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Finnish Line

For this final, Finnish issue of Raw View, founder and 

creative director Hannamari Shakya invited diverse 

thinkers to have a transatlantic conversation about 

Finnish photography: Cheryl Newman (UK), Donald 

Weber (Netherlands), and Kerry Manders (Canada). 

Managing editors Kaisu Tervonen and Tiina Kirkas 

posed some questions for the trio.  

Manders moderated the discussion. It has been edited 

for length and clarity.
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CN: For many years, I was the photo director 

of Telegraph Magazine, a once fine newspaper 

supplement. Since leaving a couple of years ago, I 

am curating and making my own work. Right now, I’m working on a massive project 

for an exhibition and book on agroecology; fifty photographers from around the 

globe are documenting the lives of small family and peasant farmers. What’s 

exciting is that it’s a cause I feel passionate about and provides a platform for me to 

work with some old friends and exciting emerging photographers around the world.

I’m also a Fine Arts graduate, currently studying for my Master’s in photographic 

arts in London. Being back at school after a very long time is a curious experience; 

it makes me examine both the history and the theoretical side of the arts. I’m re-

immersed in my own photographic practice. All of which is very stimulating.

Professionally, I have worked across genres from documentary to fashion. 

Additionally, I’m the curatorial director of PondyPHOTO, a public art photography 

festival in Pondicherry, a small coastal town in South India. We’re working on 

the 2019 festival, for which the theme is WOMAN. Using the power of art and 

storytelling, some of the works will highlight positive aspects of women’s 

experience, while others will examine more difficult social issues.

DW: I am a photographer. I teach at the Royal Academy of Art in the Netherlands. But 

my journey has been rather circuitous. As a boy, there was nothing I wanted more 

than to be a photojournalist. I devoured any and all newsmagazines, fascinated by 

the pictures. I had the “benefit” of growing up in the ’80s—being able to witness the 

collapse of communism, the explosion of Chernobyl, refugees fleeing East Germany, 

the fall of the Berlin wall, the execution of the Ceausescus, Boris Yeltsin on top 

of a tank in 1991. I believed the photographers covering these events must live a 

romantic life, globetrotting in faraway places I could barely pronounce. They were 

swashbuckling heroes in leather jackets. I wanted a leather jacket, too. 

However, I met a roadblock. My high school photography teacher said, “You 

suck as a photographer. I recommend you apply elsewhere than photography 

school.” So I ended up at art school, and became deeply fascinated by architecture. 

My first job after graduation was in Rem Koolhaas’ offices in the Netherlands. I 

stayed for a few years, but it felt empty; I was behind a desk, more concerned with 

office politics than being in the world. So I bought a camera from a friend, and it all 

came back: the desire, the electricity, and the drive to wander the streets. I wanted 

to become a photojournalist again.

Tell us about yourself, about your 

history in the photography industry. 
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Initially, I freelanced in Toronto for a number of years and then worked my way 

outward across the country and the world. On one of my assignments, I was in 

Kiev in December 2004, at the height of the Orange Revolution. It was there that 

I realized my photographs were useless: just constituent bits of the daily effluvia 

released into the world by all the other photographers too. Why was I there, what 

was I adding to this incredible story? 

One night Vova, a Ukrainian man, tapped me on the shoulder and said, “If 

you want to really understand what’s happening in Ukraine, you need to go east.” 

That moment changed my life and my photography. Vova showed me a completely 

different view of the world, of ordinary people who had endured much and 

survived everything. I began to see the modern state as a primitive and bloody 

sacrificial rite of unnamed power. I also understood the personal stake one has 

in storytelling, and that photojournalism’s objective ideals are a fallacy. 

KM: Cheryl and Don both have long histories in the photography world; 

comparatively, I’m at the beginning of mine. My background is in English 

Literature—BA, MA, and almost PhD. I abandoned my dissertation in the midst 

of writing a chapter on early twentieth-century photographer and writer Claude 

Cahun. Long story short: in 2014, I found myself at the same dinner table as James 

Estrin, editor of the New York Times’ LensBlog. We chatted, he asked me about 

my work and, later, invited me to pitch a Cahun story. I did, it was published on 

LensBlog, and that marks the real beginning of my photography writing. 

