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Jackie Nickerson’s latest photobook, 
Field Test, makes for uncomfortable viewing. 
Weeds are fastened against a wall with 
duct tape, subjects’ heads are bound tight 
with cellophane, bodies are cocooned 
in tarpaulin. For the viewer, many of the 
images elicit a feeling of claustrophobia. 
For the American-born British photographer, 
the work is a meditation on how plastics 
inhabit the modern world – or rather, how 
they suffocate it.

“Plastic is a generic and ubiquitous 
material that may end up choking the 
planet, and in turn strangle us,” says 
Nickerson. “I decided to make images 
of individuals with everyday materials 
that act as a metaphor for this asphyxia.” 
She points to examples such as the huge 
floating rubbish dumps piling up in the 
Pacific Ocean: “It is deeply upsetting 
looking at how [plastic] is killing marine life. 
It is obscene. It has got to change.”

However, this is more than just a 
tirade against plastic pollution. Field Test 
(published by Kerber Verlag) also highlights 
how indispensable the material has become 
to humanity – an issue brought into even 
sharper focus by Covid-19. Subjects’ faces 
might be shrouded by industrial mesh, but 
they are also shielded by surgical masks 
beneath. Some wear protective gloves and 
hospital scrubs. There are even Polaroids of 
healthcare workers in full PPE.

The timeliness is not lost on Nickerson, 
but Field Test was conceived and shot long 
before the pandemic. In fact, she came up 
with the idea in 2014, when she travelled 
to Liberia to cover the Ebola outbreak for 
Time magazine. “I became very conscious 
of the processes and protocols around 
healthcare,” she says. “PPE played a really 
important part in that.”

Nonetheless, she is keen to stress 
that she is not ambivalent when it comes to 
plastics. “I just like to address both sides,” 
she says. “It runs through all of my work.” 
Terrain, a 2013 series focusing on farming in 
sub-Saharan Africa, is made up of arresting 
and at times celebratory portraits of 
anonymous labourers, while simultaneously 
bringing up issues around food security and 
subsistence agriculture. Faith, completed in 
2006, paints an austere yet intimate picture 
of Christian communities at a time when 
child sexual abuse charges against the 
Catholic Church were prevalent. 

But where these projects focus on 
people, offering glimpses into their subjects’ 
lives, Field Test does the opposite. In one 
image, a figure stands alone in a field, their 
face and top half concealed by a billowing 
sheet of black. “These are plastic materials 
that protect, but also obscure identity,” she 
explains. “That lack of personal identity 
creates a kind of psychological stress.”

It is an anxiety which, for Nickerson, 
appears to compound the existing worries 
about plastics and the environment. 
With this removal of individual qualities, 
the artist looks to broaden the scope of 
the work further still. “Are we looking 
at a person or an inanimate object?” 
she asks. “Do retailers, politicians and 
social media companies think of us as 
individuals or as commodities?” Arguably, 
the book implies, the answer is both – it 
just depends who’s profiting. 
jackienickerson.com
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This Is Not a Fashion Photograph. Jackie
Nickerson
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Like disquieting hybrids, the human beings in the new book by Jackie Nickerson seem to meld

with plastic. Black humor or environmental exposé?

When Jackie Nickerson first came to our attention, in 2002, she had put aside a

career in editorial fashion work and published an extraordinary book of

photographs she’d made in Africa called Farm (Jonathan Cape). Farm’s subjects

were field workers in Zimbabwe, Malawi, Mozambique, and South Africa–men and

women whose protective layering of fabric and industrial materials was so strikingly

inventive that it recalled Rei Kawakubo’s wildest creations for Comme des Garçons.

A B B O N A M E N T I

F A S H I O N B E A U T Y N E W S F A S H I O N  S H O W S TA L E N T S P H O T O G R A P H Y

I TA I A



A B B O N A M E N T I

F A S H I O N B E A U N E W S F A S H I O N  S H O W S TA L E N T S P H O T O G R A P H Y

I TA L I A



together in her new book, Field Test (Kerber Verlag), which takes the idea of the

protective garment in a more abstract and conceptual direction. Although all the

photographs here were made before the COVID-19 pandemic, they can’t help but

suggest an extreme version of the personal protective equipment (PPE) hospital

workers have wrapped themselves in these past many months. 

In a conversation that opens the book, Nickerson remarks that she began thinking

about this series in 2014, when Time magazine sent her to Liberia to photograph

Ebola care workers. For someone concerned about the impact of plastics on the

environment, that experience made Nickerson think about “functionality in a

crisis”: “I saw how valuable plastics were, how the barrier PPE created was

lifesaving.” 

F A

S H I O N B E A U T Y N E W S F A S H I O N S H O W S TA L E N T S P H O T O G R A P H Y

But if plastic products are essential to combating the spread of deadly viruses, they

still pose long-term dangers to the natural world. Although the Field Test

photographs take both these things into account, their view is decidedly dystopian

and their black humor can’t cancel out their dead-serious concern. “This whole

series is about a kind of collective trauma,” Nickerson says. “The idea that

everything is connected, that what we eat and how we produce food is an essential

part of life. When we change nature, we change our reality.” To a great degree, the

series builds upon another earlier book, Terrain (TF, 2013), in which African farm

workers were overwhelmed by the goods they carried. There, Nickerson point out,

people “appear camouflaged by their produce, creating a hybrid figure.” 

In Field Test, with nature all but absent, these hybrids are unsettlingly alien.

Figures are sheathed in polyester mesh, masked in plastic trays, and suited up in

head-to-toe laminated polypropylene tarps. One erupts in a white cloud of

polystyrene packaging, like frozen breath. The woman in the picture above finds

herself bound to inflatable plastic fish with pink nylon cord, more immobilized than



Jackie Nickerson, “Shark”, 2019, from “Field Test” (Kerber Verlag).

© PHOTO © JACKIE NICKERSON. COURTESY OF THE ARTIST AND OF THE JACK SHAINMAN GALLERY, NEW YORK.
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protected. As a living sculpture, she resembles one of Rachel Harrison or Erwin

Wurm’s comic collisions of the human and the inanimate. But the sense of threat
I TA L I A A B B O N A M E N T

that looms over Field Test undermines the humor here and suggests a nightmarish
S H I O N B E A U T Y

echo of the erotic encounter in 
N E W S F A S H I O N  S H O W S TA L E N T

The Creature From the Black Lagoon
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The faceless portraits of Jackie
Nickerson
PHOTOGRAPHY 03 NOVEMBER 2020

Known for capturing the psychological identity of groups of individuals in their
environment, British photographer Jackie Nickerson is back with an unpublished
book called “Field Test”. Produced over the past five years, his faceless portraits
disembowel the human being behind plastic and screens. Meet.

Interview by Matthieu jacquet .
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© Jackie Nickerson. Courtesy the artist and Jack
Shainman Gallery, New York.
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A model faces the camera, but the portrait is far from usual
: her face is invisible, covered by a perforated plastic bag,
held in place by pink ribbons. In another image, it is rolled
up in a white non-woven fabric and covered with a net that
the head appears… or rather disappears. Over the shots

Jackie Nickerson, “Pink Head” (2019).





taken by Jackie Nickerson, plastic triumphs and identities
are erased. In his new book called Field test, the British
photographer brings together images taken over the past
five years, sober and cold staging animated by the
presence of packaging, bags and other protective coveralls
behind which the body becomes a disposable object.
Marked by a trip to Liberia, in the heart of the health crisis
linked to Ebola, but also by the influence of big data,
overconsumption ,  the isolation caused by screens and of
course the ecological emergency, Jackie Nickerson seizes
the visible absurdities of a world in the midst of
dehumanization. A powerful visual interpretation dotted
with surgical masks, strangely heralding the horrors of the
year 2020. Numero asked him a few questions.

Issue: This new book brings together photographs taken in
recent years. What are the origins of this series and when
did you decide to publish it?
Jackie Nickerson: This project started in 2014 when Time
magazine sent me to Liberia to document the Ebola
outbreak. This made me very aware of all the modalities
offered by the health services, and PPE (polyphenylene
ether) plastics played a very important role. These materials
protect but also camouflage identity. The lack of personal
identity then creates a kind of psychological angst that
made me think about all those invisible things that we use
every day, like the Internet.

“We live in the age of fake news where fabricated data is
presented as truth.”

Vous avez baptisé votre ouvrage “Field test”, terme qui
renvoie à une expérience in situ dans le domaine
scientifique. Comment vos clichés vous ont-ils inspiré ce
vocabulaire médical ? 
Le field test est un test de l’œil qui mesure quelle quantité de
vision périphérique un individu peut avoir perdu. Cette perte de
vision est généralement imperceptible au quotidien, c’est
pourquoi le field test permet de mesurer de façon scientifique
tout ce que l’on peut réellement voir, en comparaison avec tout
ce que l’on pense être capable de voir. Nous vivons à l’ère des



fausses informations où des données fabriquées sont
présentées comme vérité. J’appréciais donc cette idée d’une
machine qui peut mesurer la réalité.

Jackie Nickerson, “Hybrid” (2019). © Jackie Nickerson. Courtesy the
artist and Jack Shainman Gallery, New York.

La dissimulation du visage est un fil rouge de l’ensemble du
livre. Parfois, on aperçoit même des masques chirurgicaux
au visage des modèles, que l’on ne peut pas s’empêcher de
percevoir comme un présage de la pandémie de Covid-19.
Comment en êtes-vous venue à une telle représentation de
l’anonymat ?
Vous avez raison : j’ai commencé cette série bien avant la
pandémie. Évidemment, couvrir la crise d’Ebola a été le point



de départ. Par la suite, j’ai commencé à penser à tout ce que
nous faisons de banal au quotidien et qui est robotisé ou
automatisé. Sommes nous face à une personne ou un objet
inanimé ? Les vendeurs, les politiciens, les entreprises, les
réseaux sociaux nous voient-ils comme des individus ou
seulement des chiffres ? Comme des produits ? Les études de
données tentent d’influencer nos dépenses. Nous sommes
tous transformés en marchandises par les systèmes du big
data. Mais comment appréhendons-nous cette nouvelle réalité,
celle d'être devenus invisibles ?

“La pure polyvalence du plastique continue de nous
assujettir. Il est devenu indispensable.”

Dans vos clichés, les ordures deviennent des trésors.
Beaucoup de déchets, principalement en plastique, sont
utilisés comme costumes, accessoires, décors… Où les
avez-vous trouvés ? Comment sont-ils entrés en jeu dans la
préparation des images ?
Cela fait à peu près dix ans que je collectionne et achète tous
types de matériaux. Et cinq ans que j’amoncelle des
emballages de nourriture. Je suis obsédée par les
supermarchés discount, obsédée par leurs matériaux. Tous les
différents types d’emballage, leur design industriel – qui ont
chacun une fonction très précise – me fascinent, d’autant qu’ils
ne sont utilisés qu’une seule fois avant d’être jetés. La pure
polyvalence du plastique continue de nous assujettir. Il est
devenu indispensable.



Jackie Nickerson, “Airside II” (2019) (diptych). © Jackie Nickerson.
Courtesy the artist and Jack Shainman Gallery, New York.

