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Abstract:

This article considers exhibition design as a form of cultural expression capable of
articulating processes of educational innovation and the social transfer of knowledge within
the university setting. Using the case study of the Isidoro Valcarcel Medina gallery of the
Universidad de Murcia’s Faculty of Communication and Documentation, the present work
examines the educational potential of exhibition design as a tool for revitalizing the history
of photography within the context of the audiovisual media. Analysis focuses on three group
exhibitions stemming from teaching innovation projects linked to the year-long course
‘Theory and History of Audiovisual Media’ in the Bachelor's Degree in Audiovisual
Communication. Using a qualitative methodology, the study interprets these initiatives as
pedagogical laboratories where the exhibition becomes a space for mediation between
academic knowledge, creative experimentation, and public dissemination. Furthermore,
analysis examines how exhibition design contributes to generating a permanent bank of
resources and knowledge transfer activities—catalogues, videos, publications—that extend
the reach of the original educational project beyond the physical space of the gallery.

Resumen:

Este articulo analiza el diseno expositivo como una forma de escritura cultural capaz de
articular procesos de innovacion docente y transferencia social del conocimiento en el &mbito
universitario. A partir del estudio de caso de la Sala Isidoro Valcarcel Medina de la Facultad
de Comunicacién y Documentacion de la Universidad de Murcia, se examina el potencial
formativo del disefio expositivo como herramienta para vivificar la historia de la fotografia
en el contexto de los medios audiovisuales. El andlisis se centra en tres exposiciones
colectivas derivadas de proyectos de innovacién docente vinculados a la asignatura anual
“Teoria e historia de los medios audiovisuales” del Grado en Comunicacion Audiovisual. Con
una metodologia cualitativa, el estudio propone interpretar estas iniciativas como
laboratorios pedagogicos donde la exposicion se convierte en un espacio de mediacién entre
conocimiento académico, experimentacion creativa y divulgaciéon ptblica. Asimismo, se
analiza como el disefio expositivo contribuye a generar materiales permanentes —catélogos,
videos, publicaciones— y actividades de transferencia que amplian el alcance del proyecto
educativo més all4 del espacio fisico de la sala.
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Penser, ce n'est plus unifier, rendre familiére
l'apparence sous le visage d'un grand principe. Penser,
c'est réapprendre a voir, a étre attentif, c'est diriger sa

conscience, c'est faire de chaque idée et de chaque
image, a la facon de Proust, un lieu privilégié.

Albert Camus (1942)
1. Introduction: The Cultural Logic of Exhibition Design
Exhibition design conforms to the cultural logic of a given historical period
(Riego, 2015) and the idea of the image—whether photographic, vector-based
or typographic—as a unifying element capable of articulating a coherent visual
discourse. In an age characterised by an unprecedented density of images,
owing to their narrative concision and capacity for visual synthesis, exhibition
projects constitute an especially valuable resource for both cultural mediation
and university teaching.
As explored in numerous studies, exhibition spaces function as complex
systems of cultural communication (Moore, 1998; Alonso & Garcia Fernandez,
2010; Hernandez, 2011). Within these spaces, narrative strategies, spatial
decisions and interpretive devices converge to construct knowledge around
the objects on display. From this perspective, the exhibition may be
understood as a form of ‘spatial writing’ that encorporates images, objects and
discourses within an interpretative framework to guide the visitor's
experience.
From an educational perspective, exhibition design fosters the integration of
knowledge and what Edgar Morin (1992) refers to as “complex thinking”, that
is, a form of understanding that connects different dimensions of reality. The
exhibition experience is not confined to the communication of academic
content but also encompasses sensory and ethical dimensions linked to the
perception and interpretation of images. As Susan Sontag observed, “we must
learn to see more, to hear more, to feel more” (Sontag, 1966, p. 14).
Bearing in mind the considerations outlined above, in the university context,
exhibition spaces allow the rethinking of the relationship between teaching,
research and knowledge transfer. Far from being merely a venue for displaying
artistic output, the exhibition hall can, itself, become a learning environment
in which to explore new forms of understanding grounded in cultural

production.
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Indeed, exhibiting constitutes a means of transmitting doxa, the body of
knowledge traditionally conveyed by teachers. For George Steiner (2003, p. 4),
“valid teaching is ostensive. It shows”. In other words, teaching must reduce
complexity so that we can see the object in detail, and this is precisely one of
the defining characteristics of exhibition design. Moreover, its educational
potential extends well beyond the classroom, contributing to the social
construction of knowledge (Bayard, 2008). In this regard, certain scholars
envisage the museum as a process of meaningful communication (Hernandez,
2011, p. 24), and argue further that this process reaches completion only when
visitors apply the knowledge they have acquired to their own cultural contexts,
thereby becoming the new broadcasters for what they have learned.

It is from this perspective that we discuss the Sala de Exposiciones Isidoro
Valcarcel Medina (SIV) in the Facultad de Comunicaciéon y Documentacién at
the Universidad de Murcia (FCD-UMU). Inaugurated in June 2019 by the
artist Isidoro Valcarcel Medina (recipient of the Premio Veldzquez de las Artes
Plasticas), it was designed to provide an ideal setting for education and the
transfer of scientific knowledge. In this way, it is a place for showing:
somewhere that lecturers and students can demonstrate the visible the
outcomes of their innovative learning processes. According to Mark Cousins
(2017, 2020), innovation leads to art; however, as Romero Escriva, (2022, p.
36) cautions, “the transformation of stylistic systems depends not only on
innovation but also on the maturation of artistic models and on the desire to
renew them”. This explains why several of the SIV’s exhibitions have revolved
around key moments in the common ground of the audiovisual media—
principally photography and cinema—whose reciprocal exchanges have
fostered processes of renewal in specific social and cultural contexts.
Innovation also demands the protection and imposition of memory, a task that
Steiner attributes to teachers: “In progress, in innovation, however trenchant,
the past is present” (Steiner, 2003, p. 149). In this respect, Isidoro Valcarcel
Medina agreed to lend his name to the exhibition hall on the condition that it
should be regarded not as “a space for play, but a place where you make a play”,

which is brings to mind the “responsibilité de lartiste” (Clair, 1997).
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To “impose memory” means recognising both the long cultural and
technological history of images as well as the ways in which the cultural
assumptions of contemporary viewers have changed. In an age characterised
by the overproduction of images, one in which mobile devices constantly
encourage spectators to capture and instantly share what they see rather than
simply enjoy looking it, it is easy to see that an exhibition design such as that
seen reproduced in Figure 1—the earliest known photograph of a photographic
exhibition—would prove ineffective. The crowded arrangement of
photographs seen in Figure 1 reflects the horror vacui characteristic of
nineteenth-century bourgeois culture, where “the viewer still possesses the
capacity to appreciate the whole and its unity” (Riego, 2015, p. 189).
Paradoxically, the proliferation of images in our own time often operates to the
detriment not only of vision itself (“to see everything is to see nothing”) but
also of experience (mechanical recording takes precedence over lived
experience) (Tranche, 2019, p. 117). Consequently, the hybrid reality in which
we now live, shaped by digital technologies, the Internet and social media, calls
for a way of exhibiting and disseminating images closer to the twentieth-
century model initiated by Stieglitz (illustrated in Fig. 2), “where each
photograph on display is afforded sufficient breathing space for the viewer to

contemplate it as a unlque and unhurried experience”.
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Fig. 1. Exhibition of the Photographic Society of London and the Société francaise de
photographie at the South Kensington Museum, 1858. Photograph by Charles Thurston
Thompson. Source: Wikimedia Commons. Public domain photograph

Fig. 2. 291 Gallery, New York. Exhibition of Kasebier and White, published in Camera Work,

No. 14, 1906. Photograph by Alfred Stieglitz. Source: Wikimedia Commons. Public domain
photograph
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Nonetheless, the dissemination of images in space no longer guarantees their
distinctive value in the twenty-first century, nor does it ensure the viewer's
attention. As Bernardo Riego points out, postmodern culture has transformed
the exhibition hall from a place of contemplation into a space of transit:
"Today, a museum is essentially a place to pass through, a kind of visual safari

destined to be stored on a digital device" (Riego, 2015, p. 195).

In designing the SIV’s exhibition space, we have sought to incorporate
audiences’ shifts in perception and viewing habits while bearing in mind that
the tempo of its exhibition project runs counter to the mobile-oriented
philosophy of today's viewer (Blanco Pérez, 2023). On this point, exhibition
design must employ narrative strategies capable of reactivating visitors'
attention and fostering their meaningful engagement with the images on
display. The aim is to go beyond a mere “appreciation of art” and successfully
integrate art into the life of a great university and a great university into the
work of the museum, as Peter Drucker (1977) remarked with reference to the
University Art Museum at the University of California. In other words, the
concept of the “museum as a space of communication” (Hernandez, 2011)
implies a notion of exhibition design that extends beyond the compilation of
aesthetically accomplished or technically well-executed works. Rather, the
works exhibited must form part of a coherent discourse shaped by both a
narrative and a creative intention. In this sense, the works themselves become
components of a broader communicative and educational structure (Blanco
Pérez, 2023, p. 41), one that encourages the organisation of complementary
activities—such as guided tours, seminars and workshops—and whose

educational potential is placed at the service of the university community.

