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ELOLW\DQGUHĲHFWLQJWKHLQWHUHVWVRIDEURDGHUSURIHVsional community. The VaroomLab Journal, Varoom
magazine and conferences are means through which
research outcomes can be gathered, appraised and
GLVVHPLQDWHGWRDFKLHYHPD[LPXPLPSDFWDQGKDYH
RQJRLQJVLJQLıFDQFH%\JDUQHULQJLQYROYHPHQWRI
speakers and authors who are practising illustrators and
commissioners, as well as academics and theory and
practice-based researchers from within illustration and
DFURVVGLVFLSOLQHV,QWHUSUHWDWLRQUHĲHFWVVRPHRIWKH
EUHDGWKRILQWHUSUHWLYHDSSURDFKHVWRPHGLDWHGLPDJHV
at this time.

Introduction
The theme of Interpretation is pertinent not only to the
content of this illustration-focused publication but also to
GHıQHWKHUHVHDUFKFXOWXUHWKDWKDVHYROYHGLQWKHSDVW
decade within this subject area.
Since its inception, the VaroomLab illustration research
network has both contributed, and responded to, the
IRUFHZLWKLQDFDGHPLDWKDWKDVSXWUHVHDUFKıUPO\RQ
the agenda in art and design departments of colleges
DQGXQLYHUVLWLHVWKURXJKWKHLULQFOXVLRQLQWKH5HVHDUFK
([HUFLVH)UDPHZRUN 5() 7KLVSURFHVVE\ZKLFKUHsearch is graded, and its impact assessed, leads to the
DOORFDWLRQRITXDOLW\UHODWHGUHVHDUFKIXQGLQJSURYLGLQJ
information that establishes institutional and departPHQWDOKLHUDUFK\ZLWKLQDJLYHQSHULRG7KH5()KDV
SOD\HGDSDUWLQPRWLYDWLQJDVKLIWWRZDUGVPRUHFULWLFDO
UHĲHFWLRQRILOOXVWUDWLRQSUDFWLFH
Although the Interpretation conference and outputs
correlate to this increasingly academia-centric agenda
9DURRP/DEFRQWLQXHVWRKROGDVREMHFWLYHVDFFHVVL4

The range of submissions, and content selected,
WHVWLıHVWRWKHYDOLGLW\RIYDULRXVUHVHDUFKDSSURDFKHV
applied to interpretation of the practice of illustration.
$UWLFOHVPDNHUHIHUHQFHWRSHUFHSWXDOWKHRULHVFRJQLWLYH
and semiotic approaches to decodifying imagery (that
VHHPWRKDYHEHFRPHPRUHYLVLEOHLQWKH5()HUD DQG
DOVRFRQVWUXFWLYLVWDQG*HVWDOWDSSURDFKHVWRLQWHUSUHWDWLRQŗZKDWLWORRNVOLNHŘWKDWPD\EHPRUHLQWXLWLYHO\
XQGHUVWRRGE\SUDFWLWLRQHUVZKRKDYHJRQHWKURXJKD
practical art school education, that informed them in the
G\QDPLFVRIYLVXDORIIRUP7KHUREXVWSURFHVVRISHHU
UHYLHZE\LQVWLWXWLRQVDQGLQGLYLGXDOVGUDZQIURPWKH
respected areas of academia and practice internationDOO\OHDGLQJWRVFUXWLQ\RIWKHYDOLGLW\RIDOOVXEPLVVLRQV
ensures the credibility of the research outcomes pubOLVKHGWKURXJK9DURRPIRUPDWVZKDWHYHUWKHLUWKHRUHWLcal interpretation.
9DURRP/DEDFWLYLWLHVPDNHPRUHRIWKHNQRZOHGJH
ZLWKLQLOOXVWUDWLRQYLVLEOHFRQWULEXWLQJWRH[SDQVLRQRI
YLVXDOOLWHUDF\DQGWKHFRQVHTXHQWDVVHUWLRQRILOOXVWUDWLRQVFXOWXUDOVLJQLıFDQFHDQGYDOXH2QJRLQJGHEDWHV
about the shifting sands of practice, delineated by
artist and educator Marshall Arisman at the Education
6\PSRVLXPRI,&21ZKRUHĲHFWHGRQWKHDGYHQW

of self-publishing and the internet, are a reminder that
LOOXVWUDWRUVKDYHWKHRSSRUWXQLW\WRŗWDNHIXOOFRPPDQG
RIWKHPHGLXPDQGYLVXDOO\H[SUHVVDSHUVRQDOYLVLRQŘ
+HFRQFOXGHGVSHFLıFDOO\WKDWVWRU\WHOOLQJLQWKHKDQGV
of the contemporary illustrator, can now be judged as
an art form. In this context understanding interpretation
LVSLYRWDOWRXQGHUVWDQGLQJWKHSRZHUDQGSRWHQWLDORI
illustration culturally.
Through this conference and Journal, understanding of
how interpretation is manifested through the language
RILOOXVWUDWLRQLVHYLGHQW,WVSODFHLQWKHFRPPLVVLRQLQJ
process is explored, practice based research interroJDWHGDQGWKHRULHVDUHWHVWHGDQGHPSOR\HGWRSURYLGH
new insights into what and how content is communiFDWHG$VWKHVHOHFWHGSDSHUVLQWKLVSXEOLFDWLRQUHYHDO
illustration not only works to describe textual information
in practical applications, but also functions to interpret
QDUUDWLYHH[SUHVVFRQFHSWVDQGFRQYH\LQIRUPDWLRQ
in unexpected ways: sometimes error and misunderstanding are factors in this interaction. The relationship
EHWZHHQLQWHOOHFWDQGHPRWLRQGXULQJWKHLQWHUSUHWLYH
process is complex, and the role of the illustrator’s inGLYLGXDOLGHQWLW\DQGLGHRORJ\LQWKHWKHRU\DQGSUDFWLFH
RILQWHUSUHWDWLRQRIWHQKLGGHQLQWKHYLVXDODUWHIDFWFDQ
ZKHQUHYHDOHGOHDGWRQHZOHYHOVRIHQJDJHPHQWZLWK
an image and heightened impact.
In The Art of Seeing, where philosopher Aldous Huxley
makes the connection between seeing clearly and
thinking: the more you know the more you see, the
point is made clearly. Without Interpretation we are
YLVXDOO\LPSDLUHG
Jo Davies - Editor in Chief and VaroomLab academic
inputs co-ordinator.
$VVRFLDWH3URIHVVRURI,OOXVWUDWLRQ3O\PRXWK8QLYHUVLW\

3KRWRE\5RQQLH,QJOLV
5

7KH,OOXVWUDWLRQ&RXUVH7HDPDWWKH$UWV8QLYHUVLW\DW
%RXUQHPRXWKKRVWHGWKHWKLUG9DURRP/DEŕ,QWHUSUHWDWLRQ
6\PSRVLXPŖLQ6HSWHPEHU7KHHYHQWEURXJKW
WRJHWKHUDFRPPXQLW\RISUDFWLWLRQHUVGLYHUVHLOOXVtrators, artists and designers in order to consider and
GLVFXVVWKHFKDOOHQJLQJDQGFUHDWLYHSRWHQWLDORIWKHDFW
of interpretation.
7KH6\PSRVLXPZDVDOLYHO\VRFLDOWZRGD\HYHQWWKDW
sought to explore ways in which illustrators, interpret,
UHLQWHUSUHWDQGPLVLQWHUSUHWLQIRUPDWLRQDQGQDUUDWLYHV
within contemporary practice.
Traditionally it has been the role of the illustrator to
LQWHUSUHWWKHŕRWKHUŖDQGDGKHUHWRWKHLGHDRIWUXWKLQ
WKH0RGHUQLVWVHQVHWKHUHE\RĳHULQJDFUHDWLYHYLVXDO
solution that educates, translates and elucidates. The
illustration explains something else.
+RZHYHUWKHLOOXVWUDWRUWKDWUHLQWHUSUHWVKDVQRWEHHQ
VDWLVıHGZLWKWKDWRULJLQDOSDVVLYHPRGHODQGGHPDQGV
something new, a re-positioning, re-location or perhaps
LWLVWKHDXGLHQFHWKDWUHTXLUHVDŕUHYLVLRQŖ
7KHLOOXVWUDWRUDVSURYRFDWHXUGHVLUHVWRPLVLQWHUSUHW$V
mis-interpretation emerges from not being concerned
with the truth or fact but instead a need for a fresh new
response that is not restrained or restricted by accuracy and fact. This illustrator is interested in attitude and
posture.
The Symposium tested and expanded upon these three
LQWHUFRQQHFWHGWKUHDGVWKURXJKWKHGHOLYHU\RI.H\QRWH
Speakers, academic papers, presentations and the
UHVXOWLQJLQWULJXLQJDQGWKRXJKWSURYRNLQJGLDORJXH
Lisa Richardson &RXUVH/HDGHU%$,OOXVWUDWLRQ
7KH$UWV8QLYHUVLW\%RXUQHPRXWK
6

3KRWRVE\5RQQLH,QJOLV
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Marcus Oakley

2ULJLQDOO\IURP1RUIRONDFRDVWDOFRXQW\LQ(QJODQGŖV
VRXWKHDVW0DUFXV2DNOH\ŖVZRUNLVLQVSLUHGE\PDQ\
WKLQJVERWKUHWURVSHFWLYHDQGFRQWHPSRUDU\
+LVLQĲXHQFHVLQFOXGHIRON\KDUPRQLFDQGPHORGLF
musics of all kinds; the pastoral and folkloric delights of
WKHFRXQWU\VLGHDQGWKHYDULRXVHFFHQWULF
beasts and humans that inhabit it; the joys of cycling;
the stimulations of tea; the dizzy geometries of archiWHFWXUHDQGGHVLJQDQGRYHUDOOWKHZRQGHUVRIPDNLQJ
VWXĳ
www.marcusoakley.com

6FXOSWXUHE\0DUFXV2DNOH\

0DUFXV2DNOH\ŖVLQIRUPDOWDONWRRNWKHDXGLHQFHRQD
historical journey that considered the labeling of artifacts
DQGLPDJHVVXFKDV0RVDLFVDQG*UHHNYDVHVDQG
JHQUHVVXFKDVIRONDUWZLWKLQWKHFRQWH[WRIıQGLQJ
DGHıQLWLRQRILOOXVWUDWLRQ+HUHĲHFWHGXSRQZKHWKHU
the process of being paid for the creation of an image
PDNHVLWDQLOOXVWUDWLRQE\GHIDXOWZKDWHYHULWVIRUPDWRU
context.
7KLVSHUVRQDOUHĲHFWLRQLQFOXGHGDGLYHUVLW\RILPDJHPDNHUVIURPDFURVVDVSHFWUXPRIDFWLYLW\*UDKDPH
6XWKHUODQGŖV6KHOOSRVWHUV*UD\VRQ3HUU\ŖVGUDZLQJV
DQG6DXO6WHLQEHUJŖVGLVWLQFWLYHLOOXVWUDWLRQV7KHVHZHUH
considered as he posed the question “Is it Art?” Taking
his enquiry out to some of his illustration contacts within
WKHLQGXVWU\OHDGWRUHVSRQVHVFRQWDLQLQJDGLYHUVLW\RI
interpretations of the word “Illustration.”
7KHLUUHĲHFWLRQVSURYLGHGVRPHLQWHUHVWLQJSRLQWV
to consider such as the impact of materials in the
GHıQLWLRQRIDQDUWSLHFHDQGWKHLPSDFWRIFRQWH[WDQG
the conceptual input of the image-maker. He was the
ıUVWVSHDNHUGXULQJWKHFRQIHUHQFHWRIRFXVXSRQWKH
connection between personally negotiated work and
commissioned pieces and this was a recurrent theme
throughout both days.
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James Jarvis

6SKHUHSRUWUDLWE\-DPHV-DUYLV

%RUQLQ/RQGRQLQDQGUDLVHGRQDGLHWRI5LFKDUG
6FDUU\+HUJÜ-XGJH'UHGGDQG$OEHUW&DPXV-DUYLV
VWXGLHG,OOXVWUDWLRQDWWKH8QLYHUVLW\RI%ULJKWRQDQGWKH
5R\DO&ROOHJHRI$UWJUDGXDWLQJLQ

-DPHV-DUYLVH[SORUHGWKHFRQQHFWLRQEHWZHHQPHUchandising and mass production, considering the tenVLRQVRIUHWDLQLQJDSHUVRQDOSHUVSHFWLYHZKHQZRUNLQJ
and being successful commercially.

$VDIUHHODQFHJUDSKLFDUWLVW-DUYLVKDVZRUNHGIRU
FOLHQWVLQFOXGLQJ&RFD&ROD&RQYHUVH0791LNH
1RNLD6RQ\DQG6WĞVV\DQGKDVKDGKLVZRUNIHDWXUHG
in publications worldwide.

+HUHĲHFWHGXSRQWKHGDQJHURIFUHDWLQJZRUNWKDWFDQ
EHGHıQHGDVPHUFKDQGLVHUDWKHUWKDQDVLGHDVOHG
communication. After 10 years of creating work for his
WR\FRPSDQ\$PRVKHEHOLHYHGKHZDVQRORQJHU
learning or growing and decided to go back to the more
ŕKDQGPDGHŖ

)URP-DUYLVDOVRUDQKLVRZQFRPSDQ\
$PRVLQSDUWQHUVKLSZLWK5XVVHOO:DWHUPDQ$VZHOO
DVUHOHDVLQJRYHUFKDUDFWHUWR\V$PRVŖZRUNDOVR
LQFOXGHVJUDSKLFVFRPLFVFXUDWLQJDPXVLFIHVWLYDODQG
designing a crazy-golf hole.
-DUYLVLVFXUUHQWO\GUDZLQJDGDLO\FDUWRRQVWULS6SKHULF
'LDORJXHV+HOLYHVDQGZRUNVLQ/RQGRQZLWKKLVSDUWner and two children.
ZZZVWXGLRMDUYLVFRP
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From showing his early pre-digital career drawings of
the concrete skateboard park in London’s Southbank
&HQWUHLQWKHFRQWH[WRIUHYLHZLQJKLVERG\RIZRUN
-DUYLVFRQFOXGHGWKDWKHLVQRZEDFNWRREVHUYDWLRQDO
GUDZLQJşŕWKHVHDUHP\H[SHULHQFHVRIEHLQJLQWKDW
place’ – and is using the process he used for the early
VNDWHERDUGSDUNGUDZLQJVDQGVWLOOıQGLQJLWSRWHQWDQG
YLWDO
+HGHVFULEHGWKHHYROXWLRQRIKLV6SKHULFDO'LDORJXHV
creating minimal characters with a few lines, that he
uses to explore philosophical concepts outside of
commercial work, using social media sites to self
publish and make direct contact with his audience.
He demonstrated that this process was empowering,
leading to commissions where clients were less likely to
LQWHUYHQH7KHSUHVHQWDWLRQUHPLQGHGWKHDXGLHQFHRI
WKHLPSRUWDQFHRIIRFXVLQJRQLQGLYLGXDOO\GHıQHGFRQtent and to break out the comfort zone that can come
with success.

Cyriak

&\ULDNLVDIUHHODQFHDQLPDWRUEDVHGLQ%ULJKWRQ$IWHU
a dull day job and trying to get work as an animator
ıOPPDNHUKHVWDUWHGPDNLQJKXPRURXV*,)6DQG
uploading them . They gained interest and he worked
RQELJJHUSURMHFWVIRUPXVLFYLGHRV+HPDGHRQHIRU
ŕ%RQRERŖ&LUUXVWUDFNXVLQJFRS\ULJKWIUHHLPDJHVIURP
DŖVıOPDERXWFRQVXPHULVP
+LVSURFHVVLVYHU\SDLQVWDNLQJDQGODERXULQWHQVLYH
+HXVHV$IWHU(ĳHFWVWRPDNHDPDVNIRUHYHU\PRYLQJ
part. He has noticed a few copycats of his work but
WKLQNWKDWWKHVHFUHWRIKLVVXFFHVVLVQHYHUUHDOO\
NQRZLQJZKDWKHLVGRLQJEHLQJSOD\IXODQGWKDWŕDQLmating is so boring that no-one else wants to do it’.

%DDE\&\ULDN+DUULV

+HKDVDOVRZRUNHGZLWK%ORF3DUW\DQGFUHDWHGDQHQWLUHO\QHZYLGHRRXWRIROGYLGHRVRIWKHLUV,WZDVGLĴFXOW
WROLSV\QFWKHVRQJWRWKHPRYLQJLPDJHV

%HVLGHVDQLPDWLQJFRPSOH[SHUVRQDOSLHFHV&\ULDNKDV
worked on a wide range of commercial projects from
79DGYHUWLVLQJWRPXVLFYLGHRV+LVWDONZDVHQWLWOHG
0DNLQJ,W8S,*R$ORQJDQGKHFRYHUHGZKDWKHGRHV
and the journey he’s taken to the present day. Cyraik
GLVFXVVHGKLVFUHDWLYHSURFHVVEUHDNLQJGRZQWKH
way he creates his - often looped – animations, saying
KHGLGQŖWKDYHWKHHQHUJ\WRGRDOOWKHGUDZLQJIRUDQ
animation by hand, whereas this way is like cutting out
and sticking with glue.
“I guess it’s important to absorb the best of culture and
utilize it for your own creations, but it’s also important
to build on it, to look at what’s out there and see what
LVPLVVLQJŘ+HWDONHGDERXWKDYLQJWRUHVHDUFKSKRWRV
DQGYLGHRIRRWDJHWRXVHDVDPHGLXPŗDQGZKLOHLW
is usually a basic hunt for a particular object or scenery, I often get new ideas or inspiration from the stock
PDWHULDOV,ıQGŘ

www.cyriak.co.uk
+HFRYHUHGŕLQWHUSUHWLQJŖPXVLFLQWRDYLVXDOH[SHULHQFH
ZKHQKHPDNHVPXVLFYLGHRVDQGŕLQWHUSUHWLQJŖIRXQG
YLGHRIRRWDJHLQWRVRPHWKLQJWKDWVXEYHUWVLWVRULJLQDO
purpose. “It’s all about taking something that exists and
turning it into something new, which is the raw essence
RIZKDW,GR2QHRIWKHPRVWLPSRUWDQWWKLQJVWROHDUQ
DERXWWKDWLVWRPDNHVXUHZKDWHYHUPDWHULDO\RXDUHŕLQWHUSUHWLQJŖLVOHJDOO\DYDLODEOHIRUXVHLI\RXDUHSODQQLQJ
WRUHDSDQ\FRPPHUFLDOEHQHıWVIURPLWŘ
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Dr Andrew Howells

'U$QGUHZ+RZHOOVLVD/HFWXUHULQ1DWXUDO+LVWRU\,OOXVWUDWLRQDWWKH8QLYHUVLW\RI1HZFDVWOH:LWKDSURIHVVLRQDOEDFNJURXQGLQDQLPDWLRQJUDSKLFGHVLJQıQHDUWDQG
Illustration Andrew takes a multidisciplinary approach to
his practice-based research. Andrew’s research focus
LVRQFRQWHPSRUDU\LOOXVWUDWLRQSUDFWLFHFRQVHUYDWLRQ
and the collaboration between art and science.
Contact Information
Dr Andrew Howells
/HFWXUHULQ1DWXUDO+LVWRU\,OOXVWUDWLRQ
7KH8QLYHUVLW\RI1HZFDVWOH
Australia
Email: Andrew.Howells@newcastle.edu.au
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/V^KVLZJYVZZKPZJPWSPUHY`L_JOHUNLPUÅ\LUJL
PU[LYWYL[H[PVUMVY[OL5H[\YHS/PZ[VY`0SS\Z[YH[VY&

Introduction
It is the combination of practice-based tacit knowledge
DQGFURVVGLVFLSOLQDU\H[FKDQJHWKDWDOORZVWKH1DWXUDO
+LVWRU\,OOXVWUDWRUŖVYLVXDOPLQGWRFRQVWUXFWLPDJHVWKDW
FOHDUO\SURSRVHHOLFLWDQGFRPPXQLFDWHVSHFLıFFRQWHQW
RUQDUUDWLYH,QP\GRFWRUDOUHVHDUFKWLWOHGElephant: Art
and Science, cross-disciplinary exchanges ultimately inĲXHQFHGP\LQWHUSUHWDWLRQRIERWKWKHVXEMHFW WKH$VLDQ
(OHSKDQW DQGWKHVFLHQFH %RG\&RQGLWLRQ6FRULQJ LQ
GHYHORSLQJDVSHFLıFLOOXVWUDWHGUHVRXUFH7KHIRUPVDQG
LQĲXHQFHRIFURVVGLVFLSOLQDU\H[FKDQJHRQP\UHVHDUFK
are the basis for discussion in this paper. This paper deVFULEHVWKHFRQWH[WIRUFROODERUDWLRQEHWZHHQYHWHULQDU\
science researchers and an illustrator within a broader
VFLHQWLıFVWXG\DQGSURYLGHVDQDFFRXQWRIWKHLQĲXHQFH
of cross-disciplinary engagement on interpretation for
WKH1DWXUDO+LVWRU\,OOXVWUDWRULQGHYHORSLQJDVLPSOHWRRO
IRUYLVXDOO\DVVHVVLQJWKHERG\FRQGLWLRQRIFDSWLYH
$VLDQ(OHSKDQWV7KLVSDSHULVQRWDFRPSUHKHQVLYH
account of the research undertaken as a team, rather it
is an account of the forms and role of cross-disciplinary
H[FKDQJHVZLWKLQWKHUHVHDUFKFRQWH[WWKDWLQĲXHQFHG
the illustrator’s interpretation of the subject and science
LQWKHSXUVXLWRIUHVHDUFKRXWFRPHV%HIRUHH[SORULQJ
the forms and role of cross-disciplinary exchange in the
UHVHDUFKLWLVLPSRUWDQWWRGHıQH1DWXUDO+LVWRU\,OOXVWUDWLRQ 1+, SUDFWLFHWKHSXUSRVHRIWKHUHVHDUFKWKH
methods employed in the inquiry process as well as the
intended forms and application of research outcomes.
+LÄUPUN7YHJ[PJLHUK9LZLHYJO4L[OVKVSVN`
$VD1DWXUDO+LVWRU\,OOXVWUDWRUP\UROHWKURXJKSUDFWLFH
LVWRWUDQVODWHQDWXUDOZRUOGVXEMHFWVWKHPHVRUHYHQWV
into accurate representational imagery. The role is
KLVWRULFDOO\IRXQGHGKDYLQJLWVURRWVLQWKHGLVVHPLQDWLRQ
of knowledge for the sciences. Ultimately, interpretation
20

IRUWKH1DWXUDO+LVWRU\,OOXVWUDWRUWDNHVSODFHLQWKHVWXGLR
when contextual research, knowledge gained through
ıHOGZRUNFURVVGLVFLSOLQDU\H[FKDQJHDQGFULWLFDO
REVHUYDWLRQVDUHFRPELQHGZLWKDWHFKQLFDOVNLOOEDVHWR
GHYHORSLOOXVWUDWLRQV7KLVSUDFWLFHLVQRWGHıQHGE\WKH
XVHRIDVSHFLıFWHFKQLTXHPHGLDRUPDWHULDOVUDWKHUE\
DZRUNLQJPHWKRGRORJ\WKDWUHTXLUHVVLJQLıFDQWLQYHVWLJDWLRQRIDVXEMHFWWKHPHRUHYHQWEHIRUHLWVGHSLFWLRQ
,WLVWKHDFTXLVLWLRQRIVSHFLıFDQGUHTXLUHGNQRZOHGJH
IRUWKH1+,LOOXVWUDWRUZKHUHFURVVGLVFLSOLQDU\H[FKDQJH
FDQVLJQLıFDQWO\LQĲXHQFHXQGHUVWDQGLQJDQGWKHUHIRUH
interpretation. In this paper cross-disciplinary exchange
is being discussed primarily in the context of a workLQJFROODERUDWLRQEHWZHHQDQLOOXVWUDWRUDQGYHWHULQDU\
VFLHQWLVWV)RUWKH1DWXUDO+LVWRU\,OOXVWUDWRUFURVVGLVciplinary exchange is not limited to that of an illustrator
DQGDVFLHQWLVWDVLWPD\H[WHQGWRDYDULHW\RIH[SHUWV
LQWKHLUUHVSHFWLYHıHOGVIRUH[DPSOHDQLPDONHHSHUV
UDQJHUVDUFKLYLVWFXUDWRUVRWKHULOOXVWUDWLRQSUDFWLWLRQHUV
DQGWKRVHZKRVHYRFDWLRQVRĳHUVLJQLıFDQWLQVLJKWLQWRD
VXEMHFWDQGLWVUHODWHGıHOGRINQRZOHGJH
Although predominantly prescribed in nature, the
UHTXLUHGRXWFRPHVWKURXJKSUDFWLFHGLĳHUVEHWZHHQ
WKDWRISXUH6FLHQWLıF,OOXVWUDWLRQDQGWKDWRI1+,)RUWKLV
UHDVRQLWLVLPSRUWDQWWRGHıQHWKHVHWZRSUDFWLFHVDQG
that of practices often associated. The terms; ScientifLF,OOXVWUDWLRQDQG1DWXUDO6FLHQFH,OOXVWUDWLRQDUHRIWHQ
mentioned in reference to the type of work resulting
IURP1+,SUDFWLFH$OWKRXJK,FODVVLI\P\SUDFWLFHXQGHU
WKHEDQQHURI1+,LWGRHVLQYROYHHOHPHQWVRISUDFWLFH
DVVRFLDWHGZLWKERWK6FLHQWLıF,OOXVWUDWLRQDQG1DWXUDO
6FLHQFH,OOXVWUDWLRQ1+,SUDFWLWLRQHUVOLNH6FLHQWLıF
Illustrators, focus on accuracy in faithful representations
WRFRPPXQLFDWHVSHFLıFLQIRUPDWLRQ+RZHYHUXQOLNH
6FLHQWLıF,OOXVWUDWLRQ1+,SUDFWLFHLVQRWVROHO\IRFXVHG
RQWKHVFLHQFHVRUVHUYLFHLQSUDFWLFH

6HYHUDOGHıQLWLRQVRI6FLHQWLıF,OOXVWUDWLRQHYLGHQFHWKH
prescribed approach to practice and the role of the
practitioner in acquiring and representing knowledge.
,Q+RGJHV  SXEOLFDWLRQThe Guild Handbook of
6FLHQWLıF,OOXVWUDWLRQthese prescribed practice methods, associated media and materials are discussed
LQUHODWLRQWRVSHFLıFıHOGVRIVFLHQFHVXFKERWDQ\
entomology and medicine. Cross-disciplinary exchange
LQ6FLHQWLıF,OOXVWUDWLRQLQYROYHVWKHVXSSO\RIUHVRXUFHV
artefacts, specimens and contextual information to be
YLVXDOO\UHSUHVHQWHGLQHVVHQFHDEULHI,QDGGUHVVLQJ
WKLVEULHIWKHW\SHVRISRVVLEOHSUDFWLFHDQGGHOLYHU\DUH
often dictated by the publication protocols associated
ZLWKVSHFLıFıHOGVRIVFLHQFH+RGJHV  GHVFULEHV
these types of practitioners as
$UWLVWVLQWKHVHUYLFHRIVFLHQFH7KH\XVHVSHFLıFDOO\
LQIRUPHGREVHUYDWLRQDOWHFKQLFDODQGDHVWKHWLFVNLOOVWR
portray a subject accurately. Accuracy and communication are essential. Communication of shapes, anatomy,
GHWDLOVDQGFRQFHSWVWKDWFDQQRWEHFRQYH\HGYLD
words, forms the essence of this type of art. (Hodges
S[L
6LPLODUO\0DOH  LQKLVSXEOLFDWLRQ,OOXVWUDWLRQ$
Theoretical & Contextual Perspective RĳHUVWKHIROORZLQJVXPPDWLRQŕ,QDSXUHVHQVHVFLHQWLıFLOOXVWUDWLRQ
communicates subtleties and eliminates the ambiguities
of language. It is this that makes it an important and
often necessary element in precise communication’
0DOHS 3UHFLVLRQDFFXUDF\FRQYHQWLRQV
of publication, the direct application of practice and
RXWFRPHWRWKHFRPPXQLFDWLRQRIVFLHQWLıFNQRZOHGJH
FROOHFWLYHO\GHıQHWKLVSUDFWLFH
)RUWKH1+,SUDFWLWLRQHULWLVWKHQHHGWREHFRQWLQXDOO\
assessing an illustration both technically and factually in
LWVGHYHORSPHQWZKHUHLQWHUSUHWDWLRQLVQRWRQO\LQĲXenced, but also continually shaped through cross-dis-

/V^KVLZJYVZZKPZJPWSPUHY`L_JOHUNLPUÅ\LUJL
PU[LYWYL[H[PVUMVY[OL5H[\YHS/PZ[VY`0SS\Z[YH[VY&

)LJXUH,OOXVWUDWLRQUHQGHULQJSURFHVV$+RZHOOV VHHSDJH
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/V^KVLZJYVZZKPZJPWSPUHY`L_JOHUNLPUÅ\LUJL
PU[LYWYL[H[PVUMVY[OL5H[\YHS/PZ[VY`0SS\Z[YH[VY&

FLSOLQDU\H[FKDQJHV0DULQHVFLHQFH,OOXVWUDWRU5RJHU
6ZDLQVWRQŖV  GHVFULSWLRQRIKLVSUDFWLFHHPERGLHV
this role of cross-disciplinary exchange on interpretation. As both a practitioner and scientist he states at
the beginning of his book titled Fishes of Australia, the
complete illustrated guide, that,
2YHUWKH\HDUV,KDYHKDGWKHRSSRUWXQLW\WRVHHDQG
KDQGOHDQHQRUPRXVYDULHW\RIıVKHVDOZD\VORRNLQJDW
them with one eye as a scientist, the other as an artist
6ZDLQVWRQS 
Similarly, cross-disciplinary exchange in my research
occurred continually throughout the research and
contributed to both the acquisition of knowledge and
the subsequent interpretation of that knowledge. Unlike
VFLHQWLıFLOOXVWUDWLRQWKHIRFXVRIH[FKDQJHZDVQRWRQ
SUHSUHVFULEHGVHUYLFHEDVHGRXWFRPHVEXWRQFRQWULEXWLRQWKURXJKSUDFWLFHWRWKHGHYHORSPHQWRIUHVHDUFK
outcomes.
,QDQDFDGHPLFUHVHDUFKFRQWH[W1+,SUDFWLFHRXWOLQHG
DERYHZRXOGEHFODVVLıHGDV Practice-Based research
&DQG\ (PERGLHGLQWKLVFODVVLıFDWLRQLVWKHUROH
of generating new artefacts through practice in elicitLQJDQGFRQWULEXWLQJQHZNQRZOHGJH &DQG\ 
$OWKRXJKQRWWKHSULPDU\IRFXVP\QHHGWRGHYHORS
SUDFWLFHSURFHVVLQDFKLHYLQJUHVHDUFKRXWFRPHV
UHYHDOHGQHZPractice-Led knowledge as well. The
tags of Practice-Based and Practice-Led research as
GHıQHGE\&DQG\  FDQEHDSSOLHGWRQXPHURXV
IRUPVRIFUHDWLYHSUDFWLFH,WLVLPSRUWDQWWKHUHIRUHWR
IXUWKHUGHıQHDZRUNLQJPHWKRGRORJ\UHODWLQJWRVSHFLıF
practices for their contribution to be understood and
acknowledged. For this reason, although focused on
GLVWLQJXLVKLQJ1+,SUDFWLFHIURPWKDWRIRWKHUIRUPVRI
UHODWHGLOOXVWUDWLRQSUDFWLFHVWKHGHVFULSWLRQVRĳHUHG
KHUHSURYLGHDEDVLVIRUXQGHUVWDQGLQJWKHUHDVRQVIRU
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WKH1+,SUDFWLWLRQHUWRHPSOR\NH\HOHPHQWVRIPHWKRGology in their research enquiry.
This methodology encompasses two primary phases:

7UDQVGLVFLSOLQDU\ıHOGZRUN7KHSULPDU\
IXQFWLRQRIWKLVSKDVHRIHQTXLU\LVEURDGDQGDGDSWLYH
in the acquisition, recording and analysis of knowledge
/OHZHOO\QS /LNHWKHVFLHQFHVWKLV
enquiry is focused on seeing and understanding.
2.
Studio-based enquiry: This phase of the
UHVHDUFKLVIRFXVHGRQWKHYLVXDOLQWHUSUHWDWLRQRI
NQRZOHGJHDFTXLUHGWKURXJKıHOGZRUNLQFRQWH[WRIWKH
UHVHDUFKREMHFWLYHV8QGHUVWDQGLQJJDLQHGWKURXJK
WUDQVGLVFLSOLQDU\ıHOGZRUNLQIRUPVWHFKQLFDODQGFRQFHSWXDODSSURDFKHVWRWKHGHYHORSPHQWRILQQRYDWLYH
LOOXVWUDWLYHRXWFRPHV
These two phases of inquiry at times operate simultaneously in informing the continued direction of the
practice-based research, and in shaping outcomes.
7KLVDSSURDFKGLVWLQJXLVKHV1+,UHVHDUFKPHWKRGV
from those of the sciences and aligns them more with
‘designerly’ &URVVS ZD\VRIWKLQNLQJ7KLV
DSSURDFKWRWKLQNLQJDQGSUREOHPVROYLQJLVIRFXVHG
on solutions rather than the problem and according
WR&URVV  LVZKHUH‘designers problem-solve by
synthesis’ S 
When discussing practice-based research in the book
Visualising Research; A guide to the research process in
art and design. The authors explores in a chapter titled
Crossing the terrain; vehicles for exploration the concept
of ‘practice’ *UD\0DOLQV 3UDFWLFHLVGHVFULEHG
DVKDYLQJPDQ\LQWHUSUHWDWLRQV7KHDXWKRURĳHUVWKUHH
š3UDFWLFHDVLQGLYLGXDOFUHDWLYHDFWLYLW\SHUKDSVWKH
PRVWREYLRXVLQWHUSUHWDWLRQşŕPDNLQJŖLQLWVEURDGHVW

sense;
š3UDFWLFHDVIDFLOLWDWLRQDQGGLVVHPLQDWLRQşDFWLYLWLHV
UHODWHGWRYLVXDODUWVGHVLJQFUDIWQHZPHGLDIRUH[DPSOHHGXFDWLRQDGPLQLVWUDWLRQDQGDFWLYLWLHVVXFKDV
curating, commissioning, critical writing, and so on;
š3UDFWLFHDVFROODERUDWLYHDFWLYLW\LQYROYLQJRWKHU
practitioners, participants and professionals from other
GLVFLSOLQHVDQGRUH[WHUQDOERGLHVIRUH[DPSOHLQGXVWU\
FRPPHUFHYROXQWDU\VHFWRUVDQGVRRQ7KLVDSSURDFK
FRXOGLQYROYHPDNLQJIDFLOLWDWLQJGLVVHPLQDWLQJDVZHOO
DVQHJRWLDWLQJIXQGUDLVLQJDQGVRRQ *UD\0DOLQV
S 
%\WKHVHGHıQLWLRQVP\SUDFWLFHEDVHGUHVHDUFKHQcompasses all three. Practice in relation to my research
LQYROYHGDQLQGLYLGXDOFUHDWLYHSUDFWLWLRQHUHQJDJLQJ
FROODERUDWLYHO\ZLWKVFLHQWLVWVWRSURGXFHDERG\RI
LOOXVWUDWLYHZRUNVWKDWZRXOGEHXVHGWRIDFLOLWDWHWKHHGucation of those charged with assessing body condition
LQFDSWLYH$VLDQ(OHSKDQWV
Cross-disciplinary exchanges in this type of research
HQTXLU\FDQRQO\RĳHURQHDVSHFWRIWKHLQIRUPDWLRQ
required to make representational imagery that elicits
VSHFLıFLQIRUPDWLRQ&URVVGLVFLSOLQDU\H[FKDQJHLVRQH
DVSHFWRIWUDQVGLVFLSOLQDU\ıHOGZRUN /OHZHOO\Q 
IRUWKH1+,UHVHDUFKHU2EVHUYDWLRQDOıHOGZRUNLVZKHUH
WKHH[SHULHQWLDONQRZOHGJHLQĲXHQFHVVWXGLRSUDFWLFH
VSHFLıFDOO\FRPSRVLWLRQGHYHORSPHQWDQGPDUNPDNLQJ
LQWKHLOOXVWUDWLRQSURFHVV7KHUROHRIREVHUYDWLRQDO
ıHOGZRUNLVNH\WRLQWHUSUHWDWLRQLQ1+,7KHH[SHULHQFH
of being in the physical presence of a subject, theme or
HQYLURQPHQWDQGEHFRPLQJDZDUHRIWKHZLGHUVHQVRU\
H[SHULHQFHDVVRFLDWHGZLWKWKDWVXEMHFWRUHQYLURQPHQW
is hard to quantify in the recording of the experience
and how it is translated through practice. This wider
sensory experience is a factor in the interpretation, not