Vous êtes connue pour explorer sans cesse la relation entre
un sujet et son environnement. Dans cette série,
l’environnement n’est pas toujours très visible, souvent
séparé des portraits des individus eux-mêmes, mais les
grilles sont récurrentes. Quel rôle avez-vous voulu lui
donner ?
Notre environnement aura toujours un effet sur nous car nous
en faisons partie et il fait partie de nous. Les sculptures
photographiques du livre pourraient donc être perçues comme
des métaphores de cette actualité. Elles illustreraient alors
l’impact que les nouvelles réalités environnementales telles que
la big data, les fake news, la pollution et la technologie ont sur
nos esprits, notre intellect, nos souvenirs, nos capacités de
raisonnement, notre intimité et notre âme. Par ailleurs, dans les
lieux publics et particulièrement les aéroports, nous sommes de
plus en plus isolés de notre environnement par divers écrans.
Même si ces écrans sont très subtils, ils sont toujours là. Tous
les éléments que j’ai intégrés dans cette série représentent
cela.

Jackie Nickerson, Field test, disponible aux éditions Kerber.



A Magazine Curated By presents an exclusive first look at Field Test, a new photographic study by the American-born British 
artist Jackie Nickerson. Published by Kerber Verlag, the 100-page tome contains an essay by Aidan Dunne. The below is an 
excerpt from the book’s introduction, a Q&A with A Magazine Curated By Editor in Chief Dan Thawley.

Dan Thawley: The concept of a ‘Field Test’ has roots in medical science and particularly the testing for loss of vision. It could 
also relate to products being used for the first time in the environments they are destined for. With this in mind, what does 
the title Field Test mean to you?

Jackie Nickerson: For me, it’s a medical reference — the eye test that involves looking into a large white dome where there 
are random flashing lights of various intensity and size. It’s a test to check how much peripheral vision a person may have or 
have lost. The loss of vision is usually imperceptible on a-day to-day basis, so a field test is a scientific way of measuring how 
much we actually see as opposed to how much we think we see.

DT: This work sees a more active intervention in the spaces and the bodies of your subjects than in most of your work. With 
that comes a general feeling of disconnect and isolation. What is your personal relationship with isolation? Do these images 
reflect this, or are they a statement on the experience of others?

JN: Yes, it’s personal — but it’s also a universal theme: a creeping sense of isolation. It addresses new kinds of stress and com-
modification, the environment, speciesism, the waste, the pressure, the mandatory compliance, the lack of privacy. I guess 
you could say it has a universal identity, like a collective smothering. It’s a kind of psychological snapshot or chronicle of a 
whole generation of our consciousness.



DT: Does the identity of your subjects hold any consequence in these images, seeing as their defining features are predomi-
nantly concealed? Were they chosen as blank canvases, or with diversity in mind?

JN: They are very specific blank canvases. The sitters were chosen because of their proportions, scale, and height. It was a 
rather brutal casting process: How long can someone stand still? Can they shut down and not project or perform? Are they 
claustrophobic? Can they relate to what I am creating? Do they have patience? Tolerance? I asked people who I knew.

DT: Whilst your work has often incorporated a curiosity in synthetic and natural materiality, Field Test sees a more implicit 
conversation with the human form and materials as barriers, masks, insulation and protection. How did you arrive at this 
conceit?

JN: I wanted to control the content, so I researched and chose all the components before putting them together. That meant 
stepping out of the actual world and into a ‘made’ world. I think part of that decision was about the photographic process — 
awareness of control, both of the sitter and the artist. But it also becomes a question of how much control we relinquish on 
a day-to-day basis, about how technology and commerce trains us to think in a certain way. Like a cause and effect of what 
we choose to have around us. Materiality plays a part here — it speaks of how what we use on a daily basis will have an effect 
on our psyche and even on our physical lives. So in a way, it’s a natural progression from my book Terrain. I like to question 
how we choose to live, and what long-term effects those choices may have on us. It seems like nature works in an incremental 
way, so if you’re not paying attention, things will have changed irrevocably and there will be nothing you can do about it. The 
choice of materials is very important.

DT: The materials implicated in your images span a wide variety of agricultural, medical, and industrial usages — they evoke 
the codes of safety equipment and uniforms, transport and waste disposal, food packaging and even the studio tools of pho-
tography itself. What was the process involved with selecting these intermediary materials – functional mediums that serve 
mostly as protective and insulating barriers — and applying them to the human body as decoration and artifice?

JN: I am obsessed by certain materials. Plastic is one of them. I like to take mundane, everyday domestic items and put them 
in a different context. It’s not for decoration — I’m asking questions. I’ve always been obsessed by supermarkets. The cheaper 
the better. I remember when I was about 14 years old and taking the labels off all the food tins in the house and putting them 
on my bedroom wall. I’ve no idea why. I just thought they were interesting.I began thinking about this series in 2014 when 
Time magazine sent me to Liberia to cover the Ebola care workers. The trip made me think about a lot of things. For this, 
specifically, it made me think about distancing, the duality of plastics and about human interaction. Functionality in a crisis. 
I saw how valuable plastics were, how the barrier PPE created was lifesaving and enabled doctors, nurses and carers to work. 
I will always remember one of the doctors disrobing after leaving the Ebola ward. It was a careful ritual. A meticulous chore-
ography of purpose and safety. First this comes off, then we roll this piece over this piece, then we pull from the top down etc. 
Each person did their own clean up. It reduced the risk. And I looked at the PPE, that fragile yet essential thin layer of plastic 
that enabled health care workers to do their job. I witnessed how communal effort can unite but disease can isolate. The lack 
of facial recognition, the inability of family members to visit, the isolation wards, the loneliness in death. Learning to live in 
another man-made, made for purpose world. Since the Covid-19 pandemic, this has become more universal than ever.

DT: Less portraiture and more sculpture, the human body becomes a canvas for these other objects and layers that cover and 
distort the people. For you, what is the importance of revealing human features as opposed to suggesting them, exposing 
them or distorting them?

JN: I suppose there’s a difference between identity and character. Do we need to see the features of a person in order to iden-
tify them? Or is a suggestion enough? I think on a very basic level our brains are programmed to try to work out if we are 
looking at a person or an inanimate object.  Do retailers, online shops, insurance companies, politicians, corporations and 
social media companies think of us as individuals — as their fellow citizens? Or do they think of us as consumers? As com-
modities? That’s a question. Capitalism works because the bottom line is about profit and loss and individuals are irrelevant. 
Data research attempts to use all of us to target how we all spend our money. So, how are we dealing with the new reality of 
being invisible? Now we are beginning to understand how things work and how we are being commodified through systems 
of big data and the invisible consumer.



Jackie Nickerson’s New Book Examines the Trauma of Modern Living
Field Test is artist Jackie Nickerson’s latest publication, which explores the hidden forces that are changing us

OCTOBER 29, 2020

TEXT Ted Stansfield

LEAD IMAGE Jackie Nickerson, Hybrid, 2019 All photos © Jackie Nickerson. Courtesy the artist and Jack Shainman Gallery, New York



JN: Mostly it’s about the psychological effects of things that are not overt – and how we

are being changed by them – globalisation, technology and medicine, commercialisation,

mass production, environmental pollution, migration, digitisation, fake news and

pandemics.

I sometimes feel like the technological practices in our everyday lives – the digital

processes that we all use – are changing the way our brains work. And there’s very little

room to opt out of this.

Ted Stansfield: Please could you introduce Field Test to us?

Jackie Nickerson: Yes. It’s a series of constructed images about the collective trauma of 

modern living. In a way, it’s about the mundane things and hidden forces in your life, 

which you don’t have any knowledge or control over.

TS: Could you describe the process of creating it?

JN: It started in 2014 when Time magazine sent me to Liberia to cover the Ebola epidemic. 

I became very aware of the processes and paraphernalia around healthcare. The 

materials that protect, but also obscure identity and the psychological effects of not being 

recognisable. This got me thinking about the unseen things that we use everyday. Like the 

internet.

TS: What are some of the themes you explore?

Here, Nickerson tells us more about this book and its themes, and what she feels is the

power of photo books.

Jackie Nickerson is one of the most profound image- and film-makers working today. 

Deeply meditative, the American-born British artist’s work examines what it is like –

physically and psychologically – to work within specific environments. Farm (2005) and

Terrain (2013) explore farm labour, the relationship between the land (in Southern and 

East Africa) and the people who work upon it, while Faith (2007) and Ten Miles Round

(2009) look at similar relationships but in Ireland – the religious and rural communities that 

can be found there, respectively.

While these series examine heady subjects such as identity – who we are, how we change 

the world around us and how, in turn, it changes us – they also embody extraordinarily 

beautiful portraits and landscapes, too. Nickerson’s latest book, Field Test (published by 

Kerber), is no exception. Featuring powerful and at times perplexing photographs, which 

actually feel more like sculptures than portraits, the publication explores the collective 

trauma of modern living; how the things that are unseen change us. Things, says 

Nickerson, like “globalisation, technology and medicine, commercialisation, mass 

production, environmental pollution, migration, digitisation, fake news and pandemics”. 

Things that feel all too familiar, all too ... traumatic.



Jackie Nickerson, Pink Head, 2019 All photos © Jackie Nickerson. Courtesy the artist and Jack Shainman Gallery, New York

TS: Some of these themes feel especially pertinent to this time we’re living in – the age

of coronavirus – but you created the book before the pandemic. How do you feel

about this?

JN: Yes, well, I suppose the World Health Organisation has been talking about the danger

of a worldwide pandemic for a while now, so it’s not really surprising. When I saw the

Ebola outbreak it became real for me. I suppose the timing is just a fluke but there have

been other recent outbreaks – like Sars.

TS: How does Field Test relate to your previous publications, Farm, Terrain, Faith and

Ten Miles Round?

JN: I have an interest in cause and effect. How things to a certain degree work within the

law of nature. We are not isolated – there is an inevitable cohesion as we all live together

on this planet. So this idea of how we are human, and how we interact with our

environment is what I’m interested in.



Jackie Nickerson, Chimera II, 2019 All photos © Jackie Nickerson. Courtesy the artist and Jack Shainman Gallery, New York

TS: I’m interested in what motivates you, in terms of your artistic practice.

JN: I think most artists will tell you that – the ideas, the drive – it’s just there. I see things

and I see how diverse things can perhaps work together. It’s my job to investigate that

and ask those questions. I love what I do.

TS: In a recent interview for AnOther, Tyler Mitchell said photo books are “even more

important than a show, which seems to be the marker of success” (for photographers).

Do you agree? What do you feel is the power of photo books?

JN: Yes. I think both are important but a book lasts forever and it’s an artifact you can

keep. Francis Bacon said that he thought his paintings worked better in a series.

Sometimes the narrative is a really important part of the work and a series illustrates an

idea better than a single image. So books are a great way of achieving this. But that said,



Jackie Nickerson, Cloud, 2019 All photos © Jackie Nickerson. Courtesy the artist and Jack Shainman Gallery, New York

it’s always great to see work produced as an actual photograph and see it hanging on a

wall.

TS: Do you buy them yourself? Do you have a favourite?

JN: I buy lots of books about photography, design, architecture and sculpture. I recently

bought a brilliant Dieter Rams design book. You can clearly see how his work from the

1950s has influenced industrial design today. 

TS: Another thing I’m interested to know: how does it feel to create something that then

becomes a rare and valuable commodity and a special and treasured possession (to

someone like me!)?

JN: [Laughs.] Thank you! I hope I can produce work that some people might want to look

at.

Field Test by Jackie Nickerson is published by Kerber.
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'All photos © Jackie Nickerson. Courtesy the artist and Jack Shainman Gallery, New York '

Jackie Nickerson nasce come artista di arti visive e collabora come fotografa per svariate riviste di

moda: Vogue, Vanity Fair, Dazed. È un personaggio poliedrico che usa l’arte per creare

conversazioni e dibattiti su tematiche odierne. “Field Test” è il suo ultimo progetto in cui si

ra�g

direzione astratta e concettuale.

