s the most affordable medium-format digital camera ever, 
but there’s no compromise in image quality

£3,099 / $4,499 / fujifilm.co.uk

This is the most affordable 
medium-format digital camera 
camera yet to hit the market.  
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1

The 50R’s large 
sensor brings a 0.8x 
crop factor, so this 
63mm f/2.8 lens is 
effectively a 50mm. 

2

So far Fujifilm has 
released seven native 
GF lenses, ranging 
in focal length from 
23mm to 250mm.

3

The magnesium alloy 
body is much thinner 
than that of the GFX 
50S, but it makes up 
for it by being wider.

4

The electronic 
viewfinder is 
mounted way off to 
the left and not in 
the central position 
used by the GFX 50S.

5

The rear touchscreen 
display tilts up and 
down but not from 
side to side, so  
vertical-format 
shots are trickier.

4

5
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If you shoot RAW, 
you’ll find terrific 
reserves of highlight 
and shadow 
information.

tone control. This is on top of Fujifilm’s 
regular array of Film Simulation modes, 
now totalling 15 different options, from 
super-saturated Velvia through to its rich 
Acros black-and-white mode. 

Build and handling
Fujifilm says the GFX 50R is compact  
and light. On paper, maybe, but in reality 
it’s a bit of a beast. It does have a slimmer 
body than the GFX 50S, but it’s wider 
too, which seems to more than offset  
any advantage. 

That said, while the 50R is a good 
deal cheaper, Fujifilm doesn’t appear 
to have cut any construction corners. 
Its magnesium alloy body is dust-resistant, 
weather-resistant and freeze-proof down 
to -10 degrees. 

The controls will take a little getting 
used to for anyone swapping from another 
digital camera brand. It does offer 
Program AE, Aperture Priority, Shutter 
Priority and Manual modes, but there’s  
no mode dial. Instead, there’s just  
an aperture ring on the lens and  
a shutter speed dial on the camera. Each 
has an ‘A’ setting, so between them, these 
dials offer the regular PASM options.

But there’s something vaguely odd 
about the GFX 50R’s controls. It’s a big 

camera, but many of them feel as if they’ve 
simply been swapped over from a smaller 
model. The front control dial around 
the shutter release button works fine, but 
feels as if it could be bigger. The rear dial 
isn’t quite big enough to give you a proper 
purchase with your thumb. And the rear 
focus lever just feels too small.

The touchscreen display is effective, 
although the 3.2in screen feels slightly 
swamped on the large back surface of this 
camera, and a couple of times the touch-
focus failed to focus properly. (A biting 
December gale was probably not the 
best time to be testing the subtleties of 
touchscreen control.)

PERfORmANcE
To get the kind of results the GFX 50R is 
capable of demands a certain amount of 
time and attention. The autofocus system 
is perfectly usable, but not fast, and the 
extraordinary resolution of the sensor and 
Fujifilm’s GF lenses means you might 
want to think twice about what constitutes 
a ‘safe’ handheld shutter speed.

The saying goes that you should use 
a shutter speed that corresponds to your 
lens’s effective focal length; so for a 30mm 
lens, say, you shouldn’t use a shutter speed 
slower than 1/30 sec. With the GFX 50R 

you should at least double or triple that 
figure, or  risk losing that ultra-sharp fine 
detail you’ve paid so much to get.

It’s also difficult to get a sense of the 
shutter speed from how the camera 
sounds, because the focal plane shutter 
has a drawn-out mechanical action 
that makes it hard to tell if it just shot at 
1/25sec or 1/125 sec. You need to watch 
the shutter speeds.

The GFX 50R is fine for handheld use 
if you keep this in mind, but it will really 
benefit from being on a tripod. Despite  
its ‘rangefinder’ design, this is not  
really a quick-fire street camera.

The payback for this extra care 
when shooting is simply stunning  
image quality. It’s not just the 
50.1-megapixel sensor at work here, but 
Fujifilm’s excellent GF lenses, which are 
not only aberration-free, but sharp from 
edge to edge. It’s worth increasing the 
ISO to get faster shutter speeds just to 
make sure of this. Bumping up the ISO to 
800 for some post-sunset shots in fading 
light yielded images where the knife-edge 
sharpness easily outweighed any slight 
increase in grain.

And if you shoot RAW files rather than 
JPEGs, you’ll discover terrific reserves of 
highlight and shadow information when 
you reach the editing stage, especially if 
you use the camera’s extended dynamic 
range mode. This reduces the exposure 
and applies a modified tone curve to offer 
up to two stops of extra dynamic range.

Even after using cameras like the Nikon 
D850, Z 7 and Sony Alpha 7R III, there’s 
still an undefinable extra spatial quality 
and depth in this camera’s RAW files that 
we’ve only ever seen in other medium-
format cameras.
Rod Lawton

6

The GFX uses a traditional shutter speed  
ring and lens aperture rings for exposure 
adjustments.

