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ABSTRACT  

Motivated by bridging the dichotomy between photography and science, this thesis considers 

how the selected group of scholar-practitioners view the role of critical environmental 

photography. Particularly, it surveys whether they think it can be used as a tool for raising 

awareness of environmental issues and whether it’s significant enough to encourage 

collaboration between photography and science. Furthermore, the research looks at 

photography as a sociocultural construction and explores the concept of environmental 

awareness. The study’s results have been informed by expert interviews and a literature review. 

This thesis concludes that critical environmental photography has a high potential to be used 

as a communication apparatus that can enable an alternative outlook on environmental issues, 

as opposed to the solely scientific point of view. Though, the findings consider that a thoughtful 

approach is needed, informed by careful research, especially concerning the subjects and 

people they are involved with. The study has concluded that critical environmental photography 

has the power to raise environmental awareness if it is used mindfully, with honest intentions, 

and is informed by careful research. 
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1 INTRODUCTION 

 “A photograph is both a pseudo-presence and a token of absence. Like a wood fire in a 

room, photographs—especially those of people, of distant landscapes and faraway cities, of 

the vanished past—are incitements to reverie.” (Sontag, 1989)  

 

In a world oversaturated with images one might wonder whether we do need more 

visuals? Meanwhile, photography itself is known to create waste, contribute to resource and 

travel pollution, and can be harmful to wildlife, which leads to one of Anthropocene’s biggest 

failures; biodiversity loss (Green & Higginbottom, 2000; Lott, 1988; Manfredo, 2002; World 

Animal Protection, 2017). Furthermore, it carries a reputation as an elitist activity that favors 

the advantaged individuals, though its availability has augmented vividly over the years (Diehl 

et al., 2016; Franklin, 2006). Nevertheless, the photographic practice can be a vehicle to raise 

problematic environmental discourses. It has a strong correlation between the visible and the 

invisible meaning that can be artfully conveyed through visuals (Anne Noble, personal 

communication, April 25, 2022). The work of one of New Zealand’s prominent photographers, 

Mark Adams, can be a brilliant illustration of how critical environmental photography practice 

can contribute to debating environmental affairs. Adams captures the invisible histories of the 

sites of indigenous massacres in New Zealand’s landscape. He pictures indigenous houses that 

were uplifted by the British colonizers in the 19th century and taken as artifacts and located in 

Britain as showpieces of indigenous culture. He photographs where they once were, then goes 

to the place within a set and photographs them again. Some of his projects have contributed to 

the long-term endeavor of relocation, ownership of cultural artifacts, and to the relationship to 

cultural dialogues that are current and important in New Zealand today (ibid.).  

  

To complete this research paper, I have spoken to a group of six scholar-practitioners 

who engage in critical environmental practices, even though they often examine the issues from 

different fields and they are all based in the Global North, which limits the scope of the study. 

Tyrone Martinsson; is a Swedish Professor and researcher at the University of Gothenburg, 

who works in environmental and landscape photography, in his artistic expression uses the re-

photographing method. Bénédicte Ramade; is a French art historian based in Canada who works 

as a lecturer at the University of Montréal, curator, and art critic with expertise in Ecological 

Art. Heidi Morstand; is a Norwegian Professor in Photography at the University of Plymouth, 

based in the United Kingdom, her photographic and documentary work surveys the importance 

of landscape, and is frequently created in a partnership with scientists. Mark Klett; is an 
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American photographer, educated as a geologist, Regents Professor of Art at the Arizona State 

University, he’s interested in concepts of time, change, and perception. Liz Wells; is a 

researcher, writer, curator, and Emeritus Professor in Photographic Culture at the University of 

Plymouth. Finally, Anne Noble; is a New Zealand photographer and former Professor of Fine 

Art Photography at Massey University’s College of Creative Arts, her work is often created 

with the human-nature narrative in mind. 

1.1 Aim and purpose  

The overall aim of the thesis was to explore whether critical environmental photography 

can be a tool for portraying ecological pressures. The narrow purpose of the research was to 

comprehend how the interviewed group of scholar-practitioners see the role of photography in 

documenting environmental issues. Followed by whether they reflect on the potential function 

of encouraging collaboration between photography and science, intending to raise public 

awareness of pressing environmental narratives. 

1.2 Research questions  

Following, here are the two research questions that I will answer in my thesis:  

1. How do the scholar-practitioners taking a critically environmental standpoint view the 

role of environmental photography?  

2. How does the addressed group reflect on the potential role of critical environmental 

photography in respect to contributing to a higher awareness of ecological issues, 

especially while it is based on thorough research, dialogue, or collaboration with 

science?  

1.3 Structure of the paper 

In the following Chapter 2: Background & Theory, I will address the group of scholar-

practitioners I have been in dialogue with, and consider why they are relevant to my research. 

The following sub-chapters will address the emergence of environmental awareness, provide 

context to the photographic medium, and elaborate on the background of the environmental 

photography movement, whilst the chapter will end by examining photography’s relationship 

to science. Furthermore, In Chapter 3: Research Methods & Methodology essentially, I will 

outline the expert interviews, on which I have based my research. Additionally, in Chapter 3 I 

will elaborate on my chosen data gathering methods, justify their use, and finish the chapter 
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with a brief explanation of my chosen methodology. Consequently, in Chapter 4: Findings & 

Analysis I will summarize my main findings and analyze their relevance to my research 

questions. Lastly, in Chapter 5: Conclusion, I will finalize my research paper with a final 

reflection. 

 

2  BACKGROUND & THEORY  

“The inclusion of irreversibility changes our view of nature. The future is no longer given. 

Our world is a world of continuous “construction” ruled by probabilistic laws and no longer 

a kind of automaton.” (Illia Prigogine, 2003, p. 39) 

2.1 Structure of the chapter 

In Chapter 2: Background and Theory, I will start by introducing scholar-practitioners who 

take a critically environmental standpoint, and with whom I have conducted interviews that 

inform the research paper. I will provide a context of how their work contributes to the field of 

visual art; including photography and considers ecology and the environment. The following 

fragments will address the emergence of environmental awareness, provide context to the 

photographic medium itself, and further elaborate on the background of the environmental 

photography movement, whilst the chapter will end by examining photography’s relationship 

to science. 

2.2 Scholars taking a critically environmental stance 

Tyrone Martinsson is a Professor, researcher, and lecturer at the University of Gothenburg 

in Sweden. Martinsson works in environmental and landscape photography. His work revolves 

around the complexity of the relationship between humans and the environment and how our 

understanding of landscape evolves over-time (University of Gothenburg). Over the last couple 

of years, Tyrone Martinsson has been focusing his efforts on the research of Arctic glaciers. 