When I published the NYT piece, suddenly people from around the world were 

reading my words and even writing to me about them. My academic publications 

and conference papers were, necessarily, so specialized. The writing was for a 

small audience and highly theoretical, philosophical. Through that single NYT 

piece, I learned I loved writing for a wider audience. It was clear that I needed to 

make the move away from academic writing. I’ve been writing about photography 

ever since, for all sorts of publications—including Raw View.

Of course and unsurprisingly, I also decided that I didn’t want only to write 

about photography; I wanted try my hand (and eye) at it, too. So I’m at the 

beginning of that path as well. I’m learning the technical aspects of my camera, 

figuring out what stories I want to tell and how.    

CN: I admire rich storytelling that is perhaps poetic 

and a little abstract. I love work that’s provocative and 

unexpected. Photographs that you have to work with, 

and within.

What do you appreciate in 

a photo, or in photography 

more generally, right now?

DW: I am not interested in a particular visual style, but I look for what would work 

best for the story. Story first! I appreciate deep, complex, nearly gigantic, ambitious, 

storytelling, say along the lines of 2001: A Space Odyssey or Moby Dick. What’s the 

photographic equivalent of those? I love audacity and photographers who are 

able to keep things “fleshy”--deeply human stories with texture, smell, and sound. 

I want to care about something because the photographer cares.

KM: I can get on board with almost any style of image (documentary or conceptual 

or whatever) when it’s done well. I want a series or a single image to be evocative, 

to be ripe for close reading, and to elicit wonder. I want it to challenge or to stretch 

my understanding rather than to confirm what I (think I) know.

Like Don, I love complex, ambitious storytelling, but perhaps along different 

lines: I’d go for a Virginia Woolf or a Nella Larsen rather than the deeply 

masculinist quest narratives of Kubrick and Melville which are, frankly, chock-

full of phallic imagery. In my choice of authors, I mirror Cheryl’s appreciation of 

the poetic and the abstract.

DW: Hmmm. Yes, Melville and Kubrick are certainly of a certain “masculine” 

vintage, but to reduce these compelling stories down to a phallus is a little 

reductive! I do not participate in these stories because of their masculinity, but 

because of their deep, complex, impeccably serious-minded quest to tell a story. 

Arthur C. Clarke, in his comment on the film he helped create, said: "If you 

understand 2001 completely, we failed. We wanted to raise far more questions 

than we answered.” That, to me, is the spirit in which photographers should chase 

down stories. 

KM: But I didn’t reduce those narratives down to the phallus: I noted that the 

quest narratives are full of phallic imagery—that’s a different assertion! Those 

stories raise many questions, for sure: some of those questions involve their highly 

gendered imagery, their reification of gendered norms and patriarchal privilege. 

But where we agree in our citations of Kubrick/Clarke, Melville, Woolf, Larsen is 

in what you call their “deep, complex, impeccably serious-minded quest to tell 

a story.” We can celebrate the fact that they all raise more questions than they 

answer.

I also wanted to say that I’m always on the lookout for compelling collaborative 

work—between photographers or between photographers and other artists 

(especially writers!). I think collaborative work is underrepresented and 

undervalued. 

FINNISH LINE
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CN: I am not an expert in photography 

from Finland, although of course I 

am familiar with the Helsinki School 

through Gallery Taik Persons and 

therefore with some of the artists: Elina Brotherus and Tiina Itkonen. 

Nelli Palomäki’s beautiful black and white portraits of siblings really 

resonate with me. I am very interested in the relationship Nelli has with what seem 

to be the memories she takes away with from a shoot; it’s a novel consideration of 

her subjects. Personal, very moving and immensely powerful.

