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Introduction 

Background and significance 

My undergraduate research ( Work in Progress: the Process of Creativity) exp lored and 

documented different ways in wh ich creat ive people work. The research exp lored the creative 

processes of two artists, focus ing on where the ir initial ideas came from: how these ideas were 

developed: how a fina l result was reached: and what methods worked more effect ive ly for wh ich 

art ist. I se lected art ists who used a variety of creative processes to create the ir fina l pieces of 

work. John Ca lvert, a sculptor who was work ing on a commissioned piece for the Lower Hutt Ci ty 

Counc il (to be placed on the Perone foreshore). and Robert McLeod, a well-known painter and art 

teacher working on a new series of paint ings. It became clear that both artists had a sim ilar 

overa l l process. Each developed concepts and ideas in the form of sketches or other similar 

works and displayed these sketches in their environment. However. each artist displayed a 

un iq ue approach to the deve lopment of the ir ideas, the materials they used, the sk ills they 

possessed, the environment they worked in and who they worked with. This project il lustrated 

the divers ity of the processes that creative people use to ach ieve their final work. Examples of 

this work are available online (www.origindesign.co.nz/ orig inart/ frankie rouse ). 

In this study I examine the photographic practice of five New Zealand photographers. 

Photographic Practice: The Working Methods of Five New Zealand Photographers explores the 

role that creativity and communication play in these photographers· photographic work . Theories 

relating to creativity and communication are used in order to analyse the ethnographic material. 

It is not the purpose of this research to define creativity and communication, rather the ideas 

underpinning these terms are used to discuss the ethnograph ic research and eluc idate the 

photographers· practice. 

Although there exists many definitions, to pinpoint creativity is problematic. As Edwards 

describes " ... we sti ll have no general ly accepted definit ion of creativity - no genera l agreement 

on what it is, how to learn it. or if. indeed, it can be learned or taught." (Edwards. 1987, p. 2). 

Creat ivity is often described as an insight that occurs in the mind of 'spec ial' ind ividuals. 

However, many theorists share a common view that creat ivity emerges from norma l prob lem­

so lving efforts that depend on consc ious thought processes and that it can be learned or 

enhanced to some degree (Weiten, 1995, 368). 

Weiten states, "Crea ti vity invo lves the generat ion of ideas that are origina l, novel, and usefu l. 

Creat ive think ing is fresh, innovat ive, and inventive." "Creative ideas come from a deep we ll of 

experience and tra ining in a specific area" (Weiten 1995, p. 368). This is re inforced by Weisberg 

who states that, " ... major crea ti ve ach ievements genera lly are logical extens ions of ex isting 



ideas. involvi ng long. hard work and many sma ll. faltering steps forward'' (Weiten 1995. p. 368). 

Simila rly Edwards adds. "A creative person is one who can process in new ways the information 

at hand ... al l need some knowledge of the techn iques of the ir crafts." (Edwards. 1979, p. 26). 

Interest ingly this is further emphas ised by Albrecht who states. ··creativity shou ld be an 

everyday sk ill. The fact is that everyone can think and behave creatively ..... (Albrecht. 1987. p. 

65 ). It is upon these broad views that the practice of the participants will be exp lored. 

The following chapters exam ine the photographers. the ir work ing environments and working 

methods includ ing the ir output and intended communicat ion. These areas are exp lo red 

separately in each chapter and then certa in aspects are combined for discussion in the final 

chapter. 

The first chapter begins by introducing the participating photographers and discusses how 

various aspects of the ir li ves relate to the ir photographic successes. 

Chapter Two looks at the participating photographers· working environments and examines 

these in re lat ion to theoretical texts regarding creativity and the creative process. considering 

what makes these env ironments successfu l for them and how this aids in the ir processes. 

Chapter Three focuses on ana lys is of the ethnographic research in relat ion to idea generation 

and development. 

In Chapter Four. aspects of the photographers · processes. production and evaluation of their 

work are discussed and analysed using theories relating to the creative process. 

Chapter Fi ve introduces communication theory in an examination of photography·s ability to 

commun icate visual ly. This chapter looks at the variety of contexts used by the participating 

photographers and the ir choices for the most appropriate commun icat ions to particular 

audiences. The re lat ionsh ips between the ideas being commun icated and their re lationships to 

the media and methods used are also exp lored. 

Finally. Chapter Six exp lores theories relating to the creat ive persona li ty and the participating 

photographers · practice and discusses the inter-re lat io nsh ips that ex ist between the ideas 

discussed in this final chapter and the proceeding chapters. 
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Research aims 

Drawing upon theories of communication and creativity, th is research exam ines the sign ificance 

of work ing env ironments. indiv idua l interests and social backgrounds of five New Zea land 

photographers in relation to their photographic pract ice. 

The researcr method 

Photo-ethnography 

This study has adopted a photo-ethnograph ic approach. Photography is a powerfu l medium for 

research and ethnography is based around participant observation. Both are significant to this 

study. Anthropologists often work to establish friendships. relationsh ips and trust and try to 

understand their subjects' points of view. 

Researchers working within an ethnographic practice base their methods around participatory 

observation to understand the cultural context. This requires involvement with the subject and 

the situat ion and is a process of col laborat ion. This can be considered participatory in the sense 

that "you are a participant in another culture's typical events. you can use your own experience 

as a part of the study" (Harper. 1987. p. 7l. 

Ethnographers acknowledge subjective interpretation. and ethnography treats photography as a 

viable form of research in itself (Emmison 2000. 26). This visual text is a form of exploration and 

allows the researcher to record aspects of a situation before be ing fully aware of their 

significance to the research. Photographers can capture an image and then find out what ideas 

the image is communicating about the subject (Emmison 2000. 26). which can then also lead to 

additiona l verbal exploration. 

In order to understand and record aspects of the participants' photographic practice. visual 

research and interv iews were undertaken. The process involved in ga ining research approva l, as 

we ll as the methods used to undertake the research, are outlined be low. The ethnographic 

research methodology is appropriate to th is research and photography plays a sign if icant ro le in 

the information gathering and communication process. 
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The participants - Selecting, approaching and ga ining approval 

To obta in a diverse sample. a list of photographers was made and grouped into areas of 

photographi c practice such as commercial. fine arts. wedd ing and portraiture. Thi s was 

completed to ensure an even distribution over the separate areas of practice. The names on the 

list were obtained through discussions with others in the photographic ind ustry. Initially ten 

photographers were approached but only five decided to participate in the research project. The 

final number of participants limited the research to a manageable size while ensuring the 

generation of mean ingfu l data to meet research aims. 

Potentia l part icipants were emai led an introductory letter (Appendix Al. If no response was 

received from the initial emai l. then the introductory letter was posted. Potential participants 

who l1ad not responded at this point received a te lephone call from the researcher who 

introduced herself and the research topic (as outlined in the initial letter). A copy of the 

information sheet fo r Stage one interviews (Append ix Bi was then posted to the participants 

unless they stated they did not want to participate. 

Fi ve of the ten photographers approached agreed to participate. Of the five who did not agree. 

two did not respond. so to avoid annoying them. the researcher decided not to pursue further 

contact. One agreed. then cancelled due to time constraints and work pressures, a recurring 

theme found in the research. and one did not respond after agree ing to do so. 

The five photographers who agreed to participate were Wayne Ba rrar. Esther Bu nn ing. Rachael 

Hale. Ian Robertson and Jona Rotman. 

Before conducting the research it was necessary for the researcher to gain approval from the 

Massey Univers ity Ethics Committee and from the participants themselves. It was also necessary 

to gain approval from other people photographed while undertak ing the vi sua l research 

component of the project (Appendix Cl. 

Due to the sensitive nature of the information requested from the participants. the researcher 

moved through each stage of the process with caution. While this process was time consuming. 

it enabled the researcher to develop friendships with the participants. which was essential in 

establishing credibility and therefore building trust. 

The participants received documentation insuring confidentia li ty of any material specif ied by 

them and expla ining their rights as a participant (Appendix BI. The researcher ensured consent 

forms were signed wh ich gave perm iss ion to interview and videotape participants, and to take 

photographs of them and their env ironment (Append ix C). If requested by a participant, all 

interview tapes were destroyed after the research was completed. 
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The interviews - Conducting and transcribing 

The interviews were done to gather informat ion re lating to the part icipant's photograph ic 

practice. Each interview lasted between one and two hours. A sem i-structured interview method 

was the preferred approach fo r Stage One. This was fol lowed by a more unstructured 

conve rsation li ke interv iew with ind ividua l questions in stage two. The interv iews took place 

over a month with a three-month period between Stage One and Stage Two. 

To ensure the participants were fu lly informed about the research top ic each interview 

commenced with a genera l overv iew outlining the research topic and the purpose of the 

interview. The interview quest ions were estab li shed fo llowing a rev iew of li terature on the 

subject. The li terature review high li ghted key ideas that the researcher wanted to deve lop 

further and established the gaps in the research that needed exp loration. Additiona l quest ions 

were developed throug h discussions with the research supervisor, peers and other artists and 

photographers, including the research participants. The questions were fu rther deve loped by 

referring to additional sources including Csikszentmihalyi (1996) and Mace (1998). 

The process for Stage One included an interview question sheet (Appendix Dl which was broken 

down into eleven sections. containing nine areas of specific concern and two general areas. 

These sect ions have been numbered accordingly to al low for cross-referenc ing. The sections 

include: 

1.1.0 Genera l Overview: Introduces the research top ic to the participant and develops an 

overview of the type of work that they do. 

1.2.0 Experience and Intuition: Discusses the validity of these aspects in re lation to the 

partic ipant's photographic practice and process. 

13.0 Mot ivat ion: Exp lores mot ivat ion in relat ion to the partic ipant, the ir work and their success 

as a photographer. 

1.4.0 Stages of the Process - Initial Concept: Establ ishes where initial ideas come from and how 

they are developed. 

1-5-0 Stages of the Process - Information Gathering: Examines methods and processes involved 

with gathering information and how it is used. 

1.6.0 Stages of the Process - Develop ing the Idea: Techniq ues and methods used to develop 

ideas. 

1_z.o Stages of the Process - Ti meframe: Discusses timeframes and how they in fl uence the 

development of work. 
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1 .8 .0 Creativity and the Creative Process : Estab lish es the partic ipant's views and opinions 

regarding their creativity and creative processes. 

1.9.0 Working Environment: Looks in depth into working environments and how they relate to 

creative processes. 

1.10.0 Communication: Discusses the communication of ideas to viewers and audiences and 

communication devices employed. 

1 .11.0 Summa ry: Allows the participant to mention additional thoughts that may not have been 

included in the questionnaire and permits the researcher to add further questions which may 

have arisen during the interview process. 

Additional questions were asked throughout the interview to gain further information when 

necessary. Pa rticipants were able to develop ideas and concepts. taking tangents that often led 

to additional information. 

The procedure of the interviews tended to fol low the interview question structure. Thi s was 

essent ial as it ensured all sig nificant areas were discussed and the researcher found that 

break ing down the process into manageable sect ions allowed the part icipants to answer the 

questions more easily. 

The interviews were undertaken in the participants working environments. This allowed them to 

be at ease during the interview. The interviews were recorded onto digital video (DV) tape for 

accurate transcription. Participants were made aware that they could stop the tape at anytime 

and that the visual footage would not be used. 

Some of the questions were difficult for the participants to answer and required them to think 

about aspects of their practice in a way that they had not done before. To give the participants 

time to reflect on their processes a copy of the interview questions was sent prior to the 

interview. This also allowed the participants to establish if there were any questions that they 

were not comfortable discussing and also to withdraw from the research if they did not want to 

be interviewed on these topics. 

The process for the second interviews had a simi lar structure to that of the first. Before the 

interviews, an information sheet for Stage Two (Append ix H) and a letter introducing Stage Two 

(Appendix G) were sent to the participants. However, unlike the initial interview which looked in ­

depth into the "photog raphic practice" of the photographer. the second interview looked into 

the life of the photographer to establish links between their creative approaches, working 

methods and experiences and to see how these affect photographic practice. 
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This lead to an in-depth interview question sheet (Appendix El. wh ich was broken down into five 

sect ions. The sections are: 

2.1 .0 Childhood: Exam ines childhood experiences and accomplishments and their relationship to 

the participant's creativity today. Also explores the role of parents and/ or mentors and discusses 

what led them to pursue photography as a career. 

2.2.0 Education: Invest igates what formal education the participating photographer ha s 

undertaken and why, and how this may re late to their creat ivity today. 

2.3.0 Photographic Practice: Discusses different elemems of photographic practice. 

2.4.0 Life: Explores the l ife of the photographer including goals and challenges and how these 

affect life decisions. 

2 .. o Individual uestions: Develops further ideas discussed in the initial interview and 

addit ional questions that have arisen from the visual research . and are specific to that 

partic ipant. 

The interviews were transcribed by an outside source and proofed against the origina l recording 

by the researcher. The transcripts. along with a letter explaining the process (Appendix F) were 

returned to the participants to proofread. make any alterations if necessary and return to the 

researcher. Once all alterations from the research participants had been completed. a final copy 

was sent to the participants for the ir record. This process ensured that the research participants 

were satisfied with their responses and was essentia l in building a trusting relationsh ip with the 

participants. 

The photographs 

Photographs have been included in the thes is to encourage visual comparisons relating to the 

ma in ideas discussed in the text. Participants were informed that the photographs would be 

included in this thesis and that further uses such as publication and exh ibition were a poss ibi li ty. 

The researcher stated in the information sheet for Stage One interviews (Appendix B) that the 

researcher wou ld seek further consent should any of these situations arise. Co lour laser copies of 

photographs chosen for inclusion in the thesis were provided for approva l and consent forms 

were signed (Append ix J and Appendix K). 

The thes is contains examples of photographic works completed by the research participants. The 

participants were made aware of these works and their consents obtained (Appendix L and 

Append ix M). 
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Chapter One - The Participating Photographers 

General overview of the participating photographers 

The five photographers involved in this study are practising New Zealand photographers. The 

participating photographers are Wayne Barrar. Esther Bunning. Rachael Hale. Ian Robertson and 

Jono Rotman. They represent a diverse range of photographic practices. 

This chapter introduces each photographer. discusses the ir style of work and exp lores what led 

them to become involved in photography. 

It was not the intention of this research to cover every aspect of photographic practice but the 

sample does highlight clear diversity This is evident in the distinction between. for example. 

Esther Bunning·s commercial illustrative work and Wayne Barrar's fine art documentary work. 

This is further emphasised by the contrast between the approach taken towards the production 

of work by Ian Robertson and Rachael Hale. Ian often produces work at the request of a 

commercial client and is given client driven briefs. whereas Rachael sets her own briefs and 

produces work to on-se ll to her clients. Other examples of these contrasts wil l be discussed in 

more depth throughout this thesis. 
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Wayne Barrar 

Wayne Barrar is a documentary photographer with a f ine-arts pract ice who also teaches 

photography at Massey Univers ity in Wellington. Hi s work has been shown in nat iona l and 

internationa l exh ibitions and includes publ ications such as An Immortal Double (1996) (Fi gure 

91 ). Straumur (200 2 ) (Fi gure 1) and Accumulating Histories (2003) (Figure 82). 

The ideas underp inning his work re late to the interaction between culture and nature. Wayne 

exam ines the re lationships between humans and land use and the histories associated with 

these concepts. He describes his work as: 

... essent ially documentary work operat ing with in a fine-arts practice. So its 

genera l output is exh ibit ion work or publication work. It's usua l ly always 

issue based. so it's built around developing a body of work associated 

with ... socially based issues and ... issues related to land and land use. 

Figure 1. Wayne Barrar. (Top left) Per/an geothermal hot water tanks. Reykjavik. Iceland. 2 001 . 

(Top righ t) Snow-covered industrial park near Straumsvik. Iceland. 2001. 

(Bottom) Fish drying racks on lava fields near Hafnarfjordur. Iceland. 2000. 
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Wayne has been involved with photography from an early age. His initial interest stemmed from · 

science. He describes how he began ·· ... by photographing through a microscope when I was 

about thirteen years old and that was the first time I started processi ng film . and photographs as 

well " 

Desp ite this early interest in photography. Wayne completed a Bache lor of Science degree in 

zoology at Canterbury University in the 1970s. Nevertheless. he continued to carry out 

independent photograph ic work. He states that "the art degrees and so on that exist now weren 't 

around in those days. Th ose that went into photography went into it by a different pathway". 

Arguably this previous inte rest and education in sc ience is reflected in his work. Wayne 

recognises that "it's !science I always had a bit of an effect on the type of work I do". but he " 

certainly ldoesn'tl Lhink that lhis l work is tota lly affected by the init ial interest in science". 

Wayne li sts various reasons for cont inu ing with photography. mentioning his fasc ination with 

and passion for photography. particularly as a communication medium. and the varying 

opportunities to undertake photography in diverse situations . Recently this has extended to 

include his career as a lecturer at Massey University in Wellington. He comments that " it's 

someth ing I envisage always doing. in the same way that...a writer wou ld always be writing ... .. . 

Studying at Auckland Univers ity"s Elam School of Fine Arts he completed a Postgraduate 

Di ploma in Fi ne Arts majoring in photography. He is current ly undertaking a Masters of Design in 

photography at Massey University in Wellington. Furthermore. Wayne has comp leted additiona l 

tra ining in media studies and has obtained a diploma in teaching . 

Figure 2 . Wayne Barrar. (Above) Riverback Reclamation. Eastbank of Whanganui River. Upstream. 

1991. (Below) Riverbank reclamation. Eastbank of Whanganui. Downsteam. 1991. 
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Fig ure 3. Wayne Barrar. Main rrunk line concrere power pole. 1989. 

Figure 4. Wayne Barrar. (Above) Old powerpoles as headrace barrier. Lake Kuratau. 14 May 1994. 

(Bottom Left) Truck crossing Arapuni Dam. early evening. September 1994. 

(Bottom Right) Rangipo tunnel. 16 December 1994. 
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Esther Bunning 

Esther Bunni ng works in severa l different types of photography includ ing portraiture, wedd ing 

and illustrative photography. Her approach to each of these areas differs quite dramatical ly. She 

combines photographic techniques with other media to create her unique "illustrative" works 

(Fi gures 7 and 82). Unlike the other photographers involved in this research. Esther·s illustrative 

works on ly employ photography as one aspect and the fina l works are not purely photograph ic. 

Esther can therefore be considered an "illustrative" photographer. The commercial element of 

photography is a significant aspect of Esther's photographic work and its development. She has 

received various photographic awards throughout her career for her unique style and approach to 

photography. 

Figure 5. Example of Esther Bu nning·s wedding work. Undated. 

Figure 6. Example of Esther Bunning 's portraiture work. Undated. 
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Figure 7. Example of Esther Bunnrng·s illustrauve work. Undated. 

Esther says that her ,ntroductron to photography was qune by accident . She was 1111t1ally a 

graphic designer and .. sort of drifted into rt I photography I from design . Her previous partner was 

a photographer. and she describes this as a s1g111f1cant influence upon her decision to become a 

photographer. 

My personal ltfe has probably had the biggest influence on my career 

choices. and it would be true to say that I wouldn t be working as a 

photographer if 1t hadn t been for the fact that my previous partner was a 

photographer. That s how I sort of got into 1t. and of course Terry I her 

husband I 1s a photographer as well. so that s hugely s1gnif1cant. and I 

thrnk my path could have been very different if I l1adn t been involved with 

those two. 

Following high school in the late 1980s. Esther attended Wellington Polytechnic (now Massey 

University Wellington Campus) where she completed a three-year diploma in textile design. She 

explains how she made the dec1s1on to undertake this course: 

I always knew I wanted to do something rn the arts. I had no idea what.... 

111 applied for Wellington Polytech. both VCD I Visual Communicat ion 

Design I and textiles. I got into both. I had to make a decision .... I don 't 

know anything about them. so my final decision was based on nothing in 

the end, and I decided to do textiles. 
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Neverthe less, she subsequently rea li sed she wasn't interested in pursui ng text iles as a career. 

I rea lised abou t halfway into the course it wasn 't what I wanted to do. but 

it did give me a rea l ly good background .. . li nto l ... Things li ke li fe drawing. 

pri nt making, ph otography. surface pattern des ign ... it was va luable from 

that po int of vi ew but the text ile side of it I sort of strugg led with. as I had 

no intent ion of being a text ile des igner. 

She later dec ided to return to Welli ngton Polytechn ic, where she took a digital imag ing course. 

desp ite being unfamilia r wi th Photosho p and somewha t res istant to learn ing it. 

I don 't l ike going out of my comfort zone ... However. I recognised that it 

wou ld be a rea lly usefu l thi ng to do. and I had no idea how usefu l it wou ld 

be in terms of be ing ab le to combine my photography and my des ign. 

Complet ing the digital imag ing course altered Esther's pract ice. sty le and approach. Learning 

thi s new sk il l allowed her to combine her knowledge and sk ills in graph ic des ign. text iles and 

photography to create the ill ustrat ive work that has become a distinguishing feature of her 

work. "I'm drawing on all the sk ills that I've learnt. and my work tends to be qu ite textura l. It's 

undoubted ly because of my texti le background ". Paradox ical ly. when Esther completed her 

course in texti les she cons idered it "a waste of time ". Nevertheless. these sk ills have become 

cruc ial in the development of her work. 

Figure 8. Example of Esther Bu nning 's portra iture work. Undated. 
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Figure 9. Example of Esther Bunning 's wedding work. Undated. 

Figure 10, Example of Esther Bunning 's portraiture work. Undated. 
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Rachael Hale 

Rachae l Hale is a commerc ial photographer who creates portra its of an ima ls. Her images appea r 

on many products. includ ing gift cards. ca lendars and mugs. wh ich are distributed both 

nationa lly and internationa l ly. Recently she has completed her first pub licat ion. 101 Salivations 

(2003 ) (Figure 14). a book of dog images. and she is current ly producing another book conta ining 

images of cats . These portraits capture an ima ls· persona li ties and characters and have a strong 

commerc ial focus. both of which are significant aspects of Rachael ·s work. 

Rachael employs the use of a 4x5 (inch) camera. which she be li eves is idea l for st ill-li fe work. 

despite creat ing cha llenges for Rachael when photograph ing anima ls. She exp lains. " It's a 

patience game work ing on th is format with an ima ls. " Desp ite th is. Rachael emp has ises the 

advantage of using this format because it allows her to accomplish the sha llow depth of fie ld 

that is a prominent feature in her work. 

Figure 11. Rachael Hale. (Top left) Penelope. Undated. 

(Top right) Piglet. Undated. (Bottom) King Geoffrey. Undated. 
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In addition, Rachael undertakes other commercial work for publi cations such as NZ House & 

Garden magazine. She does not fundamentally alter her approach when photographing these 

different subjects and the style of photography is very similar. 

A 

Figure 12. Rachael Hale. NZ House & Garden images. October 2003. 

Rachael has always loved photography "I grew up with photography and an imals around me, so 

it was quite inevitable that I would end up doing something like this." Both grandparents on her 

father's side were amateur photographers. As a result she was surrounded by photography when 

young and frequently had cameras to play with. However she also enjoyed other areas of art and 

was undecided whether to choose a career in graphic des ign or photography. As a resu lt. she 

went to art school to explore both med ia. before deciding in favour of photography. 

Because photography was unavai lable at co llege. Rachael commenced night classes at the 

Auckland Society of Arts (ASAL now a division of the Elam Art School at Auckland Univers ity. 

Having completed this course. Rachael decided to carry out a ful l-t ime Di ploma in Art majoring 

in Photography. also taught at ASA. She declares "It was at ASA when I fell in love with the 4x5 

camera ... and I'm still using it ". 

Rachae l then comp leted a one-year certificate in professiona l photography at Wellington 

Polytechn ic. She believes both courses were va luable as they taught her different sk ills. The ASA 

course focused on the artist ic elements while the Welli ngton Polytechn ic course was directed 

towards the professional practice of photography. 

After completing this training Racha el spent three years working as an assistant for Anne 

Geddes, a wel l -known New Zealand commercia l portrait photographer who photographs 

children. Rachae l describes her experience with Anne as " ... a huge influence on where I'm 

heading now, even though when I left Anne I had no intentions of doing what I am doing now, it 

just happened." 



Rachael eventua lly establi shed herself as a professional photographer and began by undertaking 

family portra its and ed itorial work. She won an award in 1995 in the AIPP (Australian Institute of 

Professiona l Photography) for her image Pixie (Figure 13). As a resu lt she was approached by a 

pub lish ing company who wanted to commiss ion her to produce further works in a sim ilar style. 

Figure 13. Rachael Hale. Pixie. c.1995 

Rachael decided to establish a business. along with business partners Dav id and Tanya Todd . 

This included establishing the Rachael Hale Photography brand. working with a number of 

individua ls who manage design. production. marketing and finances. This allows Rachae l time to 

make photography her primary focus. Of the photographers involved in this study. Rachael is the 

only photographer to work within a brand - Rachael Hale Photography. 

In November 2001. Hodder Moa Beckett Publishers approached Rachael wanting to produce a 

book of her images. After discussing several ideas and deciding on a topic Rachael began 

developing and photograph ing for 101 Salivations: For the Love of Dogs (Figure 14). "The be lief 

the publisher has in me has a huge bearing on my confidence. He really be lieves my images are 

worthy of creating a book". She describes this experience as "a huge achievement". Rachael is 

currently undertaking pub lic re lations both nationally and internationally for 101 Salivations and 

the Rachael Hale Photography brand as well as working on producing a second book contain ing 

images of cats. 
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RACHAEL HALE 

Figure 14. Rachael Hale. 101 Sa/ivations: For the Love of Dogs cover. 2003, 

Figure 15. Rachael Hale. Jumbo and Nippa. c.2003. 
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Figure 17. Ian Robertson Image for icebreaker. 2001. 

When describing his approach to the development of his work. Ian says. I tend to be not an in­

your-face photographer. ... I connect well with people and I like photographing people. so I think 

that connection 1s something that maybe shows through 111 the work . His style of photography 

appears carefully composed: Tve tried to capture a moment in a stand-alone 1mage ... where its 

quite often self-conta ined and quite simple. but I hope always quite technically well printed or 

well crafted." 

Ian states that he had an early interest in creativity. He relates th is to his father. an engineer, 

making things in his workshop. However. Ian describes his family as "generally uncreative". In 

spite of this. Ian was encouraged by his parents to do art at school. 

Initially a computer programmer. Ian discovered this vocation to be "a bit soul destroying·· due 

to the insufficient variation involved in his work. Furthermore. i t contained no element of 

creativity, which Ian considers to be a significant aspect of his ideal occupation. 
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tan decided to pursue photography later in life after realising art and creative work was a 

feasible profession. As a resu l t, he dec ided to attend an open day at Wel li ngton Polytechnic 

where he saw examples of previous photograph ic students· work. He describes this experience: 

... just sort of sat there and was gobsmacked. I thought this was fantastic .... 

I got into that I photography] from there rea lly. 

In the early 1990s. tan enro lled at Wellington Polytechn ic where he undertook a two-year 

professional photography course. which ultimately changed the direction of his life. " If I hadn 't 

done the course I wouldn 't be a photographer". 

tan continues doing photography because it is enjoyab le and enables him to make a successful 

livelihood. Despite commercial work being stressful at times he likes the diversity and finds it 

challenging and exciting . It also involves him in projects that he finds personally fulfilling: " t 

feel quite satisfied with the work I'm doing at the moment. But again. always room for 

improvement. " He believes that photography has the potential to develop and grow. part icularly 

digital imaging. which promises many new areas to explore. 