You cannot control everything, and what you believe is not exactly the truth, you always need to

deepen. Globalization, mass production, technology, digitalization, the pandemic and

environmental problems are the focus of his re�ection



‘All photos © Jackie Nickerson. Courtesy the artist
and Jack Shainman Gallery, New York’

Come mai hai scelto il titolo “Field Test” per il tuo ultimo lavoro?

“Il termine Field Test è collegato alla medicina, è un esame fatto per controllare il campo visivo

dell’occhio. La perdita della vista è solitamente impercettibile da un giorno all’altro, dunque

questo test è una prova scienti�ca di quanto e�ettivamente vediamo opposto a quanto pensiamo

di vedere”.

Che materiali hai utilizzato per realizzare i “personaggi” nelle tue fotogra�e?

“Ho iniziato a collezionare e comprare diversi materiali da parecchi anni, sono a�ascinata dalla

loro consistenza, dal packaging e dal design industriale. Utilizzo oggetti con alta densità di

polietilene, jersey sintetico, neoprene, camici da medico, mascherine, pellicola in policarbonato,

fascette, reti… è una lista molto lunga”.

Sei socialmente attiva nel preservare il nostro ambiente?

“Dir

politicamente. Impiego l’arte per iniziare conversazioni che trattano diversi temi”.



‘All photos © Jackie Nickerson. Courtesy the artist
and Jack Shainman Gallery, New York’

Che cosa pensi della funzione della plastica? È un argomento molto complicato perché, come

sappiamo, oggi questo materiale è usato come tutela per proteggersi dai virus ma allo stesso

tempo è una minaccia d’inquinamento

“La plastica ha una funzione essenziale in ambito medico, il problema è come noi impieghiamo

l’uso di questo materiale. La scienza cerca di comprendere una via per a�rontare il cambiamento

dalla sua natura stessa, ma i singoli devono avere una propria responsabilità nel cercare di ridurre

la produzione”.

Le immagini di “Field Test” suggeriscono un mix d’identità oscura e difesa dalla paura. Può

essere un possibile e corrente scenario?

“Ho iniziato questa serie molto prima dell’arrivo della pandemia da Covid19, in realtà il punto di

partenza è stato lo studio dell’ebola. In seguito ho pensato a tutto ciò che è banale o mondano e

che si protrae sempre più nella robotica e nell’automatizzazione. Stiamo guardando una persona o

un o ome

numeri? I dati di ricerca tentano di in�uenzare ogni aspetto della nostra vita. Siamo tutti



‘All photos © Jackie Nickerson. Courtesy the artist
and Jack Shainman Gallery, New York’

Solitamente da dove prendi la tua ispirazione?

“Mi ispira tutto quello che mi circonda ri�ettendo sulla mia vita e su ciò che davvero mi interessa

nel profondo. Sono un’appassionata di arte, design e architettura”.

Quanto è rilevante la moda nella tua carriera?

“Nella fotogra�a l’arte visiva e la moda hanno due approcci totalmente diversi, sebbene si

usufruisca dello stesso mezzo. Nel fashion system hai un team, devi collaborare con persone e

l’obiettivo è speci�co. Nelle arti visive si lavora per se stessi cercando di trasmettere quello che si

pensa o si prova”.

Progetti per il 2021?

“A Marzo ho una mostra che si terrà alla Jack Shainman Gallery di New York. Ho anche in

programma la pubblicazione di una coppia di libri: uno incentrato su New York, l’altro sulla

rivisitazione dei miei primi lavori”.We use cookies to offer you services and information in line with your preferences. By continuing to scroll and
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Foiling expectations: Roundabout
portraits, magical auras, and
meditation objects
By Cate McQuaid  GLOBE CORRESPONDENT    MARCH 15,  2016

JACKIE NICKERSON

Jackie Nickerson’s photograph
“Clemence” is on display at Samson.

Last fall, Jackie Nickerson mounted an

exhibition at the National Gallery of Ireland

in which she paired her photographs of

farm workers in Zimbabwe, Kenya, Zambia,

and South Africa with portraits from the

museum’s collection.

Imagine the contrast! Bygone aristocrats

decked out in their finest, paired with

African laborers; the juxtaposition

immediately raises the specter of

colonialism — European white privilege and

African toil.

Nickerson challenges portraiture’s grand tradition of puffing up the mighty,

and not simply because of her subjects. She approaches portraiture in a

distinctly roundabout way, foiling some of its expected goals. Her

photographs, taken for her book “Terrain,” which examines African

agriculture with keen detail, are up now at Samson.



She photographs laborers in situ, with their faces often obscured by bushels,

crates, and hay. We see “Clemence” from behind, wearing red and black

athletic clothes, his head lost beneath the tremendous umbrella of leaves he

holds up. “Ruth” stands near, or in, upturned earth, facing away from us, with

a sack of yams on her head.

By avoiding her subjects’ faces, Nickerson sidesteps old tropes associated with

American and European photography of Africans — ethnographic portraits

and images that play to Western fantasies of exotic Africa — and instead

focuses on the sweat and yield of 70 percent of Africa’s work force.

The viewer takes in these images first as portraits, but with no eyes to meet,

the interaction changes. The tools and crops, the clothing and the context,

even the oddly abstract compositions, carry as much weight as the people.

Nickerson plays with traditional notions of landscape, as well. “Propagation

Shed,” a close-up of a plastic wall, lacks the serene spaciousness of most

landscapes. Plants grow on either side of it — crisp, dark silhouettes in front,

and hazy shadows behind. But of course, this is the African landscape,

cultivating 25 percent of the continent’s gross domestic product.

A few short videos screening downstairs have the same precision as the

photos, but here Nickerson spotlights the choreography of farm work: the

repeated gesture of a man with a scythe-like rake, or hands moving masses of

bright green beans. Worker and farm are part and parcel in Nickerson’s art;

portrait and landscape are one.

Airy heights to watery depths

Cheryl Ann Thomas’s big, crumpling, airy, light-on-their-feet ceramics on

view at Gallery NAGA spring from a long, arduous process. First, she builds a

large vessel, 3or 4 feet high, by laying one spaghetti-thin strand of porcelain



clay over the next. She makes it top-heavy, so that when she fires it, the vessel

slumps. She’ll fashion two or three of these, then fit one on top of the next like

puzzle pieces, and put the whole thing in the kiln to fix it.

From a distance, her works look like piles of laundry or stacks of old linen

baskets, but up close, they’re almost animate, as they scrunch, stretch, and

twist, inviting you to peer in and through. In “Curl,” one pale green-gray form

snakes between two coal-gray ones, a thread of blue activating their rippling

surfaces. It looks as if it’s about to take flight.

Weather is a magical aura in Julia Von Metzsch Ramos’s paintings, also at

NAGA. This young painter continues to experiment, using seascapes as a

foundation, and occasionally, in her push toward the fantastical, she falls flat.

“Steaming Ocean” looks unconvincingly surrounded by white flame.

But in “Shark’s Mouth in Winter,” she makes clever use of an absorbent

ground. The blues and turquoises of the luscious, silken water seep into the

canvas, while the spiky, dotty froth of a wave hitting rock sits on top. We

expect to experience space in a landscape in the tried-and-true way, across the

horizon line, but Von Metszch Ramos pings us from depth to surface here,

there, and everywhere, and appears to be having great fun doing it.

Spatial ambiguity
Katharina Chapuis’s paintings at Alpha Gallery’s new space in the SoWa district 
have no imagery. They’re more meditation object than picture. They certainly are 
objects: Chapuis builds up the edges of her paintings so that they have a stony 
texture and plenty of heft. 

Then, within them, she drops into sheer atmosphere: color at the edges, 
lightening (in her larger paintings) to near white in the center. Earth and air.



There’s an uncanny sense of space here. On one hand, we might be gazing into

a tunnel of light, toward something imperceptible. On the other, we seem to

stand at the brink of a thick fog, through which light disperses, a mist we

could almost reach out and touch.

Tone is the essential variable from one painting to the next: mossy green,

midnight blue, peach. I was drawn to the last, the warm, inviting “Untitled

(SQ-OR16),” orange and rosy pink around the edges, with breaths of yellow as

we move inward.

Chapuis uses the same techniques and format in her smaller paintings, but

they intensify in tone toward the center. “Untitled (#189)” looks like an

ember, glowing red at its core. The whiter paintings, with their spatial

ambiguity, have more mystery.

JACKIE NICKERSON

At: Samson, 450 Harrison Ave., through March 26. 617-357-7177,

www.samsonprojects.com

CHERYL ANN THOMAS: Out of My Hands

JULIA VON METZSCH RAMOS:Evaporating Landscapes

At: Gallery NAGA, 67 Newbury St., through March 26. 617-267-9060,

www.gallerynaga.com

At: Alpha Gallery, 460 Harrison Ave., through March 30. 617-536-4465,

www.alphagallery.com

Cate McQuaid can be reached at catemcquaid@gmail.com. Follow her on Twitter
@cmcq.

© 2016 BOSTON GLOBE MEDIA PARTNERS, LLC



Photos That Bridge
the Gap Between
Humans and Nature

Jackie Nickerson’s “Terrain” series challenges the distinction between portraiture and landscape photography, staging 
creative interactions between people, objects and nature. By blocking her subjects’ faces, and some of their bodies, with 
foreign matter — some natural, some manmade — Nickerson creates statuesque, half-human creatures in picturesque 
landscapes. These hybrids raise the question: How are we affecting our environment and how is it affecting us? Here, 
“Lovemore,” 2013. — NADIA VELLAM

Vellam, Nadia.  "Photos That Bridge the Gap Between Humans and Nature," The New York Times T Style Magazine. 25 August 2016.  Online.

August 25, 2016
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Text Natalie Rigg

Jackie Nickerson, Grandmother, 1998 © Jackie Nickerson

In July this year, the storied Italian house of Marni unveiled its inaugural
Autumn/Winter 2015-16 editorial campaign. Poignant and atypically elegant,
the series presented Dutch supermodel Marte Mei Van Haaster in a number of
defiant, virtually faceless poses – horizontally outstretched over a deep-blue
carpet, clad in a belted column dress and snakeskin boots, or insubordinately
leaning against a half-suspended oak table: all angular elbows and long, lithe
limbs – inviting the viewer to consider the emotional and physical presence of
the subject, before the beautiful clothing she’s pictured wearing.

“I love the Marni sensibility and the experimental or subversive way Consuelo
[Castiglioni] approaches design,” revealed Boston-born photographer Jackie
Nickerson, who was tapped by Castiglioni to lens the project. In fact, the story
is an exception for Nickerson, who averted her gaze from the world of high
fashion in 1996, after a short vacation to Zimbabwe ignited a new fire of
inspiration, and subsequently evolved into a three-year expedition. Camera in
tow, she navigated the dry rural terrain of sub-Saharan Africa, taking beautifully
composed, compassionate portraits of agricultural workers in their workplaces
to highlight her concerns about sustainability, human rights and food security. 