DW: Well, for me, land plays an important role. We forget how important 

landscape is to our psyche. I live in the Netherlands now, and I’m attuned to the 

way the land is planned, designed, circumscribed, delineated and perpetually 

treated as a precious object, in the sense that nature becomes closer to how 

we as humans want it to be rather than how it should be. Coming from Canada, 

whenever I fly into Schipol airport in Amsterdam, I miss the sort of wild abandon 

that the Canadian landscape has, where things are slightly messy, spilling over, 

and a little bit feral. Canadian geography is so vast and monumental that it would 

be impossible to treat it as the Dutch treat theirs. And when you look at art, these 

sensibilities are played out: I’m thinking of the Dutch Masters, of Jeff Wall.   

In these Finnish images, I notice that there is a subconscious connection 

between photographer and their homeland, the wild sensibility of living in a 

place that is further North than it should be, the slightly dreadful feelings an 

unexplored forest can unleash upon your sensibility.  

KM: I hear Don’s point that specific landscape is important. Cultural and political 

context matters. At the same time, not all of the projects are about Finland, and so 

we see photographers who happen to be Finnish telling stories about all sorts of 

things. I feel that much of the work here seems to transcend geographical borders.

I’m deeply interested in when, how, and why issues and concerns transcend 

otherwise hard-lined territories. Borders are, for the most part, artificial and 

nebulous yet their effects are very, very real. Photography that operates outside, 

and beyond, human marks on the map is thrilling.

I keep coming back to the title of Helen Korpak’s series—Everything 

Everywhere—as I think about photography generally and grapple with Finnish 

photography specifically. Korpak says that her work examines “the absurdity 

of everyday life,” her “ambivalent relationship” with her homeland and her 

Did you have an idea of Finnish photography 

before looking at this issue? Did you recognize

any of the photographers? What do you think 

of contemporary Finnish photography after 

seeing these images? 

CN: I found much of the work moody, 

reflective and serious. There isn’t much 

comedy on show here, which is fine by me. I 

am rather drawn to the darker side of storytelling, so I was moved by Marleena 

Liikkanen’s disturbing series addressing her mother’s attempted suicide. 

Liikkanen’s story is told through different verses, mixing family photographs with 

still-lifes and haunting, dark images of the woods at night. The accompanying text 

was very moving: “Mother was the Sun and I was the Moon. Together we were the 

world and the universe, the forests, the lands, the waters, and the space.” 

Home and sense of place were recurring themes. Sanna Krook’s decision 

to make Kaukovainio—a suburb with social problems—the protagonist in her 

visual drama is clever. On the one hand, Krook’s photos deal with drug abuse and 

unemployment and, on the other, they show that this place is also home for many 

people. They provide a human face to these commonly imaged social concerns. 

KM: Thinking about trends and tendencies in the work overall, I think about 

tension, the different ways the stories show the intensity of tension—between the 

local and the global, home and away, here and there, urban and rural, personal 

and political, life and death. The artists tend towards the both/and rather than 

the either/or of these complicated dichotomies.

There are other recurring themes: familial relationships and legacies (and 

lack thereof), the effects of poverty and unemployment, the questions of who 

am I and where do I belong.

DW: Amidst rampant globalization, I wonder how and where local, or regional, 

sensibilities still thrive. We can see everything at anytime. Fashion and trends 

travel much more widely than ever before. With the proliferation of prizes, 

contests, etc., photographers tend to defer to these institutions instead of perhaps 

striking out on their own and finding bravery in truly answering the story.

Going back to my previous comment about landscape, even though these 

images are not landscape per se, I truly believe that land and nature play a 

FINNISH LINE

What similarities, trends, or tendencies 

did you see in the images?  

“interest in globalisation.” Christian Langenskiöld says that “being human can 

be confusing and scary” and that life is “unpredictable and impermanent.” Look 

at his photos of the fallout shelter: they are devoid of human subjects, save the 

(I assume) tour guide. The shelter could be anywhere and everyone is subject to 

nuclear disaster. These are just a few examples that exemplify my feeling that 

“everything” is “everywhere.” At the same time, I loathe generalizations! I find 

myself in a quandary.
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huge role in our national identities. Photography is an internal, personal form of 

expression but not impervious to the influence of national identity. Sensibilities 

bleed through. So quiet moments, moments of glistening light (in the North, dark 

winters and bright summers), are infusion into the psyche. When we go to press 

the shutter, so much is already burned into our being.

