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What does it really mean to be engaged in visual methods 
and image research? While there has been an explosion of 
interest in visual culture, image studies, creative methods 
and imaging techniques over the last few decades, support 
and skills development for Postgraduate and Early Career 
Researchers remains relatively limited. Where training does 
refer to visual methodologies they are often deemed heuristic 
or supplementary, and institutional guidelines tend only to 
prompt caution. There are regulations, for example, on matters of 
copyright and ethics. What has been missing is a more creative 
and challenging ‘picture’ of the image in and as research.

Looking at Images was devised as a collaborative project, 
funded through the AHRC’s Collaborative Research Training 
Scheme during 2014. The project brought together postgraduate 
researchers from Winchester School of Art and Goldsmiths’ Media 
Department, prompting dialogue between and within the subject 
areas Art & Design and Media & Communication. Two workshop 
events were held during the year, open to researchers from 
across the UK. Workshop 1, Picturing Research / Researching 
Pictures, considered the different ‘images’ we hold of research 
itself. Participants worked together to experiment with an 
‘ecology of images’ research tool. Workshop 2, Image Research 
and its Futures, included presentations on a diverse range of 
research projects and methodologies. All participants were 
invited to expand on the debates of the workshops to submit 
individual contributions to Looking at Images: A Researcher’s 
Guide, an e-resource available at http://blog.soton.ac.uk/wsapgr/
looking-at-images/

In this publication we showcase elements from the submissions 
we received. These include references to individual research 
projects; overviews of practical methods and technologies; and 
different perspectives from practice and non-practice-based 
research both within and beyond the arts and humanities. Full-
length versions of all of the entries can be read online. There is a 
certain irony in presenting this as a ‘researcher’s guide’. We have 
no intention to offer a definitive guide for the researcher. Instead, 
we hope the project and its publications merely act as a prompt 
to continue to ‘imagine’ what image research might look like. 
We hope this publication might lead you to consider writing (and 
sharing) your own guide to image research.

Jane Birkin / Rima Chahrour / Sunil Manghani
Winchester School of Art, October 2014

LOOKING 
AT IMAGES



Visual Studies has yet to reach what we might call its ‘diagram moment’, when 
key findings can be quickly disseminated. Building on the ubiquitous diagram of 
Barthes’ second-order signification, Cultural Studies had its own ‘diagram moment’ 
with the publication of a diagram known as the ‘Circuit of Culture’.  The efficacy of 
such a diagram for both teaching and research in the field fits with contemporary 
accounts of a pictorial turn, in which images now supposedly carry the argument. 
One might ask, however, why the more visually aware field of visual studies has yet 
to produced its own ‘diagram moment’. 

A diagram, however, might be a long time coming, not least due to the spectre of 
the image. As W.J.T. Mitchell argues in numerous places, ‘image’ (at least in the 
English language) is very usefully different to ‘picture’, being the intangible to the 
tangible. Indeed, going by Mitchell’s ‘family of images’, there is no such thing as 
an image in the singular, but rather always its movement, or process of imaging. 
The ‘diagram’ here, showing an ‘ecology of images’, places the image always 
within a set of contexts. It is part of an ‘image community,’ which it works with or 
against, portrayed here with a honeycomb effect around the central image. Image 
community can be thought of in terms of genre and/or the modality of images. The 
image and its community will always be framed and mediated in specific ways. The 
square frame denotes the presence of an ‘image-system’ which can range across 
and interconnect with political, economic, technical, cultural, social, and legal 
discourses and systems. In addition, language and the body provide ways in which 
we frame, communicate, and comprehend the image. Another crucial framing of 
the image is history. Past, present, and future are plotted on the diagram to clearly 
evoke a sense of process and evolution of the image. The image itself will be 
formed of certain ‘energies’ or precedents and prior insights, which relate to the 
fact that an image community and image systems are all historically determined. 
Abundance, succession, and adaptation are also key aspects for consideration.

Of course, such a static representation of what is deemed a fluid and virtual 
account of the image is bound to fail. It is by no means our ‘diagram moment’. In 
truth, perhaps this already exists, it’s just we hardly know what to do with it. That 
diagram is Magritte’s most enigmatic portrayal of a simple pipe, the one we know 
is equally nothing of the sort. Indeed it is little wonder, of all Mitchell’s examples 
of the metapicture, La trahison des images is the metapicture – the one that most 
eloquently marks out the challenge of the image (as a plural), and not simply the 
visual. The painting, with ironic didacticism, reveals where the image is, isn’t and 
many other possibilities besides - all in one instance. 