He’s particularly interested in re-photographic methods, that talk about climate change, 

especially concerning the polar landscape, as well as reflecting on our common responsibility 

for the future generations (ibid.). His interest in environmental photography developed from “a 

general interest in the outdoors and nature man interactions” (Tyrone Martinsson, personal 

communication, April 22, 2022). He started focusing on environmental photography in 2009, 
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when he met with photographer Mark Klett and photographer and activist Subhankar Banerjee. 

Since that time, Martinsson has started to use the term for his work in Svalbard, documenting 

the changing landscapes of ice and rock. In his work, Martinsson desires to reflect on reality 

and not twist or use any tools available to create a false impression of what is out there. He 

believes new technologies can empower the possibilities of creating the illusion of reality and 

make it a gratifying experience, despite being a constructed visualization such as within a 

virtual tour of a natural environment (ibid.). 

 

Mark Klett is a photographer originally from the United States, though interestingly with 

an educational background in geology. Klett works as the Regents Professor of Art at Arizona 

State University. Since the start of his practice, he has been interested in the relationship 

between place, time, and transformation (Mark Klett, personal communication, April 5, 2022). 

His interest has developed from the way the public majority considers the environment, how 

photography narrates its greater understanding, and how the field itself has transformed over 

time. In my interview with Mark Klett, he revealed that these factors have caused him to reflect 

on the possibilities of communicating with images and further think about how photography 

has the power to affect the perception of facts and truth. He considered that it’s not sufficient 

to assume photography is recognized by all people in the same way; he finds it crucial to 

consider how images are “delivered and consumed” (ibid.). Mark Klett, together with Tyrone 

Martinsson, uses re-photographs and photographs that recapture historical photos to showcase 

a thorough evaluation of the natural landscape (Klett and Martinsson, 2018, p.120, as cited in 

Adamson and David, 2018). Such a photographic method is particularly useful for research 

concerning the Anthropocene, whilst it can provide a context of how the natural landscape has 

been altered due to the human intervention (ibid.).  

 

Bénédicte Ramade is a French art historian based in Canada who works as a lecturer at 

the University of Montréal. Ramade has curated photographic exhibitions and often works as 

an art critic with expertise in Ecological Art. Her interest in environment and ecology emerged 

whilst she was pursuing her Master’s degree,  focusing on the work of American artist Gordon 

Matta-Clark, meanwhile considering early projects questioning recycling and the 

transformation of recycled glass (Bénédicte Ramade, personal communication, April 5, 2022). 

In the personal interview, she mentioned becoming inspired by the topic whilst coming in 

contact with a catalog of the exhibition titled Fragile Ecologies which took place at the Queens 

Museum of Art in New York in 1992. She has discovered practices that were rather overlooked 
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at that time. She has become fascinated by the artists who were engaged with an environmental 

issue but not lured by lobbying or militant tactics (ibid.). She has started working on these artists 

because she found it crucial to discover why they are being so neglected, as opposed to the land 

art, which has been prominent in numerous books. She thought it was unfair for ecological art 

to be overlooked and be featured only as an annex in landmark books (ibid.). In 2013, for her 

Ph.D., she produced a new chapter related to the Anthropocene and aimed to demonstrate that 

the ecological art of the beginning of the 70s was the pioneer for the establishment of the 

Anthropocene art. She has demonstrated that the artistic practices from that period were not 

only considering nature but ecology and environmental issues that are still relevant today 

(ibid.). 

 

Heidi Morstand is a Professor of Photography at the University of Plymouth, originally 

from Norway. In her photographic and documentary work, she surveys the importance of 

landscape and is frequently working in a partnership with scientists. In my interview discussion, 

Morstand has mentioned her close ties to nature since her early childhood, and whilst being five 

or six years old her grandmother inspired her interest in environmental issues. Additionally, she 

recalls discussions with her grandmother, questioning ideas such as “what will happen if all 

these pesticides are being used?” (Heidi Morstand, personal communication, April 8, 2022). 

Later on, she has also considered how her cultural perspective comes in the context of growing 

up in Norway, where nature has a great importance and influences people’s daily lifestyle 

(ibid.). She contemplated that having an access to nature has inspired her work to reveal how 

human beings have interfered with the landscape, often for their materialistic gains and 

exploitation (ibid.). Furthermore, she often thinks about how we can shift the perspective of the 

landscape to become the protagonist, and instead view humans as a passerby on Earth (ibid.). 

In her photographic and documentary film work, Morstand is trying to shift the perspective of 

landscape as an entity to be maintained. She does that by altering the view, making humans 

much smaller in scale, which is considered to be a technique used frequently in nature 

documentaries. By using that technique in her artworks, she gives greater attention to the 

importance of discussing nature and climate change (ibid.). 

 

Anne Noble is a photographer and beekeeper originally from New Zealand. She is the 

Emeritus Professor of Fine Art Photography at Massey University’s College of Creative Arts. 

Her interest in photography has emerged from research related to contemplating specific issues; 

such as looking at the bees. In our discussion, she has deliberated how the bees are important 
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and aligned to species loss; “as signal species, they are the visible end of what is invisible 

devastation of the ecosystem”, so photography “(…) just seemed a very good way to point to 

not only to bees as a particularly wonderful species at risk, but also everything invisible that we 

risk or we are currently losing” (Anne Noble, personal communication, April 25, 2022). 

Furthermore, in the zoom discussion, Noble has expressed her interest in the politics and our 

relationship with places and other species. Notions of how photography can produce a sense of 

the invisible, “(…) whether it be the kind of tangible kind of sensory engagement in the world, 

but also the invisible kind of politics that influence how we see and then kind of narrate clichés” 

(ibid.).  

Lastly, I have spoke to Liz Wells who’s a prominent British photo-theorist, researcher, 

writer, curator, and Emeritus Professor in Photographic Culture at the University of Plymouth. 

Her background is rather vibrant since she worked in theatre before studying lighting design, 

and further has pursued sociological studies, whilst simultaneously becoming active in the 

Women's movement. Afterward, she attained a Master’s degree in film studies, and in the mid-

80s got a job as an editor of camera work. Working as an editor of camera work, Well’s 

refocused her attention on considering the still image. (Liz Wells, personal communication, 

April 21, 2022). In our communication, Wells reflected on her inherent interest in light, which 

runs through theatre, film, and photography, especially analog photography (ibid.). She had 

developed an interest in the way in which we read photographs, and how light works to build 

an atmosphere in visuals (ibid.). Her parallel interest has emerged in women and representation 

(ibid.). Sparked after visiting the exhibition ‘The Wasteland’, held in Rotterdam in 1992. It has 

included works of Western male photographers, including several British ones. It led to Well’s 

reflection on the representation of female photographers and her commission to work on an 

exhibition held in Cornwall in 1994, as part of the festival of women’s photography called 

Signals (ibid.). The exhibition featured landscape photography captured by female 

photographers. It has also brought up the questions of gender, in the genre of landscape 

photography where women were relatively absent (ibid.). Additionally, Wells has cultivated an 

interest in the landscape genre, and the questions related to identity, the post-industrial, and the 

post-colonial, whilst considerations of post-industrial landscape sparked her interest in the 

environment, sustainability, and the ecological future (ibid.). 

