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Abstract: 
This article is situated within the context of contemporary image production, where 
terms such as immediacy, immateriality and delocalisation prevail. Drawing on the 
fields of artistic practice, research and education, it raises the question of what kinds 
of images might be most meaningful today. In response, it highlights photographic 
repetitions or re-photographs, a category of image that is not merely a record or 
representation of an idea but rather iteratively opens up the very process that 
constitutes it as both artistic and part of the teaching-learning process. Within an 
a/r/tographic framework and an Arts-Based Educational Research approach, the 
anticipated methodological outcomes suggest that if photography functions as both 
an instrument and a result of the research, then photographic repetition is the 
condition that both encompasses and visualises the development of the agents 
involved.  
 
Resumen: 
Este artículo se sitúa en la coyuntura de la producción de imágenes contemporánea 
donde imperan términos como la inmediatez, inmaterialidad y deslocalización. 
Desde los ámbitos de la práctica, investigación y educación artística, se plantea la 
pregunta sobre qué tipo de imágenes pueden ser más pertinentes. En respuesta, se 
señala a un tipo de imágenes que, en tanto que repeticiones fotográficas o 
refotografías, no solo son registro o representación de una idea, sino que se abren 
de forma iterativa al propio proceso que las constituye en tanto que artístico y de 
enseñanza-aprendizaje. Desde un marco a/r/tográfico y a través del enfoque de la 
Investigación Educativa Basada en las Artes, se esperan un tipo de resultados de 
carácter metodológico donde si la fotografía funciona como instrumento y resultado 
de la investigación, la repetición fotográfica es la condición que acoge y visualiza el 
proceso de los agentes implicados.  
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1. Introduction 

Given the complexity of contemporary society, the philosopher Marina Garcés 

highlights a critical point when reflecting on the fact that nowadays, it seems we 

can know a great deal but do very little (Garcés, 2017). Applying this reflection 

to the contemporary digital landscape—and more specifically, to its impact on 

artistic production and its pedagogy—this study explores how to confront and 

navigate a reality where we can see so much yet experience so little. 

In this regard, curator Carolyn Christov-Bakargiev reflects on how our approach 

to the image has changed over the last fifty years (Christov-Bakargiev, 2012). On 

the one hand, she cites the photographer Susan Sontag and her understanding 

of the photographic act as an act of power, in which taking a photograph is akin 

to firing a shot at the world (Sontag, 1977). In contrast, Christov-Bakargiev 

considers that the current situation is rather the opposite, as the value of an 

image depends on the number of clicks it receives from a place that is distant 

and detached from the reality it captures. The curator goes on to reflect on this 

distance and points out that this lack of proximity between the recording and 

what is recorded can anesthetize our relationship with reality, even leading to a 

lack of empathy and sensitivity, which is capable of giving rise to new forms of 

violence.  

In a similar vein, Joan Fontcuberta (2016) describes the present moment as “a 

new visual order” that is characterised by: “the immateriality and 

transmittability of images; their profusion and availability; and their decisive 

contribution to the encyclopaedicisation of knowledge and communication” 

(2016, p. 9). A new landscape thus emerges for contemporary artistic creation 

and pedagogy. While this landscape inevitably inherits the legacy—whether 

through rupture or not—of the artistic avant-gardes and post-avant-gardes of 

the last century, it is now challenged and questioned by the ubiquity of ongoing 

digital technological determinism and its widespread cultural and social 

repercussions.    

To this end, the artist Jon Mikel Euba argues that this is the first time in history 

that the artist is more of a spectator than a producer of images (Euba, 2016). 
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Consequently, he reflects on whether the artist’s role should shift away from 

complicating the creative process, focusing instead on engaging with the 

complexity of perception (Euba, 2016). In turn, Euba refers to a type of image 

he calls ‘information-images’ which, in short, comprise the majority of the 

images that surround us. As their sole purpose is to convey a message, they 

disappear once understood. For Euba, this type of image acts as a screen that 

blocks our thinking, while producing a “paralysing feeling that there is nothing 

to be done” for the artist (Euba, 2016, p. 59).  