At the SIV, rethinking the exhibition discourse started with redefining its
spatial organisation and visitor circulation routes in order to bring flexibility
to what was, originally, a space of transit. This explains the gallery’s singular
architecture: the renovations undertaken in 2019 transformed a wide corridor
linking the Facultad de Comunicacién y Documentacién with the Biblioteca
General Maria Moliner into an open experimentation area. This change

created a pathway to knowledge that encourages any passing visitors to

FOTOCINEMA, n° 33 (2026) | | E-ISSN: 2172-0150 283



R. Romero Escriva, Exhibition design as a photographic laboratory and engine of educational innovationg...

“acquire a grammar of the image as well as an ethic of vision” (Romero Escriva,
2020). In February 2026, to create a kind of ante-room, Antonio Navarro’s
sculpture of suspended coal was installed as a permanent exhibit in the
approach to the gallery. This area invites visitors to “inhabit an active silence™,
transforming it into a living space for culture and critical thought. Since 2019,
the gallery has hosted more than twenty-five exhibitions, several of which have
received significant media coverage as they have toured other museums. This
highlights how the gallery’s knowledge-transfer brief extends beyond the FCD-
UMU and the Universidad de Murcia itself to influence the exhibition
programmes of other instututions. Our initiative seeks to demonstrate that
exhibitions are not only an educational resource but also “a privileged
instrument for advancing the dissemination and communication goals” of the
university community:
Today, museology and museography, as well as museums and a wide
variety of institutions devoted to cultural activities [including
universities], have made exhibitions the most carefully developed means
of communicating to the public the knowledge embodied in their
collections or the message conveyed by their institutional programmes
[...] They constitute a comprehensive system of conceptualisation and

interpretation, design and organisation, reference and communication
all at once (Alonso Fernandez & Garcia Fernandez, 2010, p. 37).

It is within the above framework that the present study is situated, and its aim
is to analyse exhibition design as a community-oriented pedagogical tool for
teaching the history of photography within the interdisciplinary context of the

audiovisual media.

With this aim in mind, the article is structured around the following research

questions:

1. How can exhibition design function as a teaching innovation tool in learning
about the history of photography?

2. How can the university exhibition space become a pedagogical laboratory

in which students actively participate in the production of knowledge?

1 See Cartografia de un silencio: https://www.um.es/siv/cartografia-de-un-silencio/
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3. Which museographical strategies make it possible to transform
historiographical content into educational experiences that are accessible
to diverse audiences?

4. To what extent can exhibition projects derived from university teaching
contribute to the public transfer of knowledge?

To answer these questions, we adopt a qualitative methodology based on a case

study of the Sala de Exposiciones Isidoro Valcarcel Medina (SIV), specifically,

the analysis of three exhibitions that took place between 2019 (the year in
which the exhibition space was inaugurated) and 2026 (the completion date
of this article). These exhibitions are entitled Trayecto de identidad(es),

Precinema Arcade and Azul. El arte de la cianotipia. Case-study methodology

is particularly well suited to examining contemporary phenomena within their

real-life contexts and to analysing interactions between the educational,
cultural and organisational processes that shape them (Yin, 2018). As Stake

(2005, p. 450) notes, these sorts of investigations involve “researchers

spending extended time on site, personally in contact with activities and

operations of the case, reflecting, and revising descriptions and meanings of
what is going on”, a circumstance that corresponds closely to the sustained
monitoring of the teaching projects analysed during the period of interest here.

The three exhibitions included in the present corpus for analysis were selected

for several reasons. First, they are representative of the public knowledge

transfer undertaken by the centre. Second, they are the outcome of competitive
teaching innovation projects (managed by the #IDECo0A2 group) linked to the

same course: Teoria e historia de los medios audiovisuales, a year-long, 12

ECTS module taught in the first year of the Bachelor's Degree in Audiovisual

Communication. This made it possible to trace the evolution of teaching

approaches within a single degree programme. Third, they enable a diachronic

perspective (2019, 2023 and 2026), revealing that these projects are not the
result of isolated initiatives but a sustained educational strategy that has

generated measurable learning outcomes and sufficient empirical evidence to

2 #IDECoA (Innovaciéon Docente en Estudios de Comunicacion Audiovisual, Educacion
Participativa y Cambio Social) is a Teaching Innovation Group (GID) within the Facultad de
Comunicacién y Documentacién of the Universidad de Murcia.
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reconstruct the processes they involved and undertake a comparative analysis
of their results. Fourth, given the theme of the special issue to which this article
contributes, they represent three distinct strategies for teaching the history of
photography by bringing historical and contemporary technologies and
processes into dialogue: photographic appropriation through self-
representation, the archaeology of optical devices, and the recovery of
historical photographic processes. In other words, the three projects analysed
in this article share the same educational rationale: transforming the study of
the history of photography into a laboratory, where this can be understood as

a participatory process of visual experimentation.

In addition, the three teaching innovation projects also shared a common
methodological structure (adapted to the particular characteristics of each).
This combined four phases: an initial phase of historical contextualisation and
documentary research; a phase of practical experimentation aimed at
producing visual materials or artefacts related to the object of study; a phase
of continuous review and monitoring of the work carried out by the students;
and, finally, a dissemination phase in which student work was exhibited to the
public. In every case, students were provided with project guidelines,
documentary resources, supporting materials and project-specific assessment
rubrics. Furthermore, continuous feedback and review processes were
incorporated throughout each project. Details of the project phases, together
with timelines, participation indicators and learning outcomes, are contained
in the final report of each teaching innovation project. This documentation is
available through the open-access Portal of the Unidad de Innovacion of the
Universidad de Murcia, and are also included in a number of publications and
scholarly contributions arising from these projects (Romero Escriva, 2020,
2022; Villaplana-Ruiz, Torrado-Morales & Rodenas Cantero, 2022). Project
results have also been disseminated and discussed at conferences and

academic meetings devoted to teaching innovation and knowledge transfers.

3 The projects analysed were presented at, among other venues, the workshop Experiencias
de Innovacién Docente en la Facultad de Comunicacién y Documentaciéon (Universidad de
Murcia, 2018), the IT Congreso sobre Proyectos y Acciones de Innovacion y Mejora en la
Universidad de Murcia para el curso 2022—2023 (Murcia, 2023), and the IV Congreso
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Together, this sequence of three teaching innovation projects enables a
progressive examination of historiographical knowledge acquisition,

audiovisual creation and the public transfer of knowledge.

As a study situated at the intersection of the history of photography,
communication, education and cultural management, the methodology
adopted for the present work is, therefore, qualitative and interdisciplinary.
Following Denzin and Lincoln (2011), qualitative research is understood here
as an interpretative practice aimed at understanding complex phenomena
within their natural settings and at attending to the meanings that individuals

attribute to their experiences.

Data collection was based on the documentary analysis of the final reports
produced for each of the teaching innovation projects; exhibition catalogues,
cultural mediation materials; audiovisual records; and relevant institutional
documentation generated by the SIV. In addition, quantitative evidence
relating to student participation and academic performance was incorporated,
together with qualitative testimonies drawn from visitors' books and the
assessment materials associated with the activities carried out. Data analysis
involved a cross-case comparison of the three selected projects, focusing on
shared dimensions such as pedagogical design, museographical strategies,

student engagement and public knowledge transfer initiatives.

Due to the author’s direct involvement in the design, coordination and
monitoring of the projects considered in this work, the present study also
incorporates a participant observation dimension. Thus, acknowledging the
limitations associated with the role of an insider researcher, documentary
sources, academic evidence and exhibition materials were triangulated in
order to strengthen the interpretative consistency of the findings. This strategy
facilitated the comparison of institutional and curatorial discourses within the
project materials produced, participation indicators and audience reception

evidence for the cases examined. In so doing, the study seeks to provide a

Internacional de Investigacion y Transferencia en Comunicaciéon y Ciencias Sociales
(INTRACOM) (Universidad de La Laguna, 2024).
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series of guidelines for implementing the teaching and knowledge transfer

model discussed here that may prove useful to both teachers and students.

2. The Sala Isidoro Valcarcel Medina as a Case Study: Three
Teaching Innovation Initiatives Linked to Photography

The Sala de Exposiciones Isidoro Valcarcel Medina (SIV) was conceived as a
hybrid space combining a pedagogical laboratory with a platform for cultural

dissemination. More specifically, as stated on its website (www.um.es/siv), the

SIV was established with the objectives of enhancing the visibility of the
teaching and research carried out by students and lecturers at the FCD-UMU,
as well as fostering public knowledge transfer and promoting professional

collaboration.