Jackie Nickerson: Life Through A Lens | AnOther

Art & Photography / In Pictures

Jackie Nickerson: Life Through A Lens
— September 1, 2015 —

Ahead of a spectacular new exhibition, the Anglo-American photographer
reflects upon her pivotal works and creative practice

jasgintern
Text Box

jasgintern
Text Box



12/11/2015 Jackie Nickerson: Life Through A Lens | AnOther

http://www.anothermag.com/art-photography/7726/jackie-nickerson-life-through-a-lens 3/17

The pictures formed her first highly acclaimed tome, FARM, published in
2002, and additionally established a graceful and distinguished new take on
photojournalism in Africa. Since then, Nickerson has continued to pique the
world’s attention with her distinctive and powerful imagery – from her
astonishing 2014 portraits of Ebola fighters in Liberia to the muted and tranquil
documentation of the Catholic religious orders of Ireland in 2008. Though
she's currently working from Korea, AnOther had the pleasure of speaking with
Nickerson about her diverse body of work and upcoming exhibition, Uniform,
at the National Gallery of Ireland. 

Jackie Nickerson, Annah, 2013 © Jackie Nickerson

jasgintern
Text Box

jasgintern
Text Box



12/11/2015 Jackie Nickerson: Life Through A Lens | AnOther

http://www.anothermag.com/art-photography/7726/jackie-nickerson-life-through-a-lens 4/17

Please describe your photographic practice... 
"I’m specifically interested in identity and how we are all affected by our
environment and in our shared social and psychological experiences. The
relationship between being and appearance. To explore mundane moments
that exist in everyday life. What I try to do is to see what is actually in front of
me, and make photographs of what it is I’m actually looking at."

Jackie Nickerson, Brother Michael II 2006 © Jackie Nickerson
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Jackie Nickerson, Ruth, 2012 © Jackie Nickerson
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What inspires and motivates your work... 
"It's really determined by what happens in my own life. All of my work is a direct
result of my own personal life experience. So, every series I work on starts out as
a personal happening. Human rights are also highly important to me."

Jackie Nickerson, Washing Eucharist vessels, 2006 © Jackie Nickerson

Jackie Nickerson, Gift, 2013 © Jackie Nickerson
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Jackie Nickerson, Erina, 2000 © Jackie Nickerson
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Jackie Nickerson: Life Through A Lens | AnOther

Your career highlights to date and why?  

Jackie Nickerson, Monica, 1997 © Jackie Nickerson

© Jackie Nickerson
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"I would have to say shooting Dr. Jerry Brown for the Person of the Year cover
for TIME magazine in 2014. Surprisingly, I was the first woman ever in the 87-
year history of TIME magazine to shoot the Person of the Year cover. I went to
Liberia to photograph the Ebola outbreak, working with two amazing
colleagues, Aryn Baker and Paul Moakley.

Also, getting my first book published was a benchmark and changed everything
for me. FARM was published in 2002. It concentrates on how individual
identity is made through improvisation. I heard it became an inspiration for
fashion designers and was referenced so much at London's Central Saint
Martins School of Art and Design that they actually banned it. I think it’s
fantastic that farm labourers can inspire art and design!"

Jackie Nickerson, Father Celestine, 2006 © Jackie Nickerson

jasgintern
Text Box



12/11/2015 Jackie Nickerson: Life Through A Lens | AnOther

The subject you would most like to photograph, but haven't yet...  
"I have a long list, although I don’t always get the opportunity to shoot the things
I’d like to. The problem is that until I start the research I don’t know if
something is going to work so my time is always very precious." 

Jackie Nickerson, Bryan #2, 2013 © Jackie Nickerson
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Schwendener, Martha. “Art in Review: Jackie Nickerson: ‘Terrain’” (exhibition review). The New 
York Times, 24 January 2014: C29. 

 

ART IN REVIEW 

Jackie Nickerson: ‘Terrain’ 
By MARTHA SCHWENDENER 
Published: January 24, 2014 
 
Jack Shainman 

513 West 20th Street, Chelsea 

Through Feb. 15 

Jackie Nickerson works in a traditional social documentary format, not too dissimilar 
from Walker Evans or Dorothea Lange, only updated for the current millennium with 
large-scale color prints. However, in “Terrain,” she upsets one of documentary’s central 
tenants, what the scholar Ariella Azoulay calls the “social contract” of photography: the 
bond created when we gaze into the face of someone in a photograph and feel obligated 
to fight for social change. 

Ms. Nickerson does this by photographing farm workers in southern and eastern Africa 
holding the materials and tools of their trades in front of them. Tobacco or banana leaves 
or plastic crates obscure their faces and bodies. Vestiges of identity linger in titles like 
“Catherine,” “David,” or “James” and local details like printed fabrics or plastic sandals. 

Social documentary is customarily criticized for evoking pity or voyeuristic fascination. 
In the catalog accompanying the show, a worker whom Ms. Nickerson asked to 
photograph asks her, in return, “For whose pleasure?” By obscuring faces and identities, 
Ms. Nickerson avoids some of these complications, although the subjects end up looking 
like sculptures or low-tech robots — a bit like Eduardo Paolozzi’s humanoid “Robot” 
sculptures from the 1950s. 

The photographs still ripple with politics, particularly around the issues of food 
production, agribusiness and labor. It’s just that they are marked with a next-generation 
awareness of the pitfalls of photographing people. Where the liberal humanism of earlier 
social documentary used people as its “universal” currency, “Terrain” puts plants and 
work implements in the foreground. In this sense, you might call Ms. Nickerson’s work 
post-human social documentary. 

A version of this review appears in print on January 24, 2014, on page C29 of the New 
York edition with the headline: Jackie Nickerson: ‘Terrain’.   



“Galleries––Chelsea: Jackie Nickerson” (Jack Shainman Gallery exhibition review). The New Yorker, 3 February 2014: 8. Illustrated 
in The New Yorker, 10 February 2014. 

 

Feb. 3, 2014 

 

Jackie Nickerson, “Oscar” (2012)/Courtesy Jack Shainman 

 
JACKIE NICKERSON 
Shainman 

Powerful color photographs of farm workers in South Africa, Zambia, Zimbabwe, and Kenya 
build on an earlier series that Nickerson made on African farms. This time, she’s pushed her 
scale to larger-than-life size so the subjects assume the proportions of monuments and the works 
transcend portraiture. Obscured by the crops, sacks, and rubber tubes that they carry, the figures 
become armatures, sculptural and almost symbolic. They may disappear behind their burdens, 
but the laborers in Nickerson’s show are not anonymous: she pointedly titles her pictures—
“David,” “Catherine,” “Cephias”—after their subjects. Through Feb. 15. 







Little, Myles. Time Magazine, January 2014. Online. <http://timelightbox.tumblr.com/post/74093463241/photograph-by-jackie-
nickerson-jack-shainman> 

          

January 2014 | By Miles Little  

 

PHOTOGRAPH BY JACKIE NICKERSON—JACK SHAINMAN GALLERY, NEW YORK 
 
Why doesn’t Nickerson follow the traditional path of “concerned” documentary photography, identifying 
individuals affected by an issue, and showing the particular details of their lives? Indeed, she rarely shows us any 
human faces in this project at all, and she totally erases important distinctions of nationality and culture within her 
diverse assortment of subjects. In effect, she hopes to reveal by concealing; she informs by holding back. —Myles 
Little 
 
Jackie Nickerson’s Terrain is on view January 16 - February 15, 2014 at Jack Shainman Gallery in New York. 
Read more about her portraits of Africa’s laborers on LightBox. 
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On View | A Photographer’s Artful 
Images of African Agriculture 

CULTURE | By ERICA BELLMAN | JANUARY 17, 2014, 5:45 PM   
 

 
Jackie Nickerson’s “Oscar.” Courtesy of Jack Shainman Gallery 
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In 1997, Jackie Nickerson set out for a farm in Zimbabwe to visit a friend, intending to stay for 

just a few weeks. But the landscapes, people and agricultural practices of sub-Saharan Africa 

captivated her, so she ended up staying for four years. At the beginning of her time in Africa, the 

former fashion photographer documented the rural scenes around the southern part of the 

continent. The more she traveled, the more her portfolio of alluring portraits and landscapes 

grew, photographs which she eventually compiled into “Farm,” her first body of work outside of 

fashion, which was released as a book in 2002. 

Nickerson’s sequel to that series, “Terrain,” was created in the past two years, over the course of 

more than 15 visits to Kenya, Zambia, Zimbabwe and South Africa. Now on view at Jack 

Shainman Gallery in New York, the larger-than-life-size photographs illustrate the process by 

which crops are cultivated and transformed into consumer products. 

The inspiration for the project came during one of Nickerson’s habitual walks through the fields 

in Africa (she currently splits her time between that continent and Ireland). “I would go around 

in the early morning, around 7 a.m., and I would talk to people in the fields,” she explained. 

“One day, I saw a man carrying a big barrel of tobacco, and it was more of a cinematic moment, 

and he became this sculptural figure.” This moment was the starting point for “Terrain,” a set of 

“Imasiku” Courtesy  of  Jack Shainman Gallery  “James” Courtesy  of  Jack Shainman Gallery  
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sparse, visually arresting images in which the organic and synthetic materials associated with 

agricultural labor — heaps of just-harvested bananas, packing crates, sheaths of burlap and 

tattered banana leaves — conceal each subject’s face. The resulting geometric figures are 

poignant depictions of commercial food production at its very source. 

Nickerson emphasizes that “Terrain” is the result of an ongoing collaboration with the people 

whose livelihood she depicts in her work. “I would visit certain locations and show the people 

what I was working on,” she remembers. “I would ask them, ‘Is there something in your daily life 

that might look something like this?’ I suppose I became more of a director, and these people 

became my collaborators.” 

Nickerson’s photographs will dispel any city-dweller’s romantic notions of farming. “There’s an 

ideal, pastoral image of the countryside many people associate with food production,” Nickerson 

says. “The reality is that farming has become so intensive and yield is very important, and the 

use of artificial materials has become critical. What I’m presenting is a hybrid environment, one 

that’s not ‘Nature’ but is still natural.” 

Terrain is on view through Feb. 15 at Jack Shainman Gallery, 513 W. 20th Street, N.Y.;jackshainman.com. 

“Makany ara” Courtesy  of  Jack Shainman Gallery  “Sililo” Courtesy  of  Jack Shainman Gallery  
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Jackie Nickerson's Terrain 
Conversations with leading cultural figures  

—  November 19, 2013 —  
 

 
Jackie Nickerson, Clemence, 2012 © Jackie Nickerson 

Photographer Jackie Nickerson talks Africa, agriculture and 
political motivation as her new book and accompanying exhibition 

are launched 



http://www.anothermag.com/current/view/3188/Jackie_Nickersons_Terrain 

Photographer Jackie Nickerson strikes a perfect balance between the thought provoking and the 
aesthetically pleasing, her works skillfully composed, harmoniously hued explorations of identity and 
environment. In her first book, the much acclaimed Farm, Nickerson examined agricultural life in Africa 
through a series of landscape shots and engaging, “straight up” portraits of farm labourers. Since then, the 
photographer has turned her lens to religious communities (in her beautifully austere series Faith) as well 
as to the dapper Brazzaville “Sapeurs” of The Congo for her series Sapeur. Now, however, Nickerson has 
come full circle, returning to both Africa and agriculture – but more broadly and with a more theoretical 
slant – for her latest book and accompanying exhibition, both entitled Terrain. 
 
As in Farm, Nickerson presents landscapes alongside portraiture but unlike those of her first project, 
Terrain's labourers remain anonymous, each worker's face disguised by the tools or materials of their 
trade – from plastic crates and sheeting to jagged banana leaves. "This more sculptural structure, where 
the identity of the person becomes intertwined with what they are growing, is a kind of metaphor for the 
process of labour, and how we can’t escape the physical and psychological effects of what we engage 
with," Nickerson explains. The images are hugely powerful, shying away from usual methods of 
photojournalism and instead employing a reduced but mesmerising artistic language to raise key 
questions surrounding the issues of crop specialisation, subsistence farming and food security. Here, the 
day before the exhibition opens at London's Brancolini Grimaldi gallery, we chat to Nickerson to discover 
more about the project as well as her inspirations and motivations. 
 