A Diagram Showing an 
Ecology of Images

For more on the ‘Ecology of Images’ diagram as a tool for image research 
see chapter two of Sunil Manghani’s  Image Studies: Theory and Practice 
(Routledge, 2013). 
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Workshop 1 hosted Guest Speakers Marquard Smith, 
(Editor-in-Chief of Journal of Visual Culture) and  
Sunil Manghani (author of Image Studies: Theory & 
Practice) as well as Jane Birkin, Mihaela Brebenel, 
Rima Chahrour, Nina Pancheva-Kirkova, and Phaedra 
Shanbaum, who collaborated on the Working with 
Images  symposium as part of the Radical Media Forum 
(Goldsmiths College 28/02/14). Picturing Research / 
Researching Pictures was open to postgraduate and 
early career researchers working in the areas of image 
studies, visual culture, media and communications, 
and art and design. The workshop began with 
presentations on what is typically meant by image 
research and considered the different ‘images’ we 
hold of research itself.  These presentations covered a 
range of topics, including digital images, photographic 
images, invisible images, researching with images 
and the images of research itself. Following which, 
participants worked collaboratively to experiment 
with and critique the ‘ecology of images’ research 
tool. In this process participants worked in groups 
discussing images crucial to their own research areas, 
photocopying and collaging these images to present 
their own ‘ecology of images’ tool. All participants 
were invited to expand on the debates and techniques 
explored during the workshop to submit individual 
contributions for the ‘Researcher’s Guide’ e-book.

Workshop 1
Picturing Research / Researching 
Pictures
Winchester School of Art 
21 May 2014



The second workshop of the AHRC-funded Looking at 
Images project explored how we work with images 
from multiple angles, such as publishing, curation, 
artistic projects, digitization and archiving. The day 
was based around a set of presentations on a range 
of issues concerned with practice and research. 
Questions were raised about the possibilities of 
‘writing with images’, which included a presentation 
by Verina Gfader on micro interventions in and through 
the image in artistic and publishing practice. Christina 
Duffy, an imaging scientist based at the British 
Library, gave an overview of forms of visibility that 
imaging techniques currently offer researchers, both 
in and beyond the arts and humanities. Then Joanna 
Zylinska offered a critical account of experimentations 
in the production and curation of images and image-
based media, particularly through the use of open 
source and open-access. Such platforms, including 
for example Photomediations Machine, open a space 
for discussion, questions, and the sharing of new 
knowledges. A similar ethos for open debate was 
reflected in the second part of the day, when potential 
projects and strategies of looking, writing, and working 
with images were shared among the participants. 
Tentative thoughts for contributions to the e-book were 
presented, common interests were discovered, and 
ideas for collaboration emerged.   

Workshop 2
Image Research and its Futures
Goldsmiths, University of London 
19 June 2014



Taking a Systematic Approach
Artemis Alexiou attended the first workshop, Picturing Research/ Researching 
Pictures. Adopting the ‘ecology of images’ model, and based on collaboration 
during the event, she puts forward a triangulated analysis of image research. The 
full account is available online, but excerpts here offer a snapshot of the practical 
experiment Alexiou pursued using methods of triangulation.

Although originally a mathematical concept preferred by Ancient Greek astronomers 
since the 4th Century BC, triangulation has been widely used in the fields of social 
science, psychology and politics. As a methodological concept it refers to ‘the use 
of more than one approach to the investigation of a research question in order to 
enhance confidence in the ensuing findings’.

Artemis Alexiou / Manchester
Metropolitan University

In his essay Systems, David Wellbery discusses 
Niklas Luhmann’s ‘sociological systems theory’, 
how it can be used and why it is important for 
studies on communication media. He writes: 
‘no system can exist in (conceptual or real) 
independence from its environment. Systems, in 
fact, arise when they draw a boundary between 
themselves and their environment: when their 
operation establishes a limit that distinguishes 
what is proper to the system itself from the milieu 
within which the system operates.’

In a similar vein, Manghani states that ‘an 
image always exists in a set of contexts’; the 
image exists when working ‘with or against’ its 
environment. The image might share formal and/
or aesthetic properties, content and uses with 
other images, or simply work with or against 
them. This notion of an image community aligns 
with Wellbery’s explanation which affirms that 
systems arise by drawing their limitations and 
similarities in relation to other systems. 

Could it be that these systems are merely 
transdisciplinary methodological schemes that 
‘[aim] to provide a holistic and synergistic 
approach to studying an issue or a problem’? 
Whatever the case, this epigrammatic 
comparison of ideas on eco-systems 
demonstrates that these schemes are established 
models of thought across various academic 
disciplines, for they can lead to inclusive results 
that assist in a comprehensive understanding of 
our environment. However, such concepts still 
remain under-practiced by those researching 
the image, because they often prefer using 
traditionalist methodological approaches that are 
not necessarily as eco-systematic.