CN: Many of the stories looked at the Finnish psyche though 

personal life stories which were fascinating and honest. I 

think there are human conditions that are universal, differing 

only superficially.  

DW: I noticed a concern for the environment and perhaps, subliminally, that 

climate change is of consideration. I noticed family: families that question a 

Finnish identity or the use of family as a way to question identity to begin with. 

What makes one Finnish? What does Finland stand for? Where will Finland be 

in the future, and what will “Finnish” really mean? The stories with refugees 

obviously play a part in this, but I also noticed quite a few stories featuring 

couples, siblings, families: that could be a subconscious act of being nervous 

about future identity.

KM: Cheryl’s idea that there are some things that are “universal” reminds me of 

something American novelist Willa Cather wrote: "There are only two or three 

human stories, and they go on repeating themselves as fiercely as if they had 

never happened before." I think about this often. We’ve pointed to a few of the 

grand narratives with which these projects grapple: identity, home, family, land. 

The personal is the societal (and vice versa) in many of these stories. The stories 

might not be new, but, informed by both the “Finnish psyche” (Cheryl) and the 

“Finnish landscape” (Don), it’s “as if they had never happened before.”

CN: I work at a photo school in Oslo, 

Norway and I expected a love of nature to 

be reflected in the work. It’s a theme that 

seems to run though Scandinavian practice 

and I think it is more relevant now, globally, than ever before. Photographers 

and artists need to use their work to raise awareness of environmental issues 

such as sustainability, global warming, agroecology, and the Anthropocene. 

Call me naïve, but I still believe that photography and art can change people’s 

perception of important issues.

How does Finnish photography relate 

to the contemporary photography 

on the whole?

How do these series

portray personal 

and/or societal issues?

Finnish photography is historically rich and, I find, steeped in nature. It’s 

profoundly thoughtful work and, in many cases, poetic. There is humanity, a 

relationship to tradition and an ethical feel to the work.

DW: Well, isn’t there the Helsinki School? Generally, I cannot subscribe to the 

creation of institutional identity through style. Every photographer should 

have the sensitivity and freedom to pursue their own methods. Photography 

is a process and when the processed is allowed to develop there are unknown 

discoveries to be made.

But, I do notice trends here, of course. Quiet, still portraits mixed with 

beautiful, sullen landscapes. Typologies hinting at a more conceptual approach. 

One thing I did not see was the Christian Patterson Effect. This effect is one 

where documents, archival materials, and images with seeming redundancy all 

collaborate to tell a narrative, usually involving some kind of past mystery.

There will always be photobooks or bodies of work that exert enormous 

influence in their wake. Think the Afronauts Effect (Cristina de Middel), think 

the Alec Soth Effect. Certain artists end up having outsize influence that makes 

photographers presume that these are the accepted norms of photography, thus 

rendering themselves redundant in the process. Yes, I am being facetious: but 

there is a danger when photographers follow trends rather than cultivating their 

own voices.  

Here, I noticed a more “fleshy” approach to photography, but I also found it 

very feminine. Perhaps I stereotype here, wading into dangerous territory, but a 

lot of the work has a dreamy, ethereal, very real feeling towards it. It’s more about 

empathy than consternation.

KM: [Googles ‘What is Helsinki School?’]. Did I mention I’m the new kid on the 

block here?! Riffing on Cheryl and Don’s thoughts: I agree with Cheryl about the 

importance of the socially, politically engaged nature of a lot of the work we’re 

seeing here. I think on some level we can all agree that photography, that art, 

can—does—change the world; I don’t think that we’d be participating in this 

conversation if we didn’t believe, albeit in different ways, in photography’s power.