Figure 18. tan Robertson. Royal New Zealand Ballet image for Swan Lake. 1996. 
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Jono Rotman 

Jona Rotman·s work includes advertis ing, fashion and art photography (Figure 19). In addition to 

th is he is currently work ing on a persona l project called Chambers (Figures 20. 21. 22 and 85), 

which explores abandoned institutions. including jails and mental institutions. "Chambers is 

endeavoring to express. using the medium of photography. the spirit of these environments. " He 

has received several photographic awards for both his commercial and personal work. 

Figu re 19. Jona Rotman. (Left) Telecom ew Zealand. c.2002. (Ri ght) Woman·s Refuge. c.2002. 

Jona regularly uses a large format (8x 10 inch ) camera. espec ially when undertaking personal 

work. He says. "I began to think how much more information. and therefore mood. one would 

get by shoot ing on large format. The notion of seeing every crack and speck of dust appea led to 

me .. . l tested this theory and shot some 4x5. It was really was impressive just how much more 

was expressed in the larger format ". The resulting works are exh ibited as large. one-metre-high 

prints. 

He was always interested in photography as a child. often taking photographs of his family. 

Likewise. he was interested in other creative areas such as painting and drawing. However, 

despite his interest in photography, it was not always his intended career: 

... my father was an arch itect.. .. My mother is a Doctor of Zoology .. .from two 

influences stems a genuine interest in my surroundings and also a desire 

to make note of th ings and keep a record. 
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He was constant ly encouraged by his parents to pursue art when growing up. School was never a 

signi ficant influence and he left before completing col lege to go on a student exchange in 

Argent ina. While in Argentina he also undertook a printmaking course. Upon returning to New 

Zea land. Jono decided to take business studies. Nevertheless. before completing the course. 

Jono rea li sed he needed establ ish what he wanted to accomplish from life. Eventually deciding 

to pursue photography. he undertook a course at Wellington Polytechnic. Jono ·s decision to 

fo llow photography as a career was because he realised that photography was something that he 

was good at and passionate about. Since making this decision he has "vowed " to cont inue 

pursuing photography. 

His future goals include developing and ref ining his photographic skills and establishing a work 

orientation that gives him more time to focus on his personal work. 

Figure 20. Jono Rotman, Bedroom at Sunnyside. c.2001. 
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Figure 21. Jona Rotman. Lake Ali ce Foren si c Unit. c.2001 . 

Figure 22. Jona Rotman. Mt Eden, south wing. 2001. 
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Chapter Two - Working Environments 

Introduction 

This ethnograph ic research shows that partic ipants develop a "persona l space" to serve their 

particu lar needs. They organ ise the ir spaces to encourage inspiration and enhance creativity. 

In add ition to a "ma in" work ing environment. alternative and additional creative environments 

may also be used. includ ing darkrooms and other locat ions. 

The resea rch revea ls that the purpose of any working env ironment is to estab li sh a persona lly 

appropriate work orienta ti on. Th ese work ing environments are also personal spaces that shou ld 

be developed and organised to best suit the needs of the individual or ind ividua ls that occupy 

them. Developing and organising working environments. including all necessary tools and 

equipment. can aid the creat ive process. In addit ion. the objects conta ined in a work ing 

environment can act as stimu li to encourage inspiration and creativity. 

Genera lly, the photographers invo lved in this study cons ider the ir env ironments un interes ti ng 

and unworthy of investigat ion. However. a lot can be learned about an individua l from the 

objects that are contained in their working environment and how these are organ ised and used. 

Csikszentm iha lyi states. " the be long ings that surround us in the home const itute a symbolic 

eco logy structuring our attention and reflecting our intentions and thus serve to cultivate the 

individuality of the owner" (Csikszentmihalyi & Rochberg-Halton. 1981. p. 94) Similarly. the 

cho ice by the individual of the contents of the ir working environment can ··cultivate" the 

individua lity of the participating photographers 

It can be seen from the ethnograph ic research that the photographers· working environments are 

organ ised (or disorgan ised) to suit each ind ividua l. and therefore the work ing environments are 

as diverse and as un iq ue as the individua ls themse lves. The participating photographers · work ing 

environmen ts can be cons idered express ions of themse lves. As Csikszentmiha lyi suggests "Past 

memori es. present experiences. and future dreams of each person are inextricab ly linked to the 

objects that com prise his or her environment·· (Csikszentm ihalyi & Rochberg-Halton, 1981, p. ix). 
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The participating photographers' working environments 

Wayne Barra r 

Wayne Barra r has a number of different working environments. These include offices at work and 

at home (the home office being the primary of the two). However Wayne expressed 

unwillingness in relation to the researcher vis iting his home work ing environment. He describes 

how he is rather private in that regard. He did however offer a description of this environment. 

I've also got a work space .. at home that is not a studio. because I don 't do 

studio work ... lt's more of a storage area or preparation area for when I'm 

lay ing out material. ed iti ng. matting and framing ... it has lots and lots of 

big draws fu ll of prints and negatives. A dehum idifier to keep everything 

dry. It 's got negatives dating back nearly twenty years .. .there might be fifty 

or eighty drawers down there. Got a lot of work crammed in it. I have a bit 

of a storage problem ... 

His office at work is mainly used for undertaking un iversity work. However. occasionally Wayne 

also uses this space for pre-production work for personal projects. He says. "It's pretty much for 

un ivers ity work. but I do. from time to time. do things in my office that re late to a I personalJ 

project. I certain ly do project planning here and that type of thing ". 

Figure 23. Wayne Barrar's office at Massey University. 
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Esther Bunning 

Esther Bunning·s working environment 1s rather unique. as it is a church located in Greytown 

approximately one hour's drive north of Wellington. Esther and her husband Terry have 

transformed the church into a home and office/ working environment. They each work from a 

separate space above the main living areas. Esther finds that most of her work time is spent 

working from this space as 1t contains her computer - a significant element in the production of 

her work . 

... it's a really nice place to work in. I mean. I 've worked in all sons of 

environments and I must admit I really enjoy working here. and if 

anything. it's a sort of struggle to go to Wellington ... 



Figure 24. ··r he Litt le Church·· is Esther's home and working space. The separate working space 

is located above the dinn ing. kitchen and li ving areas. 



When Esther needs to set up a photoshoot. she transforms her dining area into a mini-studio and 

selects the necessary equipment that she requires which she stores in cupboards. However. she 

regards this as a cri tica l aspect of her worki ng environment because she 1s often moving 

belongings and equipment around. "Things can look very chaot ic and very messy". Esther 

sometimes leaves a shoot set up but says. ··Terry has his children here 1n weekends ... there·s only 

so much you can leave around .... I guess essentially: sure 1t 1s a studio. but II is a home as well". 

Figure 25. Esther and Terry develop Esther's web-site while Terry·s son Zac (aged 14) plays a 

computer game. 
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Rachael Hale 

Rachael Hale previous ly had an office at home but she has recently moved and now occupies an 

office space at the Rachael Hale Photography premises. This shift was due to work demands and 

the need for her to be readi ly ava ilable. As a result she has needed to transform this new space. 

1·m just starting to get my ideas up on the walls. whereas at home my 

office just was covered. my whole walls had Polaroids everywhere. notes 

written here there and everywhere ... Now I spend more time at the office. 

now have started throwing things on the walls for inspiration. 

Figu re 26. Rachael Hate 's office and working environment. 

Rachael's office at the Rachael Hale Photog raphy premises is mainly used for administration­

type activities. Several other individuals who also work with her also share this space. Rachael 

generally does photographic shoots on location and very rare ly shoots at the office. However. 

th is environment does have space for Rachael to do photograph ic shoots at the office if 

required. 
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Ian Robertson 

Ian Robertson is the only photographer in this study who works from a permanent stud io space. 

although he does not do all hi s work there. Hi s photograph ic stud io cons ists of severa l areas 

includ ing a cyclorama and black stud io for setting up photo shoots. a wait ing area for cl ients, an 

office space (Figure 49). a kitchen and bathroom. a print finishing room and a darkroom (Figure 

42). 

He describes th is space as "co ld. It's a big empty studio and it echoes". However, "there's lots of 

space to move around and there's daylight coming in the windows. which I like" . He believes he 

does not organise his space well and that it is rather cluttered. 

Figure 27. Ian Robertson's studio and working environment. (Above) Cyclorama. (Bottom left) 

Collection of reference material. (Bottom right) Waiting area for clients and models. 



In addition to doing the majority of his work in his studio. Ian uses the space to make clients 

and models feel comfortable. often offering them tea and coffee. Fi sh provide a nice ca lming 

influence and also help to occupy any ch ildren that visit the stud io. All of these factors allow Ian 

to successful ly undertake his process. 

I think the space that I have is quite a fr iendly space and I try and make it 

interesting and comfortable for people, because I think it is quite an 

unsett li ng experience to have your photo taken . or to be involved in that 

sort of process. and I think the more at ease I can make people, the better. 

no matter what I'm photographing rea lly. 

Figure 28. Ian Robertson establishes an inviting environment for clients and models. 
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Jona Rotman 

As with Esther. Jona Rotman lives and works in the same environment. " I like to live and work 

out of the same area and I've developed the discipline to be able to do that ". Whenever 

required, he wi ll shoot on location or hire a studio depend ing on the job Thi s works best for him. 

as the amount of shooting time required is min imal in relation to the amount of correspondence 

that is undertaken as part of a job. He says: 

... this is my workspace. So where I shoot is a random workplace in that it 

can be in a studio. on location or whatever. Therefore. this is the one 

constant workp lace I have and I make sure it is dedicated to me being as 

effective as possible. It reminds me of me what 1·m on about. 



p 

Figure 29. Jono Rotman's working and living environment contains both personal belongings 

and the necessary tools and equipment required to successfully undertake his process. 



Working environmerts as creative environmerts 

Surroundings can influence creativity in many ways. The most successful environments enable 

the crea tive individual to concentrate on a cask without distractions (Csikszentmihalyi 1996. 

143). 

Herrmann discusses in depth the creative space and ns ability to enhance creativity. He says. 

"Creative space is a concept embracing t he mental. physical. and emotional envi ronments 

within which creativity operates." "It is the sum total of what nurtures. supports. inspires. and 

reinforces our creativity" (Herrmann. 1989. p. 281- 283). 

Herrmann defines the creative space in terms of the "ind1v1dual" and the "environment". and 

proposes that the interface between the 1nd1vidual and the environment must have several 

characteristics in order to stimulate creat1v1ty (Herrmann. 1989. p. 283- 285). Firstly. a good 

"impedance match"' 1s needed which allows the flow of energy and therefore allows change and 

movement to take place. Secondly. the creat ive environment must be adaptable and variable to 

match the phase of the creative process. Thirdly. some form of "personal renewal ' 1s needed 

(most easily and powerfully supplied by nature. such as the sounds of water and birds). Fourthly. 

the environment should stimulate and nurture. and finally. the creative space muse be portable. 

that is. elements of your creative space should follow you 1n your head Herrmann believes this 

space 1s the most s1gn1f1cant. 

Herrmann also lists several minimum requ irements thac a fixed physical environment should 

have to serve the creative process. Firstly. a capture system for collecung ideas as they appear. 

Secondly. an incubation space for d1splay1ng materials accumulated 111 the preparauon process 

Thirdly. a space to create that contains any tools that are needed and can also be left in mid­

process in order co rewrn to lacer. and fourth ly. aff1rmat1ve messages for the individual. allowing 

the mind to travel into its own creative realm (Herrmann. 1989. p. 296- 297). 

The research revealed how the part1c1pat1ng photographers are proud of the work that they have 

produced. All display examples of their work w1th1n their working environments. Wayne also 

uses examples of his work as a tool for teaching and Esther displays her photographic awards. 

These can all act as affirmative messages. 

' " Impedance match" 1s a techn ical term tha t refers to the balance of charactensucs between different 
items that are interconnected and through which there 1s a flow of energy from one to another. A good 
impedance match between an 111d1v1dual and their creative environment al lows a flow of energy to take 
place between the two. which allows change and movement to take place 111 both !Herrmann. 1989. p. 
283-284). 



Figure 30. Ian Robertson displays previous work on the walls in his environment revealing his 

personal satisfaction in his work. 

Figure 31. An example of Jona Rotman 's work in his li ving and working environment. 



Fig ure 32. Wayne Barrar uses examples of his work as a reach ing too l. 

Figure 33. Esther Bunning displays her collection of photographic awards in her living and 

working environment. 
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Figure 34. Rachael Hale·s products are on disp lay at Rachael Hale Photography. 

A signi ficant overa ll deve lopment in Esther's work is the transformat ion from ana logue 

photography to digital. She feels that as technology has evolved. so too has her approach and 

process: 

... when I first started photography. it was quite separate from my des ign 

background ... obviously there is crossover with colour composition and all 

those sorts of th ings. but there wasn't any real way of integrat ing 

them .. but then technology changed. and it changed so rapid ly just over 

the time since I've been doing photography .. when I think back to what 

was possible then and what's poss ible now. it's just unbe li evable ... as 

techno logy's changed I've been able to grow with it. and then I guess the 

big changing point was when I did the digita l imaging paper at Massey ... it 

finally enab led me to see how to integrate my design and my 

photography. which ... has pushed me down the illu stra tive path ... l don't 

know whether I would have stayed in photography if it was just straight 

photographic... 
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Nevertheless Herrmann 's mini mum requ irements are only suggestions and there are no rigid 

ru les as to where or how an env ironment shou ld be organised. Despite the suggestion by 

Herrmann that working environments shou ld be separate work ing spaces that can be left mid­

way though a process (Herrmann. 1989. p. 297). Esther and Jono do not have separate livi ng and 

work ing spaces. This suggests that in their cases th is is not essentia l. However. Esther does 

describe several disadvantages of working and living in the sing le environment: 

... one of the critical things with our space is that we do move things 

around a lot ... Thi ngs can look very chaotic and very messy and when 

you 're working on a big job. everything sort of just tends to build up 

around me and I just sort of work with in this pi le of junk. rea lly - probably 

not a good thing. 

There is also an interesting relat ionship between the boundaries of life and work. Jono does not 

work in his livi ng environment. he lives in his working environment. suggesting that 

photography is a significant element of Jono 's li fe and not simply an aspect of it. 

Types of photographic work. such as stud io or documentary-based work. can dictate the 

photographers· working environments. For example. Jono describes how studio-based work is a 

minimal part of his process and he. therefore. does not requi re a studio space. Ian describes how 

he often prints his own work and therefore requires a separate studio space and darkroom. 

Esther's work is predominantly digitally manipulated and she only requires a computer. enabling 

her to work in a secluded location. Wayne and Rachael often photograph on location and only 

require an office environment to do administration. research and pre- and post-production work. 

Living in your working environment. or working in your living environment as the case may be. 

requires discip l ine. Esther finds it difficult to restrain herself from going upstairs and starting 

work before commencing the usual daily rituals. Esther says: 

I've had to be quite strict on myself ... to have a set routine: get up. have a 

shower. have breakfast. have a coffee and then go upstairs and turn on my 

computer. 

Esther further describes how joint environments can also mean she is never real ly separated 

from her work and that it can often be difficult to escape both physica lly and psychological ly. 

Esther states: 

I guess even though it's upstairs, you are st ill never comp lete ly separated 

from it...even in the even ings. and if we don 't go back up there, you sti ll 

tend to be thinking about it, possibly more than what you wou ld if you 're 

off the premises. 
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Despite these disadvantages, Esther knows from previous experi en ce of having worked in a 

variety of environments that this is the type of space she prefers for her way of working. 

Th e geographica l locations where people work are also "creat ive" env ironm ents. 

Csikszentm ihalyi describes three ma in reasons why th is is sign ificant. Firstly. he believes that an 

individual must be ab le to access the domain ' in which they plan to work as information tends 

to be "clumped in different geographical nodes." Secondly, certain environments provide for 

interact ion, exc itement and dynamic ideas. Therefore "creative" environments can encourage 

novelty that would have been suppressed in a conservative setting. Thirdly. access to a domain 

is not even ly distributed and often an increased avai lab ili ty of money and resulting increased 

faci li ties at a certa in place attracts indi viduals. That place then becomes one of the centres of 

the field. Csikszentm ihalyi refers to these environments as "hot spots·· (Cs ikszentm ihalyi . 1996. 

p. 128- 130). 

Wayne describes how moving from Wanganui to Wellington has meant he now has better 

access to resources. wh ich has lead to a change in his working methods: "my operating methods 

are different in Wellington than they were when I was living in Wanganui. You 're surrounded !in 

Wellington. by! ... more resources ·· . In Wellington he has the potential for researching in libraries. 

collections and arch ives. 

In contrast. Esther's rura l environment is located away from a 'hot spot" area. Nevertheless, she 

is fortunate in being able to work wherever she li kes due to the type of work that she does. The 

introduction of the Internet. electronic messaging and digital imaging means she is able to 

communicate with clients anywhere in the wor ld and that her actual location is irrelevant. She 

exp lains that it was not a deliberate decision to move to this location but instead it ..... sort of 

unfo lded and eventuated" that way. Esther does not believe her seclusion is detrimental to her 

process or to the deve lopment of l1er work. Instead. Esther has developed add it ional sk ills and 

altered her methods and approaches to enab le her to work successfu lly in this env ironment. 

It was never a deliberate decision to come to the Wairarapa .... Originally it 

I the church J was just going to be a weekend retreat, but of course when 

you start sinki ng money into a building. i t son of makes sense to live 

there. and then we rea li sed that. well in actual fact, it wouldn't make any 

difference at al l where we·re situated. so we don't need to be in the 

middle of ·a ci ty. All we need is a rea lly fast In ternet connection, which 

we've got. 

' Csikszentmiha lyi uses the term "domain" to mean a creative sys tem that the individual req uires in order 
to access in order to enhance their creativity. 
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Esther frequently travels to Wellington to get supplies and meet clients. She suggests that 

being organised and app lying forward thinking are essentia l skills when living away from the 

city. However these days in Well ington can be ·chaotic ' as she often l1as many tasks to 

complete in order to reduce the number of trips that she needs to make . 

... it does tend to make the days in town pretty hectic and it really is from 

one thing to another, and it's exhausting. Absolutely exhausting . An d 

again, the day after that when 1·m back here. and I can just re lax and just 

think through everything again. 

Herrmann believes that ··persona l renewal··. sim ilar to that described by Esther. is a resu lt of 

being surrounded by nature. wh icl1 can enhance creativity (Herrmann, 1995. p. 285). In contrast 

to this. Csikszentmihalyi suggests that despite the be li ef that picturesque landscapes can 

provide inspiring environments there is no evidence that these settings induce creat ivi ty 

(Csikszentm ihalyi . 1996. p. 135). Csikszentmihalyi believes that when individuals with 

established ideas find themselves in beautiful settings they are simply more likely to find new 

perspectives and connections among ideas (Csikszentmihalyi. 1996. p. 136). 

While Esther does not specifi ca lly mention her picturesque environment (the location where she 

works and lives) as providing inspiration or enhancing her creativity. she does suggest "it 

possibly makes me a little more focused because there are less distractions." 

Figure 35. The remote location of Esther's working environment provides picturesque views from 

Esther's window. 
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Other env; ron ments 

As well as their estab li shed work ing env ironments. all the participating photographers use 

addit iona l env i ronments for aspects of the i r processes. " Locat ions" for photography are 

addit iona l environments mentioned by all the participating photographers. By bringing the 

necessary too ls and equipment. the participating photographers are able to establish a 

temporary stimulating and productive working environment on location. 

Ian often travels to a location in order to take photographs for clients. When this situation 

occurs. and if requ ired. he takes portab le lighting and constructs a temporary mini-stud io with in 

the environment. br inging any addit ional equ ipment required to complete that job. 

Figu re 36. Ian Robertson uses portable lighting when working on location. 
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Figure 37. Ian Robertson often photographs on location. frequent ly working with a client and 

models. He ta kes with him any necessa ry too ls and equipment requi red to complete his process. 
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Similarly. Rachael conducts most of her work on location in the environment of the animal that 

she is photographing. Despite this environment not being designed for her and her creative 

process, she fi nds that it allows for greater creativity. as the animal feels more comfortab le. 

Rachael also takes with her on location the tools and equipment she requires to successfully 

undertake her process. 

Fig ure 38. Rachael Hale takes with her equipment that she needs to undertake her process. 



Fig ure 39. Rachael Hale and her assistant Charlotte Anderson set up and conduct a photoshoot 

on location. 

Figure 40. Rachael Hale, Milo. 2003. 
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A sign ificant environment for Wayne and Ian is the darkroom. Wayne says. "that's actua lly quite 

an important area for me. A lot of thin king goes on in the darkroom in terms of what the fina l 

print wi ll look li ke. Process ing work for me is qu ite important." He likes the contro l that comes 

with printi ng his own work. " I th ink the sort of tact ile hands-on th ing is still quite an exc iting 

aspect and you do get a lot more control and you complete the thing right through." 

Furthermore. he rea lly li kes undertaking this stage of his process: "the bottom line is. the work 

you make persona lly is often better. Simple as that.'' Wayne describes the difficulties of gett ing 

large-format prints done by a commercial lab and says he finds it more convenient to do it 

himself because "it's hard getting good work done." When asked why he produces large-sca le 

works he rep lies that: 

It's got to work for exh ibit ion. installations. And it's exc iting when you get 

opportunities to use large work in these situations. But for me. my core 

work is something that is personal in scale: anything from an 8x10 inch 

print up to a 2ox24 inch print - something you could stand in front of as 

an individual and look at. It doesn't have to be in a foyer or a large art 

gallery where you step back from it. That's where most of my work is 

centred. really. 

Figure 41. Wayne Barrar develop ing an image in the darkroom. 



The darkroom is also a significant creative environment for Ian . He says: 

... what I li ke about the darkroom is that you ·ve got such a range with one 

negat ive between doing an adequate print and doing someth ing w ith 

impact that's quite stunning ... there ·s something quite satisfying to sort of 

bringing out all the subtle tones and the emotion of a print. 

Due to the introduction of digita l imag ing and to the t ime consum ing and expens ive nature of 

pr inting photographs. Ian is using the darkroom less often and the printing aspect of his process 

is now diminishing: ·· 1 feel a bit sad that that 's been taken away from me ... part of the darkroom 

is that spending t ime. watching. looki ng at something and having a think about it and watching 

the paper dry. having another look at it and thinking 'oh we ll what if I do this?"'. 
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Figure 42. Ian Robertson using his darkroom and print finishing room. 
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Rachae l also describes her car as a working environment as it enables her to take everythi ng 

that she needs on location and she spends a lot of t ime drivi ng between shoots. work and home. 

This means tha t often a lot of th inki ng and plan ni ng in re lat ion to her day and her photo shoots 

is undertaken wh ile driving her ca r. 

Figu re 43. Rachael Hale and her assistant Charlotte Anderson load the car with camera 

equipment after completing a shoot on location. 

Esther also spends a lot of time in her car as she trave ls to Wellington severa l t imes a week. 

However. in contrast with Rachae l. Esther does not describe this ti me as creat ive. Instead. she 

cons iders it an inconven ient interruption and finds these trips .. exhausting .. 

However. the car is often described as a .. thinking machine ... and it can be a place where people 

go to relax. reflect on the ir prob lems and place them in perspective !Csikszentmiha lyi. 1996. p. 

143). A car can also be considered a creat ive environment. because when an ind ividua l is 

involved in a subconsc ious act ivity. such as driv ing. it requires a certa in amount of attent ion. 

whi le also enabli ng connections among ideas subconscious ly (Csikszentm iha lyi. 1996, p 138). 

Persona l space encourages incubation which in turn cou ld lead to the ·sudden ins ight' of new 

ideas. This is partly due to the sense of well being fe lt whi lst in these env ironments ·· ... it is easy 

to forget the outside world and concentrate complete ly on the task at hand .. (Csikszentm ihalyi. 

1996. p. 143). 
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Organising the working environment 

All the partic ipating photographers describe some form of research or information gathering as 

part of their process. Once gathered, this informat ion is genera lly stored in workbooks or filing 

drawers, put on walls in the working env ironments. or stored in memory. 

Wayne describes how, when organ isi ng his work ing environment. both at home and at work. he 

likes to " keep it pretty simp le. " Over the years he has developed addit iona l systems of 

organisation within his environment to make him more efficient: 

... it's reasonab ly method ica l. . I 'm starting now to get a li tt le more 

organised with fil es and keeping records and th ings .. f ili ng information is 

important because you do bu ild up a lot of material. .. 

Figure 44, Wayne Barrar uses a var iety of f iling systems for information and 

images. Th e illustration shows systems in his work ing environment at Massey 

University. 

The ethnographic research revea ls that all the participating photographers undertake some form 

of organisationa l approach to their working environment. 
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Figure 45. One approach Ian Robertson employs for storing and archiving 

negat ives. 

Figure 46. Esther Bunn ing 's storage fac ilities and lighting equ ipment. 



Figu re 47. Rachael Hale organises and stores her extens ive equipment when 

it's not in use. 

Figu re 48. Jono Rotman 's system for organising equipment, previous work and materials. 
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All the part icipants have some form of methodica l approach. generally us ing offices with fi li ng 

cab inets and other systems. The computer is a signif icant too l that is in all their spaces. It is 

often used during their processes for purposes that include communication with clients. 

researc h, in format ion gather ing and storage. Esther also uses her computer for part of the 

construction of her work, as a significant aspect of her process. 

Figu re 49. All of the participating photographers have an off ice wh ich is a sign ificant work ing 

environment and enables them to organ ise and plan aspects of their process. 

(Top) Esther Bunn ing. (Below) Rachael Hale. 
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(Top) Wayne Barrar. (Bottom left) Ian Robertson. (Bonam right) Jono Rotman. 
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Converse ly, the participating photographers· environments also appear disorgan ised at t imes, 

particularly when they are do ing a photoshoot. Jono likes to keep everything in his space 

ordered. but comments, "when I'm shooting often I just let sh it go into disarray; everything is 

focused on getting the job done." Rachael and Ian take a similar approach. 

Figure 50. Ian Robertson 's environment conta ins several areas that have become disorganised 

whi le he has worked on various photographic shoots. 

Figure 51. (Left) Rachael Hale's working environment. even when she's working on location, 

becomes disorganised during a photoshoot. (Right) Props from previous photoshoots are 

gathered together on the floor in Rachae l's office. 
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Herrmann (1989) describes the minimum requ i rement for a fixed physical creative environment 

as being a 'capture system '. This is a method emp loyed by Ian, who has developed an 

" inspiration" file for storing inspiring material. He revea ls how it was actually his wife, Pau l ine. 

who started this file after she consistent ly found bits of paper. often ripped from magaz ines. 

lying around and in his pockets. Ian remembers. "I needed one space for it.... I may not have a 

use for it at the moment but I will just put it to one side and one day I might see a way of 

incorporating it''. 

Fig ure 52. Ian Robertson·s "inspiration" drawer is used for storing gathered material or stimuli. 



Herrmann also describes how the creative environment can contain stimul i, often in the form of 

objects and images (Herrmann, 1989, pp. 281- 283). For example. Rachael often takes Polaroids 

of an imals that could become subjects to photograph ; she pins these on the wa lls in her office. 