Building on these reflections, this study considers which images are most 

meaningful and characteristic of contemporary artistic creation, research and 

education, and whether it is possible to experience an artistic and photographic 

process that is not solely reliant on the representation or projection of an idea.  

Following this line of thought, consider the use of photographs taken by artists 

during their processes, whatever their specific procedures may be (Fig. 1). On 

one hand, the photographic procedure—when situated within artistic flow—can 

offer a form of critical distance. Similar to the guidance provided by an 

educator, this distance frames a clear signpost, making the workflow visible and 

actively assisting in decision-making. On the other hand, intertwining the 

artistic and photographic processes encourages an inquiry situated within the 

apparatus—or darkroom itself—as an intermediate space between the record 

and the recorded. Conceiving this space not merely in spatial terms, but as an 

inherently temporal, material and even embodied domain, can foster an 

approach that aspires beyond the mere communication or representation of an 

idea.  

Examples of photographic works such as Self-Portrait in Time by Esther Ferrer 

(1981–2014), Jon Mikel Euba’s Re-horse (2015), and Tacita Dean’s The 

Unilever Series (2011), help to illustrate how the artistic process can be situated 

within time—and even measured by it—thanks to the structure that the 

photographic process lends to the artwork. Works that function in a similar way 

are Nicholas Nixon’s The Brown Sisters (1975), Alfred Stieglitz’s Equivalents 

(1931), Man Ray and Marcel Duchamp’s Dust Breeding (1920), Man Ray’s La 
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Marquesa Casati and the Rayographs (1922 and 1921, respectively), and the 

photograms by László Moholy-Nagy (1926).  

Reference to this type of work situates the artistic and photographic process in 

the space between the production and the perception of images—that is, 

between making and seeing—but also between what is made and what is not 

made, and between what is looked at but not seen. Amongst others, this 

positioning owes a debt to notions such as Philippe Dubois’s ‘photographic act’, 

which, in short, places equal importance on the production and reception of the 

photographic image (Dubois, 1986); to Rosalind Krauss’s definition of the ‘fold’ 

in relation to artistic production through photography (Krauss, 2004); 

‘convulsive beauty’ (Krauss, 1996), a fundamental element of the aesthetic and 

photographic-artistic conception of Surrealism, which reduces reality to an 

experience transformed into representation; the strategy of duplication defined 

by Rosalind Krauss as the operation of adding a copy to an original (Krauss, 

1996); Dominique Baqué’s distinction between plasticienne photography and 

artistic photography (Baqué, 2003); Allan Douglass Coleman’s directed method 

(Coleman, 2004), based on the intrinsic ambiguity of images that record an 

event specifically created with the intention of being recorded; or Víctor del 

Río’s paradoxical documentary (Del Río García, 2008), understood as an action 

that is precisely constructed for the purpose of reproduction. From the 

perspective of artistic research, this proposal seeks to identify a shared or 

resonant concept among these approaches. This concept must be specific 

enough to converge upon and impact artistic and pedagogical practice, while 

simultaneously being broad enough to stimulate and bring divergence into the 

study. 

1.1. Photographic repetition  

The concept of photographic repetition is identified as a common element 

across the artistic and theoretical references cited. Photographic repetition—

also known as rephotography—originates in the natural sciences. Recently 

adapted by the social sciences, the method essentially involves repeatedly 

photographing an object of study or phenomenon to render its constitutive 
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changes visible. As proposed by Tania Rossetto and Alberto Vanolo (2022), 

refotography can foster the capacity for slow and detailed contemplation by 

making us aware of the continuous transformation that surrounds us. As such, it 

alludes to the possible relationships established between the photographic and 

perceptual processes and following the research of the author Amy Scott 

Metcalfe (2016), to its potential applications in education and research.  