“
“

Artists with PhDs
In his much-expanded second edition of Artists with PhDs, James Elkins helps 
characterise some local, national, and regional ‘flavours’ of the art practice PhD in 
different parts of the world. Over the next ten or twenty years, he suggests, ‘these 
“flavours” will intensify, and the degree will become more diverse and interesting’. 
His survey is based upon visits to a wide range of institutions offering studio-art 
PhDs, and includes evidence from programs in China, Japan, Singapore, South 
Africa, Ghana, Portugal, and Uganda. The full article is available as part of the 
Looking at Images e-book: http://blog.soton.ac.uk/wsapgr/looking-at-images/

“
What I am hoping for here is not a worldwide conversation on the PhD in which 
there is a shared vocabulary and bibliography. I’m hoping for an environment that 
is capacious and thoughtful enough so that each community, each ‘flavour’, can 
understand and appreciate the others. In the fields of art history and art theory, 
there is an increasing danger that the next generation will bring homogenization. 
The methods, bibliography, concepts, and narratives of art history are all becoming 
standardized. The art historians who are interested in ‘global art history’ or 
‘worldwide art history’—and I am one—tend to originate from western Europe 
and North America, and when they travel they tend to bring with them their 
own interest in the theorists du jour, the latest scholarship, the most intriguing 
new results, and the latest ways of writing, and the result is that marginal and 
peripheral art historical communities are increasingly oriented to western Europe 
and North America, and increasingly interested in learning and ‘catching up’. It 
is the responsibility of the scholars who travel from the centers of art history to 
resist their own proclivity to correct, augment, suggest, and inform; and it is the 
responsibility of the scholars who are only now encountering western European and 
North American models to nourish and articulate their own interests. ‘Worldwide art 
history’ or ‘global art history’ is a large subject in art history and art theory; there is 
not yet an equivalent literature for visual art education. My own interest, in relation 
to art history and theory, is resisting the impending homogenization. (I am working 
on a book on this subject, which is currently partly posted online; it’s called North 
Atlantic Art History and Its Alternatives.) I hope that the studio-art PhD will also 
engage these issues as it spreads, and not simply grow passively into a coherent or 
standardized set of practices.

In the absence of an effective international organization that might observe and 
communicate with the plurality of PhD-granting institutions, I have suggested that 
it’s possible to consider different ‘flavours’ of degree. It’s also entirely possible that 
the growing worldwide interest in the PhD will work to homogenise these ‘flavours’, 
producing a more uniform set of practices, requirements, goals, and assessments 
worldwide. I hope not.

James Elkins / School of the Art Institute of Chicago



Image-Text-Object:         
Practices of Research

In everyday language we refer to practice as the application or use of an idea, 
belief or method. For example, we can speak of the principles and practice of 
teaching. It also means exercising a profession. The lawyer practices law, the 
doctor practices medicine.  We’re familiar with the idea of business practices, 
which may differ across sectors of an economy and alter over time. Practice can 
also refer to the premises of a business, such as the doctor or solicitor’s practice. 
Perhaps most frequently, however, we refer to practice as the repeated exercise 
of an activity or skill so as to acquire proficiency in it; a child practices a musical 
instrument and if they complain we gently remind them: ‘Practice makes perfect!’ 
Practice, then, can mean a customary, habitual, or expected way of doing of 
something: a technique or set of techniques that end in a particular result (as 
Aristotle claims for praxis). In the university setting, the practice of a subject, 
such as law, medicine, art or music, refers not simply to attaining of a certain 
degree of proficiency, but to becoming situated and expert within a field of study. 
Furthermore, practice in this sense can refer to speculative endeavours, which 
allow unexpected outcomes and help challenge established ways of thinking, thus 
making it both repetition and variations based on and in response to repetition 
required to hone a skill. The artist’s studio, for example, is a site of sustained 
practice in making and re-making images and objects of culture. The writer, as a 
practitioner of words, works and re-works texts in pursuit of new thoughts, images 
and meaning; while the ethnographer, as participant observer, reports on the 
knowledge and the system of meanings in the lives of a cultural group, which 
otherwise remain unarticulated. 

As a set of interacting centrifugal and centripetal forces, research practices take 
us simultaneously and paradoxically toward and away from disciplined ways of 
understanding and fashioning the world we inhabit. We look, ponder, write and 
make; always prompting practical forms, engagements, and processes. To get 
beyond a practice/theory divide, we might usefully pair the Greek praktike not with 
a single term for theory, but two philosophical terms: theoria (contemplation) and 

Practice [ˈpraktɪs’] trans. To test experimentally, to put to the test; n. the actual 
application or use of an idea, belief, or method, as opposed to theories relating 
to it; v. to perform an activity or exercise a skill repeatedly or regularly in order to 
acquire, improve or maintain proficiency. ORIGIN late Middle English to mean ‘a way 
of doing something, method; practice, custom, usage’; also ‘an applied science’ 
(late 14th Century); similarly from the Old French of practique to mean ‘practice, 
usage’ (13th Century) and directly from the Medieval Latin practica, meaning 
‘practice, practical knowledge’; with the underlying root from the Greek praktike 
to mean ‘practical’ as opposed to ‘theoretical’. Yet, equally, practice encompasses 
understanding, relating, for example, to the knowledge of the practical aspect of 
something, or practical experience, which arguably underpins all forms of enquiry, 
research and the creation of new knowledge. 