/V^KVLZJYVZZKPZJPWSPUHY`L_JOHUNLPUÅ\LUJL
PU[LYWYL[H[PVUMVY[OL5H[\YHS/PZ[VY`0SS\Z[YH[VY&

MXVWIRUWKHSUDFWLWLRQHUEXWDOVRIRUWKHYLHZHURIWKH
resulting images who can associate the familiar when
recognising a subject in representational imagery.
This is best described by bird artist William Cooper
 LQKLVERRNCapturing the essence: Techniques
for bird artist ZKHUHKHUHIHUVWRFDSWXULQJWKHŕML]]Ŗ
S RIDVXEMHFWLQWKHGHYHORSPHQWRIKLV
ZRUNV+HGHıQHVjizz as
The term used to describe the characteristic and often
LQVWDQWLPSUHVVLRQJLYHQE\DSODQWRUDQLPDO(YHQ
when colour or pattern cannot be distinguished, a bird
FDQVRPHWLPHVEHLGHQWLıHGE\WKHZD\LWVLWVPRYHVRU
EHKDYHVşLWVjizz &RRSHUS
Coopers capacity to capture the jizz of subjects in his
ZRUNLVEHVWGHVFULEHGE\'DYLG$WWHQERURXJKLQKLV
documentary titled Portrait Painter to the Birds  
DQGHFKRHGLQWKHIRUZDUGKHZURWHIRU3HQQ\2OVHQŖV
 ELRJUDSK\RI&RSSHUŖVOLIHDQGZRUNZKHQKH
stated in reference to experiencing Cooper’s works for
WKHıUVWWLPH
7KHVHLQIURQWRIPHQRZKRZHYHUZHUHSODLQO\GUDZQ
E\VRPHRQHZKRKDGVHHQWKHOLYLQJELUGV1RWRQO\
that, but the birds were shown, not in somewhat arbiWUDU\VHWWLQJVEXWSHUFKHGDPRQJYHJHWDWLRQWKDWZDV
HFRORJLFDOO\DQGERWDQLFDOO\DFFXUDWH 2OVRQ
SYLLL
7KLVVHQWLPHQWRIWKHSUDFWLFHLVHFKRHGE\0DOH  
LVKLVGHVFULSWLRQRI1+,SUDFWLWLRQHUV+HVWDWHV
ŕ,QDGGLWLRQWRWKHVWDQGDUGSRUWUD\DORIWKHDQLPDOŖV
SK\VLFDOIRUPWKHLOOXVWUDWRUFDQFRQYH\DVHQVHRIWKH
YLWDOLW\DQGHVVHQFHRIWKHDQLPDOPXFKDVPLJKWEH
H[SHULHQFHGLQWKHıHOGŖ 0DOHS 
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The ability to capture the jizz of a subject in an illustration
DVZHOODVFRPPXQLFDWHVSHFLıFFRQWHQWRUQDUUDWLYHLQ
UHVXOWLQJZRUNVLVUHOLDQWRQWKH1+,SUDFWLWLRQHUKDYLQJD
VLJQLıFDQWWHFKQLFDOVNLOOEDVH7KHDSSOLFDWLRQRISUDFWLFHEDVHGWDFLWNQRZOHGJH 5XVW LQVWXGLREDVHG
HQTXLU\LVZKHUH1+,SUDFWLWLRQHUVFDQUHFRQWH[WXDOLVH
knowledge gained through cross-disciplinary exchange
to propose new knowledge through practice. In stating
WKLVLWLVLPSRUWDQWWRGHıQHSUDFWLFHEDVHGWDFLWNQRZOHGJHIRUWKH1+,SUDFWLWLRQHU,QFRQWH[WRIWKHGHVFULEHG
methodological approach to research, practice-based
WDFLWNQRZOHGJHIRUWKH1+,SUDFWLWLRQHULVWZRIROG
7DFLWNQRZOHGJH 5XVWS RIDWHFKQLFDO
VNLOOEDVH.QRZOHGJHGHSWKZLOOYDU\VLJQLıFDQWO\
EHWZHHQ1+,SUDFWLWLRQHUVEXWE\WKHQDWXUHRISUDFWLFH
this knowledge should encompass fundamental skills
in drawing, composition, understanding of tonal form
and the capacity to construct and produce an accurate
UHSUHVHQWDWLRQRIYLVXDOFRQWHQWDQGQDUUDWLYH
2. Tacit knowledge of experience - that of experiencing
DVXEMHFWWKHPHRUHYHQWLQWKHıHOG
%RWKDUHUHTXLUHGLQFDSWXULQJDQGGHSLFWLQJWKHML]]
RIDVXEMHFWWKHPHRUHYHQWDQGLQFRQVWUXFWLQJDQG
SURSRVLQJQHZUHSUHVHQWDWLRQVWRYLVXDOO\FRPPXQLFDWH
NQRZOHGJH7KHFRQVWUXFWLRQRIDYLVXDOUHSUHVHQWDtion of knowledge, an artefact, is where a research
approach outside that of the sciences is required for
that knowledge to transcend its traditional bounds and
be expressed in a form more widely accessible and
understood. In essence, cross-disciplinary exchanges
combined with a practitioner’s tacit experience through
ıHOGZRUNDQGSUDFWLFHIRUPVWKHEDVLVIRUJHQHUDWLQJ
an artefact that enables knowledge of a subject of reVHDUFKWREHH[SUHVVHGH[SOLFLWO\ 5XVWHWDO 5XVW
S ,QWKLVFDSDFLW\DQLOOXVWUDWRUDUWLVWPDNLQJ
such a contribution through their practice is sometimes

FRQVLGHUHGDQH[SHUWLQWKHıHOG7KLVGRHVQRWPDNH
WKHFUHDWLYHSUDFWLWLRQHUDVFLHQWLVWEXWGHPRQVWUDWHVWKH
rigor in this form of practice-based research. The work
of William Cooper is an exemplar of this notion of the
LOOXVWUDWRUDUWLVWEHLQJUHJDUGHGDVDQH[SHUWLQDıHOGRI
VFLHQWLıFNQRZOHGJH&RSSHUŖVOLIHORQJFRQWULEXWLRQWR
ornithology through his artwork and collaborations with
ornithologist such as Joe Forshaw was acknowledged
ZLWKWKHJROGPHGDORIWKH$FDGHP\RI1DWXUDO6FLHQFHV3KLODGHOSKLDLQŕ7KLVDZDUGLVJLYHQLQWHUPLWWHQWO\WRDQDUWLVWZKRVHDUWLVWLFHQGHDYRUVDQGOLIHŖV
ZRUNKDYHFRQWULEXWHGWRPDQŖVEHWWHUXQGHUVWDQGLQJ
DQGDSSUHFLDWLRQRIOLYLQJWKLQJVŖ 2OVRQS 
The purpose of the research
My doctoral research explored the Asian Elephant
(Elephas maximus) as the subject for illustration and
artwork. The title of my research was Elephant: Art
and Science and this title encapsulated the structure
RIWKHVWXG\ıUVWWRH[SORUHWKH(OHSKDQWDVVXEMHFWIRU
DUWZRUNLOOXVWUDWLRQDQGVHFRQGO\WRVKRZWKHDSSOLFDWLRQ
RIDUHVXOWLQJERG\RIZRUNWRVFLHQWLıFUHVHDUFK
0\UHVHDUFKZDVQRWDVFLHQWLıFVWXG\UDWKHULWZDV
FHQWUHGRQWKHGHYHORSPHQWRIDERG\RIDQLOOXVWUDWLYH
UHVRXUFHEDVHGRQVFLHQWLıFPHWKRGRORJ\0\IRFXV
ZDVRQWKHGHYHORSPHQWRILOOXVWUDWLRQVVXLWDEOHIRU
DSSOLFDWLRQDVYLVXDOUHIHUHQFHLQWKH%RG\&RQGLWLRQ
6FRULQJ %&6 RIFDSWLYH$VLDQ(OHSKDQWV%&6IRUPHG
one aspect of a multi-institutional study titled Understanding the interaction between nutrition, activity and
reproduction in captive Asian Elephants ):= 
My contribution to this research was through collaboraWLRQZLWK)RUW:RUWK=RRYHWHULQDU\VFLHQFHUHVHDUFKHU
'U5R\0F&OHPHQWV7KHRXWFRPHVIURPWKLVEURDGHU
UHVHDUFKLQLWLDWLYHZHUHXOWLPDWHO\IRFXVHGRQ(OHSKDQW
FRQVHUYDWLRQ

/V^KVLZJYVZZKPZJPWSPUHY`L_JOHUNLPUÅ\LUJL
PU[LYWYL[H[PVUMVY[OL5H[\YHS/PZ[VY`0SS\Z[YH[VY&

$VLDQHOHSKDQWVDUHRĴFLDOO\HQGDQJHUHG$JUHDWHUXQGHUVWDQGLQJRIKRZWKH\EUHHGDQGWKHIDFWRUVHĳHFWLQJ
successful breeding requires immediate attention to
HQVXUHVSHFLHVVXUYLYDO$FFRUGLQJWRWKH,8&15HGOLVW
WKH$VLDQ(OHSKDQWŖVFRQVHUYDWLRQVWDWXVZDVODVWHYDOXDWHGLQ7KH,8&1MXVWLıFDWLRQIRUWKLVHQGDQJHUHG
listing is stated as:
/LVWHGDV(QGDQJHUHG (1 EHFDXVHRIDSRSXODWLRQ
VL]HUHGXFWLRQLQIHUUHGWREHDWOHDVWRYHUWKHODVW
three generations, based on a reduction in its area of
occupancy and the quality of its habitat. Although there
are few accurate data on historical population size,
IURPZKDWLVNQRZQDERXWWUHQGVLQKDELWDWORVVGHJUDGDWLRQDQGRWKHUWKUHDWVLQFOXGLQJSRDFKLQJDQRYHUDOO
SRSXODWLRQGHFOLQHRIDWOHDVWRYHUWKHODVWWKUHH
generations (estimated to be 60–75 years, based on a
JHQHUDWLRQWLPHHVWLPDWHGWREHş\HDUV VHHPV
UHDOLVWLF &KRXGKXU\HWDO
(OHSKDQWVKDYHDPRQWKJHVWDWLRQSHULRGDQGRQO\
RISUHJQDQFLHVUHVXOWLQWKHOLYHELUWKRIDFDOI)RU
this reason alone there is immediacy in the need to
better understand Elephant health and its relationship
WRVXFFHVVIXOEUHHGLQJWRHQVXUHWKHVXUYLYDORIWKHVSHFLHV 6KHGGRQ 
Although the interpretation of the literal into accurate
illustrated representational imagery may seem straight
IRUZDUGRUHYHQEHSHUFHLYHGDVUHGXQGDQWLQWKHDJH
of digital imaging technology, this type of interpretation
cannot be made solely by a piece of imaging technoloJ\WKDWRSHUDWHVZLWKLQWKHFRQıQHVRIDSUHSURJUDPHG
VFRSHRIYLVXDOLQWHUSUHWDWLRQVDQGWKHUHIRUHRXWFRPHV
Image capture does not equate to interpretation.
,QWHUSUHWDWLRQLQYROYHVWKHFRQVFLRXVGHFLVLRQVPDGH
from a knowledge and practice base where original and
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XQLTXHLPDJHU\FDQEHGHYHORSHGWRLVRODWHFRQVWUXFW
DQGFRPPXQLFDWHVSHFLıFFRQWHQWRUQDUUDWLYH,WLVWKH
DFFHVVLELOLW\WRWKHXQGHUVWDQGLQJRIFRPSOH[VFLHQWLıF
NQRZOHGJHWKURXJKLPDJHU\ZKHUH1+,SUDFWLWLRQHUUHVHDUFKHUVFRQWLQXHWRKROGVLJQLıFDQWYDOXHLQFRPPXQLcating science.
4`9LZLHYJOHUK[OLPUÅ\LUJLVMJYVZZ
KPZJPWSPUHY`L_JOHUNLVUPU[LYWYL[H[PVU
Cross-disciplinary exchanges in my research were
both remote and in situ. It was the discussions around
the broader research project, the science behind their
approach to assessing body condition, and the capacLW\WRREVHUYHNHHSHUVDQGUHVHDUFKHUVZRUNLQJZLWK
(OHSKDQWVWKDWSURYLGHGERWKH[SOLFLWDQGH[SHULHQWLDO
knowledge.
%RG\&RQGLWLRQ6FRULQJ %&6 LVWKHSURFHVVRIYLVXDOO\
assessing a number of regions of an animal’s body and
DVVLJQLQJDVFRUHRULQGH[YDOXHEDVHGRQWKDWDVVHVVPHQW%&6LVHĳHFWLYHO\LGHQWLI\LQJDQ
LQGLYLGXDODQLPDOŖVERG\FRQGLWLRQLQUHODWLRQWRWKHERG\
conditions of its species broader population. The index
range, or the scope of body condition scores is deterPLQHGE\WKHPHWKRGRORJ\GHYHORSHGE\UHVHDUFKHUV
RIWKDWSDUWLFXODUVSHFLHVDQGYDULHVGHSHQGLQJRQWKH
method or system they employ while making, collating
DQGGRFXPHQWLQJWKDWDVVHVVPHQWGDWD%&6LVDVXEMHFWLYHYLVXDODQDO\VLVDVFRUHLVDVVLJQHGWRDQDQLPDO
EDVHGRQDQLQGLYLGXDOŖVRUDJURXSŖVLQWHUSUHWDWLRQRI
DYDLODEOHLQIRUPDWLRQDQGUHIHUHQFH
7KHUHDUHFRQVLGHUDEOH%&6UHVRXUFHVGHYHORSHGIRU
FRPPHUFLDOO\YLDEOHOLYHVWRFNVXFKDVFDWWOHDQGKRUVHV
\HWWKHUHDUHYHU\IHZ%&6UHVRXUFHVGHYHORSHGIRU
ZLOGDQGFDSWLYHSRSXODWLRQVRIH[RWLFRUGRPHVWLFVSHFLHV7KHVHGHYHORSHGUHVRXUFHVVRPHLOOXVWUDWLYHDQG

some photographic, were useful in understanding how
%&6UHIHUHQFHKDVEHHQGHVFULEHGEHIRUHEXWWKHUH
were no documented accounts of the practice-base
HPSOR\HGLQWKHLUGHYHORSPHQW7KLVLVRQHDUHDLQ
ZKLFKP\UHVHDUFKRĳHUVQHZNQRZOHGJHUHODWLQJWR
SUDFWLFHZLWKDSSOLFDWLRQWRWKHGHYHORSPHQWRIIXWXUH
%&6UHIHUHQFHIRUDQ\VSHFLHV
)RUP\RZQXQGHUVWDQGLQJDQGWRGHVFULEH%&6LQ
WHUPVWKDWVLPSOLI\DQGUHĲHFWWKHFRQWHQWIRULOOXVWUDWLRQV,GHıQHG%&6DVREVHUYLQJWKHUHODWLRQVKLS
between the skin and skeleton. This understanding
became the focus of an illustration seen in Figure 1.
7KLVLOOXVWUDWLRQZDVGHYHORSHGDQGXVHGWRUHIHUHQFH
WKHREVHUYDWLRQV,ZDVPDNLQJDQGQHHGHGWRUHĲHFWLQ
WKHıQDOLOOXVWUDWLRQV7KHLOOXVWUDWLRQJDYHFRQWH[WWRWKH
YLVLELOLW\RIERQ\VWUXFWXUHVDVERG\FRQGLWLRQGHFOLQHG
7KHOHYHORIIDWDQGPXVFOHFRQGLWLRQRIDQLQGLYLGXDO
animal determines the relationship between skin and
VNHOHWRQ7KLVVLPSOLıHGGHıQLWLRQLVRODWHGWZRVSHFLıF
IRFXVHVIRUREVHUYDWLRQLQP\ıHOGZRUNDQGUHVHDUFK
ıUVWWKHYLVLEOHVXUIDFHIRUPRIWKHHOHSKDQWDQGWKH
second it’s underlying structure, the skeleton. The
VNHOHWRQZDVWKHFRQVLVWHQWIUDPHWKDWWKHYDU\LQJ
OHYHOVRIPXVFOHDQGIDWUHVWHGXSRQ,OOXVWUDWLRQVZHUH
GHYHORSHGIRUERWKRIWKHVHYLVXDOHOHPHQWVLQUHSUHsenting each body condition accurately. Understanding
the anatomy of Asian Elephants was crucial to depicting
WKHLUML]]DQGEHFDPHDIRFXVRIP\ıHOGZRUN,WZDV
LPSHUDWLYHZKHQGHYHORSLQJLPDJHU\WREHXVHGE\
(OHSKDQWNHHSHUVDQGFDUHUVWKDWWKHLPDJHU\JDYHWKH
instant impression of the animal they encountered on a
daily basis and knew intimately.
%DVHGRQ+HQQHNHŖV  VHPLQDOVWXG\RI%&6LQ
PDUHVWKH7H[DVEDVHGUHVHDUFKJURXSKDGGHYHORSHGDZRUNLQJVWUXFWXUHIRUWKHLU%&6DVVHVVPHQWRI

/V^KVLZJYVZZKPZJPWSPUHY`L_JOHUNLPUÅ\LUJL
PU[LYWYL[H[PVUMVY[OL5H[\YHS/PZ[VY`0SS\Z[YH[VY&

FDSWLYH$VLDQ(OHSKDQWV7KLVPRGHOGHıQHGDUDQJHRI
nine indexed body conditions ranging from emaciated
WRREHVH7KHUHVHDUFKJURXSDLPHGWRGHYHORSDQG
SURYLGHYLVXDOUHIHUHQFHDQGWH[WGHVFULSWLRQVRIWKH
physical condition associated with nine indexed body
FRQGLWLRQVFRUHVIRUFDSWLYH$VLDQ(OHSKDQWV,WZDVGHFLGHGWKDWYLVXDOUHIHUHQFHDQGWH[WEDVHGGHVFULSWLRQV
ZHUHWREHVXSSOLHGIRUPXOWLSOHYLHZVRIWKH(OHSKDQW
ZLWKDIRFXVRQVSHFLıFDQDWRPLFDOUHJLRQVLQHDFK
In my preliminary discussions with the researchers I
TXHVWLRQHGVHYHUDORIWKHLUSODQVIRUGHYHORSLQJDQG
XVLQJVSHFLıFIRUPVRIYLVXDOUHVRXUFHVIRULQVWUXFWLQJ
DVVHVVRUVWRPDNHDYLVXDO%&6DVVHVVPHQW7KHVH
questions were based on my understanding of conVWUXFWHGLPDJHVQRWEDVHGRQVFLHQWLıFNQRZOHGJH
,LGHQWLıHGVHYHUDODUHDVLQZKLFKLOOXVWUDWHGUHIHUHQFH
PDWHULDOFRXOGPRUHHĳHFWLYHO\FRPPXQLFDWHWKHVXEWOH
YLVLEOHGLĳHUHQFHVLQSK\VLFDOIRUPPRUHHĳHFWLYHO\
than photographic reference. Through my practice I
sought to reduce and where possible eliminate some
RIWKHVHYDULDELOLW\ŖVDQGRĳHUHGDUDQJHRISRVVLEOH
YLVXDOUHVRXUFHVROXWLRQVLQDGGLWLRQWRWKRVHWKH\KDG
proposed.

)LJXUH5HIHUHQFHRIWKHUHODWLRQVKLSEHWZHHQWKHVNLQDQGVNHOHWRQ$+RZHOOV

7KHIROORZLQJLVDOLVWRIWKHYDULDEOHVDQGDQRPDOLHV,
DVVRFLDWHGZLWKWKHXVHRI%&6SKRWRJUDSKLFUHIHUHQFH
These anomalies related to discrepancies between
LQGLYLGXDODQLPDOVLQUHIHUHQFHVHWVDVZHOODVWHFKQLFDO
considerations around image capture. The following
DUHWKHPDLQYDULDEOHVLQWKHSKRWRJUDSKLFUHIHUHQFH
material:
š$GLĳHUHQWLQGLYLGXDODQLPDOGHPRQVWUDWLQJHDFKERG\
condition in the set of nine.
š$GLĳHUHQFHLQWKHWLPHRIGD\RUOLJKWLQZKLFKDVXEject was photographed.
š$GLĳHUHQFHLQWKHWHFKQLFDOSURıFLHQF\RIWKHSKRWRJ-
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rapher and their equipment. This
LQFOXGHGFRPSRVLWLRQDOVNLOOVDQGWKHRYHUDQGXQGHU
exposure of photographs.
š$GLĳHUHQFHLQWKHSRVLWLRQRIDSKRWRJUDSKHULQ
UHODWLRQWRWKHLUVXEMHFW7KLVLQFOXGHGDGLĳHUHQFHLQ
HOHYDWLRQRIWKHSKRWRJUDSKHU DERYHLQOLQHRUEHORZ
WKHVXEMHFW DQG
the angle of the photographer to the subject (to the left,
ULJKWRUFHQWUHG 
š$GLĳHUHQFHLQWKHSRVLWLRQRUVWDQFHRIDVXEMHFWLQ
LQGLYLGXDOUHIHUHQFH
š$GLĳHUHQFHLQFRQWH[WXDOHQYLURQPHQWDOLQIRUPDWLRQ
in reference compositions, such as foliage or other
animals.
The images in Figure 2GHPRQVWUDWHWKHVHYDULDEOHV
LQSKRWRJUDSKLFUHIHUHQFH7KHUHDUHVLJQLıFDQWYLVLEOH
GLĳHUHQFHVLQWKHLPDJHVDSDUWIURPDGLĳHUHQFHLQ
SK\VLFDOIRUPWKDWLPSHGHWKHFDSDFLW\WRHĳHFWLYHO\
REVHUYHRQO\VXEWOHVXUIDFHIRUPYDULDQFHV7KHGLĳHUHQFHLQYLVLEOHVXUIDFHIRUPLVWKHEDVLVIRULGHQWLI\LQJ
and assigning a body condition score.
7KHOLVWRIGLVFUHSDQFLHVSURYLGHGDSODWIRUPWRGHYHORS
imagery that would address them. In planning for this
I proposed a set of illustration requirements. These
UHTXLUHPHQWVZHUHGHYHORSHGLQFRQWH[WRIWKHQHHGWR
DGGUHVVDQRPDOLHVDQGHPERG\WKHVSHFLıFNQRZOHGJH
the research group had outlined in their descriptions
for each of the nine body conditions. The following is a
OLVWRIWKHLOOXVWUDWLRQUHTXLUHPHQWVWKDWZHUHGHYHORSHG
SULPDULO\DVDPHDQVRISODQQLQJUHVRXUFLQJDQGHYDOXating my works.
š,OOXVWUDWLRQVVKRXOGEHGHYHORSHGEDVHGRQWKH
supplied descriptions and examples of the nine body
FRQGLWLRQVGHıQHGE\WKHUHVHDUFKHUV
• Illustrations should demonstrate those nine conditions
26
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PU[LYWYL[H[PVUMVY[OL5H[\YHS/PZ[VY`0SS\Z[YH[VY&

IURPWKHVL[VSHFLıHGDQJOHGYLHZV
š,OOXVWUDWLRQVVKRXOGEHĲH[LEOHLQWKHLUGHYHORSPHQW
process to allow for editing as they were being proGXFHGDQGĲH[LELOLW\LQWKHLUDSSOLFDWLRQDVDQLPDJH
type suitable for numerous forms of exhibition and publication. Therefore they need to be easily scalable and
reproducible while maintaining integrity as reference.
• Illustrations should depict a single generic specimen demonstrating all nine-body conditions for all the
UHTXLUHGDQJOHGYLHZV
The illustration style should be easily applied in the
GHYHORSPHQWRIDVLJQLıFDQWQXPEHURILOOXVWUDWLRQV7KLV
ZDVFUXFLDOLQDFKLHYLQJFRQVLVWHQF\LQUHIHUHQFHVHWV,
focused on two main areas when addressing the need
IRUFRQVLVWHQF\DQGYLVXDOFRQWLQXLW\
1. The Subject - Consistency in scale, the use of tonal
UDQJHSRVLWLRQVWDQFHRIWKHVXEMHFWDQGWKHSK\VLFDO
characteristics of the subject, such as hair, eyes and
skin surface quality.
2. The Process - Consistency in the use of methods
and materials in the production of all illustrations in the
complete reference set.
Describing a monotone Elephant immediately reduced
WKHYDULDELOLW\DVVRFLDWHGZLWKLQGLYLGXDO(OHSKDQWŖV
HQYLURQPHQWVDQGVRPHSK\VLFDODWWULEXWHVVXFKDV
pigmentation in areas of dappled skin. This would also
HQDEOHWKHGHYHORSPHQWRIDSURFHVVIRFXVHGRQO\RQ
WRQHDQGSURıOHVKDSHWRGHVFULEHFKDQJLQJIRUP
%\WKLVVWDJHRIP\UHVHDUFKWKHUHZHUHWKUHHPDLQ
UHVHDUFKDFWLYLWLHVRSHUDWLQJVLPXOWDQHRXVO\LQVKDSLQJ
outcomes.
2EVHUYDWLRQDOıHOGZRUNş7KLVDFWLYLW\ZDVXQGHU27

WDNHQDW]RRVKRXVLQJFDSWLYH$VLDQ(OHSKDQWVDQG
museums that held articulated Asian Elephant skeletons
in their collection
6WXGLREDVHGHQTXLU\ş7KLVDFWLYLW\ZDVIRFXVHG
on capturing the Jizz of the subject in the artworks,
GHYHORSLQJDSURFHVVIRULOOXVWUDWLQJDFRQVLVWHQWERG\
of work and experimentation with technique, media and
materials, including digital and traditional processes.
3. Cross-disciplinary exchange - There were four main
H[FKDQJHVGXULQJP\UHVHDUFKWKDWKDGVLJQLıFDQWLQĲXence on my interpretation of the subject and science.
š2EVHUYLQJNHHSHUVDQGUHVHDUFKHUVFRQGXFWLQJ%RG\
&RQGLWLRQ6FRUHDVVHVVPHQWRQDUHVLGHQWKHUG ):= 
š$FFHVVLQJWKHUHVHDUFKJURXSŖVFRPSUHKHQVLYHSKRtographic database of Asian Elephant body conditions.
• The discussions resulting from my presentations of
SUHOLPLQDU\DQGGHYHORSLQJLOOXVWUDWLRQVWRNHHSHUVDQG
researchers.
š2EVHUYLQJRWKHUIRUPVRIGDWDFROOHFWLRQZLWKLQWKH
broader research.
7KHLQĲXHQFHRIWKHVHFURVVGLVFLSOLQDU\H[FKDQJHVRQP\
UHVHDUFKLVEHVWXQGHUVWRRGLQWKHFRQWH[WRIIXOıOOLQJWKHLOOXVWUDWLRQUHTXLUHPHQWV7RGLVFXVVWKHVHLQĲXHQFHVRQP\
SUDFWLFH,KDYHFDWHJRULVHGWKHPLQWRWKUHHPDLQSRLQWV
;OLPUÅ\LUJLVMJYVZZKPZJPWSPUHY`L_JOHUNL
VU[OLKL]LSVWTLU[VMHNLULYPJZWLJPTLU
$FFHVVLQJWKHUHVHDUFKJURXSŖVFRPSUHKHQVLYHSKRtographic database of Asian Elephant body conditions
DQGWKHQKDYLQJWKHRSSRUWXQLW\WRDVNTXHVWLRQV
relating to common and uncommon physical forms was
LQVWUXPHQWDOLQGHYHORSLQJDGUDZQVSHFLPHQWRXVHDV
WKHEDVLVIRUDGHYHORSHGUHIHUHQFHVHW+DYLQJH[SHUWV
SRLQWWRVSHFLıFGHWDLOVRIUHIHUHQFHLPDJHVFODULıHGDQG
informed my understanding of an optimal stance for the

subject and the eye-line in compositions. Stance would
LQĲXHQFHZHLJKWGLVWULEXWLRQDQGWKHUHIRUHWKHHYLGHQFH
of actual fat and muscle condition between the skin and
VNHOHWRQ9LHZLQJVXFKDYROXPHRIGLĳHUHQW(OHSKDQWV
SURYLGHGDEDVLVIRUDYHUDJLQJWKHLUSK\VLFDOFKDUDFWHULVWLFVVXFKDVKDLUFRYHUDJHDQGWKHVXUIDFHTXDOLW\RI
skin.
;OLPUÅ\LUJLVMJYVZZKPZJPWSPUHY`L_JOHUNL
VUKL]LSVWPUNHWYVJLZZMVYPUZ\YPUNJVUZPZ[LUJ`PUPTHNLY`
2QHRIWKHPRVWVLJQLıFDQWLQĲXHQFHVRQP\SUDFWLFH
ZDVLQWKHGHYHORSPHQWRIDGUDZLQJSURFHVVWKDW
facilitated the fulfulment of the illustration requirements
while simultaneously being editable to accommodate
ongoing cross-disciplinary input. The principles of traGLWRQDOWZRGLPHQVLRQDODQLPDWLRQSURYLGHGDEDVLVIRU
this process. Animation ensured consistency through
image registration in sequential imagery and in the deYHORSPHQWDQGDSSOLFDWLRQRIVW\OHFRQYHQWLRQV7KHVH
FRQYHQWLRQVJRYHUQHGWKHXVHRIDWRQDOUDQJHVXUIDFH
quality texture and physical characteristics such as the
ear, eye, trunk and tail positions and details. Additionally,
DOWKRXJKıUVWH[SORUHGDVDZD\WRFRQWUROYLVXDOFRQWLQXLW\EHWZHHQUHIHUHQFHLPDJHVLQWKHLUGHYHORSPHQW
animation processes became a means by which multiSOHIRUPVRIUHIHUHQFHFRXOGEHGHYHORSHGIURPDVLQJOH
stage of practice. Figure 3 HYLGHQFHVWKHGHYHORSPHQW
RI%&6UHIHUHQFHLOOXVWUDWLRQVXVLQJDQLPDWLRQSULQFLSOHV
ZLWKWKHVNHOHWRQSURYLGLQJDFHQWUDOUHJLVWUDWLRQSRLQWIRU
WKHFKDQJLQJSURıOHRIWKHHOHSKDQWFigure 4 demonstrates the consistency in imagery resulting from the
GHYHORSHGLOOXVWUDWLRQSURFHVV
The process for rendering reference illustrations was deYHORSHGWKURXJKVWXGLREDVHGHQTXLU\DQGLQFRUSRUDWHG
both traditional and digital techniques. Due to the nature

/V^KVLZJYVZZKPZJPWSPUHY`L_JOHUNLPUÅ\LUJL
PU[LYWYL[H[PVUMVY[OL5H[\YHS/PZ[VY`0SS\Z[YH[VY&
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Figure 5: Illustration rendering process, A. Howells
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RIWKHSURMHFWWKHUHZHUHVHYHUDOVWDJHVRIGHYHORSPHQW
DQGFURVVGLVFLSOLQDU\H[FKDQJHLQWKHGHYHORSPHQWRI
HDFKLOOXVWUDWLRQ2QFHDJHQHULFVSHFLPHQZDVHVWDElished and the nine illustrations were sketched the style
FRQYHQWLRQVZHUHWKHQDSSOLHGZKHQUHQGHULQJ7KH
use of graphics software allowed me to control many
RIWKHDQRPDOLHVDVVRFLDWHGZLWKWKHGHYHORSPHQWRID
sequential body of illustrations. Figures 5 and 6 SURYLGH
an understanding of this process. In Figure 5 the same
LOOXVWUDWLRQLVVHHQLQWKUHHRILWVGHYHORSPHQWDOSKDVHV
UHDGLQJIURPOHIWWRULJKWWKHRULJLQDOVNHWFKLVGHYHORSHG
LQWRDFOHDQOLQHLOOXVWUDWLRQEHIRUHKDYLQJLWVWRQDOIRUP
rendered in Adobe Photoshop. The rendered form then
has its surface detail described traditionally. In Figure 6
WKHıQDO,OOXVWUDWLRQLVWKHQUHFRQWH[WXDOLVHGDVSDUWRI
an entire sequence.
$VSDUWRIP\WUDQVGLVFSOLQDU\ıHOGZRUN,UHVHDUFKHG
excisting bodies of artwork depicting elephants to better
XQGHUVWDQGWHFKQLTXHVSUHYLRXVO\XWLOLVHGWRGHSLFW
them. This information, coupled with the technical
FKDOOHQJHVLQYROYHGLQWKH%&6LOOXVWUDWLRQUHTXLUHPHQWV
OHGWRVSHFLıFVWXGLREDVHGHQTXLU\IRFXVHGRQWKH
XVHRIPHGLDDQGPDWHULDOV7KHDUWZRUNV,GLVFRYHUHGWKURXJKP\OLWHUDWXUHDQGSUDFWLFDOUHYLHZIHOOLQWR
WZRPDLQFDWDJRULHVıUVWWKH(OHSKDQWDVGHFRUDWLYH
elements in cultural designs, and second as the subject
of nostaligic wildlife art. Although not directly related
WRWKHGHYHORSPHQWRI%&6UHIHUHQFHLOOXVWUDWLRQVWKH
following artwork examples in Figures 7 and 8 demonVWUDWHVRPHRIWKHZRUNV,GHYHORSHGLQUHVSRQVHWRWKLV
UHVHDUFK7KHWZRH[DPSOHVRIDUWZRUNGLĳHUVLJQLıFDQWly in style and technique but both encompose elements
RIWUDGLWLRQDODQGGLJLWDOSUDFWLFHLQWKHLUGHYHORSPHQW
7KHH[SHULHQFHRIPDNLQJWKHVHZRUNVLQĲXHQFHGP\
XQGHUVWDQGLQJRIWKHHĳHFWVFUHDWHGZKHQDUDQJHRI
a materials, mark making tools and techniques were
FRPELQHGLQDGLJLWDOHQYLURQPHQW7KLVXQGHUVWDQGLQJ