7

The power switch near the shutter release is 
oddly small, like some of the other controls 
on this camera.
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It has long been a criticism that images 
taken by Micro Four Thirds sensors can’t 
compare to those taken by full-frame 
rivals. Here’s the thing, though: the 
Olympus OM-D E-M1X can produce 
bigger files than a Canon 5DS R, and 
bigger files than a Nikon D850. In fact, 
not only can it produce bigger files than 
any full-frame camera, it can produce 
bigger files than the current medium-
format cameras from Fujifilm and Leica. 

Among its many tricks, Olympus’ 
newest system has an improved High 
Res Shot mode that can capture 80MP 

images. If that doesn’t drown out the 
narrative that Micro Four Thirds isn’t as 
capable as full-frame, the vast swathe of 
other features packed into this remarkable 
camera are just as apt to do the talking.

Rather than offering a direct 
replacement for Olympus’ flagship 
E-M1 Mark II, the company is calling 
the E-M1X “the flagship reimagined”. 
It has been re-engineered, inside and 
out, to meet the demands of high-speed 
professional photography. The camera 

now boasts an integrated vertical grip and 
dials, as well as twin joysticks and a C-lock 
lever – all features new to Olympus design 
sensibilities – giving the body the same pro 
form factor as the Canon EOS-1D X and 
the Nikon D5. 

The E-M1X literally doubles the 
power of the Mark II, packing a pair 
of TruePic VIII processors to provide 
serious computational heft. This is what 
drives the improved High Res modes; in 
addition to taking 80MP images when the 
camera is mounted on a tripod, the second 
processor makes it possible for the E-M1X 

to capture 50MP 
images handheld. 

The dual 
processors power 
the new intelligent 
subject detection 
autofocus system, 
too. Using 10,000 

reference images per subject, Olympus’ 
engineers built a formidable AI program 
that can automatically track motorsports, 
airplanes and trains. The redesigned 
AF also enables you to customise the 
shape, size and arrangement of the 122 
cross-type points, using a programmable 
grid system where you can build your 
own Tetris-like focus patterns. 

Another intriguing feature made 
possible by the doubled processing power 
is Live ND, which incorporates slow-

shutter-speed effects without the need for 
external ND filters. It enables you to apply 
up to five stops of a slow shutter effect; 
this can be viewed on the touchscreen as 
you’re taking the image, so you can see a 
live simulation of your blurry waterfall or 
velvety waves before you click the trigger. 

Perhaps most impressive of all, though, 
is the in-body image stabilisation. 
Already considered the leader in this 
field, Olympus partnered with Epson to 
develop a new gyroscope and an algorithm 
that’s nearly five times more accurate at 
detecting camera shake. 

This affords the E-M1X an astonishing 
7.5 shutter-speed stops of image 
stabilisation when paired with compatible 
lenses in Sync-IS mode. (With standard 
lenses, it retains a rock-solid five stops  
of stabilisation.)

Such powerful stabilisation is a boon 
for videographers, with three options for 
movement compensation. The E-M1X 
can record in Cinema 4K at 24fps and 4K 
up to 30fps, with 120fps limited to 1080p. 

It also supports log shooting with the 
OM-Log400 profile, providing a great 
deal of flexibility for post-production and 
colour grading. It’s a solid suite of features 
for a stills-first camera.

Build and handling
Since Olympus has traditionally produced 
Micro Four Thirds cameras that are as 

Olympus Om-d E-m1X
A Micro Four Thirds camera that takes medium-format 
images? Olympus’ pro-grade body tears up the rulebook

£2,800 / $3,00 /olympus.co.uk

Among its many tricks is an 
improved High Res Shot mode 
that can capture 80MP images. 
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1

The integrated vertical 
grip features a shutter, 
dial and joystick, and 
houses a cartridge for 
two batteries. 

2

The control dials 
are recessed into 
the camera chassis, 
providing a sturdier 
feel and better 
protection.

3

At the E-M1X’s heart 
is a 20.4MP sensor, 
powered by two 
TruePic processors. 

4

Olympus has added 
twin joysticks for 
precision control over 
autofocus points. 

5

The new C-Lock lever 
enables control locking 
for vertical shooting.
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The E-M1X’s 
intelligent subject 
tracking could be a 
real game-changer.

compact as possible, it’s a bit of a shock to 
pick up the E-M1X for the first time. 

While it’s almost identical in size to an 
E-M1 Mark II with a battery grip, it still 
feels unexpectedly big – although only in 
the same way a Canon EOS-1D X does 
after you’ve been handling a 5D. 

And that’s the key: the E-M1X is big 
for an Olympus camera, but compared to 
rivals in its class, such as the 1D X, it’s still 
compact and light, especially when you 
attach one of the lighter Olympus lenses. 

The dials are now recessed into the 
body rather than being exposed, as  
they were on the E-M1 Mark II. 

They feel just as sturdy and responsive, 
but being embedded makes them more 
protected and less apt to accidental 
nudging or movement. 