theoros (participation), the latter emphasizing an act of witness and participation 
in an event or activity. Together these terms help us consider a more fluid notion 
of theory and practice, whereby the two become inextricably intertwined and one 
impossible without the other. In experiencing an artwork, for example, theoria 
helps conceptualise the interface between art and its viewer. The artwork does not 
possess an intrinsic ‘truth’ claim, but does have a claim upon us – at its simplest, 
the artwork demands it be considered an artwork, to which the viewer must 
respond, even if the response is to deny it such status. The artwork, then, places us 
immediately into both a practice of thinking and a thinking of practice.

In February 2014, Postgraduate Researchers as 
Winchester School of Art staged a collaborative 
exhibition of their on-going doctoral research. Held 
at the L4 Gallery, Hartley Library, University of 
Southampton, the exhibition presented the work 
of 16 PhD students and two members of staff. The 
School is dedicated to the exploration of diverse 
practices and creative research methods. Studio-
based researchers in art and design work alongside 
those engaged in humanities and social science 
research, covering areas of art history, critical theory 
and curatorial practice, as well as the management 
and marketing of design, media, fashion, and 
textiles. All researchers at the School are engaged 
in the critical making of new knowledge: each 
moving in and out of complex and disciplined modes 
of activity. Whether it is reading, writing, looking, 
making, coding, speaking, recording, and much else 
besides, each are forms of imaginative and critical 
engagement, developed and extended within the 
context of a collaborative and inter-disciplinary 
research community. 

Find out more at: http://blog.soton.ac.uk/wsapgr/practices-of-research/



If a Houri looks down from her abode in heaven onto the earth, the whole 
distance shall be filled with light and fragrance. This lecture-performance 
works with the images of Houriyat Al Janna; the 70 or so virgin wives offered 
in paradise as a reward to martyrs. The Houriyat Al Janna are a recurring 
theme in current political and religious flux in the region referred to as the 
Middle East. Provoking various Islamic groups and sub-groups these invisible 
Houriyat present an ultimate aim to a large number of young boys joining 
these religious groups. I used to feel very envious and jealous from these 
women of paradise but right now I fantasize about how they might end up 
being my best friends and only wish for my husband to get lots of these 
beautiful Houriyat. This ritual conjures the invisible images of the Houriyat Al 
Janna, provoking lyrical and imaginary spaces associated with these virgins. 
A Houri’s face is more radiant than a mirror, and one can see one’s image in 
her cheek. Starting from the belief of their existence as the ultimate delights 
and pleasures offered only to those most faithful believers, the martyrs, 
the Houriyat Al Janna invite you to offer yourself to them in this ritual. Your 
contribution is invaluable to our forces.

Rima Chahrour / Winchester School of Art

Images of Houriyat Al Janna

This lecture-performance was given as part of the Looking at Images 
Workshop 1, 21 May 2014

To complete the worksheet ‘VARIOUS ISLAMIC GREETINGS’, go to the Looking 
at Images e-book: http://blog.soton.ac.uk/wsapgr/looking-at-images/



Future Perfect: Images, 
Curators and Archives 

Jon Simons’ contribution to Looking at Images provides insights from his long-
standing research into social activism in the context of Israel and Palestine. He 
offers a close reading of Ta’ayush, a grassroots Israeli-Palestinian group who work 
non-violently to end occupation. The group post photographs and video online to 
document the regular, routine violence in the region. As Simons explains, ‘most 
of what they post is raw footage, roughly cut into short clips. Nonetheless, in 
the several years that audio-visual recording has become part and parcel of its 
repertoire of practice, Ta’ayush has amassed a vast, if fragmentary, archive of 
evidence of the routine violence of Occupation’. The following extract, taken from 
the introduction of Simons’ article, outlines the critical framework within which this 
visual and social media analysis takes place.