"I think it’s my job to ask questions, sometimes difficult questions and ask people to think about 
how they might address these" 
 
When did you first visit Africa? What is it about the continent that draws you back to it – 
physically and in terms of subject matter? 
 
My first visit to Africa was in 1997. I went for 2 weeks and ended up staying for four years. I’m from an 
urban background, where I’ve lived in confined spaces and environments made up of concrete. Space is a 
precious commodity. So my first visit to Africa was liberating – it gave me a feeling of space and 
freedom. There were places that were completely natural, un-manicured, feral, volatile. I found it 
intensely interesting. And of course, the subject matter – us in the landscape, followed on from this. 
 
What were the key inspirations behind Terrain? 
 
I'm inspired by all kinds of things – not only images, but writers, sculptors and painters. It can be a 
political or intellectual issue that interests me.  Then I have to work out how to make images that put 
these points of interest across. I think that’s why this series of photographs is more conceptual than my 
previous work. 
 
What interests you in particular about the relationship between people and their working 
environments? 
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I’ve always been interested in cause and effect and this theory informs all my work. I’m specifically 
interested in how we are all affected by our environment – whether it has a big impact or just a miniscule 
impact, short term or long term. And I want to observe those markers, those signals. I’ve usually 
concentrated on sub groups of people working within a specific environment. 

 
Jackie Nickerson, James, 2013 & James #2, 2013 © Jackie Nickerson 

 

What do you hope viewers will take away from Terrain? 
 
I think it’s my job to ask questions, sometimes difficult questions and ask people to think about how they 
might address these questions. I hope I’ve done this with these pictures. 
 
Despite the fact that the images in Terrain depict a very industrious and laborious way of life, they 
are beautifully shot and very aesthetically pleasing. Is beauty something that you consciously try to 
achieve in your work? 
 
When I began to take the pictures I realised that I needed to create a visual language that put across the 
farmers and farm workers as individuals and as modern people. I wanted the viewer to be challenged to 
look at Africa in a different way and also for the images to have an aesthetic, a beauty.  Actually, the 
images are very much a recreation of moments in everyday life – it’s naturally beautiful. 
 
Would you describe your work as politically motivated? 
 
Yes, very much so. Human rights are a big motivation for me. There are all kinds of issues that motivate 
me in my work – global warming, water resources, sustainable development, labor issues and other 
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important problems. It might seem strange to address these issues with these images but for me, it’s really 
not. 
 
Do you have a favourite memory from your time spent in Africa shooting Terrain? 
 
I wish I could single one experience out, but there are always so many.  I guess the thing I enjoyed most 
was the collaborative process of working with the guys on the farms I visited. We had a lot of laughs and 
I learned a lot. 
 
Terrain opens at Brancolini Grimaldi tomorrow and runs until December 21. The book is available now. 
Text by Daisy Woodward 
 
Daisy Woodward is the AnOthermag.com social media and editorial assistant. 
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Jackie Nickerson | Our Daily Bread 
Written by  Ky le Tregurtha on Nov  01 , 201 3  in Art & Culture, Photography  

 

 

While getting ready to speak with Jackie Nickerson about ‘Terrain’ my main interests were the 
aesthetic and sculptural qualities of the compilation, with some inquiries orbiting the place 
labourers hold in national psyche. 
 
In the flurry of our exchange, protracted over three countries and two continents, I found our 
confab returning to the process and production of food, and how it is that one of the problems 
facing African agriculture is the adoption of Western methods of production. 
 

 
© Jackie N ickerson. Terrain, Os car, 2012. Cou rtesy  of the artist. 
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Compositionally ‘Terrain’ is very striking. As the press release for the upcoming book launch 
reads; “Terrain is about us in the landscape, how we change the world we inhabit at every 
moment of our being human, and how, for the better and for worse, the world that we make, in 
turn, changes who we are.” 

There’s a manipulation in ‘Terrain’ of Nickerson’s figures, sculpting her subjects on the terrain 
into amalgamations of the whole process of food production.  At first glance we notice their 
beauty, then, perhaps secondarily, their relationship to the place they’re in, hopefully landing on 
the idea of man-in-nature. 
 
In this series the cultivated land of Africa rolls ripely behind the subjects (which seem to become 
objects) of Nickerson’s images; “I think Africa is bracketed by two exaggerated images: urban 
squalor and rural wildness. I am trying to disrupt this commonplace assumption, and make 
images that might make us think about the value of labour and give an insight into the people 
who are growing our food.” 
 
 

 
© Jackie N ickerson. Terrain, Mak anyara, 2013. Cou rtesy  of the artist. 
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When first introduced to ‘Terrain’ I couldn’t escape the obscured visual of these whopping 
heaps, bundles, and sheafs moving from earth to market with the worker, positioned 
underneath these piles, as a fulcrum. Mechanized men moving masses for the benefit of the 
majority. USSR style state-sanctioned propaganda, which created iconography out of  the land 
labourer to support long term production goals, flitted before my mind’s eye as I tried to 
interpret the question Nickerson was posing. 
 
In the psyche of the developed world, man’s disconnect from nature is a phenomena that 
Nickerson is hovering over. In a very broad examination into the materials and process of food 
production, which obscure the individual, Nickerson creates photographs particularly pertinent 
to the developed north and the USA right now, and poses the same question to countries 
like Zimbabwe, Malawi and Zambia, in which these photographs were taken, as they further 
mechanize their food production. We are at a point in our existence when what we put into the 
microwave or have delivered, shares no connection to a thought about from where it came, or 
who laboured to grow and harvest it. That’s a statement on globalisation; the post-industrial 
experience is inching toward ubiquity. 

Is this absence of humanity in our daily food not disconcerting? It was in Nickerson’s case, 
indeed it seeded the project. She tells me ‘in fact, they [labourers] are somewhat hidden and 
forgotten… are an unseen part of rural life – agriculture is highly mechanized so even if you’re 
traveling around the countryside, it’s unusual to see people working on the land. This is partly 
why I made this work in parts of Africa. I began to see something of this when I was living in 
Zimbabwe.’ 

It is this direct intersection with the landscape that informed our conversations, and through 
our tête-à-tête that her sensitivity toward food, the environment and the future of both were 
revealed. Nickerson’s firsthand experience in the SADC as flaneur and thoughtful documenter 
is, at heart, an experience of the strung-out reverberations of decolonization and sanctioned 
neocolonialism. Land rights and the auctioning of these, usage and the power that comes with 
owning land, and the role the end user plays in this cycle, have imprinted on Jackie. The 
precipitous entry of the continent and its players at the juncture of commerce and agriculture is 
something she is impassioned about on a local and global scale. 

Trying to make sense of these issues is not a particularly easy thing. However, these questions 
should be asked even if we don’t have conclusive answers. If these photographs can get under 
the skin, they have the ability to shake a person’s self-world relationship. 

 

  

 

TERRAIN will be exhibited in London at Brancolini Grimaldi ( Nov. 19 – Dec 31) and 
at Jack Shainman Gallery ,  New Y ork (Jan. 16 – Feb. 20. 2014). The book published 
by  TF Editores will be released in November 2013. 

 

 

About : Jackie Nickerson (b. Boston, USA, 1960) makes photographs that examine identity, and the physical and 
psy chological effects of working within specific environments. Her work is held in many important private and public 
collections and has been exhibited in venues which include the Santa Barbara Museum of Art ; Museum of Modern 
Art, Salzburg; Palais des Beaux-Arts, Brussels; National Portrait Gallery, London and the Irish Museum of Modern 
Art, Dublin. Her new book ‘Terrain’ will be published in November 2013  through TF Editores. She is represented by 
Jack Shainman Gallery in New York and Brancolini Grimaldi in London. 
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Jackie Nickerson | Terrain, An Atypical View on Farming 
Written by  Missla Libsekal on Nov  22, 201 3  in Art & Culture, Featured, Photography  

 

  

Soft muted colours, abstraction, sculptural configurations, farm equipment as quasi readymades. Not 

exactly what y ou’d expect from a photo essay on agribusiness and that is exactly the point.  Terrain is 

meant to be aty pical. 

 

  

© Jackie N ickerson. Left: Os car, 2012. Right: Makanyara, 2013. Cou rtesy  of the artist and Jack Shainman  Gal lery . 

 

A meeting of two worlds, of art and photo documentation, this latest series by Jackie Nickerson 

intentionally masks the indiv idual but will that stratagem unmask the issues? While  social 

documentary historically brings faces to the fore, Nickerson’s faceless sculptures intend to disrupt.   In an 

age where shock value still commands, this delicate gambit unde rtakes to make a case that not all serious 

issues need to shock us to attention. Take a deeper look at  Terrain, with insights from the photographer 

in our recent article Jackie Nickerson | Our Daily  Bread. 

 

“Terrain is very v isually specific and concentrates on a particular kind of representation. The 

lack of personal identity in the photographs is a very deliberate question mark. I want to 

challenge the v iewer to ask, ‘what is this about?’ We’re becoming dea f to political messages 

like global warming, sustainable development and labor issues because of crisis fatigue. I 

believe that we have an indelible link to the earth but we’ve begun to undervalue it —even 

forget about it.”  – Jackie Nickerson 



Libsekal, Missla. “Jackie Nickerson – Terrain, An Atypical View  on Farming.” Another Africa, 22 November 2013. Online. < 
http://www.anotherafrica.net/art-culture/jackie-nickerson-terrain-an-atypical-view-on-farming> 

 

 

 

 

Cephias , 2013 

  

  



Libsekal, Missla. “Jackie Nickerson – Terrain, An Atypical View  on Farming.” Another Africa, 22 November 2013. Online. < 
http://www.anotherafrica.net/art-culture/jackie-nickerson-terrain-an-atypical-view-on-farming> 

  

 

 

 

I nnocent, 2013 

  



Libsekal, Missla. “Jackie Nickerson – Terrain, An Atypical View  on Farming.” Another Africa, 22 November 2013. Online. < 
http://www.anotherafrica.net/art-culture/jackie-nickerson-terrain-an-atypical-view-on-farming> 

  

  

 

 

Patricia, 2012 

  

  



Libsekal, Missla. “Jackie Nickerson – Terrain, An Atypical View  on Farming.” Another Africa, 22 November 2013. Online. < 
http://www.anotherafrica.net/art-culture/jackie-nickerson-terrain-an-atypical-view-on-farming> 

  

 

 

Wander, 2013 

  

  



Libsekal, Missla. “Jackie Nickerson – Terrain, An Atypical View  on Farming.” Another Africa, 22 November 2013. Online. < 
http://www.anotherafrica.net/art-culture/jackie-nickerson-terrain-an-atypical-view-on-farming> 

  

 

 

 

Arthur #, 2012 

  

  



Libsekal, Missla. “Jackie Nickerson – Terrain, An Atypical View  on Farming.” Another Africa, 22 November 2013. Online. < 
http://www.anotherafrica.net/art-culture/jackie-nickerson-terrain-an-atypical-view-on-farming> 

  

 

 

Orbert, 2012 

  

  



Libsekal, Missla. “Jackie Nickerson – Terrain, An Atypical View  on Farming.” Another Africa, 22 November 2013. Online. < 
http://www.anotherafrica.net/art-culture/jackie-nickerson-terrain-an-atypical-view-on-farming> 

  

 

 

Lov emore, 2013. 