The vertical grip incorporates its 
own dial and shutter, as well as a second 
joystick. Clicking this will re-centre your 
focus point, although the camera can  
be set so that your point returns to  
a default position when you reorient  
the body; a very welcome feature.  

Your focus point can still be moved by 
dragging the touchscreen while you use 
the viewfinder, but the addition of the 
joysticks will be a joy to Olympus shooters 
– as will the dedicated ISO button that 

now resides on top. Another change to the 
top is on the control dial, where the iAuto 
and Art Filters have been removed, since 
these aren’t features that pros need such 
prominent access to. They’re replaced by 
Bulb mode, bringing Olympus’ brilliant 
long-exposure modes to the fore. 

The company boasts that the E-M1X 
features the world’s best freeze-proofing, 
water-proofing and dust-proofing, and  
the shutter life is rated at 400,000 
actuations, meaning that this really is  
a camera built to last. 

The protective hatch on the dual 
battery cartridge was inspired by 
Olympus’ all-weather Tough cameras, 
and houses two BLH-1 batteries (the 
same as the Mark II) that are good for 
2,580 shots. A full recharge takes just two 
hours. And yes, you can charge them both 
in-camera using a USB cable. 

Performance
The E-M1X feels like a well-crafted tool, 
and the images it produces are superb. As 
with all Micro Four Thirds bodies, you’ll 
want to keep your ISO as low as possible 
for the best results, but files are sharp 
and retain plenty of detail in the shadows 
and highlights. The extra punch of that 
second processor picks up the dynamic 

range slack; while you’re shooting with 
this camera, you can tangibly feel the raw 
speed and power that’s at your fingertips. 

The E-M1X retains the same blistering 
performance as the Mark II, aimed 
squarely at the needs of wildlife and sports 
photographers. It boasts 60fps RAW burst 
shooting with locked AF, 18fps burst 
with AF tracking, and the fantastic Pro 
Capture mode that records 35 frames 
– including the 15 before you fully depress 
the shutter, so you don’t miss that critical 
moment by being a hair too late on the 
draw – now without any blackout. 

Those features are bolstered by the new 
AF systems. While the Mark II’s C-AF 
Tracking could be inconsistent in certain 
situations (though the standard C-AF 
mode remains exceedingly reliable), the 
E-M1X’s intelligent subject tracking 
could be a real game-changer. 

While we’d like to put this through its 
paces further, our tests tracking cars and 
trains proved that the camera is a dab 
hand at recognising, following and 
focusing on fast-moving vehicles. It’s  
an inspired bit of tech, and we can’t wait 
to see what future developments might be 
in store. 

Being able to customise the shape, 
size and grouping of the phase-detect 
AF points is a great innovation. If, for 
example, you’re shooting three giraffes 
walking towards you, you can cluster your 
points into three tall, thin vertical groups 
so that the camera knows exactly what to 
focus on.

Like everything else about the E-M1X, 
it’s seriously clever stuff. In an industry 
where innovation is often limited to  
‘more megapixels’, this camera has more 
brilliant new features than we’ve seen in  
a very long while.
James Artaius

6

iAuto and Art Filters are gone 
from the mode dial, while 
Bulb mode has been added.

7

The EVF has been slightly 
enlarged from the E-M1 Mark 
II to 0.84x magnification. 

8

A dedicated top button  
gives quick control over  
ISO sensitivity. 
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sigma 70-200mm f/2.8 
dg os hsm | sport  
This zoom goes all‑out for performance

£1,349 / $1,499 / sigma-imaging-uk.com

Rightly or wrongly, Sigma and Tamron 
70-200mm f/2.8 lenses were once seen as 
the poor man’s alternative to own-brand 
editions from Canon and Nikon. That all 
changed a couple of years ago, with the 
advent of the Tamron G2 (Generation 2) 
edition, which goes toe to toe with camera 
manufacturers’ pro-grade zooms, while 
undercutting them for cost. Now the 
long-awaited Sport edition of Sigma’s 70-
200mm joins the fray, replacing  

the 2010 model and delivering a wealth  
of improvements. 

A criticism of the old Sigma lens was 
that it lacked weather-seals. The Sport 
edition is massively better engineered 
to suit the rigors of a tough professional 
lifestyle. It has a magnesium alloy barrel 
and a coated brass mounting plate, along 
with comprehensive weather-seals. 

The look and feel of the lens is  
also consummately professional. As with 

other Sigma ‘Global Vision’ lenses, this 
one  is compatible with Sigma’s optional 
USB Dock, for applying firmware 
updates and customisation. In this case, 
customisable options include the ability 
to fine-tune autofocus accuracy through 
a range of four different zoom settings. 

The lens itself is one of the biggest and 
heaviest in its class, being 94.2mm in 
diameter with an oversized 82mm filter 
thread. Weighing in at 1,805g, it’s about 
300g heavier than most of its current 
competitors.