2.3 Environmental awareness  
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In the context of environmental history, the Industrial Revolution has granted humans 

more dominant power over nature and drove the emergence of the Anthropocene; the Earth's 

most recent geologic time when humans became aware of their offenses against nature and 

started to notice their impact on the environmental degradation; scarcity of the natural 

resources, driving animal species to extinction and the loss of biodiversity (Marks, 2019, p. 

118). Environmental consciousness has particularly developed in the Anthropocene because 

it’s also the time when an indicator has been initiated to help in classifying and recognizing 

such impacts (Horborg, 2019, p. 8). The scientific data outlining Earth’s geological era has 

provided concrete validation for the alarms of environmentalists advocating that human action 

is becoming an opponent to nature by causing its irreversible damage (ibid.). Anthropocene has 

appeared to disperse the established ontological margin between society and nature (ibid.). 

Whilst, many scholars in the area of humanities or social sciences lean towards a post-humanist 

identification that the categories ‘society’ and ‘nature’ are obsolete, and that approaches 

suggesting ‘human exceptionalism’ should be rejected (ibid.). Such anthropocentric perception 

has been heavily ingrained in western philosophy, which has been founded on Cartesian 

dualisms, such as binary of body and mind; nature and culture; male and female (Wells, 2011). 

Whereas nature was believed to occupy a submissive position to culture, masculinity was 

associated with culture and femininity with nature (Ortner, 1974). The value dualisms resonated 

that it was more relevant to be classified as male or culture than to be classified as female or 

nature (Warren, 2015). However, at the end of the 19th century and the beginning of the 20th, 

the emergence of feminist movements has challenged such ontological separation (ibid.). With 

the politics of representation being put into question, the emergence of mediums such as 

photography has been a significant tool in shaping the novel perception of: “what, how, and 

who” has the power to be represented (Wells, 2011).  

2.4 Photographic medium 

Photography can be defined as a byproduct of industrial society (Pasternak, 2021, p.255), 

an apparatus that mirrors people and culture (Elkins, 2011). Principally, it is an aesthetic 

practice, communications equipment, sociocultural construction, and a vessel that crafts a 

cultural industry (Pasternak, 2021, p.255).) According to Elkins (2011), photography has the 

extraordinary ability to communicate the act of seeing, through emotional, physical, aesthetic, 

and even psychological dimensions. Furthermore, it can be used as a “social glue”, through its 

capacity to partake as a spectator in war, as a reflection of the social groups, and as a vehicle 
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for understanding gender, race, and politics (ibid.). Barthes (1981) reflects that photography 

seizes time, and it reveals what could never be retold existentially. Essentially, photography is 

epitomizing optical symbols, a period in time, reminiscence, existence, love, loss, and grief 

(Elkins, 2011). Photography can be understood as an insight into the passage of time (Barthes, 

1981; Elkins, 2011), as a method for observations, where the discourse of science unites with 

art and humanities through its competence to record, which is a novel way of managing, 

understanding and producing research (Klett and Martinsson, 2016). Equally, a photograph can 

“disturb or upset the predictable ways of understanding and the kinds of narratives that are told 

through photography that have us see us in a particular way, like a product to be consumed so 

you can insert a view or the images that will upset what people think they know about a place, 

then you have the chance of introducing some kind of discomfort about what people think they 

know” (Anne Noble, personal communication, April 25, 2022). Conversely, according to 

Markwell, (1997), and van Dijck (2008), one of the main purposes of photographs is to assist 

in reminiscence of momentous occurrences. Whereas, pictures can be used as “external 

memories”, artless capture of an object or event (van Dijck, 2008). Miller & Edwards (2007) 

identified photographs as storytelling tools, which can enhance interaction with strangers or 

close social groups. 

 

2.5 Environmental photography  

 

Photography’s role, as a device for capturing and memorizing occurrences, has been 

essential in documenting human-driven environmental devastation. Incidentally, an American 

photographer Eliot Porter, with significant environmental and scientific curiosity, introduced 

color to landscape photography in 1939 (Thoreau and Porter, 2020). He is a fundamental figure 

since he has created how we view and identify the natural world today (ibid.). His work is 

known to be highly influential for the arrival of the environmental photography movement. 

Environmental photography emerged in the mid-20th century (Seeling, 2015, p.47), whilst 

photographers and ecologists have noticed the urgency to shift from conservation to prevention 

and started recording the disastrous consequences modern lifestyles were causing to the 

environment (ibid.). With all of that in mind, it wasn’t until the 2000s that the genuine 

apprehensions about the shifting ecologies and visuals of the transformation of landscape 

surfaced, particularly in the socio-political dimension (Wells, 2011). But what is understood 

here as landscape? The landscape is shaped through human activity either through its direct 

alteration, such as architecture, gardening, etc., or its depictions in diverse artistic mediums, 
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such as film, written word, and photography (ibid.). Wells (2011) argues that to ‘landscape’ 

signifies enforcing an order, often on nature. Landscape can also be understood as a cultural 

concept that mirrors our outlook of seeing and connecting to our environment or simply 

concerning land control (ibid.). It’s significant to mention that the illustration of nature in 

environmental photography brings prospects of “pleasures of contemplation” (ibid.). Whereas 

unsettling images of nature can cause distress, and fright of irreversibility (Prigogine, 2003, p. 

39). Hence, critical environmental photography can question the way we view visuals, nourish 

our longing for a sense of identity or cultural belonging, and be a resource through which it is 

possible to examine the environment via “experimentation and critical exposures” (Wells, 

2011). Since the turn of the century, environmental photographers used technological advances 

for advocating for humanity’s destructive contribution to climate change by making a visual 

record of the leading consequences (Seeling, 2015, p.47). 

2.6 Photography’s dialogue with science 

Photography and science have an interdependent relationship since the medium has been 

brought to life out of science but became cherished by the art world (Wilder, 2009). 

Photography has been introduced as a helpful tool for scientific inquiry by François Arago in 

1839 (Wilder, 2009). In the scientific context, photography has facilitated picturing natural 

phenomena, recording substances and sensations that are undetectable to the human vision, but 

essential for scientific research (PhotoResearcher, 2012). Scientists of the mid-nineteenth 

century have valued photography’s ability to frame and distinguish a variety of phenomena 

objectively (Wilder, 2009). Furthermore, photography has been used in depicting nature and 

biology since the emergence of evolutionary biology and showcased in the work of a prominent 

figure; Charles Darwin, and his book “The Expression of the Emotions in Man and Animals” 

(ibid.). However, Kepes (1972, p.1) has reflected that ironically science through establishing 

control over nature and the environment can be held responsible for the destruction caused to 

it. Scientific discoveries have “shrunk living space, dimmed light, bleached color, and 

relentlessly expanded noise, speed, and complexity”, ultimately leading to pollution of the 

waters, generating waste, and contamination of the air (ibid.). Whereas, current studies have 

recognized that photography’s ability to capture natural phenomena and illustrate scientific 

facts have been a valuable apparatus in communicating climate-related concerns (Hanisch, et.al. 