A detailed account of Ta’ayush’s use of visual material and social media, along 
with an account of Simons’ critical approach to its analysis, can be read in the full 
article, available as part of the Looking at Images e-book: http://blog.soton.ac.uk/
wsapgr/looking-at-images/ ““““
“

An important aspect of my research into the Israeli peace activism (which may be 
better understood as anti-occupation and pro-human rights activity) is following 
their documentation of activities online, much of which is either still photography 
or video. There are well-established conceptual approaches to researching such 
activism through its visual documentation. Notably, Kevin DeLuca analyzed 
mainstream news coverage of environmental activism in terms of “image events” 
that function as condensed yet fragmentary symbolic challenges to hegemonic 
discourse. There is a long tradition of looking at the dramatic performance of social 
protest and conflict through the lens of photojournalism. More recently, there has 
been a move in scholarship away from the documentation by observers of social 
activism towards activists’ engagement in social media. Research looks at how 
social movements amplify their activism across social media platforms, and how 
social movements engage in video production not only to represent their activity 
but as a form of direct action mobilization. Looking at similar material to mine, 
Simon Faulkner complements DeLuca’s concept of “image event” with an analysis 
of how activist media function as nomadic images, reproducing across different 
media platforms.

In this essay I propose that activist media production of images can also serve 
as an archive – not only in the present for the researcher (myself) of the past 
(recent or otherwise), but also as an archive of the “future perfect.” Constructing 
an assemblage of the fragments of activist visual and verbal documentation, the 
researcher, along with other cultural producers, can construct a document – an 
image – of activism that prefigures a time in which the work of the activists will 
have become “successful.” 

Jon Simons / Indiana University



“
Data Rich

Gary Bratchford has spent time researching the photography collective, 
Activestills, a campaign group who operate mainly in Israel and the Occupied 
Territories. A fuller account of their work and the contextualizing of his analysis can 
be read online as part of the Looking at Images e-book: http://blog.soton.ac.uk/
wsapgr/looking-at-images/. In this extract he explains some of his working method 
and this helps elucidate key findings.

In October 2013, I undertook my fieldwork in Israel/Palestine. The desire to conduct 
research that produced thick and rich data drove the trajectory of my research 
methods whereby I opted to use images, produced by the interviewee (in this 
instance, a photographer from the Activestills group) to elicit further information 
related to a specific project. 

Prior to conducting my interview, I printed the images from the Activestills website 
and placed them on my office wall. The images appeared on the Activestills 
website in no specific order, and appear within the archive under the title ‘Women 
Documenting their Lives in Susiya’. Once printed, I then divided up the images, 
based on the basic denotative content within the frame. Following a conventional 
content analysis approach I categorized the Images as follows, (1) sleeping, (2) 
family inside (3) landscape (4) farming (5) women/domestic space (6) women/
outside (7) children.
 
The photos were chosen because their presence on the Activestills website was 
seen as a departure from their usual photographic practice. The majority of the 
20,000 images online are taken by the collective, who in an effort to document the 
occupation, seek to make visible aspects of the Israeli occupation that otherwise go 
unreported. However, these images are the result of a series of workshops where 
women of an ‘unrecognized’ Bedouin village took a camera to document their own 
lives. Supported by members from the collective the women sought to document 
their lives, living in tents with their families in a remote and highly contested area 
of the West Bank, close to the Palestinian city of Hebron. Moreover, the images 
were born from a bigger scheme within the village over a period of months, 
whereby peace workers developed projects that intended to help those in the 
region ‘live with the conditions of the occupation’ through the use of art projects. 
Thus, by and large, the images avoid any overly obvious acknowledgement of the 
occupation such as the presence of the Israeli Defense Force, house demolitions or 
settler attacks in the way Activestills or peace activist imagery is often produced 
in the region when attempting to visualize the Bedouin communities ‘everyday’ 
lives. Lastly, the images that appear on the Activestills website were chosen by 
the women of the village, and thus, it is very much their visibility that is being 
communicated.

However, when I revisited the images, 10 of the 33 images had connotative 
references to water (carrying, decanting or transfer of) that pointed toward the 
structural violence that blights the region. Within the collection there is one specific 
image that appears on my research wall that is set aside from the rest. The image, 
which is of a dove flying by a water tank, is anomalous within the collection. It 
can be suggested that the dove is the focus of the photographer’s attention for 

“
its symbolic weight. Likewise, such a practice appeals to an aesthetic that draws 
upon the practices of photography as art, a certain ‘functional aesthetic’, where 
the clarity of its intent is used as a measure of the evidence of its worth, yet the 
water tank juxtaposes the notion of peace. Other images, categorized within the 
Group 5 images, ‘women and domestic space’, as well as Group 6, ‘women outside’ 
are consistent with vernacular, snapshot photography and while the intent of the 
photographer and the project is to visualize the everyday lives of the women of 
the village, the emphasis on water, its preservation and significance is clearly 
marked by the actions adopted by the women within the frame, or by inspecting the 
surroundings in which the women are framed.