Performance
Autofocus is as fast, accurate and quiet 
as you’d hope for. The optical stabiliser 
gave an effectiveness of up to four stops in 
our tests, matching the latest equivalent 
Nikon lens and beating the newest Mk 
III Canon, but falling slightly behind the 
Tamron G2 for static subjects. However, 
the effectiveness of panning stabilisation 
was a little better than in the Tamron 
lens. Image quality is simply fabulous, 
with creamy bokeh in defocused areas. 
Matthew Richards

1  
The front and rear 
elements have 
water- and oil-
repellent coatings.

2  
There are smooth 
and precise control 
rings for zoom  
and focusing.

3  
An autofocus range 
limiter switch 
changes the short 
range from 1.2 to 3m. 

4  
There’s a dual-mode 
optical stabilisation 
switch for static or 
panning operation.

5  
The tripod mounting 
collar operates 
smoothly, with  
click-stops at 
90-degree intervals.

1
2

3

4

5
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Blackmagic has been making cameras 
for about six years, ranging from small 
form-factor film cameras through to pro-
grade studio cameras, all with a firm focus 
on video. The Pocket Cinema Camera  
4K combines a new compact design with  
a wide selection of ports, better battery life 
and, of course, 4K recording. The use of  
a Micro Four Thirds lens mount also 
means there’s lots of fantastic glass you 
can use for your film-making.

There are pro-spec recording formats 
available, including various compression 
options of CinemaDNG Raw and Apple’s 
ProRes 422 codec. You also benefit 
from  dual native ISO: choose between 
ISO400 and ISO 3,200 depending on 
your ambient lighting conditions. Then in 
post-production, you can select any ISO 
between 100 and 1,000 if you shot at ISO 
400 in-camera, while there’s an ISO range 
of 1,250-25,600 available if you shot at 

ISO 3,200. It all  translates to amazing 
dynamic range and editing flexibility.

A good selection of ports is a must for 
shooting video, as many will want 
the ability to connect gear such as 
external mics or a larger video monitor. 
Fortunately, the Pocket Cinema Camera 
4K is well stocked for port options. 
Though it already packs high-quality 
microphones (four in total), you get  
a 3.5mm headphone out and a 3.5mm 
microphone in. It’s pity Blackmagic hasn’t 

included continuous autofocus, though, 
and the lack of an ND filter also means 
you’ll be better served by something like  
a Canon Cinema EOS C100 if you need 
to flit between shooting indoors and 
outdoors at a moment’s notice.

It should also be noted that this is very 
much a video-focused camera. Stills can 
be captured, but only as extracted video 
frames to assist the filmmaking process. 

Build and handling
Ditching the weather-sealed magnesium 
alloy of some premium cameras has 
kept the weight manageable, although 
it still packs enough heft to deliver 
good weighting in two hands. The body 
has a combination of textures, with  
a ribbed grip for a secure hold. The front 
sports  a horizontal rotating dial and an 
improved dual-microphone setup. There’s 
also a front-mounted record button and an  

LED light. 
With rigging 

options aplenty,  
the camera has a 
standard tripod 
thread mount  
at the base with an 

additional mount where the hotshoe might 
be on a stills camera, perfect for an  
external monitor or LED light. 

The spacious Full HD capacitive 
touchscreen on the back measures in at 
five inches; it’s nice and responsive and 
showcases Blackmagic OS, the firm’s 
proprietary interface. This is paired with 
focus-check, HFR, menu and playback 
physical buttons. 

Unlike some stills cameras with 
much higher native resolutions that may 

introduce an annoying crop factor when 
shooting video, Blackmagic’s MFT sensor 
has a native 4K resolution of 4,096 x 2,160 
that utilises the whole image sensor.

PERFORManCE
The sensor is tuned to handling noise 
and retaining tonal detail in situations  
that are typically hard for video, making  
it particularly adept at capturing HDR 
content. To this end, Blackmagic has 
created an extended video mode,  
sitting somewhere between raw and 
compressed, which delivers a broader 
tonal range ready for grading.

We found the Pocket Cinema Camera 
4K’s footage to have slightly more 
muted colours and subdued contrast 
than we’ve grown accustomed to from 
stills cameras that also shoot 4K video, 
but this lends itself well to colour and 
contrast enhancement in post-production.
Default colour from the Pocket Cinema 
4K compares favourably to the much 
more expensive Canon C300. 

Although a camera like the Panasonic 
GH5S offers more vibrant footage by 
default, the Pocket Cinema Camera 4K  
is all about letting you set your own  
colour preferences during the edit, so 
you’re not restricted to the camera’s own 
colour rendition.

That said, recording raw video requires 
similar considerations to shooting raw 
stills. It’s great if you’re willing to put in 
the time in post to get the best possible 
colour and dynamic range, but if you just 
want attractive footage straight out of 
the camera, don’t ignore stills cameras 
with 4K video capability. 
Ben Andrews

blackmagic Pocket 
cimema camera 4k
A pro-spec 4K video camera for mainstream money

£1,055 / $1,295 / blackmagicdesign.com

A compact design, a wide 
selection of ports, better  
battery life and 4K recording.
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1

The main video record 
button is where you’d 
expect to find the 
shutter release. Still 
video frames can be 
captured using the 
button to its right.