The photographic contact sheet is an example of a visual structure that 

embodies this notion, applicable to the contexts of the natural sciences as well 

as the social sciences and humanities. In this respect, Camila Mangueira Soares 

and Fabrício Fava (2017) argue that its formalisation goes beyond the finished 

image, focusing on the interconnection between thought and materiality. To this 

end, it is worth noting the publication of over 139 contact sheets by 69 Magnum 

photographers, compiled by the author Kristen Lubben, who argues that their 

visualisation reveals the decision-making process that takes place during and 

after the photographic session (Lubben, 2017).  

Consequently, refotography situates this proposal in relation to foundational 

aspects of postmodern art and photography, namely seriality, appropriation 

(Prada, 2001) and the photographic remake (Castro, 2013). In this sense, the 

words of María Acaso should not be overlooked when she asserts that “every 

remake is a rethink” (Acaso, 2022). She urges us to view works and images not 

as static entities, but rather as methods and ways of working that can be 

extrapolated to our artistic and teaching methodology (De Pascual, 2018). As 

such, from an educational perspective, real possibilities for transfer between 

practice, research and arts education can be facilitated through refotography.  

1.2. Hypothesis, objectives and methodological approach  

In response to these considerations, the hypothesis of this study arises from the 

question of whether experimentation with photographic repetition not only 

enables the visualisation of the constitutive changes in what is recorded but also 

the perceptual and creative evolution of the subject taking the photographs. The 

production of images would thus be situated within the infinite relationships 

that arise between the image and its conditions of creation and intelligibility. 

https://link.springer.com/chapter/10.1057/9781137447357_9%22%20%5Cl%20%22auth-Amy_Scott-Metcalfe
https://link.springer.com/chapter/10.1057/9781137447357_9%22%20%5Cl%20%22auth-Amy_Scott-Metcalfe
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From this point onwards, the anticipated results are defined in terms of 

methodological objectives. To begin with, a study is proposed through 

experimentation with photographic repetition, based on the artistic practice 

undertaken by the author of this paper. This first part is reflected in section 2 

(Fig. 1 and Fig. 2). Secondly, a pilot study is carried out based on a teaching 

proposal, which is built upon the work done in the previous artistic experiment 

and is conducted within the formal setting of a university classroom, specifically 

the Art Education module of the Primary Education Teacher Training degree 

program. The objective is to highlight the links between the artistic process and 

the pedagogical experience, seeking to identify a foundational structure shared 

by both fields. This aims to address the need, highlighted by the authors Ricardo 

Marín-Viadel and Joaquín Roldán (2014), to design and experiment with 

research tools within the field of Arts-Based Educational Research through the 

practice of photography. In this regard, this study examines the role of 

photography as a tool for both artistic research and artistic pedagogy and, 

specifically, the possibilities that photographic repetition can offer to both 

fields.  

This approach involves a research methodology that is neither reductionist nor 

unidirectional. In other words, as the origin of this study stems from the artistic 

process itself, it demands a methodology that not is defined a priori. Instead, it 

must be generated ad hoc as the research progresses, being flexible enough to 

accommodate and enhance the relationships that emerge between the fields of 

study involved. 

In this sense, the A/r/tographic approach (Irwin, 2004) establishes the 

framework for this study, conceived both from the perspective of the 

artist/researcher/lecturer and in relation to a group in pursuit of a shared, 

collaborative inquiry. Methodological concepts such as contiguity, living 

inquiry, openings, metaphor/metonymy, reverberations and excess (Irwin, n.d.) 

trace the trajectory of the pursued investigation. 