/V^KVLZJYVZZKPZJPWSPUHY`L_JOHUNLPUÅ\LUJL
PU[LYWYL[H[PVUMVY[OL5H[\YHS/PZ[VY`0SS\Z[YH[VY&
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XOWLPDWHO\FRQWULEXWHGWRWKHıQDOLOOXVWUDWLRQSURFHVVDSSOLHGLQWKHGHYHORSPHQWRI%&6UHIHUHQFHLOOXVWUDWLRQV
;OLPUÅ\LUJLVMJYVZZKPZJPWSPUHY`L_JOHUNL
VU[OLKL]LSVWTLU[VMV\[JVTLMVYTZHUK[OLPY
HWWSPJH[PVU

Figure 7: Elephant portraits, A. Howells

&URVVGLVFLSOLQDU\H[FKDQJHLQĲXHQFHGP\SUDFWLFH
DSSURDFKDQGWKHUHVXOWLQJSUDFWLFHDSSURDFKSURYLGHG
DSODWIRUPWRYLHZWKHUDQJHRIQLQHERG\FRQGLWLRQV
DVVWDWLFPRYLQJDQGLQWHUDFWLYHUHIHUHQFHFigure 9
demonstrates to entire set of illustrated references,
comprising nine indexed body condition scores from six
GLĳHUHQWDQJOHV(DFKVHWGHSLFWHGDVLQJOHVSHFLPHQ
demonstrating the range of possible body conditions
and had an accompanying skeletal reference. Due to
the use of image registration in the illustration process
HDFKRIWKHVL[VHWVFRXOGWKHQEHYLHZHGLQDVFUHHQ
EDVHGHQYLURQPHQWDQGWRJJOHGEHWZHHQZLWKLQWKH
framework of their text based descriptions. Additionally,
VNHOHWDOUHIHUHQFHFRXOGEHDFFHVVHGYLDDUROORYHU
ZKHQYLHZLQJDQLQGLYLGXDOLOOXVWUDWLRQWRJLYHFRQWH[W
WRWKHHYLGHQFHRIYLVLEOHVXUIDFHGHSUHVVLRQV$VDQ
DFFRPSDQ\LQJUHIHUHQFHHDFKVHWFRXOGEHYLHZHGDV
DPRUSKLQJDQLPDWLRQ(ĳHFWLYHO\WKHUHVRXUFHLOOXPLnated the science of body condition scoring and the
LOOXVWUDWLRQSURFHVVSURYLGHGDSODWIRUPWRGHYHORSDQG
FRPPXQLFDWHLWLQDYDULHW\RIIRUPVDQGIRUPDWV
*VUJS\ZPVU

)LJXUH7KH(OHSKDQWDVVXEMHFWIRUGHFRUDWLYHSDWWHUQV$+RZHOOV
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Although focused on prescribed outcomes, the designHUO\DSSURDFKWDNHQWRSUREOHPVROYLQJWKHFRQWULEXWLRQ
RIERWKFROODERUDWLYHSDUWLHVLQGHYHORSLQJWKHVFRSH
RISRVVLEOHRXWFRPHVRĳHUHGDQGUHDOLVHGHĳHFWLYHO\
GHıQHGWKLVUHVHDUFK7KHLQQRYDWLYHDQGDGDSWLYH
SUDFWLFHVRI1+,UHVHDUFKHUVRĳHUWKHVFLHQFHVDQG
RWKHUFROODERUDWRUVVLJQLıFDQWFRQWULEXWLRQLQERWKDFWLYH

/V^KVLZJYVZZKPZJPWSPUHY`L_JOHUNLPUÅ\LUJL
PU[LYWYL[H[PVUMVY[OL5H[\YHS/PZ[VY`0SS\Z[YH[VY&

research inquiry and the dissemination of knowledge.
The cross-disciplinary exchanges in my doctoral
UHVHDUFKZHUHRQJRLQJDQGLQVWUXPHQWDOLQGHYHORSLQJ
DQGGHOLYHULQJRXWFRPHV,QWKLVFRQWH[WFURVVGLVciplinary exchange is not about commentary on the
practitioner’s use of materials, technique or other
IDFWRUVVSHFLıFWRLOOXVWUDWLRQSUDFWLFHEXWLVEDVHGRQ
LQIRUPDWLRQH[FKDQJHDQGWKHHYLGHQFHRIFOHDUDQG
accurate information being represented and communiFDWHGWKURXJKDQREMHFWLYHDUWHIDFW7KHOHYHODQGIRUPV
RIFURVVGLVFLSOLQDU\H[FKDQJHZLOOYDU\IURPSURMHFW
to project but will generally occur throughout as they
inform, shape and endorse the outcomes.

)LJXUH,OOXVWUDWHG%&6UHIHUHQFHVHW$+RZHOOV
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.PYSZ.V-PYZ[&
5LNV[PH[PUN.LUKLY9LWYLZLU[H[PVUPU*VU[LTWVYHY`0SS\Z[YH[PVU
7VSP[PJHS)\ZPULZZ
$QLOOXVWUDWRUŖVFUHDWLYHOLEHUW\LVUHVWUDLQHG7KRXJKKLUHGIRUWKHLUXQLTXHYLHZRIWKHZRUOGDQGLGLRV\QFUDWLF
style, on one hand their work is shaped by their clients’
VWLSXODWLRQVDQGRQWKHRWKHUKDQGE\WKHYLVXDOFRGHV
DQGFRQYHQWLRQVWKDWFRPPXQLFDWLRQUHTXLUHV:LWKLQ
WKHVHFRQVWUDLQWVKRZHYHUWKHFUHDWLYHLQWHUSUHWDWLRQRI
the client’s brief is a central part of the illustrator’s work.
%DVHGRQWKHLUXQGHUVWDQGLQJRIWKHEULHIDQGDFFRUGLQJ
WRWKHLURZQYLHZRIWKHZRUOGLOOXVWUDWRUVPDNHDXWRQRmous decisions about what to show in an image and
how to show it. Through these more or less conscious
decisions the illustrators’ opinions become part of the
YLVXDOUHSUHVHQWDWLRQWKH\FUHDWHDQGUHPDLQDQLQWHJUDO
part unless challenged by the client. What do the characters look like? What do they do? Is the woman as tall
as the man? Is she a little shorter—or taller? These may
VHHPOLNHXQLPSRUWDQWYLVXDOGHWDLOVEXWWKH\LQĲXHQFH
content and raise larger issues of representation.
Illustration is sometimes dismissed as making pretty
pictures and many illustrators are unconcerned with the
UROHDQGUHOHYDQFHRIWKHLUZRUNZLWKLQDODUJHUVRFLDO
FRQWH[W%XWFUHDWLQJYLVXDOUHSUHVHQWDWLRQVIRUPDVV
PHGLDLVDSROLWLFDOEXVLQHVV:LWK6WXDUW+DOO  
RQHRIWKHIRXQGLQJIDWKHUVRIWKH%ULWLVKFXOWXUDOVWXGLHV
DQGWKH$PHULFDQVFKRODU5LFKDUG'\HU  ,WKLQN
RIUHSUHVHQWDWLRQQRWDVPHUHO\UHĲHFWLQJDSUHH[LVWLQJ
reality but as a signifying practice that constitutes realiWLHVE\ŗPDN LQJ WKLQJVPHDQŘ +DOOS &UHDWLQJYLVXDOUHSUHVHQWDWLRQVWKHQLVSROLWLFDOO\FKDUJHG
work, because images play a part in the construction
DQGQHJRWLDWLRQRIZKDWWKH$PHULFDQıOPWKHRULVW.DMD
6LOYHUPDQFDOOVWKHŗGRPLQDQWıFWLRQŘDQGGHVFULEHV
DVŗZKDWSDVVHVIRUUHDOLW\LQDJLYHQVRFLHW\Ř 
S 8QGHUVWDQGLQJUHDOLW\DVVRFLDOO\FRQVWUXFWHG
ZLWKLQDıHOGRIFRQĲLFWLQJLQWHUHVWVLPSOLHVWKDWLWLVQRW
JLYHQDQGVWDWLFEXWG\QDPLFDQGFKDQJHDEOH
35

“To represent”, as the Austrian cultural theorist Johanna
6FKDĳHUSXWVLWPHDQVŗWRPDNHSUHVHQWVRPHWKLQJ
DEVHQWŘ S 6LQFHUHSUHVHQWDWLRQVVWDQGLQ
SODFHRIDQDFWXDO RULPDJLQDU\ SHUVRQWKLQJLGHD
RUDQRWKHUUHSUHVHQWDWLRQDQGXVHFRQYHQWLRQDOIRUPV
WRGRVRWKH\DUHQHFHVVDULO\VHOHFWLYHDQGWRVRPH
H[WHQGLQFRPSOHWHDQGLQDGHTXDWH5HSUHVHQWDWLRQ
DOZD\VLQYROYHVDIRUHVKRUWHQLQJRIFRPSOH[LW\DQGWKLV
PLJKWVHHPGLVFRXUDJLQJ%XW5LFKDUG'\HUUHPLQGVXV
in 7KH0DWWHU2I,PDJHV(VVD\V2Q5HSUHVHQWDWLRQ that
LIWKHLQHYLWDELOLW\RIXVLQJFXOWXUDOO\DYDLODEOHFRGHVDQG
FRQYHQWLRQVWRFRPPXQLFDWHVHHPVŗOLNHDOLPLWDWLRQ
on saying, it is also what makes saying possible at all”
S $QGGHVSLWHWKHIDFWWKDWLPDJHVDUHEDVHG
on a familiar repertoire of image elements, Umberto Eco
VXJJHVWVLQKLVLQĲXHQWLDOERRNThe Open Work that the
PHDQLQJRILPDJHVFDQQHYHUEHGHıQLWHO\GHWHUPLQHG
DQGŗFORVHGŘ (FR 0HDQLQJUDWKHURULJLQDWHV
in-between the image, its context and the reader. And
people’s reading of images depends as much on what
WKH\DUHORRNLQJDWDVRQZKDWWKH\KDYHVHHQEHIRUH
Visual representations produce meaning by bestowing
HPSKDVLVLPSRUWDQFHDQGŕUHDOQHVVŖ%\VKRZLQJRQH
WKLQJUDWKHUWKDQDQRWKHUDQGE\UHSUHVHQWLQJHYHU\WKLQJ
LQDVSHFLıFZD\WKH\DOLJQZLWKFHUWDLQLQWHUHVWVDQG
ideas rather than with others. This particular understanding of representation is not concerned with an accuraWHRUXQGLVWRUWHGYLHZRIWKHZRUOGEXWZLWKWKHUHDOLW\SURGXFLQJHĳHFWVRIYLVXDOUHSUHVHQWDWLRQ,WGRHVQRW
ask “is this image a realistic depiction of the world?” but
rather “what kind of reality does this image suggest?”
DQGŗZKRVHSHUVSHFWLYHGRHVLWUHSUHVHQW"Ř,OOXVWUDWRUV
NQRZIURPWKHLUHYHU\GD\ZRUNWKDWHDFKUHSUHVHQWDWLRQ
LVDQLQWHUSUHWDWLRQIURPDVSHFLıFSRLQWRIYLHZDQG
this means that the decisions they make about what to
show and how are of great importance.

In this essay I consider the political implications of illustration as a reality-producing signifying practice. With a
focus on the representation of gender, I compare exDPSOHVRIHDUO\VNHWFKHVDQGıQDOLOOXVWUDWLRQVE\WKUHH
FRQWHPSRUDU\*HUPDQLOOXVWUDWRUVWRH[DPLQHKRZLOOXVWUDWRUVDQGWKHLUFOLHQWVQHJRWLDWHZKLFKYHUVLRQRIUHDOLW\
is being represented in an illustration. Still, the examples
DUHLQQRZD\UHSUHVHQWDWLYH6WHSKDQLH:XQGHUOLFK
Henning Tietz and Till Laßmann are Hamburg-based
colleagues who were interested in the subject when I
DVNHGWKHPDERXWLW2IFRXUVHWKLVVPDOOVDPSOHRI
EHIRUHDQGDIWHUYHUVLRQVRIFRPPLVVLRQHGLOOXVWUDWLRQV
FDQQRWVHUYHDVHPSLULFDOHYLGHQFHWRPDNHDQDUJXPHQWDERXWJHQGHUUHSUHVHQWDWLRQLQ*HUPDQLOOXVWUDWLRQ
or illustration in general. Instead, it is an occasion to
FRQVLGHUKRZGLĳHUHQWZRUOGYLHZVDUHEHLQJQHJRWLDWHG
between the illustrator’s initial interpretation of a brief and
the adjustments their client asks for.
9LHSP[PLZMYVT:JYH[JO
,OOXVWUDWRUVPDNHLPDJHVWKDWFRPPXQLFDWHDJLYHQ
message or mood in the context of a larger work. When
WKH\YLVXDOO\LQWHUSUHWDEULHıQJRUDWH[WWKH\EHDULQ
mind the expectations of both their client and an often
ODUJHDQGGLYHUVHWDUJHWDXGLHQFH7KHLUXQGHUVWDQGLQJ
of the audience’s expectations is usually mediated by
their client, for example an art director or editor, and
skewed by the client’s need to engage the target group
and ultimately to sell their product.
,IYLVXDOUHSUHVHQWDWLRQVGRQRWMXVWUHĲHFWWKHZRUOG
but interpret it, then the type of reality represented in
an illustration is the result of a negotiation between the
LOOXVWUDWRUŖVZRUOGYLHZDQGWKDWRIWKHFOLHQW,QVWDQFHV
RIWKLVQHJRWLDWLRQFDQEHREVHUYHGZKHQLWFRPHVWR
KRZPHQDQGZRPHQDUHGHSLFWHG%XWZKLOHWKHFOLHQW
might ask for some changes to the characters’ appear-
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Henning Tietz, Radiowerkstatt,ıQDOYHUVLRQVWLOOLPDJHIURPDQ
DQLPDWLRQIRU6)P\VFKRROHGLWHGE\%DUEDUD.ULHJHU
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DQFHDQGDFWLRQVOLNHDGLĳHUHQWKDLUVW\OHRUFORWKHV
other, sometimes marginal aspects go unquestioned
IURPWKHıUVWVNHWFKWRWKHıQDOGUDIW6RHYHQWKRXJK
illustrators create images according to their clients’
GHPDQGVWKH\GRKDYHVRPHIUHHGRPWRKLJKOLJKW
SDUWLFXODUDVSHFWVUDWKHUWKDQRWKHUVDQGLQĲXHQFHWKH
meaning of an illustration through their minor design
decisions.
Most illustrations are not photographic but drawn,
painted, collaged, digitally composed, or built in three
dimensions and then photographed. In this kind of
KDQGPDGHLPDJHUHSUHVHQWDWLRQIXQFWLRQVGLĳHUHQWO\
WKDQLQSKRWRJUDSK\DQGıOPEHFDXVHHYHU\WKLQJLQ
the image needs to be created—more or less—from
scratch. When composing their images, illustrators reSUHVHQWVRPHVRUWRIUHDOLW\HYHQLILPDJLQDU\RUVXUUHDO
and make a large number of decisions about what this
reality looks like and what is included in it, what is made
YLVLEOHDQGZKDWLVRPLWWHG6LQFHLOOXVWUDWRUVQHHGWR
choose the appropriate elements to make the depicted
VFHQHFRQYLQFLQJPDQ\XVHUHIHUHQFHSKRWRVRUGR
RQVLWHVNHWFKHVIURPOLIH%XWLWLVXSWRWKHPWRDOWHU
OHDYHRXWGHWDLOVKLJKOLJKWHPSKDVL]HGUDPDWL]HDQG
focus.
Though illustrators work within commercial constraints
DQGQHHGWREDVHWKHLULPDJHVRQYLVXDOHOHPHQWVWKHLU
DXGLHQFHNQRZVWRGHFLSKHUWKHLQGLYLGXDOLWHUDWLRQVRI
familiar motifs are as manifold as the number of artists
creating them. It is a central part of an illustrators’ job
to make use of the latitude she has in interpreting the
EULHıQJZKLOHVWLOOFRQYH\LQJWKHFRPPLVVLRQHGFRQWHQW
)URPWKHVHLQVWDQFHVRILQWHUSUHWDWLRQDQGYDULDWLRQ
GHULYHVWKHDJHQF\RIWKHLOOXVWUDWRUWKHDELOLW\WRFRQVFLRXVO\GHFLGHZKLFKYHUVLRQRIWKHZRUOGWRUHSUHVHQW
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<[VWPH5LNV[PH[LK
The kind of changes clients request to the representation of gender in the illustrations they commission
support the understanding that illustrations—like any
representation—do not simply show facets of a world
existing independent of its representations but rather
EULQJWKLVZRUOGLQWRH[LVWHQFH7KHUHYLVLRQVLQP\WKUHH
H[DPSOHVZHUHJHDUHGDWVKRZLQJDYHUVLRQRIUHDOLW\
that can be thought of as utopic, one in which gender
HTXDOLW\KDVEHHQDFKLHYHGDQGRXWGDWHGJHQGHUUROHV
KDYHEHHQRYHUFRPH2EYLRXVO\WKLVUHDOLW\KDVQRW\HW
EHHQDWWDLQHG%XWLIWKHPHDQLQJVSURGXFHGE\LPDJHV
GLGQRWKDYHDQLPSDFWRQVRFLDOUHDOLWLHVWKHUHZRXOG
be no point in asking for edits that show certain gender
roles rather than others. At a time when gender-mainVWUHDPLQJDVDVWUDWHJ\WRDFKLHYHJHQGHUHTXDOLW\KDV
EHFRPHRĴFLDOJRYHUQPHQWSROLF\LQ*HUPDQ\ %0)6)- DQGLVLQVWLWXWHGE\ODZRQHFRXOGWKLQNWKDW
FOLHQWVZKRZDQWWRSUHVHQWWKHPVHOYHVDVXSWRGDWH
FDQKDUGO\DĳRUGQRWWRUHSUHVHQWJHQGHUHTXDOLW\LQWKH
images they use.
%XWXQOHVVJHQGHULVVSHFLıFDOO\SDUWRIWKHFRPPLVVLRQHGVXEMHFWWKHFKDUDFWHUVŖJHQGHUDQGWKHYLVXDO
representation of it are often not discussed up front as
SDUWRIWKHEULHıQJ,QVWHDGWKH\EHFRPHDQLVVXHRQO\
RQFHWKHFOLHQWVHHVWKHLGHDVNHWFKHVRUHYHQZKHQ
WKHLOOXVWUDWLRQVKDYHDOUHDG\EHHQFRPSOHWHG7KLV
was the case in the example by Stephanie Wunderlich.
,Q6WHSKDQLHZDVFRPPLVVLRQHGWRFUHDWHDQ
LOOXVWUDWLRQIRUDQDUWLFOHDERXWWKHFKRUHRIFRRNLQJRYHU
holidays for the Christmas edition of the weekly maga]LQHVXSSOHPHQWRIDODUJH*HUPDQGDLO\SDSHU)URP
her sketches the editor chose one with a family busy
with Christmas preparations and Stephanie created the
illustration from cut paper—a woman stirring food on a
VWRYHLQWKHIURQWFKLOGUHQVHWWLQJWKHWDEOHLQWKHPLGGOH

ground and at the back a man on a ladder decorating a
Christmas tree with the help of an older woman (Figure 1 (YHQWKRXJKWKHHGLWRUKDGVHHQDQGDJUHHGWR
the sketch, when Stephanie sent in the illustration, the
ZRPDQDWWKHVWRYHZDVGHHPHGWRRVWHUHRW\SLFDODQG
Stephanie was asked to edit the image so that the man
would do the cooking rather than the woman (Figure 2 
,QWKHUHYLVHGYHUVLRQ6WHSKDQLHVKRZHGWKHPDQVRmewhat ironically, wearing a bow tie, a white chef’s hat
and a chain of lights around his shoulders. He casually
holds a glass of wine and with an exaggerated gesture
adds a pinch of herbs to the pot. In comparison, the
ZRPDQLQWKHıUVWYHUVLRQLVVKRZQPRUHVHULRXVZLWK
no particular signs of leisurely cooking or out-of-the-ordinary culinary expertise.
The characters’ change of gender was intended to
DYRLGUHSUHVHQWLQJDOOWRRWUDGLWLRQDOJHQGHUUROHVEXW
RQHFRXOGDUJXHWKDWWKHVHFRQGYHUVLRQRIWKHLOOXVWUDWLon shows just another gendered stereotype—that of the
PDOHKREE\FKHIZKRGHYRWHVKLPVHOIWRFXLVLQH UDWKHU
than ordinary cooking, as the pinch-of-herbs-gesture
VXJJHVWV ZKHQKLVSUHFLRXVWLPHDOORZV6WHSKDQLH
pointed out to me that she did not really know why she
PDGHWKHLURQLFDGGLWLRQVLQWKHVHFRQGYHUVLRQEXW
HYHQZLWKRXWWKHPWKHH[DPSOHFDQEHXQGHUVWRRGDV
DGHPRQVWUDWLRQRIWKHIDFWWKDWDPHUHUHYHUVDORIWKH
characters’ gender in an image does not necessarily
KHOSWRDYRLGVWHUHRW\SLFDOJHQGHUUROHV
Like the illustration by Stephanie Wunderlich, my second example addresses antiquated gender roles and
VKRZVWKHOLPLWHGVXFFHVVRIVLPSO\UHYHUVLQJWKHP,W
is also an instance in which an illustrator successfully
argued against some of the client’s adjustments. The
images (Figures 3 to 8 DUHVWLOOVIURPDGLJLWDODQLPDWLRQ
Henning Tietz created for a program on Swiss public TV.
The main characters are a girl and a boy, both wearing
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MHDQVVQHDNHUVDQGWVKLUWVLQGLĳHUHQWVKDGHVRIEOXH
The boy is taller than the girl, she wears a ponytail while
his hair is short, his eyebrows are wider and less arched
than hers, and her t-shirt has a lower neckline than his.
At the beginning of the clip, the two children run across
WKHFRYHURIDQRWHERRN Figure 3 $WLWVHGJHWKH
boy takes the lead and starts to pull open the pages,
but he does not manage to do it until the girl comes to
help him (Figure 4 ,QDQRWKHUVFHQHWKHıJXUHVVXUI
RQDZDYHZLWKWKHER\VWDQGLQJDWWKHIURQWRIWKH
surfboard and the girl behind him (Figure 7 7KHHGLWRU
of the TV-program who commissioned this animation,
KRZHYHUZDVQRWKDSS\ZLWKWKHUDWKHUWUDGLWLRQDOJHQGHUUROHVHSLWRPL]HGE\WKHER\SOD\LQJWKHPRUHDFWLYH
SDUWDQGWKHJLUOVXSSRVHGO\FOHYHUEXWPRUHFDXWLRXV
running behind him. She asked Henning to change the
characters’ positions so that the girl leads the action. In
WKHUHYLVHGYHUVLRQWKHJLUOUXQVDKHDG Figure 5), maNHVWKHıUVWDWWHPSWVDWSXOOLQJRSHQWKHQRWHERRN Figure 6 DQGVWDQGVDWWKHIURQWRIWKHVXUIERDUG(Figure
8 6LQFHWKHERDUGWLOWVVOLJKWO\XSZDUGVWKHJLUOQRZ
looks almost as tall as the boy.
Again, it is open to debate whether the changes to the
UROHVDQGSRVLWLRQVRIWKHWZRıJXUHVZHUHIRUWKHEHWWHU
or not. And as in the example by Stephanie Wunderlich
WKHUHYHUVDORIWKHUROHVGRHVQRWDYRLGUHSUHVHQWLQJJHQGHUHGUROHVEXWUDWKHUUHIHUHQFHVDGLĳHUHQWVHWRIVWHUHRW\SHV)RUH[DPSOHLQWKHıUVWVWLOOLPDJHLWORRNVDVLIWKH
boy chases or stalks the girl—at least until the detail of
their laughing mouths catches the eye. In the second still,
when the boy comes to help the girl open the notebook
he jumps up her back in a strange way. And what kind of
message does it send, if the girl does not succeed at a
SK\VLFDOHĳRUWŠXQWLOWKHER\KHOSVKHU"7REHIDLUWKHVH
impressions might be due to the fact that the images are
DQLPDWLRQVWLOOVLPDJHVWDNHQŕLQPLGDLUŖIURPDFRXUVHRI
action.
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Figure 1: Stephanie Wunderlich, Untitled &KULVWPDVFRRNLQJ ıUVWYHUVLRQIRUSüddeutsche Zeitung Magazin,
Figure 2: Stephanie Wunderlich, Untitled &KULVWPDVFRRNLQJ ıQDOLOOXVWUDWLRQIRU Süddeutsche Zeitung Magazin,


.PYSZ.V-PYZ[&
5LNV[PH[PUN.LUKLY9LWYLZLU[H[PVUPU*VU[LTWVYHY`0SS\Z[YH[PVU

+HQQLQJWROGPHWKDWZKHQKHSODQQHGWKHıOPKHFRQFHSWXDOLVHGWKHER\DVDURXJKDGYHQWXUHUDQGWKHJLUO
DVLQJHQLRXVDQGVPDUW+HVDLGKHVSHFLıFDOO\PDGH
DQHĳRUWWRWDNHJHQGHUHTXDOLW\LQWRDFFRXQWE\KDYLQJ
both the boy and the girl do “cool things” and allotting
each the same amount of “screen time.” When the editor pointed out to him that he made the boy be in charge in all scenes, he mainly felt “caught” because despiWHKLVZHOOPHDQLQJHĳRUWVKHKDGQRWQRWLFHG7KRXJK
Henning agreed with the changes the editor requested,
in one instance he talked back. In the scene in question
the two kids go on a tour through Switzerland in a red
FRQYHUWLEOH7KHER\GULYHVDQGWKHJLUOLVLQWKHSDVVHQger seat (Figure 9 )RUWKLVVFHQHWRRWKHHGLWRUDVNHG
WRKDYHWKHJLUOEHDWWKHZKHHOEXW+HQQLQJLQVLVWHG
WKDWLWZDVDUHIHUHQFHWR5RFN+XGVRQDQG'RULV'D\
PRYLHVDQGWKHER\FKDXĳHXULQJWKHJLUODJHQWOHPDQO\
gesture. The scene stayed as it was.

Figure 3: Henning Tietz, RadiowerkstattıUVWYHUVLRQVWLOOLPDJHIURPDQDQLPDWLRQIRU6)P\VFKRROHGLWHGE\%DUEDUD.ULHJHU
2012
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Henning and Stephanie accepted the alterations their
FOLHQWVGHPDQGHGDQGLQFRUSRUDWHGWKHPLQUHYLVHG
YHUVLRQVRIWKHLULPDJHV%XWDWWKHVDPHWLPHERWK
obstinately found ways of retaining aspects of their
RZQSRLQWRIYLHZ6WHSKDQLHE\LURQL]LQJWKHUHYHUVHG
gender roles and Henning by linking the scene to a
URPDQWLFDOO\FKDUJHGKLVWRULFJHQUHRIPRYLHVLQZKLFK
WKHJHQGHUUROHVZHUHVWLOOWUDGLWLRQDO,QHĳHFWERWK
+HQQLQJDQG6WHSKDQLHXVHGWKHLUOHYHUDJHWRFRXQWHU
WKHLUFOLHQWVŖHQGHDYRXUVZKLFKFRXOGEHFDOOHGSROLWLFDOO\FRUUHFWHPDQFLSDWRU\RUHYHQXWRSLDQ%XWPD\EH
WKH\RQO\EDODQFHGRXWWKRVHHĳRUWVDQGSUHYHQWHGWKH
LPDJHVIURPEHFRPLQJWRREULJKWHQHGDYHUVLRQRIŗWKH
GRPLQDQWıFWLRQŘDQGWKXVKDUGWREHOLHYH7KLVVKRZV
WKDWLOOXVWUDWRUVGRKDYHVRPHDJHQF\LQWKHQHJRWLDWLRQ
RIZKDWWKHLULPDJHVVKRZEHFDXVHHYHQLIFOLHQWV
challenge some elements of their designs, others pass
unquestioned - as we will see in the next example.
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The illustration by Till Laßmann is an example for all the
points addressed so far. Till was asked to represent an
idealized rendering of a company’s employee gender
ratio but the issue was only addressed once the client
VDZWKHıUVWVNHWFK$QGZKLOHLWZDVLPSRUWDQWWRWKH
client that the image showed an equal number of female and male employees, the representation of ethnic
DVSHFWVRILGHQWLW\LQVRPHRIWKHıJXUHVGLGQRWVWLUXS
any discussion.
,QD*HUPDQFUHGLWLQVXUDQFHFRPSDQ\FRPmissioned Till to illustrate their internal processes. The
LOOXVWUDWLRQZDVJRLQJWREHXVHGDWDFRPSDQ\HYHQW
WRUHYLHZWKHSUHYLRXV\HDUDQGVHWJRDOVIRUWKH\HDU
WRFRPH,WZRXOGEHPDGHDYDLODEOHLQWKHıUPŖVLQWUDQHWDVDQLQWHUDFWLYHJUDSKLFDERXWWKHRUJDQL]DWLRQDO
structure. The building in the foreground at the bottom
left represents the company’s headquarters, the eight
ZLQGRZVDUHPDUNHGZLWKDEEUHYLDWLRQVIRUWKHıUPŖV
GLYLVLRQVDQGHDFKZLQGRZIUDPHVWKHKHDGRIDıJXUH$ERYHWKHEXLOGLQJDEOXHŗYDOXHFUHDWLRQFLUFOHŘ
RFFXSLHVWKHFHQWUHRIWKHLPDJH,WLVPDGHXSRIıYH
VHFWLRQDUURZVHDFKRIWKHPKRVWLQJWZRıJXUHVZKR
HQJDJHLQGLĳHUHQWDVSHFWVRIWKHFRPSDQ\ŖVGDLO\EXVLness. The insurance’s employees are marked with blue
jackets.