2019; Ohara et.al. 2019). Additionally, it comes in hand with supporting areas, such as wildlife 

or conservational photography (Hanisch, et.al. 2019, p.269-270), and can be defined as a 
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window to nature and habitats that we are incapable of comprehending otherwise (Ohara et.al, 

2019). Still, just as science has caused negative implications, photography also has a similar 

power to both benefit and harm nature and the environment (Hanisch, et.al. 2019, p.269-270). 

One research study has recognized that wildlife photography can be advantageous for 

conservation as long as photographers have a high level of ecological consciousness of their 

potential environmental imprint (ibid.). Though the same study noted that photographers can 

equally become more emotionally bonded with nature, through pre-fieldwork research acquire 

a higher level of scientific knowledge, and ultimately practice more mindful activities that can 

be valuable for the environment in the long term (ibid.). Photography holds an inherent 

dichotomy; it can be appreciated by both art and science alike (Wilder, 2009). Interestingly, it 

was photography’s relationship to science that has deterred its progression to becoming an art 

form (ibid.). Nonetheless, throughout the year’s photography has become a medium equally 

valued and used for artistic practices. Still, it has encouraged artists to apply the concepts of 

“truth, objectivity, surveying and documentation”, which are foundations of science (ibid.). 

Ultimately, photography has been used as a tool for showcasing the interconnectedness of the 

world in different fields (ibid.). The photographic medium has been highly-esteemed by artists 

due to its power to affect feelings (Elkins, 2011). As such, it has been useful for communicating 

environmental and societal encounters, whilst “artists typically do not possess the skills or 

instruments needed to determine scientific figures, nonetheless, they are typically superior at 

generating human empathy and effecting emotions” (Mark Klett, personal communication, 

April 5, 2022). Whereas scientific data can be perceived as somewhat abstract, particularly 

when it doesn’t straightforwardly affect an individual’s reality (ibid.). Furthermore, other 

research studies have shown that interdisciplinary discourses addressing environmental 

transformation, more imaginatively and artistically, are becoming more prominent and offer a 

space for collective experimentation (Gabrys & Kathryn Yusoff, 2012; Seelig, 2015; Roosen et 

al. 2017). Especially the increasing dialogue between Art and science, which provides a novel 

outlook on reconsidering climate change (Gabrys & Kathryn Yusoff, 2012, p.1). It seems that 

these dialogues arise from an opportunity seen through bridging the gap between the seemingly 

contrasting fields instead of focusing on what divides them (ibid., p.7). Such interdisciplinary 

thinking has been noted to provide innovative perspectives, and the possibilities to expand or 

bring to life creative projects evaluating environmental challenges via a variety of lenses (ibid.). 
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3  RESEARCH METHODS & METHODOLOGY  

“When people are least interrupted when they can tell their stories in their way, . . . they can 

react naturally and freely and express themselves fully . . . [Interruptions and leading 

questions are likely to have the effect that] . . . the adventure into the unknown, into uncharted 

and hitherto undisclosed spheres, has been destroyed.” (Young, 1939, p. 190) 

3.1 Methods  

To complete my study, I used qualitative research methods. My qualitative research 

methods have involved structured interviews, semi-structured interviews, and secondary 

research, such as an open-ended discussion format. Furthermore, I have done a literature review 

to gather an overall idea of the subject I was investigating. The most significant fragment of my 

methods chapter is committed to outlining the expert interviews with scholar-practitioners I 

have conducted since it was my principal foundation of data collection.  

3.1.1 Expert interviews 

According to Foucault (1977), “interviews as social arenas provide both vehicles and 

sites through which people construct and contest explications for their views and actions”. They 

provide an opportunity to analyze the social knowledge of a small group of participants 

(Schneider et al., 2002) or can have a focus on an individual semi-structured or unstructured 

interview, which can include multiple approaches, such as life story, ethnographic, or narrative 

(Gubrium et al., 2012, p. 179). Such a qualitative method of data gathering can generate an 

abundance of information about participants’ thoughts, feelings, and experiences from their 

unique perspectives (ibid.). Online interviews have become a significant tool in social research, 

where “practices, meanings, and identities can intermingle between researchers and participants 

in ways that may not be possible in the real world” (Dominguez et al., 2007). Its emergence has 

transformed the framework in which research can be accomplished and how knowledge can be 

created (Gubrium et al., 2012, p. 177). Conducting the expert interviews online has been 

possible due to the choice of my study field, and the selection of participants itself. Internet is 

still not equally available to different people and societies, which makes some types of research 

either impossible or biased, leading to some voices in the society being overlooked or 

marginalized (ibid. p. 178). The capacity in handling online platforms, such as Zoom has been 

facilitated by the fact that both myself, and my chosen interview participants, have been 
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accustomed to working with such learning or teaching mode, especially given the Covid-19 

pandemic.  

Online interviewing has become a very popular form of inquiry, especially in the social 

sciences department, as it is more accessible than a traditional face-to-face interview and has 

an easily customized format (ibid. p. 179). Ultimately, I have guided two types of interviews: 

synchronous, and asynchronous interviews, both have affected the formation of researcher-

participant interactions (ibid.). Synchronous interviews are more aligned to the traditional 

interview style but are more challenging due to their high reliance on software, Zoom in my 

case, and appropriate working conditions, such as stable internet connection, noise-free 

background, etc. During my Zoom interviews, I encountered some technical difficulties, such 

as interruption to the Internet connection, an invitation from Zoom not working, etc. Though 

all the disturbances have been quickly resolved so overall, I had a good experience with online 

interviewing. Nevertheless, such type of online conversations offers organic, real-time, 

responses, and in some situations can provide more information given that they are taking place 

in the comfort of one’s home, or another environment of choice, which can facilitate the 

participant to speak more openly (Rheingold, 1994, pp. 23–24). Additionally, as a researcher I 

had to adapt to the different time zones, the most challenging being Canada and New Zealand, 

and finding the time that would suit both parties involved (Kazmer & Xie, 2008). On the other 

hand, asynchronous interviews are much easier given that they are completed through email so 

in a non-real-time scope (Gubrium et al., 2012, p. 180). This non-spontaneous form of 

interviewing is efficient at providing coherent answers and gives more flexibility to adapt to 

the participant’s schedules. (ibid.). I have sent out questionnaires via email to two participants 

who have raised their interest in such a form of inquiry over the synchronous interview style. 

After forwarding the questionnaires, I didn’t have to wait long for the answers, which has 

facilitated gathering the research rather efficiently. Although, in the case of one participant, I 

have decided to send a couple of follow-up questions, to which he has kindly and promptly 

responded.  