She describes this is an effective method of organisation as she is regularly dealing with several 

images or photographic works at the same time. However. she observes. "Workbooks are 

probably my ma in creat ive process. Most nights I take t ime to look through them and it 

stimulates more ideas. I make notes about certain things, even just writing down what film you'd 

like to shoot on which actually helps; think of the type of image you're going to create". 

Figure 53. Rachael Hale developed workbooks whi le working on her dog book 

101 Salivations !Fig ure 14 ). 

? 

Figure 54. (Left) Rachael Hale pins up Polaroids of cats for her upcoming cat book. 

(Right) Props and images are often placed on Rachael 's wa lls for inspiration. 
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Esther has also placed pictures on the wa lls around her envi ronment. These are mostly 

momentos and images co llected for inspiration and may not be specific to any particular pieces 

of work. 

Figure 55. Esther Bunn ing places gathered material on her wall for visual stimulation. 
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Jono has few visible organ isationa l systems for storing information in his working environment. 

except for a sma ll f ili ng cab inet under his desk. a laptop. and storage she lves for photography 

equipment. negatives and photographs. Instead he stores the majority of his information in his 

memory. While thi s method may seem unmethod ica l and there is a risk that information may be 

forgotten. the mind (as Herrmann po ints out) is a crea ti ve space itself and can be the most 

sign ificant for st imu lat ing creat ivity (Herrmann. 1989. pp . 283- 285) 

Add it iona lly. Cs ikszentm iha ly i discusses how storing ideas in memory al lows for connections 

between ideas to be formed. Thi s in turn can lead to the generation of new ideas. Jono describes 

a similar method of storing information and states " [ I J Absorb it and see what comes out the 

other end ". 

Figure 56. In add it ion to storing information in his memory, Jono Rotman uses a computer and 

a smal l f ili ng cabinet for storing information. 
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Esther also describes memory as be ing her ma in method of information organisation: " it's just 

there in my mind really; it just helps me build a better picture before I actually commence the 

work." 

Summary 

Work ing environments develop to su it the needs of the individua l or indiv iduals who work in 

th em. Fo r the participating photographers to successfu ll y undertake their work ing processes. 

they create working environments that conta in th e necessary tools and the informat ion they 

requi re. 

In add it ion to contributing to the estab li shment of ideas and development of work. these 

personal spaces also support the we ll being of the photographers. Wayne describes how privacy 

is an important aspect of his space and. in referring to the researcher photograph ing his home 

working environment. says he is "not so keen on photography at home as Kerry ! his partner ! and 

!he tends ! to be somewhat private in that regard ". 

As has been shown, creat ive environments are not restricted to one f ixed space. The 

participating photographers demonstrate how they frequently work in severa l different 

env ironments while work ing on different aspects of their processes. These can include the 

darkroom and working on location . When worki ng in these environments. the photographers 

take with them essentia l equ ipment and tools in order to comp lete thei r process. 

As discussed, the car is also often considered an effective creat ive environment. However. un li ke 

the darkroom or "on-location" environments. the car is not an "active" working environment. 

Th at is. it is not a space where the participating photographers active ly undertake aspects of 

the ir process. Instead, a period of "incubat ion" can occur while driving where the m ind 

subconsc ious ly makes connections to form new ideas. Incubation and its re lationship to the 

working methods of the part icipating photographers are discussed further in the next chapter. 

All of the participating photographers use some sort of methodica l approach when organ ising 

their working environments. Nevertheless these methods are unique to the individuals who have 

established th eir own methods for organising and storing information and ideas to best suit 

themselves. 
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Chapter Three - Concept Development 

Introduction 

This chapter is concerned with the estab lishment of ideas. It examines how experience and 

intui t ion relate to the development of ideas and exp lores add itional re lated areas of 

creativity incl ud ing mot iva t ion. inte lligence and luck. Theor ies relating to the use of 

divergent and convergent thinking methods to generate new ideas are also explored and 

discussed in relation to the working methods and approaches used by the photographers 

involved in this study. 

The estdb r,hr.ent of 1nit1a 1 deds 

Csikszentmiha lyi suggests that the establi shment of ideas involve being immersed in a set 

of problematic issues. He identifies three main sources from which these problems typically 

arise : personal experiences. requirements of the doma in and social pressures. Fi rst ly. he 

discusses li fe as a source of ideas. saying that 'Without a burn ing cur ios ity. a lively interest. 

we are unlikely to persevere long to make a sign ificant new contribution I to a doma in !" 

(Csikszentm il1alyi. 1996. pp. 79-87). 

Secondly. he cons iders the influence of past knowledge within a domain. A doma in is 

defined as a creative symbolic system that contains pre-existing knowledge and ideas 

(Cs ikszentm ihalyi. 1996. p. 47 ). He states that "An intellectual problem is not restricted to a 

particular domain ... most creative breakthroughs occu r when an idea that works well in one 

domain gets grafted to another and revitalizes it" (Cs ikszentmiha lyi. 1996. p 88). 

An example of this in Es ther's approach to photography involves a combination of 

photography. graphic design and textiles to create the un iq ue and distinct sty le of her 

illustrative work. She states. "I've got a very strong photographic style. in particular with my 

commercial illustrat ive work. It's a combinat ion of photography and other media ... It's not 

necessarily photographic-looking in its finality. but the starting point is always 

photographic". 

Ian also refers to non-photographic materia l as a source for ideas: "I think you get more 

original ideas and stronger ideas in a sense if that inspiration comes from other things rather 

than looking at a photograph". Furthermore. he describes how he often finds ideas emerge 

wh ile ta lking to people: "I th ink people draw things out of you ". Exp loring sources unrelated 

to the present task enables the participating photographers to change their mode of 

th inking and therefore produce new ideas. 



The th ird source of ideas identified by Czikszentm iha lyi is when a creative person is exposed 

to the influence of teachers, mentors, fellow students, co-workers and the ir own students: 

"the institutions one works for and the events of the wider society in which one li ves 

provide powerful influences that can redi rect one's career and channel a person's thinking in 

new direct ions" (Csikszentmihalyi. 1996, p 90 ). Csikszentm ihalyi believes the field (or 

domain) is paramount for ind ivid ua ls who work primarily in an organ ised context and 

emphasises the importance of research institutions (Csikszentm ihalyi. 1996, pp. 91- 92). For 

instance, Wayne describes the advantages of being a lecturer at Massey University: 

"research is very much ... a third of your job description .... The other thing about the structure 

of the university is that you have semesters and breaks - you have inter-semes ter periods 

whi ch are quite large where you can do I persona lJ work". The univers ity encourages the 

production of persona l projects. This contrasts with the other participating photographers, 

who are more restricted because they work in the commercia l photograph ic industry. 

Csikszentm ihalyi be lieves that most domains are so comp lex that an individua l cannot 

exhaust all the poss ibi lities and that creative attempts to expand the boundaries of a 

domain may provide "a li fet ime of enjoyment" (Csikszentmiha lyi. 1996, p. 351). 

The partic ipating photographers descr ibe per iods of idleness as a significant part of idea 

generation. Rachae l often exper iences idea generation when wa lking her dog Henry : " I 

would say that my idleness. periods of th inking . wou ld come when I am walking Henry. 

which is my down time rea lly, it's the time where I switch off and relax." Because th is is an 

"id le" activity. it gives her time to think. leading to the generation of ideas. She returns to 

th is activity when she is unable to generate new ideas. 

Figure 57. Rachael Hale walks Henry, her pet dog, to re lax and stimulate her ideas. 



Csikszentmihalyi defines th is ti me as the ' incubation· period. He believes that while idleness 

and incubat ion are not equiva lent. it may be during a period of idleness that incubation 

occurs. Thi s period can vary in length of t ime and recur throughout the creat ive process. 

Csikszentm ihalyi describes the mysterious natu re of th is period and comments that it has 

come to be considered the most significant part of the creative process. He argues that other 

aspects of the creative process can be analysed by the rules of logic and rationality.3 

However. the subconsc ious. where incubation occurs ... evokes the origina l mystery 

shrouding the work of genius: One feels almost the need to turn to myst icism . to invoke the 

voice of the Muse as an exp lanat ion " (Csikszentm iha lyi. 1996. p. 98). There are many 

theories re lating to incubation. 

Csikszentmihalyi states that .. Cognitive theorists believe that ideas. when deprived of 

conscious direction. follow simple laws of association. They combine more or less randomly. 

although seeming ly irrelevant assoc iations between ideas may occur as a result of prior 

connection ... .. (Csikszentmihalyi. 1996. p. 101). While he agrees with these theorists 

Csikszentmihalyi adds that " ... incubation cannot work for a person who has not mastered a 

domain or been involved in a field'. Furthermore. despite subconscious th ink ing be ing non­

rat iona l ..... it st ill fo llows patterns that were estab li shed during conscious learning." 

(Csikszentm iha lyi. 1996. p. 102). 

Following the incubation period. a period of sudden insight (the "Aha 1" period) may follow. 

This period occurs as a result of the subconscious connections made during the incubation 

period. where an idea "fits so we l l that it is forced to pop out into awareness .. 

(Csikszentmihalyi. 1996. p. 104). 

Among the participat ing photographers. there are different opinions regarding where initial 

ideas come from and whether they come from bursts of insight. Th ree of the partic ipating 

photographers felt that they do experience moments where ideas sudden ly appear. but it 

seems that in order for these ideas to emerge some tr igger is needed to provoke them . Jona 

says: 

Often the insp irat ion or solution doesn 't surface unt il the vary last 

minute. no matter how early I started work. I no longer stress because 

I have faith that if I put in the work that it can turn into something; 

the final diamond insight will always percolate through. Often I can 't 

rea l ly get rolling until this insight comes through; it is the ignition of 

my process. 

1 Other aspects will be discussed further in Chapter Four - Production and Eva luation. 
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Ian Robertson also describes experiences of sudden insight and prov ides an example of 

when this has occurred: 

... the Cancer Society shot...of Stefan ... that image came from me 

meeting him and talk ing with him and he took his leg off and I looked 

at him then and .. . l was rea lly struck about that idea of body image and 

what people th ink of is idea l and perfect and ... l think that Vitruvian 

man. that de Vinci sketch. kind of was what came to mind 

and ... references to a crucifix and morta l ity ... that al l came together but 

for me that fe lt li ke quite an instantaneous th ing. 
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Figure 58. (Left) Ian Robertson. Stefan Wahr/ich. 1997. 

(Ri ght) Leonardo de Vinci. Vitruvian Man. c.1492. 
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Once this insight has occurred and connections have been made, the ideas are analysed 

consciously. (Ideas may be rejected at this stage.) Once the ideas are ana lysed and accepted, 

a period of "elaboration" follows (Csikszentmihalyi, 1996. p. 104). 

In contrast to Csikszentmihalyi. Weiten (1995) questions whether creat ivi ty depends on 

unconscious thought processes. He does refer to Mozart, Dostoyevsky and Coleridge, who 

"reported that dazzling insights came to them while sleeping or daydreaming." But he notes 

that these insights have been referred to as "fabricated stories" by some theorists, who 

believe they were often used throughout history to add status to art ists' work (Weiten, 1995. 

p. 368-369). 

66 



Fletcher also discusses " Inspirat ion" and "moments of insight" and states. "The on ly 

certainty is that inspiration cannot be summoned up by an act of wil l. To labour towards it, 

is, in effect. to move in the oppos ite direction. " (Fletcher. 1994. p. 74). 

However. it appears that these moments of "sudden ins ig ht" experienced by the 

pa rt icipating photographers tend to occur more frequently during persona l projects than for 

commerc ial projects. She states, "you ' re sort of fed an idea or concept and it 's just 

developing it from that particu lar point in a particular style". Similarly Ian states. 

" increasing ly ... l 'm shown a mock-up of a page with a stock photo slapped in there and I 

th ink once you 've seen the stock image it's quite difficult to ... take a fresh look at what 

you 're photographing. I think you've always got that image that they're after and you keep 

that in mind". Interest ingly Wayne Barrar's work can be cons id ered primarily personally 

driven. however. he clearly states that moments of insight are not a part of his process. 

Exper erce drd :"tu tor 

Rachael be lieves experience is a significant part of her process. 'Tm definite ly a lot more 

confident the more I shoot ... I know in another ten years · time if I'm still doing this I 'm 

going to be much more confident and have much more fa ith in the images which I 'm 

creating 

Thi s is similar to Jono who states. "The more experiences that one has and the more you put 

yourself out of your comfort zones and rely on your instincts ... can only give more resonance 

and depth to the work that they do ... 1 think the more developed you are ... which can rea lly 

only come from experience. the more you are going to express in your work". 

Edward De Bono considers experience to be a trad itional source of creat ivity (De Bono, 1992. 

p. 43). Through experience we know what will work and what will not. Osborn says. "The 

richest fuel for ideation is experience." He identifi es two forms of experience: firsth and 

experience, which he believes is the richest fuel because it allows for better absorption of 

the experience. making recollection easier: and secondhand experience. such as reading and 

listen ing. Osborn believes this form of experience provides "thinner" fuel (Osborn. 1957, p. 

68 ). Simi lar ly. De Bono ident ifies three modes of operation in regards to experience. Fi rstly , 

bells and whistles. where al terations have been made to an existing idea so that it appears 

to be new. Secondly, so n of Lass ie. where if an idea has worked before it is presumed 

capab le of working again. Thi rdly, disassembly fo llowed by reassembly, where "the orig ina l 

package is taken apart and the ingredients repacked in a different way" (De Bono, 1992, p. 

46). 



In a similar li ne to De Bono·s bells and whist les. Weiten refers to Weisbergs suggestion that 

'·major creative ach ievements generally are log ica l extensions of existing ideas. involving 

long. hard work and many sma ll, fa ltering steps forward. " Weiten agrees with Weisberg that 

creat ivity is based on previous experiences and knowledge. stating that "Creative ideas 

come from a deep we ll of experience and train ing in a specific area" (Weiten. 1995. p. 368). 

The photographers involved in this research also describe how their work. or the ir 

approaches to work. have changed over time. These changes have occurred for a variety of 

reasons , such as developments in techno logy, demands of commerc ial work. new 

experiences and new interests. For example. the presentation of Wayne 's work has changed 

throughout the years and the amount of time spent on projects (and the size of the projects) 

has increased. Furthermore. he has become more internationally focused. Rachae l has 

become more commercia lly focused and is expanding her brand both nationa lly and 

international ly. and Esther comments on how "as you gain experience it's someth ing that 

continua l ly evolves ". 

A combination of experience and intuition4 is also an important aspect of creat ivity. Whi le 

Fletcher concurs with Weisberg and We iten about the sign ificance of experience, he also 

be lieves that creat ivity is a combination of experience and intuition (Fletcher 1994. 31). He 

refers to Neume ier. who il lustrates this in a formula (Figure 59) and states. "when a prob lem 

is mixed with a new perspective and exposed to intuition ... we arrive at a new concept 

(Fletcher. 1994. p. 76) 

Prob lem+ fresh perspect ive x intuition = concept 

Fig ure 59. Marty Neumeier. Neumeier Formula. Undated. 

The part icipating photographers ' opinions about experience and intu ition were simi lar, with 

most agreeing that the creative process involved a combination of the two. Wayne exp lains, 

·· 1 think intu ition and certainly li fe experience are essential parts of determining what sort of 

creative work you output". This is concurred by Rachael, who describes how "the hardest 

thi ng with an ima ls is you can never force them to do someth ing .... you have to be intu it ive 

and thi nk on the spot. " Sim ilarly, Esther notes that her work is 'hugely' effected by her 

intu ition and describes how the more experience that she ga ins the eas ier it is for her 

intu ition to surface. Intuition can be described as a non-reflective approach which utili ses 

instant and spontaneous th inking. These photographers are able to trust the ir non- reflected 

responses where previous experience shows th is has led to successfu l resu lts. 

4 For the purpose of this study "intuition" is defined as "the power of knowing without reasoning or 
being taught" (Hawkins. 1988. p. 266). 
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De Bono be lieves that " innocence" is the oppos ite of experience. He describes innocence as 

the "class ic creat ivity of children" (De Bono, 1992, p. 43) in wh ich lack of awareness of the 

usua l approaches, so lutions and concepts perm its new approaches and ideas. Innocence 

rel ies on naivete and the unknown. In genera l, ind ividuals are unable to mainta in innocence 

in their f ield (De Bono, 1992, pp. 43- 44). Nevertheless, access ing innocence is an excellent 

strategy in creativity and idea generation. Look ing beyond the obvious for ideas is one way 

of obta ining " innocence". Seeking ideas and adv ice from someone who has little knowledge 

of the subject and therefore does not fu lly understand the usua l approaches, so lut ions and 

concepts is one method (De Bono. 1992, p. 44). 

However. in certa in situations it is necessary to re lease 'innocence· and conduct research 

into estab li shed ex isting concepts. ideas and perceptions. If th is is not undertaken, re­

inv€ntion can occur. For example. Wayne frequent ly looks at what other artists are doing on 

similar topics and he considers that this is important to avo id repeating existing works or 

ideas. In contrast. there is a fine balance between innocence and "knowing": "if you want 

competence you must read everything but if you want originality you must not" (De Bono. 

1992. p. 44 ) While th is may aid creativity and idea generation. it can be argued that 

experience is a necessity and therefore a more sign ificant part of the creative process. 

In addition to experience and intuition Cs ikszentm ihalyi argues that the generation of ideas 

leading to success in a field req uires an element of luck (Csikszentmihalyi, 1996. p. 186) 

where "being in the right place at the right time " is significant in succeeding in a domain 

(Csikszentmihalyi. 1996. pp. 46- 47). This is because "The competition among new memes 5 

is fierce: few survive by being noticed. selected. and added to the culture. Luck has a huge 

hand in deciding whose c is capitalized" (Cs ikszentm ihalyi. 1996, p 372 ). 

The participating photographers agree that luck has played a role in their success to a 

certain extent. However. rather than referring to the term " luck". these participating 

photographers ta lk about "opportunity". where the participating photographers' conscious 

cho ices and decisions have instigated these opportunit ies. Ian says. "it's up to the ind ividua l 

to reach out and grab I the opportun ities provided by luck I". Sim ilarly, Wayne suggests that 

"luck re lates to everything that people do", but "you can 't get by totally on that of course ". 

5 In the evolution of culture. "memes" (analagous to genes) are units of information that we must 
learn if culture is to continue. A creative person improves these memes. which then become parts of 
the culture (Csikszentmihalyi, 1996. p. 7). 
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Divergent and convergent thinking 

Coon defines divergent thought as "Thinking that produces many ideas or alternatives; a 

major element in original or creative thought." Convergent thought is "Think ing directed 

toward discovery of a sing le established correct answer: conventiona l thinking." (Coo n. 

1992. p. 286). Once an idea is estab li shed. it appears that the participating photographers 

use both convergent and divergent th ink ing in the deve lopment of the ir ideas. 

Csikszent imah lyi def ines t hree dimensions of divergent think ing that are important in 

examin ing creativity. Fi rst. fluency. or the abi lity to come up with a number of responses: 

second, fle xibil ity, or the abi lity to produce id eas different from each other; and th ird. 

originality. which refers to the rarity of the ideas produced (Csikszentmiha lyi. 1996. p. 368). 

Weiten recognises that divergent thinking is an essential element of the creative process 

but proposes that convergent thinking needs to be app lied to seek a resolut ion. He believes 

that the estab lishi ng of a range of new possibi li ties depends on divergent th ink ing . but 

"eventua lly you will have to engage in convergent thinking to pick the best" (Weiten. 1995. 

P 369). 

Informat ion gathering is one situation where the participating photographers demonstrate 

divergent think ing. They all undertake some form of research or information gathering as 

part of their process. This information gathering may include any material related to a 

project or their persona l development. The gathering of informat ion can create a divergent 

thought process by stimu lat ing new ideas and direct ions for the development of work. 

The methods and procedures used in information gathering varied from photographer to 

photographer. Informat ion gathering is usua lly undertaken in the initial stages of the 

part ici pat ing photographers · process . but further information may be gathered throughout 

the creat ive process. The type of information that is gathered varies but can include material 

re lated to (or unrelated to) their part icular process at that time. includ ing information that 

could be of va lue at a later stage. 

Wayne conducts research into related areas and also looks at current issues. He refers to his 

current se ri es, The Home Range. a research-based project that looks at the space that ex ists 

between cit ies and wi lderness. This project built on previous work, through experi ence, 

planning and pre- investigation. " You know that these areas are fairly rich in visual potential, 

that th ere are stories to be told ". For this project , he describes how he gathers information 

''to do with the subject that I'm photographing: the background on the places, the people I 

have to dea l with, or be invo lved w ith. " 
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Information is gathered from various sources. including the Internet, books. databases and 

email. He explains that information gathering is an ongoing process: "I collect and keep files 

of information, ord inary fi les I in fili ng drawers I and bui ld it up '' . He takes " it all on board and 

it he lps with decisions". Furthermore. he suggests that a lot of the research may be done 

after the photography. This might include information re lating to the presentat ion and 

placement of the work in an exh ibition or publication. 

Figure 60. Wayne Barrar's collection of resource material to assist research. 

lan ·s office contains a wide range of information and material. He believes his collection of 

books provides a rich source of information (Figure 61). In addition. he says that asking 

questions and listening to client demands and needs is a valuable information -ga thering 

process. He states: 

.. .wherever poss ible I sit down with the creative that I'm working with 

and ta lk it through so that I know exactly what wave length they're on . 

Somet imes it 's somebody that I ·ve done a lot of work with before and 

so I know pretty much what they're after, and other times they 

might...know what sort of work I take and they give me a free run in 

which case I've got a clear indication from them ... 



Fig ure 61. Resources in Ian Robertson's office include plenty of reference material. 

Rachael looks through books and magazines on a diverse range of subjects and explains 

how "'You I can I get influences from everywhere ... She explains that research was highly 

significant in developing the ideas for 101 Salivarions (Figure 14). Rachael describes how the 

commercial market ult imately determined the idea for the book and emphasises the 

importance of market research. as a lot of money is invested into the project and costs need 

to be recuperated. This suggests that information gathering in a commercial context 

involves market research as well as reference to books and magazines 

Rachael also undertakes a considerable amount of research into the breed of each animal 

she photographs. She describes a practical. hands-on type of research invo lving the 

establishment of relationships with animals and their owners. " [ 11 spend a lot time with 

them ! the anima ls! to make sure they're going to be comfortab le. If the an imal's not 

comfortable within the environment or with what they have to wear or do, you 're not go ing 

to get a good shot anyway". This ind icates that the type of photography being undertaken 

defines the type of information gathering required. 
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Jono describes a sim ilarly practical approach to information gathering and refers to his 

current project, Chambers (Figures 20. 21. 22 and 85). for which his process involved the 

following process: 

I developed a methodology of visiting environments and documenting 

them on 35 mill imetre - spaces and details. and making a choice as 

to which spaces were significant enough to commit to large format... . 

Shooting 35 millimetre is like grabbing moments of time. snapshots. 

The large format feels like the space is being absorbed into the film: 

four-hour exposures are not uncommon. 

Figu re 62. Jono Rotman·s reference material is contained in his working environment. 

In addition, Jono gathers information that relates to the subject or idea being photographed 

or information relating to the output such as exhibit ion. publication or in a commercial 

context - advertis ing, for example. He says, "when I have an idea or concept, I strive to look 

at how best this can be expressed in a finished product. Wh en I have worked this out I can 

make the choice of medium that best act in service to th is desired outcome. Sometimes I 

have to explore and test various media before settling on the best." For commercial work, 

Jono gathers in formation that spec ifica lly relates to the job and that will enable him to 

make choices and decisions about the job. 
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Esther echoes this approach but exp lains that information gathering at the initial stage 

enab les her to avo id any problems or issues that may arise during the process. Esther often 

gathers non-photographic references such as text iles, surface-pattern des igns and graph ic 

design work. She emphas ises the importance of gathering information. as she does not want 

" to make t ime-consum ing. expensive mistakes." Esther states. "Not so much in terms of 

materials. but just t ime. everyth ing is time .. the more information 1·ve got to start with. then 

the less li kely I am to have to revisit it." 

All the part icipat ing photographers agree that information gathering. wh ich can cont inue 

throughout the creative process. aids their abilities to make decisions about pieces of work. 

After conducting a divergent info rmat ion-gathering process they are then able to undertake 

a convergent process. which eventually leads to the final idea and output of the ir work. (This 

is discussed further in the following chapter.) 

5Jrr'ary 

Thi s chapter has ident ified various sources of idea generation. By using these sources as 

parts of their processes the participating photographers establish origina l directions and 

approaches for development of their work. These original approaches have helped lead to 

the success of these photographers. 

Experience is important in determining the type of photography undertaken. Experience also 

leads to changes in the participating photographers· methods and approaches. which in turn 

help to determine the future ideas generated. 

Th e participating photographers· value experience over innocence and often conduct 

research in order to gather informat ion relat ing to the ir processes. This enab les them to 

avoid reinvention and to be more efficient at their work. 

Broad gathering of information that is not necessarily restricted to any particular project was 

also common amongst the photographers. This information adds to a pool of reference 

materia l and can also lead to the generation of new ideas. 

Despite experience and information gathering being described by the participating 

photographers as the ir most significant method or approach to the generation of orig ina l 

ideas, intuition also plays a significant role. All the partic ipat ing photographers describe 

situations where intuition has led to the generation of an idea. However, it is through 

gathering information and us ing previous experience that the participat ing photographers 

are ab le to establish if new ideas are worth pursu ing or shou ld be discarded. 
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Chapter Four - Production and Evaluation 

I ntroduct,on 

This chapter begins by looking at the creative processes of the f ive participat ing 

photographers and exp lores these with re lation to theories re lat ing to structured processes 

of creat iv ity. This chapter also investigates the sim ilar i ties and differences between 

deve loping commercia l work and personal work and cons iders how ideas are developed. 

evaluated and resolved into a f inish ed piece of work. Timeframes. patterning act ivit ies, 

f inances and the use of th e spec ialist sk ills of others are also discussed. 

Structuw1g t1'11e 

The t ime taken from the estab li shment of an initial idea or concept to a final result var ied 

greatly from photographer to photographer. from project to project. and between 

commercial and personal work. Th e amount of t ime spent on persona l projects is often 

longer than time spent on commerc ial projects. and the participating photographers 

comment that this can lead to increased personal satisfaction. 

Ti meframes are often shorter for commercial work than for personal work and may range 

from a few hours to a couple of weeks. Jono describes these tight deadl ines: ··sometimes it's 

yesterday. and somet imes it's tomorrow and sometimes it's two weeks ahead." Jono finds 

that with commercial work he is often making split-second dec isions that can affect the 

development of the work. 

Simi larly , Esther is often working on t ime-constra ined commercial projects. often due to the 

commercia l rea lity in which 'time is money·. She states "you can't just ify spending hours or 

days on something that's just worth a very tiny amount of money". Conversely the client 

often controls the timeline and Esther finds she has to wait for responses from clients before 

she can deve lop the work further. "The re was one job ... that I was working on, and it literally 

did take three months. which is ted ious, and it' s just going backwards and forwards, and 

then it wou ld sta ll for a while " . 