My point is, that until I revisited the images anew, neither the photographer from 
the photography collective who facilitated the workshops, nor I, really considered 
what Douglas Harper refers to as a ‘wider symbolic universe’ within an image, 
or a collection. For the women and the organisers the photography project was,, 
a way to exclude the occupation, if only momentarily. The project was not about 
confrontation, setter attackers or IDF patrols; when they do come into the frame, 
they are framed from a distance, in a way that reiterates the nature of the project. 
As such, these images are not about producing evidence or testimony, as McLagan 
suggests the camera might for activists or nongovernmental organisations. Instead, 
the project was about documenting family life – a record of what is acceptable 
to record, like the family albums found world wide, the images bespeak only the 
positives, family shots, smiling faces, and togetherness in an effort to create their 
own visual narrative, not one on their behalf. Yet by looking within the image the 
photographs helped to communicate telling aspects of the occupation that are 
otherwise less visible and harder to communicate.

Gary Bratchford / Manchester Metropolitan University
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Nous Sommes Toujours Avec/ 
We Are Always With (2014): 
provisional title for a study film

Yesterday, I screened a study film. In a tent, at Open City Docs festival. 
It was a work with archival images, gathered from YouTube footage ...

               Mihaela Brebenel / Goldsmiths, University of London



“““
“

What if the image is the 
primary content? “

Christina Duffy’s full article is available as part of the Looking at 
Images e-book: http://blog.soton.ac.uk/wsapgr/looking-at-images/
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Imaging science is an evolving multidisciplinary field encompassing image capture, 
analysis, processing, and visualisation. The field is largely associated with scientists and 
researchers of physics, medical physics, computer science, mathematics, engineering, 
and computer science, but is more recently finding application in other research areas. 
Christina Duffy, imaging scientist at the British Library, considers the visualising of 
cultural heritage and explains why science shouldn’t get lost in digitisation.

Images and data visualisations are becoming increasingly more accepted as scientific objects 
in their own right, without the need for caption or explanation. As cultural heritage institutions 
(galleries, libraries, archives, and museums) seek new ways to explore their collections, there 
is a growing appetite to integrate science and technology into all aspects of mission and 
vision statements. This year alone has welcomed science at the fore of several major London 
exhibitions including those at the British Museum (Ancient lives, new discoveries, 22 May – 30 
November 2014) and the National Gallery (Making Colour, 18 June – 7 September 2014) where 
images are used to convey new methods of thinking and to reveal new discoveries. The British 
Museum claims to use “the latest scientific techniques to shed new light on ancient cultures”, 
while the National Gallery “invites you on an artistic scientific voyage of discovery.” 

Digitisation has benefited cultural heritage institutions by enabling access to a wider 
community, encouraging education and research, supporting preservation, and increasing 
an institution’s profile. However, awareness must be generated of the risks associated with 
presenting works in a format not intended as the original. Image misinterpretation can have 
serious consequences for researchers claiming to see dots of gold pigment where in reality 
pests have eaten away holes in the pages, or citing evidence of palimpsests where instead 
ink is showing through from the verso. An understanding of the process of image capture is 
often overlooked as an important aid to online viewers. This is especially the case for scientific 
images – notes on image capture and processing (i.e. the links in the ‘imaging chain’) must be 
incorporated as part of the image’s meta-data.

It is not surprising that we lose some of the essence of a book or manuscript (produced to 
be held and cherished) by viewing it as a series of pixels on a screen. Folios become isolated 
entities and lose their material connection to each other. They become separate parts, rather 
than parts of a whole. Establishing the context allows us to distinguish between the value 
of an item and the value of its digital image. We must accept that while digitisation and 
scientific imaging allows the real environment to be replaced by a virtual one, it is not meant 
as a permanent substitute for the real world. Looking is a transforming act and grows our 
understanding. It is often the case that the human desire for conclusions is stronger than the 
desire to observe. For interpreting digital collections, including scientific images, this desire 
can be fatal; observation is more important. With this in mind, imaging science is becoming a 
powerful and welcome force in the future study of our cultural heritage collections.