2

Dual front-facing 
microphones do a great 
job of capturing audio.

3

Micro Four Thirds 
lenses give a tighter 
field of view than their 
focal lengths suggest. 
To match a 50mm 
full-frame lens, for 
example, you’ll need 
a 25mm MFT optic.

4

A USB-C port can  
be used to charge  
the camera, and it  
also enables external 
recording to an SSD.

5

The widescreen 
rear display is fully 
touch-enabled, 
allowing easy control 
of camera settings.

4

5
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BOOK
Shelf

Our pick of useful, inspirational and just plain beautiful photography books
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eDITOR’S ChOICe

In the 21st century, we’ve all become 
intrigued by the global economic and 
political giant that China has become. But 
for many of Magnum’s most renowned 
photographers, the fascination with the 
giant (both in terms of influence and sheer 
geography) nation has been a long 
burgeoning one. 

Beginning with Robert Capa and 
Henri Cartier-Bresson on assignment 
in the 1930s, they’ve returned time and 
again, and as China’s accessibility and 
international influence has grown, the 
agency’s evolving relationship with the 
Asian giant has evolved in turn.

Both an outstanding photobook and 
a fascinating social history, Magnum 
China provides a visually rich, informed 
photographic account of the country, 
its people and the changes witnessed 
over the last nine decades. Spread across 
more than 300 pages of this beautifully 
produced coffee table book, these 
images cover epoch defining events from 
World War Two and the Communist 
takeover through to the Tiananmen 
Square uprising and China’s economic 
transformation.

Chronologically organised into four 
parts, charting the history of China 
from 1933 to the present day, Magnum 
China presents in-depth portfolios by 
individual photographers, accompanied 
by introductory commentaries on the 
featured work and group selections that 
curate individual photographs to illustrate 
the diverse state of China. 

The book features work by more 
than 40 photographers, and with such 
a sprawling and epic  subject could well 
have ended up a disappointing hotchpotch 
in the hands of less able editors. 

Thankfully, Zheng Ziyu — senior 
photo editor of Southern Metropolis Daily 
in Guangzhou, China – and Colin 
Pantall, a writer, photographer, curator, 
and lecturer, have done a masterful job  
of bringing it all together in an easy to 
follow, beautifullly presented way. 

Each section of this fine book also 
features an introduction by respected 
scholar Jonathan Fenby, as well as 
timelines of key dates and lists of the 
photographers’ travels, setting the  
socio-political and historical context for 
the photography on show.
Published by Thames & Hudson, £48

For almost a century, the world’s most renowned 
photographers have been captivated by China. This 
book brings together some of their best work.
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Caspian: The Elements is Chloe Dewe Mathews’ record of her journey through the beguiling Caspian region, 
considering its people and geography. Between 2010 and 2015, the British documentary photographer 

visited the five countries that surround the Caspian Sea: Kazakhstan, Azerbaijan, Turkmenistan, Southern 
Russia, and Northern Iran. There, far from the arena of global politics, she found that materials like oil, salt, 
and water are central to the mystical, practical, artistic, religious and therapeutic aspects of daily life there. 

Divided into three distinct chapters (‘Oil, Gas, Fire,’ ‘Rock, Salt, Uranium’, and ‘Water’), this engrossing book 
is centred around a series of visual stories. Each explores a different way in which humans are inextricably 

linked to this enigmatic and much-coveted landscape.
Co-published by Aperture and Peabody Museum Press, $65 

Caspian: The Elements 
Chloe Dewe Mathews 
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Now commonly known as ‘A Great Day in Harlem’, the famous shot of 57 jazz musicians 
gathered outside a brownstone in New York, by one of the world’s greatest 

photographers, is one of the most imitated images in popular culture. This book, released 
to celebrate its 60th anniversary, offers a visual history of this iconic image including, for 

the first time, virtually every single frame from the historic shoot. With original text by 
Art Kane, forewords by Quincy Jones, the legendary Benny Golson, who appears in the 

photo, and an introduction by Kane’s son, musician and photographer Jonathan Kane, the 
168-page hardback volume tells the story behind the shot in words and pictures.