With these objectives in mind, each of the SIV’s exhibitions has sought to
construct a visual narrative through a set of parameters (material objects,
discursive elements, representational strategies and graphic design) aimed at
improving understanding of its theme among both the university community
and society at large. Every exhibition has also encorporated an associated
series of seminars, workshops and other activities; thus, audiences can further
expand their knowledge and have the opportunity to interact with the
university community. In this way, the elements exhibited are mediated such
that they relinquish part of their autonomy in favour of the meaning generated
by the exhibition as a whole; therefore, the exhibition process can be seen as a
communicative ‘performance’ or linguistic event. As Luis Alonso and Isabel
Garcia Fernandez explain, “the space calls for reflection and has the duty and
mission of conceptualising, defining and consecrating the 'event' inscribed
within it, both at the individual and the collective level” (Alonso & Garcia

Fernandez, 2023, p. 92).

The particular configuration of the SIV as a transitional space (see Figs. 3 and
4), means that the visitor route must always be designed such that it remains

intelligible regardless of the direction from which the exhibition is
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approached4. This offers great flexibility of movement and interpretation.
Furthermore, to accommodate visitors of different heights, consideration is
also given to the placement of the exhibits, with multiple elements arranged at
various levelss. Rhythm and sensory experience are also important; together,
they generate a sense of dynamism that encourages visitors to engage with as
much of the exhibition as possible as they travel through. Thus, the visitor
journey may be punctuated by in situ projections, displays on plinths and in
cases, catalogue tables, QR codes linking to additional digital content as well
as visitors' books among many other elements designed to engage the
audience. Likewise, each exhibition extends beyond the physical display
through various complementary activities that enliven and enrich the visitor
experience: round-table discussions, guided tours, concerts, seminars,

colloquia and specialist workshops related to the exhibition theme.

Fig. 3. Sala de Exposiciones Isidoro Valcarcel Medina, viewed towards the Biblioteca General
Maria Moliner.

Fig. 4. Sala de Exposiciones Isidoro Valcarcel Medina, viewed towards the Facultad de
Comunicaci6n.

These principles, then, have informed the designs of every exhibition hosted
by the SIV, including those of the three analysed in this article, starting with
the earliest, Trayecto de identidad(es) (2019), to the most recent, Azul. El arte
de la cianotipia, which was on display until 30 June 2026. Examining these

case studies enables the exploration of how exhibition practice can transform

4 The space comprises two facing wall canvases, each about 16 linear meters, with perlon or
braided steel cables running from ceiling rails to supply an array of redirectable spotlights (see
Figs. 3 and 4).

> Placement is one of the museographical problems most studied by modern museum
architects, and practitioners such as Le Corbusier, Mies van der Rohe or Frank Lloyd Wright
have provided various solutions. Perhaps the most radical was that of Lloyd Wright, whose
design for the Guggenheim Museum in New York creates a visitor journey taking them from
the top to the bottom of downward spiralling ramp.
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the history of photography into an active learning experience grounded in
creation, experimentation and cultural mediation.

2.1. Trayecto de identidad(es): Self-Portraiture as Visual
Quotation and a Historiographical Project

The exhibition project Trayecto de identidad(es) was conceived as part of the
broader initiative Pedagogias de la imagen, and constitutes a particularly
significant example of how exhibition design can be integrated into university
education as a tool for teaching the history of photography. Included in the
course: Teoria e historia de los medios audiovisuales, the project is grounded
in the concept of visual quotation, where this is understood as a form of
creative appropriation that establishes a dialogue between images originating

from different historical periods and contexts.

As Huerta (2021, p. 121) observes, “despite the interest we show in images, we
are very rarely taught how to observe, create and disseminate them throughout
our lives”. Visual literacy therefore consists not merely in using images as
teaching resources but in learning through them by producing, analysing and
understanding their communicative potential. To use the same author's own
words, “it is not a question of learning through the use of images, but of
learning with images by creating them, enjoying them, and understanding
their power and their characteristics” (Huerta, 2021, p. 122). And it is precisely
upon this principle, which Huerta describes as pedagogias visuales con la
imagen, that the educational approach underpinning this project, and more

broadly, that of all the exhibitions analysed in this study, is based.

The photographic remake is, therefore, conceived not as a simple formal
imitation but as a process of visual rewriting through which students update a
pre-existing image and reinterpret it from the perspective of their own
experience. As stated in the prologue to the exhibition’s accompanying
catalogue, these practices are founded on the idea that every act of creation
implies a relationship with other images, such that “thinking about the other
in order to think about oneself” (Romero Escriva, 2020, p. 10) becomes the
organising principle of the project. Self-portraiture thus emerges as a

transitional space between identity and alterity.
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According to Alain Bergala, “creation should not be understood as the reverse
of analysis but as a complementary path towards artistic knowledge” (Bergala,
2007, p. 163). In this sense, the act of recreating historical images requires
students to deconstruct them, understand their formal and conceptual codes

and, ultimately, reconstruct them from a contemporary perspective.

The distinctive feature of this project lies in the fact that every proposal had to
be framed within the subgenre of self-portraiture, thereby introducing an
additional level of complexity. Students were required to not only reinterpret
existing images but also place themselves at the centre of the representation,
becoming simultaneously authors and models. This shift entails a critical
reappraisal of the contemporary selfie, moving it away from its purely
instantaneous or narcissistic dimension—“from its spontaneity, absence of
pose and composure” (Tranche, 2019, p. 130)—and transforming it into a

reflective exercise in identity construction.

Within this context, the work of artists such as Cindy Sherman and Sandro
Miller provides some particularly relevant points of reference. Through her
Untitled Film Stills (1977-1980), Sherman explores the multiplicity of the self
by appropriating visual codes drawn from classical cinema, meanwhile, in his
project Malkovich, Malkovich, Malkovich (2013), Miller pays tribute to the
history of photography by recreating iconic images using a single model: the
actor John Malkovich. These precedents situate the students' work within a
tradition of artistic practices grounded in quotation and reinterpretation.
Here, imitation functions as a vehicle for the production of meaning that
transcends straightforward mimicry, since although the project involves the
appropriation of artistic references, they are not literally reproduced but
rather interpreted through students’ subjective experiences thereby

introducing significant variations into the original meaning of the image.

Beyond the production of images, the project incorporated a research and
knowledge transfer dimension of particular pedagogical importance. Each
student was required to identify historical references and analyse their formal
and contextual characteristics, justify their choice of image selected for

reinterpretation and reflect critically on the process of recreation undertaken.
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These tasks formed part of a project dossier assessed through specific rubrics
that combined historical research, visual analysis and creative production. The
resulting works did not remain confined to the classroom but were selected for
exhibition and subsequently incorporated into photographic catalogues and

open-access teaching resources.

Among these resources, particular mention should be made of Educar la
mirada. Puntos focales de la historia audiovisual

(http://www.um.es/educarlamirada), a digital platform linked to the course:

Teortia e historia de los medios audiovisuales, that serves both as a repository
for teaching innovation projects and as a space for disseminating publications,
videos, teaching resources, knowledge transfer activities and students’ creative

work. Its “Catalogos fotograficos” section (https://www.um.es/

educarlamirada/catalogos/) brings together the complete series devoted to

photographic remake and appropriation, while the “Actividades” section
(https://www.um.es/educarlamirada/actividades/) documents exhibitions,
seminars, workshops and other initiatives arising from these projects. In this
way, students participated not only in learning activities but also in the
production of cultural and educational resources that might be used by future
students and researchers. Their open-access availability provides
documentation of the project’s evolution, encourages the reuse of its resources
for audiovisual literacy and contributes to consolidating a ‘pedagogical

memory’ of the course.

Initiated in 2019 and sustained over several academic years, Trayecto de
identidad(es) does not constitute an isolated experience but rather one stage
within a broader line of teaching practice centred on photographic
appropriation as a strategy for learning and creative production. Its origins lie
in another teaching innovation project whose outcomes, in turn, gave rise to
the catalogue series: La percepcion del yo (ed. Romero Escriva, 2017) and

Reflejos (de)formados (ed. Romero Escrivd, 2018a)¢. The exhibition

6 The project was entitled Practicas de innovacién docente para el aprendizaje creativo de la
teoria e historia de los medios audiovisuales and was developed in two phases (academic
years 2016—2017 and 2017-2018). The final report is available in through the open-access
Portal de la Unidad de Innovacién of the Universidad de Murcia: https://www.um.es/
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Pedagogias de la imagen brought together a selection of works from this
series, which was subsequently expanded with new work not necessarily
connected to exhibition projects’, among these were Trayecto de identidad(es)
(ed. Romero Escriva, 2020) and Fotogénesis. Pequeiio homenaje a grandes
fotografias (ed. Romero Escriva, 2024). Together, these four catalogues form

part of a single series that constitutes a thematic polyptych.