Christina Duffy / British Library



This is a photograph of the interior of a cafeteria or restaurant, viewed from the 
outside. It is nighttime and it is darker on the outside than on the inside of the 
restaurant. We are looking at the interior scene through a plate glass window 
or door and we know this because we can see reflections on the glass. These 
are mostly indistinct, but we can just make out the reflections of the heads and 
shoulders of a group of people at the left side of the photograph. The interior of the 
restaurant, seen through the glass, takes up approximately two thirds of the frame 
on the left side of the image. The remaining third of the photograph is filled almost 
entirely by the figure of a man standing in the foreground, just on the outside of 
the restaurant and close to the window or door. His left arm is raised in an act of 
gesticulation and he seems to be waving or possibly banging on the window or 
door with his hand. His arm and hand are blurred, probably due to movement and 
the slow shutter speed of the camera in the limited available light. Just behind him, 
and obscured by him apart from one bare arm, is a second person. This isolated 
arm is raised in a similar fashion and at a similar angle to the first man’s, so that 
the two arms configure as parallel forms. The man in the foreground is black and 
he is thick set. He is smartly dressed, with a bright blue shirt cuff protruding from 
underneath a dark blue or black jacket. He is wearing a dapper, white trilby style of 
hat, with a black band that can only just be seen due to the angle of the camera, 
which is situated somewhat lower than the man’s head. He is wearing spectacles 
and the light of the restaurant is reflecting in the lens that is on view, which is the 
left hand lens. His mouth is open wide, either in a gesture of surprise, or as if he 
is shouting. A gold ring, possibly a wedding ring, is visible on his left hand and it is 
catching the light and glinting brightly against the dark skin of his hand. A line of 
smaller windows continues to the right of the larger window that has already been 
encountered and reaches to the right edge of the photograph, above the man’s 
head. The glass is set in aluminium or a similar light coloured metal, with a black 
core. There is a sign stuck on the top of the window, the window that is directly 
to the left of the main window. It is a white sign, with bold, red text printed on it 
and it reads ‘APPLY TODAY’. The bottom right corner of the sign is obscured by the 
man’s head, or, more specifically, by the front brim of his hat. Overlaid on the sign, 
and at an angle, is a clear reflection of a second sign, not a printed sign this time, 
but a neon sign that reads ‘EXIT’ in backwards writing, as it is reflected. Positioned 
underneath the signs are two approximately life-sized but faint images of women’s 
faces, which are not reflections but appear to be attached to the window, although 

Precisely because ekphrasis represents a pause at the level of narration 
and cannot be read functionally, the reader is possessed by a strong need 
to interpret. […] To relate description in this way to narration is to accept its 
poor relation status but to give it a limited form of social mobility: the more 
radical move is to free description from the chains of slavery and give it true 
autonomy. The vanguard of this approach was the nouveau roman, particularly 
in the theorizing of Robbe-Grillet, with its cry that ‘instead of this universe of 
“significations” (psychological, social, functional), one must try to construct a 
world more solid, more immediate.’
D.P. FOWLER, ‘Narrate and describe: the problem of ekphrasis.’ The Journal of 
Roman Studies, Vol. 81 (1991)

Patrons–watch–an–activist–004.jpg they are translucent and the warm light of the interior can be seen through them. 
We are looking at the interior of the restaurant at an angle from the street, so that 
the right hand wall and a small portion of the back wall are on view. The interior 
is lit with hanging wall lights and two of these lights can be seen, but there are 
probably more that are outside the frame of the image. There is in addition a central 
rectangular panel set into the ceiling, which is emitting a brighter and slightly cooler 
light than that given off by the wall lights. The walls of the restaurant are painted 
a warm yellow-beige and there is a matching mural on the right hand wall. It is an 
abstracted view of a group of people with what appears to be an outsized drinks 
cup behind them. The style of the picture is ‘corporate’, with faded gradations in 
yellows and reds and with slightly offset white outlines overlaying and delineating 
the objects. The head and shoulders reflections in the window echo and continue the 
line of figures in the mural, as they lie at the same height and appear a similar size. 
The bottom portion of the restaurant walls, to approximately waist height, is covered 
in what seems to be a dark wood or imitation wood panelling, applied in sections 
with obvious joints every metre or so. This panelling is topped with a black border 
of around ten centimetres that separates it from the upper part of the walls. The 
ceiling is constructed in large square sections, with gratings and grids set in them, 
and also the light panel, which takes up two of the squares. There are plastic drink 
containers hanging from the ceiling; they are dark brown with a lighter coloured 
logo or pattern, which suggests that they may be coffee cartons. There are several 
curly pieces of paper, or other similar material, hanging from each of these cartons. 
It is a possibility that these are homemade decorations of some sort, or that they 
could be serving a more practical purpose and that the curly papers could be old-
fashioned flypapers. The main part of the ceiling is high, but there is a slightly lower 
and curved section at the back of the restaurant that disappears off the left edge of 
the image. The floor is covered with small beige tiles that extend slightly up the wall 
in a functional style. There are three dining tables across the right hand wall of the 
restaurant. The middle table is wider than the other two and has four chairs, whilst 
the others each have two. The chairs at the back table are of a comfy padded type, 
and the ones at the other tables are of a simple design in wood and metal. The table 
nearest to the front of the restaurant is unoccupied and clear and the chairs are 
pulled out slightly in a tidy and welcoming fashion. At the furthest table, on the chair 
nearest the back wall, sits a man with dark skin, a long grey beard and a receding 
hairline. He is wearing a dark grey casual coat, light coloured trousers and black and 
white trainers. There is a large blue bag of some kind placed on the chair opposite 
him. Both his hands are placed on the table and he appears to be eating a meal 
from a large, red tray. The rest of the table is covered with what could be packaging 
or paper and also a drinks can. The middle table is occupied by a man with sparse, 
grey hair and spectacles. He is sitting upright and is neatly dressed in a pale pink 
sweater and beige trousers. He too has a red tray, and it is covered in objects that 
are impossible to identify, but are probably the remains of a meal. The tray is placed 
to one side and on the table directly in front of the man are a newspaper and a large 
drinks carton, of the same design as the ones hanging from the ceiling. Both figures 
are looking towards the action that is taking place on the other side of the window 
from them. The man in the corner is looking in a guarded and surreptitious way, his 
head kept straight and only his eyes slightly turned. The man at the middle table is 
looking with unconcealed interest, his head and eyes lifted from the newspaper and 
turned directly towards the window.