 Published by Wall of Sound Editions, 45 Euros

Art Kane: Harlem 1958
With text by Quincy Jones and Benny Golson
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Outdoor swimmers, bright-eyed new mothers, hungover footballers, discarded flowers and dark ethereal 
landscapes... Each project in this photographic collection reveals hidden narratives, subtle beauty and 

unexpected humour in the most diverse and vibrant area of contemporary London.
This book features original text by Rachel Segal Hamilton and a map showing the area in which each project 
was photographed. Photography by Martin Usborne, Madeleine Waller, Zed Nelson, Dougie Wallace, Jenny 
Lewis, Chris Dorley-Brown, Johanna Neurath, Nicholas Sack, David George, Chris Baker, Freya Najade, Polly 

Braden, David Campany and Andrew Holligan is included.
Published by Hoxton Mini Press, £19.95

 East London Photo Stories
Various contributors
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One of the leading members of the Magnum Photos collective, Martin Parr has travelled the world to 
investigate the international phenomena of leisure, consumption, and communication. His often humorous 

images juxtapose the peculiar with the familiar. Here, the growing Georgian city of Tbilisi is the perfect 
subject for Parr’s eloquent portraits. A burgeoning travel destination, the city straddles 21st-century 

European chic with world-weary Soviet influences. At street markets and high-end stores, gyms and the 
opera house, family parties and casinos, Parr documents, in his own inimitable way, a dynamic, ever-

changing city that feels simultaneously utterly foreign and completely familiar.
Published by Prestel, £35

Tblisi
by Martin Parr

AGENDA
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Famed for her deceptively posed self-portraits, the real Cindy 
Sherman remains somewhat of a mystery. Ahead of a major 
retrospective of the American artist’s work at the National 
Portrait Gallery, curator Paul Moorhouse discusses her 
enduring appeal and why she’s more relevant today than ever.

Would the real
     Cindy Sherman
             please stand up?
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[Previous page] Untitled Film Still #15, 1978
[Left] Untitled Film Still #21, 1978

[Below] Cover Girl (Vogue), 1975/2011
Courtesy of the artist and Metro Pictures, New York

Long before smartphone cameras and selfies, more than four 
decades ago in fact, there was Cindy Sherman, an artist who has 
built her entire career around self-portraiture. An artist famous 
for using costume, makeup, wigs and prosthetics to create 
characters and then photographing herself in role, Sherman has 
continued to surprise, defy and delight art aficionados, critics 
and the public since the mid-1970s.

Much has been written about Sherman, and her work has 
been exhibited countless times all over the world, but a major 
retrospective coming to London this June seeks to present the 
artist in a new light by presenting the works in the context of 
portraiture. It will be, says the show’s curator Paul Moorhouse, 
the first time Sherman’s work has been shown on such a scale  
in the UK. 

Featuring around 180 works, some previously unseen, the 
exhibition at the National Portrait Gallery will take visitors 
chronologically through Sherman’s oeuvre, from the beginnings 
of her career in 1975 when she was a student, right up to the 
present, examining the artist’s visual language, which draws 
on cinema, television, advertising and fashion. “It’s the biggest 
group of works by Sherman that’s been seen in this country,” 

says Moorhouse, former senior curator of 20th century portraits 
and head of displays at the National Portrait Gallery. “She’s 
had one or two smaller shows previously, but there’s never 
been an opportunity to take account of her entire career, so it 
really is retrospective in scope. It’s an opportunity to follow the 
development of Cindy’s work through all of its stages.”

Visitors will be able to see all five works from Sherman’s 
Cover Girl series, 1976, displayed together for the first time, 
as well as key works from the series ‘Rear Screen Projections’, 
‘Centrefolds’, ‘History Portraits’, ‘Fairy Tales’, ‘Sex Pictures’, 
‘Masks’, ‘Headshots’, ‘Clowns’ and ‘Society Portraits’. 

The exhibition has been devised in such a way as to point to 
individual aspects of our culture, explains Moorhouse, from 
cinema and television to magazines and publishing, fashion, 
pornography, and historical painting. The French painter Jean-
Auguste-Dominique Ingres’s celebrated portrait of Madame 
Moitessier will be juxtaposed with Sherman’s version of the 
same painting to “drive home” the notion of artifice in painted 
portraits, as well as those that are photographic. 

“Even historic portraits, which we think depict people as they 
are, are an assemblage of artificial things,” says Moorhouse. 

It’s the biggest group of works by Sherman 
that’s been seen in this country.
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“Cindy’s photograph is obviously a confection: the costume,  
the makeup, everything is not quite right. She exposes the 
deception. And then you look at Ingres’s painting and think, 
‘Hang on, this is probably equally a confection by the artist.’  
And yet we took this to be a realistic depiction. Perhaps 
[historical] portraiture is subject to the same questions about 
what’s real and what’s fictitious.”

A major section of the exhibition will showcase Sherman’s 
landmark series ‘Untitled Film Stills’, the work that made 
her name. The images, made between 1977-80, shortly after 
Sherman moved to New York, feature Sherman dressed in 
costumes and with hairstyles inspired by films from the 1950s 
and 1960s, European cinema, film noir and B movies. Here we 
see her, in various constructed settings, embody stereotypical 
female roles; her characters appear to be acting out moments 
from films of days gone by. The images themselves artfully recall 
and play with the conventions of cinema from yesteryear. 