It's important to mention that I have commenced my research for this study by arranging 

an open-ended discussion via Zoom with Tyrone Martinsson, professor in the Film, 

Photography, and Literary Composition unit at the University of Gothenburg. I have been 

familiar with Tyrone Martinsson’s work because I have taken part in his freestanding online 

course; Environmental Visual Practice – Extended Ways of Telling at the University of 
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Gothenburg, during the autumn semester of 2021. The course’s focal point was to provide an 

insight into visual storytelling concerning environmental questions, such as climate change, 

sustainable future and the relations between man and nature, art and science, so it was perfectly 

aligned with my chosen study field. The zoom call has taken the form of an open-ended 

discussion, since I was aiming to gather, as a researcher, more in-depth insight into the context 

of my chosen study field, besides conducting the literature review. The conversation has proven 

to be very fruitful for commencing my research, thanks to Martinsson’s scholarly knowledge 

of visual storytelling about environmental questions, and the field of photography. Furthermore, 

Tyrone has kindly provided me with a couple of contacts to other relevant sources, and 

researchers who would fit the qualitative nature of my study. Such type of research is based on 

collecting and analyzing non-numerical data, mainly text, and images, to better comprehend 

experiences and opinions (Creswell, 2013). The biggest advantage of such a research method 

for me was being able to conduct conversations with highly experienced scholar-practitioners, 

whose rich knowledge of the field of photography, visual arts, and environment, has deepened 

my understanding and helped me to draw out informed conclusions. I have initially reached out 

to twelve people that seemed relevant to my research; however, I have heard back from six, 

who have expressed interest or had time to talk to me. Four out of six interviews took place via 

Zoom, and two via email, due to the spread-out location of my interviewees, who are based in 

Sweden, the United Kingdom, Canada, New Zealand, and the United States, and their 

availability. The structured, and semi-structured interviews, used as part of the qualitative 

research practice have enabled me to create links between all the gathered sources and observe 

reoccurring patterns. The type of research method I have chosen can be classified as emergent 

since the initial plan wasn’t too rigid and some of its aspects got modified during the process 

of my fieldwork (ibid.). For instance, I have altered some of the questions, when I felt like I 

wasn’t getting enough sufficient information, or when a new theme has emerged that I thought 

was worth exploring. 

Lastly, I have completed an inductive literature review to grasp the background of 

environmental photography, find out more about existing studies on the topic of photography’s 

relationship with science, and draw theories emerging from the latter. The literature review has 

further shaped the creation of my interviews, and has in combination with the expert interviews, 

informed the results of my study. The literature review assists in defining whether the subject 

area is significant to study, it further shapes the direction and extent of the research (Creswell, 

2013, p.57). Conducting such a review is crucial since it conveys whether the study is associated 
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with an ongoing discourse in the literature, it aspires at filling in gaps and encompassing 

preceding findings (Cooper, 2010; Marshall & Rossman, 2011). Additionally, it delivers a 

context for determining the significance of the study as well as a scale for relating the outcomes 

with other conclusions (Creswell, 2013, p.60). 

3.1.2. Expert interview participants  

My research explored multifaceted topics, such as the climate crisis, environmental 

photography, a holistic outlook on sustainability, the idea of individual responsibility, 

decolonization of nature, and ecological knowledge. Therefore, the choice of interviews as a 

qualitative inquiry method seemed the most suitable for my research design. However, it has 

required gathering information from highly informed scholar-practitioners working within the 

field of photography, film studies, photo theory, art history, and visual media. Given the fact 

that my interviewees have been the primary sources for my investigative qualitative design, it 

was of uttermost importance to choose the right individuals to give my study anticipated depth.  

Interviewees were consciously selected from either Tyrone Martinsson’s network, who as 

mentioned previously have kindly provided me with a list of suggestions, or from my research 

of relevant researchers. It has proven difficult, possibly given the timeline of the study, to get 

hold of people outside of Tyrone’s network so I have focused on the valuable recommendations 

he has given me. In total I have collected data from six participants (mentioned alphabetically): 

 

• Anne Noble; New Zealand Photographer, Emeritus Professor of fine art photography at 

Massey University's College of Creative Arts 

• Dr. Bénédicte Ramade; Lecturer at the Department of Art History, and Film Studies at 

the University of Montréal 

• Dr. Heidi Morstang; Associate Professor in Photography at the School of Art, Design, 

and Architecture at the University of Plymouth, 

• Liz Wells; Emeritus Professor at the School of Art, Design, and Architecture at the 

University of Plymouth 

• Mark Klett; American Photographer, regents’ professor, distinguished global futures 

scholar, honors faculty at the Herberger Institute for the Arts, and School of Art at the 

Arizona State University 

• Tyrone Martinsson; Professor at the Film, Photography, and Literary Composition Unit 

at the University of Göteborgs 
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I have interviewed via Zoom the following scholar-practitioners: Anne Noble, Bénédicte 

Ramade, Heidi Morstang, and Liz Wells. The two remaining photography academics; Mark 

Klett, and Tyrone Martinsson were interviewed via email, concerning their availability, 

nevertheless in the hope to gather their valuable point of view and collect a wide range of 

viewpoints. Interviews taking place via email are beneficial since the interviewees have the 

chance to answer in their free time, might have more time for forming considerate responses, 

and they remove the painstaking process of transcribing the answers (Gubrium et al., 2012, p. 

180). Still, they provide a similar opportunity, as in-person or online interviews, to access a 

variety of individuals for unrestricted responses (ibid.). 

3.1.3 Expert interview content  

The semi-structured Zoom interviews took about an hour and were commenced by 

briefly introducing the research scope, and inquiring whether the interviewees will grant me 

their verbal consent to record the discussion. All of the participants have permitted me to record 

the interviews and understood that the data will be used for my research, transcribed, and 

included in the final written paper. One of the interviewees asked me to send the questions 

before the interview so she could have time to reflect on the answers, otherwise, the online 

interviews have been spontaneous, and the participants didn’t know which questions to expect. 

Although the questions have been adapted according to the person I was speaking to, I was 

trying to keep as many similar ones to provide me with a better spectrum of answers on similar 

topics, and themes. My interview questions were framed by my research questions and the 

ongoing literature review. Some of the questions were rather “grand”, while they intended to 

seek the opinions, and beliefs of the interviewees on important topics contextually framed by 

the idea of environment, and ecology. The Zoom interviews have started with a structured idea 

in mind, however as in real-life conversations, they have sometimes shifted away from the 

initial questions, or given time limitations, and some participants taking longer to answer the 

individual questions, had to be cut short or selected during the interview based on higher 

relevance. Before the Zoom interview ended, the meeting has been briefly summarized, and the 

interviewees were thanked for their participation. The people I have discussed with have often 

expressed the eagerness to keep the track of my research or its completion. On the other hand, 

the email interviews have proven efficient in keeping consistent with my previously structured 

questionnaire.  