In turn, this approach is realised through what is known as Arts-Based Research 

(Barone and Eisner, 1997), which according to the authors Ricardo Marín-
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Viadel and Joaquín Roldán (2019), is grounded in the use of art’s forms of 

thought and representation as a means through which research is made 

possible. In this way, “qualities that are inherent to artistic creation but have 

typically been banished from academic research become defining features of 

arts-based approaches” (Marín-Viadel and Roldán, 2019, p. 886). Consequently, 

a particular type of research report is established—as exemplified by this 

article—in which academic formalism is interwoven with registers of a more 

personal, expressive, even essayistic nature, whether written or visual. 

In relation to this approach, there is what is known as Arts-Based Educational 

Research (Barone and Eisner, 2006), which differs from Arts-Based Research in 

that it applies its methodologies to the field of education, as in other fields of 

knowledge (Marín-Viadel and Roldán, 2019).  This type of research appears to 

follow a mixed-methods approach grounded simultaneously in both 

quantitative and qualitative research. However, Marín-Viadel and Roldán 

(2014) situate it within the radically intermediate spaces characteristic of 

a/r/tographic focus. Through their photography-based research, they conclude 

that it belongs to a “methodological family that is distinct and autonomous from 

both qualitative and quantitative approaches” (Marín-Viadel and Roldán, 2014, 

p. 38). This research aligns with their perspective. It makes use of instruments 

for data collection and visualisation—such as questionnaires—while it also 

utilises photographic images for data collection and the presentation of results.  

In this regard, it should be noted that in Arts-Based Research, data are not 

merely found but are also constructed. Similarly, the outcome of a/r/tographic 

inquiry is not based on acquiring knowledge but on establishing it—rather than 

determining a meaning, it moves towards a form of resonance or unfolding 

meaning (Marín-Viadel and Roldán, 2019). These reflections call to mind the 

words of the artist Txomin Badiola who, in his text Art, Education, Love of Art 

(2017), argues that while other disciplines talk about things, the power of art is 

that it shows them. Therefore, the photographic image in this study functions 

not only as a visual record of what has taken place, but also as the very artistic 

and pedagogical construction that underpins the research. Thus, in both the 

first and second parts, tools such as the photographic series and the image pair 
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are deployed. Through the process of refotography, these seek to establish 

themselves as images in their own right, while also serving as instruments for 

both Educational Research in the Visual Arts (Marín-Viadel and Roldán, 2019) 

and Educational Research in Photography (Mesías-Lema and Ramon, 2021; 

Chacón-Gordillo et al., 2021). 

 

2. Artistic process through refotography 

 

Fig. 1. Zarautz I, 2013–14. Digital photograph. Photograph by the autor. 

 

I repeat the photograph. I include what is described and what has happened in 

a clear manner. I continue, organise and repeat. The interest in a few 

photographs with a common denominator is heightened by the differences 

between them. Minimal differences that hold value in themselves. In art, there 

is no repetition without difference, nor difference without repetition. 

Repetition within the artistic process redefines the notion of time as a material, 

tangible form that structures the creative act. I continue, organise and repeat. 

A PHOTOGRAPH CANNOT BE REPEATED.  
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This artistic process aims to propose new ways of structuring the image through 

research and experimentation in art. In this sense, the alternative between the 

notions of artistic project and artistic process is key to a treatment of the work 

that is not only figurative and aspectual but also postural.  

The work focuses on a vision of the medium as a dominant image within the 

visual field. This approach is akin to the reductionist and self-reflexive logic of 

Conceptual Art or Pictorial Abstraction. This proposal, however, does not 

believe in the transparency of the medium, nor in any purist aesthetic that 

aspires to a timeless perfection through the restriction of forms. The medium is 

no longer something neutral or transparent but rather a screen that blocks out 

reality. The camera establishes itself as a presence against whose silence the 

model is constituted.  

Consequently, this work is defined in terms of the formal aspects of the medium 

itself, yet without losing sight of the contingency of the referent. This stance 

entails a break with the idealist conception of the creative subject as the master 

of the visual field. It is a subject who sees, but who is also aware of being seen. 