The catalogues and the exhibition resulting from the project reinforced the
project’s pedagogical dimension through their expositive design:
conceptualising identity as a process, the installation was intended to take
visitors on a journey of understanding. The works were arranged along a 14-
metre-long yellow timeline (Fig. 5), punctuated by a series of focal points’ that
acted as stopping places or milestones marking key moments in the history of
the audiovisual media. Thus, the exhibition space was transformed into a
structural axis for learning, enabling visitors to visualise the relationship
between historical references and their contemporary reinterpretations.
Through this process of reinterpretation, the history of photography could be

presented as a dynamic field, open to new readings and resignifications.

-tllld“a ' s ¥

Fig. 5. Trayecto de identidad(es) section in Pe&agogias de la imagen. Sala de
Exposiciones Isidoro Valcarcel Medina. Public domain photographs.

web/innovacion/proyectos/resultados-proyectos

7 Pedagogias de la imagen was the inaugural exhibition at the Sala de Exposiciones Isidoro
Valcarcel Medina (SIV), opening on 13 June 2019. The exhibition is featured in the
“Actividades” section of the Educar la mirada platform: https: //www.um.es/educarlamirada
/actividades/la-facultad-de-comunicacion-y-documentacion-inaugura-la-sala-de-
exposiciones-isidoro-valcarcel-medina/. It also has a dedicated entry in the “Historico de
exposiciones” of the Sala de Exposiciones Isidoro Valcarcel Medina, where photographs,
documentation and other materials associated with the project—including the catalogues

mentioned above—have been preserved: https://www.um.es/siv/pedagogias-de-la-imagen/
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2.2, Precinema Arcade: The Genesis of Photography and Cinema

Where Trayecto de identidad(es) approached the history of photography
through appropriation and self-portraiture, Precinema Arcade. Muestra de
fotografia experimental, juguetes Opticos y proyectores cinematograficos
moves the focus to a complementary dimension: media archaeology
(Huhtamo & Parikka, eds., 2011). This is a field that revisits historical
technologies, forgotten devices and alternative trajectories of visual culture in
order to understand the material, cultural and perceptual genealogies of
contemporary media. As Parikka points out, it is “a catalyser and a conduit for
interdisciplinary investigations into the worlds of technology but [...] in ways
that provide alternative methodologies to those of mass media or
communication studies” (Parikka, 2023, p. 7). Thus, it concerns “practical
rewirings of time” (Parikka, 2023, p. 5), that is, the means of reactivating
historical technologies through processes of experimentation, reconstruction
and contemporary use. From this perspective, researching the history of the
audiovisual media is not confined to the study of sources and historiographical
narratives, but also encompasses the material reconstruction of the devices
that made particular ways of seeing and representing the world possible. These

are presicely the ideas behind Precinema Arcade.

As another project developed within the course: Teoria e historia de los
medios audiovisuales, Precinema Arcade was conceived around the
fundamental premise that: "the moving image, as we know it, was never,
strictly speaking, invented." According to historians such as David Robinson
(1996, p. 3), the moving image emerged through the gradual assembly of a
puzzle, the pieces of which appeared over time. The history of the media
therefore cannot be reduced to a succession of authors and works; it must also
be understood as a history of technologies, perceptual experiences and of the
construction of a mass visual culture linked to social and discursive practices,
“whose fragmentation of space and time extends that of everyday experience
within the hectic environment of large cities, production lines, amusement

parks, rapid and synchronised means of transport, and advertising” (Benet,

2017, pp. 22—23).
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To translate these ideas into a teaching exercise, the project was conceived as
a space in which students would investigate, design and construct functional
replicas of pre-cinematic devices (with their accompanying photographic
sequences), thereby activating a form of knowledge acquisition grounded in
direct experimentation. This approach is consistent with Hein's vision of the
museum as a place in which people can directly experience and manipulate
things, rather than simply be told about them (Hein, 1990, p. xv). The project
was carried out individually, or in pairs, and required students to undertake
three main tasks: historical research, the construction of an optical device and
the production of an audiovisual piece. Following an initial phase of historical
contextualisation and practical demonstration, during which students were
able to handle a range of optical precursors to photography and cinema
provided by the lecturer, each student was asked to select a historical device
for further study. Once they had chosen their device, students had to document
its origins and social uses, construct a functional replica using recycled
materials and, in parallel, produce an explanatory video describing the
construction process and the device's significance in the history of the media
including its social uses. By requiring documentary research, the material
construction of a device and the effective communication of the knowledge
acquired, this exercise integrated historiographical, technical and

communicative dimensions.

The most accomplished projects were subsequently displayed as part of the
project exhibition as well as being incorporated into a digital version of
Precinema Arcade (on Educar la mirada, a platform hosted by tv.um.es),
thereby integrating learning, creative practice and knowledge transfers.
Among the artefacts produced by students as part of the project were camera

obscuras, pinhole cameras and moving image devices such as thaumatropes,

8 The audiovisual materials produced by students have been brought together in the
“Precinema Arcade” section of the Educar la mirada platform, and can be found in the
subsection: “Obra creativa”. Conceived as a digital extension of the main exhibition, this online
archive combines video tutorials, experimental audiovisual works and a compilation video
presenting the project's outcomes, thereby promoting the preservation, dissemination and
reuse of the resources generated by the teaching project. Available at:
https://www.um.es/educarlamirada/otros-proyectos
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phenakistoscopes, zoetropes, praxinoscopes, flipbooks and mechanical
philoscopes. Students also devised binocular photographs intended for
projection by three-dimensional stereoscopic viewers. During the exhibition,
visitors were invited to handle many of these devices themselves, so fostering
a participatory experience consistent with the approaches advocated by, for
instance, Hein (1990) and Hooper-Greenhill, according to whom “a major
method of the museum was, and is, interactivity” (Hooper-Greenhill, 2004, p.
139). By offering visitors the chance to interact with a range of historical forms
of immersive visuality in this way, Precinema Arcade explored the idea that
although technologies change, the spectator’s search for sensory experience

remains constant.

The reconstruction of the historical devices mentioned also enabled students
to understand that the illusion of movement is not an exclusively cinematic
phenomenon but the outcome of a series of visual and scientific experiments
carried out during the nineteenth century. By handling these artefacts,
students gained first-hand experience of the physiological mechanism of
human vision (retinal persistence) which underpins the perception of

movement (the phi phenomenon), and the sequential organisation of images.

Developed as part of a teaching innovation project9, Precinema Arcade was
has been shown in three different venues. It was first exhibited at the SIV from
19 February to 14 April 2023 and later, with adaptations, at two further
venues: the Espacio Xtra of the Centro Social Universitario (CSU) where it was
shown from 27 May to 19 June 2024, as part of the IX Congreso de la

Asociacién Espanola de Investigadores de la Comunicacion (AE-IC); and the

9 The exhibition formed part of the teaching innovation project Pedagogias creativas para el
aprendizaje de la historia audiovisual: fotografia experimental, juguetes Opticos y
dispositivos precinematogrdficos, funded—like the other case studies analysed in this
article—through the competitive teaching innovation programme of the Universidad de
Murcia. The project's final report, available through the open-access Portal de la Unidad de
Innovacion, provides a detailed reconstruction of the educational process that gave rise to the
exhibition. It documents the teaching objectives, the methodology employed, the different
stages of the project carried out throughout the academic year, the materials produced by the
students, participation indicators and the knowledge transfer activities associated with the
exhibition, including the creation of the digital Precinema Arcade, video tutorials, guided
tours and workshops for schools. Available at: https://www.um.es/web/innovacion/
proyectos/resultados-proyectos
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Biblioteca General Universitaria Maria Moliner on the Espinardo Campus

where it appeared from 9 September to 18 October of the same year.

The first edition of the exhibition was structured around the display of the
opitcal devices constructed by students together with the audiovisual
materials produced to explain their historical relevance. These audiovisual
productions also incorporated a fundamental pedagogical component in the
form of video tutorials documenting the construction of the artefacts in
question to enable other students to replicate them. Following a logic of
openness and transferability, this ensured that knowledge generated within

the classroom would extend beyond it.

Fig. 6. Optical devices on loan from Zinematik for the first edition of Precinema Arcade.
Public domain photographs.
The interactive character of the first edition was further enhanced by the
incorporation of a selection of large-scale optical devices made by Zinematik?o
(Fig. 6). Visitors were encouraged to handle these artefacts, thereby recreating,
to some extent, the conditions under which they were originally experienced.
Inspired by historical precedents, these pieces explicitly referenced practices
such as Eadweard Muybridge's chronophotography and Loie Fuller's
Serpentine Dances, establishing connections between science, entertainment

and visual experimentation. The term Arcade, in the exhibition’s title, refers

10 Designed by the Catalan artists Marina Vives, Lucia Vives and Karine Jauma. See the
exhibition webpage and Zinematiks

FOTOCINEMA, n° 33 (2026) | | E-ISSN: 2172-0150 297


https://www.um.es/siv/precinema-arcade/?utm_source=chatgpt.com
https://www.um.es/siv/precinema-arcade/?utm_source=chatgpt.com
https://zinematiks.wordpress.com/?utm_source=chatgpt.com

R. Romero Escriva, Exhibition design as a photographic laboratory and engine of educational innovationg...

precisely to the playful dimension of the leisure spaces in which moving
images were presented as attractions before the emergence of nickelodeons

and the first dedicated cinema theatres.