I’m inclined to connect Cheryl and Don’s observations here. Cheryl has 

repeatedly referred to the Finnish work as “poetic.” Can we flesh out what that 

means? I don’t think Don was equating the “fleshy” with the feminine, but it’s 

hard not to make that association. Why? Is the poetic fleshy? Is it of the body? Is 

the body necessarily feminine? And when we say poetic, what do we mean? That 

there’s more nuance, or more ambiguity? Must the reader or spectator necessarily 
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be more engaged? Don says that a lot of the work “has a dreamy, ethereal, 

very real feeling towards it.” Perhaps that’s what Cheryl is getting at when 

she describes the work as “poetic”? These pictures have us asking the same 

questions that currently shape contemporary photography more generally.  

CN: Oh gosh, that’s a toughie, 

isn’t it [screams]?! I loved Antti 

Vettenranta’s visually poetic and 

melancholic series, 12:34, reflecting 

upon his own divorce, his parents’ divorce, and the aftermath of divorce. The 

mix of black and white, the mystery of many of the images, the mix of the 

romantic and the curious really worked for me. 

The image that is indelibly burnt onto my mind’s eye is Nelli Palomäki’s 

portrait “Isabel and Josefin,”, twin girls (or possibly sisters) in sweater and 

cardigan with linked arms. It is moving and challenging and it disturbs me—I 

enjoy that. 

Joel Karppanen’s tiny communities in Finnish Pastoral are fascinating and 

very unsettling for me as I always crave the urban environment. I would like to 

see more of this work. 

DW: I am not going to pick an image, but let’s see: series-wise, I think Nelli 

Palomäki’s Shared—about the siblings—is solid. It’s nothing groundbreaking 

photographically, but I know what it’s like to have siblings. Sometimes I terribly 

hate them and most of the time I terribly love them. I love the small gestures 

that make siblings so comfortable with each other; it really is genuine love that 

is expressed, comfort with each other regardless of age.

Antti Vettenranta’s 12:34 seems to me to express a Finnish character. I have 

never been to Finland, but I always imagine something slightly demented … in a 

good way … in terms of the wild of the land, the giant Russian standing on your 

head … a nation that is demented in its geographic traps and stuck with a big, 

bossy, bastard neighbour. Kind of like Canada. 

KM: Favourite image? Well, we have critical consensus here about Vettenranta’s 

work! I have to go with his black and white photograph of his child’s extended 

hands in 12:34. I had been thinking that those were young hands reaching up 

to, into, the sky, and wondered what effect I was seeing in the air: snow? Or 

were those streaks (for lack of a better term) a lighting effect of some kind? 

That I didn’t know precisely what I was seeing was—is—part of the appeal of 

the image for me. I think I saw something hopeful in it—the promise of youth. 

Which series were your favourites and why? 

If you could pick just one image, which 

one would it be, and why?

I see so many devastating images on a daily basis—so many economic, political, 

ecological crises in the world. And in a world that produces people like Trump, 

people like Harvey Weinstein, sometimes I need to take a beat. To breathe. To 

look at other stories.

It turns out that I was misreading the photo. Those hands aren’t reaching 

up to the sky. The photographer is standing over his son who is lying down on 

a pier, reaching out and over a body of water. The trees are reflections and the 

white streaks are splashes of running water. I love this reminder that misreading 

is endemic to any attempt to read. 

Other favourites? I liked Janne Körkkö’s Take Me Home, which makes me ask: 

to whom is that imperative addressed? What and where is home? So many, many 

shades of blue. That Nordic hue. I think of the blue and white of the Finnish flag, 

the blue and white of snow and ice (outdoors and in hockey rinks), the potential 

psychological blueness of the long, dark days of Finnish winter. 

There’s also something really striking about Marleena Liikkanen’s Mar(jahe)

leena … the ways in which we are always both a part of and apart from our mothers. 

This series is hauntingly beautiful. My dissertation work was all about discourses 

of memory and mourning, so I’m attuned to these themes in photographic work.    