Figure 4: Henning Tietz, RadiowerkstattıUVWYHUVWLRQVWLOOLPDJH$OOLPDJHVIURPDQDQLPDWLRQIRU6)P\VFKRROHGLWHGE\%DUEDUD.ULHJHU
Figure 5: Henning Tietz, RadiowerkstattıUVWYHUVLRQVWLOOLPDJH
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In his initial pencilled sketch (Figure 10 7LOOGUHZRQO\
PDOHıJXUHVLQWKHFLUFOHDWWKHFHQWUH$QGRIWKHHLJKW
people in the headquarters only three were women,
recognizable by their hairstyles. When Till presented the
sketch, his client asked him to draw half of the employees as women, in particular those in the building and
in the large circle in the middle. Till incorporated these
requests in his second sketch (Figure 11) and based
RQWKLVKHGUHZWKHıQDOGUDZLQJLQEROGEODFNEUXVK
strokes (Figure 12 OHDYLQJRXWVRPHRIWKHGHWDLO
$IWHUWKHHGLWVWKHKHDGTXDUWHUVKDYHDVHFRQGURZRI
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Figure 6: Henning Tietz, Radiowerkstatt,ıQDOYHUVLRQVWLOOLPDJH$OOLPDJHVIURPDQ
DQLPDWLRQIRU6)P\VFKRROHGLWHGE\%DUEDUD.ULHJHU

Figure 7: Henning Tietz, RadiowerkstattıQDOYHUVLRQVWLOOLPDJH
)LJXUH+HQQLQJ7LHW] RadiowerkstattıQDOYHUVLRQVWLOOLPDJH
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ZLQGRZVDQGERWKURZVFRQVLVWRIWZHOYHZLQGRZIUDmes. In the top row six frames show female heads, six
PDOHLQWKHVHFRQGURZRQO\VLOKRXHWWHVDUHYLVLEOHDQG
WKHLUJHQGHULVPRUHGLĴFXOWWRGHWHUPLQHEXWWKH\FRXOG
be distinguished based on the suggested hairstyles as
well. At the centre, the circle now hosts three female
and two male employees. The clients they interact with,
KRZHYHUUHPDLQWKHVDPHŠWKH\DUHDOOPDOH7KHJHQGHURIWKHLQVXUDQFHDJHQWRQWKHRWKHUVLGHRIWKHULYHU
ULJKWDERYHWKHYDOXHFUHDWLRQFLUFOHGLGQRWFKDQJHDQG
QHLWKHUGLGWKDWRIWKHWKUHHWLQ\ıJXUHVVWDQGLQJQH[W
to a blue-dressed employee at the bottom right of the
drawing (Figures.13,14,15 

Figure 9: Henning Tietz, Radiowerkstatt,ıQDOYHUVLRQVWLOOLPDJH
IURPDQLPDWLRQIRU6)P\VFKRROHGLWHGE\%DUEDUD.ULHJHU

(YHQWKRXJKWKHLUJHQGHUGLGQRWFKDQJHWKHVHıJXUHV
are interesting in the context of this essay. They exemplify a problem related to that of gender representation
WKHUHSUHVHQWDWLRQRIHWKQLFRUUDFLDOLVHGGLĳHUHQFH
7KHLUEULHIFDVHVLGHQWLI\WKHWKUHHıJXUHVDVEXVLQHVV
FRQWDFWVRIWKHıUPDQGWKHXQVXUSULVLQJJUDSKLFVKRUW
hand for “Arab,” “African,” and “Chinese” further pins
them down as international business contacts. From
WKHıUVWVNHWFKWRWKHıQDOGUDZLQJWKHZKLWHWKDZE
DQGWXUEDQZRUQE\WKHıUVWıJXUH ZKLOHHYHU\RQHHOVH
ZHDUVŗZHVWHUQŘFORWKHV WKHJUH\VKDGHRQWKHIDFHRQ
WKHVHFRQGıJXUH ZKLOHDOOWKHRWKHUIDFHVDUHZLWKRXW
DQ\VKDGLQJ DQGWKHKRUL]RQWDOOLQHVIRUWKHH\HVRQ
the third (rather than dots like the eyes of all the other
ıJXUHV UHPDLQHGWKHVDPHDSSDUHQWO\WKH\ZHUHQRW
things the client took issue with.
(ĳHFWLYHO\WKHLOOXVWUDWRUŖVYLVXDOLQWHUSUHWDWLRQRIWKH
client’s “international business contacts” is not just a
JUDSKLFGHWDLOEXWLWLVDGHFLVLRQRQWKHOHYHORIFRQWHQW
because it says “this is what Arabs, Chinese people
and Africans look like, this is how you can tell.” This
decision passed unchallenged by the client, possibly
EHFDXVHLWUHSUHVHQWVDVKDUHGSHUVSHFWLYH,WFRXOG
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also more generally be understood as an example of
how illustration communicates based on recognizable
YLVXDOHOHPHQWVZLWKOLWWOHWROHUDQFHIRUDPELJXLW\:LWK
WKLVVHWWLQJLWLVDFKDOOHQJHWRFRPHXSZLWKVLJQLıHUVWR
GLVWLQJXLVKıJXUHVDVŗLQWHUQDWLRQDOEXVLQHVVPHQŘZKLOH
DYRLGLQJWRHTXDWHGLĳHUHQFHZLWKSK\VLFDOPDUNHUVOLNH
eyes and skin colour. This is especially true when the
ıJXUHVDUHGUDZQRQO\DFHQWLPHWUHWDOO%XWZK\QRWIRU
example, draw them standing on outlines of their resSHFWLYHFRXQWULHVRUQH[WWRĲDJVRIWKHLUQDWLRQV")Lnally, the fact that the representation of the international
businessmen was not put into question by Till’s client
VXJJHVWVWKDWWKHLPSRUWDQFHRIYLVXDOUHSUHVHQWDWLRQIRU
DFKLHYLQJJHQGHUHTXDOLW\KDVEHHQHVWDEOLVKHGLQ*HUmany (or at least the importance of subscribing to that
JRDO EXWQRQHVVHQWLDOLVWUHSUHVHQWDWLRQVRIFXOWXUDO
DQGHWKQLFGLĳHUHQFHDUHQRW\HWRQWKHDJHQGD
(U[PJPWH[VY`6ILKPLUJL&
,OOXVWUDWLRQLVDVKDUHGHĳRUW,QWKHSURFHVVRIPDNLQJ
FRPPLVVLRQHGLOOXVWUDWLRQVWKHLGHDVSHUVSHFWLYHVDQG
opinions of at least two people need to be reconciled.
This reconciliation can happen by way of negotiation
between the illustrator and the client or ultimately by
imposition through the client. When I started thinking
about this subject, I assumed that illustrators were ideDOLVWLFDOO\UHVLVWLQJWKHLUFOLHQWVŖFRQVHUYDWLYHZRUOGYLHZ
DQGWU\LQJWRFUHDWHSURJUHVVLYHUHSUHVHQWDWLRQVRIPHQ
DQGZRPHQLPDJHVWKDWKHOSWRRYHUFRPHJHQGHU
LQMXVWLFHDQGLPSURYHWKHZRUOG%XWQR&RQWUDU\WR
what I expected, when I asked colleagues for examples
I found more cases of clients asking for representations
RIOHVVFRQYHQWLRQDOJHQGHUUROHVWKDQFKDQJHVPDGH
WRŕVWUDLJKWHQRXWŖWRRXQFRQYHQWLRQDOUHSUHVHQWDWLRQV
The three examples discussed in this essay could
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Figure10: Till Lassmann, Untitled (Added Value Circle), initial sketch, for Euler Hermes, 2012
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JLYHWKHLPSUHVVLRQWKDWLOOXVWUDWRUVFUHDWHLPDJHVRI
men and women not spending too much time thinking
about the symbolic and political dimensions of gender
representation. In all three cases it was the clients who
LQWHUYHQHGDQGZLWKWKHLUFKDQJHVDLPHGDWVKRZLQJD
UHDOLW\WKDWIHDWXUHVDOHYHORIJHQGHUHTXDOLW\DQGĲH[LEOHJHQGHUUROHVWKDWKDYHQRWEHHQDWWDLQHGMXVW\HW
2IFRXUVHLWLVSRVVLEOHWKDWFOLHQWVDUHMXVWFRQFHUQHG
ZLWKSURMHFWLQJDSURJUHVVLYHLPDJHRIWKHPVHOYHVZLWK
the images they commission and use in their communication. And it is also possible that illustrators in a kind
RI,WKLQNWKH\WKLQNSUHHPSWLYHREHGLHQFHDWWHPSW
to anticipate the expectations of their clients and tend
towards more traditional representations of gender to
VWUHDPOLQHWKHLUZRUNĲRZDQGDYRLGGLVFXVVLRQVDQG
WLPHFRQVXPLQJUHYLVLRQVFDXVHGE\UHSUHVHQWDWLRQV
WKDWGHYLDWHWRRPXFKIURPZKDWLVGHHPHGW\SLFDO
&DVXDOFRQYHUVDWLRQVZLWKLOOXVWUDWRUVDUWGLUHFWRUV
and editors highlight the complex process of making
commissioned illustrations. The question how gender
is negotiated in this process will merit future research,
LQWHUYLHZVZLWKDODUJHUQXPEHURILOOXVWUDWRUVDQGWKH
LQFOXVLRQRIWKHSRLQWRIYLHZRIWKHFOLHQWVŠWKHLUHGXFDtion and both professional and personal agendas and
those of the media they work for.

Figure 11: Till Lassmann, Untitled $GGHG9DOXH&LUFOH UHYLVHGVNHWFKIRU(XOHU+HUPHV
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1HYHUWKHOHVVHYHQP\IHZH[DPSOHVVXJJHVWWKDW
LOOXVWUDWRUVGRKDYHVRPHDJHQF\WRVKDSHWKHRYHUDOO
impression and content of their images—despite the
FRQVWUDLQWVRIWKHıHOGDQGWKHUHTXLUHGUHDGLQHVVWR
compromise. Some of the decisions they make about
what they show in an image are renegotiated, but with
or without discussion other aspects pass unedited and
remain in the image. Certainly, the illustrator’s liberty to
focus on some aspects in their images rather than on
RWKHUVLVOLPLWHG%XWDVNLQJWKHPVHOYHVŗZKDWNLQGRI
reality does this image suggest?” and “whose perspec-
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WLYHGRHVLWUHSUHVHQW"ŘKHOSVLOOXVWUDWRUVWRXVHWKHLU
OHYHUDJHZLVHO\DQGPDNHPRUHFRQVFLRXVGHFLVLRQV
DERXWWKHYHUVLRQRIUHDOLW\WKH\EULQJLQWRH[LVWHQFH

Figure 12: Till Lassmann, Untitled $GGHG9DOXH&LUFOH ıQDOLOOXVWUDWLRQIRU(XOHU+HUPHV
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She’s Lost Control

“The more you rely on good tools, the more boring your
sculpture will be.” 5HQRLU
<HVWHUGD\ZRUNLQJRQWKLVSDSHUDQDQJOHSRLVHODPS
ZLWKLWVKHDY\EDVHWRSSOHGDQGIHOORQWRP\ODSWRS
destroying a third of the screen, a mass of scrambled
SL[HOVEOHHGLQJRĳLQDFURVVKDWFKRIKRUL]RQWDODQG
YHUWLFDOOLQHV,WRRNDVFUHHQJUDELPDJHRIWKHZKROH
screen; the irony hadn’t escaped me as I sat writing
about glitches and error, my laptop bleeding out before
P\H\HV2SHQLQJWKHLPDJHRQDQRWKHUFRPSXWHU,
couldn’t see the distorted damaged screen, just the
VFUHHQVDYHULPDJH,ZDVEHLQJGXPELWZDVWKH
screen I had damaged not the image the image remained untouched, existing somewhere intangible, and
it’s that intangibility, materiality, that this paper will broadly explore.
The interface between image-maker and software is an
established relationship. Illustrators complete images, or
create them from scratch, with a sense of control and
mastery. This paper will explore digital processes that
release control from the image-maker, by reconnecting
digital practice with traditional processes that adopt
a similar approach to materials and tools by holding
ŕFRQWUDVWLQJWHPSRUDODQGIRUPDOHOHPHQWVLQGLDORJXHŖ
0HQNPDQ 7KH\ORVHFRQWURODQGHPEUDFHHUURU
There has been real engagement with the materiality of
software throughout the past two decades, separated
LQWRWKUHHFDPSVJOLWFKDUW )LJXUH DQGJOLWFKGHVLJQ
and the found glitch. The aspect of my practice I want
to use, to examine error and the materiality of software,
is most closely related to digital work, associated with
WKHZRUGŕ*OLWFKŖDQGZLWKJOLWFKGHVLJQ,WŖVDZRUG
that has become associated with digital practice that
either creates a software error to alter the image through
altering the code, or locates unintentional errors with
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systems at the point of failure: communications, software, media technologies – systemic materials at the
PRPHQWWKH\FROODSVHLQWRJUDQXODULW\DQGGLĳHUHQFH
ŕ7KH\GRQRWZRUNLQ ELQDU\ RSSRVLWLRQWRZKDWLVLQVLGH
WKHĲRZV WKHQRUPDOXVHRIWKHFRPSXWHU EXWSUDFWLFH
RQWKHERUGHURIWKHVHĲRZV6RPHWLPHVWKH\XVH
the computers inherent maxims as a façade, to trick
WKHDXGLHQFHLQWRDĲRZRIFHUWDLQH[SHFWDWLRQWKDWWKH
artwork subsequently rapidly breaks out of. As a result
the spectator is forced to acknowledge that the use of
WKHFRPSXWHULVEDVHGRQDJHQHDORJ\RIFRQYHQWLRQV
while in reality the computer is a machine to be bent or
XVHGLQPDQ\GLĳHUHQWZD\VŖ 0HQNPDQ5 7KH
errors, or glitches make us aware of the materiality of
WKHVRIWZDUHSXOOLQJXVRXWRIDQ\YLUWXDOVHQVHRIUHDOLW\
DQGPDNLQJXVDZDUHRIWKHLPDJHŖVPDWHULDO\HWDUWLıFLDO
form.
Similarly, painters and sculptors in the 20th century
EHJDQWREHOLHYHLQDQLQKHUHQWŕWUXWKWRPDWHULDOVŖDQG
PDGHZRUNWKDWDWWHPSWHGWRUHYHDOWKHSODVWLFQDWXUH
RIRLOSDLQWRQWKHFDQYDVRUWKHKDUGJUDQXODUTXDOLWLHV
RIFDUYHGVWRQHŕPDWWHUPXVWFRQWLQXHLWŖVQDWXUDOOLIH
ZKHQPRGLıHGE\WKHKDQGRIWKHVFXOSWRUŖ %UDQFXVL
& ZRUNLQJLQZD\VWKDWUHYHDOWKHQDWXUHRIWKH
material being used. Josef Albers and Anni Albers, who
ZHUHVHPLQDOWKLQNHUVDWWKH%DXKDXVLQ%HUOLQH[SODLQing the impact this had on them as artists and teachers,
WKH\ZHUHFRQYLQFHGWKDWWKHXQGHUVWDQGLQJRIWKHPDWHULDOOD\DWWKHKHDUWRIDQDUWLVWŖVSURFHVVŕEHIRUHHYHU\WKLQJLVWKHPDWHULDOŖ $OEHUV-ŖV DQGDNLQGRI
REMHFWLI\LQJKDSSHQVZKHQ\RXKDYHWRFRQFHQWUDWHRQ
the demands of the materials and the technique’. Central to this critique is the sense that western art, prior
WRWKLVXQGHUVWDQGLQJZDVĲDZHG,QWKLVSDSHU,KDYH
WDNHQWKDWSULPDU\IDVFLQDWLRQZLWKDSHUFHLYHGHUURULQ
understanding the true qualities of the material and used
it to look for material qualities that I can identify in digital

Figure 1: Dora’s Flame by D.Szauder, 2013

She’s Lost Control

images that use, chance and unpredictability, using the
materials’ innate qualities as part of their process.
In traditional illustration practice, error or non-digital
ŕJOLWFKLQJŖLVSUHVHQWLQWKHUHODWLRQVKLSEHWZHHQWKUHHHOements: the artist, the tools employed and the materials
XVHG7KHDUWLVWNQRZVWKDWWKH\ZLOODFKLHYHVXUSULVLQJ
illuminating results when they work with inaccuracy, and
DUHRSHQWRFKDQFHŕ<RXKDYHWRWKLQNRILWDVDMRXUQH\
where a mistake is an opportunity to do something else.
,ŖOOWXUQLWLQWRVRPHWKLQJHOVH,PD\KDYHEHHQWU\LQJWR
GUDZVRPHWKLQJUHDOO\VSHFLıFEXWLWGRHVQŖWUHDOO\PDWWHUŖ 6WHDGPDQ5 ,WŖVDQRSSRUWXQLVWSUDFWLFH
and for it to work the artist needs to become less subMHFWLYHLQRUGHUWRDOORZWKRVHHOHPHQWVWKDW6WHDGPDQ
explains, are not really elements you know you are lookLQJIRUWRDSSHDUŕ<RXŖYHJRWWRSOD\WULFNVWULFN\RXUVHOI
WULS\RXUVHOIXSŖ 3ROORFN,GDWH $OEHUVZDVPLVTXRWHG
as saying that the artist must be totally free of the subMHFWLYH6KHFRUUHFWHGWKLVŕ1RŖVKHVDLGŕIURPWKHWRR
VXEMHFWLYH\RXFDQŖWDYRLGEHLQJVXEMHFWLYH $OEHUV
$ $FNQRZOHGJLQJWKHVHQVHWKDWWKHDUWLVWLV
DOZD\VŕWKHUHŖWRVRPHH[WHQWLQWKHLUSURFHVV7KLVW\SH
of practice may feel esoteric and left of centre but as
soon as we consider the way that tools and materials
are used by contemporary illustrators it becomes clear
WKDWDWDPRWRUVNLOOOHYHOPDQ\PDLQVWUHDPLOOXVWUDWRUV
use tools and materials to force error and to create
unpredictability as a part of their image making. They
LQFOXGH'DYLG6KULJOH\5RE5\DQ'DYLG'RZQWRQ
5RE1HZPDQ(PPD'LEEHQ5DOSK6WHDGPDQDQG
Ian Pollock. Here, in practices of this type, tools and
materials are chosen for their ability to amplify the type
RIŕJOLWFKŖWKHDUWLVWLVDIWHULQWXLWLYHO\DWDGH[WHURXVOHYHO
Materials like cut paper, hard board and watercolour,
LQYLWHFKDQFHHVSHFLDOO\ZKHQFRPELQHGZLWKXQUHOLDEOH
tools, scissors, leaky pens, scalpels, etc. It’s a complex
set of actions, one following the other, a chain reaction
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of responses. Chance plays a large part in the process,
and the judgments made are like the judgments of the
gambler at the roulette table, there is a strategy, but it’s
strategy based on the acceptance of chance and unSUHGLFWDELOLW\$SURFHVVRIUDSLGLQWHUSUHWDWLRQRIHYHQWV
through marks on the page as they unfold through the
image making process.
Agnes Martin makes a useful connection I want to
draw your attention to, when she links the process of
ŕVZLWFKLQJRĳŖGXULQJLPDJHPDNLQJWRGLVFLSOLQHWRD
purer form, a more automatic interpretation, of the inspiUDWLRQWKDWVKHIHHOVLVYLVLWHGXSRQKHUŕ*RLQJZLWKRXW
UHVLVWDQFHRUQRWLRQVLVFDOOHGGLVFLSOLQH*RLQJRQ
ZKHQKRSHRUGHVLUHKDYHEHHQOHIWEHKLQGLVGLVFLSOLQH
*RLQJRQLQDQLPSHUVRQDOZD\ZLWKRXWSHUVRQDOFRQVLGHUDWLRQLVFDOOHGDGLVFLSOLQH1RWWKLQNLQJSODQQLQJ
VFKHPLQJLVDGLVFLSOLQHŖ 0DUWLQ$ŖV 6KHŖV
LGHQWLI\LQJWKHFRQFHQWUDWHGHĳRUWLQYROYHGLQQRWWKLQNing while making art; as a process she sees it as a rigid
DFWLYLW\UHTXLULQJVHOIGLVFLSOLQHWRDFFRPSOLVKSDVVLYH
modes of thought, open to chance, error and loss of
FRQWURO:KDWWKHDUWLVWLVıJKWLQJDJDLQVWDUHHOHPHQWV
RISURFHVVWKDWDFRPSXWHUGRHVQRWKDYHWRUHSUHVV
ŕDQGLVQRWVKDSHGOLNHDQDUWLVWE\RXUYDOXHVLQWHUHVWV
DQGSXUSRVHVDVDFWLYHDJHQWVŖ 3DVHN$ DQG
WKLVUHYHDOVXVHIXOLQIRUPDWLRQDERXWWKHPDWHULDOLW\RI
software.
6RIWZDUHKDVQRYDOXHVLQWHUHVWVRUSXUSRVHVLWLVQRW
DQDFWLYHDJHQWLWŖVDQLPSRUWDQWGLVWLQFWLRQLGHQWLI\LQJ
WKHVRIWZDUHLQDIDUPRUHSULPLWLYHOLJKWWKDQ,KDGıUVW
FRQVLGHUHG,WŖVWKHODFNRIWKHVHKXPDQGULYHVWKDW$JQHV0DUWLQLGHQWLıHVDQGVD\VPXVWEHGHIHDWHGWKURXJK
strict discipline, that if applied to a software suggest that
it’s inabilities, its lack of real intelligence that exists beyond pure logic is a strength. Much contemporary thinking about computers and code has anointed them with

LQFUHGLEOHSRZHU:ULWHUVWHOORIKRZWKH\DUHŕSODVWLFDQG
PHWDOFRUSVHVZLWKYRRGRRSRZHUVVWUDQJHO\DQLPDWH
DQG VHOI FRPPDQGLQJŖ %RJRVW, 7KHFRPputer as autonomous miracle worker is a familiar perFHSWLRQVRLWZDVVXUSULVLQJWRıQGWKHVHSULPLWLYHWUDLWV
WKDW0DUWLQLGHQWLıHVLQWKHLUDSSRVLWHIRUPZLWKLQWKH
mathematics of a computer’s graphics software, and to
WKLQNWKDWLILWGLGKDYHYRRGRRSRZHUVWKH\DUHSRZHUV
RIH[HPSWLRQJLYLQJWKHVRIWZDUHVWUHQJWKEHFDXVHLWLV
DVYDOXHOHVVGLVLQWHUHVWHGDQGSXUSRVHOHVVDVDOXPS
of clay, a pot of ink or a bath of etching acid. Looking
DWVRIWZDUHLQWKLVZD\ZHDUHVWDUWLQJWRSHUFHLYHWKH
software more clearly as a material, by a process of
elimination. Establishing what it can’t do creates a better
focus on its capabilities as a material.
7KHUHDUHRYHUWH[DPSOHVRIDUWLVWVDWWHPSWLQJWR
replicate machines, throughout the 20th century. Cy
Twombly making automatic drawings in the dark, or
$53HQNPLPLFNLQJWKHDFWLRQRIDGRWPDWUL[SULQWHU
working in horizontal lines with dabs of black ink of
GLĳHULQJVL]HVPDLQWDLQLQJDVWULFWUK\WKP6RPH,OOXVWUDWRUVXVHWHFKQLTXHVWKDWDUHVLPLODUO\RYHUWGHıQLQJWKHLU
ZRUNWKURXJKHUURU2OLYHU-HĳHUVKDVFUHDWHGDVHULHV
of paintings that are made traditionally, realistic portraits
painted in oil, set in gold frames, that he completes by
dipping them partly, or fully, into a bath of enamel paint
WRREVFXUHWKHSDLQWLQJEHQHDWK )LJXUH -HĳHUVŖZRUN
LVıJXUDWLYHEXWWKHFRPPXQLFDWLRQLVFRQFHSWXDOŕ,MXVW
want to make people think. I want to make them think
about what’s there and what’s not there, what’s lost and
ZKDWFDQEHIRXQGŖ -HĳHUV2 +HLVWDNLQJ
WKHHUURURIREVFXULQJKDOIRUHYHQDOORIDQLPDJHDQG
using this in a similar way to the way that glitch images
ıQGRUFUHDWHHUURUVLQLPDJHVWRUHYHDODPDWHULDOWUXWK
WKDWRĳHUVDGLĳHUHQWVHQVHRIUHDOLW\WRWUDGLWLRQDOGLJLWDO
depictions.
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What we are seeing is the artist making a conscious
FRJQLWLYHGHFLVLRQWRFRPELQHWZRFRQWUDVWLQJPDWHULals, and techniques, to raise our awareness of both. It
DOVRJLYHVXVDQRWKHULQVLJKWLQWRWKHPDWHULDOSULPLWLYH
qualities of software. If we replace the bath of enamel
SDLQWZLWKDVRIWZDUHıOOWKHıOOLVDSURFHVVWKDWDĳHFWV
DOORUVHOHFWHGSDUWVRIDQLPDJH5XWKOHVVO\MXVWOLNH
the enamel paint, it has no sense of right or wrong it
just submits to the material process, situating the artist’s
DXWKRUVKLSZKHQLWLVDOPRVWDWEUHDNLQJSRLQW2QFHWKH
FDQYDVKDVEHHQORZHUHGRUWKHıOOXVHGWKHDUWLVWKDV
ORVWFRQWUROOHDYLQJWKHZRUNRSHQWRDXWRPDWLFLQWHUSUHtation by the process and the materials. This positioning
is an important measure of the type of traditional practices that will yield useful research that can be applied
to the type of digital practice I am interested in. Those
that create that point at which control is lost and autoPDWLFLQWHUSUHWDWLRQWDNHVRYHU7KLVLVQRWDSKHQRPHQRQWKDWŖVMXVWOLPLWHGWRWKHYLVXDODUWVDQGWKHUHVHDUFK
FDQUHDGLO\EHH[WHQGHGLQWRRWKHUıHOGVLQWKLVVHQVH
I’ll use two examples from the world of sport and music to extend our understanding of how error through
ORVVRIFRQWURORFFXUVLQDYDULHW\RIFUHDWLYHSXUVXLWV
LQWKHZD\WKH\DUHDUWLıFLDOO\FRQVWUXFWHG7KHPDMRULW\
RIVSRUWVWDNHDGYDQWDJHRIWKHSRVVLELOLW\RIHUURUDQG
chance to increase the pleasure of playing and spectating. Football is a good example. The aim of the game
KDVEHHQFUHDWHGDUWLıFLDOO\DQGLQWKDWSURFHVVULVN
DQGXQSUHGLFWDELOLW\KDYHEHHQEXLOWLQWRWKHJDPHWR
DGGH[FLWHPHQWŕ*DPHVKLQJHRQDVLQJOHPRPHQWRI
hazard of the ball hitting the post and going in or going
RXW:HDOONQRZWKRVHWKLQJV<RXGRQŖWKDYHDFKDQFH
WRFRQWUROWKHVHKD]DUGRXVPRPHQWVŖ +RGJHVRQ5
 3OD\LQJZLWK\RXUIHHWWKHVL]HRIWKHSLWFKWKH
DPRXQWRIDFWLYLW\RQWKHıHOGPHDQVLQHYLWDEO\WKHUHLV
a battle between control and acceptance of error, like
the illustrator the footballer accepts this lack of control.
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:KHQDQLOOXVWUDWRUZRUNVLQWKLVLQWXLWLYHZD\GHFRGLQJ
as they go, there is no script to follow; the story of an
image like the story of a football match, is written in real
WLPH7KH\KDYHWREHHYHU\SOD\HURQWKHSLWFKMXPSLQJ
IURPPRYHWRPRYHDZDUHRIFKDQFHDQGHUURUDVIDFtors in the process.
-D]]PXVLFLVIUDPHGLQDGLĳHUHQWZD\WHPSRUDOO\
EXWLWŖVDVLPLODUFUHDWLYHVSDFHWRDVKHHWRIGUDZLQJ
SDSHURUDIRRWEDOOSLWFK,WŖVDVSDFHZKHUHDUWLıFLDO
UXOHVKDYHEHHQSXWLQSODFHDVZHOOZKHUHWKHUHLVDQ
DJUHHPHQWLQSODFHWRGHYLDWHUHSHDWPHDQGHUDQG
JHQHUDOO\LPSURYLVHWKHDXGLHQFHWDNLQJSOHDVXUHLQ
the unpredictability of the performance. The most accurate way to understand music is to read the score
DQGLQWHUQDOO\SURFHVVWKHPXVLF$)&&%HWF
but it’s immensely more enjoyable to hear the music,
EHFDXVH\RXXQGHUVWDQGLWLQDGLĳHUHQWZD\DVDIHHOing, as your brain automatically interprets it, accepting
that it will be an imperfect replica of the musical score,
an interpretation that brings a new truth to the materiDO0XVLFLDQVRIWHQUHIHUWRPXVLFDVŕPDWHULDOŖ7KHDUW
of a DJ, scratching, is perfect example of how glitching
exposes a material’s actual nature, a musical glitch
misusing the record decks, forcing them to reinterpret
the music on the disc, ripping open the material nature
of the music, exposing its nature by dragging a needle
WKURXJKYLQ\OJURRYHV7KLVXQFRYHULQJSURFHVVUHODWHV
WRZKDW,KDYHEHHQGRLQJZLWKHUURUDQGJOLWFKLQP\
own practice, which I will explain in the next section. As
DQH[DPSOHRIKRZ,WKLQN,FDQGULYHP\UHVHDUFKE\
REVHUYLQJDSSURDFKHVWRPDWHULDOVLQWKLVFDVHVFUDWFKLQJDQGXVHWKHPWRUHYHDOVRPHWKLQJQHZERUQRXWRI
the manipulation of what’s already there. Thinking about
scratching fed the way I am working with error by simply
identifying that sense of something new being hidden
DQGWKDWLWPLJKWEHUHYHDOHGE\FKDQJLQJUXOHVORRNLQJ
IRUGLĳHUHQWZRUNĲRZVWKDWXVHWKHVDPHWRROVEXWLQ

)LJXUH-HĳHUV2ŕ'LS3RUWUDLWŖ
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OHVVFRQYHQWLRQDOZD\VWKDWZLOOUHYHDOWKHPDWHULDOLW\RI
the image, in the same way as the DJ interferes with
FRQYHQWLRQ
The impetus for this paper came about through work
done in my own practice, so I will now shift the paper’s
focus from theory to practice and use that work to
get closer still to an understanding of the materiality of
software, embedding that into a far broader range of
traditional materials, as a material process, that mimics
PDWHULDOVOLNHPROWHQEURQ]HDFLGSDLQWLQLWVYDULRXV
RLODQGZDWHUEDVHGPHGLDV,QHHGWREULHĲ\GHVFULEH
WKHSURFHVVHVPDWHULDOVDQGWRROV,KDYHEHHQXVLQJWR
make the drawings and then how I treat the software as
a material when I alter them digitally, then demonstrate
KRZ,KDYHFRQQHFWHGWKHWZR
The drawings are created in graphite, a combination
of graphite powder for the ground, used in an improYLVHGZD\DQGESHQFLOVRUFKDUFRDOSHQFLOVE\&DUDQ
d’Ache used to bring out the detail. It’s the type of
process I described earlier, one that many illustrators
XVHWRGD\LQDYDULHW\RIFRQWH[WVLWŖVRSHQWRFKDQFH
and error; the focus is on action research. I work with
UHIHUHQFHLPSURYLVLQJDWDPLFUROHYHOZKLOHPDLQWDLQLQJ
a sense of the whole image and its likeness. Attempting to do the things that Agnes Martin speaks about,
shutting things down, getting into a little dance between
myself and the materials that results in an image. I scan
WKHGUDZLQJWKHQVHOHFWODUJHDUHDVWRıOOXVLQJDŕVPDUWŖ
ıOOFDOOHG&RQWHQW$ZDUH)LOO,QFRGLQJVSHDNWKHDOJRULWKPWKDWWKHıOOH[HFXWHVLVFDOOHGDŕSDWFKPDWFKLQJ
DOJRULWKPŖ %DUQHV&HWDO 
$GREHFUHDWHGDQHZıOODVSDUWRI3KRWRVKRS)URP
CS4 onwards they called the new feature ConWHQW$ZDUH)LOO,ŖYHEHHQDOWHULQJGUDZLQJVZLWKLWVLQFH
2010. It’s not designed to do this. That’s where error
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LVDWSOD\LQDQRYHUDUFKLQJZD\WKURXJKRXWWKHZKROH
of the digital side of the process. Content-Aware Fill is
GHVLJQHGWRUHPRYHXQZDQWHGSDUWVLQSKRWRVDQROG
tin can that’s spoiling a beach shot, or a stranger’s bald
head poking out from behind father and daughter; it’s
DFOHYHUFRVPHWLFSDWFKXSVRIWZDUHPDGHIRUı[LQJ
WKLQJV,WRQO\JHWVGXPEZKHQ\RXJLYHLWGXPELQstructions and jump outside of the Adobe design team’s
FRQFHSWLRQRIKRZLWVKRXOGEHXVHG<RXZRXOGQŖW
UHPRYHWKHVXQIURPDVXQVHW\RXZRXOGQŖWVHOHFW\RXU
SHWGRJŖVKHDGDQGKDYHLWGLVDSSHDUEXWLI\RXGRJLYH
the software this type of odd unexpected selection, it
ZLOOJLYH\RXEDFNDVLPLODUO\RGGXQSUHGLFWDEOHUHVXOWD
UHVXOWWKDWKDVVLPLODULWLHVWRDQLOOXVWUDWRUŖVLQWXLWLYHHUURU
- and - chance based approach in the real world. There
has been work made using it with typography and phoWRJUDSK\WKDWLOOXVWUDWHVH[DFWO\ZKDWLWVGRLQJYHU\ZHOO
EHFDXVHZHDOUHDG\KDYHDVWURQJVHQVHRIZKDWW\SH
VKRXOGORRNOLNH )LJXUHV  /RRNLQJDWWKHUHVXOWV
I made that connection, then through action research
REVHUYHGRWKHUFKDUDFWHULVWLFVWKDWVHSDUDWHVRIWZDUHDV
DPDWHULDOIURPUHDOZRUOGPDWHULDOV )LJXUHVDQG
I found that if I did this with the drawings I had been
GRLQJLWDPSHGXSWKHHĳHFWRIFKDQFHDQGHUURUHYHQ
more. Starting with an image that was already created
through chance and error in that complex, consciously
XQFRQVFLRXVZD\,KDYHGHVFULEHGWKHQDGGLQJDQ
extra layer of processing and alteration, I pushed the
images into places that I would not of taken them in
ZRUNLQJE\KDQGŕWKDWDUHLUUHVLVWLEOHQRWLRQOHVVLPSHUsonal, inconsiderate, thoughtless, clueless’. (Martin,
$JQHVŖV/HWWHU 
There are aspects of what the software is doing that are
remarkable, qualities that cannot easily be replicated in
WUDGLWLRQDOGUDZLQJ )LJXUH 

The ability to undo and redo the process, while beLQJDOVRDEOHWRVHOHFWGLĳHUHQWDUHDVRIWKHLPDJHIRU
SURFHVVLQJLVGLĳHUHQWWRWKHPDMRULW\RIUHDOZRUOG
SURFHVVHVZKLFKRQFHFRPPLWWHGWRFDQQRWEHŕXQ
dipped’. There is a safety net, and the risk experienced
when dashing down a line with a reed pen, or whacking
DZD\ZLWKDVL[LQFKEUXVKLVUHPRYHG,ŖPQRWVXUHLI
WKLVLVDSRVLWLYHRUDQHJDWLYHGLĳHUHQFHEXWUHZLQGLQJ
and redoing the process is something that it lends itself
well to, and I use a lot. Undoing isn’t anything new, but
ZKDWŖVGLĳHUHQWLVZKHQ\RXDUHXQGRLQJDZKROHVHULHV
of thousands of calculations, undoing a process, rather
than the undoing of a series of steps. At an almost miFURVFRSLFOHYHOXQGHWHFWDEOHWRWKHH\HWKHVRIWZDUH
compares pixels from inside the selected area of the
image and from outside and then swaps them around,
WKHUHLVQRHTXLYDOHQWIRUWKLVLQUHDOZRUOGPDWHULDOVLW
would be like being able to take tiny sections of oil paint
DQGPRYHWKHPVHDPOHVVO\WRDQHZSRVLWLRQVRKHUH
ZHKDYHVRPHWKLQJDVDPDWHULDOWKDWIHHOVQHZZKLOH
QRWORVLQJWKDWVHQVHRIHUURURUFKDQFHLOOXVWUDWRUVYDOXH,WVGLĴFXOWWRFDOFXODWHDOOWKHQHZSDWKZD\VWKDWD
GUDZLQJFDQWDNHZKHQFRQYHUWHGLQWRWKLVPDWHULDODQG
SURFHVVHGEXWLI\RXGLGFDOFXODWHKRZPDQ\GLĳHUHQW
areas of an image could be selected, their scale and
WKHRUGHULQZKLFK\RXVHOHFWHGWKHP,DPFRQıGHQWLQ
VD\LQJWKDWLWLVDORWDVHDFKZDYHRISURFHVVLQJFUHDWHVDQHZPXOWLYHUVH
ŗ$FRPSXWHUFDQŖWHYHUEHZURQJŘ6D\VDUWLVWDQGDFDGHPLF'HDQ2ZHQV 2ZHQV' 7KLVIHHOV
WUXHDQGVRORQJDVZHDUHWDONLQJDERXWWKHFRQıQHV
of the software, within its set of rules, he is right, it can’t
EHZURQJ%XWWKLVLVDJUDSKLFSUREOHPWKDWLVDOZD\V
VROYDEOH:HDUHVLPSO\PRYLQJHOHPHQWVDERXWDQG
PDNLQJVXUHWKH\DOODGGXSDJDLQDWWKHHQG7KHŕHUror’ we are looking for, anything in the image that feels
wrong, in the same way that an illustrator looks for lucky
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mistakes when working traditionally, is an illusion. The
error is our own mistaken perception of what the mateULDOZHKDYHPDGHWKHLPDJHZLWKLV,WŖVQRWDVKHHWRI
drawing paper, it’s now a grid of pixels. And so like in
glitch imaging, we see the material nature of the digital
image staring us in the face though our perception of
DQHUURU7KHUHLVDORWRIGHFHSWLRQLQYROYHGLQWKHSURcess, and the trick is that we told the computer it was
alright when it wasn’t. We told it we wanted to scramble
a drawing, and that that was alright, but it wasn’t really
alright at all, it was going to mess that image right up,
UHDOO\FKDQJHLW%XWWKDWZDVDOULJKWEHFDXVHWKHFRPputer didn’t know what a drawing was. All it is working
ZLWKDUHSL[HODWHGEORFNVRIFRORXUDQGŕSDWFKPDWFKing’ them together in a new pattern. Is that authorship? It
LVEXWWRJHWDQLGHDRIZKDWNLQGRIDXWKRUZHKDYHWR
WU\DQGORRNDWWKLVIURPWKHVRIWZDUHŖVSHUVSHFWLYH

Figure 3: Anon. Contentawaretypography.tumblr.com,
accessed May 2014
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To do this let’s think about what would happen from
WKHSHUVSHFWLYHVRI(QJODQG0DQDJHU5R\+RGJVRQ
and Jazz Saxophonist, John Coltrane, if they were
JLYHQWKHVDPHVNLOOVDVWKHVRIWZDUH+RGJVRQFRXOG
select any part of the pitch and relocate anything on
that pitch anywhere he wanted, instantaneously and
repeatedly, Coltrane could take the whole of his performance, select a part and re-order it, taking notes from
any part of the session and putting them elsewhere,
while also sampling notes from other sections outside
of his selection, reordering them with a set of rules
that will make them tonally harmonious, in the same
way that Content-Aware Fill is coded to look for tones
WKDWZRQŖWOHDYHDOLQHDQGZLOOEOHQGLQ7KLVIHHOVOLNH
a super-smart England Manager, and the computer
VRIWZDUHIHHOVVXSHUSRZHUHG%XWDFRPSXWHUGRHVQŖW
know how to interpret a football match, it doesn’t know
what Jazz is, it certainly has no clue what a decent
GUDZLQJORRNVOLNH%OLQGIROG5R\+RGJVRQJHWKLP
blind drunk and spin him around three times and you’re

JHWWLQJFORVHUWRWKHVRIWZDUHŖVOHYHORIDFWXDOXQGHUVWDQGLQJEXW,DPDIUDLGLWŖVPRUHSULPLWLYHWKDQWKDW
Wasted out of his mind, Hodgson still understands what
a football is, what grass is, if it’s raining. The software
can detect these things but it can’t understand them. A
digital camera can detect faces, but it can’t really; it’s an
LOOXVLRQ,WGRHVQŖWNQRZZKDWDIDFHLV(YHU\VKUHGRI
face-ness has had to be re-interpreted as mathematical
FRGHWKDWHTXLYRFDWHVWRDIDFHıQGLQJSURFHVVEDVHG
on measuring rectangular shapes, but there is still no
real understanding of what a face is. (Viola, P. Jones,
0 
And yet for all this stated simplicity the software is
QHYHUIXOO\XQGHUVWRRGE\PH,KDYHOLWWOHRUQRXQderstanding of what is tangibly happening when I use
Content-Aware Fill: the maths, the algorithms are far
beyond me. With traditional materials, I don’t sweat it,
that I don’t know what the chemistry of cobalt blue is,
VR,DPFKRRVLQJWRYLHZVRIWZDUHLQWKHVDPHZD\
,WŖVMXVWDQRWKHUHOHPHQWWKDW,KDYHVRPHEXWQRWWRWDO
understanding of. It’s an interesting aspect of the relationship to the materiality of software, this incomprehension of each other: each author unaware of the others’
methods.
This research began with the idea that automatic interSUHWDWLRQZDVJRLQJWREHVRPHWKLQJFRQıQHGWRGLJLWDO
image making, but when I looked at its material nature
I was able to extend that idea and situate digital within
a bigger framework of material use, through history, by
DUWLVWVE\IRFXVLQJRQSURFHVVHVWKDWHĳHFWLYHO\ŕORFN
RXWŖWKHDXWKRUIRUDSHULRGDQGKDYHDFKHPLFDOPHWDmorphic component. Print-making and bronze casting
make good examples, in etching a drawing is made on
a copper plate then burnt into with acid, and in bronze
casting molten metal is poured into a cast, both processes that lock the author out of the picture tempo-
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Figure 4: Anon, Contentawaretypography.tumblr.com,
accessed May 2014
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rarily. It’s similar to the way Content-Aware Fill works
in a mass across the surface of the image without the
DUWLVWLQWHUYHQLQJDVPDWKHPDWLFDOUDWKHUWKHQFKHPLFDO
elemental rules are applied. Digital work created in this
way can be incorporated into a far larger picture of arts
practice, where the nature of the material, and the way it
is asked to process an image remotely, is a component
part of the authorship of the piece. The scope of this
paper does not allow for close analysis of how artists
ZRUNLQWKLVZD\DWDSUDFWLFHOHYHODQGVRIXUWKHUUHsearch will take an ethnographic approach, to get closer
WRXQGHUVWDQGLQJLQGLYLGXDODUWLVWVŖUHODWLRQVKLSVZLWK
their material processes and then apply that back to
digital image making that uses automatic interpretation.