  

  



Little, Myles. “Hiding Africa: Jackie Nickerson’s Portraits of Laborers.” Time Magazine, 28 October 2013. Online. 
<http://lightbox.time.com/2013/10/28/hiding-africa-jackie-nickersons-portraits-of-laborers/#1> 

          

Monday, October 28, 2013 | By Myles Little  

Hiding Africa: Jackie Nickerson’s Portraits of 
Laborers 
 

 
Wander, 2003, courtesy of the artist and Jack Shainman Gallery 

Boston-born, London-based Jackie Nickerson is perhaps best known to photography 
aficionados for Faith (SteidlMACK, 2007), her quietly beautiful study of Catholic religious 
orders in Ireland. Her latest book, Terrain, comes from an entirely different direction, both 
geographically and thematically. Shot in a half-dozen countries across Sub-Saharan Africa, the 
work in Terrain reveals — or rather, disguises — farm workers in surprising new ways. 

Nickerson came to this work via a circuitous route. After spending the first 15 years of her career 
shooting fashion for high-profile clients like Interview and Vogue, she was simply burned out. 

“You’re wasting your life,” she recalls thinking to herself. “If you want to do photography, you’ve 
got to rethink this whole thing.” 

In 1997, a friend invited her on a trip to Zimbabwe for a few weeks. She stayed for four years. 
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“I bought a small flatbed truck and started to travel all around the country and then went to 
South Africa, Malawi and Mozambique. I took pictures of everything.” She was hooked, and has 
been back to Africa many times since. 

While Terrain may recall images of laborers by photographers such as August Sander and Irving 
Penn, Nickerson is after something different. By showing farm workers with the tools and 
products of their labor, she wants to draw our attention to “our connection to the land, the 
importance of labor, how we grow things, and our environment. We’ve got to think of ways to 
make food that’s sustainable,” she argues. “There are green alternatives where people can feed 
their families and make a good living.” 

Furthermore, Nickerson thinks it’s empowering to show her subjects engaged in labor. All too 
often, she argues, the media define people in the developing world by their poverty, rather than 
by their contributions—the actions they take every day to put food on the table and keep a roof 
over their heads. 

These are admirable goals. So why doesn’t Nickerson follow the traditional path of “concerned” 
documentary photography, identifying individuals affected by an issue, and showing the 
particular details of their lives? Indeed, she rarely shows us any human faces in this project at 
all, and she totally erases important distinctions of nationality and culture within her diverse 
assortment of subjects. In effect, she hopes to reveal by concealing; she informs by holding back. 

She knows she may be in for criticism from some people for this strategy of concealment, but 
asserts that we have “become deaf to political messages like global warming, water resources, 
sustainable development, labor issues and other important problems, because of crisis fatigue. 
The lack of personal identity in the photographs is a deliberate question mark. Something that 
wasn’t literal but a little ambiguous, because I believe it’s a more effective way to challenge the 
viewer to ask, What is this about?” 

Her decision to hide her subjects’ faces also serves to underscore the power-dynamic inherent in 
virtually all forms of portraiture. 

“As a photographer, you’re in a powerful position,” Nickerson says. “You’re the ‘taker’ and you 
have a sitter who is ‘giving’ the image to you. You’ve got to somehow give the power back, you’ve 
got to even things up, so that everyone can walk away from the situation and feel good about it.”  

Having her subjects playfully obscure their identities, Nickerson willingly cedes some of her own 
power — with the paradoxical result that both the photographer and her subjects emerge richer, 
aesthetically, by the trade-off. 

 

Jackie Nickerson is a photographer based in London. Her book Terrain (TF Editores) comes 
out in November 2013, and Jack Shainman Gallery will exhibit the work in January 2014. 

Myles Little is an associate photo editor at TIME.  
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‘We Become Part of What We Grow’: Photographing Ag in Africa 
By Jake Swearingen on November 11, 2013 
Photography by Jackie Nickerson 
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Jackie Nickerson, a London-based photographer with three decades of experience shooting, has done 
work for W, the New York Times, Vogue and more. Her latest project: a sweeping but surprising 
look at farming in southern and eastern Africa called "Terrain." The book, a semi-follow up to her 
2002 book "Farm," shows farmers at work in carefully composed shots (often obscuring their faces) 
that investigate, as Nickerson puts it, " the fundamental relationship we have with growing things."  
 
We talked to Nickerson about her work, her message, and how she explained her project her subjects. 
 

 
 

Modern Farmer: What made you want to start shooting this series? 
 
Jackie Nickerson: In 1997 I was out visiting a friend whose brother owned a farm in Zimbabwe. I’m 
from a very urban background — I’ve always lived in cities, pretty much — and so when I went out 
and had this prolonged period of time on a farm, it opened my eyes to a whole other world. That was 
the beginning of my interest in farming and how we produce food. 
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MF: What was your process for shooting this series of photos? How did that work in the fields?  
 
JN: Well, you know, it’s difficult. I’m white and I’m going to to Africa, where most of the 
indigenous people there are black. So there are some issues there because of the end of colonialism, 
and especially with Europeans — or “global northern people” let’s say — going into Africa and 
trying to define Africa instead of letting Africans define their own countries and their own continent. 
So, that is always a problem. 
 
But from where I’m coming from, it’s not about ethnicity at all. It’s more about the problem of how 
we choose to grow food, and the political problems that we’re all facing — not only Africa — about 
how we make a sustainable environment and make good food. 
 
And it’s also about labor and human rights issues. Coming from Europe, most of the food here is 
very, very commercial and mechanized and there’s not a lot connection to labor on the land. So if 
you really want to investigate the primeval relationship we have with growing things, you have to go 
somewhere where it’s labor intensive, and that place is Africa. 
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MF: So where were these photographs primarily shot? 
 
JN: Kenya, Tanzinia, Zimbabwe, Zambia and South Africa were the main places. 
 
MF: What was your interaction like when you approached these farmers and explained what your 
photo project was? 
JN: Getting access was difficult for various reasons. There were security issues in some places. 
There were also issues with going in because of unions and various political issues, especially where 
you’re going in with people in a working environment. Recently there’s been a lot of documentaries 
where people go in and highlight risks and lack of worker protection — people who don’t wear 
masks when they’re spraying, not having suitable protective clothing, stuff like that. 
 
But that’s not where I’m coming from at all. There’s a place for that, but what I’m really interested in 
is the fundamental relationship we have with growing things and how important it is to understand 
and respect that. Eventually I did get access to places, and I have to say, once you go in there and you 
talk to people and explain what you’re doing — I mean, they look at you, like “Who is this crazy 
lady?” But then people also get really into it. 
 
Of course I do pictures for the guys that I’m working with of them and their kids, but I’ve gotten a 
really positive response from Africans, because they’re like, “This is a completely different way of 
looking at this,” and it’s something they can relate to. 
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MF: In the photographs you often don’t see the farmers faces at all. What was behind that decision? 
 
JN: Well, in whole series, there’s 70 images, but there was only a very specific type of image that 
was released to the press. In the book there’s seven or eight full-figure, more classic portraits, where 
they look straight on at you and you can see stuff like how important their hands are to them. 
But, yeah, not showing their faces was about this idea when you’re doing physical labor, even 
gardening, when you’re doing heavy, repetitive labor, it’s gets into your body, into your psyche. It 
becomes part of your physicality and physiognomy. You become one with whatever you’re doing. So 
this is trying to be a kind of metaphor for that. That we become part of what we create, we become a 
part of what we grow, on all kinds of non-practical levels. That’s the basis behind all growing. 
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MF: Did the farmers themselves have issues with being photographed when you wouldn’t see their 
faces? 
 
JN: No, they didn’t really. One of the issues, as someone coming in from the outside, is that there’s 
always a negotiation with portraiture. You go in, you’re there with your camera, and people want to 
have their picture taken. 
 
But it’s also much more complicated than that. There’s a perception that as a white person you’re 
going in there and you’re empowered and the people whose picture you’re taking, they’ll just agree 
to anything you want to do. But it’s not like that when you’re in the field and in those environments. 
People are asking all kinds of questions. What are you doing this for? How are we gonna look? Are 
you political? Are you a journalist? Are you working for the government? There’s all kinds of 
negotiations going on. 
 
I do explain my project to everybody, and I do take nice pictures of people, nice classic portraits, and 
I send the farmers those pictures. I try to explain to people that I want put this message across, and do 
something more creative. 
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MF: How do you explain that message to farmers? 
 
JN: You show them pictures. You have to understand, you’re standing in a field in the middle of 
Zambia, and you’re talking to guys who speak two or three languages. I only speak one. [laughs] 
Everyone has access to the Internet, everyone has mobile phones, everyone is much more image 
aware than you would ever think these days. So believe me it’s not difficult. 
 
I was in Kenya, in some big tea estates, and some of the guys who were picking tea were university 
graduates. One guy had his M.A. in engineering, but couldn’t get a job and had to come back to the 
family home and was picking tea. There’s a lack of opportunity in many parts of Africa where kids 
are very well-educated and they end up in a rural environment. Seventy percent of Africa is 
employed by the agricultural sector. It’s a huge, huge, huge swath of the population, so you get all 
kinds of people. 
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Photos of Living Sculptures Juxtapose African Farm Workers 
and Native Plants and Vegetables 

by CA R OLY N  R A U CH  on OCTOBER 24, 2013  

  

  

 

Long familiar with the cultures and relationships of southern Africa, photographer Jackie 
Nickerson examines the juxtaposition of man and earth in her newest series Terrain. Inspired by 
environmental questions about our connection with land that surrounds us, Nickerson uses the human 
form to create sculptures from her subjects. Although she officially started shooting in 2012, Nickerson 
began the process a year earlier, allowing the images themselves to move the project forward without 
having a predetermined idea in mind. We recently spoke with her about the series. 
 
Where did you find your subjects?  
 
“In 1997 I was living in Harare, Zimbabwe and began work on my first series,FARM, which focused on 
individual identity through improvisation. That series featured farmers and farm workers all over southern  
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Africa. As a starting point, I went back to a few places I had been before. I asked if they wanted to work 
with me, and I was invited to go to Kenya and other countries to continue my work there. 
 
“Contact with the person I’m photographing is always on a one-on-one basis. Everyone is different—
some people like having their picture taken, other people don’t. It’s a personal choice. I always work 
without any management present, as I don’t want my subject to feel any coercion.” 
 
What are the subjects doing?  
 
“They are photographed where they work. The crops include a vast variety of different foods. The 
subjects can be reaping, weeding, planting—anything that needs doing. This is the starting point. I stop, 
have a chat, and explain what I am doing. I ask them to suggest real scenarios in their place of work. Most 
of the images are spontaneous and come about by hanging out and waiting and watching for the right 
moment. 
 
“Terrain is very visually specific and concentrates on a particular kind of representation. The lack of 
personal identity in the photographs is a very deliberate question mark. I want to challenge the viewer to 
ask, ‘what is this about?’ We’re becoming deaf to political messages like global warming, sustainable 
development and labor issues because of crisis fatigue. I believe that we have an indelible link to the earth 
but we’ve begun to undervalue it—even forget about it.” 
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Terrain is soon to be published as a book by TF Editores in November 2013. Her solo exhibition will run from 
November 19th to December 31st atBrancolini Grimald i, London. 
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Project Release: Jackie Nickerson, "TERRAIN"  
 

 
 

fototazo publishes new photography projects, providing an early look at images from selected artists. 