3.1.4 Transcription and coding  
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Given the qualitative research method, primarily my expert interviews were transcribed 

and evaluated using thematic examination (Marshall & Rossman, 2006; Gibson & Brown, 

2009; Strauss & Corbin, 1998). Following the completion of each Zoom interview, I have 

exported the recordings made through the voice recording application on my phone, to an 

artificial intelligence program called Trint. The program comes in handy when being faced with 

a big amount of recording content, which would unquestionably take longer to transcribe 

manually. However, having no prior experience using such programs, it took me some time to 

accustom myself to it, and further, it has become clear that to be able to use it freely, and to the 

extent that I needed it, I had to buy a monthly subscription. Still, I have decided to purchase a 

monthly subscription to save some of my time for manually transcribing the interviews. 

Though, the program itself isn’t as competent as I have imagined. It still required a couple of 

hours spent on each of the interviews, since some of the words have been interpreted wrongly, 

due to either the recording being unclear or the accent of the participants being unrecognizable 

to the artificial intelligence program. After finalizing the transcriptions, I have read them 

thoroughly and made notes of my initial thoughts and observations. Further, I have moved to 

code the interviews based on the reoccurring words, ideas, or sentences, that I found relevant, 

surprising, have reminded me of something I already read in the literature, or have related to a 

theory. I have equally kept attentive when I came across differences of opinion. During the 

coding process, I have tried to stay unbiased to conceptualize my data better. Consequently, I 

have chosen the most significant codes and merged them into categories, based on their 

similarities. The final categories have informed the results of my study, since they have 

provided a somewhat novel outlook on the research area, coming from the perspective of my 

interviewees. 

3.1.5 Ethical considerations and positionality  

For my research, I kept in mind that it is crucial to carefully examine ethical concerns 

before commencing a study. As previously outlined, I have conducted four online interviews 

via Zoom and two via email. Online research doesn’t differ much from real-life one, since as a 

researcher you must consider the moral consequences research might evoke (Knoebel, 2005; 

Chadwick, 2001). Ethical concerns in research emphasize that a study shouldn’t be managed at 

the expense of its participants, even if it contributes value to society (Gubrium et al., 2012, p. 

183). As a researcher, it was crucial to address in my study my aims, the agency of my chosen 

participants, and the overall input I wanted to offer to society as a whole (ibid.p.184). Still, 

some researchers admit that online form of research can lead to more ethical concerns than real-
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life research, since it can also be more ambiguous to receive a valid consent, and the issue of 

establishing credibility and information legitimacy might be more challenging (Ess & 

Association of Internet Researchers [AoIR], 2002). Moreover, I have approached each 

interview with the motivation to examine my aim, which was how the interviewed group of 

scholar-practitioners, taking a critically environmental viewpoint, view the role of photography 

in documenting environmental issues. Followed by whether they think it is significant to 

encourage collaboration between photography and science, intending to raise public awareness 

of pressing environmental narratives. In my first reach-out email, I have openly stated to each 

participant the purpose of my study, the scope, the aim, and the use of the gathered data. 

Therefore, I was quite clear at the beginning of each discussion about the topic, its direction, 

and its lifecycle. 

3.2 Methodology  

Grounded theory is a methodological framework used to evaluate qualitative data 

(Charmaz & Bryant, 2011). The theory has assisted my social study-based research in a 

theoretical examination of my collected inquiry data, which has been done “inductively, 

comparatively, and interactively” (Charmaz, 2006). Barney G.Glaser, and Anselm L. Strauss 

(1967), as the forefathers of Grounded theory, have created this method to assess qualitative 

data and the further development of theoretical classifications and the occurring connections, 

which then aids to study experiences and interpret them theoretically (Gubrium et al., 2012, p. 

347). 

 

4  FINDINGS & ANALYSIS  

“He [the artist] is capable of going beyond the limitations of coherent logic, and conveying 

the deep complexity and truth of the impalpable connections and hidden phenomena of life” 

(Andrei Tarkovsky, 1989, p.21) 

4.1 Chapter’s overview  

In Chapter 4 - Findings & Analysis, I will describe the key results from my qualitative 

research collected through conducting interviews with scholar-practitioners, and further discuss 

them. Due to a significant amount of collected data, I will limit my scope to the findings that 
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are vital to answering my research questions. I will commence by describing my findings, based 

on my research conducted via interviews, on how scholar-practitioners, taking a critically 

environmental standpoint, view the role of critical environmental photography. Later in this 

chapter, I will describe my results on how the addressed group of scholar-practitioners thinks 

of critical environmental photography’s power to generate environmental awareness, especially 

whilst it’s based on thorough research, dialogue, or collaboration with science. I will end the 

chapter by reflecting on the limitations of my findings. 

 

4.2 The role of critical environmental photography     

My research paper has been focused on considering the role of critical environmental 

photography, which is a “means to engage in challenging narratives” (Anne Noble, personal 

communication, April 25, 2022). Environmental photography entails capturing visuals of the 

natural ecosystem and biodiversity fluctuating between; animals, plants, water, and land, and 

even picturing isolated cultures, whilst advocating for their safeguarding (Seeling, 2015, p.48). 

According to the research work on environmental photography conducted by Seeling (2015) 

the work of photographers focusing their practice purely on capturing nature, through the lens 

of aesthetics and beauty, shouldn’t be mistaken with critical environmental photographers who 

are engaged with complex issues led by research that aims to cultivate more awareness of 

environmental issues (Seeling, 2015, p.48). Though, according to my research one scholar 

considers that “environmental artist can be a bit in the eye of the beholder or what you would 

like to identify yourself with” (Tyrone Martinsson, personal communication, April 22, 2022). 

Liz Wells shared that “there are a number of artists who work exclusively in relation to land, 

place and environmental change, as observers, as investigators. Asking what's changing, 

looking at seasonal change, thinking about the experience of land being in place, but not 

necessarily say and now we must do something about this” (Liz Wells, personal 

communication, April 21, 2022). Additionally, in our communication, Tyrone Martinsson has 

concluded that based on his, and his close collaborators Mark Klett’s experience, as an 

environmental photographer can be seen as “someone focusing on the connection between 

science and art and the role that visuals can play in our understanding of our impact on the 

natural world. This of course includes aspects of environmental challenges such as climate 

change”, and he further thinks that an environmental photographer is “someone working with 

a purpose of dealing with issues regarding all these challenges facing us today even though it 

can include a more artistic approach. This often includes a more transdisciplinary approach” 
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(Tyrone Martinsson, personal communication, April 22, 2022). Furthermore, critical 

environmental photography “can be a window and a connector to complex stories that are not 

just through the photographs, but through the people that they impact on or who they are 

involved with” (Anne Noble, personal communication, April 25, 2022). Though, some scholar-

practitioners deem that critical environmental photographers need to consider the balance 

between “greenwashing and green-wishing” (Bénédicte Ramade, personal communication, 