“Cinema is really important in Cindy’s work, but there’s one 
film in particular she cites as an influence: Alfred Hitchcock’s 
Rear Window from 1954,” says Moorhouse. “In the film,  

a photographer with a broken leg passes the time by looking into 
his neighbours’ windows. He tries to read what’s going on and 
who these people are by looking at the way they appear. At one 
point in the film Grace Kelly says to James Stewart, ‘Tell me 
everything you saw and what you think it means.’ And there’s 
the invitation that Cindy’s work presents to the viewer – she’s 
quoting recognisable cultural models, whether it’s pornography 
or fashion or magazine covers or cinema, and you recognise 
there’s a level of artifice through the prosthetics or makeup, but 
then these imaginary characters pose a challenge to you, the 
viewer, which is the one in Hitchcock’s film – what do you think it 
means? And that’s how Cindy engages with the viewer.”

The exhibition, explains Moorhouse, centres on the notion of 
appearance – moreover, Sherman’s investigation of appearance 
and how it functions in our lives and in our culture. “We are 
constantly surrounded by appearances,” says Moorhouse. “It’s 
the facial expressions people adopt, the clothes they wear, the 
way they behave and present themselves. Our universal human 
dilemma is to constantly try and figure out what people are like or 
what they are doing on the basis of their appearance. And that’s 

[Previous page, left] Cindy Sherman Untitled #122, 1983
[Previous page, right] Untitled Film Still #56, 1978–80

[Left] Cindy Sherman Untitled #413, 2003, Private 
Collection

[Below] Untitled Film Still #54, 1980
Courtesy of the artist and Metro Pictures, New York

Cindy’s photograph is obviously a 
confection – the costume, the makeup, 

everything is not quite right.
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what Cindy’s work foregrounds – she uses ‘self’ as the material  
of her work, but what she’s doing is creating characters out of 
pure appearance.”

In an age dominated by social networks through which we can 
present ourselves however we choose, Sherman’s work and its 
critique of the presentation of self seems especially apt. 

“People have been trying to figure out the way things are from 
the way they appear for time immemorial,” says Moorhouse. 
“But our society is more than ever preoccupied with the creation 
of appearances in the form of social media. People are making 
themselves into things that perhaps they’re not, purely by the way 
they present themselves online. 

“That’s not just philosophical, that’s cultural. Cindy’s work 
and what it’s doing has this double edge to it. In one way it’s 
profoundly philosophical but in another way it’s absolutely of 
this moment, because it engages with the preoccupation that our 
society has with the way people appear.”

 Moorhouse will also be creating a version – “an evocation” –  
of Sherman’s studio, giving visitors a chance to get an idea of 
how she works. “I’m photographing the interior of her studio and 

presenting it as wallpaper so you’re very aware that what you’re 
looking at is an appearance, artifice,” he says. “There will also be 
objects borrowed from Cindy’s studio.”

One of the objects will be a mirror, an item Sherman uses when 
she’s dressing up and getting acquainted with the characters she 
is creating, says Moorhouse. 

“I’m inviting the visitor to look in the mirror and examine  
his or her own appearance,” he says. “I want to turn it back on the 
viewer. When you get dressed at the beginning of the day, which 
appearance are you putting on? What person are you going to  
be? We’re all in this. It’s not just something we’re recipients of, 
we’re protagonists.”

How far do we get a sense of Sherman, the person, the woman 
beneath the façade? That is a difficult question to answer, says 
Moorhouse. “Cindy is a strangely elusive character. Even when 
she’s not in role, it’s quite difficult to pin her down and to even 
recognise her sometimes, because her own appearance changes, 
so you do get this, ‘Will the real Cindy please stand up?’

“There’s something about Cindy that poses a question about 
the elusiveness of us, even to ourselves,” he adds. “I feel she’s 

[Left] Untitled Film Still #48, 1978-80
[Below] Untitled #574, 2016

Courtesy of the artist and Metro Pictures, New York

There’s something about Cindy that poses 
a question about the elusiveness of us even 

to ourselves.
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posing this question [that relates to] all of us, which is – ‘who 
am I?’” That, it seems, is the question Sherman has been asking 
all along, ever since the earliest days when, as a child, she would 
dress up and pose for photographs. 

“Cindy used to love to dress up in other people’s clothes,” says 
Moorhouse. “She found a cache of clothes in the basement of the 
family home and one of the first things she did was dress as an 
old lady. A neighbour in Long Island photographed her and that 
photograph still exists. She wasn’t thinking about being an artist 
then – she thought it was fun.” 

Then came the makeup. “She was obviously fascinated by 
the way you can change your features by applying makeup,” 
continues Moorhouse. “At college she studied photography and 
at some point one of her friends, the American artist Robert 
Longo, suggested she photograph herself when she was in 
role. Bit by bit, the art and her life coalesced, but it came out 
of something that was quite personal and not forced at all – it 
was quite natural. She would say, ‘I just like dressing up’, but it 
became much more serious, obviously.” 

As she evolved into an artist, her work became more critical of 
aspects of culture such as fashion, says Moorhouse. 