Today's Project Release is from Jackie Nickerson. 
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Nickerson makes photographs that examine the essential nature of people and their relationship to 

the natural world through personal identity, and the physical and psychological condition of living 

and working within a specific environment. 

 

Her first body of work, FARM, was made over a three-year period in rural locations all over southern 

Africa. It concentrates on how individual identity is made through improvisation. This was published 

by Jonathan Cape in September 2002 and was followed by a German edition entitled 'Leben Mit Der 

Erde' published by Frederking and Thaler (2002) and a French edition, 'Une Autre Afrique' published 

by Flammarion (2002). 

 

Her most recent work revisits eastern and southern Africa and focuses on labor and how the 

exertions of labor leave psychic and material traces in people and the environment. The work 

comprises of a number of series including TERRAIN, Jaggery, Lime and Field 22. 

 

Jackie Nickerson was born in Boston, Massachusetts in 1960. Her work has been exhibited 

internationally including at the Museum of Modern Art, Salzburg; Palais des Beaux-Arts, Brussels; 

National Portrait Gallery, London; Irish Museum of Modern Art, Dublin; and the Hereford Museum, 

UK. 

 

Her work is held in many collections including the Museum of Modern Art, NY; Irish Museum of 

Modern Art, Dublin; Vatican Museums, Rome; and the National Gallery of Ireland. 

 

In 2008 she was the winner of the AIB prize and has been short listed for the Deutscher 

Fotobuchpreis award (2008) and the John Kobal Prize (2003). In 2007 she was selected to be part 

of Le Mois de la Photo in Paris showing at the Centre Culturel Irlandais. She is the recipient of a 

Culture Ireland award and three Visual Art Bursaries from the Irish Arts Council. 

 

She is represented by Jack Shainman Gallery in New York and Brancolini Grimaldi in London.  

 

A text on the work follows the images. 
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People and landscapes in TERRAIN intertwine and co-exist at that moment which is central to the 

moil of the human race – the cultivation of crops and the turning of raw materials into something 

made. 

 

Gazing steadily at the point at which one element meets another, TERRAIN asks us to think about 

these imprints left by the material processes of work as the evidence of our presence on the earth, 

and to think about how contemporary human beings, living in a western urban environment, can 

relate to the metaphysics of the labor which enables our lives. 

 

In a time when environmental politics thinks too simplistically about the effect that humans have on 

nature, TERRAIN nudges us towards a deeper understanding of the lived spaces of human activity. 

Here hands and plants, limbs and fabric, bodies and soil hold close to one another. Visually, the easy 

sense that there is nature and that there is humanity, and that the two are separate, ceases to exist. 

In TERRAIN people are, in the fullest sense of that archaic adjective, 'terrene', of the earth. 

Text provided by Jackie Nickerson. 
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ART & DESIGN 

Museum and Gallery Listings 
By THE NEW YORK TIMES 
Published: November 2, 2007 
 

Galleries: Chelsea   

★  JACKIE NICKERSON: ‘FAITH’ This British artist’s last show was of photographs of 

farmers in Africa; for this one she spent two years visiting Irish monasteries and convents, 

making portraits of their inhabitants and of institutional interiors as quiet as still lifes. The 

whole show is about stillness and interiority, but also about living an intensely active life in 

a way the world has lost track of. Jack Shainman Gallery, 513 West 20th Street, (212) 645-

1701, jackshainman.com, through Nov. 10. (Cotter) 
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This is Not Fashion 
Written by  Another Africa on Apr 29, 201 0 in  Art & Culture, Fashion, Photography  

 

 

 
 
Farm , a photographic series by Jackie Nickerson produced during a three year sojourn in Southern 

Africa that began in 1997. The portrait and landscape photographic series documents the lives of migrant 
farm workers throughout South Africa, Mozambique, Zimb abwe and Malawi. 
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Despite the hard phy sical toil and environment faced by the farm workers, Nickerson found herself quite 
impressed by these workers sense of freedom and happiness. She was inspired to document her 

experience, bringing to light their air of dignity  as well as their unique sensibilities towards clo thing. 
 

 
 
Through her attention to detail, a skill honed as a fashion photographer,  we too are able to enjoy this 
refreshing v ision. Both form and function happily co-exist in a world where one can freely mix patterns, 
textures and style without any reference to media currency. 
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The series was published under the title, Farm by Jonathan Cape in 2002. It is available through UK 
online retailer  WHSm ith . 
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Text by Walter Guadagnini

Photography by Jackie Nickerson



developments in photography 
and the growing complexity of 
the photographic image. In their
different ways, both The Theatre 
of the Face, by Max Kozloff, 
and Face. The New Photographic
Portrait, by William Ewing (both
authors have been concentrating
their attentions on this theme for
quite some time)1 confirm the degree 
to which contemporary portraiture 
is rooted in a sort of paradoxical
elaboration of two concepts, namely
fidelity to and recreation of the 
real, themselves intrinsic to the
history of the genre, with all the
anthropological and psychological
implications they contain. Both
volumes, furthermore, seem to
concur that it is virtually impossible
nowadays to link such faces to their
surroundings except through an overt
“staging” of these faces, and of these
surroundings, along the lines of the
inspired and pioneering series of Film
Stills by Cindy Sherman. If the face
is linked to the surroundings, both
will be answering to a principle of
falsification, of artificiality; if it is
presented in close up, on the other
hand, detached from the context, 
it will speak of pure individuality 
(as in the famous cases of Thomas
Ruff and Rineke Dijkstra), so
objective and present in space 
as to take flight from the moment 
to enter a dimension devoid of all
historical sense of time.
There is no denying that a tendency
of this kind is currently in evidence,
indeed that it has been predominant
over the last two decades; it is
equally true, however, that in recent
years, together with the new golden
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The Faith Cycle by Jackie
Nickerson
Walter Guadagnini

The more complex and problematical
the definition of individual and group
identity becomes in contemporary
society, the more closely photography
seems to focus upon the portrait 
– a genre which was of course
indissolubly linked to the history 
and language of this medium 
right from the start. Scientific 
and technological progress,
anthropological and sociological
thinking, all seem to home in on 
the face, no longer as the mirror 
of the soul, of the social condition 
of the individual, but as the
opportunity par excellence to
investigate the relationship between
man and the world – and between
the photographer and his subject –
through the filter of a mechanism
which, in its turn, has been
transformed from a mirror into 
a manipulator of reality.
Two recent well-documented
volumes have analyzed the history
and topicality of the photographic
portrait with striking originality,
both emphasizing the current
tendency towards the “fabrication”
of the portrait, the “staging” of the
face, with inevitable references to 
a loss of identity, to the relationship
between public and private image,
and to its manipulation through
“face-lifting”, subjects which run
parallel – and this is certainly no
noincidence – to the manipulating 
of images demanded by the
mechanisms of mass communication,
made possible by technical

Pages 73, 82-83
Cloaks.
Mellifont Abbey, Collon, 
Co. Louth, 2005.
Detail and whole.

Page 75
Sister Joseph.
Poor Clare Monastery, Nun’s,
Island, Galway, 2005.

Pages 76-77
Green Room.
Perpetual Adoration Sisters,
Perpetual Adoration Convent,
Wexford, 2005.

Page 78
Brother Michael.
Legionaries of Christ, Foxrock,
Dublin, 2006.

Page 79
Brother Alejandro,
Legionaries of Christ, Foxrock,
Dublin, 2006.
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a mixture of languages, and by 
the shift in the very role of the
photographer in the cultural
landscape (here we might note 
that both Broomberg and Chanarin,
and Soth and Nickerson, work as
professional photographers, while
also exhibiting their work in galleries
showing contemporary art: engaged,
that is, in a twofold activity which
would have been unthinkable even
few years ago, with all that follows
also in terms of linguistic strategies
and attitudes to communication).
In this connection, asked whether she
regarded herself as a documentary
photographer, Jackie Nickerson
herself replied that she did not,
“although I do have an interest in
social documentation. I’m interested
in who we are and how we live. But
it’s not a day in the life of the clergy
of Ireland. I’m trying to put across
what the spiritual reality for them
is”.2 This, then, is a spiritual reality, 
as observed over some sixty religious
places in Ireland; yet the resulting
work does not claim to be an
investigation into the religious
phenomenon in a country in 
whose history religion has played 
a fundamental role, in both the
distant and the recent past; rather, 
it aims to show real people who 
have opted for a life which is in 
some ways extreme – that of
enclosure, for example – people
whose individuality is often set aside,
thrust into second place in relation 
to the reading of the work in
question. Nickerson is not trying 
to give a voice to those who are
voiceless, that is not her aim, nor 
is she seeking to formulate a

age of social documentation, the
theme of what was once defined as
the “environmental portrait”, to use
the well-known formula applied to
the photography of Arnold Newman
over half a century ago, is once more
occupying an important place on the
international photographic scene, 
as exemplified, among others, by 
the work of Jitka Hanzlová, certain
series by Adam Broomberg and
Olvier Chanarin, the work of Alex
Soth (especially Sleeping by the
Mississipi and Niagara) and Faith,
by Jackie Nickerson, from which a
large selection is presented in these
pages.
It is clear, when looking at the
images of these authors, that the
premise on which they are based 
is the pinpointing of some place, 
that is, of some setting, or
“surroundings”, at once relatively
restricted but at the same time
strongly characterized, marked 
by powerful pointers to identity, 
not as yet obliterated or irreparably
weakened by the forces of
globalization: we see as much 
in the little village in the Czech
Republic portrayed by Hanzlová 
in Rokytnik, in the rural America
portrayed by Soth, and above all 
in the convents and their inhabitants
photographed by Jackie Nickerson. 
It should however be stressed that 
in none of these cases can we really
talk of documentary photography, in
either the historical or contemporary
meaning of the term; rather, what 
we have here bears the mark of this
new development, the “golden age”
referred to above, characterized also,
and perhaps most importantly, by 

Above
Brother Jonathan.
Legionaries of Christ, Foxrock,
Dublin, 2006.

Page 80
Sister Dominic.
Perpetual Adoration Convent,
Wexford, 2005.

Pages 84-85
Washing Eucharist Vessels.
Poor Clare Monastery, 
Belfast, 2006.
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research, in the conversations, in 
the time I spend working in and
around their environments – taking
the picture is just the last thing that
happens.” Clearly, such an approach
engenders the sense of trust, of
intimacy, which emerges so strongly
from these photographs in the faces
of the nuns and priests: the sense of
having shared a living space, even 
if over a relatively short period of
time. For this reason – and not as a
result of any misguided pretence of
spontaneity – the people whose faces
are being photographed are visibly
aware of the fact, yet they are not
“posing”, they feel no obligation 
to provide an image of themselves.
There is something private about
these photographs, proof of a 
special relationship between the
photographer and her subject,
though both know that this
relationship is destined to become
public, to circulate in a society 
from which these subjects have
chosen voluntarily to withdraw.
The close-ups have all been
photographed against a neutral
background, characterized only 
by the different colours of the walls
against which the faces stand out 
– soft, nuanced colours, which make
their own important contribution 
to the overall mood of calm and
contemplation which enamates from
the whole series, intensified by the
choice of lighting, which is artificial
but diffuse, with no attempt at
dramatization, or distortion, either
physiological or psychological. These
alternate with two other typologies:
one of the surroundings, and one 
of the figures in those surroundings,

judgement on religion, or the
religious: Nickerson takes a close
look at the inhabitants of a very
particular place in order to
understand – through their faces,
and their surroundings – what it
means, today, to live cut off from 
the outside world, what it means to
agree to live in accordance with rules
imposed from outside, in conditions
in which the only concern is that 
of the soul, one’s own and those of
others, while everything that is part
of normal daily life, of the affairs
and patterns shared by almost all 
of the rest of the human race, is left,
quite literally, “outside the door”.
Faith is also concerned with looking
at “the other”; it is a work born of
the desire to relate to people who are
different from ourselves, though not
in terms of race or social standing, 
as is often the case in such
undertakings. Here the “other” is
very close to Nickerson, who lives 
in Ireland, although she was born 
in England, and who, though she 
is not a Catholic, is well-versed 
in the Catholic religion: thus here 
we have a confrontation with an
otherness which is all the more
radical in that it is born of cultural
bases which are largely shared, 
but which have led to profoundly
different choices.
In order to execute her project,
Nickerson naturally had to win 
the trust of those involved; above 
all, she had to devise a visual
strategy which would enable the
faces, and places, to reflect both
intentions and reality, however
partially. “Of course, most of the
work is done in advance, in the

Above
Sister Anne.
Community, Delgany, Wicklow,
2005.