The longevity of personal projects is partly because of the need to prioritise commerc ial 

work in order to make a l iving. 
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Persona l projects often range from six months, as in the case of Ian's / Feel Lucky series 

(Figures 58, 75, 76 and 77) to a year, for Rachael's book 101 Sa/ivations (Fi gure 14). 

However, these projects were also cl ient based. so a defined timeframe was assigned. In 

contrast, Wayne's personal work and Jono 's Chambers project (Figures 20, 2 1 , 22 and 85) do 

not have defined end points. Instead deadlines exist along the way for exh ibit ions and 

publications. 

Wayne expla ins that the timeframe for his work tends to be longer than that for commercia l 

photographers. These t imeframes are also self determined, unl ike those for commercia l 

work, wh ich are set by the cl ient. Al though he has clients (in the form of gal leries) he po ints 

out that "they are clients which fit in with the way I work as an art ist rather than as a 

commercial operator". Wayne refers to a previous exhibition where the t imeframes were set 

to suit the way the artists worked and allowed a lot of flexibility and freedom. Wayne 's 

occupation as a lecturer at Massey University also allows for high flexibility when 

conducting personal projects. This is because the university encourages its staff to 

undertake research as part of the ir job and frequently provides the staff with time and 

money for research purposes. 

Figu re 63. Wayne Barrar teaches photography to students at Massey University. 

It is evident that the ideas, concepts and approaches used in personal work can feed into 

commercial work. This can lead to a more sat isfying resu lt. Experience from personal work 

can ass ist photographers who undertake commercial work by increasing the ir creativity. Ian 

states, "I put that I persona l] work in my portfo lio and show commercia l cl ients and they say 

'oh we rea lly li ke that, we want you to do this commerc ial job with a tight t imeline in this 

sty le"'. The experience ga ined from doing personal work allows Ian to become more 

efficient when exploring similar ideas in a commerc ial context: "I've done that sort of 

experimenting already, so it means that you can sort of app ly that more persona l approach 

to a commercial project." 



Rachael describes how she does not necessarily alter her approach when photographing 

animals images or sti ll -life images for NZ House & Garden magazine. Instead, the style of 

her photography is very similar. 

With my tra ining and working with animals I have learnt to work 

real ly fast...\ can set up a shot and make the composition look really 

nice qui te quickly and my sty list loves that...l use a similar sty le to 

how I photograph an imals. using 4x5 and shallow depth of field. so it's 

!commercial work I not that different... 

Applyi ng experiences and ideas from personal projects to the development of commercial 

projects can help make the tigh t deadlines sometimes required for commercia l work more 

achievable. Csikszentmihalyi suggests that creat ive ind ividua ls often work on several 

projects at one time. He argues that this is essential in order for creative individuals to 

achieve everyth ing they want to. The combi nation of commercial and commissioned or 

personal work varied greatly among the participating photographers. Jona discusses the 

advantages and disadvantages of working on commercial and persona l projects 

simultaneously: 

I am trying to get away from feeling that I need to be at the beck and 

call of the commercial industry. because it has meant my personal 

work has taken longer. I feel that my persona l work is important 

because it feeds my soul and therefore my commercial ability. I aim to 

give my persona l work the degree of precedence it deserves over 

commercial work. 

For commercial projects. there is often a constant flow of work. often involving one project 

after another. A photographer may be working on several projects at one time. It is also 

possible for the participating photographers to have periods where there are no projects 

being undertaken. Once Rachael completed her book 101 Sa/ivations. she began developing 

the sequel. Fu rthermore. as we l l as having these larger projects, Rachae l also takes on 

many smaller sub-projects. which continue year round. She is constantly working on gift 

cards, ca lendars and other merchandise, all of wh ich have the ir own min i-dead li nes that she 

needs to meet. 

Time constraints can constra in creative resu l ts. The participating photographers fe lt that 

often creativity and se lf-sat isfaction were comprom ised in order to reach deadlines. Esther 

says, "With deadlines. you do what you can basically within that timeframe." Ian comments 

that ''the tight t imeli nes with commercial work means that you're a li tt le bit inflexible in 

terms of trying something different or letting it lead you in a different way, and often the 

tendency is to play it safe ... go in there with a set way of going it, and making sure you 've 

got the shot." 
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Quality can also be affected by time constraints. Ian describes how his / Feel Lucky prints 

were al l printed on fibre-based paper and comments. " I don't print on fibre-based for my 

commercial work; I don't have the time." Ian likes printi ng in the darkroom as it gives him 

greater control over the quality of the photographic image. However. th is is a time­

consum ing and cost ly process and is therefore not viab le in the commercia l industry. Ian 

states " I think the current trend is ... for me to hand over negatives and for them to be 

scanned. " Instead Ian tries to keep in contact with designers so he can oversee the work as 

it gets developed into a fina l product. Ian believes that if he wants to continue ma intaining 

his level of control over the final result of the image he wi ll need to develop his skills in 

digita l imaging 

Some of the participating photographers appear more organised than others. While 

deadlines may seem limiting to creativity in both commerc ial and persona l work, they can 

also aid creativity by increasing motivation. Ian describes himself. as "the sort of person that 

needs deadlines ... if 1·m open ended it doesn't get done". Thi s is similar to Jono. who says. " I 

am approach ing my personal work like commerc ial work and I give myself dead l ines I and I I 

allocate what I feel is the appropriate amount of time." All describe motivat ion as a positive 

aspect of having deadlines. Organisational ski lls and prioritising are essentia l in managing 

these ti meframes. 

Patterning act1v1t1es 

The way the partic ipating photographers have structured the ir personal time is also 

significant to their processes and their development of ideas. All of the participating 

photographers have established some form of dai ly routine. Th is usually commences with 

genera l li fe activit ies like breakfast. However. they also mention other more specific 

personal ritua ls that they perform. Wayne regularly talks to his partner Kerry about their day. 

and Rachael walks her dog Henry before going to work. While these patterns may not assist 

the creative process directly. they provide stab le and familiar patterns upon which to bu ild 

creativity. 

Jono describes two da ily routines that he performs that directly relate to his process: 

plann ing and exercise. In the evenings, or sometimes first thing in the morn ings. Jono 

spends time plann ing his day. This allows him to establi sh the goals that he needs to 

achieve that day and therefore makes him more organ ised and efficient. He says, " I spend a 

lot of t ime sitt ing at my computer planning. I plan before I go to bed or as soon as I get up 

and that writes my day for me." He also mentions the importance of exercise as part of his 

daily routine and be lieves that the combinat ion of these two rout ines allows him to 

successfully undertake his work. He states, "The healthier I am the better I am at do ing my 

work. The more organised and prepared and planned I am the better I am at doing my work. 

These two areas are very important to my work." 



One significant ritual that Esther performs every morning before commencing work is having 

a meeting wtth husband Terry. who 1s also a photographer. She describes this time as 

valuable as they discuss "everything from what we need to get done that day. allocating 

tasks. whether he's going to do something or 1·m going ro do something ... or just a plan of 

action or what's going to be happening later in the week that we need to work towards." 

This enables her to be more productive and therefore increases her creativny. 

Figure 64. Esther Bunning and Terry Hann often have meetings to discuss work. 1nclud1ng 

idea generation. methods and approach to the work. 
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Genera lly. work t ime is rather unstructured and can depend on what projects the 

part icipating photographers are currently undertaking. This is part icu larly true for Ian, Jono, 

Esther and Rachae l. whose work time varies each day depending on whether they have a 

photoshoots to do. need to meet with clients. or plan to conduct pre- or post-production 

work. Wayne 's work time is more structured as he has spec ific time allocated to university 

work. However, when he is not teach ing, as with to the other participating photographers. he 

structures his day depending on what needs to be ach ieved that day. 

There was a contrast between those who separate their days into work time and non-work 

t ime (Esther, Rachael and Ian ) and those who do not (Wayne and Jono). Ian describes his 

decision to separate his day into home time and work time as be ing because of a change in 

his personal life. He refers to his home as "a little haven " that allows his mind to re lax and 

thus encourages subconscious thought. 

... at the moment with a young ch ild ... l try and keep weekends free so I 

can spend some nice time with her and my wife ... l 've tried to treat it 

more l ike a business in that I shoot during the week and I try and be 

home in the even ings to cook dinner and put my daughter to bed, so I 

don't work late nights as often as I did. 

He be li eves that his photography has not suffered because of his approach. instead it has 

become more disciplined . It appears that those who separate their home time from their 

work time treat photography more as a business and are more commercia lly focused. 

This is in contrast with Jono and Wayne. who do not separate their day into work and non­

work time. Jono tends to continue working on projects unti l he goes to sleep each night and 

Wayne says. "photography runs right through my !whole I day regard less of where I am ... l 

don't have regular routines; it depends totally on what's happening. " 

Creative control 

One difference between ·commercia l· and 'persona l' work is the amount of creative control 

that the photographers have over the work. Rachael states, "It 1101 Salivationsl is a personal 

project in the way that I'm able to create an imal images in a more simplistic sty le, and not 

so orientated towards the commercia l market." Ian cons iders both his / Feel Lucky and Te 

Papa Birds as 'personal ' as he had more freedom to experiment and had control over the 

look and feel of the images. Jono states "The actua l practical process may be the same, but 

with my own work I'm talking to myself and with commissioned and commerc ial work I'm 

performing a serv ice for others. " 
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Esther descri bes a simi lar situation in which she has been developing a piece of work that 

she is pe rsona lly not happy with but which is what the client wants. Esther discusses two 

different projects: firstly. a commercial or illustrative piece and second ly a portraiture 

project for which she has more flexibility of personal expression. She compares and 

contrasts her approaches to the projects. Th e commercia l illustrat ive project was for a global 

organisation. The cli ent and art director provided the ideas and concepts and there was very 

li tt le input and development on her behalf. She described the situation as be ing " like I was 

a technician··. She acknowledges that to a certa in extent there was some input by her into 

the construction of the final resu lt, such as her interpretation of how to photograph the 

subject. However. she fe lt that "in terms of the overall concept and direction it's very much 

from them." She compares this project with a portra it image project. describing this job as 

being more li ke a personal project because she had the flexibility she needed to experiment 

more and develop alternative solutions. The client loved all the solutions and decided on 

the image recommended by Esther. 

Rachael expla ins that when taking images for NZ House & Garden magazine, she does not 

have creative control over certain aspects of the content of the image. although she does 

maintain creative control over the composition and construction of the image. However. th is 

does not concern her and she apprec iates not having complete control al l the time so she 

does not need to organise everything: "all I need to do is turn up on the day and take 

photographs ". Furthermore. she says. "I've got such a good working re lationship with the 

styli st now that they leave me to it ". 

Generally. the participating photographers do not give up creative contro l of their work. 

rather they work co llaboratively when others employ their services. Rachael exp lains that all 

work that is used by clients comes back to her for approval. Thi s includes work that has 

been used internationa lly. In some cases. especially with commercia l work. a certain 

amount of creative control gets passed on to designers who alter the work for their own 

purposes. Because designers are professionals in their own field. more often that not the 

participating photographers are satisfied with the results. As Jono says. sometimes it is "for 

the betterment of the work" that a designer alters it. He describes how he is fortunate to 

work with people that he trusts and respects. Therefore he does not mind , to a certain 

extent, giving up some creat ive contro l. A simi lar situation was described by Ian who states, 

"I usua lly have quite favorab le results with handing my work over and then seeing the end 

result and usua lly I'm quite pleasantly surprised with what they have done." 

Esther raised several important points in re lation to giving up creative control. Fi rstly, " it's 

just part and parcel of doing commerc ial work" . If she had a problem with this she would 

not do commercia l work. Secondly, finances can influence the amount of contro l that the 

participating photographers give up. She states, " it comes down to the budget. I didn't think 

I'd ever say that to be honest...but if 1·m getting paid enough money for it, then at the end of 

the day I'll relinquish that contro l. " 
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The specialist skills of others 

All the part icipat ing photographers util ise the specia li st sk ill s of others as part of the ir 

process. Wayne frequently works with exh ibition curators, des igners, writers, pub li shers and 

fe llow staff members at the university. Jona states. "With my commercia l work I now work 

with a producer who takes care of all the organisational and log ist ic aspects of a shoot; 

leaving me to concentrate who lly on photography. This allows me clear space to focus on 

creative issues and not be so bogged down with practical ities". 

Figure 65. Ian Robertson uses the specialist ski lls of an ass istant and model whi le setting up 

and undertaking a commerc ial photoshoot. 
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Figu re 66. Ian Robertson 's cl ient (a graph ic des igner) views a test Polaro id of the photograph 

he is tak ing to establi sh whether he has successfu lly achieved the resu lt that the cl ient 

wants. 

Ian fre quently uses an assistant to help set up shoots for commerc ial work and often 

substitutes in his assistant as the "mode l .. to ensure he has achi eved his des ired camera 

ang le and l ight ing. He takes a Polaro id to check the resu l t. Ian estab li shes what approach he 

is going to take before the arr iva l of the mode l or subject and the art director. Once the 

mode l arri ves. he instructs them on what to do then starts his process of photograph ing. To 

test the image. severa l Polaro id shots are taken. Th ey are discussed w it h the cli ent or art 

director and any al terat ions th at need to be done are made befo re shooting t he fi na l images 

on fil m. The ski l l of these ind ividua ls enab les Ian to be eff icien t and product ive while also 

ensu ring he has achieved hi s des ired resu lt. 

While tak ing th e photographs for / Feel Lucky, Ian worked wi th Helena Ogonowska-Coates . 

an ora l hi stor ian and can cer surv ivor. Her preli minary work on the project provided him with 

information and a context to work within . He says: 

... she kind of set the ground work by intervi ew ing the peop le al ready 

and had made them comfortable with her ... it made it a lot easie r for 

me to approach th em . .. .for Cora l and Ngaire !cancer subjects ! I'd met 

them maybe an hou r. and al l of a sudden they ' re standing there w ith 

no tops on ... to try and do that from scratch wou ld have been quite a 

diff icu lt. imposs ible task !Fi gure 761. 



Because Helena had already developed relationships and built up trust with the subjects. 

the process for Ian to gain their trust had partly been established. Therefore Ian had 

additional creative freedom over the final resul t of the photographic work. 

Esther is an independent worker. This 1s evident in her choice of work location and her 

preferred method of correspondence - email !which a ma1ority of her clients use to 

communicate with her). However. she does work closely with husband Terry to critiq ue and 

develop ideas. This is a very valuable part of her process. as often Esther and Terry work on 

projects together and exchange ideas. This can lead to the establishment of new ideas and 

new directions or help resolve existing ideas. 

Fig ure 67. !Left) Esther Bunning and Terry Hann work closely together. 

!R1ghtl Terry develops Esther·s website while she overlooks. 

Rachael also utilises various people as part of her process. Unlike the other paruc1pat1ng 

photographers. she has a group of people that assist at different stages of her process. This 

group includes a pre- and post-production and re-touching assistant. a business partner who 

deals with finance and licensing. a photography assistant. an animal trai ner and 

administration staff. She describes the advantages of being a part of this team: 

Everyone's really supportive and they know the pressu res I'm under, 

so everyone helps. We have weekly meetings where we throw ideas 

around and discuss what is happening in the market worldwide. It 's 

great to have ideas bouncing off lots of other people. We all work as a 

great team. 



Figure 68. Rachael Hale works with a team of people at Ra chae l Hale Photography, al l 

ass isting with undertaking different aspects of her process (Left) Rachae l Hale and David 

Todd (CEO) (Ri ght) Tanya Todd (CFO ) and Rachae l Hale. 

Figu re 69. Rachael Hale and Rabine Harris (Designer). 

Figure 70. Rachael Hale and Charlotte Anderson (Assistant). 
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Rachael's situation is slightly di fferent from those of the other photographers involved in 

this study in that she is the only photographer who works as part of a group or a team. In 

th is team each individual undertakes different aspects of the overall process. The situation 

has advantages and disadvantages in re lation to Rachael 's creative process. Sometimes 

Rachael does not have control over financial decisions. including the budgets for 

photographic equipment and props for a photographic shoot. She does. however. have the 

freedom to focus her attention solely on her photography. 

As part of their approaches tO developing work. the participating photographers draw on the 

skills of others tO achieve their goals. This approach enables each phot0grapher tO focus on 

their special ist skill. which in turn enhances the ir creativity. This is part icu la rly s1gn1ficant in 

commercial work where timeframes may be l1m1t1ng. 

The pamcipating phot0graphers state that they are not motivated by fame and fortune. but 

money (especially 1n commercial situations). affects the methods and approaches applied to 

their work. Esther describes how money affects her approach tO work. She states .. In terms of 

the quality of work that I do. I could say that 1t lmoneyl doesn't impact on it I the workl .. . l do 

the same standard regardless of whether it's a small budget or a big budget. But in terms of 

how much time I might put into n .. .then It might come down tO ... budget''. 

All the pamc1pat1ng photographers describe certain sacrifices that they have made 1n order 

tO succeed as a phot0grapher. Ian describes how when he started as a phot0g rapher he had 

tO make sacrifices. He recalls ... once I started tO really commit myself to being a commercial 

phot0grapher and being set up in a studio .. .from that point on ... any spare money went int0 

phot0graphy equ1pmenr.·· He explains that having lntle money when becoming established 

as a phot0grapher did not help his creativi ty: "I found the stress levels are up a lot higher 

and the pressure 1s on you. I think now 1 ·m rewarded for the work that I do. I feel that I am 

paid well for what I do and 1t does free me up to experiment and try other things". 

Rachael ohen makes her own props in order to keep costs down. Wayne describes how more 

money would enab le him tO undertake new and exciting proJects. However, all the 

participating photographers agreed that having limited finances did not reduce the quali ty 

of their work. 

They often use personal finances to purchase equipment or to develop personal projects and 

spend additional time on projects. both commercial and personal, even if they are not 

getting paid. If Jono bel ieves a job is important then he wi l l contribute whatever is 

necessary until he is personally satisfied. He states. "I find the more money that I put 

towards important stuff the more money I earn because It makes me better at what I do and 

that is what is vital". 
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Jono describes how the image for the Woman 's Refuge (Figure 19) was one situation where 

he has invested persona l money into a work. However, he explains his reason for this was 

not for persona l gain but because he fe l t that this was an important issue. He states , ·· 1 

appreciate the sign ificance of domestic vio lence and therefore it was a very compe lli ng 

th ing to be assoc iated with.. I ended up spending quite a bit of my own money on it. I 

thought the concept for the who le campaign was really good". 

Even though finances are at t imes a li miting factor the part icipat ing photographers be l ieve 

that th is does not detrimental ly affect their work. 

Evaluat,or and elaboration - Making decis ons dt..ring a process 

The participating photographers are constantly making decisions that change the 

development and direction of their work. Each photographer describes different techniques 

or methods that they have developed when undertak ing projects . These methods and 

techn iques relate specif ically to tl1e type of work they do. After shooting the work. Wayne 

goes through a process of initial editing. often resulting in a period of re-photographing . 

which he describes as essential elements of his process. He also says, "I try to always revisit 

major areas. I don't think you can do it in just one visit. and you learn a lot by coming away. 

thinking and doing a bit more research. and then returning." 

Ian also conducts a review process ··involving looking at the work and laying it out. you 

maybe see gaps that need filling ··. He also often shows his work to other people to gain 

feedback and with commercial work the client is often present on a shoot to offer 

suggestions and direction (Figures 37 and 66). 

Esther mentions a similar process. describing how an individual piece of work can evolve. 

She saves each vers ion of her illustrations as they develop. She then returns to these earlier 

versions later to evaluate what is working and what is not. Often she emai ls her clients 

these versions to gain further information and feedback to ensure she is meet ing their 

requirements. 

She also finds that taking a break and then revis it ing a work can also alter the way the work 

is deve loped. However, desp i te the problems and issues that arise, all the participat ing 

photographers fe lt that the overa ll idea rema ins re latively unchanged. 
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Rachael describes a spontaneous situat ion which altered the way a work developed, leading 

to a more satisfying result. The success of this situation set a standard for future works. 

I was photographing a li on cub land] I was trying to be too 

complicated with what I was trying to photograph and I took this chair 

and I had this cushion made and everything and I was going to get 

this really cute shot of the lion cub sitting on this chair, and quite 

frank ly, when I think about it, it would have been a hideous shot and 

l° m glad it didn ·t work. The lion cub was terr ified of the chair ... so I'm 

think ing 'oh my god. what am I going to do?' I then just spent time. 

sat with the lion cub, tickling his tummy, and it just fee l asleep ... The 

image which I ended up creat ing of the lion cub sleeping upside down 

has been one of my best-selling images .. It's a classic example of 

what l°m still trying to produce today. 

Figure 71. Rachael Hale. Rio. Undated. 

Concluding a project 

There are many methods of evaluating and elaborating ideas. The research revea ls that each 

photographer has developed methods and approaches to best su it their requirements. Al l 

the participating photographers exp lain how they "just know" when a project is fin ished. 
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For example, Wayne describes how his work goes through an editing, selecting, 

contextualising and presentation process. He says, "I don't think the project's finished until 

it's been first exhib ited ." At this stage he fee ls confident that the concept is finished 

although he may choose to pick it up again at a later stage. 

Ian finds that his work is finished when .. it feels like I've got as close as I can to that initial 

idea . I think as soon as you start trying to add things .. . it often takes away from the 

subject...you·re trying to photograph". He refers to his / Feel Lucky series: ''I've had a lot of 

people ask me 'oh. you know. I hope you're going on with this cancer project.' ... I th ink it is 

the sort of thing you cou ld keep going with. but I sort of felt like I got closure with it. I felt 

like I achieved a good resu lt with it in terms of an exh ibi t ion that touched a lot of peop le's 

lives". 

The research also suggests that more often than not. projects. part icu larly commercia l 

projects. are concluded due to time constraints. This is another reason why personal projects 

rend to develop over a longer period of time, or in the case of Jono·s Chambers project and 

Wayne 's broader topic of land and land use. they do nor have a definite ending point. 

There are many factors that may lead to an idea or concept being discarded. Jona describes 

his process of discarding ideas as fo llows: 

There are some th ings I'll start and rea lise that I'm on a high road to 

nothing: I might have a 'great idea · before I go to sleep and then wake 

up the next day and fee l it's a pile of rot. Other work I will pursue unt il 

near finishing and it just doesn 't seem to gel: then when I look again 

at the idea. I'll fee l that it's not really appropriate to where I am. 

Wayne however bel ieves ideas do not get "discarded" but may instead be "subsumed". " I 

don't think I ever close any projects down; they just go on the backburner and they never 

get finished. Or ... they get subsumed into someth ing else." 

The purpose of this chapter is not to confine the participating photographers to a structured 

creative process. Instead the ideas underpinning these structures are used to highlight 

similarities and differences present between their processes and the theoretical texts and to 

further understand the participating photographers, their working methods and their work. 

The photographers involved in this study do not detail structured stages as a part of 

undertaking their processes. Instead they describe their processes as natural progress ions 

rather as involving any conscious cho ices to undertake specific stages. However, there are 

similarities and differences between their processes and the stages outlined by the theorists 

(these are illustrated in the summary). 



Structured stages of the creative process 

Structured stages with in the crea ti ve process were not categor ised unt il the late nineteenth 

cen tury. German physiolog ist and phys icist Herman Helmholtz describes creat ivity as a 

structu red process in three stages: saturation. incubat ion and illum inat ion. These three 

stages were deve loped further in 1908 by Henri Poincare, who added a fourth stage ca lled 

veri f icat ion. In the 1960s, Jacob Getzel added a stage before Helmholrz·s saturat ion. which 

he ca lled first ins ight (Edwards. 1987. p. 3). Since then. many other theor ists have developed 

their own structures incorporating. adapt ing and estab li sh ing add it iona l stages to those 

defined by Helmholtz. Poincare and Galze l. Examp les of these structures come from Coon. 

Fletcher, Csikszentm ihalyi and Osborn. 

Coon out li nes five stages of creat ive thoug ht: orientation defines and identifies the prob lem: 

preparation invo lves research for information relevant to the prob lem: incubat ion is a stage 

during which l itt le attention is be ing pa id to the prob lem . but th inking about the prob lem 

st ill occurs on a subconsc ious leve l : illumination occurs when Incubation has led to the 

generat ion of mu lt iple ideas: and f ina l ly. verif ication occurs when the idea is rested and 

crit ica lly eva luated (Coon. 1992. p 287). 

Similarly. Fletcher defines f ive stages of the creat ive process. These include ident ification. 

co llection of information. analys is. the idea. and real izat ion (Fletcher. 1994. p. 42 5). 

Csikszentmihalyi also defines five stages: a period of preparat ion. which involves becom ing 

immersed, conscious ly or not. in a set of problematic issues that is interesting and arouses 

cur iosity: the incubation of ideas in the subconsc ious: ins ight (or the "Aha ' " moment): 

eva luat ion to dec ide whether to pursue insight: and finally. elaboration (Cs ikszentrnihaly i. 

1996. pp 79- 83). Cs ikszentm iha lyi li sts four signif icant cond itions that are important during 

the elaboration process and suggests that attent ion must be paid to the development of the 

work. goals and feel ings in order to establ ish if process is occurring. domain knowledge and 

li sten ing to other co lleges in the field (Cs ikszentm iha lyi. 1996. pp 104- 105). 

Osborn deve loped a structu red process of creat ivity wh ich includes seven stages. Th e 

process starts with orien tat ion. or po inti ng out the prob lem. and proceeds to preparation, or 

gathering data. This progresses to ana lys is, whi ch invo lves breaking down t he relevant 

material. Hypothes is fo llows. and thi s invo lves estab li sh ing alternatives in the form of ideas, 

t hen incuba ti on. which leads up to i llu mination. Si xth, synthes is involves putt ing t he pieces 

together. Seventh, verifi cat ion invo lves judg ing the fina l idea (Osborn, 1957, p. 125). 
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Coon 
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Osborn 

The following diagram highlights the similarities and differences between the theorists. For 

example Fletcher's structure may be a similar process to the other theorists. out he has 

substituted the incubation period for analys is. wh ich does not consider the subconscious as 

a viab le way of producing new ideas (Fletcher. 1994. p. 425). From this diagram. we can 

conclude that al l the theorist believe the creative process follows a relat ively simi lar 

sequence. The ethnographic research also revea led simi lar stages !this is illustrated in white 

below). While this diagram is a simplified example of the part1c1pating photographers· 

creative processes. it does provide a general overview of the stages involved. and enables 

comparisons, discussions and conclusions to be made. 

I 3 
Saturation 2 Illumination 

Incubation 
I 2 3 4 

Saturation Incubation Illumination Venr,cauon 

I 2 3 4 s 
First Insight Saturation Incubation The Ah Ha• Venhcauon 

I 2 3 4 s 
Orientation Preparation Incubation lllurninat1on Venhcauon 

I 2 3 4 s 
ldent1flcat1on Collection of Analysis The Idea Real1zat1on 

mformat1on 
I 2 3 4 s 6 7 

Onentauon Preparation Analysis Hypothesis Incubation Synthesis Venf1cat1on 

I 2 3 4 
Csikszentmihalyi Preparation Incubation lns,ght Evaluation Elabd:at1on I 

4 5 6 7 
The Participating l' ill\" .,. lr form,it1or Ar.ily\1'l ol If tUb,H10f' Sue , ' (1,,,1[ ,11101· (lJbor.mor 

Photographers ,f '11'1.il lJLJ g,11t:~;n ~ m,1t .,,.riJl pPr10<1 or tr'":,1Qhf 

1clr-n ,.,, ... 