April 5, 2022). Ramade in our conversation has further reflected on the difference between 

artists who “are making a one-shot deal about environment and artists that are dedicating their 

entire life to environmental issues. (…) When it's a one-shot deal it's easier [to make] a striking 

thing, very powerful, but you're not obliged to continue on this path” (personal communication, 

April 5, 2022). Another pattern observed has been related to the idea of disturbing or shifting 

the audience’s perspective. Anne Noble has shared in our communication “I don't want people 

to grace their living room walls with beautiful pictures of the Antarctic. I want the work to 

trouble people. And if you're wanting that, if you want that sort of disturbances, or that sense 

of, shifting something” (personal communication, April 25, 2022). According to Tyrone 

Martinsson, the aim of critical environmental photographers should be to try to stay true to what 

one is working with and arguing for (personal communication, April 22, 2022). He concluded 

that as a practitioner he intends to “not twist the truth or use any tools available to create a false 

impression of what is out there.”, “(…) All the people I work with are very concerned about 

this and try to stay true to the responsibilities when arguing people to believe our works and 

stories told” (ibid.). Additionally, Heidi Morstand mentioned that critical environmental 

photography tries to “shift perspective that is about [maintaining] landscape” (personal 

communication, April 8, 2022), and photographers through their work raise fears emerging 

from climate change. So, the works can give greater awareness to the importance of what we 

need to take care of (ibid.). Furthermore, my interview question: “Do you think that it’s 

important to consider sustainability in photography or film production? Heidi Morstand has 

concluded: “I don't work with particularly environmentally friendly medium; photography and 

film (…), whether it's digital or analog we are using chemicals. We're using digital equipment 

that is using a mining extraction, all kinds of things going on” (personal communication, April 

8, 2022), still, it seems that photographers working within critical environmental practice 

question the moral dilemmas around production methods. It can be well understood through the 

following answer “I'm aware of how production is not as environmentally friendly as I wish it 

could be” (Heidi Morstand, personal communication, April 5, 2022). Furthermore, in my 

findings considering critical environmental photography, there seems to be a strong link of the 



 24  
 
 

practice to the concept of time. Anne Noble shared, “I like to build projects over time. So more 

and more, those projects are absolutely dependent on relationships with people, with 

communities and with larger issues related to the environment, but that is involved in shifting 

political and nuanced understandings of our relationships to place.” (personal communication, 

April 25, 2022). Heidi Morstand similarly reflected on environmental photography’s 

commitment to “long-time perspective and the need to document” (personal communication, 

April 8, 2022). Mark Klett has concluded “photographs can show the effects of environmental 

change, but these changes sometimes occur at rates that are difficult to capture. Projects must 

often be conceived in the long term, to include multiple images made over time” (personal 

communication, April 5, 2022). Whereas Tyrone Martinsson revealed that with his collaborator 

Mark Klett “we have started to work with a concept that we call the ‘long story’. This enables 

us to see what we do as something that is not only addressing time and long historical 

perspectives but the future and the present” (personal communication, April 22, 2022). The 

findings on the theme have also showcased that a major challenge is to shift the long-term 

awareness. Ramade has suggested “I'm thinking more and more photographers and video artists 

today are working on this relationship with time to try to go out to get rid of a crisis time. That 

is, the commotion, this trekking time, and try to be in the duration, because it's still a question 

of duration of going deeper and longer with the issue” (Bénédicte Ramade, personal 

communication, April 5, 2022).  

4.3 Photography as a means to generate environmental awareness 

In my interview findings Bénédicte Ramade has revealed that “since the development 

of ecological conscience and movements in the 60s, the relationship with pictures and artists is 

quite unfair and sometimes quite useless. (…) since the beginning, most of the artists were 

involved in the ecological issues from the scientific perspective because it was safer rather than 

being used and manipulated by lobbies from each part. (…) I think they choose science, and 

that shows really cold facts to be sure to be not manipulated”. She added that „artists still 

struggle with this today because they don't want to be the spokesperson for a political party or 

a political cause. And that's why most artists hate this word; ecological art. They don't want to 

be ecological artists, because ecology has a double meaning; its science, but it's also politics” 

(Bénédicte Ramade, personal communication, April 5, 2022). Through the discussion with 

Anne Noble, I found out that photographers could influence to contributing a greater awareness 

through “building an archive of pictures” (personal communication, April 25, 2022). Noble 
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further reflected based on her work “I want other people to be able to access them (…) this is 

an indigenous archive of images, so I'm generating something in which I surrender for a 

purpose. (…) there's a way that you remove it's the artifact itself having value or way you 

ascribe the value to it is through the processes of creating a project” (ibid.). Photographers have 

a close “relationship between visibility and the invisible resonance that you can speak to 

through photography.”, and they can be advocates for illustrating issues based on the context 

of “cultural narratives, the complexity of the cultures speaking against each other, the notion of 

cultural deafness when it comes to what is glaringly obvious when you read the histories when 

you listen to the kind of conflicting voices, their histories that need to be brought to the fore 

through what photography can do in a complex way” (personal communication, April 25, 

2022). Following on that, some of the data led to the conclusion that since our world is 

oversaturated with visuals, critical environmental photography can “educate the public to be 

more suspicious regarding images and to be more conscious that it can add the power looking 

at these pictures” (Bénédicte Ramade, personal communication, April 5, 2022). As described 

in the background of my research paper, photography has a strong link to memory (Markwell, 

1997; van Dijck 2008). In the findings, Liz Wells reflected upon that bond “I do think the 

photographs, strong photographs well, the photographs where form and content are carefully 

integrated stay in your mind.”, she adds, “(…) if they tell us something uncomfortable that can 

be quite disturbing and stay around for quite long while (…). There's a lot about that in ecology. 

(…) it certainly testifies to the fear of the photographs provoking nightmares, or the video 

footage, because they're all provoking nightmares and extensive unease that goes beyond the 

information that they do feel they want to know. (…) And that's possibly, obviously because 

we can't solve anything” (Liz Wells, personal communication, April 21, 2022). Consequently, 

Wells notes an important issue “Well, maybe some people don't want to look, but if you don't 

try and say something through photographs as well as by any other means, then nobody is going 

to be alerted to issues” (ibid.). Furthermore, from my findings I could discover a pattern that 

environmental photographers do not focus on solely producing the work itself, they also aim to 

create a higher awareness of the issue’s discussed and they do that through active participation 

in a variety of events, talks, workshops, etc. (Hales & Spaulding, 1997; Elliot, 2006; Corbett, 