Page 86
Aga.
St. Joseph’s Monastery, Loughrea,
Galway, 2005.

Pages 88-89
Covered  Furniture.
Infirmary, Monastery of the
Incarnation, Hampton, Dublin,
2005.



of de Chirico and of Atget’s
photographs of Parisian interiors.
Here, a mental attitude becomes a
stylistic hallmark, serving to define 
a place and the spirit which pervades
it, sensed at its most fulfilled when
these places are inhabited by people
intent on the everyday activities
which punctuate the lives of such
institutions, from housework to
prayer, from reading to eating: an
ordinary aspect of an extraordinary
existence, whose normality is
confirmed by the presence of
telephones, computers and television
sets visible in some of these images,
though without any sense of irony, 
or surprise, since in point of fact,
thanks to the light, they too are
made an intrinsic part of the mood
which emanates from the faces 
and spaces of this present-day 
sacra rappresentazione (mystery
play).
The artist herself is perfectly aware
of both this sense of modernity, and
of a connection with the past, as we
see from her use of colour and the
way the objects are arranged, often
reminiscent of older portraiture.
Indeed, she herself has commented
on the relationship between art and
religion in the contemporary world:
“... as far as imagery is concerned,
nothing has moved on since the
seventeenth century. So this is a
great challenge. Do you think I could
do somehing here that isn’t kitschy?
Do you think I could do something
that could maybe one day hang in 
a room with all that great art? Is it
possible, not just for me, but is it
possible for photography to do that?
In previous religious art, there would

90

so as to give an overall idea of the
faces, bodies, spaces and objects in
question, that is, of everything which
serves to define their inward and
outward space, but always subtly
timeless.
The photographs of the surroundings
are crucial to the whole enterprise:
photographs of interiors which take
on a metaphysical dimension, long
corridors, filled with natural light
rendering each object starkly present,
yet also engulfing it out in a visual
unity which is almost unreal: well-
ordered rooms for which the word
“monastic” instantly comes to mind,
lit by windows which let in light and
nothing else, no hint of the world
outside; a sequence of garments 
and cooking implements and chairs
which become as many abstract
compositions, of consummate
refinement in terms of colour and
composition. In these photographs,
everyday life becomes something
truly spiritual, without losing
anything of the quiddity of place 
or physicality: we no longer know
whether these places, and objects, 
are awaiting the arrival of the
inhabitants of the convent/monastery,
or of some supernatural presence.
In this sense at least, Nickerson’s
visual strategy is clear: she is fully
aware of the implications of an
empty space, lit in a certain way,
with the objects within it, too,
arranged in a certain way, so 
as to make up an image which
conveys that sense of time suspended
which gives these photographs an
antiquated feel, reminiscent at once
of the great painting of the past, 
of the pictorial “metaphysics” 

Above 
Father Andrew.
Cistercians, Mellifont Abbey,
Collon, Louth, 2005.

Page 91
Sister Imelda.
Poor Clare Monastery, Nun’s
Island, Galway, 2005.

Pages 92-93
Brother Denis.
Headmaster, Glenstal Abbey
School, Murroe, Limerick, 2005.
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be pictures of saints and Jesus and
the Holy Family, but I think that
using real people and originary
people who have a religious life is 
far more relevant today. Because 
it’s all become a lot more personal,
our relationship to religion”. This
demanding, indeed courageous idea
is the key not only to Nickerson’s
research: it is also the arena where
photography measures itself against
the other forms of artistic expression
bequeathed to us by the past, and
indeed of art as a whole, in its
relation to the great themes of
humanity down the ages, among
which that of religion undoubtedly
plays a role of the first importance.

(Translation from Italian 
by Judith Landry)

1 M. Kozloff, The Theatre of the Face.
Portrait Photography since 1900, Phaidon,
London 2007; W. Ewing, Face. The New
Photographic Portrait, Thames & Hudson,
London 2006.
2 This and the following quotations of Jackie
Nickerson are taken from “Jackie Nickerson
in Conversation with Vince Aletti”, in Jackie
Nickerson. Faith, SteidlMACK, Göttingen
2007.

Above
Sister Irene.
Sister of Mary Immacolate and 
St. Philomena, Mount Tabor
Hermitage, Westport, Mayo, 2005.

Page 95
Sister Patrice.
Poor Clare Community, St. Damien’s
Ballsbridge, Dublin, 2005.

Jackie Nickerson
Jackie Nickerson has lived and worked in
Paris, Tokyo, London and New York, and
currently lives in rural Ireland. She has an
international reputation for photographing
people and their environments. In 2002,
she published Farm, a book of portraits 
of farm workers taken across southern
Africa. Her work is represented in many
important collections, such as the Irish
Museum of Modern Art, the Santa Monica
Museum and the Margulies Collection 
in Miami. In 2008 she was awarded the
prestigious AIB Prize.

Walter Guadagnini
Walter Guadagnini was born in Cavalese
(Trento) in 1961. He has been professor 
of the History of Art at the Accademia 
delle Belle Arti in Bologna since 1992.
From 1995 to 2005 he was director of 
the Galleria Civica at Modena. From 1995
to 2003, together with Filippo Maggia, 
he curated the international event Modena
per la fotografia. Chairman, since 2004, 
of the Purchasing Commission for
contemporary art of Unicredit Banca, 
he has curated exhibitions in Italy and
abroad. His publications include: Henri
Matisse - La vita e l’opera (1993);
Fotografia (2000); the complete edition 
of the works of Domenico Gnoli, Scritti
(2005); Mario De Biasi - People (2005);
and Mimmo Jodice - Light (2006).
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The source of light in a painting is usually 
traceable to a source or an area, and from 
there the structure and geometry of the 
painting is illuminated in ways that we are 
accustomed to read as being a blend of 
inner and outer light, always establishing 
for us a ratio between the physical and the 
spiritual worlds. In these photographs, that 
painterly inheritance is palpable, but in them 
the intimacy between the technology of the 
camera and the use of light is especially 
strong. The blaze of light through a window, 
the gloss of polish on a floor, the echo of 
light down a corridor, the pressure of light 
within a face, all bespeak the spirituality and 
discipline which together create the beauty 
of silence and community we witness here. 

A statue, a saucepan, a table or a chair are 
not merely dead objects; they are mute, but 
alive. The photographs create silence as a 
dimension, although they also allow for 
conversation and cheerfulness. These are 
communities steeped in an interiority which 
they have discovered is not their own but 
something wider and deeper than themselves 
of which they are a part. The purity of 
line in these shots — verticals, horizontals, 
deepening perspectives — indicates a certain 
completeness, a spiritual integrity that 
belongs to and is part of the goal as well 

as the effect of the monastic spirit. Yet too 
there is the implication of the historical time 
of these institutions. The iconography has 
that unmistakable combination of catholic 
revivalism and kitsch of the nineteenth 
century, of the Virgin and the Sacred Heart, 
the anti-secular devotions of that era that 
stand out here like insignia of time in a 
world otherwise concerned to register its 
timeless dailiness. We are looking here at 
an eternal present and at a historical past. 
Jackie Nickerson’s achievement is to embed 
one within the other with such gentle 
skill that their contrast with one another 
produces little more than an eddy of conflict 
that perhaps deepens their meditative calm.

‘Faith’ is the result of three years 
photographing the interior and exterior 
spaces of religious communities throughout 
Ireland. Nickerson had uncommon access 
to the private worlds of the religious in their 
places of work and prayer. The series was 
exhibited in the Paul Kane Gallery, Dublin 
in �006 and is currently (spring �007) on 
display in Jack Shainman Gallery, New York. 
Now based in County Louth, Nickerson’s 
other recent work includes ‘Farm’ based 
on several years spent travelling around 
Southern Africa, photographing farm 
labourers and their environment.
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Jackie Nickerson’s ‘Faith’

In	a	convent	or	monastery,	prayer	and	contemplation	are	
magnified	by	ritual,	so	much	so	that	the	sense	of	a	spiritual	
presence	within	the	buildings	becomes	pervasive,	and	this	
most	potently	takes	the	form	of	light.	Photography,	itself	
founded	on	light,	is	an	art	form	that	saturates	the	world	of	
objects	and	people	in	that	medium.

FIElD Day REvIEw 3 2007
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e não desse tão certo, seria exagerado dizer que Cocky Eek foi 
longe demais com suas leituras de Italo Calvino e delírios de 
leveza. Essa artista holandesa investe pesado para fazer o mais 
leve possível: transformar tudo em substância etérea. Tenta dar 
a sensação de ar ao movimento, à vestimenta e à arquitetura, 
um pouco como vislumbrava o escritor italiano em suas Seis 
Propostas para o Próximo Milênio.

No livro, Calvino relembra como o destrambelhado cavaleiro 
dom Quixote, cria do espanhol Miguel de Cervantes, sai voan-
do, catapultado pelo espaço, ao enganchar sua lança na pá de 
um moinho de vento. Também se deslumbra com o fato de o 
maquinário pesado da indústria moderna obedecer ao movi-
mento inefável de bits de informação processados no silêncio 
enigmático de circuitos eletrônicos. 

Eek, em seu laboratório-ateliê em Amsterdam, do mesmo 
modo pesa as contradições entre bruto e brando. Usa a tecnolo-
gia têxtil, fibras arrojadas e estruturas infláveis que se alimen-

tam da alma invisível dos avanços científicos. É uma inteligência 
pulverizada em pontos de sustentação, equilíbrios movediços 
que dão cara mesmo de ar a toda a empreitada. Acostumada a 
voar, Eek dissolve a fronteira entre real e surreal, que se desman-
cha em esculturas efêmeras pelo céu.

Foram pelo menos cinco voos documentados até agora. Ela 
veste um vestido-manto com 16 metros de comprimento e se 
amarra a seis pipas gigantes, tudo branco, como manda o figurino 
de quem habita o firmamento. Um caminhão, pequeno, para não 
destoar da composição, desliza em terra na velocidade necessária 
para que os papagaios alcem voo levando junto a artista e seu 
vestido, que deixa um enorme rastro no céu. 

Do ponto de vista da moda, embora ela tenha estudado a disci-
plina, seu vestido não é grande coisa. Mas vale que seja diáfano, 
gigantesco, escultórico para causar o efeito desejado. Em vídeos 
de seu processo de trabalho postados na internet, ela aparece 
enfiando as mãos no tecido para testar sua elasticidade. É quase 
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