,:, Specialists· sk ills may tie used at this stage of tile process. 

Osborn bel ieves tilat despite listing tilese stages. "In actual practice. we can fol low no such 

one-two-three sequence ... This 1s because of tile complexity of creativity and the numerous 

" intangibles and variables" (Osborn. 1957. p. 124 1251. Similarly. Cs1kszentm1halyi describes 

how these stages are not "exclusive" and may overlap and recur. Conversely. he states that 

despite these stages of the creative process being oversimplified. they do "offer a re latively 

valid and simple way to organize the complexities involved" (Csikszentmiha lyi. 1996. p. 83). 

Coon also acknowledges that creative thought does not always follow such a structured 

process. but he suggests that the stages are "a good summary of the most typical sequence 

of events" (Coon. 1992. p. 287). 
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Referring to the numbers in the previous diagram, where each number refers to a part icu lar 

stage in the creat ive process. Betty Edwards illustrates how these stages may vary in length 

of t ime. For example, the time spent on preparat ion may be longer than that for ana lys is. 

Furthermore. t ime spent on preparation may also vary from one process to another (Edwards. 

1987. P 4). 

2 3 4 

3 4 

2 3 4 

2 3 4 

2 3 4 

Figure 72. Betty Edwards. Variations of the creative process. Undated. 

As with Edwards ' diagram, the photographer's actua l creative process is not this linear and. 

similarly to that described by Csikszentmihalyi. the stages overlap and recur. Furthermore 

the photographers involved in this research reported that they are often working on several 

different projects at one time. This means they could be undertaking a period of incubation 

on one project while information gathering on another. The stages of the participat ing 

photographers· creative processes can change in length of time depending on what stage 

and project they are undertaking. 

Next Project Begins 
• 2 I 6 6 7 

I 1 
2 3 2 4 5 & 2 2 3 • 

Summary 

These diagrams illustrate how the various stages of the participating photographers process 

can vary in length of t ime, can recur and overlap whi le also undertaking several processes at 

one time wh ich in turn lead to further overlapp ing of stages. Furthermore once a process is 

com pleted, the parti cipat ing photographers may beg in the next process, whi le also 

continu ing to undertake another. This suggests that the processes involved are complex and 

managing time is essentia l. 
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Timeframes may impact on the process and development of work. Working on several 

different ideas or areas of work such as teaching. commercial work and personal projects is a 

common practice for the participating photographers. By developing skills and adapting 

their methods and approaches their process becomes manageable - prioritising and calling 

on the specialist skills of others to use time effectively. 

From this research i t appears that the participating photographers have to give up a certain 

amount of creative control to other individuals at some stage during their process. The 

amount of creative control that the partic1pat1ng photographers delegate depends on the 

amount of trust they have built with these individuals. This also allows the participating 

photographers to concentrate on their own specialist skills and enhance their creativity and 

can lead to a better output result 

Restricted finances and timeframes can effect the participating photographers· processes. As 

a result. they have made several sacrifices both personally and professionally in order to 

complete projects. This demonstrates their dedication to photography and thei r desi re to be 

personally satisfied with the final work. For example. Esther and Jono live and work in the 

same environment to reduce costs. Rachael 1s restricted to producing photographic works 

that have high commercial value and often she has to sacrifice producing o ther 

photographic projects that interest her. Ian s family time is often limited due to the 

commercial reality of making a l1v1ng and prov1d1ng for his family. and Jono and Wayne 

often fund personal projects themselves with personal finances. 
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Chapter Five - Communication 

Introduction 

This chapter exp lores the participat ing photographers· work in relarion to visua l discourse. 

cultura l understanding and their relationsh ip to working methods. 

It can be argued that "commun ication impl ies a sender, a channe l, a message. a rece iver. a 

re lat ionsh ip between sender and rece iver. an effect. a context in wh ich commun icat ion 

occurs and a range of th ings to wh ich ·messages· refer.·· McQua i l suggests that 

communication includes a process of "encoding". where rhe message is rranslared into a 

language for rransm iss ion. and "decoding". or re-translation of the message to extract the 

mean ing. He also says thar "commun icat ion is in some degree dynamic and involves some 

elements of process or change·· (McQua il. 1981. pp. 2-4). 

Griffin. a communicarion rheorist. identifies severa l trad itions of communication theory. 

These included the Cybernetic. Semiotic, Phenomeno logical. Socio-psycho logical. 

Rhetorical. Socio-cu ltural and Critical tradit ions. Griffin strateg ically "maps" these seven 

tradit ions of communication theory. plac ing them between objective and interpretive 

terr itory. Figure 73 shows there exist some commonalties and differences between the 

traditions. "This framework of seven traditions can help make sense out of the great 

diversity in the field of communication theory .. (Griffin. 2000. p. 47). 

Cybernetic 

SOCIO· 

psychological 

Scmt0t1C 

Rhetoocal 

Figure 73. E. Griffin. A Survey Map of rhe Field of Communicarion Theory. c. 2000. 
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All of the part icipat ing photographers agree that commun ication is an important part of 

the ir work. Wayne describes how he aims to provide a "visual viewing experience" where 

"People are going to look at the fina l product and are informed or engaged. or challenged ". 

Ian discusses the relat ionship between creativity and commun ication and says. "creativity is 

rea l ly vita l in commun ication ... people are bombarded with messages ... so for you to break 

through ... you have to .. come up with someth ing fresh ... a li tt le bit clever and ... origina l for 

people to take notice". He states that this is why he does photography and that "that 's why I 

do the work I do is because we 're trying to get messages across and ... trying to get it through 

in a way that peop le pick up and understand easily ". He prefers to produce work that is not 

necessarily simple but communicates clearly. quickly. and "hopefully on a number of 

leve ls". 

The v sual discourse 

Some of the participating photographers undertake personal projects. often confronting 

social and political issues. They believe their research topics and images are important to 

society and can increase awareness and question beliefs. Examples are Ian 's I Feel Lucky 

exhibition and the associated publication. Jono 's Chambers project. involv ing the interior of 

prisons and closed psych iatric institutions. and Wayne 's ongoing project about land and land 

use. 

lan ·s I Feel Lucky exhibition was developed after he was approached to take photographs of 

cancer survivors. He states: 

The main ideas in I Feel Lucky were that people like you and I are not 

superhuman but rea l people going th rough an extraordinary 

experience and how it affected them and how it had affected their self 

image and the way they dealt with it. and the fact that they had 

survived it. 

Ian wanted to communicate these ideas photographically but states. "I wanted to avoid 

tak ing a shot that told us what their face looked like but nothing else. so I was determ ined 

to ... take photos that told us a li tt le bit more about what they 'd been through ". 

Sim ila rly, Jono 's Chambers project expresses his experience and percept ions of various New 

Zea land institutions and their importance within society. Jono states: 

I am endeavouring to express an experience with my work. Somet imes 

it is an experience that I have had and sometimes I aim for the viewer 

to have an experience from see ing my work; with Chambers I fee l I am 

ach ieving both in the one work. It 's hand in hand because in order to 

express experience, there needs to be an idea of how that can be 

done. 
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Jono describes his reasons for doing this project as being "Because I feel I have a unique 

perspective and the ability to express that in order to enrich and add d1mens1on to other's 

lives." 

Likewise. Wayne's current series The Home Range explores the space between cities and 

wilderness and investigates where humanity obtains their resources and what changes have 

occurred to the land. including how It 1s inhabited and housed. 

A number of the participating photographers undertake personal proiects because they 

believe the issues they are commun1cat1ng are important. The participat ing photog raphers 

cons ider all of these projects personal projects. This is because personal projects tend to be 

directed by the participating photographers themselves. Therefore these projects express 

their ideas and opin ions whereas others often provide the ideas communicated through 

commercial projects. 

Griffin defines this form of communication as being within the phenomenolog ical tradition. 

This tradition 1s concerned with personal experience and refers to the intentional analysis 

of everyday life from the standpoint of the person who 1s living 1t (Griffin. 2000. p. 45l. 

S1m1larly. the personal projects undertaken by the participating photographers express 

personal thoughts. views and intentions concerning things they are passionate about. 

In order to communicate these ideas to an audience. they seek to engage the viewer by 

provoking an emotional response. an intellectual response or a combination of both. They 

consider the communication of emouons and or intellectual ideas to be an important 

aspect of their work. While Wayne and Jono consider both aspects as important elements in 

the communicauon of their ideas. Ian. Esther and Rachael felt that emotion was the most 

significant. 

The difference between those whose primary intent 1s the commun1cat1on of emotion as 

opposed to those who try to communicate intellectual ideas depends on the purpose for 

which the photographic works are intended. Wayne considers his work to be " intellectual". 

because he seeks to communicate awareness about certain cultu ral issues while 

encouraging the viewer to consider these issues. Research of this nature is a requirement of 

his employer. Massey University. However. Wayne s work has emotive aspects. He states. 

"You get an emotional response from the viewer. I th ink that's pretty important and you do 

that by all sorts of interventions that photographic artists use: the context you place it in. 

the ed iting. the construction of the image. the composition .... All these things are tools that 

you work with to communicate what you want to about the project". 



Simi larly. Jono describes a balance between emotion and intellect where the photographer 

can intellectually construct an image to provoke an emotional response. 

They are both very important: although I would say that emotion is the 

core and intellect the tool in service of emotion. Intellect 1s like 

driving a car and I use 1t practically to direct or achieve something 

that will have an emotive content to 1t. The spark that that intellectual 

process cradles 1s emotive. 

Rachael ·s work 1s emotively driven. which she believes is an essential commercial factor. 

Her work appeals to the mass market and is intended to encourage consumers to purchase 

her products. She states. "I really want to draw the viewer in. that's why they· re going to 

pick up a card and buy 1t. because they actually see something which they·ve been drawn 

to. There ·s humour there. character there. something which 1s definitely throwing emotion at 

them". 

Whether emphasising intellect or emouon 1n their commun 1cat1 on. the partic1paung 

photographers have developed processes by which to communicate their ideas to an 

audience as effectively as possible. Griffin 1dent1f1es this form of communicat ion as 

belonging tO the rhetorical tradition. The word "rhetoric" derives from the Greco-Roman 

tradition of oratory. It 1s used 1n a contemporary context tO refer to speeches where the 

speaker aims to present their point as effeet1vely as possible through pe1suas1ve language 

(Griffin. 2000. p. 391. This can be seen tO relate to photography because. just as 1n verbal 

communication. phorographs can communicate. make a statement and persuade. 

Photographs have the ability to express an idea to a large audience !the viewers) from a 

single "speaker" !the photographen. All photographers communicate their ideas throug h 

imagery. This "single speaker" has the ab1l1ty to influence an audience and to develop a 

strong argument visually. Phorography's ability tO create strong arguments and emotional 

responses is the reason photographs are used as a powerful communication rool. 

Cultural understand1'1g 

Even though any reading of a phorograph is subJective and related to a particular viewer, it 

is important tO perceive photography in terms of selection and interpretation. "Selection" 

here refers to the point of view of the phorographer. who selects the scene in the process of 

encoding an image. "Interpretation" refers to the interpretation of the viewer as the image is 

decoded (Webster. 1980. p. 20). 

Sontag agrees and states, "To photograph 1s to appropriate the thing photographed ... there is 

always a presumption that something exists. or did exist. which is like what's in the picture." 

She describes how a photograph " ... passes for incontrovertible proof" but believes that a 

photograph 's meaning may "distort" (Sontag. 1979, pp. 4 - 5). 



Sontag continues. describing the phocograph as a construction rather than a natural fact. 

She states that "Even when photographers are most concerned with mirroring reality. they 

are still haunted by tacit imperatives of taste and conscience ... She refers co the work of 

Dorothea Lange and other phocographers associated with the FSA. They would take many 

frontal photographs of their subjects until they were sausfied that they had the "right look" 

on film. that 1s, the " the precise expression on the subjects face that supported their own 

notions of poverty". This process of selection means that the photographer is always 

"imposing standards on their subjects" (Sontag. 1979. p. 61. 

Similarly. Berger in Another Way of Telling discusses several aspects of photography and 

meaning. comparing a photograph"s abi lity to provide irrefutable evidence of its content to 

the ambiguity arising from a lack of context. Berger suggests that photographs are 

ambiguous because the viewer needs to construct the meaning of the photograph as a 

resu lt of the photographer removing the moment photographed from its context. The 

irrefutable quality of photography exists because to produce a photograph the contents in 

the photograph had to exist. However. the photograph 1s ambiguous in relation to its 

contents' existence (Berger. 1982. p. 861. 

Furthermore. Berger discusses the muluple uses for the photographic image: science. where 

photographs are used as evidence and to draw conclusions: social and polit ical control. such 

as photographs taken for proving 1dent1ty: and public commun1cat1on. such as that involved 

in the media. Although these appl1ca11ons of photographs are different. they are all assumed 

to be truthful. However. he states that "as soon as a photograph 1s used as a means of 

commun1cat1on. the nature of lived experience 1s involved. and then the truth becomes 

more complex" I Berger. 1982. p. 98l. 

Berger suggests that because of selecuon and interpretation. all photographs are 

discontinuous and therefore ambiguous. He states that this 1s because "'All photographs are 

of the past. yet in them an instant of the past 1s arrested so that. unli ke a lived past. It can 

never lead to the present !Berger. 1982. p. 86l. Through this d1sconunu1 ty. amb1gu1ty forces 

the viewer to invent his or her own meaning for the photograph (Berger. 1982. p. 87). 

Berger states that "The ambiguity of a photograph does not reside within the instant of the 

event photographed: there the photographic evidence is less ambiguous than any 

eyewitness account" (Berger. 1982. p. 88). The content of the photograph itself is not 

ambiguous, it is fact, but due to the discontinuity of the photograph its meaning becomes 

ambiguous. Without the context in which the photograph was taken. the photograph has no 

meaning (Berger. 1982. p. 87). 



However. uti li sing photography to communicate can also be considered in other ways. As 

Berger's sign ifi cant work Anorher Way of Telling suggests. desp ite the photographic image 

being 'fact' , it is st ill open to subjective interpretation. This is due to the viewer bringing 

personal experie nces to the ir read ing of the image (Burger 1982, p. 42 ). Furthermore. 

ambiguity can be used as a de li berate communicat ive tool. By recognising a v iewer will 

dra w on persona l experiences when establish ing mean ing. the photographer is then ab le to 

establish an emotiona l response to that image. An example of th is is Rachae l Hale 's images 

where often the v iewer wil l purchase her products based on a persona l connect ion and / or 

associations with th e subject depicted in the image, tor examp le the viewer may own the 

same breed of dog. 

The part icipating photographers use part icu lar techn iq ues to en ha nce the commun icat ion of 

their ideas. As previous ly discussed the participating photographers are ab le to 

commun icate visua lly through a specific cu l tural understanding of sig ns. Current thinking 

argues that a cu lture is defi ned as a part icular sign system. Photographers learn these signs 

and are ab le to use them to commun icate visua lly within a particu lar aud ience. 

Barthes states that the reading of an image is historical and that it rel ies on the reader's 

know ledge - on the ir hav ing learnt to read the sig ns (Barthes. 1988. p. 28). The code of 

connotation is neither natural nor artificia l but historical or cultural (Barthes. 1988. p. 27). 

This is because "When we recognize culture as wedded to commun ication we rea l ize that 

decoding is a process of interpretation in wh ich viewers se lect and read symbo ls by way of 

the i r cu l tura l know ledge" (Webster. 1980. p. 134). Griffin identifies this form of 

commun ications as part of the semiotic tradition. The study of semiot ics is significant to 

visua l culture as it enables differing signs to be distingu ished and named and therefore 

allows systematic ana lysis of images and commun icat ion processes. 

Semio logy (European) or Semiot ics (American) is the study of signs and mean ing. Th e word 

"sem iotic" derives from the Greek word "semeion", meaning "s ign". Th e sem io tic tradition 

looks at communicat ion as the process of sharing meaning through signs. 

Genera lly. signs are arb it rary. For examp le. different languages have developed different 

words that define the same object. In re lation to photography, a photograph of an object 

function s as a signifier, wh ile the definition of that same object funct ions as the sig nified. 

Tog ether, they make up the sign, where the referen t is the actua l object (Walker, 1997, p. 

138). 

Sig nifier + Sign ifi ed = Sign 
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There are many key figures involved in the development of sem ioti cs and its relationsh ip to 

spoken and visua l language. Two sign ifi cant theorists in the field of linguistics are Ferdinand 

de Saussure and Charles Sanders Peirce. 

Ferd inand de Saussure, a l inguist, developed a dua li stic mode l. He defines "sign" as two 

sides of li ngu istics, the signifier and the sign ified. The arbitrary nature of signs exp lains why 

language as a system arises culturally because it takes a co llect ive (cu lture) to orig ina te the 

re lationship between a signifier and the signif ied (Cob ley. 1997. p. 13). The following 

diagram illustrates this re lationship. 

Signified 

Signifier 
~ 

Figure 74. Ferd inand de Saussure. Dualistic Model. u915 

Charles Sanders Peirce. an American phi losopher and li nguist. developed a triad ic or three ­

sided "s ign" (in contrast with Saussure·s two-sided theory of the sign ): representat ion. 

object. and interpretant: where "Representamen (the sign itself) which has a relat ion to an 

Object. which relation entails an lnterpretant'· (Cob ley. 1997. p. 21 ). However. more 

significant ly i 11 re lation to photography. Peirce classified and defined severa l different types 

of sign. Of these. the most sign ificant are the index. the Icon and the symbol (Walker. 1997. 

p. 138). lndexical signs are those with a direct relationship between a mark. such as writ ing. 

and what made the mark. such as a pen. Photographs are considered indexica l because. 

during exposure. light fa lls onto the fi lm within the camera. causing chemical changes that 

produce the photograph ic image (Wa lker, 1997, pp. 138- 139). Iconic sig ns are signs that 

look simi lar to what they depict. Symbolic signs are arbitrary or "conventiona l in respect of 

their referents " and are therefore agreed upon by a cu lture to mean someth ing else. Each of 

these three types of sign is not seg regated or iso lated from the others and they can occur in 

combination (Walker. 1997. p. 139). 

Unlike Saussure, who believed tha t the re lationship between the signifier and the signifi ed 

was arb itrary, Roland Barthes, a French literary cr itic, did not necessarily agree. While he did 

agree that words contained in language have no inherent mean ing, Barthes believed that 

nonverba l sign ifiers , such as those conta ined in visual language do have some natural 

relat ionship with their sign ifieds. Barthes defined this re lationship as "quas i-a rbitrary " 

(Griffin, 2000, p. 114). 
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Barthes examined the sem iology of the language of mass culture and was fascinated by the 

meanings of the things that surround us in our daily lives. In his essay The Rhetoric of the 

Image. Barthes ana lyses the different ways in wh ich meaning can be derived from a sign 

(Mi rzoeff. 1998. p. 55). 

During his lifetime. Barthes also produced many other writings on semiology. the most 

influential being his book Mythologies. Here Barthes reworks Saussure 's theory of sign and 

signification. considering its application to non-verbal signs. He deconstructs these non­

verba l signs to establish that the cultural meanings that they carry have often been carefully 

constructed. He aimed to decipher the cultural meaning of various nonverbal signs and 

concluded that "each of these signs perpetuates the dominant values of society." (Griffin. 

2000. p. 11 0). Barthes wanted to cha llenge the "innocence" and "natura lness" of these 

cultural texts and practices. 

Barthes defines "denotative signs" as literally showing their signified objects and 

"connotative signs" as suggesting thei r objects. He further describes "connote" as meaning 

"to change structures. to signify something different to what is shown ... However. the 

denotative or objective status of photography can be mythical and connotation occurs 

during the reading of the message by the public. which "consumes it to a traditional stock 

of signs": "the literal image is 'denoted· and the symbolic image ·connoted"' (Barthes. 1988. 

p. 37l. The two relate. with the literal image supporting the symbolic image (Barthes. 1988. 

p. 18-19). 

The use of signs can been seen in Ian 's image of Stefan Wahrlich. a cancer survivor (Figure 

58). When constructing this image. Ian refered to Leonardo de Vinci s sketch Virruvian Man. 

In this way he connotes ideas about body image. Through this approach. Ian is provoking the 

viewer to consider the difference between the "perfect body " and that of Stefan Wahrlich. 

Furthermore. Ian uses the Christ ian symbol of the cross to connote mortality. Together. 

these two signs symbolise Stefan 's change in body image as a result of a potentially fatal 

illness. 

One method of directing the reading of an image is through the use of text or captions. The 

participating photographers describe how they often use text or captions to enhance their 

communication. 

Ian discusses the importance of text in ass ist ing the commun ication of his ideas. While 

exhi bit ing / Feel Lucky Ian often watched the aud ience as they viewed his photographs so 

he cou ld see their responses. Referring to his image of Joan Taylor (Figure 77). Ian descri bes 

how th is image. whi le being exhibited. was often viewed quick ly without too much 

cons ideration and attention from the viewer. However. Ian found that after the viewer had 

read the caption they often took a second glance. Joan had had her tongue removed. but 

instead of photographing this Ian decided to photograph her face. Joan 's ordeal with cancer 

was not obvious to the viewer. He states: 
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... when the show first opened. it was at the Wellington library and I 

would go and sit there watching. and people would walk past that 

image and ... they'd read the words and their head would Just snap back 

at th is photograph and look at her. because what I focused 1n on was 

her eyes - it meant that they made eye contact with th is person ... 

Berger also discusses how words can often supply the meaning for a photograph. However. 

he adds that the photograph also emphasises the authenticity of the words. He believes that 

both have weaknesses. but together they can give meaning and create a powerful 

communication method. However. in a snuauon where the phot0graph provides evidence for 

the words. the viewer needs to be critical. as text can create a certain reading of an image 

(Berger. 1982. p. 921. If the caption 1s changed the read ing may also change. 

Different cu ltures. ethniw1es. ages. interests. persona l histories. knowledge and previous 

experiences may lead to viewers reading images 111 particular ways. It is therefore important 

to consider the viewers· ab1l1ties to read an image during development. 

As discussed earlier. Berger suggests that 1nd1v1duals need to understand visual language in 

order to interpret a photograph. Photographs do not give the same message to every viewer. 

This is the result of the decontextual1sat1on of the phot0graph caused by the photographer's 

selection. which then requires the viewers to construct for themselves each photograph's 

meaning (Berger. 1982. p. 93). 

To a certain extent. all the paruc1pat1ng photographers consider their audience when 

creating work. but they do not let this dominate. Wayne believes that in most cases he is 

successful 111 the communication of his idea. but states ... 1t depends on how much time they 

I the audience I put into 1t ... Wayne describes a method of ensuring effective communication 

as "scoping out who 1s going to actually work with final product. l ike an exhibition gallery or 

a museum ... He questions how his work fits into this context. and 1f his work needs to be 

adapted. He states. making completely independent projects 1s great. but 1f you re going to 

communicate you've got to find a venue for 1t...so that will affect some of the dec1s1ons you 

make". 

Ian also describes how he considers the viewer when developing his work. He refers to the 

photographs fo r / Feel Lucky. where he was "mindful " that he did not want to scare people. 

He recalls: 

I wanted to communicate clearly what the I cancer survivors! had been 

through .... the image of Nga1re I cancer subject! holding up her nipple. 

or Nga i re and Coral I another cancer subject! together with showing 

their mastectomy scars ... l rea lly wanted to take a photo of them to 

show that they had ma1or operations ... ! wanted to show the 

seriousness of what they'd been through but 1n a non-aggressive way 

really. 

I 1 





He refers again to his image of Joan Taylor (Figure 77) and her description of how when the 

doctor first told her that she was going to have her tongue removed she had images in her 

head of red-hot pokers in a medieval chamber. Ian was unsure how to communicate this. He 

states: 

I realised that the whole point was to kind of contrast these qu ite 

horrific words and images and what she"d been through with the 

person that she is. And so I did a close up of her face and her smile 

and she looked like anybody·s Gran ... 

Figure 77. Ian Robertson. Joan Taylor. 1997. 

Ian s descnpnon shows how he has made a conscious decision to consider the audience and 

what he wanted to communicate. These considerations formed the way he developed his 

work 111 order to get his message across effectively. 

Rachael also considers the audience as she constructs her work and knows that she is 

creating an emotional response in the viewer. Considering the audience is essential because 

the products on which the images are placed sell and are marketed solely on their emotive 

quality, as emotion draws the consumer to her products. Rachael is able to determine which 

images are communicating most effectively based on the sales of the images. This form of 

consumerism is also a form of feedback. 



Jono describes how the communica tion process of ideas for commercial work is often 

different to that for personal work. Often commercial work aims to express a specific idea or 

message to an audience. whereas with personal work the ideas and messages being 

expressed are frequently aimed to provoke thought and to leave the viewer to establish their 

own opinion. He comments: 

It I personal work I 1s completely subJeet1ve because each viewer 

brings their own set of experiences and character to viewing the work. 

With Chambers for example this makes the experience very personal 

for the viewer. With commercial work it is often less subjective 

because the idea is ohen very simple: i.e .. ··buy this··. 

It 1s important to establish whether ideas and messages are being communicated effectively 

and what information loss. 1f any. occurs. Shannon and Weaver. Bell Telecom Company 

research scientists operating 111 the late 1940s. aimed to establish .. Which kind of 

commun1cat1011 channel can bring through the maximum amount of signals? .. (McQuail. 

1981. p. 12). They developed a theory of signal transmission and defined the cause of 

communicat ion loss as .. noise .. (Griffin. 2000. p. 36). Griffin refers to Shannon and Weavers 

model of communication (Figure 78) as an ill ustrated example of this loss of communicauon 

through .. noise ... Shannon and Weaver recognise that receivers of commu111cat1on 

.. selectively perceive. interpret and retain messages .. rMcQua 1l. 1981. p. 5l. .. Noise 1s the 

enemy of 1nformat1on because it cuts 111to the 1nformat1on-carry1ng capacity of the channel 

between the transmitter and receiver· /Griffin. 2000. p. 37\. Shannon and Weaver's equation 

illustrates this. 

Nois, 
sour..:-e 

- 1 Receh ed 
Si~naJ -----

[h."st.J11 JlJ llll 

Figure 78. E. Griffin. Shannon and Weaver's Mathematical Model of Communication. c.1949. 

(Adapted from Shannon and Weaver's The Mathematical Theory of Communication.) 
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In this mode l the information source produces a message to communicate. The transmitter 

forms the message into signals. Th ese are then adapted to the channel leading to the 

receiver (the function of the receiver is the opposite to that of the transm itter). Th e received 

message then reaches the destinat ion. The sig na l is vu lnerable to being disturbed by 

"noise", which "may mean that the message produced by the source and that reconstructed 

by the rece iver and having reached the destination do not have the same meaning ." 

(McQuai l. 1981. p. 13). 

This model was not establi shed to illustrate the process of communication. This model 

spec ifical ly relates to the fie ld of te lecommun ication s and represents a physica l model 

where "no ise" specifica lly refers to physical interference. However Shannon and Weaver's 

concept of "noise" is sign ificant insofar it can be broadened and understood metaphorically. 

with "noise" referring to a breakdown in communication. 