From this perspective, while the specificity of Conceptual Art was based on the 

specificity of the medium, specificity is now based on the nature of the work 

itself. This self-referentiality—here, now and us—is defined by the different 

levels inherent in the current artistic process and project, specifically regarding 

photographic and sculptural codes. This specificity will find its vanishing point 

in the variables of both the referents and the context itself. Indeed, I understand 

the exhibition space and the printing press as a direct site of production. This 

project will therefore navigate between Site-Specific artistic practices and the 

artist’s stance or position regarding the situation of the Artist creating Art.  

In this sense, this project will seek to equate the level of representation of a 

space—a landscape, a model or a structure—with the action required by that 

representation. I will reflect on the ideal notion of the original, alongside the 

redundancy and expansion of the concept of the copy. These notions have a lot 

in common with the strategy of duplication defined by Rosalind Krauss as the 
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operation of adding a copy to an original. Krauss argues that duplication “opens 

the original to the effect of difference, of deferral, of one-thing-after-another, or 

within another: of multiples burgeoning within the same.” (Krauss, 1996, pp. 

101–132; English edition: Krauss, 1985, p. 109). 

An example of this artistic strategy, as we see in most of the photographs in this 

article, is to work on or in relation to the very boundary of the image—the frame. 

The camera frame produces a rupture in the continuous structure of reality, 

something comparable to the abruptness with which the planes of a sculpture 

intrude into space. The frame proclaims the capacity—of the camera or of the 

sculpture—to find, highlight and isolate a moment or space, and prompts the 

interpretation of reality as a sign. The frame itself then becomes the support of 

the structure. As in the photographs in this section (Fig. 2), for example, we 

perceive a kind of rhythm between the content and the container, between the 

interior and the exterior of the images.  

Consequently, this strategy of duplication seems to express a dual logic, an 

ambivalent interplay between the representation of the referent and the 

presentation of itself. Thus, as the image separates from the recorded object, it 

opens, transforms and presents itself as a model that interplays with the time or 

space of the recording.  

 

A photograph of a photograph of the photograph of the sculpture. From this 

point on, space unfolds through colours, photographs, lights, annotations, 

planes and grids. Everything is duplicated, tripled or quadrupled. What 

cannot be explained in words is achieved through reflection. The process is 

reflexive. The transparent structures reveal the artist’s position in the creative 

act. 

IS REPETITION POSSIBLE IN THE ARTISTIC PROCESS? 
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3. Development of the educational proposal: how many images make 

up an image?  

The transfer of knowledge between artistic practice and art education has 

occurred naturally and sustainably over years of working as both an artist and a 

teacher. The realisation that both art and education generate thought has 

facilitated feedback between the two fields. In this regard, this section outlines 

an initial pilot project centered on an instructional proposal that utilizes 

photographic repetition as a form of experimentation. 

As for the academic context in which the teaching proposal was formalised, it 

should be noted that this involved a group of approximately sixty students in 

their second year of the teacher training degree at the Public University of 

Navarre (UPNA). As such, these were students with very diverse backgrounds 

and interests who, at first glance, were not particularly interested in processes 

related to art and visual culture. Their membership of the so-called Generation 

Z (Calvelhe, 2020), however, highlights a stronger connection to the digital 

environment and, specifically, to social media and the images found there. 

The module in which the intervention took place was Art Education I. This 

module involves the study and practical exploration of different approaches to 

art education in relation to various understandings of art throughout history up 

to the present day (Aguirre, 2005; Hernández, 1999). At the same time, due 

regard must be paid to the legislative framework (LOMLOE) as it sets out the 

core competences and knowledge that future teachers will need to apply in the 

primary school classroom.   