Jane Birkin / Winchester School of Art
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Assembly: Corrective Unrest 
and Image Instruments

‘De-authored production is the natural state of things, for artists, curators, 
and producers. The idea of authorship in terms of autonomy or ownership is a 
market term, not a philosophical one. Nothing exists in a void, and that’s why 
the word process always pops up (or its contemporary synonym, research)—
the process of how a community or an idea emerges...’ - Mai Abu ElDahab

‘…let us talk about text, image, book, and research as a gathering of people, 
a product—thing or material—which emerges only on the basis of a coming 
together. For Image Research and its Futures then the idea is to set up an 
assembly, shifting the focus from the beginning on from my own voice to a 
more communal site.’  ““““
“

…many objects traditionally considered stable or fixed – photographs, 
imaging systems, technological networks – are now radically changing both 
their ontology and their visibility. In this context, the visual image can be 
described as existing in a dynamic set of entangled media relations, and 
hence as a process rather than as a discrete object, even though much of this 
entanglement often remains invisible to the human eye. […]

Video artist and writer Hito Steyerl’s recent project, Is the Internet 
úäCì@?ù.1HcpiÙîfê¿Dead, is an interesting intervention into this debate on the 
instability and openness of images in the Internet era. The artist designed a 
two-part edition to accompany her exhibition at the Institute of Contemporary 
Art in London in 2014: a free unlimited digital download and a new limited 
edition print. As explained on the ICA website,

The source for both editions is a found image of a woodcut print 
by Utamaro, which the artist has intentionally corrupted by 
embedding one of her written texts into the image’s source code. The 
downloadable code reveals this hidden text, from which it is possible 
to reconstruct the original jpeg image. The limited edition print is 
a further derivative of this text, printed with silver ink containing 
silicone; a component of semiconductors.

So can we explore the ideas of open access and open source as an opportunity – 
as well as a threat?

Joanna Zylinska expands upon this question in her contribution to Looking at 
Images, in which, drawing on experience in open access publishing, image-based 
art practice and curatorial work, she discusses the theory and practice of curating 
images in the networked media culture.

Curating / Open / Images

Joanna Zylinska / Goldsmiths, University of London



The Camera Lucida Variations

The first time I saw an image of Henry Raeburn’s painting, The Reverend 
Robert Walker Skating on Duddingston Loch, was when a friend sent me a 
postcard of it in 1972. […]

My school friend had gone to Edinburgh University [move to rear of 
space – North] to study music and I had come here, to Winchester 
School of Art, [move to front of space – South] to study painting. The 
postcard made an immediate impression on me and I pinned it up straight 
away in my studio. I still have that card and it has most often been pinned 
up in studios, or propped on shelves and mantle-pieces, over the forty 
years since then.
 
First, in 1973, the card went with me to London, [move right – East] 
moving to East End studios. In 1991 I took it to my studio at King’s 
College in Cambridge when I was artist-in-residence there. Then in 1994 
the postcard flew across the Atlantic [move left – West] when I was 
a visiting artist at Harvard University and then back to London [move 
right – East]. A year later, twenty-two years after it was posted, the card 
crossed the border back to Scotland [move to rear – North] where it 
originated, when I taught at Glasgow School of Art for two years. Then 
it travelled to Durham in 1996 and spent a year in my studio at the 
Cathedral when I was artist-in-residence there. After all these travels the 
postcard returned yet again to London [move right – East] until 2005 
when it made the journey to Wiltshire. [move to front again – South].

All these extended travels seem appropriate for an object, a postcard, 
designed to be in transit, intended to go from A to B. This history seems 
especially suited to the image of a figure in transit too – the elegant 
iconography of a skater forever passing before our eyes - from left to 
right across the picture plane - parallel and perpetually gliding. While it 
suggests a meditation on mortality it speaks of the experience of life’s 
momentum. It has been a visual pleasure always, and it is an exemplary 
painting in many ways that are open and formal. But it was after almost 
twenty years of familiarity with the postcard, and then the painting itself, 
that I reflected on it more deeply, and began to make works relating to it 
and incorporating it.

Extract from a performance lecture by David Ward, 23 January 2014, 
a Global Futures event at Winchester School of Art.
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