It is interesting to consider the theory of "noise" and its relationship to the photographic 

communicat ion practices of the part icipants. There are many forms of "noise" that can be 

anticipated when constructing an image. In this discussion ·noise· is defined as those 

elements that can alter. add to or detract from the photographic message and are beyond 

the control of the photographer. For instance gallery size/ layout and or ligh ting may dictate 

changes to the in itial concept. Similarly qual ity of print reproduction. des ign constra ints and 

so forth introduce what should be considered "noise" externa l to the planned 

communication. 

However McQuail be li eves that a good communication model allows for feedback and 

requires the communicator to obtain information about whether the intended rece iver has 

rece ived the message. In the situation of mass communication this can be achieved through 

research. but also through direct response from superiors. colleague. friends and other 

personal contacts (McQuai l, 1981. p. 4). It is necessary to test the extent of "no ise" through 

feedback. 

As a result. this use of Shannon and Weaver's model has been crit icised for its linea rity and 

lack of feedback (McQuail. 1981, p. 14 ). Melvin DeFleur developed Shannon and Weaver's 

model further by allowing for th is feedback . Mean ing is transformed into a message and the 

transm itter transforms the message into information. which then passes through a channel. 

The receiver decodes the information as a message, which in turn is transformed at the 

destination into meaning. Com munication resu lts if there is a correspondence between the 

two meanings (McQuail. 1981 p 14). 
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Figu re 79. D. McQuail. DeF/eur"s Model. c.1966. 

Similarly. Griffin believes loss of information can occur at every stage of the communication 

process. He discusses information loss in relation to the cybernetic tradition. The word 

.. cybernetic .. der ives from the Greek word .. kybernetes .. or .. steering'". The cybernetic 

tradition is concerned with feedback. Feedback involves information being passed on to 

another source and then returning to the original source. which in turn causes the original 

source to change or alter. Feedback is an essential element in establishing the effectiveness 

of communication. 

Establishing the level of .. noise .. through feedback is a method described by severa l of the 

photographers. Ian conducts a review process by showing others what work he has 

completed in order to gain their feedback. He states that this is an effective process because 

"somet imes you get qu ite caught up in the actual process of doing it [the work [ .. but maybe 

that 's not carried off in the work .. . 

Wayne describes how he knows the communication of his ideas are successful due to 

feedback. He states "I've had enough feedback from peop le to know that that's happening ... 

Esther describes a technique she uses to gain feedback from clients in a commerc ial 

situation. Often she wi ll construct severa l pieces of il lustrative work. all responses to the 

cli ent's brief. This enables her to test the effectiveness of her work. However. Esther is often 

in disagreement with cl ients as to wh ich approach is most effective and often compromise 

is necessary. 
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However, McQuail believes that the field of communication tends to represent 

communication as a one-directiona l process in which a sender deliberately tries to influence 

a receiver, and denies the circularity. negotiab ility and openness of much communication. 

Models such as these are " inevitably incomplete. oversimplified and involve some 

concealed assumptions" (McQuail. 1981. p 2). 

However. as with the DeFleu r and the Osgood and Schramm models. the review processes 

described by the participating photographers allow for feedback on the effect iveness of the 

communication of the ir idea . wh ich can lead to enhanced commun icat ion. Furthermore. 

feedback then creates a similar situat ion to that ill ustrated by Dance, where ideas and 

photographic works may evo lve over time due to a cont in uous process of eva luation. 

This is of ten the case in a commercial situation. As discussed earlier. Ian often works with 

designers and art directors when produc ing photograph ic works. to exchange thoughts and 

gather feedback. By showing the client test shots during the process the photographers are 

able to obtain feedback. which in turn evo lves the piece of work being produced (Figures 37 

and 66 ). 

P"'otograpr1c retrods 

All the participating photographers have particular recurring sty les and themes in their 

work. both conceptua l ly and technically. Each also employs diverse photograph ic 

techniques to aid in the communication of the ir ideas visually The relationsh ip between the 

idea or concept and the med ium or methods used has a sign ificant relationship to the final 

piece of work and its effectiveness in communicat ion. Thi s will be discussed further with 

reference to specific examples throughout this chapter 

Esther describes how she is able to commun icate ideas visually through various creat ive 

techn iq ues and the media that she uses. She has a distinct photograph ic sty le. particularly 

in her illustrative work. and her work is "not necessari ly photographic-looking in its finality. 

but the starting point is always photographic". 
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Figure 82. Examples of Esther Bunning ·s illustrative work. Undated. 

Esther's approach to the development and techniques of her work differs im mense ly from 

the other participating photographers. Clients come to her because her sty le and approach 

are what they want. She also shoots digitally. which is effective because all her work is 

manipulated on the computer. 

Esther's techn iq ue has an illustrat ive look when comp leted. wh ich she believes creates a 

narrative effect in her work through the various layers. The audience is able to view the parts 

to create the overall meaning of the work. W hi le the images may seem complex in the ir 

construct ion . the overa ll themes or ideas rema in re lat ively sim ple. 

Esther describes how particular client requ irements can dictate the working methods and 

approaches used: "I'm do ing a piece at the moment, it has to be legible ... it 's type driven but 

it 's photographic and it has to be ab le to communicate. very succinctly, as soon as the 

viewer reads it.... I have to ... take that on board. " 
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Rachael describes her sty le as simple, often us ing a large format camera. sha llow depth of 

fi eld and natura l or ambient lighting. (If this is not a poss ibili ty, she uses a soft flash.) She 

often employs the use of costumes and props. Rachael ascribes her decision to use large 

format to her desire to create a sha llow depth of field. She states. "I use the large forma t to 

create a sha llow depth of f ield, to draw people into the eyes of the anima l, wh ich takes 

them into their character. expression, the emot ion wh ich they get out of the image. " She 

refers to her image Rio (Fi gure 7 1 ) as a good example of commun ication working effect ive ly. 

Figure 83. Rachael Hale uses large format 4x5 colour Polaro id and negat ive fi lm and 4x5 

black and white Pos./Neg. film as part of her process. Thi s enables her to ach ieve her 

des ired resu lts. 
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Wayne describes how his process involves "going through work prints. doing init ial editing 

cuts. looking for structure 1n the work. and usually quite often re-photography." He 

describes how all of the methods he uses are part of clarifying how he wants the viewer to 

interpret the work. For example. Wayne often uses large formats to capture the detail of his 

subject matter. The scale of these works reinforces the importance of the ideas and issues 

that Wayne 1s communicating. 

The cold blue tones of Wayne's cyanotypes. also connote ideas about isolation and 

desertion. Wayne states. "I choose what sort of materials I'm going to use ... according to the 

proJect. There·s always dimensions that contribute to that .. I'm thinking about where it's 

going to be shown - scale. for instance .... Then there's opportunities that arise ... like 

publications .... And then you rework work into a publication or book or a catalogue". Wayne 

describes a variety of photographic techniques for communicating ideas. such as the 

context the work 1s placed in. the ed1t1ng. the construction of the image and the 

composition. all of which add to the mood" of the image. He states. All these things are 

tools that you work with to communicate what you want to about a project and is an 

important part of clarify ing how he wants the viewer to interpret the work. He refers to 

exhib1t1ng work 1n galleries and that throughout the production of the work. who the 

audience is and where the work 1s going to be exh1b1ted 1s always a consideration. This 1s 

because you want to make sure you ve got at least a notional mark. a feedback mark that 

someone 1s going to be communicating with 1t and that s quite important. · 

UM i'J 

HISTORIES 

Figure 84. Wayne Barrar. (left) Cover of Accumulating Histories: Detail from across Mobile 

Homes. Wendover (Nevada side of stateline/. 2001. 

(Right) Limo at Wendover Airbase (winter/. Utah. 2001. 

Jona also employs techniques that act as signifiers. such as the use of co lour and dark 

tones. Referring to his photograph for the Woman 's Refuge (Figure 19). Jono has employed 

the use of a dark green, dark tones and shadows to create an oppressive and somber 

atmosphere that reinforce t he horror of domestic violence. These techniques are also 

evident in his Chambers series (Figures 20. 21. 22 and 85) in order to visually enhance the 

issues surrounding that work. 
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Jono uses the ambient light in his images to communicate his emotion about be ing in the 

institutions and prisons. His em phas is of darkness also expresses the feeling of co ld ness and 

sadness. Like Wayn e. Jona uses the monumenta l nature of large -format imagery to further 

emphas ise his experience of being with in those environments. The co lou rs are minimal and 

melancholy in appearance. The vig nette effect creates a feeling of darkness overwhelming 

the photograph, suggesting decay and desertion. 

Jona describes "resonance" as someth ing that he wants to ach ieve between the viewer and 

his work. He states. "What I aim to achieve in my work is the life in my lighting. I want my 

ligh t to breathe: whether it is studio based or natural. Above all I aim to create resonance in 

my work''. whether it is natural or art ifi cial light. Jona also describes th is method in relation 

to his Chambers project: " ... when I have an idea or concept I strive to look at how best this 

can be expressed in a finished product. When I have worked this out I can make the cho ices 

of medium that best act in service to this desired outcome. Sometimes I have to exp lore and 

test var ious mediums before settling on the best. " He discusses how he exhibited large 

eight-foot prints. He states that his reason for this decision was because he wanted the 

messages to be so powerfu l that "It's like being there". He believes that this approach was 

successful. 

Figure 85. Jono Rotman. Dayroom at Sunnyside. c.2001. 
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Envisioning the fi na l resu lt was an aspect also ment ioned by Ian. He describes part icu lar 

photogra phic techniq ues that he uses to enhance the commun icat ion of ideas. He re fers to 

his Te Papa Birds se ries and states: 

... initially I thought I wou ld shoot it in black and whi te but as soon as I 

started looking .. . the faded colours and the sheen [was [ quite beautifu l 

and I knew I wanted to capture that...the detai l in the feathers ... were 

rea lly the thing that made them. so that led me on to us ing the 

largest format I cou ld ... 

I'm often us ing flash [for commerc ial work [ ... I wanted to get way from 

that and do someth ing different for myself So I wanted to shoot it in 

ava ilab le li ght and chose colour negative to give me more lat itude 

and be able to take long exposures ... it's quite a nice process in itse lf 

because you·re sort of spending time just sitting there watching it and 

it feels a little bit more magica l and the alchemy of the who le process 

kind of kicks in a bit more. 

Figure 86. Ian Robertson. Tu i. 1998. 
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Visual communicat ion can be enhanced by such fact0rs as the scale. size and relationship 

of images. Ian describes how he used different sized images when presenting his Te Papa 

Birds series and how this affected the communication of his ideas. Ini tial ly. this work was 

presented as small phot0graphs. which made them seem "li ke small precious obJects . 

He later reproduced the work as large one-and-a-hal f-by-one-metre prints. which 

communicated slig htly different ideas about the subjec t and focused more on the colour 

and derail of the birds. He scares. '1 ltl makes them more like ... b1g monolithic things. 

which ... makes people rake them out of context...they start looking at the detail. .. which is 

what I wanted. " 

Just as phot0graph1c methods can enhance or alter the meaning of a work. so tOO can the 

contexts 111 which the work 1s placed. The preferred context described by the partic1pat1ng 

photographers varied depending on their particular phot0graph1c style and audience. 

Certain contexts. such as exh1bit1ons and publicat1ons. can increase the status of the ideas 

being communicated. due to the prestige that these particular contexts carry. Furthermore. 

publishing a book suggests a high level of importance due to the financial commitment of 

the publ isher. Other contexts. such as newspapers. magazines and websites often do not 

carry the same level of prestige. 

Book publications were the part1ci pat1ng photographers· preferred presentation context. 

Rachael mentioned book publ1cat1ons as her preferred context. She refers to her book 101 

Sat,vacions !Figure 14! and states. "to have a collection of images put together for me 1s 

more of an impact and more exciting ... 

Wayne also describes book publ1cat1ons as his preferred con text for presenting work. He 

describes the difficulties of getting a book published in New Zealand. He states "books are 

quite tough in New Zealand ... land therefore I Books are sometimes a lntle periodic. and you 

don 't crea te work around books." However. Tm starting to look more at that. actually 

making projects which have a book as an output. I think you can do that once you've got a 

bit of a publication track record. because you·ve got more chance of getting your next one 

done." 

Ian also described exhibitions as his preferred communication process. He stares "my 

preferred medium ... has been photographic prints as an exhib ition. I l ike the scale and I like 

the ... variety of ways that presenting your work in that sort of exhibition space". 

When works are viewed in an exhibition or publication context. they are often the primary 

focus within that context. The viewer may spend more t ime viewing the work. as it does nor 

have to compete wi th other elements such as unrelated text or other photographs. which is 

often the case with magazines and websites. This can therefore further en hance the 

communication of ideas through the direct nature of the communication. 



However the gallery environment and publications too have their complexities. Group 

exhibitions for example can enhance or recontextualise the reading of an image due to the 

proximity of other images and / or text. Solo exhibitions are difficult to obtain. especially at 

more significant galleries. Tracey Monastra. Programme Manager for the City Gallery 111 

Well ington describes how general ly the timeframe for the production of exhibitions 1s 

eighteen months to two years. Furthermore. exh ibitions are only displayed for a short 

duration and to a limited audience due to their specific locality. Although publ ication 

opportunities are also difficult to obtain. and involve a lengthy process. the audience for 

publications is large and the viewing period long-lasting. 

The participating photographers are using new contexts. such as websi tes. to enhance in 

their communication. This context 1s effective because. as Wayne states. "output devices do 

extend the type of aud iences·· These contexts include email. websites and digital 

manipulation and pri nt ing. All the parucipaung photographers use websites to show work. 

but there are advantages and disadvantages to this context. Due to the large quantity of 

information including photographs available on the Internet. websites are general ly only 

effective when the viewer intentionally seeks to find that work. An advantage of websites 1s 

that the participating photographers· work 1s always avai lable to any audience. both 

nationally and internationally. whenever required. 

Rachael uses her website to display and sell her images to overseas clients and 1t 1s 

therefore her main output of communication. She states. the websites fantasuc ... because 

l ittle old New Zealand 1s so isolated and distant from everywhere. 
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Figure 87. Pages from Rachael Hate·s website. 2003. 



Ian also mentions the abil ity of websites to assist communication. Ian states. '"they I clients I 

can look at it I his work I in their own leisure ... you can structure the way you can let people 

see your work ... it's been a nice way of ... showcasing my work." Ian also Jokes about the irony 

that photography has now taken on a more d1g1tal role and the increased amount of 

computer work he now does. as he left the computer industry to become a photographer. He 

states .. I was once a computer programmer and now it's come back to haunt me I laughl ... 

While Ian does use d1g1tal cameras and conducts some photographic manipulation on the 

computer. he states ... I think some people tend to explore 1t a bit too much really. I th ink 

you've got to decide whether you·re a computer operator or an image-maker at some point. .. 
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Figure 88. Pages from Ian Robertson's website. 2003. 
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For Esther, webs ites are also a good commun ication context. Working with both nat iona l 

and internationa l clients, the digita l process allows for a more efficient communication 

process . 
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Figure 89. Pages from Esther Bunning 's webs ite. 2003. 
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Summary 

This chapter has exp lored the variety of commun icat ion contexts and strategies employed 

by the participating photographers. Various theories have been discussed in considering the 

practical processes of the participating photographers. 

Referring to Griffin 's cybernetic tradit io n. discussed earlier. it is important for the 

photographer to estab lish the ir preferred communication context for presenting their work 

and to estab lish and then reduce any ·'noise" or interference that may prevent the success 

of the communication of their ideas. The part icipat ing photographers describe several 

methods for establi sh ing acceptab le leve ls of "no ise", such as feedback from cli en ts and 

peers. research and pre-investigation. and exper ience. The various advantages and 

disadvantages of these diverse contexts are the reasons that the participating photographers 

tend to use a combination of contexts when showing work. 

The theoretical texts suggest that communicat ion involves a process of encoding and 

decoding. where a photographer undertakes a process of encoding through the use of signs 

and symbols for a viewer or aud ience to decode. Understanding photographic images can be 

ac hi eved through a common cultura l understanding of sig ns. It is significant for a 

photographer to not only understand these common cu ltural sig ns. but also communicate 

these signs in a creative way to maximise communication through viewer interest. The 

communication of ideas and messages can be achieved visually through the use of creative 

techniques. approaches and processes of photographic practices. 

The photographers involved in this research mentioned several contexts they used to further 

enhance the communication of their ideas. The context in which work is placed. such as 

publications. exh ibitions and webs ites. and how the work is placed or displayed within these 

contexts can all add to. or alter. the in tent ion and reception of these ideas. 
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Chapter Six - Final Discussion 

lntrodJction 

Throughout the preceding chapters the participating photographers · working methods have been 

explored in relation to creat ivity and communication. Two main areas of concern have been 

defined and ana lysed. Firstly. this study explored the photographer 's working environments. 

particularly in relation to their ability to enhance creativity. In Chapter Two the ethnographic 

research examined the diverse approaches that the participating photographers have taken in 

developing the ir work ing env ironments. These include dec iding where the ir environments are 

located. what is conta ined in the ir environments. and how their environments are organised and 

used. 

Secondly. the photographers· pract ices. including concept origination. development. evaluation 

and final output were investigated. Chapter Th ree considered where initial ideas come from and 

how experience and intuition relate to the development of ideas. Chapter Four examined how 

these ideas are then developed. evaluated and resolved into a finished piece of work. and 

Chapter Five investigated the communication of these ideas in re lation to the photographers· 

photograph ic pract ices. This included exploration of visual discourse and cultural understanding 

and their relationships with working methods. 

In this chapter. the photographers · social backgrounds and reasons for becoming involved in 

photography as well as their motivations for producing photographic works will be examined. 

Various theoretical arguments relating to creative characteristics will be developed in re lation to 

understanding the success of the participating photographers. 

The follow ing sections of th is chapter look at the influence of the photographers· early 

env ironments. the importance of formal education and the ir personal motivations for being 

photographers. 

Childhood and informal education 

The re lationship between the influences of others and the participat ing photographers ' creativity 

may seem ind irect. However, these infl uences have enabled these photograp hers to establi sh 

essential skills and knowledge that have in turn led to enhanced creativity. 
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The photographers· childhood experiences appear significant to th is study. All of the 

participating photographers fe l t that there exists "some" rela tionsh ip between childhood 

experiences and what they do today. General ly, parents are the main influence in directing 

childhood interests, shaping character and as a source of knowledge (Csikszentmihalyi. 1996. pp. 

161- 166). Parents also significantly influence the creative abilities of individuals. Jono describes 

this situat ion: 

I think because of their age I Jono·s parents were in their ·40s and ·sos 

when he was born 1 ... 1 basically did whatever I wanted and didn't really have 

a lot of discipline. As I get older I realised that they had instilled 

worthwhile things in me. But certainly at a young age I Just did whatever I 

wanted and was never ... l brought up 1 .. .w1th the understanding that I had to 

get whatever degree ... Ultimately I decided to do photography. 

As discussed 1n chapter one Ian relates parental inspiration to his father who was an engineer 

and often created things. His parents also encouraged him to do art at school. Jono and Rachael 

also describe how their parents were supportive and encouraged their decision to pursue 

photography as a profession. In Rachael s situation. she grew up with animals and her 

grandparents were keen photographers. "so it was qui te inevitable that I would end up doing 

something like this" 

In general. the part1c1pating photographers felt that nobody had influenced them to pursue 

photography as a career. However. all believed that encouragement. support and. to a certain 

extent. freedom enabled them to make their own decisions that have led to their cho ice of 

career. Furthermore they believe that all of these influences have enabled them t0 develop the 

essential skills and knowledge that when applied to their working methods. have enhanced their 

creat1v1ty. 

Forrra trd r11ng 

Al l the participating photographers have extensive skills and knowledge in their field . This is 

partially because they have all completed some form of academic train i ng 1n the field of 

photography. 

Wei ten investigates the relationship between creativity and intelligence and suggests that 

despite there being diverse characteristics. they are re lated since "creativity in most fi elds 

requires a minimum level of intel ligence." While intelligence and creativi ty are not necessarily 

connected. a fundamental understand ing of a chosen medium and the creative process is 

essential (Weiten. 1995. p. 371). 
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Weiten·s three-ring conception of giftedness i llustrates this relationship <Figure 90). He refers to 

Renzulli. who believes that high intel li gence is only one of three requ irements of true 

giftedness. for which a combination of exceptional ability. creativity and motivation is required. 

In this instance. individuals often make contributions in their fields {Weiten. 1995. p. 350). 

Exceptoonal 
intemgence or 

abitrty "' ,pec,fic 
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Fig ure 90. Wayne We1ten. Figure 9.10: A three-ring conception of giftedness Unknown. 

The part1c1pat1ng photographers have acquired part of their knowledge base while undertaking 

academic training. Cs1kszentmihaly1 suggests that 1t is necessary to study and understand the 

work of predecessors because "Only by immersing oneself in the domain can one find out 

whether there 1s room left for contributing creatively to It. and whether one 1s capable of doing 

so" (Csikszentm1haly1. 1996. p. 252l. 

Nevertheless. Csikszentm1haly1 suggests that one must also have the ab1l1ty to exami ne and 

reiect pre-existing ideas and hierarchies 1n order to establ ish new ground and new ideas. 

Furthermore one must "incorporate its standards into a strict self-criticism. For this one must 

learn to achieve the dialectical tension between involvement and detachment that 1s so 

characteristic of every creative process" (Csikszentm1haly1, 1996, p. 248). 

The discipline of photography is relatively new. particu larly i n relation to formal education and 

training. All the participating photographers studied at Massey University in Wellington. formerly 

Welli ngton Polytechnic. at some stage in their lives. Most studied in the early ·90s. During this 

time, the institution was one of few teaching photography. The excellent reputation of the 



i nstitution was the basis of Rachael's decision to attend Welli ngton Polytechnic. Ian adds 

··convenience" as being one of his deciding factors. 

It was not intended that this research select or include photographers based on their academic 

background. or tradi tional ties to the polytechnic/ un ivers ity. While the researcher acknowledges 

the contact with Massey Univers ity it is interesting to note the diverse range of photographic 

pract ices that has arisen. Working environments such as this institution have been important to 

the development of these photographers creat1vtty and creauve processes. includ ing their 

success as professionals. Cs1kszentmihalyi describes how a collecuve S1Cuat1on such as an 

institution like this can provide stimulation. "Certain environments have a greater density of 

interaction and provide more excitement and a greater effervescence of ideas " 

(Csikszentmihalyi. 1996. pp. 129 130). 

Many theorists argue that creauv1ty can not be ta ught. However De Bono believes creativity is 

not a mystical talent that some individuals posses and others do not. instead creat ivity can be 

learned or enhanced. He defines his lateral think ing technique as a type of creative thinking that 

can be learnt. practtsed and used by everyone (De Bono. 1992. p. 310). 

Edwards agrees and states that "visual. perceptual skills are enhanced by training. just as the 

verbal. analyttc skil ls benefit by education ... learning to see and draw 1s a very effective way to 

train the visual system. Just as learning to read and write can efficiently train the verbal system." 

(Edwards. 1987. p. 8l. 

Simi larly. Albrecht believes that everyone can think and behave creat ive ly and that creat1v1ty 

should be an everyday skill. He believes everyone has "idea power". but first you need to reali se 

it exists. "You have to lea rn to see creativtty in yourself. appreciate 1t. reward and rein force 

yourself for it" (Albrecht. 1987. p. 65 ). Therefore 1t 1s possible to learn certa in creative ski lls and 

characteristics 1n order to enhance creattv1ty. 

All of the participants agreed that their rra1n1ng in photography was valuable and relates 

s1gni f1cantly to what they do creatively today. The courses they attended were described as 

being among the many important steps 111 their personal development that have led to where 

they are today. Jona states. "My work is a constant process of evolution ... those things were 

significant experiences 1n tha t they gave me practical skil ls from which ... started the evolution of 

my craft." 

Esther says. "a ll of those experiences impact on how I work these days." Esther describes how 

her training included her undertaking a digital imaging course, which relates specifically to her 

current photographic pract ice. Not only did this course dramatical ly change Esther's working 

process and style of her work. she reveals that this course also enabled her to integrate the skills 

and knowledge that she had learnt in her previous tra ining: "it was very difficult to see at the 
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time just how I was going to ever use those skills. But It would be true to say that I do use it 

with my work; I do now. I'm drawing on all of the skills that I've learnt. and my work tends to be 

quite textural. " 

All the participating photographers have other formal educational qualifications in areas not 

related to photography and comment that transferring skills from other areas is also significant. 

They have transferred and combined sk i lls and knowledge from diverse d1sc1plines into their 

photographic practices. Wayne describes how all tra ining. including his science degree. helps 

w ith the development of his process: 

... the th ing is. with any sort of degree you get ski lls out of it... l th ink ski lls. 

1f they are any good. are qune transferable. so the researching skills. and 

thinking skills you get out of doing something outside of the d1sc1pline of 

photography is actually often - possibly more - useful than cont inual ly 

getting the same skills over and over again in the one area that you are 

already working 1n and working in quite well. 

The participants' backgrounds and reasons for becoming involved in photography are diverse. 

Few of the participating photographers were interested in pursuing photography as a career 

when they were children. instead "career shifts have occurred (Csikszentm1halyi. 1996. p. 1591. 

It 1s interesting to see the variety of career paths fo l lowed by the participating photographers. 

Wayne had an initial interest 1n science and completed a Bachelor of Science in zoology. He has 

also trained as a teacher Original ly a computer programmer. Ian s interest for photography 

developed much later 1n life. Unlike Wayne and Ian. who came from d1ss1m1lar backgrounds to 

photography. Esther advanced from a "creauve" background and was formally a graphic 

designer. Esther describes her transfer to photography as a natural progression from what she 

was previously doing. while Wayne and Ian wanted to change the direction of their lives 

Jono and Rachael both took several years to decide 1f they wanted tO pursue photography as a 

career and undertook training 1n other areas. Jono did a course in printmaking as well as a 

business course at Wellington Polytechnic. while Rachael undertook tra ining in other areas of 

art. 

The participating photographers have successfu l ly incorporated their own interests. ski l ls and 

previous knowledge from the various domains in which they have previously practiced and 

integrated them into their photographic practice. For example. Wayne's interests in science and 

his background in this area are evident in his work and in his decision to pursue issues relating 

to land and land use {Figures 1. 2, 3 and 4). Likewise. Esther's illustrative works correlate to her 

background in textiles and graphic design (Figures 7 and 82). 
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Fig ure 91. Wayne Barrar. An Immortal Double. c.1996. (Left ) Cloned plants. 

(Ri ght) Tubed fish section. 

Be 'lg a ;:irotograpre 

Motivation 

The part icipating photographers· motivat ion comes from diverse sources and all agree that it is 

signi fi cant to their success. Interv iews with the part icipants suggest that there ex ist three 

sig nifican t sources of mot ivat ion. Fi rst ly. the enjoyment of photography as a process and as a 

commun ication medium. Wayne states : 

There is ... an individua l desire - to communicate ... one of the th ings that 

perhaps has affected me is when I first finished university. I went teaching. 

I always thought of educat ion and communication as be ing someth ing 

va li d ... ! wouldn 't say the work is didactic or educat ional but there 's a 

certa in inform ing and be ing an interpreter and informer about issues. So 

th at always motivates me to comp lete certa in series of works. 

Wayne also describes how meeting people. using his camera to view the world and look ing at 

less fam ili ar env ironments and situations outs ide New Zea land all mot ivate him to produce 

photogra phic works. 