2006; Wells, 2011). Heidi Morstand has stated in our discussion “the works I make, and they're 

not commercial, the works are shown in exhibitions, film festivals, academic conferences and 

variety of events” (personal communication, April 5, 2022). Additionally, critical 

environmental photography brings a different perspective to communicating the climate 

emergency, as opposed to looking at it from a purely scientific point of view. Martinsson has 
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reflected on this “I believe it challenges artists and photographers alike. This is art with a 

purpose and beyond mere aesthetics or creating value for the art market. I see this as a practice 

more related to the research community and similar institutions and outcomes. I believe they 

can provide an alternative view in collaboration with the fact-driven scientific fields. I believe 

there is even a need for the storytelling and visualizations possible through art and photography 

that in collaboration can benefit from each other. I don’t think that they necessarily work against 

each other but rather talk about these issues from different perspectives and with different tools” 

(personal communication, April 22, 2022). Whilst a conflicting thought came from Liz Well’s 

“I get very cross about is the idea that art exists to illustrate science. So, when you get 

collaborative projects as scientists think it's their project and the artist is the icing on the cake 

(…). I was talking with one of the scientists who was involved in initiating artist residencies in 

Antarctica at the British Antarctic Survey Base. (…) he said very clearly, that art contributes to 

us scientists seeing things differently and creativity is fundamental to science, new ideas, 

experiments, creative conclusions, and so on. So again, he's refusing the two cultures binary” 

(Liz Wells, personal communication, April 21, 2022). Mark Klett has also expressed his opinion 

on the topic of photography’s relationship to science in communicating environmental crisis 

“The science of climate change alone, for example, does not seem to be enough to convince 

people to demand that drastic action is necessary. People do not assimilate data very well unless 

it affects them directly. I do think these important shifts require a change in culture.”, he adds 

that artistic practices “(…) can help people to move past the numbers and towards the daily 

changes that will come with that. In the end, art and science can work together to achieve 

progress in addressing environmental challenges. Neither one is likely to do the job alone” 

(Mark Klett, personal communication, April 5, 2022). Consequently, the topic came up in my 

discussion with Noble “I work with scientists, so I have been very privileged to devise an 

installation that involved a live colony of bees inside a photographic artwork, and the idea, the 

premise was quite absurd, that I could use photography's capacity to speak about loss and 

imminent loss and to create an elegy for loss in advance of losing something” (Anne Noble, 

personal communication, April 25, 2022). Additionally, she mentioned that there lies an 

important distinction between how artists and scientists pose questions. Scientists have ways to 

answer questions through investigations, mainly based on an analytical and experimental 

approach, whereas artists use the notion of language metaphorically, “artists narrate, they 

speculate they expand the possibility of the questions that we ask” (Anne Noble, personal 

communication, April 25, 2022). Hence, artistic imagination and creativity should be equally 

valued alongside the scientific approach (Liz Wells, personal communication, April 21, 2022). 
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Through my gathered data it could be established that what is needed is the mutual respect 

between Art and science, and such an approach can encourage collective thinking, practice, and 

experimentation. 

4.4 Limitations 

Whilst the data gathered for this research paper is educational and stimulating; given 

the people I had a chance to be in dialogue with, the results must be read with cautiousness. I 

have reflected in my methodology section that online interviews have many benefits for 

qualitative data collection, but they can often be flawed given the virtual nature of discussions. 

My analysis has been limited to the group of scholar-practitioners, all connected through my 

initial contact with Tyrone Martinsson, and who are based in the Global North. It would have 

been beneficial for the study to include other voices, people based in the Global South. 

Unfortunately, given the time constraints, it wasn’t possible to do this in this study. 

 

5 CONCLUSION  

“I couldn’t say that Art will solve everything; it won’t solve anything. But there has to be a 

kind of amalgamation of everybody all looking in the same direction.” (Max Eastley, 2020)   

Since the emergence of the environmental photography movement, the photographic 

medium has been utilized as a vessel to communicate the climate emergency, and 

environmental degradation embarked on the environment by human activity. The mirroring 

practice has both visualized the beauty, through the contemplative aspect of engaging with 

nature, though it also showcased the unsetting imageries which influenced the socio-political 

dimension and often led to stirring societal discussions. Photography’s storytelling ability can 

communicate the act of seeing, whilst it can influence the way we comprehend the world, and 

contribute to shifting the stale narratives. Furthermore, powerful visuals can stay in one’s 

memory for a long time, which has proven useful for advocating environmental concerns.  

  

This research paper inquired whether the group of scholar-practitioners working with 

critical environmental issues view the practice of photography as a medium to raise awareness 

about environmental concerns. Furthermore, it aimed to examine how they engage themselves 

with these complex subjects. Based on my qualitative analysis of the conducted interviews it 

can be concluded that they consider photography to be a powerful medium, if it is used 
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mindfully, with honest intentions, and informed by careful research; which I argue in my 

conclusion to be accurate.  

  

Through my findings, I gathered that the world is sophisticated visually but it’s 

important to consider the incentive and purpose behind the production of images, whilst 

photography itself is known to be an unsustainable practice, creating pollution, and relying on 

mining minerals and use of chemicals. Nonetheless, photographs provide a sensory engagement 

in the world which is equally beneficial for communicating climate-related issues. Whilst, it 

can inspire the public to act, or at least raise the levels of awareness or engagement in these 

issues. Photographers can contribute their technical skills to create pressure since a 

photographer’s eye for detail can be a good enhancement to communicating scientific data. 

Furthermore, the interview outcomes have highlighted that critical environmental photography 

needs to be created with a thoughtful approach, especially considering the subjects and people 

they are involved with. Nevertheless, I strongly believe that the world requires imaginative 

solutions to address the multifaceted environmental challenges facing humanity, and a variety 

of creative practices are essential to improve our society. The scientific approach is known to 

deliver cold facts concerning the environmental metamorphosis but it often fails to 

communicate the data in a way that is inclusive, comprehensible and would provoke reflection 

and encourage an individual to act. Whilst “photography and art [can] be a bridge between 

ethics and politics. (…) its aesthetics and politics. And there is this bridge that's possible for 

art” (Anne Noble, personal communication, April 25, 2022).  

 

Even though my study on the topic has had a narrow scope, due to the limited group of 

scholarly voices, there are plenty of possibilities to gather more research in the field and I would 

highly encourage further explorations. Still, I believe that my findings have contributed to the 

transdisciplinary fieldwork of human ecology since they established that critical environmental 

photography has a high potential to be used as a communication apparatus that can enable an 

alternative outlook on environmental issues, as opposed to the solely scientific point of view, 

and to shift relations to cultural dialogues which is a notion frequently discussed within the 

field of human ecology. Though, it requires the long-term perspective to create transformation 

and influence the politics of representation of who, what, and how is being represented, through 

the photographic medium. Whilst environmentally-oriented projects can benefit from a slow 

and reflective pace. Considering all of the above, I would like to end with the words of 

photographer Mark Klett about the collective thinking that is essential in fighting the battle 
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against environmental degradation “I also see myself as one person in a much larger group of 

artists and writers who contribute to parallel efforts. Together, I hope the cumulative effect of 

our work has a much larger effect than any one person could create by themselves” (personal 

communication, April 5, 2022). 
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