The second edition of the exhibition involved a partial reformulation of its
narrative (Fig. 7). In this respect, the large-scale devices were replaced by an
extension of the exhibition's chronological timeline, such that it continued
through to the emergence of the motion-picture projector. The new
configuration incorporated a series of five 35 mm film projectors from former
cinemas in Murcia, each representing a different decade and a specific stage in
the evolution of projection technology. This made it possible to highlight a

material genealogy of cinema through its exhibition devices'.
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L <
5 l”.?*x

g =

Fig. 7. Second edition of Precinema Arcade at the Espacio Xtra of the Centro Social
Universitario (CSU), Universidad de Murcia. See Precinema Arcade ahora en el CSU. Public
domain photographs.

In addition, the audiovisual materials produced by students assumed a more
prominent role. Whereas in the first edition of Arcade, the videos were

displayed on monitors integrated into the exhibition space, in the second, they

11 The film projectors were kindly loaned from the personal collection of Miguel Garcia, PhD
in Cinematic Heritage from the Universidad de Murcia and Emeritus Technician at the
Filmoteca Regional de Murcia, to whom we are grateful for his generosity and collaboration.
See Precinema Arcade ahora en el CSU.
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were presented in individual viewing booths. The idea behind this approach
was to recreate the viewing experience originally envisaged by Edison with the
invention of the Kinetoscope. This new arrangement was complemented by a
further set of dedicated screening areas showing interviews recorded with
former cinema projectionists. These interviews were conducted by students
from the FCD-UMU, and the professional testimonies gathered in this way
added an important documentary dimension to the exhibition narrative. In
particular, they helped link the technological history of cinema with the social

memory of film culture at the local level (Fig. 7).

The exhibition was complemented by a programme of activities that reinforced
both its pedagogical function and its engagement with the wider community.
Activities included analogue screenings of early animated films, workshops on
how to build a camera obscura and a range of optical toys, as well as guided
tours for schools and external organisations, including the association of
Talentos Altas Capacidades Intelectuales and several secondary schools
throughout the Murcia region. Students from the Bachelor's Degree in
Audiovisual Communication played an active role in these activities. Indeed,
participation in this strand of the project was extended both to students
enrolled on the course: Teoria e historia de los medios audiovisuales, who had
created many of the devices and materials exhibited, and to fourth-year
students undertaking extracurricular placements at the SIV. Together, they
collaborated in cultural mediation, visitor engagement and the organisation of

the educational activities developed for the exhibition (Fig. 8).

Fig. 8. Film screenings, workshops for primary and secondary school groups on building
camera obscuras and stroboscopic toys organised in parallel to the Precinema Arcade
exhibition. Public domain photographs.

The exhibition received considerable media attention, for instance, in

newspapers such as La Opinién and La Verdad, as well as on the regional
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television channel La 7 TV2, demonstrating its capacity to transcend the
academic sphere and enter the public domain. Its broader impact was further
reinforced by the support of the Filmoteca Regional de Murcia and the
Instituto de las Industrias Culturales y las Artes (ICA), which contributed to
establishing the project as an effective vehicle for knowledge transfer. The
incorporation of the exhibition materials into the Educar la mirada platform,
additionally increased project visibility. All the video tutorials and audiovisual
resources produced by students for Arcade were uploaded to this platform
where they remain freely available as open-access resources for consultation
and to promote audiovisual literacy. In turn, the visibility achieved by the
exhibition has fostered complementary academic initiatives linked to other
courses within the Bachelor's Degree in Audiovisual Communication. Among
these was an activity for second-year students enrolled in the course
Periodismo Audiovisual which involved them in producing news reports and
features for dissemination on the University's digital platforms. In this way,
Precinema Arcade extended beyond the framework of a single course to
become a space for interdisciplinary collaboration, the production of
educational resources and the social transfer of knowledge.

2.3. Azul. El arte de la cianotipia: The Material and Chemical
Dimensions of Photography

Following the exploration of the archaeology of visual devices in Precinema
Arcade, the exhibition Azul. El arte de la cianotipia shifts attention towards
the material and chemical features of the photographic image. The project
marks a transition from an exploration of devices to one centring the process,
focussing the pedagogical experience on understanding photography as a
physical, technical and sensory phenomenon. Within this framework, the
educational objectives are, at once, for students to acquire historical

knowledge of photographic practice and for them to experience that practice

12 See “La UMU recrea los experimentos previos al nacimiento del cine”, La Opinién, 9 March
2023; “Arqueologia cinematografica de la Regi6on de Murcia en una singular exposiciéon”, La
Verdad, 28 May 2024; and Eva Abril's report broadcast on La 7 TV on 29 May 2024 as part of
the programme Murcia Conecta.
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directly through the recovery of the contact-based logic of early photographic
processes such as cyanotype, employed here as an active learning tool.

From a theoretical perspective, this approach belongs to a broader line of
thought that reasserts the materiality of the image in response to its
progressive dematerialisation in the digital age. As suggested in the catalogue
accompanying this exhibition, working with processes such as cyanotype
means thinking the image through, being attentive to exposure times,
accepting the unpredictability of the outcome and recognising the roles played
by different materials in shaping the final image. Photographic practice thus
ceases to be conceived as an immediate act and instead becomes a reflective

experience.

As with the other projects discussed, Azul. El arte de la cianotipia was built
around works produced by students enrolled on the course: Teoria e historia
de los medios audiovisuales and derives from a teaching innovation project
specifically devoted to the recovery of historical photographic processes as
learning tools!s. Following an initial phase of historical research into
photographic techniques and their uses, students produced their own
photographs to explore both the formal and conceptual possibilities of
analogue photography. In this respect, cyanotype functions as a meeting point
between past and present. On the one hand, it refers back to the pioneering
practices of photography including the contributions of John Herschel and
Anna Atkins, as well as the subsequent use of the photogram or "document of
forms" by early and contemporary avant-garde artists, from Man Ray, Laszl6

Moholy-Nagy and Christian Schad to Susan Weil and Robert Rauschenberg.

13 The exhibition forms part of the teaching innovation project Educar con la luz: historia viva
Y creacion participativa a través de la cianotipia, funded under the Universidad de Murcia's
2025-2026 Call for Teaching Innovation and Improvement Projects and Initiatives
(Convocatoria para Promover Proyectos y Acciones de Innovacién y Mejora en la UMU).
The project's final report, available in through the open-access Portal de la Unidad de
Innovacién (https://www.um.es/web/innovacion/proyectos), provides detailed
documentation of the educational objectives and the extent to which they were achieved in
light of the project's outcomes, the methodology employed, the classroom activities carried
out, the process of producing the exhibited works, the assessment methods used, the materials
created by the students, participation indicators, the knowledge transfer activities associated
with the exhibition, and a final section devoted to the difficulties encountered and
recommendations for future editions.
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On the other hand, it can be reactivated as a contemporary expressive medium
capable of engaging with current concerns surrounding image, memory and
footprint, as exemplified by Meghann Riepenhoff's Littoral Drift and Ecotone,
or Luis Carlos Tovar's El jardin de mi padre, this last being discussed by

Fontcuberta (2024, pp. 49—70) in Desbordar el espejo.

Practical work was carried out individually, and combined documentary
research, photographic production and guided experimentation in different
teaching spaces. Cyanotype gets its name from its characteristic blue hue
resulting from the oxidation of a mixture of iron salts, and unlike more
automated photographic processes, it requires active intervention at every
stage. This makes the technique particularly suitable for teaching students
about the material and chemical considerations of the photographic image.
The entire student cohort (74 students) were required to attend an
introductory session devoted to the historical contextualisation of the
cyanotype technique which included a practical demonstration conducted by
the lecturer in the Laboratorio de Imagen (a facility within the Facultad de
Comunicacion y Documentacion recently refurbished to accomodate work
with analogue photographic media). After this, each student was expected to
produce three cyanotypes: two made from the negatives of their own digital
photographs (printed onto clear acetate) and a third created using the
photogram technique with arrangements of personal objects or ready-made,
pressed botanical specimens. Regarding the preparation of digital negatives,
this took place during small-group sessions (24 students) in the computer
laboratory. Here, students received guidance on digital image processing and
its adaptation to the specific requirements of the cyanotype process. The
cyanotypes themselves were subsequently developed in the laboratory under
supervision, allowing students to follow every stage of the process while
ensuring the resolution of any technical challenges that might arise during
processing. Students therefore participated in every phase of the workflow,
from preparing the negatives and sensitising the print surfaces (paper, fabric
or stone), through sunlight exposure, water washing, bleaching and toning (for

example, by immersing the cyanotypes in baths of coffee, tea or oak bark), to
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the drying, pressing and final mounting of the prints. The activity concluded
with the submission of the cyanotypes, their corresponding negatives and a
reflective report on the working process. Students also completed a
questionnaire in the Aula Virtual designed to evaluate their understanding of
the cyanotype technique, its historical context and their capacity for critical
self-assessment of the results obtained. Learning therefore extended beyond
the technical execution of the process to encompass documentation, historical

analysis and critical reflection on the photographic practice itself.