FINNISH LINE

CN: I’m ashamed to say that I’ve never visited 

Finland, which is something I must rectify 

immediately! I didn’t really have a stereotype 

in mind, so I feel that I have gotten to see some 

intimate aspects of Finnish life. With so much globalization, this really highlights 

for me that the work these Finnish photographers are creating is rich, special, 

and diverse.

DW: Maybe they strengthen the stereotypes? But I also think that editors have a 

huge hand in guiding things.

KM: This issue isn’t the definitive or the only take on Finland. It’s a snapshot, if 

you’ll pardon the pun; it’s a sliver, a slice. And it’s fascinating that Hannamari 

asked three people who have never been to Finland to have this conversation 

about Finnish photography! 

Where is the sauna story?! Where are the Nordic skiers?! Where is the Finnish 

National Hockey Team that beat our Canadians 4-0 during round robin play at 

the 2016 World Championship?! This final issue undoes any stereotypical images 

that lingered in my mind about the Finnish. It’s a compelling reminder that, if 

you really take the time to look, stereotypes dissipate with prolonged attention.

Did the photos alter the way you 

think of Finland? Did they strengthen

 stereotypes or shake them?
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ANTTI AHTILUOTO
Antti Ahtiluoto (b. 1978) is a Helsinki-based photographer 

working in both documentary and commercial fields. Ahti-

luoto uses photography to reflect on the world surround-

ing him. Exhibited in Helsinki and Lahti, The Conscripts is a 

study of Finnish manhood and a portrayal of post-nation-

al identity. The project is published as an artist-editioned 

book in collaboration with designer Marja Tikka and re-

searcher Anders Ahlbäck.

SARA HORNIG
Sara Hornig (b. 1984) is a photographer and a social work-

er. She examines themes hidden within everyday realism, 

as well as the significance of communication, sharing, and 

being an outsider. Her two professions, in balance, feed one 

another: both photography and social work allow closeness 

with people. Hornig is a graduate of the Lahti Institute of 

Design. Her series Our Daily Bread was featured in the Fes-

tival of Political Photography, and the Backlight Photo Fes-

tival’s touring exhibition ‘Independence Through the Lens’.

JOEL KARPPANEN
Joel Karppanen (b. 1993) is a self-taught artist whose pho-

tographs and videos focus on topics around human envi-

ronment, common people and the urban-rural dichotomy. 

He looks for magic in the moments that most people would 

describe as ordinary. Karppanen’s work follows in the tradi-

tion of social realism and he is strongly influenced by litera-

ture and cinema. In 2017, he received the Young Hero - Jou-

ko Lehtola Foundation Award. Karppanen lives and works 

in Northern Finland. 

HELEN KORPAK
Helen Korpak (b. 1989) lives and works in Helsinki, Fin-

land and in Stockholm, Sweden. She received her Masters 

in Photography from Aalto University in 2017, and is cur-

rently working as a freelance photographer and writer. Kor-

pak started photographing at the age of 18, initially using 

the camera to create a visual diary. This expanded over the 

years into an investigation of globalization and the social 

construction of identity through dress and status symbols. 

Korpak has published two photobooks and is currently 

working on a collection of essays.

SANNA KROOK
Sanna Krook (b. 1976) lives and works in Oulu. She has a 

Masters degree in Photography. Krook is interested in the 

way photography can reveal repetition and variation. In 

particular, Krook is fascinated by people and everyday life: 

the way that as nothing seems to happen, simultaneously 

a person’s entire life can take place. The ordinary, upon 

closer inspection, can shift to the absurd. Portraits from her 

series Kaukovainio – Suburban Stories have been exhibited 

in the Oulu Museum of Art, in Tampere and Mikkeli.

JANNE KÖRKKÖ
Janne Körkkö (b. 1981) feels making images is as important 

as breathing and living. Photography can reveal the touch-

es of life and humanity. Ever socially-aware, Körkkö strives 

to make difficult topics approachable. Körkkö’s work about 

the effects of Ebola in Sierra Leone was included in the 2016 

European Photography 100 Book.