)LJXUH%DUZLFN73RUWUDLWRI6DQ]D6WDUN

)LJXUH%DUZLFN73RUWUDLWRI6DQ]D6WDUN
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1 – Introduction
7KH WHUP ŕJOLWFKŖ IUHTXHQWO\ UHIHUV WR D PDOIXQFWLRQ LQ
hardware or software causing a machine to temporarily
malfunction. In recent years, the art world has seen the
HPHUJHQFHRIDQHZŕJOLWFKŖDHVWKHWLF'HVSLWHDQRQJRing interest in glitch and noise within the arts and broader
media sphere, this new aesthetic emerging within the
VW&HQWXU\VHHPVWRRĳHUDQHZWDNHRQJOLWFKHVRSHUDWLQJDWWKHKXPDQPDFKLQHLQWHUIDFH7KHYLVXDOVW\OH
of contemporary glitch takes many forms but frequently
H[KLELWVWKHXVHRIVWLOORUPRYLQJLPDJHVWKDWDUHLQVRPH
way deformed or disjointed – fractured, fragmented and
pixelated images, displaying colour discrepancies and a
range of artefacts that form a break with the expected
YLVXDO IRUP ,Q DQLPDWLRQ DQG PRYLQJ LPDJH YLVXDO HUrors may be further enhanced or augmented by jumps
RU UHSHDWV RI YLVXDO VHTXHQFHV RU WKH GLVLQWHJUDWLRQ RI
VRXQGDQGYLVXDOLQWHJULW\+RZHYHUWKHJOLWFKDHVWKHWLFLV
QRWUHVWULFWHGWRVLPSOHYLVXDODEHUUDWLRQVDQGIUHTXHQWly included under the glitch art umbrella are examples
RISL[HODWHGLPDJHVUHPLQLVFHQWRIELWFRPSXWHUJDPH
graphics, emulations of MS Paint style graphics, or 3D
graphics exhibiting strange geometries and eye-watering
colour combinations. The current glitch aesthetic is rootHG LQ GLJLWDO FRPSXWHU GHYLFHV DQG WKHLU RXWSXW UDWKHU
than within more analogue technologies.

,OOXVWUDWLYH SUDFWLFHV KDYH SHUKDSV EHHQ VORZ WR FDWFK
RQ WR WKLV DHVWKHWLF KRZHYHU DW WKH ERXQGDULHV RI WKH
GLVFLSOLQHZKHUHLOOXVWUDWLRQRYHUODSVZLWKJUDSKLFGHVLJQ
VWUHHW DUW PRYLQJ LPDJH WKH ıQH DUWV DQG WKH SODVWLF
DUWVZHFDQLGHQWLI\DQLQFUHDVLQJLQWHUHVWZLWKWKLVYLVXDO
form. This paper seeks to examine the glitch phenomeQD ıUVWO\ E\ H[SORULQJ D FULWLFDO IUDPHZRUN ZLWKLQ ZKLFK
to understand and analyse this emerging form, and contextualise glitch practices in relation to wider concerns,
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VXFK DV WKH QRWLRQ RI WKH 1HZ $HVWKHWLF DV FRLQHG E\
-DPHV%ULGOH  EXWPRUHLPSRUWDQWO\LQUHODWLRQWR
the re-emergence of craft as a key concern and motiYDWLRQDOIRUFHZLWKLQFRQWHPSRUDU\DUWLVWLFSUDFWLFHVDQG
WKHRULVDWLRQV0RUHVSHFLıFDOO\LWVHHNVWRFRQVLGHUKRZ
glitch can be put to use as a lens through which we can
examine illustration as a set of processes and practices
WKDWKDYHSHUKDSVORVWWKHLUDELOLW\WRLQFRUSRUDWHWKHXQH[SHFWHG%HIRUHGRLQJVRKRZHYHULWLVXVHIXOWRFRPH
XSZLWKDPRUHUHıQHGXQGHUVWDQGLQJDQGZRUNDEOHFDWegorization of glitch.

4LURTHU»Z.SP[JO4VTLU[\T
Menkman’s The Glitch Moment(um)   SURYLGHV D
JORVVDU\ DQG H[SODQDWLRQ IRU FXOWXUDO DUWHIDFWV LGHQWLıHG
under the glitch umbrella. Menkman approaches the
categorisation of glitch as a tripartite set of artefacts
DQG SUDFWLFHV ,Q WKH ıUVW LQVWDQFH LV WKH ŕSXUH JOLWFKŖ
WKHUHVXOWRIDSURFHGXUDOEUHDNLQWKHĲRZRIDZRUNLQJ
SURFHVV DQG D SXUHO\ DFFLGHQWDO RU XQLQWHQGHG HYHQW
These occurrences are often inherently unwelcomed
moments that foster disillusionment, but also illuminate
RXUUHODWLRQVKLSZLWKWHFKQRORJ\E\UHYHDOLQJWKHFRGHRU
QRLVHZLWKZKLFKFRQWHQWLVFRQYH\HG7KHJOLWFKGUDZV
our attention to the qualities of the medium and it’s materiality. This genuine error may be appropriated and utilized
E\WKHDUWLVWDVDQXQVWDEOHGLJLWDODUWHIDFW ,ELGSS 
or rejected as an unwanted aberration.

In the second instance the glitch is instigated through
GLUHFW DUWLVWLF LQWHUYHQWLRQ HLWKHU LQ WKH IRUP RI SK\VLFDO
rewiring or other tampering with the hardware, or through
software manipulation such as databending (editing
WKH ıOHV XSRQ ZKLFK GLJLWDO LPDJHU\ RU RWKHU PHGLD DUH
EDVHG  RU GDWDPRVKLQJ HQKDQFLQJ DQG DFFHQWXDWLQJ

HQFRGLQJ DUWHIDFWV VXFK DV WKRVH VHHQ LQ -3(* ıOHV 
7KLV ŕSRVWSURFHGXUDO JOLWFK DUWŖ ,ELG S  RYHUFRPHV
WKH SDVVLYH DSSURSULDWLRQ FKDUDFWHULVHG E\ WKH IRUPHU
and is the key focus for Menkman’s thesis. Within the
instigated glitch the artist employs critical judgement in
WKHLGHQWLıFDWLRQDQGLQWHUSUHWDWLRQRIWKHLGHDOJOLWFKPRPHQWZLWKWKHLQKHUHQWULVNWKDWIXUWKHULQWHUYHQWLRQPD\
be catastrophic. As she argues, “The perfect glitch exists, momentarily, at the shocking tipping point between
SRWHQWLDO IDLOXUHDQGDPRYHPHQWWRZDUGVWKHFUHDWLRQ
RIDQHZXQGHUVWDQGLQJŘ ,ELGS 7KHSRWHQWLDOH[LVWV
here for the glitch - once incorporated into culture - to
act not only as an aesthetic object, but also to act as a
FULWLFDOWRRODPHDQVRIFKDOOHQJLQJWKHĲRZDQGLQWHUSUHWDWLRQ RI ŕQRUPDOŖ RSHUDWLRQ DQG OHDGLQJ XV WR FRQVLGHU
DQGTXHVWLRQWKHPHGLXPDQG SRWHQWLDOO\ LWVPHVVDJH

/DVWO\ WKH JOLWFKOLNH SRVWSURFHGXUDO SURFHVVHV DERYH
are taken to their logical conclusion through processes
RIDHVWKHWLFDQGFULWLFDOFXOWXUDODEVRUSWLRQ RUUHMHFWLRQ 
ZLWKWKHSRVVLELOLW\RIEHFRPLQJ$YDQWJDUGHŕFRROŖ ,ELG
S DQGıQDOO\FRPPRGLıHG:LWKLQWKLVODVWFDWHJRU\
ZHıQGGLJLWDOıOWHUVRUDSSVWKDWSXUSRVHO\HPSOR\WKH
aesthetic of glitch, yet lack the inherent critical dialogue
that is established between the glitch and the medium in
which it is born.

0HQNPDQLQVLVWVWKDWĲRZFDQQRWEHXQGHUVWRRGZLWKRXW
GLVUXSWLRQ D SRLQW HFKRHG LQ WKH REVHUYDWLRQV RI 9LULOLR
who argues that the error, glitch, or accident, are always
already inherent within the object or process from the
VWDUW,Q9LULOLRŖVWKHVLV S WKHLQYHQWLRQRIWKHFDU
SUHGLFWVDQGLQHYLWDEO\OHDGVWRWKHFDUFUDVK,URQLFDOO\
GHVSLWH WKH IUHTXHQWO\ GLVUXSWLYH QDWXUH RI WKH JOLWFK RU
accident, contemporary culture tends to fetishize these
unintended consequences, most famously articulated by
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-*%DOODUG,QKLVERRN Crash  %DOODUGH[DPLQHV
WKHHURWLFLVDWLRQRIWKHFDUFUDVKDQGWKHXQLıFDWLRQRIWKH
EURNHQKXPDQDQGDXWRPRWLYHIRUPLQERWKWKHDFFLGHQW
DQGWKHLQHYLWDEOHVH[XDOLVDWLRQRIWKHVHDFWV/LNH0HQNPDQLQ%DOODUGŖVWDOHZHFDQVHHGLVWLQFWIRUPVRIDFcident emerging: Firstly the unintended crash that is the
LQLWLDOREMHFWRIIHWLVKLVDWLRQHYHQWVWKDWDUHWUDFNHGGRZQ
by our protagonists monitoring police radio channels like
contemporary glitch hunters monitoring tech forums.
6HFRQGO\DQGPRUHLPSRUWDQWO\LQWKHıQDOLQVWDQFHZH
see the choreography of the ideal crash, meticulously
FRPSRVHGDQGVW\OL]HGWRDFKLHYHWKHXOWLPDWHPRPHQW
of pure collision between body and machine.

)RUG   VXJJHVWV WKDW ŗ>D@SDUW IURP LWV IXQFWLRQ RI
UHGHıQLQJ WKH HOHPHQWV RI VSDFH DQG WLPH LQ WHUPV RI
our most potent consumer durable, the car crash may
EHSHUFHLYHGXQFRQVFLRXVO\DVDIHUWLOLVLQJUDWKHUWKDQD
GHVWUXFWLYHHYHQWŘDQGERWK%DOODUGDQG0HQNPDQVHH
WKH DFFLGHQW DV D SRWHQWLDOO\ JHQHUDWLYH RFFXUUHQFH LQ
ZKLFKHYHUIRUPLWWDNHV)RU0HQNPDQWKHNH\PRPHQW
or momentum within the glitch occurs at the moment of
UHFRJQLWLRQDQGFDSWXUHZKHUHWKHJOLWFKLVLGHQWLıHGDV
ZRUWK\RIH[WUDFWLRQUDWKHUWKDQDUHERRWRUıOHGHOHWLRQ
$V0HQNPDQVXJJHVWVKRZHYHUWKHIHUWLOLVLQJSRWHQWLDO
of the glitch is wholly dependent upon both the artist recognising the potential of the moment, and the further acFHSWDQFHE\WKHDXGLHQFHRIWKHYDOXHRUFULWLFDOSRWHQWLDO
RIWKLVDHVWKHWLFDQGRULWŖVPHVVDJH

The sense of awe that both Menkman and Verillio allude
WRZKHQWKHĲRZLVEURNHQıQGVDSDUDOOHOLQWKHVWDWLF
melancholic subject matter of the Sublime, which articulates our sense of wonder when presented with the
YDVW DQG LQıQLWH SRVVLELOLWLHV RI WKH SK\VLFDO ZRUOG 7KLV
FRQWHPSODWLYHSRLQWRIVWDVLVLVHFKRHGLQWKHZRUNVRI
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Miltos Manetas (Figure 1 ZKRVHPDFKLQLPDRUŕJDPH
art’, Videos After Video Game   GUDZV RXU
DWWHQWLRQ DZD\ IURP WKH SUHRUGDLQHG QDUUDWLYH WKUXVW RI
DJDPHLQRUGHUWRREVHUYHWKHPDWHULDOLW\RIWKHIRUPDW
DQG D UHDOLVDWLRQ RI WKH H[LVWHQWLDO QDWXUH RI D ŕVHFRQG
OLIHŖ ,Q 0DQHWDVŖV ZRUNV WKH IDPLOLDU NLQHWLFIUDQWLF UHODtionship with games technology is absent and we are left
WRSRQGHUWKHSRVVLELOLWLHVDQGLQıQLWHVFHQDULRVRQRĳHU
6LPLODUO\.XUW-0DFKDVVSHQWWKUHH\HDUVVHHNLQJWR
H[SORUHWKHŕIDUODQGVŖRIWKHFRPSXWHUJDPH Minecraft,
UHFRUGLQJ DQG SRVWLQJ KLV SURJUHVV RQ <RX7XEH )DU
/DQGV2U%XVW +LV2G\VVH\OLNHTXHVWDLPVWR
take him to the boundaries of the Minecraft game terrain
where the software begins to break down as it reachHVLWVOLPLWVDQGYLVXDOJOLWFKHVDVZHOODVJDPHFUDVKes become common features at the edge of the digital
ZRUOG 7KHVH H[DPSOHV SHUKDSV UHĲHFW WKH HPHUJHQFH
DQGLQWHUHVWLQWKHQHZIURQWLHUVWKDWKDYHUHSODFHGWKH
unknown geographies of the earth and space of earlier
FHQWXULHVDQGUHĲHFWDQHHGWRH[DPLQHRUSOD\IXOO\WHVW
RXWQHZWHUULWRULHVKDYLQJH[KDXVWHGWKHFUHDWLYHSRVVLbilities of the tangible world.

(JJPKLU[HZJYLH[P]LZ[YH[LN`

)LJXUH8QSODQQHG0DJLFE\.DWH*LEE

The accident, and the chaos it brings about, has long
EHHQ D FDWDO\VW IRU FXOWXUDO DUWHIDFWV RI YDULRXV IRUPV
+RZHYHU WKH FUHDWLYH XWLOLVDWLRQ RI HUURU LGHQWLıHG DV
QRLVHIHHGEDFNRUJUDLQGLFWDWHVDGHJUHHRIYLUWXRVLW\E\
the author. A comparison can be made here with that of
the traditional skilled artisan who is aware of the uncertain
EHKDYLRXURIWKHPDWHULDOLQKDQG

Noise is present in many illustrators practice and relates
directly to this desire for spontaneity and a willingness to
FDSWXUH WKH VHUHQGLSLWRXV FUHDWLYH DFW 7ZR SUDFWLRQHUV
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ZKR HPSOR\ VXFK PDWHULDO DUH .XVWDD 6DNVL DQG .DWH
*LEE Figure 2 6DNVLŖVUHFHQWWDSHVWULHVDUHHPEHGGHG
with components that conjure a discordant, almost kinetLFHĳHFW6LPLODURSWLFDOPRWLIVDUHUHFRJQLVHGWKURXJKRXW
*LEEŖV ZRUN LQ SDUWLFXODU WKH Unplanned Magic series
that seem to refer to the accidental, unpredictable nature
of mechanical printmaking processes.

,Q VSHFLDOLVW DFDGHPLF VHWWLQJV GHYHORSPHQWDO PDWHULDO
such as sketchbooks and experimental inquiry into maWHULDODQGWHFKQLTXHDUHKHUDOGHGSURYLGLQJLQVLJKWVLQWR
SURFHVV DQG UHYHDOLQJ WKH DUWLVWV XQGLOXWHG H[SUHVVLRQ
$V1XQHVVXJJHVW
Error, as errant heading, suggests ways in which failure,
JOLWFKDQGPLVFRPPXQLFDWLRQSURYLGHFUHDWLYHRSHQLQJV
DQGOLQHVRIĲLJKWWKDWDOORZIRUDUHFRQFHSWXDOL]DWLRQRI
ZKDWFDQ RUFDQQRW EHUHDOL]HGZLWKLQH[LVWLQJVRFLDODQG
FXOWXUDOSUDFWLFHV 1XQHVSS

It is precisely within the spaces of exploration and experimentation - in which unforeseen juxtapositions coalesce
or the failure of material integrity emerges - that new potentials of expression and meaning begin to form.

This self-conscious act, to enable or instigate an acciGHQWHOHYDWHVWKHVWDWXVRIWKHFUXGHRULPSURYLVHGIRUP
6XFKDSHUYHUVHDWWLWXGHWRFUHDWLYHSUDFWLFHLVH[DJJHUated by the modern frenzied media landscape illustratHG E\ IDVKLRQ EUDQG 5LFKDUGV 1<& ıJV     7KH
EUDQG KDV EHHQ DFFODLPHG IRU LWV IUHVK DQG LQQRYDWLYH
application of illustrated, digitally printed garments. The
FXUUHQW IDOOZLQWHU OLQH SXUVXHV DQ LQWHUHVW LQ IUDJPHQWDWLRQDQGUDQGRPDVVRFLDWLRQ1RWDEOHLPDJHU\LQFOXGHV
FRORXU VSHFWUXPV DQG YLYLG SULVPOLNH HĳHFWV WKDW UHIHU
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WRGHIHFWLYHRSWLFDOPHFKDQLVPVVXFKDVĲDWEHGVFDQners, which combined with generic repeat patterns, clip
art and pop-up windows remind us of the often-arbitrary
means by which images are shared and reassigned in
contemporary society, reiterating the pollution of meaning
DVGHVFULEHGE\9LULOLR  
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)LJXUH%DDE\&\ULDN+DUULV

,WLVWKHHPRWLYHTXDOLW\RIWKHJOLWFKUDWKHUWKDQWKHREYLRXVVW\OLVWLFGHıQLWLRQ SL[HOV WKDWLVSURYLGLQJQHZSODWIRUPVIRULQQRYDWLYHSUDFWLFHZLWKLQWKHJUDSKLFDUWV0DQHWDVŖV ıQGLQJV DUH HFKRHG LQ PDQ\ DUWLVWV VKRZFDVHG
in contemporary periodicals and online resources such
as worldwide.imgltd.org 7KLV EORJ LGHQWLıHV FUHDWLYH
practitioners who draw inspiration from our technologiFDOO\PHGLDWHGOLYHVVXFKDVWKRVHLQEHWZHHQPRPHQWV
ZKHQ VDYLQJ D FRPSXWHU ıOH WKH WUDQVLWLRQV EHWZHHQ
multiple interfaces or windows, or the absent-minded
VXUıQJ RI WKH GLJLWDO HQYLURQPHQW ,W HOHYDWHV WKH VWDWXV
RI WKHVH WUDQVLWRU\ PRPHQWV DQG WKHLU DVVRFLDWHG YLVXal component, and in so doing describes and satirises
the enthusiastic acceptance of our digital landscape.
This satirical glitch attitude is most prominent within
the animated works of Cyriak Harris (Figure 6 +DUULVŖV
ŕVNHWFKHVŖGLVUXSWDQGSOD\ZLWKRXUH[SHFWDWLRQVRIWKH
PHGLDWHG YLVXDO ODQGVFDSH RI PRGHUQ SRSXODU FXOWXUH
+LVJURWHVTXH\HWIDVFLQDWLQJıOPVTXHVWLRQRXUQRWLRQV
of taste and alert us to the normalisation of contemporary
PHGLDFKDQQHOVDQGWKHLUFRQWHQW7KHFUXGHDEUDVLYH
and relentless aesthetic confronts us with the sublime
terror of the relentless proliferation of the banal within
popular culture.

Whilst artists such as Cyriak and Manetas’s continue to
H[SORUHWKHSRVVLELOLWLHVRĳHUHGE\JOLWFKWRFRQIURQWDQG
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examine 21st century culture, identifying illustrators that
employ these approaches within contemporary pracWLFH LV GLĴFXOW )UHTXHQWO\ WKH LOOXVWUDWLYH JOLWFK LV OLPLWHG
WR D ıOWHUOLNH YLVXDO WUHDWPHQW RI D SRUWUDLW RU DW EHVW
the re-interpretation of the digital glitch within analogue
VSDFHV 8QOLNH LQ %DOODUGŖV WDOH ,OOXVWUDWRUV VHHPLQJO\
GRQŖWKDYHWLPHWRWLPHWRVORZGRZQDQGREVHUYHWKH
crash. The illustrator has little opportunity or use for the
pure glitch form suggested by Menkman, or the instigatHGDQGXQSUHGLFWDEOHHUURUVKHSURĳHUV7KHGLFWDWHVRI
professional practice, the pressures of time, and the expectations of clients frequently force the illustrator away
from the indulgence of exploring and using the error in
a meaningful way. Instead the illustrator is more likely to
adopt Menckman’s glitch-like imagery, the controlled, or
VW\OLVHGJOLWFKDVSDUWRIWKHLUSURFHVV6XFKDFRQWULYHG
DSSURDFKKRZHYHUOHDGVWRZKDW0HQNPDQGHVFULEHVDV
WKHJHQWULıFDWLRQRIWKHIRUPLQWKDWWKHDFFHOHUDWHGDFceptance of glitch artefacts within the mainstream dilutes
WKH RULJLQDO VXEYHUVLYH DOOXUH &XOWXUDO DSSURSULDWLRQ RI
ZKDWLVGHHPHGWREHFRROLVDVHHPLQJO\LQHYLWDEOHDVSHFWRIFRQWHPSRUDU\PDVVFRQVXPSWLRQKRZHYHUWKLV
DEVRUSWLRQDOVRFUHDWHVDGHPDQGIRUFRQWLQXDOLQQRYDtion or re-formation of cultural products, styles, or ideas
şDGHVLUHIRUQHZJOLWFKHVQHZPRGHVRIEHKDYLRUDQG
new approaches to breaking and re-forming. As culture
DQGWHFKQRORJ\HYROYHVVRGRHVWKHODWHQWDFFLGHQW a
la 9LULOLR FRQWDLQHGZLWKLQFRQWLQXDOO\SURYLGLQJQHZRSSRUWXQLWLHVIRULQQRYDWLRQ([SORLWDWLRQRIWKHVHDFFLGHQWV
UHOLHVXSRQDQLQTXLVLWLYHDQGH[SHULPHQWDODSSURDFKWR
the unexpected, and an awareness of when the break in
ĲRZFRQVWLWXWHVDQRSSRUWXQLW\UDWKHUWKDQKXUGOH

Illustrators are criticised for appropriation of stylistic conceits and a willing eagerness to follow trends rather than
OHDGWKHP%\DGRSWLQJJOLWFKDVDQDWWLWXGHUDWKHUWKDQ
DOD]\YHUQDFXODULOOXVWUDWLRQFDQEHJLQWRWUDQVFHQGWKLV
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FULWLFLVP ,W LV RQO\ YLD WKH ,OOXVWUDWRUV LQTXLVLWLYH FUHDWLYH
process and engagement with technologies that accidents occur and new forms emerge.

;OLNSP[JOJYHM[YLSH[PVUZOPW
:LWKWKHULVHRIJOLWFKDWDVSHFLıFPRPHQWLQWLPHVSHFLıFDOO\ RQH LQ ZKLFK FUDIW LV XQGHUJRLQJ D UHVXUJHQFH
DQG WHFKQRORJ\ LQFUHDVLQJO\ PRYHV WRZDUGV QRQWDFWLOH
interfaces – it seems important to understand how some
IHDWXUHVRIJOLWFKUHĲHFWZLGHUYLVXDOFXOWXUHDQGWKHFULWLFDOHQYLURQPHQWLQZKLFKLWHPHUJHV

$ VLPSOH H[SODQDWLRQ IRU WKH ULVH LQ WKH *OLWFK DHVWKHWLF
would be to suggest that it is a logical continuation of
the 20th Century’s artistic traditions such as of the cutXSDQGGLVPHPEHUHGYLVXDOODQJXDJHRIWKH'DGDLVWVRU
WKH DXWRGHVWUXFWLYH DUW RI 0HW]JHU KRZHYHU WKLV PD\
EHVRPHZKDWRIDVLPSOLıFDWLRQ:KLOVWZHPD\VHHHOHments of these concerns and histories embedded within
FRQWHPSRUDU\JOLWFKZRUN>J@OLWFKDUWOLNH3RSDUWLVDQ
amorphous term - a canopy who’s tenants slip under
and out of. These terms can be expanded to include
much more than might immediately come to mind. This
is because at their core they’re simply a loose link to a
key concept: the interest in the “mistake”, the interest in
ŗSRSXODUFXOWXUHŘ %UL]QG

$V%UL]SRLQWVRXWLWLVQRWQHFHVVDULO\XVHIXOWRFRQVLGHUJOLWFKDUWDVDPRYHPHQWRUHYHQDVHWRISUDFWLFHV
GHıQHGE\DVLQJOH RUPXOWLSOH PDQLIHVWRHVSROLWLFDORU
VRFLDO DLPV JOLWFK DUWLVWV FRPH IURP D YDULHW\ RI WUDGLtions, backgrounds, and positions, with an equally broad
UDQJHRIFRQFHUQVJRDOVDQGYLVXDODHVWKHWLFVLQFOXGLQJWKRVHPHQWLRQHGDERYH,QGHHG%UL]ŖVDUWLFOHJRHVRQ

WROLNHQ*OLWFKWRPDQ\RIWKHPDMRUDUWPRYHPHQWVRIWKH
20th Century.

Importantly, at the same time that glitch has erupted into
cultural consciousness, a parallel, and seemingly oppositional resurgence of craft has taken place across the
DUWVDQGZLWKLQWKHLOOXVWUDWLRQıHOGLQSDUWLFXODU7KLVKDV
been characterized in particular with an interest in tradiWLRQDOPDWHULDOV VWLWFKNQLW SULQWPDNLQJ VFUHHQSULQWLQJ
HWFKLQJZRRGFXWDQGOHWWHUSUHVV DQGWKHFRQVWUXFWLRQ
of 3D and 2D imagery utilizing papercraft or woodworkLQJLQDYDULHW\RIIRUPV'HVSLWHWKHH[LVWHQFHRIDQXPber of digital processes and tools that can either repliFDWHRUDWWKHYHU\OHDVWPDNHPDQ\RIWKHVHSURFHVVHV
less arduous, in many cases there is frequently a purist
approach to manual working exhibited by artists working
within these areas.

&UDIW DQG WKH PDFKLQH KDYH VHHPLQJO\ ORQJ EHHQ DW
RGGV DQG WKH ŕ'LJLWDO YV $QDORJXHŖ RU ŕ0DFKLQH YV
Human’ debate is a well trodden, if banal, path for the
student of illustration, with a longer history within the
ZLGHU DFDGHPLF ıHOG :LOOLDP 0RUULV :DOWHU %HQMDPLQ
DQG0DUVKDOO0F/XKDQFRPHUHDGLO\WRPLQG :KLOVWLWLV
possible to think of these as diametrically opposed practices, we suggest that it is better to think of these two
contemporary phenomena as a symptom of the same
social and cultural conditions – a fascination, and at the
VDPHWLPHFULWLFDOTXHVWLRQLQJRIWKHDOOSHUYDVLYHWHFKQRORJLFDO JORVV WKDW SHUYDGHV SRSXODU DQG FRPPHUFLDO
culture; and a need to re-connect with materiality and
DVHQVHRIDXWKHQWLFLW\DQGLQGLYLGXDOLW\:HPD\QRWHD
nostalgic aspect to both areas of practice that perhaps
suggest a last-ditch attempt to re-connect with the past
EHIRUHWKHVHQHRDHVWKHWLFVDUHıQDOO\SXWWRUHVWE\DQ
DOWRJHWKHU QHZ WHFKQRORJLFDOO\ FKDUJHG YLVLRQ \HW ZH
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may also suggest that these practices signal the emerJHQFHRIDIUHVKFULWLFDOHQJDJHPHQWEHWZHHQWKHYLVXDO
DUWVDQGWKHJORVV\WHFKQRFXOWXUDOFRPPHUFLDOıHOGWKDW
is the primary site of the intangible hyper-reality symbolic
of modern culture.

<HW WKHUH LV D VHHPLQJO\ LQKHUHQW FRQWUDGLFWLRQ LQ VXJJHVWLQJ WKDW WKH GLJLWDO HQYLURQPHQW LQ ZKLFK JOLWFK LV
ERUQRĳHUVDFKDOOHQJHWRRUFULWLTXHRIWKHK\SHUUHDO
HTXDOWRWKHFUDIWPRYHPHQWVŖRXWULJKWUHMHFWLRQRILW:H
most often think of the digital as a texture-less, immaterial space in which our interaction is limited to the feel
of plastic or metal and the glow of the screen - and the
JOLWFK LQKDELWV WKLV VDPH VSDFH 0RUHRYHU PDQ\ RI WKH
images of the glitch aesthetic promote an a-temporal and
JURXQGOHVVHQYLURQPHQWLQZKLFKFKDUDFWHUVDQGREMHFWV
ĲRDW LQ D GLVWLQFWO\ GLJLWDO XQLYHUVH VHSDUDWHG IURP WKH
DQFKRUVRIUHDOLW\ VHHIRUH[DPSOHWKHZRUNRI*HUR'ROO
)LJXUH ZKLFKERUURZVIURP'DYLG2Ŗ5HLOO\ŖVFKDUDFWHU
SURWRW\SHVDQGFKDUDFWHUL]HVVXFKWHQGHQFLHV 

)LJXUH%8==$5'E\*HUR'ROO
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+RZHYHUWKLVZD\RIWKLQNLQJODUJHO\RYHUORRNVWKHPDWHULality or meta-materiality that constitutes the digital space.
:KLOVWLWLVXVHIXOWRQRWHKRZ%ULGOHŖV1HZ$HVWKHWLFLV
FRQFHUQHG ZLWK WKH  ŗ>H@UXSWLRQV RI WKH GLJLWDO LQWR WKH
SK\VLFDOZRUOGŘ 6WHUOLQJ LQZKLFKEORFN\FDPRXĲDJH PLPLFV WKH SL[HODWLRQ RI QLJKW VFRSHV DQG WKH
EURDGFDVWLPDJHU\RIPLOLWDU\GURQHVşWKHOHVVREYLRXV
aspect of materiality engaged with by the glitch aesthetic
is that of the texture of the constituent parts of the digital
HQYLURQPHQW $V %HUU\ SRLQWV RXW LQ 7KH 3KLORVRSK\ RI
6RIWZDUH  SS  WR WKLQN RI DQG WDON DERXW
FRPSXWHUFRGHZHKDYHWREHDZDUHRIWKHUDQJHRIFRQstituent parts and assemblages that constitute the materiality of these seemingly intangible objects. These range
from the hardware, physical, and energy infrastructure
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that contains and enables the code and software to run,
WKHQHWZRUNVRIDVVRFLDWLRQEHWZHHQYDULRXVLQWHUDFWLQJ
RUUHOLDQWSLHFHVRIFRGHDQGVRIWZDUHWKH RIWHQKXPDQ 
SURFHVVHVLQYROYHGLQEULQJLQJWKLVFRGHLQWREHLQJDQG
the historic location of this instance of code in relation to
SUHYLRXVPDQLIHVWDWLRQVRIFRGHZULWLQJPDNLQJDQGLWV
OHJDF\ZLWKLQGHYLFHV)XUWKHUPRUHDV3DULNNDVXJJHVWV
>:@H KDYH WR FRPH XS ZLWK HODERUDWHG ZD\V WR XQGHUstand how perception, action, politics, meanings (and,
ZHOO QRQPHDQLQJV  DUH HPEHGGHG QRW RQO\ LQ KXPDQ
and animal bodies, but also in much more ephemeral,
EXWDVUHDOWKLQJVHYHQQRQVROLGWKLQJV6XFKUHDOEXW
weird materialities that do not necessarily bend to human
eyes and ears are not only touchable objects, but also
modulations of electrical, magnetic, and light energies, in
which also power is nowadays embedded.
3DULNNDS

We should also include here as part of this materiality the
externalities of digital materiality - the detritus and waste
WKDWLVRIWHQWKHXQLQWHQGHGE\SURGXFWRIWKHGLJLWDOUHYolution such as the toxic heaps of redundant technology
in China.