As in the previous case studies, exhibition design once again played a
fundamental role in structuring the learning experience. Beyond exhibiting the
finished works, organised according to themes and techniques, Azul. El arte
de la cianotipia incorporated elements that make the working process visible
to the university community: displays of chemicals, test prints, materials, as
well as intermediate stages and experimental variations enabling visitors to
understand the decisions taken by the students throughout the creative
process. The exhibition also included an audiovisual installation documenting
the students’ creative processes in the various workshops. Produced in parallel
to practical sessions by undergraduate research assistants from the
Departamento de Comunicacién, this video was projected in the stairwell of
the FCD-UMU entrance hall (see Fig. 9). In addition, a catalogue was provided
for consultation both in print form at the SIV and digitally as a freely available
online document. Aiming to do far more than simply document the works on
show, this catalogue includes the essay Pensar la imagen: pasado y presente
de la cianotipia (Romero Escriva, 2026, pp. 9—19), which reflects on the
philosophical, aesthetic and critical dimensions of the cyanotype process!4.

Finally, to provide a visual synthesis of the project, the exhibition featured a
large-format photomosaic composed of 276 cyanotypes recreating Alaria
esculenta from Anna Atkins's British Algae (Walther, ed., 2023). This work

includes all the cyanotypes that, owing to space limitations, could not be

14 Both the exhibition video and the catalogue are freely available on the exhibition's webpage:
https://www.um.es/siv/en-cartel/. Following the close of the exhibition, these materials will
be available at: https://www.um.es/siv/azul-el-arte-de-la-cianotipia/
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displayed individually. As a whole, then, the photomosaic functions both as an
expanded archive and as a tribute to the work of the first woman photographer
in history, whose publications marked the beginnings of the photographic
book (Fig. 9). At the same time, it might also be interpreted—in dialogue with
contemporary artistic practices—as an alternative to Fontcuberta's
googlegrams or nemotypes, which, paraphrasing Calvino (2023), exhaust all

possible images.
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Fig. 9. Azul. El arte de la cianotipia, Sala de Exposiciones Isidoro Valcarcel Medina,
Universidad de Murcia. See https://www.um.es/siv/azul-el-arte-de-la-cianotipia/. On
display from 9 March to 30 June 2026. Public domain photographs.

As in the previous projects discussed, the exhibition was complemented by a
programme of parallel activities that reinforced its educational dimension and
its engagement with the wider community. These activities included guided
tours and cyanotype workshops, and with students taking an active role in
their provision, these were aimed at both at the university community and the
general public. The programme also incorporated an optional specialist
workshop on the wet plate collodion process. Led by invited practitioners (Fig.
10), this offered participants the opportunity to engage with another of the

major photographic techniques developed in the nineteenth century.
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Demonstrating both cyanotype and wet plate collodion photography in
parallel like this, enabled further reflection on the materiality of the
photographic image and created a dialogue between different analogue

processes of image production.

Fig. 10. Wet plate collodion workshop held on 22 April 2026 at the Facultad de
Comunicacién y Documentacién, Universidad de Murcia. Led by Joaquin Clares. See
https://www.um.es/siv/azul-el-arte-de-la-cianotipia/. Public domain photographs.

The exhibition's public impact, reflected in its coverage by regional and
university media outlets such as Murcia Plaza, Radio Nacional de Espaiia and
UMU Comunica, demonstrates its capacity to transcend the academic sphere
and reach wider audiences. The exhibition’s stay at the Biblioteca Municipal
de Alcantarilla, in October 2026, consolidates the initiative as an example of

cultural knowledge transfer arising from teaching innovation.
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In summary, the projects analysed thus far are not simply isolated experiences,
rather, they reveal the development of a coherent pedagogical model in which
the exhibition hall functions as a laboratory for educational innovation and
knowledge transfer. The following section seeks to systematise the dynamics
of these projects as a set with a common thread: presenting the exhibition
space as an open, participatory and educational environment that extends

beyond the learning outcomes achieved within individual courses.

3. SIV: An Open, Participatory and Educational Project

The success achieved by the exhibitions presented at the Sala de Exposiciones
Isidoro Valcarcel Medina (SIV)!5s demonstrates how exhibition design can
constitute an effective form of social knowledge transfer while also
representing, in the words of Valcarcel: “a space devoted to art, the most

authentic expression of thought”.

The SIV’s exhibitions receive support through the Participatory Budget
Funding Rounds (Convocatorias de Presupuestos Participativos) issued
annually by the Facultad de Comunicacién y Documentacion. This ensures
that both exhibition programming and funding are transparent, open and

participatory processes.

The exhibition initiative enriches the core curriculum and provides wider
training opportunities for students at the Universidad de Murcia.
Undergraduates from various different degree programmes, beyond being

able to submit their own exhibition proposals!® or participate in collective

15 Assessed on the basis of visitor attendance, the number of participants enrolled in the
workshops and guided tours, media coverage, reviews in the specialist press, and comments
recorded in the visitors' books.

16 Through this programme, the Sala de Exposiciones Isidoro Valcarcel Medina has hosted
several exhibitions featuring individual student projects, supervised by academic staff. These
include La huella del sonido, by Enkar Neil (an alumna and PhotoEspafia award recipient);
Identidades urbanas, by Javier Pérez; and A contracorriente, by Aarén Garcia (2022);
Disociacién, by Ivan Pefialver, and Vulnerabilidad Queer, by José Manuel Pérez (2023);
Animales libres, by Andrea Hernandez; Juego de luces, by Roxana Lopez; and Paripé, by José
Eugenio Manas (2024); and Ephemeral Places, by Max Soto, and Prendas de identidad, by
Victoria Sanchez (2025). Some of these exhibitions—notably Juego de luces and Paripé—
attracted media attention from, respectively, Onda Regional and Television Espafiola (TVE).
See https://www.um.es/siv/juego-de-luces and https://www.um.es/siv/paripe.

FOTOCINEMA, n° 33 (2026) | | E-ISSN: 2172-0150 306


https://www.um.es/siv/juego-de-luces
https://www.um.es/siv/paripe/

R. Romero Escriva, Exhibition design as a photographic laboratory and engine of educational innovationg...

projects promoted by academic staff (such as those discussed in this article)
may also undertake curricular and extracurricular placements in Cultural
Management and Curatorial Practice at the SIV. Within this placement
programme, students' have the opportunity to take a role in all phases of
exhibition management, including exhibition programming, advising
exhibiting artists, designing the graphic identity and visual layout of
interpretative panels and publicity materials, assisting in the organisation of
exhibition openings, liaising with the media, filming and editing promotional
audiovisual materials for both the exhibition space and current exhibitions,
updating the exhibition website, and coordinating promotional activities and

travelling exhibitions in collaboration with partner institutions?7.

In other words, students are involved throughout the entire exhibition
management process, “from the initial conception of the exhibition idea to the
final evaluation of the project, encompassing each and every stage of the
exhibition manager's work [...], while fostering practices that open up spaces
for dialogue in pursuit of collaborative learning” (Pérez Castillo, 2019, p. 10).
Consequently, beyond its knowledge transfer activities, the SIV also
contributes to the training of future professionals in exhibition design and
installation. Part of this training involves developing an understanding of
spatial imagery and the constituent elements of exhibition and production
design, competencies that are transferable across a wide range of

communication disciplines, including advertising, photography and film.

A further knowledge transfer initiative was launched in 2023 with the creation

of the SIV’s website, www.um.es/siv. This website aims to enhance the

visibility of the SIV’s educational and research activity, promote its exhibitions
to new audiences and foster new professional collaborations, and features not
only current exhibitions but also an extensive archive of past exhibitions,
seminars, workshops and other events associated with the SIV’s programme

(Fig. 11). In this way, the SIV has come to play a central role “as a promoter of

17 For a more detailed account of the educational activities undertaken by students during their
placements and by way of illustration, interested readers should refer to the placement report
by Ivan Pefialver (a graduate of the Bachelor's Degree in Audiovisual Communication) See:
https://www.um.es/siv/convocatorias/
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media education” (Villaplana-Ruiz, Torrado-Morales & Rodenas-Cantero,
2022), successfully adapting to the challenges posed by the contemporary

media and social ecosystem.