Rachael describes how she is motivated by the love she has for photography and her chosen 

subject matter. She states. "it 's a dream come true fo r me - to be able to work with anima ls and 

photography combined. " Sim ilarly, Esther states, " it 's something that continually evo lves ... it 

doesn 't necessari ly sta nd st ill, and for that reason it's alwa ys interest ing and it' s always 

develop ing. " 

Ian exp lains how he is motivated to take " images that people would want to hang on the ir 

wa l ls ... images that people wou ld want to spend time with ". Ian is "motivated to succeed " and 
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states. "there·s always things that you can improve Ion and J that's what I like about 

photography". 

Second ly, fam il ies. part icu larly partners. are a significant influence and a source of insp irat ion 

and mot ivat ion. Ian emphas ises his strong relat ionship with his family as an important aspect of 

his photographic practice. He describes how his wife and daughter are the focus of most of his 

motivation. (His wife is also undertaking the design work for lan ·s photographic studio at home.) 

Whi le lan·s re lationship with his wife and daughter may seem unrelated to his process, it does 

indirectly enhance his creativity by providing him with the motivation needed to pursue the 

commerc ial aspect of photography and to remain successful in this profession. Esther believes 

her partner contr ibutes to her creativity and describes a direct creat ive re lat ionsh ip between 

herse lf and her husband, Terry Hann. He is also a photographer. and he not on ly provides her 

with personal support. but also often plays an active role in the development of her work. 

The third significant source of motivation is the will to succeed financially. All the participating 

photographers described the commercial factor and having to make a living as a motivation. 

Even though Wayne 's main source of income comes from teaching. he still needs to consider 

commerc ial implications in order to recover the expenses incurred while completing one project 

and to fund the next. 

Ian is motivated to earn a good income and therefore provide for his family. Esther also regards 

finances as a motivation and describes how her motivations. in relation to finances. have 

changed over time to incorporate the commercial factor of having Lo run a business. She 

considers herself to be a perfectionist who works to a high standard and aims to do the very best 

she can. However. the commercial factor of having to make a living from photography has meant 

she is unable to spend the time and money on projects that she would have in the past. She 

describes this situation as "an interesting turning point for me. because when I first started out 

li n photography! it wasn't necessarily the case". 

Csikszentmiha lyi proposes that the curiosity and commitment that drive creative individua ls also 

direct them to confront socia l and political issues. He states that "the curiosity and commitment 

that drive these people to break new ground in their respective fields also direct them to 

confront the social and po li t ica l problems that the rest of us are all too content to leave alone" 

(Csikszentmiha lyi. 1996. p. 203). 

A comm itment to soc ial and poli t ica l issues is a signif icant factor for some of the part icipat ing 

photogra phers wh o explore these ideas photograph ica lly. Thi s includes Ian's des ire to undertake 

his / Feel Lucky exh ibition, Jono's to estab li sh his Chambers project, and Wayne's to cont inue 

produc ing photograph ic works on land and land issues. 
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The significance of commitment is emphasised by Wayne. who describes a situation where 

students tend to succeed while in an institution. but without the structure outside of that 

institution they do not persevere. " I see lots of peop le go through courses in photography and 

th ink 'th is is a ta lented sort of person·. but th ey don 't hang in there and you will never hear from 

them again once they leave." 

The motivation. curiosity and commitment present in the participating photographers drives 

them in establishing extensive experience and knowledge of their fields and assoc iated areas. 

These characteristics provide the driving force that has led to their success. Csikszentmihalyi 

be li eves tha t the success of the creative indiv iduals involves a combinat ion of curiosity. drive 

and commitment. "Curiosity and drive are in many ways the Yin and the Yang that need to be 

combined in order to achieve something new ... both are required for creativity to become 

actualized" (Cs ikszentmihalyi. 1996. p. 185 ). 

Change and the future 

Each photographer describes changes that have occurred in their lives. during the time that they 

have been involved with photography that have altered their approach or methods. Ian mentions 

how getting married and having a child has altered his approach and work ing methods. He now 

tries to spend more time with his family instead of working many late nights and weekends. 

When discussing personal and business commitments and how Ian manages the two. he states. 

" I can't imagi ne one co-ex isting without the other really. and so the challenge is just that 

balance of making them all work. " 

All the part icipating photographers felt that their work has changed over time. For Wayne. 

opportunities arise or he may discover something new or establish a new idea that alters his 

work. Occasionally he will develop these ideas further in a different project. Jono states. "it gets 

better because I get better at what 1·m doing. I become more focused and more aware of what I 

want to achieve and what my vision is ... 

Wayne also mentions how changing technology led to a change in his approach. However. 

unlike Esther. who uses new technology for dig ital imaging. Wayne uses it for communication 

and information gathering. The Internet, particularly email. is a significant aspect of Wayne·s 

process. as it enables him to organise projects more effective ly. In the past, prior to the 

Internet's existence. projects could stop progressing because he had not received a reply to a 

letter, while the Internet allows for instantaneous responses. The Internet also gives him greater 

access to research material that previously would not have been ava ilable. 

Esther exp lains how a change in technology has in turn changed her approach to, and style of. 

her work: "I guess techno logy would be one of the key th ings and the fact that technology has 

enabled me to bring my design closer to my photography". 



As discussed, a significant overall development in Esther's work is the transformation from 

analogue photography to digital. She feels that as technology has evolved so too has her style 

and approach to photography: 

... when I first started photography, it was quite separate from my design 

background .. obviously there is crossover with colour composition and all 

those sorts of things. but there wasn't any real way of integrating 

them ... but then technology changed. and it changed so rapidly just over the 

time since I ·ve been doing photography .. .when I th ink back to what was 

possible then and what"s possib le now, it's just unbelievable ... as 

techno logy's changed I've been able to grow with it. and then I guess the 

big changing point was when I did the digital imaging paper at Massey ... it 

finally enabled me to see how to integrate my design and my photography. 

which ... has pushed me down the illustrative path ... l don't know whether I 

would have stayed in photography if it was just straight photographic.. 

All the participating photographers describe future goals both personally and photographically 

that also act as motivations. Esther aims to expand her photography internationally. Ra chael is 

currently releasing her book 101 Salivations and the Rachael Hale Photography brand overseas. 

Th e research suggests that the participating photographers are not static in their approaches and 

are willing to adapt their working methods to new circumstances and technology. Often the 

participating photographers adapt to these changes through necessity as opposed to their own 

personal desire to change. but they believe that these changes have enhanced their creativity. 

Cha•acterist1cs of a success'u. photographer 

Throughout this study. connections have been estab li shed with regard to the photographers· 

working environments. photographic practices. communication and output of work. and 

particular individual characteristics. Each of these areas contribute to the photographers· unique 

creative identities. 

The research reveals that all the participating photographers share commonalities in concept 

development and production, but the ways that these photographers undertake their process 

depend on the ir personal approaches, experiences and backgrounds. 
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Their various li fe experiences also define who they are as individuals and contribute to their 

distinct creative personal ities. Certain creative characteristics. such as commitment. passion and 

motivation are significant in all the participants and have instigated their success in the field of 

photography. 

This research suggests that an interaction of multiple influences exist. Two of the most 

significant in fluences for the participating photographers are other individuals and their working 

environments. 

The participants ohen work with other 1nd1v1duals. This input is often in the form of suggestions 

and/ or recommendat ions in relation to the development of the work. such as a client or curator. 

or for technical and logistical support. such as an assistant and or producer. The amount of input 

that is given can depend on the relationship that the photographers have with these individuals. 

·Trust' often plays a s1g111ficant role in terms of how much input into the work 1s given and then 

employed. This interactive situation 1s s1gn1f1cant because 1s reveals a more collaborative 

approach to the development of work with each 1nd1v1dual influencing the other. 

The part1c1pating photographers have also each developed appropriate working environments 

and methods to that best suit their creative processes. However. the type of work which the 

photographer seeks to undertake may also affect working methods. which in turn can define the 

working environment. The dialectic nature of these 1nteract1ons plays a sign1f1cant role 111 the 

photographers· processes and the development of their work. 

The variety of working environments also reflects their u111que creative 1dent1t1es. constraints and 

aspirauons. The dec1s1011 to work 111 a particular locauon may be due to various factors. for 

example. geographical or financial factors. 

This study has emphasised the individuality of the participating photographers. their broad range 

of photographic interests and approaches to creauvny and communication. The ethnographic 

information further emphasises that the 1ndiv1duality of the photographers arises from a total 

integration of the separate areas discussed in th is thesis. 

The photographers involved in this study list several overarching qualities that they believe are 

significant to their success as photographers. These qual ities include perseverance. motivauon. 

the ability to compromise. a love for what they do. experience. optimism and commitment. 

Going beyond the expected. especially with commercial work. is a common factor. They 

frequently spend personal t ime and money to achieve the resu l ts that suit their high personal 

standards. This demonstrates their dedication and passion for their work. which in turn has led to 

their success as photographers. 
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Chapter One 

Figure 1. Wayne Barrar. (Top right) Snow-covered industrial park near Straumsvik. Iceland. 2001 . 

(Top left ) Per/an geothermal hot water tanks. Reykjavik. Iceland. 2001. (Bottom) Fish Drying 

racks on lava fields near Hafnarfjordur. Iceland. 2000. From Straumur (unnumbered). Ba rrar. W. 

(2002 ). Wanganui: McNamara Gallery. 

Figure 2. Wayne Barrar. (Above) Riverback Reclamation. Eastbank of Whanganu i River. Upstream. 

1991. (Below) Riverbank reclamation. Eastbank of Whanganui. Downstream. 1991. From Exi t 

(unnum bered). Barrar, W. let al.I (1991). Au ck land: Artspace with the su pport of th e Queen 

Elizabeth 11 Art Council of New Zealand. 

Fi gure 3. Wayne Barrar. Main trunk line concrete power pole. 1989. From New Zealand 

Photography from the 184 0s to the present (p. 82). Main. W. & Turner. J. B. (Ed s.) (1993). 

Auckland: Photo-Forum Inc. 

Figure 4. Wayne Barrar. (Above) Old powerpoles as headrace barrier. Lake Kuratau. 14 May 1994. 

(Bottom Left) Truck crossing Arapuni Dam. early evening. September 1994. (Bottom Right ) 

Rangipo Tunnel. 16 December 1994 . From Waikato Te Awa: The people and the River: A 

photographic exhibition (unnumbered). Waikato Museum of Art and History. 

Fi gure 5. Esther Bunning. Examp le of Esther Bunning 's wedding work. Undated. Image provided 

by the art ist. 

Figure 6. Esther Bunn ing. Example of Esther Bu nn i11g·s portraiture work. Undated. Image prov ided 

by the artist. 

Figure 7. Esther Bu nning. Examp le of Esther Bu nn ing ·s illustrat ive work. Undated. Image provided 

by the artist. 

Figu re 8. Esther Bunning . Example of Esther Bu nn ing 's portraiture work. Undated. Image provided 

by the artist. 

Figure 9. Esther Bunning. Example of Esther Bunning 's wedd ing work. Undated. Image prov ided 

by the artist. 

Figure 10. Esther Bunning. Example of Esth er Bunning 's portraiture work. Undated . Image 

provided by the artist. 
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Figure 11. Rachael Hale. (Top left) Penelope. Undated. (Top Right) Piglet. Undated. (Bottom) King 

Geoffrey. Undated. Retri eved November 28. 2003 from http :// www.rachaelhale.com. 

Figure 12. Rachael Hale. NZ House & Garden Images. October 2003. From Tea in the garden: 

Photographs: Rachael Hale. NZ House and Garden 101 (p. 214-218). Hale. R. (2003. October) 

Auckland I NZ I: Independent News. 

Figure 13. Ra chael Hale. Pixie. c. 1995. Retrieved January 7. 2004 from: 

http :/ / www.rachaelha le.corn / ga llerybiography / pigsbiogra phy _ 05.html. 

Figure 14. Rachael Hale. 101 Sali vat io ns: Fo r the Love of Dogs: Cover. 2003. From 1 o 1 

Salivations: For the Life of Dogs (Cover). Hale. R. (2003). Auckland INZI: Hodder Moa Beckett 

Publishers. 

Fi gure 15. Rachael Hale. Jumbo and Nippa. c.2003. Retrieved February 2. 2004 from: 

http://www.rachaelhale.com. 

Figure 16. Ian Robertson. Image for AMP Office Trust. 1999. Image provided by the art is t. 

Figure 17. Ian Robertson. Image for Icebreaker. 2001. Image provided by the art is t. 

Fi gure 18. Ian Robertson. Royal New Zealand Ballet Image of Swan Lake. 1996 Image provided 

by the artist. 

Fi gure 19. Jono Rotman. (Left) Telecom New Zea la nd. c.2002. (Right ) Woman·s Refuge. c.2002. 

From Epson New Zealand Professional Photog rapl1y Awards 2002 !unnumbered). Epson New 

Zealand (2002 ). Auckland I NZ I: Barkfire Press. 

Figure 20. Jono Rotman. Bedroom at Sunnyside. c.2001. Image provided by the artist. 

Figure 21. Jono Rotman. Lake Alice Forensic Unit. c.2001. Image provided by the artist. 

Figure 22. Jono Rotman. Mr Ed en, South wing. 2001. Image provided by the artist. 

Chapter Two 

Figure 23. Frankie Rouse. Wayne Barrar's office at Massey University. 2003. Print from 6x6 inch 

colour negative film ins: Collection, Frankie Nicola Rouse. From Photographic Practice: An 

exploration into the working methods of five New Zealand photographers (Unnumbered), Rouse, 

F. (2003), Wellington: Massey University. 



Figure 24. Frankie Rouse ... The Little Church ·· is Esther's home and working space. The separate 

working space is located above the dinning. kitchen and living areas. 2003. Print from 6x6 inch 

colour negative fi lm ins: Co llect ion, Frankie Nicola Rouse. From Photographic Practice: An 

exploration into the working methods of five New Zealand photographers (Unnumbered), Rouse. 

F. (2003). Wellington: Massey University. 

Figure 25. Frankie Rouse. Esther and Terry develop Esther·s web-site while Terry's son Zac. aged 

14. plays a computer game. 2003. Print from 6x6 inch co lour negative fi lm ins: Collection. 

Frankie Nicola Rouse. From Photographic Practice: An exploration into the working methods of 

five New Zealand photographers (Unnumbered). Rouse. F. (2003). Wellington: Massey University. 

Figure 26. Frank ie Rouse. Rachael Hate 's office and working environment. 2003. Print from 6x6 

inch colour negative film ins: Collection. Frankie Nicola Rouse. From Photographic Practice: An 

exploration into the working methods of five New Zealand photographers (Unnumbered). Rouse. 

F. (2003). Wellington: Massey University. 

Figure 27. Frankie Rouse. Ian Robertson ·s studio and working environment. .. 2003. Print from 

6x6 inch colour negative film ins: Collection. Frankie Nicola Rouse. From Photographic Practice: 

An exploration into the working methods of five New Zealand photographers (Unnumbered). 

Rouse. F. (2003). Well ington: Massey Un iversity. 

Figure 28. Frankie Rouse. Ian Robertson ·s establishes an inviting environment for clients and 

models. 2003. Print from 6x6 inch colour negative film ins: Collection. Frankie Nicola Rouse. 

From Photographic Practice: An exploration into the working methods of five New Zealand 

photographers (Unnumbered ). Rouse. F. (2003). Wellington: Massey University. 

Figure 29. Frankie Rouse. Jona Rotman ·s working and living environment. .. 2003. Print from 6x6 

inch colour negative film ins: Collection. Frankie Nicola Rouse. From Photographic Practice: An 

exploration into the working methods of five New Zealand photographers (Unnumbered). Rouse. 

F. (2003). Wellington: Massey University. 

Figure 30. Frankie Rouse. Ian Robertson displays previous work on the walls in his environment. .. 

2003. Print from 6x6 inch co lour negat ive film ins: Co llect ion, Frank ie Nicola Rouse. From 

Photographic Practice: An exploration into the working methods of five New Zealand 

photographers (Unnumbered), Rouse, F. (2003). Wellington: Massey University. 

Fi gure 31 . Fran ki e Rouse. An example of Jona Rotman 's work in his living/ working environment. 

2003. Print from 6x6 inch co lour negative film ins: Co llect ion, Frank ie Nicola Rouse. From 

Photographic Practice: An exploration into the working methods of five New Zealand 

photographers (Unnumbered), Rouse, F. (2003), Wellington: Massey University. 



Fi gure 32. Frankie Rouse. Wayne Barrar uses examples of his work as a teaching tool. 2003. Print 

from 6x6 inch colour negative film ins: Collection, Frankie Nico la Rouse. From Photographic 

Practice: An exploration into the working methods of five New Zealand photographers 

(Unnumbered). Rou se. F. (2003). Welli ngton: Massey University. 

Figure 33. Frankie Rou se. Esther Bunning displays her collection of photographic awards in her 

living/ working environment. 2003. Prin t from 6x6 inch co lo ur negative film ins: Collection. 

Frankie Nicola Rouse. From Photographic Practice: An exploration into the working methods of 

five New Zealand photographers (Unnumbered). Rouse. F. (2003). Wellington: Massey University. 

Fi gure 34. Frankie Rou se. Rachael Hale ·s products are on display at Rachael Hale Photography. 

2003. Print from 6x6 inch colour negative film ins: Collection. Frank ie Nico la Rouse. From 

Photographic Practice: An exploration into the working methods of five New Zealand 

photographers (Unnumbered). Rouse. F. (2003). Wellington: Massey University. 

Fig ure 35. Frankie Rouse. The remote location of Esther's working environment. .. 2003. Print from 

6x6 inch colour negative film ins: Collection. Frankie Nicola Rouse. From Photographic Practice: 

An exploration into the working methods of five New Zealand photographers (Unnumbered). 

Rouse. F. (2003). Wellington: Massey University. 

Figure 36. Frankie Rouse. Ian Robertson uses portable lighting when on location. 2003. Pri nt 

from 6x6 inch colour negative film ins: Collection. Frankie icola Rouse. From Photographic 

Practice: An exploration into the working methods of five New Zealand photographers 

(Unnumbered). Rouse. F. (2003). Wellington: Massey University. 

Figure 37. Frankie Rouse. Ian Robertson often photographs on location ... 2003. Print from 6x6 

inch colour negative film ins: Collection. Frankie Nicola Rouse. From Photographic Practice: An 

exploration into the working methods of five New Zealand photographers (Unnumbered), Rouse. 

F. (2003). Welli ngton: Massey University 

Figu re 38. Frank ie Rou se. Rachael Hale takes with her equipment that she needs to undertake 

her process. 2003. Print from 6x6 inch colour negative film ins: Collection, Frankie Nico la Rouse. 

From Photographic Practice: An exploration into the working methods of five New Zealand 

photographers (Unnumbered). Rouse, F. (2003). Wellington: Massey University. 

Fi gure 39. Frankie Rouse. Rachael Hale and her assistant ... 2003. Print from 6x6 inch co lour 

negative film ins: Collection, Frank ie Nicola Rouse. From Photographic Practice: An exploration 

into the working methods of five New Zealand photographers (Unnumbered). Rouse. F. (2003), 

Wellington: Massey University. 

Figure 40. Rachael Hale. Milo. 2003. Image provided by the artist. 
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Fi gure 41. Fra nkie Ro use. Wayne Barrar developing an image in the darkroom. 2003. Print from 

6x6 inch co lour negative film ins: Collection. Frankie Nicola Rouse. From Photographic Pracrice: 

An exploration into the working methods of five New Zealand photographers (Unnumbered). 

Rou se. F. (2003 ), Welli ngton: Massey University. 

Fi gure 42. Frank ie Ro use. Ian Robertson utilising his darkroom and print finishing room. 2003. 

Print from 6x6 inch co lour negative fi lm ins : Collect io n, Frank ie Ni co la Rou se . From 

Photographic Pracrice: An exploration into the working methods of five New Zealand 

photographers (Unnumbered). Rouse. F. (2003). Wellington: Massey Univers ity. 

Fi gure 43. Frank ie Ro use. Rachael Hale and her assistant Charlo tte Anderson load the car with 

camera equipmen t after completing a shoot on location. 2003. Pri nt from 6x6 inch co lour 

negative film ins: Collect ion. Frankie Nicola Rouse. From Photographic Practice: An exploration 

into the working methods of five New Zealand photographers (Unnumbered). Rouse. F. (2003). 

Welli ngton: Massey University. 

Fi gure 44 . Frank ie Rouse. Wayne uses a variety of filing systems fo r information and 

images ... 2003. Print from 6x6 inch colour negat ive fi lm ins: Collect ion. Frank ie Ni co la Rouse. 

From Photographic Practice: An exploration into the working methods of five New Zealand 

photographers (Unnumbered). Ro use. F. (2003 ). Wellington: Massey University. 

Fi gure 45 . Franki e Rouse. One approach Ian Robertson employs for storing and archiving 

negatives. 2003. Print from 6x6 inch colour negative film ins: Collection. Franki e Nico la Rouse. 

From Photographic Practice: An exploration into the working methods of five New Zealand 

photographers (Unnumbered). Rouse. F. (2003 ). Welli ngton: Massey Univers ity. 

Figure 46 Frankie Rouse. Esther Bunning ·s storage facilities and lighcing equipment. 2003. Print 

from 6x6 inch co lour negat ive film ins: Collect ion. Frankie Nicola Rouse. From Photographic 

Practice: An exploration into the working methods of five New Zealand photographers 

(Unnumbered). Rouse. F. (2003 ). Wellington: Massey Univers ity. 

Fig ure 47 . Frankie Rouse. Rachael Hale organises and stores her equipment when not in use. 

2003. Prin t from 6x6 inch co lour negative film ins : Collection. Frankie Nicola Rouse. Fro m 

Photographic Practice: An exploration into the working methods of five New Zealand 

photographers (Unnumbered). Rouse. F. (2003). Welli ngton: Massey Univers ity. 

Fi gure 48. Frankie Rouse. Jona Rotman 's method of organising equipment. previous work and 

materials. 2003. Pri nt from 6x6 inch co lour negative film ins: Collection. Frank ie Nico la Rouse. 

From Photographic Practice: An exploration into the working methods of five New Zealand 

photographers (Unnumbered), Rouse, F. (2003 ), Wellington: Massey University. 
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Figure 49. Frankie Rouse. (Top) Esther Bunning. (Below) Rachael Hale. (Next Page-Top) Wayne 

Barrar. (Bottom Left) Ian Robertson. (Bottom Rig ht) Jona Rotman. 2003- Print from 6x6 inch 

colour negat ive film ins: Collection. Frankie Ni cola Rouse. From Photographic Practice: An 

exploration into the working methods of five Ne1v Zealand photographers (Unnumbered). Rouse. 

F. (2003). Wellington: Massey University. 

Figure 50. Frankie Rouse. Ian Robertson ·s environment contains several areas which have 

become disorganised w/11/e undertaking vanous photographic shoots. 2003- Print from 6x6 inch 

colour negative film ins: Collection. Frankie Nicola Rouse. From Photographic Practice: An 

exploration into che working mechods of five New Zealand phocographers (Unnumbered). Rouse. 

F. (2003). Wellington: Massey University. 

Figure 51. Frankie Rouse. (Left) Rachael Hale ·s work111g env1ronmenc. even when working on 

locacion. becomes disorganised dur,ng a phocoshoot. (Right) Props from previous phocoshoocs are 

gathered cogether on che floor in Rachae/'s office. 2003. Print from 6x6 inch colour negative film 

ins: Collection. Frankie Ni cola Rouse. From Photographic Praccice: An explorac,on into the 

working methods of five New Zealand photographers <Unnumbered). Rouse. F. (2003). 

Wellington: Massey Un1versny. 

Figure 52. Frankie Rouse. Ian Robercson·s 1nsp1rat1on drawer ... 2003. Print from 6x6 inch colour 

negative fi lm ins: Collection. Frankie Nicola Rouse. From Phocograph1c Pracuce: An explorauon 

1nco che working mechods of five New Zealand photographers CUnnumberedl. Rouse. F. ( 20031. 

Wellington: Massey University. 

Figure 53. Frankie Rouse. Rachael Hale developed workbooks wl11/e undercak111g work for her dog 

book 101 Sal1vat1ons. 2003. Print from 6x6 inch colour negative film ins: Collection. Frankie 

Nicola Rouse. From Phocograph1c Pracuce: An e>.plorat1on 11uo 1he working methods of five New 

Zealand phocographers (Unnumbered). Rouse. F. (2003). Wellington: Massey University. 

Figure 54. Frankie Rouse. Cleft) Rachael Hale p,ns up Polaroid of cats for her upcom,ng cac book. 

(Rigil tl Props and images are often placed on Rachae/'s walls for inspiracion. 2003. Print from 

6x6 inch colour negative film ins: Collection. Frankie Nicola Rouse. From Photographic Practice: 

An exploration inco the working methods of five New Zealand phocographers (Unnumbered), 

Rouse. F. (2003), Wellington: Massey University. 

Figure 55. Frankie Rouse. Esther Bunn ing places gathered matenal on her wall for visual 

stimulation. 2003. Print from 6x6 inch colour negative film ins: Collection. Frankie Nicola Rouse. 

From Phocographic Practice: An exploration inco the working mechods of five New Zealand 

phocographers (Unnumbered ). Rouse, F. (2003), Wellington: Massey University. 



Figure 56. Frankie Rouse. In addition w swring information in his memory. Jona Rotman mainly 

uses a computer ... 2003. Print from 6x6 inch colour negative film ins: Collection. Frankie Nicola 

Rouse. From Photographic Practice: An exploration rnto the working methods of five New 

Zealand phowgraphers (Unnumberedl. Rouse. F. (2003). Wellington: Massey University. 

Chapter Three 

Figure 57. Frankie Rouse. Rachael Hale walks Henry. Iler pet dog. to relax and stimulate her 

ideas. 2003. Print from 6x6 inch colour negative film ins: Collection. Frankie Nicola Rouse. From 

Photographic Practice: An exploration rnro the working me1hods of five New Zealand 

photographers (Unnumbered). Rouse. F. (2003). Wellington: Massey University. 

Figure 58. Ian Robertson. (Left) Ian Robertson. Stefan Wahr/1ch. 1997. From I Feel Lucky. 

(unnumbered). Ogonowska-Coates. H. lc.1998). Wellington INZ I: R and J Watson Trust. (Left) 

Leonardo da Viner. Vertruvian Man. c.1492. Retrieved October 10. 2003 from: 

http: www.artfinal.com store sku pp. FPF117.html. 

Figu re 59. Marty Neumeier. Neumeier Formula. Undated. From The Ar1 of Lookrng Sideways (75). 

Fletcher. A. (1994). London: Phaidon. 

Figure 60. Fra nkie Rouse. Wayne Barrar's col/ect,on of resource macerra/. 2003, Print from 6x6 

inch colour negative film ins: Collection. Frankie Nicola Rouse. From Photographic Practice: An 

exploratron rnto the working me1hods of frve New Zealand photographers (Unnumberedl. Rouse. 

F. 12003). Wellington: Massey University. 

Figure 61. Frankie Rouse. Ian Robertson ·s office concains a resource of reference material. 2003. 