CHRISTIAN LANGENSKIÖLD
Christian Langenskiöld (b. 1978) lives and works in Hel-

sinki and is studying for his Masters degree at the Helsinki 

Academy of Fine Arts. He uses photography to investigate 

topics relating to philosophy and the science of the mind. 

In particular, Langenskiöld is focusing on how as humans 

we feel we are independent actors that behave according to 

our free will, but in reality our behavior is dictated more by 

biology and personal histories. He is interested in how the 

symptoms of this misunderstanding present themselves.

MARLEENA LIIKKANEN
Marleena Liikkanen (b. 1968) is a Kouvola-based photog-

rapher. She is interested in the layers below the surface of 

the image, the relationship between the word and the im-

age, and slow work. Liikkanen graduated as a photographer 

from the Lahti Institute of Design in 2002 and works as a 

photojournalist. Among other institutions, Liikkanen stud-

ies Fine Arts at the Saimaa University of Applied Sciences.

TUOMAS LINNA
Tuomas Linna (b. 1985) lives and works in Helsinki. His 

work, Worry, was carried out in cooperation with the Finn-

ish Child Protection Services. Among other venues, it has 

been featured at the Photographic Centre Peri in Turku, 

and the Northern Photographic Centre in Oulu. Support 

for Worry came from The Finnish Cultural Foundation, Arts 

Promotion Centre Finland, Patricia Seppälä’s Foundation, 

Oskar Öflunds Stiftelse, and Ombudsman for Children.

LORENZÖ
Lorenzö (b. 1978) lives and works in Helsinki. He is a 

co-founder of the Cahute Studio. As a child, he hated pos-

ing for photographs, until he tried a camera himself. He has 

not stopped since, exploring the creative possibilities of 

the medium. Recently, Lorenzö has leaned toward physical 

photography and honest photography.

BIOGRAPHIES

NELLI PALOMÄKI
Nelli Palomäki (b. 1981) lives in Isnäs, Finland. Her time-

less portraits of children and young people deal with our 

growth, memory, family relationships and our problematic 

way of seeing ourselves – through the mirror, through our 

mind’s eye and through photography. Palomäki’s works 

have appeared in TIME, British Journal of Photography, The 

Independent and New York Magazine. She is a graduate of 

Aalto University School of Art, Design and Architecture in 

Helsinki.

VESA RANTA
Vesa Ranta (b. 1973) lives and works in Oulu, Northern 

Finland. He graduated as a photographer from the Turku 

Arts Academy in 2001. Ranta works as a photojournalist 

and makes his own long-term documentary projects. He 

explores questions relating to humanity and identity. Ran-

ta’s two recent projects dealt with the everyday life of the 

poor, and with the rapid change of the Finnish rural areas. 

Over the next three years, Ranta is making a full-length doc-

umentary film.

VILLE RINNE
Ville Rinne (b. 1984) is a photographer from Helsinki. 

Rinne studied photojournalism at the Danish School of Me-

dia and Journalism. He graduated with a Masters in Social 

Sciences from the University of Tampere. In 2012, Rinne at-

tended the Eddie Adams Workshop, NY. He was recognized 

as Best New Photojournalist at the Finnish Press Photos 

Awards in 2016. Through his photography, Rinne studies 

new phenomena and examines details. He is currently in-

terested in aging and maturation, which he explores in his 

series Old Man’s Ass.

SANNI SAARINEN
Sanni Saarinen (b. 1979) lives in Parainen. She has a Mas-

ters degree in Cultural Anthropology from the University 

of Turku, Finland and a Masters degree in Documentary 

Photography from Efti, Centro Internacional de Fotografía 

in Madrid, Spain. In her long-term documentary projects, 

Saarinen examines different social and cultural realities. 

She has worked in Georgia with internal refugees and in 

Madrid with the Roma people. In her ongoing work about 

identity, roots and belonging, Saarinen strives toward the 

personal and the poetic.

MIKKO SUUTARINEN
Mikko Suutarinen (b. 1988) is a Helsinki-based photogra-
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