LNIVERSIDAD SALA ISIDORO VALCARCEL MEDINA

Un espacio dedicado al arte; la expresion mas autentica del pensamiento

Isidoro Valcarcel Medina

Sobre la sala

SIV es un lugar dedicado a la transferencia del conocimiento cientifico, donde docentes y estudiantes pueden difundiry disfrutar
eltrabajo colectivo, fruto de procesos de aprendizaje innovadores. Inaugurada en junio de 2019, el artista Isidoro Valcarcel Medina.
premio Velazquez de las Artes Plasticas, cede su nombre a la sala con la condicion de que “no se lo considere un espacio para el

juego, sino un lugar donde te la juegas". Haznos llegar tu proyecto a traves del de contacto.

1|
=4 ELARTEDE LA
m}(ﬂﬂm
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Fig. 11. Screenshot of the homepage of the Sala de Exposiciones Isidoro Valcarcel
Medina. The navigation menu at the top provides access to the different sections of
the website, while the banners below display details of the current exhibition
together with the most recent events and exhibitions scheduled as of March 2026.

See: www.um.es/ Siv.

4. Results and Discussion

Drawing on the analysis of the three exhibitions (representative of the many
others hosted by the Sala de Exposiciones Isidoro Valcarcel Medina, as
documented in the retrospective archive available on its website) and the SIV’s
other initiatives discussed above, we argue that, the FCD-UMU’s programme
of educational innovation in photography, channelled through exhibition
design, is not only as a powerful educational tool but also an effective vehicle

for knowledge transfer and broader social engagement.
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To ensure the traceability of results, as detailed in the individual case studies,
analysis is grounded on the triangulation of four complementary sources of
evidence: (a) the final reports of the teaching innovation projects associated
with each exhibition; (b) the academic records and monitoring questionnaires
administered via the Aula Virtual; (¢) the permanent records derived from the
exhibitions, including catalogues, audiovisual resources, websites and
exhibition documentation; and (d) the indicators of participation, public
engagement and knowledge transfer documented by the SIV. Taken together,
these sources make it possible to relate classroom teaching and learning
processes to exhibition outcomes and, subsequently, to any broader social

impact.

The three case studies examined here share a methodological structure
grounded in project-based learning. Thus, while activities differ depending on
the historical topics addressed and the specific characteristics of each project
(see Table 1), they all follow a common sequence combining historical research
and documentation (with particular emphasis on the analysis of historical
references); practical demonstrations of processes to be undertaken by
students (either in the classroom or the laboratory); guided creative
production; critical reflection and assessment; and the public exhibition of

results.

Referring to Table 1, the SIV’s exhibitions are far more than complementary
activities added to augment the teaching process, instead they represent the
culmination of a pedagogical sequence planned from the outset of the
academic year. Their organisation requires a substantial commitment from
teaching staff, and encompasses pedagogical design, historical
contextualisation, practical demonstrations, continuous supervision of
students' work and formative assessment. Students, in turn, do not just
produce creative works; they undertake historical research, contextualise and
document their projects, and participate in the public dissemination of the

outcomes.
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Table 1. Pedagogical sequence of the projects analysed

Phase Trayecto de Precinema Azul. El arte de la
identidad(es) Arcade cianotipia
Historical
resear(;h and Yes Yes Yes
analysis of
references
Lecturer . Yes Yes Yes
demonstration
. Construction of Production of
Creative . . .
. Photographic remake optical devices and cyanotypes from
production / . - .
- (self-portrait) photographic negatives and
practical work
sequences photograms
Crltlca} Portfolio and Explapatog video Reflective report and
reflection and . and historical : .
reflective report N questionnaire
assessment contextualisation
Public
exhibition of Yes Yes Yes
results
. Digital Precinema Catalogue,
Catalogues, online . .
& A Arcade (video documentary film,
issemination . . . L
.. tutorials) on Educar online dissemination
Digital through Educar la . e
. .. . la mirada, exhibition through Educar la
dissemination mirada and the SIV . .
. archive on the SIV mirada and the SIV
and knowledge  website, and . .
. . website, and website, and
transfer associated public

activities (guided
tours)

associated public
activities (guided
tours and workshops)

Source: Author’s own work.

associated public
activities (guided
tours and workshops)

As discussed in the analysis of the chosen case studies, many of the SIV’s
exhibitions have generated a wide range of scholarly and educational
publications over the years. Furthermore, the catalogues and audiovisual
materials relating to the exhibitions analysed are available at the SIV
exhibition archive as well as through the online platform Educar la mirada.
historia audiovisual

Puntos focales de la

(https://www.um.es/educarlamirada/ ?page id=4321). This website serves

as a public showcase for the ongoing teaching activities associated with the
course: Teoria e historia de los medios audiovisuales (part of the Bachelor's
Degree in Audiovisual Communication). The final reports for each of the
teaching innovation projects underpinning these educational initiatives—
including their outcomes and recommendations for future improvement—are

likewise publicly available through the Portal de la Unidad de Innovacion of
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the Universidad de Murcia (https://www.um.es/web/innovacion/proyectos).

The scope, implementation and outcomes of these projects have also been
disseminated through conferences, academic workshops and in book chapters,
including those listed among the references for this article (c.f.: Hellin Ortuio
& Fernandez Rincon, 2023; Romero Escriva, 2020, 2022; Villaplana-Ruiz,

Torrado-Morales & Rodenas-Cantero, 2022).

Table 2. Indicators of Participation, Academic Performance, Knowledge
Transfer and Impact

Indicator Trayecto de Precinema Azul. El arte de
identidad(es) Arcade la cianotipia
Academic year 2019—2020 2022—-2023 2025-2026
Students enrolled 75 73 74
Active participants 68 65 59
Average grade 7.43 7.51 7.26
Works produced during 68 photographic 65 optical devices 177 mixed-media
the course self-portraits and video tutorials cyanotypes
Works selected for the 20 38 optical devices 3
exhibition and 11 videos 7
Dlglt:ell version of Photomosaic,
Precinema Arcade,
. . Catalogues and . : catalogue,
Digital outputs . video tutorials, .
website 4 documentary film
documentary film .
. and website
and website
Public engagement Workshops and Workshops and

activities

External collaborations

Guided tours

guided tours

Filmoteca Regional
de Murcia, ICA, AE-
IC

Regional press and

guided tours

Regional press,

Media coverage Regional press - radio and
television LS

television

Open-access materials Yes Yes Yes

Travelling exhibition No Yes Yes

Academic dissemination

(innovation conferences,

teaching and learning Yes Yes Yes

events, book chapters,
project reports, etc.)

Source: Author’s own work.

The indicators collected throughout the implementation of the projects,
summarised in Table 2, make it possible to assess the scope of these initiatives

in terms of participation and knowledge transfer.

FOTOCINEMA, n° 33 (2026) | | E-ISSN: 2172-0150 311


https://www.um.es/web/innovacion/proyectos

R. Romero Escriva, Exhibition design as a photographic laboratory and engine of educational innovationg...

Although there are differences between the indicators for each project, the
data reveal a consistent pattern characterised by high levels of participation,
sustained production of educational materials, the generation of reusable
resources and the ability to disseminate academic work beyond the classroom.
The exhibition thus emerges as a mechanism that connects learning, cultural
production and knowledge transfer. It should be noted, however, that
complete academic indicators of participation (95.2%), academic performance
(83.9%) and success (88.1%) are available only for the most recent project,
owing to the new monitoring system implemented during its development.
Nevertheless, as can be seen from the stability of the average grades obtained
across the three projects (ranging from 7.26 to 7.51), the learning outcomes
achieved by this pedagogical model appear to be consistent.

This said, comparisons between the academic outcomes of the three projects
should be made with caution. This is because the number of works included in
each exhibition does not constitute a direct indicator of students’ overall
performance. In every case, although originality, creativity, technical and
formal quality, communicative effectiveness and the effort invested by the
students were all taken into consideration, the final selection was also
determined by factors related to exhibition design, the availability of
exhibition space, the nature of the materials employed and the narrative
coherence of each exhibition. It is therefore more meaningful to focus on the
wider body of work produced by students and on the resources generated in
the course of each project than on the absolute number of works ultimately
exhibited.

First and foremost, the findings of the present work engage with the well-
established tradition of visual and arts-based pedagogies founded on the
notion of creative practice as a pathway to knowledge. In this respect, they are
consistent with Bergala's conception of artistic practice as a distinctive form of
active learning that complements theoretical analysis, as well as with a range
of approaches developed within contemporary art education (Acaso, 2009;
Hernandez, 2000; Huerta, 2011), all of which advocate image-making and

cultural mediation as tools for critical reflection and knowledge construction.