Print from 6x6 inch colou r negative film ins: Collection. Frankie Nicola Rouse. From 

Photographic Pracuce: An exploration 1n10 the working me1hods of frve New Zealand 

photographers IUnnumberedl. Rouse. F. 12003). Wellington: Massey Un1vers1ty. 

Figure 62. Frankie Rouse. Jona Rotman ·s reference materra/ rs contained in his working 

environment. 2003. Print from 6x6 inch colour negative film ins: Col lection. Frankie Nicola 

Rouse. From Photographic Practice: An exploration rnto the working methods of five New 

Zealand photographers (Unnumbered). Rouse. F. (2003). Wellington: Massey University. 

Chapter Four 

Figure 63. Frankie Rouse. Wayne Barrar teaches photography to students at Massey University. 

2003. Print from 6x6 inch colour negative fi lm ins: Collection. Frankie Nicola Rouse. From 

Photographic Practice: An exploracion into che working methods of five New Zealand 

phocographers (Unnumbered). Rouse, F. (2003). Wellington: Massey University. 



Figure 64. Frankie Rouse. Escher Bunning and Terry Hann ... 2003. Print from 6x6 inch colour 

negative film ins: Collection. Frankie Nicola Rouse. From Photographic Pracuce: An exploration 

into the working methods of five New Zealand photographers (Unnumbered). Rouse. F. (20031. 

Wellington: Massey Untversi ty. 

Figure 65. Frankie Rouse. Ian Robertson uses the specialise skills of an assiscanc and 

model ... 2003. Print from 6x6 inch colour negative film ins: Collection. Frankie Nicola Rouse. 

From Photographic Practice: An etploracion into che working methods of five New Zealand 

photographers (Unnumbered). Rouse. F. (2003). Wellington: Massey University. 

Figure 66. Frankie Rouse. Ian Robertson ·s c/Jenc /a graphic designer/ views a Polaroid. .. 2003. 

Print from 6x6 inch colour negative fi lm ins: Col lection. Frankie Nicola Rouse. From 

Photographic Practice: An explorauon into the working methods of five New Zealand 

photographers (Unnumbered). Rouse. F. (2003). Wellington: Massey U111versity. 

Figure 68. Frankie Rouse. (Left) Escher Bunning and Terry Hann work closely together. (R ight) 

Terry develops Eschers website w/11le she overlooks. 2003. Print from 6x6 inch colour negative 

fi l m ins: Collernon. Frankie Nicola Rouse. From Photographic Prawce: An explorauon 1nco che 

working methods of five Ne1v Zealand photographers I Unnumbered!. Rouse. F. (20031. 

Wellington: Massey U111vers1ty. 

Figure 68. Frankie Rouse. Rachael Hale works wirh a ream of people ac Rachael Hale 

Photography. .. 2003. Print from 6x6 inch co lour negative film ins: Collection. Frankie Nicola 

Rouse. From Photographic Praccice: An exploration 1nro the working methods of five New 

Zealand photographers (Unnumbered!. Rouse. F. (2003). Wellington: Massey Untversity. 

Figure 69. Frankie Rouse. Rachael Hale and Robine Hams /Des1gner1. 2003. Print from 6x6 inch 

colour negative fi lm ins: Collecuon. Frankie Nicola Rouse. From Photographic Practice: An 

explorauon inco che workmg methods of five New Zealand pho10graphers (Unnumbered). Rouse. 

F. (20031. Wellington: Massey Un1vers1ty. 

Figure 70. Frankie Rouse. Rachael Hale and Charloue Anderson (Ass1sranr/. 2003. Print from 6x6 

inch colour negative film ins: Collection. Frankie Nicola Rouse. From Photographic Prawce: An 

exploration into che working methods of five New Zealand photographers (Unnumbered). Rouse. 

F. (2003), Wellington: Massey University. 

Figure 71. Rachael Hale. Rio. Undated. Retrieved January 7. 2004 from: 

http:/ / www.rachael hale.com. gallerybiography / exot1cbiogra phy _ 09.html. 
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Figure 72. Betty Edwards. Variacions of che creac1ve process. Undated. From Drawmg on the Artist 

Within (p. 4). Edwards. B. (1987). London: William Collins Sons & Co. Ltd. 

Chapter Five 

Figure 73. E. Griffin. A Survey Map of the Field of Communication Theory. c. 2000. From A first 

look at communication theory (pg. 46). Griffin. E. (2000). New York: McGraw-Hil l. 

Figure 74. Ferdinand de Saussure. OuaUscic Model. c.1915. From lnrroducing semiotics (p .. 12 ). 

Cobley, P. & Jansz. L. (1997). United States: Totem Books. 

Figure 75. Ian Robertson. Ngaire Wassilieff 1997. From / Feel Lucky !unnumbered). Ogonowska­

Coates. H. (c.1998). Wellingron I NZI: Rand J Watson Trust. 

Figure 76. Ian Robertson. Nga1re and Coral. 1997. Image provided by the arust. 

Figure 77. Ian Robenson. Joan Taylor. 1997. From I Feet Lucky (unnumbered). Ogonowska-Coates. 

H. (c.1998). Wellingron iNZI: Rand J Watson Trust. 

Figure 78. E. Griffin. Shannon and Weaver·s Mathemattcal Model of Commu111catton. c.1949 

!adapted from Shannon and Weavers. The Mathemacical Theory of Commun1cacion!. From A first 

look at communication theory Ip. 371. Griffin. E. 120001. New York: McGraw- Hill. 

Figure 79. D. McQua1l. DeF/eur"s Model. c.1966. From Commun1cac1on Models: For the study of 

Mass Communicac,on Ip. 13). McQuad. D. & Windahl. S. 119811. London. New York: Longman 

Group L1m1ted. 

Figure 80. D. McQua1l. The Osgood and Schramm Circular Model. c.1954. From Communication 

Models: For the study of Mass Commumcacion Ip. 141. McQuail. D. & W1ndahl. S. (1981). London: 

New York: Longman Group Limited. 

Figure 81. D. McQuail. Dances· Helical Model. c.1967. From Communtcatton Models: For the 

study of Mass Communicauon (p. 15l. McQua1l. D. & Windahl. S. (1981), London: New York: 

Longman Group Limited. 

Figure 82. Esther Bunning. Examples of Esther Bunning·s illustrative work. Undated. Images 

provided by the artist. 

Figure 83. Frankie Rouse. Rachael Hale uses large format 4x5 colour Polaroid and Negative film. 

and 4x5 Black and White Pas. Neg. film as pare of her process ... 2003. Print from 6x6 inch colour 

negative film ins: Collection, Frankie Nicola Rouse. From Photographic Practice: An exploracion 



inco che working mechods of five New Zealand phocographers (Unnumbered). Rouse. F. (2003). 

Wellington: Massey University. 

Figure 84. Wayne Barrar. (Left l Cover of Accumulating Histories: Derail from Across Mobile 

Homes. Wendover (Nevada side of scacelinel. 2001. (Right) Limo at Wendover Airbase (wincer/. 

Ucah. 2001. From Accumulating Histories. Barrar. W. (2003). Wanganui I NZI: Sarjeant Gallery. 

Figure 85. Jono Rotman. Dayroom al Sunnyside. c.2001. Image provided by the artist. 

Figure 86. Jan Robertson. Tu,. 1998. Image provided by the artist. 

Figure 87. Pages from Rachael Hate·s website. Retrieved October 27. 2003 from: 

http: www.rachaelhale.com. 

Figure 88. Pages from Jan Robertson·s website. Retrieved October 27. 2003 from: 

htlp: www.1anrobertson.co.nz. 

Figure 89. Pages from Esther Bunning's website. Retrieved November 28. 2003 from: 

http: 1www.estherbunning.co.nz. 

Chapter Six 

Figure 90. Wayne Wenen. Figure 9.10: A 1/Jree-ring conception of gtftedness. Unknown. From 

Study guide for We/ten ·s psychology: themes and vanauons (p. 35ol. We1ten. W. (1994l. Pacific 

Grove. California: Brooks Cole Publishing Company. 

Figure 91. Wayne Barrar. An Immortal Double. c.1996. !Left) Cloned plants. (R1ghtl Tubed fish 

secrion. c.1996. From An Immortal Double: Photographs by Wayne Barrar. (unnumbered). Wayne 

Barrar. W. (1996l. Wanganui : W. Barrar. 
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Appendix A: Initial Letter to Participants 

Frankie Rouse 

  

 

 

 

 

20 May 2003 

(Participant's Details) 

Dear (Participant's Name) 

I am a Massey University Design School Student currently undertaking research as part of the 

completion towards a Masters in Design. The research will explore the relationship between 

creativity and communication 111 the photographic practice of five New Zealand photographers. 

My undergraduate research Work in Progress: the Process of Creac,v,ty explores and documents 

the different ways in which creauve people work. in order to develop a better understanding of 

their process. You can see some examples of this work at: 

www.onginonline.co.nz orig inart frank1e_rouse. 

I want to expand on this idea. conducting a more specific. in-depth study in the practice of 

photography. 

I would be grateful if you wou ld allow me to interview you about the methods and approaches 

you use in your photography. 

Throughout my research I have investigated many theories relating to photography and 

photographers approaches. the creative process and communication theory. However. there 

appears to be no existing written or visua l research that considers these topics in combination. 

I> 



This research is sign ificant because an understand ing of the approach of photographers has the 

potentia l to inform other photographers. including photography graduates. non-professional and 

profess iona l photog rap hers. 

The research aims include: 

• Identify the creat ive approach of photographers to their photographic practice. and the 

ab il ity to communicate ideas 

• Investigate the variety of approaches between photographers 

• Compare and contrast these approaches by photographers 

• Investigate the emphas is/ orientation of the photographic practice of the photographer 

• Discover how init ial ideas are generated and by whom, and how these ideas are then 

developed visually 

• Client demand and persona l interpretation - how are ideas received by the viewer and. in a 

commercial/comm iss ioned situation. how they are then rece ived by the origina l idea 

generator 

• External / internal integration and relation to idea transformation 

• Development and alteration of ideas over time or through transmission from one person to 

another person. 

• Methods of new output devices be ing used as an aid to the communication of ideas. 

I would really appreciate your assistance in letting me conduct this interview. Please fee l free to 

contact me at the above address or alternat ively ema il me at 

Thank you. 

Yours fa ithfu lly. 

Frankie Rouse 
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Appendix B: Information Sheet (Stage One - Interviews) 

(Stage One Interviews) 



Research Aims 

I am a Massey University design school student currently undertaking a research proJect as part 

of the completion of a Masters in Design. The research ropic. Photographic Practice: An 

Exploration inro the Working Methods of Five New Zealand photographers. will examine the 

inter-relationship between working environments and working methods including output and 

communicauon 1n the practice of five New Zealand photographers. The research will examine 

how phorographers use their creauve processes in the commun1cat1on of spec1f1c ideas. 

S g f ea ce 

This research 1s s1gnif1cam because is has the potential to further understanding of creativity and 

communication in relation to photographic practice. 

PeO') R o s o e to .. e Resedr P Jeer 

Frank ie Rouse - student and researcher 

 

 

 

 

 

Tony Wh1ncup programme leader and supervisor 

Massey Un1vers1ty 

School of Design. Fine Arts and Music 

63 Wallace Street 

Mt Cook 

Wellington 

(04) 801 2794 ex 6928 

A.N.Wh1ncup@massey.ac.nz 
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P•ocedu•es Involved 

• Interviews 

• Discussions 

• Ethnograph ic documentation 

• Analysis of data collected by researcher 

The Photogrdpre 

I obtained your name from others associated within lhe creative industry or those who are 

already participating in the project. I hope lO work with a range of photog raphers in various areas 

of photographic pracuce such as Documentary. Commercial. Wedding and Portraitu re. Fine Arts 

and so on. 

W dt I w L K F o Yo 

To be interviewed by the researcher on issues relating to the research wp1c. (Interview questions 

will be given to the part1c1pants prior to the interview). 

p 

Wayne Barrar 

Esther Bunning 

Rachael Hale 

Ian Robertson 

Jono Rotman 

s 



Use of rforr1at1on 

The information wi ll be used for the completion of the research top ic. This includes: 

• Discussions with supervisor 

• Peer feedback and analysis 

• Final presentation of findings in the form of a theSIS 

• Possible use 111 a final research exhibition 

• Personal promotion for the researcher 

I am interested in the possibility of exhibiting and publicauon. If either of these were to arise. I 

will seek further consent from you. 

Once the information 1s obtained it will be held securely by myself for discussions with the 

supervisor until the compleuon and release of the Masters thesis. 

d A 

This will be maintained throughout the research process until the completion of the research 

and publication of the thes is. An agreemem !see example of Phorograph1c Prawce Agreemenr 

attachedl will be signed to this effect. 

Corrp et o of P 01ect 

I wi ll hold all information unless the photographer expresses an alternative method: these 

methods are mentioned in Hand/mg of Data. 



Tak ng Part in t.,e Study 

If you take part in the study. you have the right to: 

• Refuse to answer any particular question. and to withdraw from the study at any time. 

• Ask any further questions about the study that occur during your participation. 

• Prov ide information on the understanding that it will remain confidential to the researcher. 

The information regarding the participant. or their work. wi ll not be released until the 

completion and publication of the thesis. 

• Be given access to a summary of the findings from the study when it is concluded. 

0 . 

Confidential information wi l l be handled 1n a way that protects the confidentiality and 

anonymity of the participant and ensures the safe cusrody of the data. Where research involves 

the use of either video or audio recording. special attention will be taken to protect 

confidentiality and security of data. A conf1dent1al1ty agreement will be signed between the 

researcher. supervisor and the participant. This will be mai ntained unnl the completion and final 

presentation of the research. 

Clear ind1cauon will be given regarding procedures for reviewing audio or videotapes and or 

transcripts. and the ownership of the data. 1nclud1ng their d isposal. 11 requested. at the 

complet ion of the study. These opuons include: 

• The participants retaining the tape(sl 

• Consent to their storage in a research archive. Storage will be accessible by the researcher 

only for the purpose of the original research 

• Alternatively. storage for the purposes of prosperity and general research which might 

involve transfer to a public reposirory. (In this case a suitab le release form negotiated with 

the participant that clari fi es the cond1t1on of access will be obtained). 

The researcher is aware that there is an ethical dimension to the formu lation and publication of 

resu lts and the researcher will remain sensitive to these issues. The findings will be conveyed in 

a comprehensible form to those who participated in the research. 
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Appendix C: Research Agreement 

·· --~· 181 Massey University 
~ COLLEGE OF DESIGN, FINE ARTS AND MUSIC 

Photographic P a_t1c 

A,.. Expto•at1oi- into the Work1"g rv1ethods o• F ve "Jew Leatand 

Pliotog•aphers Agree11e t 

have had the details of the study expla ined to me. My questions have been answered to my 

satisfaction. and I understand that I may ask further questions at any time. 

I understand I have the right to withdraw from the study at any time and to decline to answer 

any particu lar questions. 

I agree to provide information to the researcher on the understanding that my name will not be 

used without my permiss ion. (The informarion will be used only for rhis research and 

publications arising from this research project/. 

I agree/ do not agree to the interview being audio taped . 

I agree/ do not agree to the interview being video taped . 

I also understand that I have the right to ask for the audiotape videotape to be turned off at any 

time during the interview. 

I agree to participate in this study under the conditions set out below: 

Signed : 

Name: 

Date: ... 

Signed: 

Name: 

Date: 

Signed: 

Name: 

Date: 

Confidentiality and anonymity is maintained and there is no disclosure of the research 

other than the minimum requirement until the completion of the research. 

A copy of the research project and al l images taken of my stud io. my work and myself 

are shown to me for approval before release. 

................................... (Research part1c1pant) 

......... .. ...... .. (Researcher) 

.(Supervisor) 



Appendix D: Interview Questions - Stage One 

Introduction 

I am interested in the idea of creative communication and the process involved in establishing 

an idea, where ideas come from, how they are developed into a final piece of work and how they 

are communicated to a viewer. I would like to ask you specific questions about the things that 

you do when producing a piece of work. 

1.1 o Ge1eral Ove'V ew 

Before I ask any specific questions I want to gain an overview of the type of work that you do? 

1.1.1 How would you define your area of photography? For examp le Documentary. 

Commercia l. Wedding and Portra iture etc. or a combination of these7 

1.1 .2 How and why did you become involved in photography7 

1.1.3 Why do you thi nk you have stayed with photography7 

1.1.4 Are there any part icular recurring themes in your work. conceptua lly and techn ica l ly7 

1.1 .5 Do you have a part icu lar photographic style. and if so can you describe its main 

features? 

1.1 .6 How has it changed over the years7 

1 2 0 fXDNIE'1Ce d1d lnt .... 1t1on 

A combination of experience and intuition is considered an important aspect of creativity. 

1.2. 1 What do you think about this? 

1.2.2 How much do you th ink your work is influenced by experi ence7 

1. 2.3 How much do you th ink your work is influenced by intuit ion? 
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1.3.0 Motivation 

1.3.1 What motivates you to produce photographic works7 

1.3.2 How do you think your own motivation relates to your success7 

1.4.0 Stages of tt"te Process 1"1t1dl Concept 

Throughout history there exists references of creativity through "sudden insight' ... 

1.4.1 Do your ideas come through sudden insight7 

1.4.2 Where do your initial ideas come from 7 

Using a particular piece of work as an example can you please describe the work and who it was 

for. 

1.4.3 The work and who was it for7 

1-4-4 What the main ideas/ concepts involved in this piece of work7 

1.4.5 How this idea concept was developed7 

1.4.6 How you know that the idea or concept may resolve into a final result7 

1-4.7 What factors may lead to an idea or concept being discarded7 

1-4.8 The relationship between the idea/ concept and the medium and methods that you use. 

and its relationship to the final work7 

1-4.9 How long did it take to develop this initial idea/ concept into a final piece of work? 

1.5.0 Stages of the Process - Information Gathering 

1.5.1 Do you gather information when undertaking a new piece of work7 

1.5.2 What kind of information do you gather7 
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1.5.3 What methods or procedures do you have for gathering information? 

1.5-4 What do you do with this information? 

1.5.5 Do you use the specia li st skills of others as part of your process7 If so who. and why? 

1.6.0 Stages of the Process - Deve.op1ng the Idea 

1.6.1 What are some of the techniques or methods that you do to develop the work7 

1.6.2 Do you know what needs to be done when you start, and are you aware of any 

problems/ issues that you want to address 7 

1.6.3 Does the work change over time. and if so why and how? 

1.6-4 How do you go about making decisions within the work. such as decisions that change 

the development direction 7 

1.6 5 Do you find that you are constant ly defining and re-defin ing the idea / concept7 

1.6.6 Wh en the work is completed what happens next 7 

1.6-7 How does your visualisation of an idea ' concept change over time? 

1.6.8 How and why do you decide when a work is fi nished? 

1.6.9 Is the idea/ concept ever finished and / or are you content with the final resu lt? 

1.6.10 How important is emotion and / or intellect in your work? 

1.6.11 Which of these is most important to you? 

1.6.12 How do you go about this defin ing / re-defining process7 

1.6.13 Do diffi cu lt ies arise, and if so how are they resolved? 

1.6.14 Do you do commercial or comm iss ioned work, and if so does your process for th is work 

differ from your persona l work? 



1.7.0 Stages of the Process - Timeframe 

1-7-1 How long wou ld you estimate it would take you to comp lete a piece of work? 

1-7- 2 Do you have set t ime limits for comp let in g work. for examp le. work comp leted for 

clients? 

1-7-3 Does this effect the way the work is developed 7 

1-7-4 How does the tim eframe for commercial/commiss ioned work differ. and how does this 

effect the work 7 

1.8 o Creat v1ty aric tre Creative Procec;c; 

1.8.1 Do you consider yourself as being creative? 

1.8.2 Do you think that there is any ta lent necessary to do what you do7 

1 9 o Wo'k1ng E:nvirorme1~ 

1.9.1 Can you te ll me about your working space7 

1.9 .2 Can you te ll me how you organise your env ironment. stud io. office or working space 

before. during and after you conduct a piece of work. 

1.9.3 How might this working space. and the way you organise it. influence the development 

of the work? 

1.10.0 Communication Through Your Work 

1.10.1 Is creat ivi ty an important part of communicat ion, 

1.10.2 Do you consider yourse lf to be a communicato r< 

1.10.3 Are you always trying to communicate ideas through your work7 

1.10-4 If so, what is it that motivates you to want to communicate ideas through your work? 
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1.10 .5 Wh at is your preferred commun ication processes - ie. Exhibitions. books. magazine 

pub li cations. for your work7 

1.10.6 How do you set about determining / interpreting client demands or ideas7 

1.10-7 Wh at "new" output devices do you use to aid in your communicat ion for example 

digital imaging. via e-mail and web-sites7 

1.10.8 Do you deal with any externa l influences when doing persona l work such as a designer 

for a book or pub l ication. or a curator for an exhibition7 

1.10.9 Does thi s al ter the communicat ion of the work7 If so how and why7 

1.10.10 How do you fee l about giving up contro l to des igners and clients where the 

communication of your work may be changed and altered7 

1.10.11 Do you have work in image librari es? 

1.10.1 2 How do you feel about your work being used in situat ions out of your contro l7 

1.10.13 How do you think you are commun icating through your work 7 

1.10.14 Do you consider the audience viewer as you are producing the work7 

1.10.15 Do you think the viewer understands the ideas you are communicating7 

111.0 Si..mlT'arv 

1.11.1 Is there anything e lse that you would like to mention7 
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2 3 o Photographic Practice 

2.3-1 Can you describe your dai ly rout ine7 

2.3.2 How does this affect your photographic practice7 

2.3.3 Incubation is a period of "idleness .. where thoughts simmer in the unconscious. Does 

this happen to you7 If so. where and when7 

2.3-4 If you are stuck for ideas do you re-visit these places7 

2.3.5 What do you do once you gain these ideas7 

2.3.6 Does being busy affect your process when undertaking work7 If so how and why7 

2.3-7 How does income/ finances influence your approach to photographic works7 

2.3.8 What do you consider are the most important factors that led to your success7 

2.3.9 To what extent has luck played a role in your success7 

2-4.1 What has changed in your life during the years you have been doing photography that 

has altered your approach and or methods7 

2-4 2 What current goa ls do you have both creatively and personally? 

2-4.3 What is the most important challenge that you are facing at this point in t ime. both 

creatively and personally7 
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2.5.0 Individual questions 

Rachael Hale 

2.5.1 You have photographed subjects other than animals I show pictures [. Do you still do 

this? Why7 

2.5.2 How does. or did. your approach ro these subjects differs from photographing animals7 

2.5.3 Is the style. or themes of these works differ ro those of the animals7 

2 5 4 Do you enjoy photograph ing these subjects as we ll7 

Ian Robertson 

2.5.1 Describe in more detail the purpose of your ··inspiration·· file and how and why it came 

about7 

2.5.2 You often produce your prints in tile darkroom. how does this alter your process7 

Esther Bunning 

2.5.1 Why have you decided to work from such a secluded location? 

2.5.2 Does your working environment, and your seclus ion effect your process? 

2.5.3 How ohen to do you travel into the city7 

2.5 -4 How does this alter your process7 
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Jono Rotman 

2.5.1 You ment ioned "darkness" as one often reoccurr ing themes present in your work. Do 

you think that a cl ient approaches you to undertake photographic works because of this 

style. such as The Women's Refuge image !show imagel 7 

Wayne Barrar 

2.5.1 You often produce your work in the darkroom. how does this alter you process7 

2.5 .2 Wh en printing your work you often produce large photographic prints. why7 

2.5.3 Does th is affect your process7 

2.5-4 How does work ing wi thi n a creative in stitut ion such as Massey University affect your 

process7 

2.5.5 How does this aid in your success7 

2.5.6 Where are some of the locations that your current work explores? 

2.5-7 What too ls and approaches do you take/ have when going to these locations7 

2.5.8 How does th is affect you process? 
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Appendix G: Thank-you Letter 

Frankie Rou se 

  

 

 

 

 

 

11 July 2003 

(Partic ipant"s Detai ls) 

Dear (Participant"s Name) 

Thank you so much for your time and support in partic ipa ing in th is research project. 

I am tru ly gratefu l for the time you set aside for me on mate). I realise your time is va luable. The 

information that I rece ived from you was extremely valuab le and has aided in the development 

of my research direction and knowledge base. 

Please except th is sma ll token of my appreciation. 

Once again thank you so much and I hope that our paths may cross again soon. 

Tha nk you. 

Frankie Rouse 
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Appendix H: Stage Two Letter to Participants 

Frankie Rouse 

  

 

 

 

 

 

16 July 2003 

(Participant's Deta ils) 

Dear (Participant's Name) 

Photographic practice : An exploration into t he photog raphic practice of five New Zealand 

photographers (Stage Two - Photog raphy) 

Thank you so much for your help in stage one of my research project. 

I want to expand on these ideas by undertaking a visual research approach in the form of 

photography. 

Included is an in format ion sheet (stage two). Please read th is informat ion and if you have any 

ques tions please contact me at the above details. or alternat ive ly my superv isor Tony Whi ncup 

at A.N.Whincup@massey.ac.nz. 

Once again thank you very much. 

Frankie Ro use 









Appendix J: Permission to Use Photographs Letter 

Frank ie Rouse 

 

 

 

7 October 2003 

(Part icipant's Deta ils) 

Dear (Participant's Name) 

Permission to use photographs 

Enclosed are co lour laser copies of the photographs taken and selected for inclusion into my 

research thesis. 

Also enclosed are consent forms. Please complete and return these forms in the stamped 

addressed envelope provided by the end of October. 

Extra consent forms have also been included. These are to be signed by any other people that 

appear in the photographs. 

If there are any photographs that you want removed please let me know as soon as possib le. 

If you have any questions please contact me at the above derails. alternatively e-mail me at 

 

Thank you. 

Frankie Rouse 
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Appendix K: Permission to use Photographs Consent Form 

M .. ... 

-4,,... Massey University 
COLLEGE OF DESIGN, FINE ARTS AND MUSIC 

Perrri,ss on to ..ise ::irotographc; 

Name: 

Address: 

Telephone Home: 

Work: 

Mobile: 

E-mail: 

I perm it the photographer/ researcher to use and publish the photographs mentioned be low fo r 

the usage and timeframe outli ned be low. 

Research \ 

Editor ial \ 

Portfo lio / Self-promotion \ 

Web-s ite \ 

Publicat ion 'v 

Exhi bition \ 

Signature __________ _ 

Date ____________ _ 

~A 

Regiona l 

ew Zealand 

Country 

Worldwide 

PERIOD 0~ U'iE 

1 year 

2 Yea rs 

In Perpetu ity 

Other 

A 

Specify: 

Specify : 

\ 

\ 

Specify: 

SHOOT DETAILS (FOR RESEARCHER) 

Shoot Date: 

Description of Shoot: 





Appendix M: Permission to Reproduce Photograph ic Works Consent Form 

Massey University 
COLLEGE OF DESIGN, FINE ARTS AND MUSIC 

Permission to reproduce photographic works 

Name: 

Address: 

Telephone Home: 

Work: 

Mobile: 

E-mai l: 

I give permission to the researcher. Frankie Rouse. to reproduce and publish my photographic 

works for inclusion into the research project Photographic Practice: An exploration iMo the 

phorographic praclice of five New Zealand phorographers. 

Signature ____________ _ 

Date _ _____________ _ 
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