Code can be acted upon, altered, purposed or re-purposed in a number of ways through software manipuODWLRQ PDOIXQFWLRQV RU SK\VLFDO LQWHUYHQWLRQ LQ D VLPLODU
way that metal can be bent or shaped, tempered or
melted; yet retains within it limitations and characteristics
WKDW PD\ GHıQH WKH H[WHQW WR ZKLFK LWV PDWHULDOLW\ FDQ
EH SXUSRVHO\ DOWHUHG RU XVHG 0RUHRYHU DV $QW 6FRWW
VXJJHVWV 0RUDGLHWDOS WKHJOLWFKDHVWKHWLF
itself is a manifestation of the “way current processors
are engineered, how data is organized to be processed
HĴFLHQWO\DQGEHFDXVHYLVXDORXWSXWGHYLFHVDUHPRVWO\
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raster-line based.”

'LJLWDOYLVXDOLPDJHVDUHFRQVWLWXWHGIURP'1$OLNHVRXUFH
code, which is expressed and manipulated through imaging software, and corrupted through data hacking or
GDWDEHQGLQJ7KHVHıOHVWKHPVHOYHVDUHWKHUHVXOWRIWKH
encoding and interpretation of bits and strings, computer expressions of electrical interactions within physical
objects, and displayed to us through the brick-like pixel
that has been steadily hidden but not fully eradicated by
5HWLQDGLVSOD\V*OLWFKGLJLWDODUWLVWVVXFKDV-RGLVSHDN
RIJHWWLQJEHKLQGRULQVLGHWKHFRPSXWHU %DXPJDHUWHO
  VXJJHVWLQJ D SK\VLFDO RU DW OHDVW PHWDSK\VLFDO
VSDFH EH\RQG WKH PRXVH NH\ERDUG  WRXFK LQWHUIDFH
Instigated glitches require an engagement with and understanding of these material aspects of digital technoloJ\LQRUGHUWRJHQHUDWHYLVXDORXWSXWV)RUERWKWKHDXGLHQFHDQGPDNHUJOLWFKHUXSWLRQVVXFKDVYLVXDODUWHIDFWV
force us to consider the hidden skeleton, musculature,
and sinew beneath the digital skin of contemporary comSXWHU JUDSKLFV E\ PDNLQJ WKHLU SURFHVVHV RU PLVıULQJ
apparent.

The contemporary craft resurgence within illustration urgHVDQXQGHUVWDQGLQJXWLOL]DWLRQDQGHYHQIRUHJURXQGLQJ
of the material qualities and grain of source materials. For
example the elaborate woodcraft of A.J.Fosik’s ornamenWDO WURSKLHV WKH FOXPV\ LQIRUPDOLW\ RI <RVKLWRPR 1DUDŖV
(Figure 8  HPRWLYH DQG VHQWLPHQWDO SDLQWHG ZRUNV DQG
WKH PLQLPDO SULQW DHVWKHWLF RI $QWKRQ\ %XUULOOŖV ]HLWJHLVW
pronouncements all bring the grain or physical presence
of their material to the fore. Similarly, glitch artists seek
out and incorporate the digital grain and material qualities
of the source-code’s expression like they would a knot in
ZRRGOD\LQJLWEDUH+RZHYHULWLVQRWMXVWWKHHQFRGLQJ
JOLWFKWKDWUHPLQGVXVRIWKLVPDWHULDOLW\'DYLG/HZDQG-

)LJXUH0\'UDZLQJURRPE\<RVKLWRPR1DUD

.SP[JO*YHM[HUK0SS\Z[YH[PVU

owski’s digital animation Going to the Store  DQG
it’s companion Late for Meeting   Figure 9 GHPRQstrates perfectly what happens when a user instigated
JOLWFK RSHUDWLQJ ZLWKLQ VSHFLıF VRIWZDUH HQYLURQPHQWV
(in this case errors that occur when linking a skeleton to
a mannequin-like body, and subsequent application of
poorly designed walk cycles, within 3D software such
DV&LQHPD' LVSXUSRVHIXOO\XWLOL]HGIRUFRPHGLFHĳHFW
This work plays upon and draws attention to the plethoUDRIFRPSXWHUDXJPHQWHGıOPVWKDWQRZGRPLQDWHRXU
FXOWXUDOHQYLURQPHQWMX[WDSRVLQJWKHVHVOLFNSURGXFWLRQV
ZLWKDVLPLODUO\SROLVKHGDQLPDWLRQKRZHYHURQHLQZKLFK
DQLQKHUHQWO\ĲDZHG DQDWRPLFDOO\FKDOOHQJHG" PDQQHTXLQOLNHSURWDJRQLVWEHFRPHVWKHIRFXVRIWKHQDUUDWLYH
utilising the error as a tool for disrupting our preconcepWLRQV DQG GUDZLQJ DWWHQWLRQ WR WKH GLJLWDO LQWHUYHQWLRQV
FRPPRQ LQ RXU YLVXDO ZRUOG 7KLV ZRUNV DOVR FRQWDLQV
a knowing reference to the experiences of digital artists
ıUVWDWWHPSWLQJWRFUHDWHRIWHQVLPSOHPRYHPHQWVZLWKLQ
'HQYLURQPHQWV
)LJXUH*RLQJWRWKH6WRUHE\'DYLG/HZDQGRZVNL

Sennett’s writings on digital work in The Craftsman  
DQG 0F&XOORXJKŖV HVVD\ RQ WKH ŕ'LJLWDO +DQGŖ  
present us with compelling reasons to consider digital
work as forms of craft despite centuries of opposition to
WKHPDFKLQHZLWKLQWKHFUDIWPRYHPHQW<HWWKHUHPDLQing contradiction in the argument for the glitch as craftlike may be found in the juxtaposition of contemporary
FUDIWV DQG GLJLWDO SURJUDPPLQJ DV FRQVWUXFWLYH IRUPV
ZKHUH WKH ZRUN RI JOLWFK SULPDULO\ LQYROYHV EUHDNLQJ RU
dissembling rather than skilled making. Furthermore, craft
LVRIWHQVHHQDVDQDFWLYLW\ZLWKVSHFLıFJRDOVDQGDLPV
a predetermined outcome that seemingly eludes the
JOLWFK PDNHUVŖ UDQGRP YLVXDO LQWHUUXSWLRQ ,QGHHG IURP
the outside there appears little skill or dedication in glitch
working.
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+RZHYHUDVDFUHDWLYHVWUDWHJ\WKHXVHRIZDVWHPDWHULDOVRUGLJLWDOGHWULWXV EDGGLJLWDOSKRWRVZHELPDJHV E\
JOLWFKDUWLVWVWRFUHDWHQHZYLVXDOVFRXOGEHVDLGWRVKDUH
PXFK ZLWK WKH XSF\FOLQJ WUHQG ZLWKLQ WKH FUDIW PRYHPHQW$QGZKLOVWWKHUHPD\RIWHQEHDOLPLWHGLGHQWLıDEOH
goal to the production of glitch imagery beyond satisfyLQJFUHDWLYHFXULRVLW\RUSDVVLQJWKHWLPHZHPD\DUJXH
WKDWLWLVIUHTXHQWO\WKLVLQTXLVLWLYHQDWXUHWRDVNŕZKDWLI"Ŗ
WKDW VSXUV FUHDWLYH SUDFWLFH $QG DV DUJXHG SUHYLRXVO\
glitch work requires more than the rudimentary ability to
RSHUDWHZLWKLQDGLJLWDOHQYLURQPHQWUHTXLULQJDOHDUQWXQderstanding of the limits and potential of digital systems
in order to successfully explore and create within these
HQYLURQPHQWV7KLVLVQRWWRVD\WKDWJOLWFKHVDUHGLĴFXOW
to create per se, but that there is a need to learn, test,
DQG SOD\ LQ RUGHU WR HĳHFWLYHO\ DFKLHYH GHVLUHG UHVXOWV
UDWKHUWKDQWKHLQVWLJDWLRQRISXUHO\UDQGRPLQWHUYHQWLRQV
,QWKHıUVWLQVWDQFHWKHVHIUHTXHQWO\UHTXLUHDUXGLPHQWDU\
XQGHUVWDQGLQJ RI WKH EDVLV RI FRPSXWHU ıOHV DQG VRIWZDUHHQYLURQPHQWVKRZWKH\WUHDWGDWDLQLWVUDZIRUP
DQGKRZLWLVLQLWVHOIWUHDWHGE\GLĳHUHQWWRROV

Indeed, the rapid onset of digital technology has left
many behind, and whilst the modern illustrator or digital
artist may be highly skilled at using Photoshop, it is likely
that few understand the mechanics behind the image
WKDWWKH\DUHFRQVWUXFWLQJRUWKHFRPSXWHUHQYLURQPHQW
LQ ZKLFK LW RSHUDWHV 7KH FORVHG RU UHVWULFWHG HQYLURQPHQWVRIWDEOHWGHYLFHVDUHIXUWKHUVSHHGLQJWKLVWHQGHQcy of restricting our interaction with technology to one
of surface engagement rather than deep understanding,
GHVSLWH PDQ\ RI WKHLU EHQHıFLDO IHDWXUHV )XUWKHUPRUH
WKHVH HQYLURQPHQWV LQFUHDVLQJO\ GHPRQVWUDWH D ELQDU\
state of being – they are either working or they are not.
7KH ORVV RI PHFKDQLVPV 0RXVH .H\ERDUG =LS 'ULYH
&'WUD\ DQGWKHLUUHSODFHPHQWZLWKWRXFKVHQVLWLYHLQWHUfaces paradoxically creates a distance between the user
DQGWKHPDFKLQHU\DQGWKHUHPRYDORIRXUDELOLW\WRWLQNHU
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DQG SOD\ ZLWK RXU LQWHUDFWLYH WRROV 7KH WHQGHQF\ LV QR
ORQJHUWRı[RUPRGLI\EXWXSJUDGHRUGHVWUR\

$VPDQ\FRPPHQWDWRUVKDYHLQGLFDWHGHOVHZKHUHWKHUH
is an urgent need for digital literacy in contemporary society, and in particular an understanding of the tools that
VKDSHRXUSURGXFWLYHDQGFUHDWLYHOLYHVDQGDQHHGWR
question and analyse their role and existence. Seemingly
WKHFRQWHPSRUDU\FUDIWPRYHPHQWGHPRQVWUDWHVVLPLODU
JRDOV WKURXJK GLĳHUHQW PHDQV 7KURXJK UHYHDOLQJ WKH
materiality behind the glossy façade of the digital world,
we are forced to consider its presence.

+RZHYHUDV0HQNPDQLQGLFDWHVWKHFUDIWRIJOLWFKLQJLV
in more than the ability to instigate the glitch or its simple
presence, but in the tacit knowledge that indicates how
far the source material can be pushed before it breaks
completely, and at which point the glitch has critical or
FUHDWLYHYDOXH7KHDUWRIJOLWFKLQJUHTXLUHVVHOHFWLRQDQG
editing to transform the output into something of critical
RUDHVWKHWLFZRUWKLQWKHZLGHUıHOG,WLVDWWKLVSRLQWWKDW
WKHLPSRUWDQFHRIFUHDWLQJDGLVWLQFWLRQEHWZHHQGLĳHUHQW
OHYHOVRIJOLWFKEHFRPHVLPSRUWDQW:LWKRXWWKHHOHPHQW
RI FKDQFH RĳHUHG E\ WKH XQVWDEOH DQG XQSUHGLFWDEOH
JOLWFK DOO WKDW LV OHIW LV WKH FRPPRGLıHG DQG FRQWUROOHG
JOLWFKOLNH DHVWKHWLF SUHVHQWHG DV D 3KRWRVKRS ıOWHU RU
WUHQGLQJ$SS:KLOVWWKLVPD\RĳHUXSDOHYHORIDHVWKHWLF
control and usability to the artist in need of a quick glitch
ı[LWUHPRYHVWKHHOHPHQWRIFKDQFHWKDWLVSURYLGHGE\
the unpredictable nature of the pure or instigated glitch,
forcing the artist to tread generic paths rather than seek
RXWQHZRQHV,QGHHGIRU'DYLG3\HWKHGLYLGLQJOLQHEHtween craftsmanship and workmanship is the degree of
certainty in the process and outcome, with the former
representing the always uncertain work of the artisan
maker; the latter the regulated output of factory produc-

WLRQ2SHUDWLQJZLWKLQFUDIWVPDQVKLSLVWKHŕZRUNPDQVKLS
of risk’, containing the distinct possibility of failure, but
also the potential for the unexpected and outstanding.
Meanwhile, Pye concludes, the “workmanship of certainty has not yet found out, except in certain restrictHGıHOGVKRZWRSURGXFHGLYHUVLW\DQGH[SORLWLWŘ 3\H
S

.SP[JOWVSP[PJZ
*OLWFKGRHVQŖWVLPSO\RSHUDWHRQO\ZLWKLQDHVWKHWLFFKDQnels, and the glitch attitude often contains a political diPHQVLRQLQWKDWE\GLVUXSWLQJWKHĲRZRIH[SHFWDWLRQRU
PHDQLQJWKHPRWLYDWLRQVDQGV\PEROLVPRIWKHPHGLXP
DQG LWŖV DXWKRUV DUH UHYHDOHG RU UHVWDWHG :H FDQ VHH
VXFKHĳHFWVLQWKHUHFRQıJXUHGIUDFWXUHG'LVQH\FKDUDFWHUVIRXQGRQ1LJHULDQWH[WLOHVDVGRFXPHQWHGE\'RULV  LOOXPLQDWLQJWKHUDSLGDQGRIWHQGDUNLPSDFWV
RIWKHSURFHVVHVRIJOREDOLVDWLRQ8QWLOUHODWLYHO\UHFHQWO\
waste printed textiles from around the globe were importHGLQWR1LJHULDDQGUHDVVHPEOHGLQRUGHUWRVDWLVI\DORFDO
demand for cheap clothing. The printed material consisted of layered and jumbled iconography, mixing images of
popular culture such as Disney characters, with random
patterns to create a haphazard assemblage. The nausea
inducing kinetic qualities of the distorted repeat patterns
GHI\FRQYHQWLRQDOXQGHUVWDQGLQJRIFUDIWZRUNDVDVHQWLPHQWDORUSDVVLYHDFWDQGRĳHUXVDQXQVHWWOLQJJOLWFK
like experience in which the channel noise, or feedback,
HUXSWV LQWR WKH SK\VLFDO ZRUOG D OD %ULGOH  7KH FKDRWLF
DQGRYHUOD\HUHGTXDOLWLHVRIWKHPDWHULDOEULQJLQJWRPLQG
WKHDEVWUDFWSDLQWLQJVRI*HUKDUG5LFKWHURUWKHŕ:DVWHŖ
VHULHVE\3HWHU6DYLOOH ıJ ,QWHUSUHWHGIURPDQH[WHUnal detached position, the representation of the resulting
garments and textiles can be considered a political comPHQW RQ JOREDOLVDWLRQ DQG WKH GRPLQDQFH RI :HVWHUQ 
SRSXODUFXOWXUHKRZHYHULQWKHıUVWLQVWDQFHWKHVHLPDJes are instigated out of the brutality of necessity.

.SP[JO*YHM[HUK0SS\Z[YH[PVU

:KLOVW WKLV NLQG RI IRXQG JOLWFK SXUH JOLWFK  RĳHUV XS
the possibility of unexpected disruption through its appropriation and re-presentation, the instigated glitch
demonstrates a purposeful non-conformism in rejecting
RUUHSXUSRVLQJYLVXDOPDWHULDOVWRROV7KHJOLWFKDWWLWXGH
- rather than the glitch aesthetic - questions social order
DQGFRGHVRIEHKDYLRUWKURXJKWKHYHU\DFWRIQRQFRQformism, and may, in turn, inform and dictate broader
FXOWXUDO PRUÜV DQG GHYHORSPHQWV 7KHVH LQWHUYHQWLRQV
KRZHYHU IUHTXHQWO\ DQG LQKHUHQWO\ GHPRQVWUDWH LQFRPSOHWH FRQWURO RYHU WKH QHZ GLUHFWLRQ WKH HPHUJLQJ DHVthetic or interpretation may take. Whilst we may concede
WKDWVHOHFWLRQDQGFKRLFHSOD\VDVLJQLıFDQWUROHLQGHciding which glitch artefacts become part of the wider
cultural sphere - as does the skill with which the artist
utilizes the tools of disruption - the outcome of glitchZRUN LV QHYHU  JXDUDQWHHG DQG FRQWDLQV ZLWKLQ LW
the possibility of radical change or break from the established or traditional.

Figure 10. Waste Painting #1  E\3HWHU6DYLOOH+RZDUG
:DNHıHOG3DXO+HWKHULQJWRQ&ROOHFWLRQ(PPDQXHOGH%XUHWHO
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/LNH WKH $UWV DQG &UDIW PRYHPHQW DQG SRWHQWLDOO\ WKH
contemporary craft turn, we can see glitch as a “sysWHPRIUHYROWŘ 0RUULVS WKDWIDFHVXSWRDQG
FKDOOHQJHVWKHGHWHUPLQLVPZLWKLQWKHFRQWHPSRUDU\ıHOG
of aesthetic production. Whilst Morris was concerned
ZLWKWKHGHKXPDQL]LQJSRWHQWLDORIWKHLQGXVWULDOUHYROXWLRQ DQG WKH UHVXOWLQJ VWDQGDUGL]DWLRQ DQG GHYDOXLQJ RI
objects and their makers, contemporary glitching can be
VHHQ DV D ODVW VWDQG DJDLQVW WKH UHVWULFWLYH HQYLURQV RI
computer image construction and the technology giants
who package and control them – in glitch the tools are
WXUQHGDJDLQVWWKHPVHOYHVDQGH[SORLWHGLQRUGHUWREUHDN
WKHREMHFWVWKH\KHOSHGFUHDWH*OLWFKLVDUHIXVDOWRXVH
the tools in the way that they were intended to be used.
Sound editing applications become image-generators,
and the ubiquitous text editor that comes with all modern
FRPSXWHUVEHFRPHVDFUHDWLYHDXGLRYLVXDOWRRO7KLVLV

not a rejection wholesale of the digital, instead a call to
DUPV WKDW XUJHV XV WR UHH[DPLQH DQG UHGHıQH RXU F\borg relationship.

*VUJS\ZPVU
This paper set out to examine glitch and its relationship
WRYLVXDOSUDFWLFHVDQGWKHUHVXUJHQFHRIFUDIWZLWKLQFRQtemporary culture. The paper suggest that glitch shares
many characteristics with the contemporary and historic
turn to craft, and in some ways can be seen as an extenVLRQRIWKHPRWLYDWLRQVRIFUDIWZRUNLQJZLWKLQWKHGLJLWDO
HQYLURQPHQWDQGDFULWLFDOUHDSSUDLVDORIRXULQFUHDVLQJly cyborg-like relationship to modern technology.

8VLQJ0HQNPDQŖVIUDPHZRUNLWLGHQWLıHGWKHTXDOLWLHVRI
GLĳHUHQWPRGHVRIJOLWFKZRUNDQGFRQVLGHUHGKRZWKHVH
were being applied across a range of practices. It conVLGHUHG D UDQJH RI GLYHUVH SUDFWLFHV WKDW HYLGHQFH DQ
HQJDJHPHQWZLWKJOLWFKDVERWKDQDHVWKHWLFDQGFUHDWLYH
VWUDWHJ\:KLOVWZHEHOLHYHWKDWWKHUHLVVRPHYDOXHLQWKH
JOLWFKDHVWKHWLFDFULWLFDOYLHZVXJJHVWVWKDWDOOWRRVRRQ
it will likely succumb to the forms of cultural appropriation
DQGVRIWZDUHLQWHJUDWLRQWKDWKDYHUHVXOWHGLQ,QVWDJUDP
OLNHSRVWSURGXFWLRQıOWHUV,QVWHDGLWLVWKHODWWHUSRWHQWLDO
RI JOLWFK WR EH D JHQHUDWLYH DQG XQSUHGLFWDEOH FUHDWLYH
WRRO RU D FULWLFDO WRRO WKDW UHYHDOV WKH XQGHUO\LQJ PHFKDQLVPVRIYLVXDOSURGXFWLRQWKDWZHDUJXHKDVWKHPRVW
UHOHYDQFH WR LQIRUP DQG HQKDQFH WKH ıHOG RI LOOXVWUDWLRQ
LQ WKH IXWXUH +RZHYHU WKURXJK WKLV SURFHVV ZH KDYH
LGHQWLıHG D ODFN RI REYLRXV HQJDJHPHQW ZLWK DFFLGHQtal forms of digital creation within illustration compared to
RWKHUDUHDVRIWKHYLVXDODUWV7KLVZDVEURXJKWDERXWZH
argue by the demands of industry practices and a lack
of digital literacy emerging from an increasingly closed
WHFKQRORJLFDOHQYLURQPHQW:HZRXOGVXJJHVWWKDWLOOXV-

.SP[JO*YHM[HUK0SS\Z[YH[PVU

WUDWLRQLQJHQHUDOKDVQRWPDGHHTXLYDOHQWDGYDQFHVLQ
relation to an understanding and craftsmanship of digital
tools as it has towards the re-engagement with the sigQLıFDQWO\PRUHSURPLQHQWDQDORJXHWRROVWKDWGHıQHWKH
FUDIWDHVWKHWLFDQGWKXVWKHSRWHQWLDOIRULQQRYDWLRQWKDW
LVRĳHUHGZLWKLQWKHPRUHWUDGLWLRQDOVSKHUH

We suggest therefore that illustration, in order to remain a
UHOHYDQWIRUFHZLWKLQWKHFUHDWLYHDUWVQHHGVWRSXUVXHD
more integrated and enlightened engagement with modHUQWHFKQRORJ\,OOXVWUDWRUVQHHGWRWDNHPRUHFRQWURORYHU
the digital machines that they rely upon in their daily creDWLYHHQGHDYRUVVRWKDWWKH\FDQEHFRPHLQVWLJDWRUVDQG
experimenters rather than followers. We are not therefore
DGYRFDWLQJDPDVVWXUQWRJOLWFKZLWKLQWKHıHOG:HDUH
KRZHYHUDGYRFDWLQJWKHDGRSWLRQRIDJOLWFKDWWLWXGHWKDW
PD\ DOORZ LOOXVWUDWRUV WR RFFDVLRQDOO\ EUHDN WKH ĲRZ RI
WKHLUZRUNDQGDOORZWKHDFFLGHQWDOWREHFRPHDFUHDWLYH
force. In doing so, the work of illustrators may also help
WREUHDNWKHĲRZRIZKDWLVGHHPHGQRUPDOIRULWVDXGLence and lead them to similarly become aware of the
K\SHUWHFKQRORJLFDOPHGLDHQYLURQPHQWDQGLWVPHFKDQLVPVşDQHQYLURQPHQWWKDWLQFUHDVLQJO\PHGLDWHVERWK
the digital glitch and the analogue craft alike.
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This is not a Pipe,1RDK.XOPDQ DJHG DIWHU0DJULWWH

,QWHQWLRQDOHUURURQWKHSDUWRIWKHDUWLVWDXWKRUKDV
ORQJEHHQDPHFKDQLVPWRGHFHLYHXVLQWREHOLHYLQJ
WKHLPSRVVLEOH,WŖVDGHYLFHEURXJKWIRUZDUGIURPWKH
illusionists of 19th Century Europe and we the audience
can aid the whole experience by our credulity, all rational
thought suspended for a period of time. Just pausing
WRWKLQNDERXWWKH3HQURVH7ULEDURUWKH1HFNHUŖV&XEH
wholly implausible objects, no beginnings, no end, it
EULQJVKRPHWKHOHYHOWRZKLFKZHDUHKDSSLO\FRPSOLFLW
LQEHLQJWULFNHG7KH1HFNHUFXEHZDVıUVWGHYHORSHG
in 1934 and has been well known since, largely through
the working drawings of MC Escher. Escher introduced
impossible landscapes and designed forms through his
mastery of line and tone, much of his work appearing
as woodcuts or lithographs for public purchase.

'LJLWDO5HQGHULQJ

7KHıQHDUWRIGHOLEHUDWHGHFHLWLQWHQWLRQDOHUURUVLOOXVLRQLVWLFJDPHVKDYHORQJEHHQLQVWUXPHQWDOLQWZLVWLQJ
RXUSHUFHSWLRQ3KLOLS.'LFNWKHVFLHQFHıFWLRQZULWHU
VXJJHVWHGWKDWZHDOOH[SHULHQFHDQGLQKDELWGLĳHUHQW
YHUVLRQVRIUHDOLW\:KDWZHIHHOLVUHDODQGWDQJLEOHLV
not necessarily what the person next to us is experiencing, therefore we can ask, what is real?

When we study the Penrose Tribar, a triangle composed
RIWKUHHEDUVFRQQHFWHGZLWKULJKWDQJOHVRIWHQKDYLQJ
DSHUVSHFWLYHHĳHFWDGGHGWRLWZHDVVXPHLWLVDQ
LPSRVVLEOHSK\VLFDODFKLHYHPHQWEXWZHVWLOOEHOLHYH
what were seeing. Ceci n’est pas une Pipe is a painting
E\WKH)OHPLVKVXUUHDOLVW5HQH0DJULWWH:KDWZHDUH
SUHVHQWHGZLWKLVDIRUPDOSDLQWLQJRIDSLSHĲRDWLQJRQ
WKHFDQYDVDQGVXSSRUWHGE\KDQGZULWWHQWH[WZKLFK
announces ’this is not a pipe’, we look again, there
is what can only be described as an instrument for
VPRNLQJWREDFFRDSLSH7KLVLVDYLVXDOSDUDGR[DQ
object is depicted but the label questions its existence.
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The irrationality is testament to Surrealist thinking but
there’s something else happening as well. The reference to the pipe not being a pipe infers that the image
of the pipe is not a pipe, it’s an image. The painting is
QRWDSLSHLWVRLOEDVHGPDWHULDORQDFDQYDVVXSSRUW,Q
OLQJXLVWLFWHUPVŕ7KLVŖLVQRWDSLSHLWŖVDIRXUOHWWHUZRUG
0DJULWWHŖVSDLQWLQJKDVDSSHDUHGLQQXPHURXVYDULDtions both by the artist himself but also by others who
KDYHFRUUXSWHGWKHLQLWLDOFRQFHSW,QORRNLQJIRUZD\V
RILOOXVWUDWLQJWKHLPDJHDQGDWWKHVDPHWLPHDYRLGLQJ
reproduction right fees I asked my son to produce a
digital rendition, again extending the deception one
stage further, an iteration of something that is not what it
purports to be. It’s interesting to note that the actual title
of the painting is La Trahison des Images, the treason of
LPDJHU\,WUHIHUVWRWKHSHUFHSWLRQRIWKHPLQGRYHUWKH
conscious experience. In another painting by Magritte,
Decalcomania, 1966, we see a man and his silhouette.
The silhouette represents an absence of material, a
hole. Here Magritte is letting thought reign free, untethHUHGE\DVVRFLDWLRQV7KHYLHZHULVDWRQFHSUHVHQWHG
by contradiction, ambiguity and illusion. It’s interesting
the way the bizarre is treated as an impersonal matter of
IDFWDOPRVWXQTXHVWLRQHG1DðYH5HDOLVPRU5HSUHVHQWDWLYH5HDOLVPVXJJHVWWKDWRXUFRQVFLRXVH[SHULHQFHLV
not the real world but of an internal representation of the
world. A good example is when a stick is submerged in
liquid, to the eye it appears bent. We might say the stick
is actually bent, but it only appears bent when the light
UHĲHFWHGIURPWKHVWLFNDUULYHVDWWKHH\HLQDOHVVWKDQ
straight pattern.

*HRUJH+DUGLHLVDPDVWHURIYLVXDOYHUVDWLOLW\+HLVD
'HVLJQHU,OOXVWUDWRU0DNHU%RUQLQKHZDVSDUW
of a generation that grew up through the infancy of Pop
Culture. It may not surprise many that he is probably
EHVWNQRZQIRUKLV+\SQRVLVDOEXPDUWZRUNWKHVHFRYHU

Errordite [sic]: seeing is not believing

George Hardie, The Art of Change, cover of Varoom,
0ZZ\L
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LPDJHVLQWKHPVHOYHVERUURZKHDYLO\IURP0DJULWWHDQG
KLVIHOORZ)OHPLVKSDLQWHU3DXO'HOYDX[1RWZLWKVWDQGLQJ+DUGLHŖVFRQVLGHUDEOHRXWSXWRYHUWKHODVW\HDUV
VLQFHKHOHIWWKH5&$,ŖPFKRRVLQJWRORRNDWDUHODWLYHO\
recent commission. In 2011 Varoom, the magazine
published by the Association of Illustrators underwent a
change of format and who better to depict change than
*HRUJH+DUGLH"+DUGLHFKRVHWRFUHDWHDFRYHUDUWZRUN
WKDWXWLOL]HGGHOLEHUDWHHUURUVDQGYLVXDOWULFNHU\:KHQ
at his most mesmerizing he creates problems and then
JRHVRQWRUHVROYHWKHPRIWHQZLWKLQWKHVDPHLPDJH
%\LQFRUSRUDWLQJKLVRZQFROOHFWLRQVKHOHQGVWKHZRUN
DSHUVRQDOQDUUDWLYH7KHZRUNKHSURGXFHGIRU9DURRP
LVŕFODVVLFŖ+DUGLHVWDUWLQJZLWKDWDEOHPRWLIDQG
utilizing isometric projections, he follows an irrational
DQG\HWVHHPLQJO\UDWLRQDOQDUUDWLYHZKLFKHYROYHVDQG
SURSHOVWKHH\HIRUZDUGV:HEHJLQWRWU\DQGVROYHWKH
PXOWLWXGLQRXVYDULDWLRQVRIWKHWDEOHPRWLIV,WŖVDWRQFH
PLVFKLHYRXVSOD\IXOFRPSOH[GHFHSWLYHDQGEDĵLQJO\
FOHYHU2QRQHKDQGEHLQJDGHVLJQHU*HRUJH+DUGLHLV
a rational image maker, his intention is to communicate
LGHDVEXWKHVWLOOPDQDJHVWRWXUQWKHYLHZHUŖVSHUFHStion on its head. In the Art of Change, Hardie deliberDWHO\WUDQVIRUPVDQGPRYHVHOHPHQWVRIWKHLQGLYLGXDO
tables, features are changed, erased, replaced, colours
transform and composition shifts. We are forced into
HQWHULQJDQLQYHQWLRQFRPSOHWHO\JRYHUQHGE\+DUGLHŖV
trickery but ordered by rules. It has been recounted
VRPHZKHUHWKDWKHQDYLJDWHVKLVGHVLJQVE\DFRPSOH[
of rules, rules of function that might come from a client,
rules of reproduction by what’s possible on the press,
rules imposed by the audience and context. Finally the
UXOHVJRYHUQHGE\DGHDGOLQH*HRUJH+DUGLHRĳHUVXV
a world as a complex of interconnected shapes, forms,
objects and rules.

7KHPDWWHURIVHHLQJDQGEHOLHYLQJLVGRZQWRRXURZQ
imagination. We choose to allow our rational side to
suspend belief; artists can supply us with new guideOLQHVDQGRĳHUXVDOWHUQDWLYHSDVVDJH,KDYHFKRVHQ
MXVWWZRH[DPSOHVLQWKLVVKRUWSDSHUKRZHYHUWKHUHLV
DZKROHXQLYHUVHDOEHLWDQDOWHUQDWLYHXQLYHUVHZKHUH
nothing is quite what it seems.