“Cindy doesn’t give a lot away, but occasionally she does. She’s 
said she is disgusted by fashion, by the pretence that’s involved 
with it, and how she wanted to hold that up to criticism and 
ridicule. Some of her fashion photographs are pretty hard-hitting 
– they’re the exact opposite of what fashion is intended to do, 
which is to make you look better. What she is exposing is how 
artificial it actually is.” 

Moorhouse hopes the exhibition will encourage visitors 
to question their day-to-day existence, if only for a moment. 
“Hopefully at the end of the exhibition you’ll step into the street 
and you might just look at the world in a different way and ask, 
what does all this mean? 

“Suddenly you realise you’re surrounded by advertising, and 
all the characters that appear in advertising, but what messages 
are being conveyed? Cindy is reminding you that it’s not reality, 
it’s a cultural bit of manipulation that’s going on.” 
Gemma Padley

Cindy Sherman is at the National Portrait Gallery , London from  
27 June until 15 September 2019. For more information, visit:  
www.npg.org.uk. 

[Left] Untitled #74, 1980, Victoria & Albert Museum, 
London 

[Below] Untitled # 577, Private Collection
Courtesy of the artist and Metro Pictures, New York

She would say, ‘I just like dressing up’, but 
it became much more serious, obviously.



Revolutionary times

o, Brexit... As I write, the deadline of 29 March 
is still on, although who knows what might 
happen between now and when we go to print? 
What is certain, though, is that we will all be 
looking at something different this year than 
last, whatever the political landscape. The 
uncertainty of the UK’s future is hanging over 
everyone. Will our clients continue to prosper 
and be able to ‘afford’ photography? As we all 
know from the past decade, one of the first 

things to go when belts are tightened is anything not considered 
essential, including art; commercial or otherwise. 

Plenty of us have clients abroad, in the EU and elsewhere. 
A dramatic drop in the value of sterling could give us a bit of 
leverage in foreign markets, which would be helpful. But what 
about travel: will we have to go through long-winded processes to 
take kit across the Channel? 

Every January, the New Year prompts 
me to come up with new career ideas. 
“It’s going to be different, things will be 
better, I will finally come up with a brilliant 
project, get a book published, eat more 
healthily and stop drinking so much,” I say 
somewhere around 3 January. This year 
though, no ideas in January. No ideas in 
February either. No ideas allowed until 
after 29 March. 

I don’t have an answer (just in case you 
thought I did?!), but here’s what I’ve been thinking. What did  
I get into photography for in the first place? If I can identify that, 
perhaps I can find a way to continue to pursue it, in whatever 
situation we find ourselves in come April.

Firstly, in my naïve youth, I didn’t think of photography  
as a business. I thought of it as a lifestyle choice, really. It  
seemed to promise adventure, glamour, excitement, and the 
possibility of making a difference. 

As Ian Teh remarked during a conversation I had with him 
a while back for this magazine, being a photographer offers the 
possibility of living ‘a beautiful life’. 

I had lofty ideals, I wanted to make just a bit more than enough 
money, and the outside chance of being slightly famous wasn’t a 
negative either. And although 20 years in, not all of those things 
have become reality, some of them have. 

I’m hopefully not as naïve, and I’m better at doing my taxes. 
But what keeps me going is the possibility of adventure, creating 
new things, and maybe, just maybe, making a tiny difference to  
a few people.

I feel genuine fear when Brexit comes to mind, principally of 
a second recession, hard on the heels of the toughest 10 years we 
have fought through as an industry. 

But, I am also hopeful. Seismic shifts such as Brexit can 
trigger unforeseen possibilities and kick us into a new era of 
creativity. Revolutionary and thought-provoking art often 
comes in periods of profound political and social change. If the 
landscape is unrecognisable, it needs mapping, and the paths we 
choose to make will be new and untrodden. Anything goes. 

Can I continue to reach for those things  
I wanted when I made my original 
photography-as-lifestyle choice? There 
has never been a formula, but now more 
than ever, doing what we used to do isn’t 
going to work. Photography as a medium 
is more exciting, more full of possibilities, 
than ever before; what we can make now, 
with constantly evolving technology, is 
astounding. Where we were limited to 
36 frames only a few years ago, now we 

can make films with our phones. Photography has expanded 
to include film-making, design, digital art, installations, you 
name it, we can go anywhere. And we’re needed, now more than 
ever, to remind the world that creative endeavour, and thinking, 
feeling, beautiful images, can make a difference to daily lives 
everywhere, and will last longer than any political upheaval.

An uncertain future in some ways allows only for hope. As 
the Brexit deadline comes closer, I’m ready in the slips, hopeful 
of the possibility of creating new things, and maybe a new 
adventure. I’m more than ready for a change and if it turns out to 
be as bad as it possibly could be, at least it will be different. 

LOTTIE
DAVIES

OPINION

Profound political and social change is upon us. How should 
we respond as photographers?

Seismic shifts 
such as Brexit can 

trigger new creative 
possibilities.
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