FOTOCINEMA, n° 33 (2026) | | E-ISSN: 2172-0150 312



R. Romero Escriva, Exhibition design as a photographic laboratory and engine of educational innovationg...

According to Acaso and Megias (2017, pp. 142—143), it is a case of employing
the arts as “an architecture for educational transmission”, transforming
creative processes into forms of knowledge production. Taking this
perspective, the projects considered here can be examined through the
theoretical framework of Art Thinking'8. Looked at from another angle, this
work also falls within the museum studies framework that conceptualises the
exhibition as a space for learning, public engagement and the public
communication of knowledge (Hooper-Greenhill, ed., 2004). However, unlike
many of these approaches, which primarily regard museums as educational
settings, the projects examined here integrate the exhibition into the
university teaching and learning process, making it a constitutive phase of the
educational project rather than simply a means of disseminating its outcomes.
The integration of the exhibition into the teaching and learning process in this
way is one of the principal contributions of the initiatives analysed here.
Whereas many educational programmes related to photography or visual
culture take place primarily within the classroom or rely on existing
collections, the projects examined in the present article position the future
exhibition as the guiding horizon of the educational process from the very
outset. The prospect of a public exhibition shapes the design of practical
activities, the quality standards expected, the successive stages of review and
selection, and the subsequent communication and dissemination strategies. In
other words, because students undertake their projects in the knowledge that
they will be assessed not only within an academic context but also as part of
an exhibition narrative presented to the wider community, the exhibition
therefore ceases to be an additional learning outcome and instead becomes

one of its organising principles. Moreover, students’ subsequent encounter

18 “Art Thinking seeks to employ the arts as a methodology, as an integrative experience
through which knowledge about any subject may be generated [...]. It proposes the use of
contemporary art as an architecture for educational transmission; that is, it invites educators
to adopt the procedures through which artists shape their discourses in order to put into
practice a paradigm shift in education” (Acaso & Megias, 2017, pp. 142—143). The three
projects analysed share this principle insofar as historical knowledge is not first transmitted
and subsequently applied; rather, it is constructed through artistic practice itself: by recreating
photographs, constructing optical devices or carrying out historical photographic processes
intended for public exhibition.
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with their work as part of a collective narrative represents another stage of
learning providing an opportunity for critical reflection on the historical
content explored throughout their course of study.

Nevertheless, it must be noted that student participation in the projects
discussed here took different forms depending on their educational profile.
Students enrolled on the course: Teoria e historia de los medios audiovisuales
participated primarily as content producers, authors of the exhibited works
and as collaborators in public engagement activities. By contrast, elements of
the exhibition design, installation and management were undertaken by
students on extracurricular placements at the SIV or those working as
undergraduate research assistants within the Departamento de
Comunicacion. This distribution of responsibilities brings the experience into
partial alignment with the concept of student curating, insofar as it
encourages student participation in curatorial and organisational processes
associated with exhibition design (Kampschulte & Parchmann, 2015). Such
involvement, however, is limited to a specific group of students rather than
encompassing all those participating in these teaching projects.

This convergence of learning, public exhibition and knowledge production is
particularly clear in the way the projects discussed have prioritised the
preservation of evidence and systematic documentation. In this respect,
alongside the more ephemeral components associated with exhibition design
and installation (for example, vinyl graphics, interpretative panels, labels,
brochures and graphic elements), the SIV places particular emphasis on
preserving the permanent outputs generated by each project all of which are
brought together within the exhibition archive on the SIV website, including
catalogues, audiovisual resources, exhibition documentation, media coverage
and critical reports, including those produced by the Laboratorio de
Investigacion Fotografica (LIFUM) and available through Digitum, the
Universidad de Murcia’s institutional repository: https://digitum.um.es/. The
exhibition archive functions as the documentary memory of the SIV’s
programme, making it possible to reconstruct both the exhibitions themselves

and the teaching innovation processes that made them possible. Thus, in
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common with the exhibition catalogue, the archive functions as a means of
preserving and disseminating the exhibition project. As Arroyo (2016, p. 88)
argues, both the online archive and the catalogue “evolve from an idea into a
project that takes the form of visual and narrative writing” while fostering new
forms of engagement with, and sensitivity towards, the subjects presented.
Together with the teaching records and the innovation project reports, the
systematic preservation of these materials also constitutes a significant source
of evidence for evaluating the teaching innovation projects. These records
enable the retrospective reconstruction of both the educational processes and
the outcomes achieved, thereby reinforcing the methodological transparency
and verifiability of the experiences described.

Overall, the findings of the present work demonstrate that the sequence of
exhibitions examined represents more than a straightforward accumulation of
independent activities but rather the progressive consolidation of a
pedagogical model that has continuously refined its strategies for learning,
interaction and knowledge transfer over time. The convergence of theoretical
understanding, aesthetic planning, cultural production and historical inquiry
observed across the three case studies therefore constitutes one of the
principal contributions of this research.

However, several limitations of the work should be acknowledged. Perhaps
most importantly, because the author was directly involved in the design and
coordination of the teaching and exhibition projects analysed, the case studies
this work is based on are examined from a participant-observer perspective.
As noted in the introduction, this position as an insider researcher provides
privileged access to the processes under investigation while simultaneously
requiring particular caution in the interpretation of the findings. A further
limitation is that, unfortunately, the results cannot be generalised to other
university contexts without taking into account the specific institutional,
material and organisational conditions that characterise each case. Finally,
implementing this pedagogical model requires a high level of commitment

from both students and teaching staff, together with access to exhibition
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facilities, technical resources and institutional support that may not be

available in other educational settings.

5. Conclusions

Analysis of the findings derived from the three exhibitions examined in this
work makes it possible to answer the research questions formulated at the
outset, and confirms the pedagogical potential of exhibition design within the
university context.

First, the three case studies demonstrate that exhibition design can be an
effective tool for teaching innovation. By transforming historiographical
content into visual and creative experiences, the exhibitions examined enabled
students to engage directly with the historical processes underlying the
development of photography and the audiovisual media through research,
creative reconstruction and image production, while fostering an empathetic
understanding of the stylistic language of the artists and photographers
studied.

Second, the university exhibition space emerges as a genuine pedagogical
laboratory in which students actively participate in the production of visual
knowledge. Trayecto de identidad(es), Precinema Arcade and Azul. El arte de
la cianotipia share a common educational approach in which students study
the history of images (or image-making processes), recreate them and
reinterpret them through practices that require a creative gesture, however
modest. Learning thus becomes an exercise in historical reinscription, in
which the exhibition is not only the visible culmination of the learning process
but also the guiding horizon that shapes its development from the very first
stages, integrating documentary research, practical experimentation, creative
production and critical reflection.

Third, the present analysis demonstrates that certain exhibition strategies
(here, the use of visual narratives, experimentation with historical devices and
the rediscovery of specific photographic processes compatible with digital
technologies that reposistion photography as a chemical event and restore its

material presence and tactile dimension) can transform specialist knowledge
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into meaningful experiences accessible to diverse audiences. These same
strategies also encourage a productive dialogue between historical and
contemporary technologies, challenging the assumption that digital
photography will inevitably replace chemical photography altogether (Gil
Segovia, 2022).

Fourth, the pedagogical model examined provides students in the later stages
of their degrees with the opportunity to be directly involved with
contemporary exhibition production and cultural management giving them
authentic professional experience that can be formally recognised within their
academic record. This contributes to students' future employability and
facilitates their transition into professional environments within the cultural
and communication sectors.

The pedagogical model described here responds to a specific institutional
context and, thus, cannot be transferred automatically to other university
settings. Nevertheless, the systematic documentation of its processes and
outcomes through project reports, exhibition catalogues, scholarly
publications and open-access digital resources enhances its methodological
transparency and offers a framework to inform its adaptation for use
elsewhere. The individual projects analysed also demonstrate that university
exhibitions can play a significant role in the social transfer of knowledge.
Specifically, the catalogues, audiovisual resources, educational publications
and a wide range of public engagement activities—including guided tours,
seminars and workshops—produced in association with these projects, extend
their educational endeavour well beyond the boundaries of the university
classroom.

Taken together, these findings suggest that exhibition design should be
understood not merely as a museographical resource or a means of
dissemination. In fact, they are a powerful educational tool that integrates
teaching, research, innovation and knowledge transfer within a single
pedagocial framework.

The detailed documentation of the educational processes, assessment

procedures and evidence generated throughout the exhibition projects further
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reinforces both the traceability of the pedagogical model proposed here and its
value as a documented experience of educational innovation. In this respect,
the SIV approach may be understood as a framework for integrating teaching,
and research and cultural outreach that, returning to the quotation included
at the opening of this article, invites us to “[...] make of each idea and each
image [...] a place of privilege”9 (Camus, 1942, p. 43). Ultimately, the case
studies presented here demonstrate that exhibition design can become not
only a museographical practice but also a pedagogical model capable of
structuring learning processes oriented, from their very inception, towards
creative production, public exhibition and knowledge transfer within the

contemporary university.
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