Gary Embury
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:HVWRI(QJODQGDQGDQLOOXVWUDWRUZLWKRYHU\HDUV
experience. Clients include 7KH*XDUGLDQ7KH'DLO\
Telegraph, Radio Times$DUGPDQ$QLPDWLRQV%%&
New Scientist, The Sunday Times Review, and many
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Contact Information
*DU\(PEXU\
Senior Lecturer Illustration
8QLYHUVLW\RIWKH:HVWRI(QJODQG8.
Email: editor: www.reportager.org
www.embury.co.uk

73

;OL;VWVSZRP*OYVUPJSL9LZPKLUJ`WYVNYHTTL
HUK9LWVY[HNL+YH^PUN

QHVVHGıUVWKDQG Figure 2 
*OYVUPJSL9LZPKLUJ`7YVNYHTTL

Figure 1: Topolski’s Chronicle

7KH7RSROVNL&KURQLFOH5HVLGHQF\LVDWKUHHPRQWK5Hportage and documentary drawing programme hosted
by the Feliks Topolski studio in London. The programme
LVUXQE\$QGUHD0DULHDQGFRGHOLYHUHGE\*DU\
(PEXU\7KHVWXGLRRYHUORRNVWKH/RQGRQH\HLQWKH
RQHRIWKHDUFKHVRI+XQJHUIRUG%ULGJHDW:DWHUORRDQG
KRXVHVWKHDUFKLYHRIRQHRIWKHPRVWSUROLıFUHSRUWDJH
artists and chroniclers of the 20th century. Six young
reportage artists spend three months working towards
the production of an illustrated printed broadsheet
chronicling the 21st century, just as Feliks Topolski did
of the 20th century.
Feliks Topolski has been sadly neglected in the public
PHPRU\EXWZDVRQHRIWKHPRVWSUROLıFDQGZHOO
known illustrator-artist and chroniclers of his day.
Topolski hand printed and distributed internationally a
bi-monthly chronicle of his reportage drawing on brown
butcher’s paper, distributing his work to a wide international audience (Figure 1 

Figure 2: Topolski’s Chronicle, Singapore
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7RSROVNLDUULYHGLQ/RQGRQIURP3RODQGLQWR
UHFRUG.LQJ*HRUJH9ŖV6LOYHU-XELOHH+HVHWWOHGLQ/RQGRQDQGIURPZDVWKHRĴFLDOZDUDUWLVWMRLQLQJWKH
DUFWLFFRQYR\WR5XVVLD7RSROVNLUHSRUWHGRQPRVWZDU
fronts in the second half of the twentieth century, and
RYHUDIRUW\\HDUSHULRGKDGGUDZQPDQ\RIWKHPRVW
VLJQLıFDQWSROLWLFDOHYHQWVDQGıJXUHVRIWKHVHFRQG
KDOIRIWKHWZHQWLHWKFHQWXU\LQFOXGLQJ%HUJHQ%HOVHQ
concentration camp. He also produced portraits of
well-known writers and politicians including portraits of
0LFN-DJJHU$QG\:DUKRODQG%RE'\ODQ7RSROVNLDOVR
designed and painted a six hundred foot mural called
Memoir of the century depicting key social, political and
cultural moments of the century which he had wit-

7KHSLORW&KURQLFOH5HVLGHQF\3URJUDPPHWRRNSODFHLQ
the autumn of 2013 based at the Topolski Studio. Six
artists, not in employment education or training, were
VHOHFWHGE\LQWHUYLHZWRVSHQGWKUHHPRQWKVUHSRUWDJH
drawing in and around London. The residents worked
with professional artists culminating in a broadsheet
designed and printed on the studios own printing press.
0DVWHUFODVVDUWLVWV5DFKHO*DQQRQ-XOLD0LGJHO\$QQH
+RZHVRQ&KORH5HJDQDQG/XFLQGD5RJHUVDOVR
worked with the students documenting locations as
GLYHUVHDVWKH5DFHV7KH)UDFNLQJSURWHVWV5HPHPEUDQFHGD\5R\DO&RXUWVRIMXVWLFH7KH2O\PSLF3DUN
'DQFHUHKHDUVDOV+H\JDWHKRXVLQJHVWDWH7KH5R\DO
$FDGHP\2[IRUG&LUFXVDQGRWKHULFRQLFVLWHVDFWLYLWLHVDQGYHQXHV Figures 3 and 4 
The programme culminated in three exhibitions, The
9LEH*DOOHU\7KH%DUJHKRXVHLQ/RQGRQDQGWKH
8QLYHUVLW\RIWKH:HVWRI(QJODQG)EORFNJDOOHU\%ULVWRO
The residents also designed and ran workshops with
members of the public in reportage drawing. Following
WKHVXFFHVVRIWKHıUVWUHVLGHQF\DVHFRQGSURJUDPPH
is ran, culminating in a printed chronicle and an exhibiWLRQDWWKH7RSROVNLVWXGLRLQHDUO\2FWREHU
The programme has so far recruited students who are
graduates from Illustration and Fine Art degrees. The
RULJLQDOLQWHQWLRQZDVWRZRUNZLWKŕ1((76Ŗ \RXQJ
SHRSOHQRWLQHPSOR\PHQWHGXFDWLRQRUWUDLQLQJ ZLWK
QRIRUPDODUWHGXFDWLRQEXWKDVGHYHORSHGPRUHLQWRD
postgraduate reportage drawing programme. The intention for the future is to run a parallel residency working
with young people with little or no art training. This will
EHDYHU\GLĳHUHQWUHVLGHQF\EXWVKRXOGEHDUHZDUGLQJ

Figure 3: Printing at the studio

and challenging experience.
There has generally been a growing interest in drawing
in higher education. A number of drawing organisations
DQGSXEOLFDWLRQVKDYHHPHUJHGDVDQHZDSSUHFLDWLRQ
RIGUDZLQJDQGUHSRUWDJHDVDQDUWIRUPGHYHORSV7KH
residents generally come to the programme with a fairly
ZHOOGHYHORSHGŗVW\OHŘRUYLVXDOODQJXDJH7KLVLVRIWHQ
SDUWO\DVDUHVXOWRIDVHOILPSRVHGSUHVVXUHWRKDYH
DFRPPHUFLDORULQGLYLGXDOLVWLFZD\RIZRUNLQJIRUWKH
culmination of their studies at HE.
5HSRUWDJHGUDZLQJE\LWVYHU\QDWXUHKHOSVDUWLVWVWR
UHDOLVHDPRUHQDWXUDOLVWLFYLVXDOODQJXDJH Figure 5).
Many students in Higher Education desperately try to
FRQWULYHDYLVXDOODQJXDJHZKLFKYHU\TXLFNO\EHFRPHV
DFRQFHLWRUPDQQHULVPRIWHQGHULYDWLYHRIRWKHUVZRUN
0DQ\VWXGHQWVLQDWWHPSWLQJWRGHYHORSDVW\OHIRUJHW
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)LJXUH7KH5HVLGHQWV&KURQLFOH

the importance of content and apply their work to hypoWKHWLFDOEULHIVZKLFKPD\KDYHDOUHDG\EHHQLOOXVWUDWHG
7KLVFDQOHDGWRDNLQGRIGHULYDWLYHVHOIUHIHUHQWLDO
cannibalistic way of working. Andrew Selby in Drawing –
The Purpose comments,
ŕ,VHHVWXGHQWVZKRDUHGHVSHUDWHWRıQGDVW\OH,VHH
style as something that goes in and out of fashion. It’s
ıFNOHŖ
6HOE\
7KH&KURQLFOH5HVLGHQF\VHHNVWRIDFLOLWDWHWKHLQGLYLGXDODUWLVWVŖYLVXDOODQJXDJHE\FRQFHQWUDWLQJRQMRXUQDOistic on the spot reportorial drawing, challenging what
documentary drawing can or could be. Drawing on the
VSRWRIWHQXQGHUWLPHRUHQYLURQPHQWDOFRQVWUDLQWV
working with real content, encourages the artists to

)LJXUH5HVLGHQWVGUDZLQJLQ&KLQD7RZQZLWKWKHLU
feet

GUDZLQDPXFKPRUHLQGLYLGXDOLVWLFDQGRIWHQLGLRV\QFUDWLFPDQQHU7KHUHDUHQŖWDQ\SUHFRQFHLYHGH[SHFtations of what or how to negotiate a location or in what
PDQQHUWRYLVXDOLVHWKHVXEMHFW$WUDGLWLRQDORURYHUO\
REVHUYDWLRQDODQDO\WLFDORUDFDGHPLFPDQQHURIZRUNLQJ
isn’t stressed (Figure 6).
9LWVY[HNLKYH^PUN
ŕ2QWKHVSRWŖVNHWFKLQJKDVUHFHLYHGPXFKDWWHQWLRQ
SDUWLFXODUO\WKURXJK*DEULHO&DPSDQDULRDQGWKHŕ8UEDQ
6NHWFKHUVŖPRYHPHQW0DQ\DUWLVWVGUDZHYHU\GD\
scenes in cafés, people on the subway, architecture
and cityscapes. They publish their work online through
blogs and social media. This communal, global parWLFLSDWRU\DFWLYLW\SUREDEO\ZRXOGQŖWKDYHKDSSHQHG
ZLWKRXWWKHGHYHORSPHQWRIVRFLDOQHWZRUNVDQGRQOLQH

)LJXUH0DWW%RRNHU%UL[WRQ0DUNHW/RQGRQ
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)LJXUH+DUU\0RUJDQ%ULVWRO&LW\&RXQFLO1LJKW7LPH,QTXLU\
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DFWLYLW\7KHGUDZLQJRIHYHU\GD\VFHQHVDQGVLWXDWLRQV
RIWKHŕXUEDQVNHWFKHUVŖLVDYHU\GLĳHUHQWGLVFLSOLQHWR
WKHPRUHSURDFWLYHDFWLYLW\RIGUDZQUHSRUWDJHZKLFK
aligns itself more closely to photojournalism. Drawn
5HSRUWDJHLVYLVXDOMRXUQDOLVPZLWKDSHQFLORUSHQWKH
REVHUYDWLRQDOGUDZLQJRIDQHYHQWDFWLYLW\RUORFDWLRQ
EHDULQJZLWQHVVWRDQHYHQWDQGHYLGHQFLQJLWWKURXJK
drawing. A reportorial documentary bias is something
which distinguishes the Topolski residency from a purely
REVHUYDWLRQDOGUDZLQJFRXUVH
5HFHQWLQYROYHPHQWZLWK%ULVWRO&LW\&RXQFLOLQYROYLQJ
8QLYHUVLW\RIWKH:HVWRI(QJODQGUHSRUWDJHVWXGHQWV
GUDZLQJLQFRXQFLOPHHWLQJVKDVKLJKOLJKWHGWKHDGYDQWDJHVRIKDYLQJDUWLVWVRQWKHVSRWOLYHGUDZLQJGXULQJ
inquiry days (Figure 7). The artists’ presence changed
WKHZD\LQZKLFKWKHZRUNLQJJURXSVGHYHORSHGLGHDV
6RPHZHUHVFULEHGRUYLVXDOLVHGJLYLQJULVHWRQHZ
LGHDVFRQYHUVDWLRQVDQGK\EULGFRQFHSWVRWKHUDUWLVWV
UHFRUGHGWKHHYHQWSURGXFLQJDKLVWRULFDOGRFXPHQWRI
the proceedings. The artists are not journalists but often
FDQEULQJDQHZGLPHQVLRQRUYLHZWRDVXEMHFW

)LJXUH5HVLGHQF\3URJUDPPH'UDZLQJ3HORWRQ7UDfalger Square, London

ŕ:RUNLQJRXWVLGHWKHSUHVVXUHVRIMRXUQDOLVPDUWLVWVFDQ
SURSRVHLGHDVXUJLQJWKHYLHZHUWRWKLQNGHHSO\DERXW
what war is, about its immediate impact subject and its
LPSDFWőő$UWLVWVQDYLJDWHWKLVEURDGUDQJLQJVXEMHFW
PDWWHUDVREVHUYHUVDFWLYLVWVRUSKLORVRSKHUVŖ
,:01RUWK&DWDO\VWH[KLELWLRQFDWDORJXHLQWURGXFWLRQ 
)LJXUH$OH[1LFKROVRQUHSRUWDJHGUDZLQJIUDFNLQJ
protests
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ŕ2QWKHVSRWŖUHSRUWRULDOGUDZLQJFDQEHXVHGWRJLYHD
XQLTXHSHUVSHFWLYHRQFXUUHQWHYHQWV+RZDUWLVWVLQWHUSUHWWKLVPDWHULDOWKURXJKGLĳHUHQWPHWKRGRORJLHVDQGYLVXDOODQJXDJHVLVVRPHWKLQJWKH5HVLGHQF\SURJUDPPH
encourages. Visual language is important but also new
ZD\VRIZRUNLQJLQUHVSRQGLQJWRHYHQWV5HSRUWDJH
DUWLVWVQHHGWRWDNHDGYDQWDJHRIWKHRSSRUWXQLWLHV
GLJLWDOPHGLDFDQRĳHUE\FRQVLGHULQJQHZGLUHFWLRQVLQ

the way work is produced, recorded and distributed.
Inspiration can be taken from the way in which photoMRXUQDOLVWVDQGGRFXPHQWDU\ıOPPDNHUVDUHXVLQJWKH
ŕ0HWD,PDJHŖDQGFUHDWLQJPXOWLSODWIRUPSURMHFWVVXFK
DVŕLGRFVŖWRWHOOWKHLUVWRULHVDQGUHDFKQHZDXGLHQFHV
7KHUHVLGHQF\SURJUDPPHRĳHUVDGLYHUVHUDQJHRI
locations by master class artists, exercises and other
DOWHUQDWLYHZD\VRIGUDZLQJWRORRVHQXSDQGFKDOOHQJH
a safety-net way of working. For instance, Peloton
Drawing, where artists’ crocodile walk in a line through a
location using the artist in front to support the sketchERRNDQGSHHOLQJRĳWKHIURQWWRMRLQWKHUHDUDVLQD
F\FOHSHORWRQ7KLVFUHDWHVDSHUIRUPDWLYHHOHPHQWWR
the drawing and creates it’s own momentum and narraWLYHRIWHQDWWUDFWLQJDODUJHFURZGRIEHPXVHGVSHFtators. Taking control and drawing with another artist’s
KDQGJLYHVDQLQVLJKWLQWRKRZRWKHUVVHOHFWHGLWDQG
QHJRWLDWHWKHKXJHDPRXQWRIYLVXDOLQIRUPDWLRQLQIURQW
of them. Issues of personal space, relinquishing control
and new insights gained are important aspects of these
exercises in order to open up new ways of working,
pushing the boundaries of what reportage drawing can
be.

)LJXUH$OH[1LFKROVRQUHSRUWDJHGUDZLQJIUDFNLQJ
protests

)LJXUH*DU\(PEXU\2[IRUG&LUFXV/RQGRQ

It’s interesting to watch reportage artists at work on the
same location (Figure 8). Some artists try to remain
REMHFWLYHDQGWUXHWRWKHVFHQHLQIURQWRIWKHPRWKHUV
use their drawings to reconstruct a scene at a later
GDWHLQDPRUHLQWHUSUHWLYHPDQQHU6RPHZRUNIURPD
combination of drawing and photography or re-interpret
WKHVFHQDULRIRUJUHDWHUGUDPDWLFHĳHFW2WKHUVFKRRVH
to be spontaneous refusing to post rationalise or
PHGLDWHWKHLUZRUNHGLWLQJRQWKHĲ\PDNLQJGHFLVLRQV
additions, alterations or exclusions.
$IRUPHUUHSRUWDJHUHVLGHQW$OH[1LFKROVRQUHFRUGV
FRQYHUVDWLRQVZLWKWKHSHRSOHKHGUDZVE\XVLQJDIRUP
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of notation then reconstructs this after the drawing is
complete (Figures 9 and 10 2IWHQVXEMHFWVRSHQXS
more readily to someone spending time drawing them
DQGHQJDJHLQDFRQYHUVDWLRQDOWZRZD\GLDORJXHRIWHQ
UHYHDOLQJTXLWHLQWHUHVWLQJKLGGHQQDUUDWLYHV,VVXHVRI
FRQıGHQWLDOLW\DQGHWKLFVDUHVRPHWKLQJWKHDUWLVWMRXUQDOLVWQHHGVWRFRQVLGHUDQGEHDZDUHRI4XHVWLRQVDUH
raised such as what are our responsibilities as producers and consumers of this material?
7KHUHVLGHQWVPDGHGUDZLQJVDW2[IRUG&LUFXVMXVW
EHIRUH;PDV:HZHUHFRQIURQWHGE\DPRYLQJZDOORI
noise and people swirling around the circus and disappearing down the plughole of the underground. Alistair
2OGKDPSURGXFHUDQGGLUHFWRURIWKHGRFXPHQWDU\ıOP
ŕ'UDZLQJRQ7RSROVNLŖREVHUYHG
ŕ$VKRUGHVRI&KULVWPDVVKRSSHUVFUXVKHGE\LWZDV
impossible for any of the illustrators to draw exactly what
WKH\ZHUHVHHLQJHYHQLIWKH\KDGZDQWHGWREHFDXVH
the scene in front them was literally changing by the
VHFRQG0\FDPHUDFRXOGREYLRXVO\FDWFKDOORIWKLVLQ
time in motion, whereas a reportage artist can only capture the semblance or impression of that time to then be
represented on to a two dimensional image. I would edit
my footage later, whereas they are necessarily employLQJDVXEOLPLQDOHGLWLQJSURFHVVLQHYHU\PDUNDQGOLQH
WKDWWKH\FRPPLWWRSDSHUSXWWLQJWKLQJVGRZQOHDYLQJ
things out, as the reality before them unfolds at such a
frenetic pace that they cannot possibly hope to truthfully
record : although of course, in many ways they can
FDSWXUHLWPRUHWUXWKIXOO\DQGPRUHH[SUHVVLYHO\WKURXJK
the more organic mediation of their own consciousness
and perception.’
2OGKDP
Drawing can be quite spontaneous, there is an element
RIWLPHVRLWŖVQRWMXVWFDSWXULQJWKHGHFLVLYHPRPHQW
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LQHĳHFW\RXFRXOGDUJXHLWŖVWKHLQGHFLVLYHPRPHQW
which may in many ways describe more accurately the
practice of reportage drawing, which often captures
minutes or hours rather than seconds, capturing a
QXPEHURILQVWDQFHVDQXPEHURIDFWLYLWLHVRUHSLVRGHV
in one drawing. They are almost like multiple drawings,
RUPXOWLSOHIUDPHVRYHUODLG,QHĳHFWWKH\DUHOLNHDQDQimation, you get more of a sense of time-based media
with the drawing rather than a single frozen moment in
time (Figure 11).
ŕ$GUDZLQJH[WHQGVWLPHUHSUHVHQWLQJPDQ\PRPHQWV
DQGGHFLVLRQVLQFRUSRUDWLQJWKRXJKWVDQGFRQYHUVDWLRQ7KLVJLYHVGUDZLQJLWVGHHSFRQQHFWLRQWRPHPRU\Ŗ 0LQLFKLHOOR0
)ROORZLQJWKHSURGXFWLRQRIWKHıOP$OLVWDLU2OGKDP
EHOLHYHVWKDWUHSRUWDJHGUDZLQJDQGGRFXPHQWDU\ıOP
making share similar processes when it comes to editLQJDQGQDUUDWLYHFRPSUHVVLRQKHFRPPHQWV
ŕOLNHDGUDZLQJWKHHGLWKDVQHFHVVDULO\LQYROYHGVHOHFWing, cutting down, repositioning, erasing and emphasisLQJSDUWLFXODUZRUGVVFHQHVDQGHYHQWVQRWQHFHVsarily in order to represent exactly what happened, but
rather to re-present what you think the audience might
actually need to see’.
2OGKDP
:HUHFHLYHVRPXFKRIRXULQIRUPDWLRQYLDWKHPHGLD
and the internet - can reportage drawing compete?
(Figure 12) Are we adding anything to the mix or
debate, and are there examples where drawn reportage
FDQFKDQJHSHRSOHŖVDWWLWXGHVDQGHĳHFWFKDQJHRU
DUHZHMXVWSDVVLYHRQORRNHUV7KH7RSROVNL5HVLGHQF\
Programme continues to promote and challenge what
reportage drawing can be. In the age of the digitally
PHGLDWHGLPDJH,EHOLHYHUHSRUWDJHDUWLVWVFDQVWLOOFRQ-

Figure 12: A group drawing of the Houses of
Parliament,London

tribute to our perceptions of social, political issues, war
DQGFRQĲLFW3HUKDSVPHGLDFRYHUDJHFDQOLEHUDWHDUWLVWVIURPWKHSUHVVXUHRISURGXFLQJDQRĴFLDOUHFRUGRI
DQHYHQWE\IUHHLQJWKHPWRUHVSRQGLQDPRUHSHUVRQDO
DQGVXEMHFWLYHZD\WKHUHIRUHSRVVLEO\XQFRYHULQJDQG
UHĲHFWLQJZLGHUVRFLDODQGSROLWLFDOYLHZSRLQWV
+DYLQJZRUNHGFORVHO\ZLWKWKH7RSROVNL6WXGLR
UHVLGHQWV,EHOLHYHUHSRUWDJHGUDZLQJLVDYDOXDEOH
LQWHUSUHWHURIFRQWHPSRUDU\HYHQWVDQGRĳHUVDXQLTXH
SHUVSHFWLYHWKDWLVGLĳHUHQWWRWKHGUDPDWLFVSHFWDFOHV
of photojournalism.
)PISPVNYHWO`
0LQLFKLHOOR0  9DURRP1RWHERRN9DURRP
Magazine. I fought the law and the drawer won. The
Association of Illustrators, Winter 2009
6HOE\$  'UDZLQJş7KH3XUSRVH(GLWHGE\/HR
'XĳDQG3KLO6DZGRQ
%ULVWRO,QWHOOHFW%RRNV
2OGKDP$  'UDZLQJRQ7RSROVNL3DSHUSUHVHQWed at the World Documentary Film and TV Conference
)DOPRXWK8QLYHUVLW\
 &RQWHPSRUDU\$UWDQG:DU([KLELWLRQ(&DWDORJXH,QWURGXFWLRQ,PSHULDO:DU0XVHXP1RUWK
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Mireille Faucon

Mireille Fauchon is illustrator and educator, her work is
often inspired by local and personal stories and plays
RQWKHEOXUULQJEHWZHHQKLVWRULFDOŕWUXWKŖDQGıFWLRQVDQG
the ensuing muddle of such misconceptions and misunderstandings. In 2011 Mireille illustrated a new edition
of Anthony Hope’s The Prisoner of Zenda published by
)RXU&RUQHU%RRNVDVSDUWRIWKHLU)DPLOLDUV6HULHV
5LFKDUG(PEUD\RI)RXU&RUQHU%RRNVSUHVHQWHGDORQJside Mireille Fauchon at the Interpretation symposium.
)RXU&RUQHUV%RRNVLVEDVHGLQ/RQGRQSXEOLVKLQJDUW
history books and artist’s books, including the Familiars
series, where contemporary artists are asked to proGXFHDQLOOXVWUDWHGHGLWLRQRIDFODVVLFQRYHO
fourcornersbooks.co.uk
)DXFKRQKDVD%$*UDSKLF'HVLJQ&DPEHUZHOO
College of Art, 2005, and an M.A Communication Art &
'HVLJQ5R\DO&ROOHJHRI$UW
Contact Information
Mireille Fauchon
Email: hello@mireillefauchon.com
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The Prisoner of Zenda:
9L0THNPUPUNHUPTHNPULK,\YVWL

‘A real king’s life is perhaps a hard one;
EXWDSUHWHQGNLQJŖVOLIHLV,ZDUUDQWPXFKKDUGHUŖ
,ZDVıUVWLQWURGXFHGWR)RXU&RUQHUV%RRNVDVD
student. We were discussing approaches to illustrating
literature and someone had brought in the Four Corners
%RRNVHGLWLRQRI2VFDU:LOGHŖV7KH3LFWXUHRI'RULDQ
*UD\WKHıUVWRIWKHLU)DPLOLDUVVHULHV7KHIRUPDWZDV
large and square-ish, saddle–stitched, no spine, soft
FRYHUHGDQGĲRSS\0RVWVWULNLQJO\WKHFRYHUGLGQRW
DQ\ZKHUHIHDWXUHWKHQDPHRIWKHQRYHORUWKHDXWKRU
The only suggestion to the contents was the brazenO\ODUJHWLWOHŕ$\RXQJPDQRIH[WUDRUGLQDU\SHUVRQDO
beauty’.
,QVLGHWKHQRYHOZDVUHSURGXFHGLQQDUURZFROXPQV
much like a magazine, with pulled out headers, and
WKURXJKRXWWKHUHZHUHDGYHUWLVHPHQWVIRU*LWDQHV
cigarettes featuring beautiful, lusty looking young men.
,ZDVHQWKUDOOHGWRGLVFRYHUDSXEOLVKHUVREUDYHLQ
their approach to working with such a well-known and
EHORYHGWH[W

Figure 1, 7KH3LFWXUHRI'RULDQ*UD\, published by
)RXU&RUQHUV%RRN
Figure 2. The Familiars Series, published by Four Corners
%RRNV

I later learned the idea for the Familiars began as a way
IRUSURYLGLQJDIUDPHZRUNIRUDUWLVWVWRZRUNZLWKşD
familiar text which could be openly interpreted depending on the points of interest of the artist. This was not
limited to producing imagery; design, layout, format
DQGPDWHULDODUHDOVRYHU\PXFKDSDUWRIWKLVSURFHVV
(DFKERRNLQWKH)DPLOLDUVVHULHVLVHQWLUHO\LQGLYLGXDO,
UHPHPEHUYLYLGO\WKHH[FLWHPHQWNQRZLQJWKHUHZDVD
place for a more experimental, conceptual approach to
design and illustration.
$\HDURUVRDIWHU,JUDGXDWHG)RXU&RUQHUV%RRNV
DQQRXQFHGDFDOOIRUVXEPLVVLRQVLQYLWLQJSURSRVDO
ideas for a new Familiars edition. The Prisoner of Zenda
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was a book more from my father’s childhood than my
own. I had read the book as a child helplessly drawn
WRGDVKLQJKHURHVKLJKDFWLRQVZRUGıJKWVURPDQWLF
FDVWOHVDQGFXQQLQJEDGGLHV5HUHDGLQJWKHQRYHODV
an adult I was less struck by the romp and recognised
PDQ\VXEWOHWLHVPLVVHGDVD\RXQJUHDGHU7KHQRYHO
WDNHVSODFHLQDıFWLRQDOFHQWUDO(XURSHDQFRXQWU\ZKLOH
WKHSORWLVYLYLGDQGIDVWSDFHGWKHVHWWLQJUHPDLQV
YDJXHDQGGHSHQGHQWRIVWHUHRW\SHRIZKDW,LPDJLQH
DUHFRQFHSWLRQVRIPLGGOH(XURSHDWWKHWLPHWKHQRYHO
was originally published in the late 19th century; dark,
P\VWHULRXVDQGYHU\ŕIRUHLJQŖ
,ODWHUOHDUQHGŕ5XULWDQLDŖWKHLQYHQWHGFRXQWU\KDG
entered into legal and academic language to be used
as a placeholder name when one was required when
discussing hypothetical situations.
Themes of mistaken identity and doubling run throughRXWWKHQRYHO7KHFHQWUDOQDUUDWLYHUHYROYHVDURXQG
%ULWLVKDULVWRFUDW5XGROI5DVVHQG\OOZKREHFRPHV
HPEURLOHGLQWKHIXWXUHRIWKH5XULWDQLDQPRQDUFK\DV
he happens to be the exact doppelganger of the soon
WREHFURZQHG.LQJ:KHQWKHSULQFHLVNLGQDSSHG
RXU%ULWLVKSURWDJRQLVWDGLVWDQWFRXVLQKROLGD\LQJLQ
the region, steps into his place to assume the royal role
ZKLOHWKHULJKWIXOKHLULVUHFRYHUHG0XFKWRPIRROHU\
melodrama and romance follow.
Ideas surrounding the blurring of distinctions particuODUO\EHWZHHQKLVWRULFDOIDFWDQGıFWLRQDQGWKHHQVXLQJ
muddles are common threads throughout my work,
so when the opportunity to propose an idea for a new
Familiar The Prisoner of Zenda seemed an apt choice.
I quickly had an idea; wouldn’t it be interesting to push
further these concepts of misinterpretation, confusion
and mistaken identity? I wrote to Four Corners explain-

The Prisoner of Zenda:
9L0THNPUPUNHUPTHNPULK,\YVWL

LQJ,ZRXOGOLNHWRSURGXFHDERRNWKDWVHUYHGWRFUHDWH
DQLGHQWLW\IRUWKHıFWLRQDO5XULWDQLD7KHLPDJHU\ZLWKLQ
WKHQRYHOZRXOGIHDWXUHDVUHSUHVHQWDWLYHLOOXVWUDWLRQV
EXWEHSUHVHQWHGDVDFDWDORJXHRIŕPDGHWRORRNUHDOŖ
emblems and symbols of national heritage. I proposed
that the artefacts could be more recognised indicators
of cultural identity such as maps, heraldry, photographs,
but we could also consider bric-a-brac, curio and
trinkets which could be a way of alluding to some of the
QDUUDWLYHWKHPHV7KHVWRU\UHDGVLQWKHıUVWSHUVRQ
UHFRXQWHGIURP5DVVHQG\OOŖVSHUVSHFWLYHDQRXWVLGHUD
WRXULVWREVHUYLQJWKHSHRSOHVDQGFXVWRPVRIDIRUHLJQ
land. If the design of the book was also considered
WRDOOXGHWRDQRQıFWLRQWH[WSHUKDSVDQHDUO\WUDYHO
journal of sorts, an unsuspecting reader, someone
unfamiliar with the story might possibly be seduced into
EHOLHYLQJ5XULWDQLDWREHUHDO
I submitted the proposal and thought about it no more,
XQWLOWRP\VXUSULVHDPRQWKODWHU,UHFHLYHGDIULHQGO\
email informing me I was on the short list and would
,EHDEOHWRHODERUDWHRQP\LGHDSHUKDSVSURYLGHD
IHZLPDJHVWRJLYHVRPHLQGLFDWLRQRIZKDWWKHLPDJHV
would look like. I forwarded on an aerial photograph of a
FDVWOHWKHFDVWOHRI=HQGDDSRQ\WDLOHGĲRXULVKHGVDOOHWKHOPHWDQH[DPSOHRIWUDGLWLRQDO5XULWDQLDQPLOLWDULD
a greetings postcard of a landscape, a postage stamp
and a scribbled note featuring the royal letter head. I
ZDVLQYLWHGWRWKH)RXU&RUQHUVRĴFHWRPHHW(OLQRU
-DQ]DQG5LFKDUG(PEUD\DQGZDVKDSSLO\WROGWKH\
would like to make the book.
)URPWKHYHU\VWDUWRIWKHSURMHFWWKHSURFHVVRIPDNLQJ
7KH3ULVRQHURI=HQGDZDVHQWLUHO\FROODERUDWLYH,QLWLDOO\
we met to discuss what emblems or artefacts we
might like to feature, and put a lose framework in place.
Independently I spent my time immersed in imagery I
IHOWFDSWXUHGWKHFXOWXUDOLGHQWLW\RI5XULWDQLDDQGWKH
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Figure 3. The Prisoner of Zenda, publish by
Wordsworth Editions Ltd., 1993

The Prisoner of Zenda:
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sensibilities of its people. I browsed junk shops and car
boot sales collecting dozens of old photographs and
postcards of generic European landscapes and anonymous portraits of people I might be able to cast as my
SURWDJRQLVWV0\VWXGLRZDVıOOHGZLWKUHIHUHQFHERRNV
maps, heraldry, architecture, botanical drawings, wildlife,
ĲDJVIXUQLWXUHLQWHULRUVFRVWXPHDUPRXUşHVVHQWLDOO\
,ZDVWU\LQJWRFUHDWHDYLVXDOLGHQWLW\RIDORVWQDWLRQ,
DOVRFROOHFWHGSULQWHGHSKHPHUDW\SHIDFHVGHFRUDWLYH
boarders, pattern; anything I felt captured a sense of
5XULWDQLDQQHVV,ZRXOGZRUNLQGHSHQGHQWO\ZRUNLQJ
XVXDOO\RQDUDQJHRILGHDVDQGWKHQVHQGRYHUTXLFN
VQDSVKRWVWR(OLQRUDQG5LFKDUGWRJHWWKHLUWKRXJKWV
2IWHQ,ZRXOGEHZRUNLQJRQDSLHFHVD\DSDLURI
HPEURLGHUHGHSDXOHWWHVDQGDQRWKHULGHDZRXOGUHYHDO
LWVHOI(YHU\IHZPRQWKV,ZRXOGYLVLWWKH)RXU&RUQHUV
and lay out my wares and we would again together
re-assess the direction.
:KLOHLWZDVQHYHUWKHLQWHQWLRQIRUWKHLPDJHVWRYLVXDOO\
WUDQVODWHWKHQDUUDWLYHDVGLUHFWO\GHVFULEHGLQWKH
ZULWLQJ,GLGZDQWWRDGGUHVVVRPHRIWKHFRUHQDUUDWLYH
WKUHDGVFKDUDFWHUVVHWWLQJVDQGHYHQWV)RUH[DPSOH
WKHFKDUDFWHU3ULQFHVV)ODYLDLVSRSXODUDQGPXFKORYHG
E\WKH5XULWDQLDQSHRSOHZKLFKUHPLQGHGPHYHU\PXFK
RIWKHSXEOLFDĳHFWLRQIRU3ULQFHVV'LDQD&RQVLGHUing this, I created a newspaper clipping featuring the
SULQFHVVHVSHUKDSVORYLQJO\VQLSSHGIURPDWDEORLGE\
an adoring fan.

Figure 4. The Castle of Zenda
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2QHRIWKHELJJHVWFKDOOHQJHVZKHQSK\VLFDOO\FUHDWLQJWKHZRUNZDVGHFLGLQJLQYHU\SUDFWLFDOWHUPVWKH
logistics of process. Integral to the concept is that the
LPDJHVDSSHDUDVWKRXJKWKH\PD\EHDXWKHQWLFŕUHDOŖ
DUWHIDFWV'HFLGLQJPHWKRGVRISURGXFWLRQWRDFKLHYH
WKLVZDVIDUPRUHGLĴFXOWWKDQJHQHUDWLQJLGHDV7KH
ambition of the project was recognised and as a small
SXEOLVKHU)RXU&RUQHUVZHUHDEOHWREHĲH[LEOHZLWKWKH

The Prisoner of Zenda:
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)LJXUH3URSRVHG5XULWDQLDQDUWHIDFWV
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scheduling of the project. Subsequently I had enough
time to test all my ideas, many of them not fully realised,
EXWDOORZLQJWKHFHUWDLQW\RIKDYLQJKDGWKHRSSRUWXQLW\
to try.
$GLVWLQFWLYHIHDWXUHRIWKH)DPLOLDUVVHULHVLVWKHXQLTXH
GHVLJQDQGIRUPDWRIHDFKYROXPHDIXUWKHUH[WHQVLRQ
of ideas being explored. Working together with series
designer John Morgan, we discussed ideas for the
look and feel of the book, all the while considering the
central themes; doubling, authenticity and how best to
FDSWXUHWKHKXPRXUDQGULGLFXORXVQHVVRIWKHQDUUDWLYH
We brought together ideas, and I presented references materials, books and printed ephemera I had been
FROOHFWLQJIRULQVSLUDWLRQPRVWQRWDEO\DQROGREVHUYHUJXLGHZKLFKSURYLGHGWKHLQLWLDOLQVSLUDWLRQIRUWKH
HYHQWXDOVPDOOVFDOH7KHDWWHQWLRQWRGHWDLOZLWKLQWKH
ıQLVKHGGHVLJQRI7KH3ULVRQHURI=HQGDLVDEVROXWHWKH
choice of papers, typefaces, the delicate and deliberate
treatment of text and image bring the project to full term.
Special mention must also be made of the signature
GLVSOD\W\SHIDFHŕ5XG\ŖGHVLJQHGE\-RKQ0RUJDQDQG
Adrien Vasquez especially for the edition.

Figure 6. Typographic references
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While I had been a graduate for some years when
ZRUNLQJRQ7KH3ULVRQHURI=HQGD,KDYHDOZD\VIHOWWKH
initial proposal had the bold ambition of many student
projects, but like much student work the ideas would
QRWKDYHEHHQIXOO\UHDOLVHGZLWKRXWFROODERUDWLRQLQWKLV
case between an illustrator, a daring publisher and a
team of designers and print specialists who all shared
WKHVDPHYLVLRQDQGPRVWLPSRUWDQWO\WKHVDPHVHQVH
of humour.
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Figure 7, The People’s Princess
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)LJXUH7UDGH6\PEROV
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Figure 9. Spreads from the Prisoner of ZendaSXEOLVKHGE\)RXU&RUQHU%RRNV
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Paul Burgess

3DXO%XUJHVVLV&RXUVH/HDGHU%$,OOXVWUDWLRQIRU
6FUHHQ$UWV SUHYLRXVO\&RXUVH/HDGHUIRU%$ +RQV 
0'HV,OOXVWUDWLRQ DWWKH8QLYHUVLW\RI%ULJKWRQ
3DXO%XUJHVVLVDIUHHODQFHLOOXVWUDWRUGHVLJQHUSKRWRJUDSKHUFROODJHDUWLVWDQGZULWHU+HOLYHVDQGZRUNV
LQ6W/HRQDUGV2Q6HDDQGKDVH[KLELWHGKLVZRUNLQ
QXPHURXVVRORDQGJURXSH[KLELWLRQVLQERWKWKH8.
and abroad.
Since graduating from Camberwell School of Art in
DQGWKH5R\DO&ROOHJHRI$UWLQ3DXO%XUJHVVKDVZRUNHGDVDIUHHODQFHLOOXVWUDWRUIRURYHU
years.
His clients include: The Guardian3HQJXLQ%RRNV
-RQDWKDQ&DSH,VODQG5HFRUGV-DUYLV&RFNHUDQG
3XOS(FRYHUAmerican Health, The Observer:ROĳ
2OLQV*UHHQSHDFH+DUSHU&ROOLQVNew Scientist, The
,QGHSHQGHQW6XQGD\7LPHV7%:$6H[3LVWROV5RXJK
7UDGH5HFRUGV%LJ'DGD5HFRUGLQJV9LQWDJH%RRNV
079DQGRWKHUHGLWRULDOGHVLJQDQGDGYHUWLVLQJFOLHQWV
He is interested in collage, music graphics, amateur and
folk art, self-publishing, found ephemera, and making
things by hand.
Contact information
3DXO%XUJHVV
&RXUVH/HDGHU%$ +RQV ,OOXVWUDWLRQIRU6FUHHQ$UWV
8QLYHUVLW\RI%ULJKWRQ6FKRRORI$UW'HVLJQDQG0HGLD
8.
Email: p.burgess@brighton.ac.uk
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Make Room For Error

This paper seeks to demonstrate the use of error and
PLVWDNHVDVVWUDWHJLHVIRUWKHFUHDWLYHSURFHVVZLWKLQLOOXVWUDWLRQDQGJUDSKLFGHVLJQUHODWHGWRHGLWRULDOPRYLQJ
image and the music industry.
From the personal interpretation of the initial brief, then
DOORZLQJH[SHULPHQWDWLRQVXEYHUVLRQDQGVRPHWLPHV
FRPSOHWHGLVUHJDUGIRUURXJKYLVXDOVWKHSUHIHUHQFHIRU
the beauty of error and the excitement of the gratuitous
PLVWDNHWDNHVRYHU
The paper will explore the question: What does error
bring to the interpretation of the commission. Can
misunderstanding between the art director and illustrator
SURYHWREHDSRVLWLYHWUDLW"&DQWKHPLVWDNHEULQJWKH
Midas touch?
$VSDUWRIP\UHVHDUFKIRUWKLVSDSHU,LQWHUYLHZHGWKH
LOOXVWUDWRUV0LFKHOOH7KRPSVRQ0DUWLQ2Ŗ1HLOODQG0DUN
3UHQGHUJDVWJUDSKLFGHVLJQHUV&KULV%LJJDQG0DUWLQ
Andersen, and also musician, and owner of independent record label Mordant Music, Ian Hicks.
$QRSHQFRQYHUVDWLRQEHWZHHQWKHVHFUHDWLYHSUDFWLWLRQHUVIRUPVWKHEDVLVRIP\ıQGLQJV
ŕ&UHDWLYLW\LVDOORZLQJ\RXUVHOIWRPDNHPLVWDNHV$UWLV
knowing which ones to keep.’
Scott Adams – Author
)LJXUH0DUWLQ2Ŗ1HLOOLQKLVVWXGLR6W/HRQDUGV2Q6HD
3KRWRJUDSK3DXO%XUJHVV
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Failure, mistakes, mishaps, errors, etc. are something
that the modern illustrator, designer, artist or musician
XVXDOO\VHHNVWRDYRLGDQGHOLPLQDWHLQKLVKHUSUDFWLFH
*HQHUDOO\PRVWSHRSOHORRNDWHUURUPLVWDNHVIDLOXUH
DQGWKHOLNHDVDQHJDWLYHWUDLWDQGVWULYHWRDYRLGWKHP
It is important to learn from one’s own mistakes as well
as other’s, and to identity sources of error. We can be
aware of emerging mistakes, and possible failure, in

order to eliminate such sources and to make success
more likely in the future.
Failure does not stand for much it seems these days;
SHRSOHPD\ıQGWKHLURZQPLVWDNHVHPEDUUDVVLQJSDLQIXODQGGLĴFXOWWRHPEUDFH,WLVWUXHWKDWVRPHSHRSOH
may enjoy looking at other people’s failure for some
UHDVRQRUDQRWKHUPD\EHWRVQHHUDW2IFRXUVHIDLOXUH
can be amusing, surprising and fascinating to study.
Just look at the success of the Jackass MTV TV show
and Epic Fail websites. Failure is there to be laughed at.
The use of error and the mistake within an art and
GHVLJQFRQWH[WLVGLĳHUHQW,WFDQOHDGWRXQH[SHFWHG
VXFFHVVH[SHULPHQWDWLRQDQGHOHYDWHDPXQGDQH
outcome to something more extraordinary and original.
As Jacques Derrida states in his book, Painting and the
Truth,ŕLWLVLQIUHHGRPWKDWDQDUWLVWH[SUHVVHVKLPVHOID
freedom of making mistakes’.
&ROODJHDUWLVWDQGLOOXVWUDWRU0DUWLQ2Ŗ1HLOOKDVIRXQG
that by embracing random mistakes and allowing error
WRIHDWXUHRYHUDQGRYHUDJDLQLQKLVZRUNKHFDQPDNH
sure his work is fresh, surprising and this enables him to
PRYHKLVSUDFWLFHIRUZDUGLQQHZGLUHFWLRQV
ŕ0DNLQJDVXFFHVVIXOFROODJHLVODUJHO\RQHELJPLVWDNH
DOEHLWDFRQWUROOHGRQH<RXKDYHWRRIFRXUVHDĳRUG
\RXUVHOIZLWKWKHHOHPHQWVRIHUURULQWKHıUVWSODFHDQG
SXW\RXUVHOILQWKHVHWWLQJIRUUDQGRPHYHQWVWRRFFXU
i.e. a desk full of paper shapes, components to mess
ZLWKDQGVRPHIUHHWLPH7KHQ\RXŖUHRĳRQDMRXUQH\RI
hopefully interesting errors.
Making and breaking connections, worthwhile mistakes
can only come with experiments though, and I guess
you are more prone to making real mistakes when doing
WKLQJVE\KDQG<RXQHHGWLPHWRIRRODURXQGDQGWKHQ
let things sit, come back later, and reassess. I like to
EOXQGHULQWRDVROXWLRQZKHQ,KDYHWKHWLPH

0DNH5RRP)RU(UURU

$EHDXWLIXOEOXQGHULVDPDJQLıFHQWWKLQJ,WŖVZKDWLV
EHVWDERXWFUHDWLYLW\:KHQLWKDSSHQVLWŖVOLNHIXHOLQWKH
WDQNLWRSHQVGRRUVOHDGV\RXRĳVRPHZKHUHQHZDQG
keeps you searching for more.
There is a kind of an art to good mistakes though. I
KDYHKRZHYHUIRXQGRYHUWKH\\HDUVWKDW,ŖYHVWDUWHG
to repeat my more successful mistakes, which I think
is a mistake. When it becomes a process you loose
something. So it then becomes tricky to stop making
WKHVDPHQLFHPLVWDNHVDQGWU\DQGPDNHQHZQDðYH
RUXJO\RQHV<RXŖYHJRWWRUHDOO\WKLQNDERXWIRUJHWWLQJ
your comfortable mistake process and start setting
\RXUVHOIXSIRUPRUHXQXVXDOHYHQWVWRRFFXU3XWWLQJ
\RXUFRĳHHWRRFORVHWR\RXUZRUNVZDSDURXQGWKHLQN
cartridge chip and see what happens. Combine comSRQHQWSDUWVIURPXQUHODWHGSURMHFWV5HSULQWDıQLVKHG
bit of work and cut it up again. Make yourself explore
XQIDPLOLDUPHWKRGVŖ )LJXUH
Martin talks about one project for The Guardian newsSDSHUZKHUHKHZDVFRPPLVVLRQHGWRPDNHRYHUD
KXQGUHGLOOXVWUDWLRQVLQıYHZHHNVIRUThe Guardian and
ObserverŖVVHYHQSDUWJXLGHHow To Write. Art direction
ZDVE\*DYLQ%UDPPDOO
ŕ,GLGQŖWKDYHWLPHWRPDNHFROODJHVIRUGLĳHUHQW
briefs. So I made 15 quick generic collages in and
around the general subject matter and physically put
WKHPQH[WWRLQGLYLGXDOEULHIVFRS\,WULHGWRŕıWŖLOOXVtrations to copy, rather than make illustrations for copy.
Accidentally making connections between images and
text. The results were great, unusual metaphors that I
ZRXOGQŖWRUFRXOGQŖWKDYHGUHDPWXSLQWKHıUVWSODFH
7KLVLVDKDQG\PHFKDQLVPWRKDYHEXWQRWDOZD\VWKDW
IUXLWIXO+RZHYHUŕ%R\FOLPELQJFORXGŖZDVRQHRIWKHVH
images that I produced in this manner, and has now become one of my most successful and enduring images.
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/RRNLQJEDFNWKRXJKLWZDVDKXJHPLVWDNH )LJXUH
,XVXDOO\KDYHDORWRIELWVDQGEREVODLGRXWRQDGHVN
for a project, little piles of bits, messy scraps ready
to use. The cut out image of the boy just fell or was
nudged onto a picture of a cloud I had lying on the
desk. I turned around and there he was, climbing up
a cloud upside down. The image didn’t need anything
HOVH$KDSS\PLVWDNHŖ )LJXUH
6RZKDWLVWKHGLĳHUHQFHEHWZHHQDQŕHUURUŖDQGD
’mistake’?
$QŕHUURUŖLVDGHYLDWLRQIURPDFFXUDF\RUFRUUHFWQHVV
$ŕPLVWDNHŖLVDQHUURUFDXVHGE\DIDXOWWKHIDXOWEHLQJ
misjudgement, carelessness, or forgetfulness.
We all like to experiment, I hear you say. So is there a
clear distinction between a mistake and an experiment?
:HOO\HVPLVWDNHVDUHWKLQJV\RXGRHYHQWKRXJK\RX
know they should not happen. Experiments are tests
GHVLJQHGWRGHYHORS\RXUH[SHULHQFHDQGNQRZOHGJH
7KHELJGLĳHUHQFHLVWKDW\RXOHDUQIURPH[SHULPHQWV
Mistakes can be fascinating: they carry a one-of-a-kind
result, recognisable and without equal, because they
rely on the fact that mistakes cannot be reproduced
exactly again in the future. Mistakes are always made in
a short period of time.
(UURUVKDYHWKLVVSHFLDOIHDWXUHWREHDEVROXWHO\H[WUDRUGLQDU\DQGIRUWKDWSDUWLFXODUUHDVRQWKH\DUHLQYDOXDEOH
and meaningful to illustrators, designers, artists and
musicians.
An error in an artwork creates a feeling that something
is going to happen; it is a door opening to something
we do not control. And the looking forward to these
PLVWDNHVJLYHVXVDQH[FLWHPHQWWKDWLVGLĴFXOWWRUHproduce. This moment where the unknown becomes in

)LJXUH0DUWLQ2Ŗ1HLOO A Boy climbing a cloud
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)LJXUH0DUWLQ2Ŗ1HLOOŖVVWXGLRGHVN6W/HRQDUGV2Q6HD
3KRWRJUDSK3DXO%XUJHVV

)LJXUH%DURQ0RUGDQW

RXUUHDFKLVYHU\VSHFLDODQGZHVKRXOGHPEUDFHLW
Ian Hicks of Mordant music, works as an experimental
sound artist, and also readily embraces error in his
work:
ŕ3XUHHUURULVKDSSHQVWDQFHDQGRQO\EHFRPHVDSDOSDEOHFUHDWLYHWRROLI\RXHQFRXUDJHDQGWKHQFRHUFHLW
WKHQLWŖVQRORQJHUSXUHHUURUőLWFDQŖWEHTXDQWLıHGDV
DEDVLVIRUFUHDWLYLW\XQOHVVDVDQDUWLVW\RXPD\EHVLW
\RXUZKROHOLIHDQGZDLWXQWLOLWRFFXUVHYHQWKHQ\RXŖG
EHLQYRNLQJLWWRRUHDGLO\őORWVRIDUWLVWVHPEUDFHHUURU
DQGVHWXSVXEVHTXHQWV\VWHPVRIFKDQFHUDQGRPLVDtion in the wake of one…I posit that all artists work with
error, knowingly or unknowingly, from Sunday watercolourists to extreme music makers - there’s error embedGHGLQ(VFKHUŖVVHHPLQJO\ĲDZOHVVZRUNVRPHZKHUHLQ
WKHFUHDWLYHFKDLQWKRXJKWKHQHWUHVXOWPDVNVLWYHU\
ZHOOőSURYHQDQFHRIPDWHULDOV SHUVRQDOKLVWRULHVDOO
SOD\DSDUWKRZHYHUREVFXUHŖ )LJXUH
So what does error bring to the interpretation of the
commission? Ian Hicks recalls a recent commission for
WKH%),
ŕ:KLOHZRUNLQJRQQHZVFRUHVIRUWKH%),,XWLOLVHGPDQ\
glitches, wobbles and slurs from old VHS tapes - the
source error was probably due to worn tape heads,
degraded tape or error in transfer… either way this
helped to create some interesting rhythmic elements
& a nuanced sound palette…once or twice I recorded
the wrong programme from VHS to DVD but ended up
using its raw materials instead…also, while working on
WKHFRPSXWHU,KDYHRFFDVLRQDOO\SODFHGDSLHFHRIDXdio on the wrong FX channel in error which has yielded
some superb results. I also use this system intentionally
sometimes, no longer in error - the error becomes a
new tool…serendipity plays its part initially…there is
also undoubtedly error secreted somewhere in the
ZKROHSURFHVVLQJFKDLQIURPWKHKXPDQSK\VLFDOSURYHnance e.g. I might be using a synth that back in the
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70s had been wired incorrectly, albeit subtly…the error
is therefore already embedded unbeknownst to both
P\VHOIDQGWKHFRPPLVVLRQHUő,PLJKWDOVRKDYHEHHQ
LQFRUUHFWO\FRQQHFWLQJNLWFYJDWH0,',HWFZLWKRXWUHDOising it for years, so an error has again been unwittingly
inserted into the chain - unknown error… chance and
error are interesting too where you set up the possibility.
I prefer real unadulterated error - tripping up and falling
RQWKHV\QWKRUEUHDNLQJVRPHWKLQJDQGKDYLQJWRWKHQ
LPSURYLVH,ŖYHIRXQGP\VHOIPRUHSURQHWRHUURUE\QRW
reading equipment instruction manuals…true error can
VHWVRPHWKLQJYHU\SXUHĲXLGLQPRWLRQŖ )LJXUH
Misunderstandings between the art commissioner and
WKHPXVLFLDQGHVLJQHULOOXVWUDWRUDUWLVWFDQSURYHWREH
DSRVLWLYHWUDLWRQO\LIWKHFRPPLVVLRQHULVRSHQWRLWDQG
the net result settles within the threshold of the original
remit.
,WLVWKHQHWUHVXOWWKDWFRXQWVDQGHYHQLILWYHHUVRĳ
VLJQLıFDQWO\LWPLJKWWDNHWKHRULJLQDOEULHIVRPHZKHUH
unexpected, possibly enhancing it beyond original expectation, completely misinterpreting the brief is unlikely
to satisfy the commissioner but could be fruitful in itself
for something else.
Martin Andersen sees himself as being lucky to work in
DYDULHGıHOGRIFUHDWLYLW\)URPVWRSIUDPHDQLPDWLRQ
DQGOLYHDFWLRQWRJUDSKLFGHVLJQDQGSKRWRJUDSK\
Depending on the project and client, he always tries to
DOORZIRUVRPHYLVXDOH[SHULPHQWDWLRQLQKLVZRUN
ŕ,JHQHUDOO\EHOLHYHWKDWHUURUVPLVWDNHDQGWKHXQFRQWUROODEOHFDQEULQJDQHZULFKGLPHQVLRQWRP\YLVXDO
language.’
7KHPRVWUHFHQWH[SHULPHQWDOSURMHFWVKDYHEHHQDUWGLrecting and designing the music packaging for Second
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)LJXUH00H00SOHN],=2''$<69,1<//3KWWS
ZZZPRUGDQWPXVLFFRP

)LJXUH2OLYHU&KHUHU6LU2OOLIH/HLJK 2WKHU*KRVWV
6HFRQG/DQJXDJH0XVLF
Art direction, design and photography:
Martin Andersen at Andersen M Studio
Identity Design: Line Lunnemann Andersen
at Andersen M Studio
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/DQJXDJHUHFRUGV )LJXUH
ŕ,UHFHQWO\FUHDWHGDVHULHVRISKRWRJUDSKVIRUWKHDOEXP
Oliver Cherer: Sir Ollife Leigh & Other Ghosts. The brief
was to depict a surreal dreamlike state in Croham Forest
QHDU&UR\GRQ ,GHFLGHGWRVKRRWHYHU\WKLQJDVGRXEOH
H[SRVXUHVRQPHGLXPIRUPDWıOPWRFUHDWHVRPHWKLQJ
DFFLGHQWDODQGRIDEHDXWLIXOWDFWLOHTXDOLW\2QFH,KDG
processed all the images, I decided to manipulate the
QHJDWLYHVZLWK)HUULF\DQLGH7KLVSURFHVVEOHDFKHVWKH
ıOPDQRQUHYHUVLEOHPDQLSXODWLRQDQGWKHUHLVKDUGO\
any way of controlling how it will appear. I liked this risk
DQGWKHGDQJHURIORVLQJP\IDYRXULWHVKRWV
Another recent project where I used an accidental
approach was the music packaging design for Robin
Saville – Public Flowers. )LJXUH

)LJXUH5RELQ6DYLOOHPublic Flowers (Second Language MuVLF $UWGLUHFWLRQGHVLJQDQGSKRWRJUDSK\0DUWLQ$QGHUVHQDW
Andersen M Studio

)LJXUH&UHDWHGIRUWKHH[KLELWLRQ,I<RX&RXOG&ROODERUDWH
London, January 2010. Designed using drawings and statePHQWVIURPWKHFKLOGUHQOLYLQJDW/HND*DSHD6RXWK$IULFDQ
care home for women and children.

+HUH,SKRWRJUDSKHGĲRZHUVIURPDQROGERRN,DJDLQ
shot these double exposures and in this way created
new exciting shapes and colour combinations. I prefer
XVLQJWKLVWHFKQLTXHXVLQJıOPUDWKHUWKDQFUHDWLQJWKH
GRXEOHH[SRVXUHVGLJLWDOO\ZKHUH\RXKDYHIXOOFRQWURO
of the composition and opacity. There is something
special about picking up your prints from the lab and
not knowing what to expect from the shoot, but this
REYLRXVO\DOVRUHTXLUHVKDYLQJYHU\WUXVWLQJFOLHQWVZKR
allows you to play and experiment.
Two years ago we created a fantastic project with a
group of children from Lekagape, a South African care
home for women and children to produce a set of limited edition A2 screen printed posters which was sold
and with all the proceedings going to the care home.
)LJXUH
We had sent a box full of pens, markers, paper and
cameras to the children to use to communicate their
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WKRXJKWVDQGGHSLFWWKHLUOLYHV7KH\WKHQVHQWWKH
creations back to us and we set up a screen printing
SUHVVZKHUHZHWKHQSULQWHGDWRWDORIVHYHQSRVWHUV(DFKSRVWHUZDVSULQWHGLQXSWRVHYHQOD\HUVRI
GLĳHUHQWFRORXUV2XUFRQFHSWZDVQRWWROHDYHDQ\RI
the children out no matter of the quality of their drawLQJVDQGE\RYHUSULQWLQJDOOWKHGUDZLQJVWKH\FUHDWHG
something new and unique. We left in all the mistakes
DQGEHFDXVHRIWKHRYHUSULQWLQJKDGQRLGHDKRZHDFK
print would turn out.’
So can a misunderstanding between the art commisVLRQHUDQGWKHLOOXVWUDWRUDUWLVWPXVLFLDQGHVLJQHUSURYH
WREHDSRVLWLYHWUDLWDQGOHDGWRPXFKEHWWHUZRUN"
6RPHREVHUYDWLRQVE\&KULV%LJJJUDSKLFGHVLJQHUDUW
GLUHFWRUDQGW\SRJUDSKHUEHVWNQRZQIRUKLVZRUNDWY
LQFROODERUDWLRQZLWK9DXJKDQ2OLYHUIRU$'DQGPDQ\
other record labels.
ŕ,PSHUIHFWLRQKDVDOZD\VLQWULJXHGPH,WKLQNLWUHDOO\
sums up my approach to my work and attitude to life.’
&KULV%LJJZLOORIWHQXVHIRXQGW\SRJUDSK\SKRWRJUDSKic elements, montage and textures found on the studio
ĲRRUZRUNLQJWRJHWKHULQDULFKPHOWLQJSRWRIWULDODQG
error.
ŕ,DPJHQHUDOO\WKHDUWGLUHFWRUVR,DPWKHRQHWKDW
takes the mistake to the client and suggest that this
RSWLRQLVEHWWHUWKDQWKHRULJLQDOGLUHFWLRQRUEULHI1RZ
there ways of introducing these new directions, its often
subtle but can be a serious radical reworking, so that is
the skill of the art director, I often say at times it can be
more social worker than designer, what I mean is you
ıQGZD\VWRLQWURGXFHQHZGLUHFWLRQVZLWKRXWIUHDNLQJ
out the client, this is where we started and this is where
ZHFDQSRVVLEOHJRDQGOHDGWRVWURQJHUEHWWHUZRUNŖ
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Figure 9: Mouse on Mars, Rost Pocs (the EP Collection) Too Pure'HVLJQ&KULV%LJJ

0DNH5RRP)RU(UURU

)LJXUH
0RXVHRQ0DUVŕ,FKRVHWKLVSURMHFWDV,IHHOLWFRQWDLQV
DYDULHGDPRXQWRIPLVWDNHVDQGLPSURYLVHGRXWFRPHV
the brief was quite open, they supplied me with the
found postcard of the woman, they liked it in its pure
VWDWHEXWWKHUHPXVLFKDVDHOHFWURQLFDFXWXSIHHO,IHOW
it was missing this element. Just by chance the week
before my scanner had broken while scanning some
images of trees, these were fantastic and I new I would
ıQGDKRPHIRUWKHPLQWKHIXWXUHVR,DUFKLYHGWKHP
DZD\LQP\ŕSXUHDFFLGHQWGUDZŖ )LJXUH
The broken almost bar code lines and broken felt right
VR,LQWURGXFHGWKHPRQWRWKHŕZRPHQŖ,ZDVZRUNLQJ
RQWKHW\SRJUDSK\EXWLWDOOIHOWUDWKHUĲDWDQGGLGQRW
UHĲHFWWKHHQHUJ\LQWKHLUVRXQG1H[WWRP\ŕSXUHDFFLGHQWGUDZŖLVDŕIRXQGW\SRJUDSK\GUDZŖ,KDGDOZD\V
liked the cut up type on the slip of cardboard that I had
IRXQGRQWKHZDUHKRXVHĲRRUDWWKH$'RĴFHVPDQ\
\HDUVSUHYLRXVO\,VHWDERXWUHFUHDWLQJWKLVXVLQJD
photocopier and knife.
)LJXUH&KULV%LJJ%URNHQ6FDQQHU,PDJH

,ZRXOGOLNHWRDGGWKDWDOPRVWHYHU\SURMHFW,KDYH
FRPSOHWHGLQYROYHVHOHPHQWVRIWKHDFFLGHQWDOLIQRW
GLUHFWO\EXWLQDWWLWXGHDQGSUREOHPVROYLQJZKDW,KDYH
OHDUQWRYHUWKH\HDUVLVWRHPEUDFHWKLVDSSURDFKŖ
Michelle Thompson is an illustrator and collage artist,
and feels this is a double-edged sword. She discusses
misunderstandings between the art commissioner and
WKHLOOXVWUDWRU )LJXUH
$WWKHWLPH,ZRXOGSUREDEO\VD\ŕQRŖPLVXQGHUVWDQGings between the art director and illustrator do not often
SURYHWREHDSRVLWLYH+RQHVWO\WKRXJKLWFDQZRUN
especially with new clients. If there is a silence after the
ıUVWVHWRIURXJKVWKHQ,ZRUU\WKDW,ŖYHFRPSOHWHO\PLVunderstood what they were after. After my initial panic

98

I get on with it, my job is to answer the brief. I can try
and push it my way but at the end of the day the client
has to be happy. It works the other way round too. I am
constantly trying to put my own personal, collage work
into illustration commissions. If I’m lucky the client is
KDSS\ZLWKWKLVDOWHUQDWLYHDSSURDFK,NHHSXQVXFFHVVful stages and work them into other jobs, mistakes are
QHYHUZDVWHG
:LWKPDQLFGHDGOLQHV,RIWHQıQGP\VHOIZKLSSLQJXSD
URXJKZLWKLQKRXUV,ORYHWKLVZD\RIZRUNLQJDV,KDYH
WRSURFHHGTXLFNO\PLVWDNHVKDSSHQ,XVHGWRıQDOLVH
P\URXJKVWRRPXFKVRFOLHQWVQHYHUJRWWRVHHWKLV
work in progress.
,ŖYHEHHQVXUSULVHGE\FOLHQWVIHHGEDFNIURPZKDW,
ZRXOGFRQVLGHUWREHYHU\ŕURXJKŖURXJKV,ŖPQRZHPbracing this process, it not only loosens’ up my work, it
can sometimes help get the job done a lot quicker too,
ZLWKVXUSULVLQJO\GLĳHUHQWUHVXOWV
ŕ5LGHUŖZDVSURGXFHGIRUWKH6HFUHWSURMHFWZKLFK,
KDYHQRZGRQHIRUWKUHH\HDUV7KLVSLHFHFRXOGEHGHVFULEHGDVDKDSS\DFFLGHQW7KHMR\RIQRWKDYLQJDQ
DUWGLUHFWRUDVNLQJPHWRFKDQJHDQ\WKLQJŖ )LJXUH
8VLQJRQO\FROODJHLPDJHVRIWHQFUHDWHWKHPVHOYHV
$UWZRUNVKDYHVLPSO\EHHQFUHDWHGEHFDXVHWZRSLHFHV
came out of the box together and I thought they work
well together. I guess I’m always looking for the happy
accident.’
0DUN3UHQGHUJDVWLVDQLOOXVWUDWRUDQGYLVXDODUWLVWZKRVH
work is all about experimental process, error and pushing the limits of technology.
ŕ,ZRUNDORWZLWKWKHHUURUVWKDWDUHLQKHUHQWLQDQDORJ
PHGLD0\ZRUNLQJSURFHVVXVXDOO\LQYROYHVVLWWLQJ
down with something in front of me, and not quite
knowing what the outcome will be. I like to play and
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Figure 11: Michelle Thompson, Tough*OREH 0DLO
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Figure 12: Michelle Thompson, Secret 7 Rider
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experiment in the early stages of a project and treat
HYHU\PLVWDNHRUXQSODQQHGWDQJHQWDVDSRVVLEOHQHZ
GLUHFWLRQ,ıQG,JHWIDUPRUHLGHDVXVLQJDSURFHVVWKDW
SURGXFHVHUURUV2IWHQWKLVFUHDWHVPXOWLSOHSRVVLEOH
GLUHFWLRQVZKLFKFDQEHRYHUZKHOPLQJDQGFRXQWHUSURGXFWLYHLIWKHHUURUVHDUFKLQJJRHVRQIRUWRRORQJRULV
not done in a somewhat methodical way. I try to search
for systems that create imagery, and if the system has
DSDUWWKDWLVFKDRWLFLQVRPHZD\WKHQWKDWLVHYHQ
EHWWHU )LJXUH
Mark will often place his laptop on a scanner, drip
liquids in front of the camera lens and create amateur
WXUQWDEOHVRQZKLFKWRıOPKLVDUWLIDFWVDQGLPDJHU\
*HQHUDOO\,WU\WRDYRLGWKLQJVWKDWDUHWRRSROLVKHGDQG
FOHDQ2UUDWKHU,UHDOO\OLNHZKHQWKHVXEMHFWPDWWHURU
process is really unpredictable and is somehow showFDVHGLQDYHU\FOHDQDQGFOHDUZD\,WU\WRRYHUFRPH
the chaotic and idiosyncratic nature of analog media, or
XVHLWWRP\DGYDQWDJH )LJXUH

Figure 13: Mark Prendergast, Experimental scanning
Figure 14: Mark Prendergast, studio desk

$SURMHFW,GLGFDOOHGŕ1RWLQWKDWRUGHUQHFHVVDULO\ŖZDV
all about exploiting the errors that occur through using
VXSHUıOP,WLQYROYHGYDULRXVH[SORUDWLRQVLQWRWKH
unpredictable frame rate of the camera I was shooting
ZLWK7DFLWD'HDQWDONVRIWKHıOPPHGLXPDVKDYLQJ
“Material resistance” which the artist must work with, or
DJDLQVW )LJXUHVDQG
,DPLQWKHSURFHVVRIPDNLQJDıOPDWWKHPRPHQW
LQYROYLQJYHU\FORVHXSVWRSPRWLRQDQLPDWLRQRIFKHDS
ERXQF\EDOOV'XHWRWLPHUHVWUDLQWV,KDGWRıQGDYHU\
PDNHVKLIWULJLQYROYLQJIRXUVRZLQJQHHGOHVDQGDEORFN
of cork that would allow me to photograph each ball in
PDQ\GLĳHUHQWSRVLWLRQVLQRUGHUWRDQLPDWHWKHP7KH
rig works but is by no means ideal, and it makes the
EDOOVPRYHLQDZD\WKDW,ZRXOGQRWKDYHWKRXJKWRI
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Time restraints often force decision making, and often
IRUWKHJRRG,ıQGWKDWWKHVHVOLJKWO\REWXVHPHWKRGV
RISUREOHPVROYLQJDOOIHHGLQWRWKHıQDOSLHFHDQGWKHUH
LVDTXDOLW\JLYHQWRWKHZRUNWKDWZRXOGEHORVWKDG,
made it on the computer or used a rig from a shop.’
Mark Prendergast recently returned from a year long
LQWHUQVKLSDW+257LQ%HUOLQDQGLWZDVSUHFLVHO\KLV
ORYHRUHUURUDQGH[SHULPHQWDWLRQWKDWJRWKLPQRWLFHG
E\+257LQWKHıUVWSODFH )LJXUH

0DNH5RRP)RU(UURU

Figure 15: Mark Prendergast, still from
Not in that order, necessarily
Figure 16: Mark Prendergast, Experimental scanning
Figure 17: Mark Prendergast, Experimental scanning
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*VUJS\ZPVUZ

Websites

0LVWDNHVDQGWKHFUHDWLYHSUDFWLFHJRKDQGLQKDQG
The mistakes and errors made by illustrators and
FUHDWLYHVWRGD\ZLOOEHQRWLFHGGLVFXVVHGDQGLQVRPH
cases, sneered at, but tomorrow they will be called
milestones of art and design.
,QWKLVDOOWRRSHUIHFWZRUOGZKHUHHYHU\WKLQJLVGRFXmented, discussed, boasted about and blogged, we
VKRXOGJLYHDFKHHUIRUWKRVHFUHDWLYHSHRSOHZKRWDNH
risks, embrace mistakes and are not afraid of failure
occasionally.
There are so many random and complex factors at work
during the artwork process, that you could argue that
error is a constant, perhaps unconscious, and fundaPHQWDOLQWKHEHGURFNRIDOOFUHDWLYLW\

0DUWLQ2Ŗ1HLOOFXWLWRXWFRXN

ŕ$UWVFKRROKDGWDXJKWPHLWZDVIDUEHWWHUWREHDĲDPboyant failure than any kind of benign success’
Malcolm McLaren
$ıQDOTXRWHIURPHGXFDWRU,DQ1REOH
ŕ7U\7R0DNH0RUH0LVWDNHVŖ

)LJXUH,DQ1REOHŕ7U\7R0DNH0RUH0LVWDNHVŖUXEEHU
stamp
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2QHIRUPHUVWXGHQWUHFDOOVWKDWZKHQDVNLQJ1REOH
WRDXWRJUDSKDFRS\RIKLVERRN9LVXDO5HVHDUFKKH
SURGXFHGDUXEEHUVWDPSUHDGLQJŕ7U\WRPDNHPRUH
PLVWDNHVŖ )LJXUH

,DQ+LFNV0RUGDQW0XVLFPRUGDQWPXVLFFRP
Martin Andersen andersenm.com
&KULV%LJJFKULVELJJFRP
Michelle Thompson michelle-thompson.com
Mark Prendergast markprendergast.co.uk
3DXO%XUJHVVPUSDXOEXUJHVVFRP
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,DQ0DVVH\ş8QLYHUVLW\RI+XGGHUVıHOG
'HVGHPRQD0F&DQQRQş0DQFKHVWHU0HWURSROLWDQ8QLYHUVLW\
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=HYVVT3HI1V\YUHS0ZZ\L;OYLL

,KP[VYPU*OPLMHUK=HYVVT3HIHJHKLTPJJVVYKPUH[VY
-R'DYLHV
$VVRFLDWH3URIHVVRULQ,OOXVWUDWLRQ3O\PRXWK8QLYHUVLW\
7KH$2,ZDVHVWDEOLVKHGLQWRDGYDQFHDQGSURWHFW
illustrators rights and encourage professional standards. It is a
QRQSURıWPDNLQJWUDGHDVVRFLDWLRQGHGLFDWHGWRLWVPHPEHUVŖ
professional interests and the promotion
of illustration.
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