One such approach is that of visual literacy, which emerged as an educational 

response to the development of new areas of artistic expression such as 

photography, film, television, comics, etc., giving rise to new ways of 

constructing images (Hernández, 1999). The so-called Art and Visual Education 

emerged from this trend and became firmly established within the Spanish 

legislative framework in the 1990s (Hernández, 1999). In short, this section 

examines the components and modes of visual organisation of the image. As a 

starting point, and in relation to the subject of this article, the theory developed 
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by Rudolf Arnheim is highlighted as it advocates an approach to images through 

the senses and not merely through concepts and meanings (Arnheim, 1954). 

One of Arnheim’s contributions was to link the fields of art and perceptual 

psychology—which had previously been unconnected—by understanding art as 

a special type of metaperception. This illustrates how the percept is intrinsically 

linked to the concept, just as the signifier is linked to the signified (Arnheim, 

1954).  

 Consequently, at a methodological level, the proposal is based on practice-

based learning, complementing theoretical aspects with practical ones and vice 

versa. Furthermore, this proposal puts into practice what is known as Art-based 

Project Learning (Archilla-Segade, 2024) and alternates between individual and 

collaborative work. All of these methodological experiences aim to personalise 

learning (Engel and Coll, 2022), placing the learner at the centre of their own 

learning.  

3.1. Objectives  

This proposal is situated within the context of contemporary arts education and 

is therefore linked to the current working practices of both teachers and artists. 

Photography is used as a teaching resource, and its main objectives are:   

• To place the artistic process at the heart of arts education.  

• To explore possible ways of initiating and developing one’s own artistic 

process through the photographic process. 

• To experience the non-immediacy and complexity involved in the percep-

tion and production of photographic images. 

• To connect the artistic process with students’ daily lives and interests. 

• To experience the transdisciplinary nature of the contemporary artistic 

process through the medium of photography and its application to teach-

ing.  

• To explore different methodologies, both collaborative and individual, for 

teaching innovation.  
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More specific objectives include:  

• To understand and put into practice the different uses and potential of-

fered by the photographic process in the art classroom.  

• To analyse and put into practice the various aspects and elements that 

make up an image and the ways in which they can be presented and, in 

turn, to relate them with the reflective and productive power of image-

making. 

• To create and compare various photographic contact sheets, incorporat-

ing both digital and analogue aspects of both the artistic process and the 

photographic process, through the link between the act of recording and 

what is recorded.  

• To become aware of the power that the images we see in our daily lives 

exert over us and, specifically, of those that make up our own archive, 

whether they are public, on social media, or more private, in our mobile 

device’s digital gallery.  

3.2. Development of each phase 

This activity begins at the end, with its method of evaluation. In this regard, 

Bloom’s Taxonomy is explained, which helps us to understand the steps we 

must take to carry out the activity successfully. Although it is a tool designed by 

Benjamin Bloom in 1956, it is useful for guiding this type of artistic process 

carried out in the classroom (Careiro, 2019).  

Accordingly, this proposal is divided into five phases, as shown in the table (Fig. 

2), that encompass the six levels of the aforementioned taxonomy. Each phase 

relates to elements of the curriculum for Art Education at primary school level. 

Following the table, a brief description will be provided of what is carried out in 

each phase.  

PHASES  BLOOM’S 
TAXONOMY  

SPECIFIC 
COMPETENCIES 
(LOMLOE) 

BASIC KNOWLEDGE 
(LOMLOE) 

PRIOR EXPERIENCE 
AND INITIAL 
EXPERIMENTATION 

Remember 
Comprehend  

  

THEORETICAL AND 
PRACTICAL 
INTRODUCTION TO 

Remember 
Comprehend  
Apply  

Research cultural 
and artistic 
expressions  

Reception and 
analysis. 
Active reception strategies: 



242 

Irantzu Sanzo San Martín. Repetición fotográfica. Experiencia a/r/tográfica situada en el encuentro entre el proceso 
artístico y el fotográfico 

 
 

 

 

 FOTOCINEMA, nº 33 (2026) | | E-ISSN: 2172-0150                     

IMAGE ANALYSIS Assess the sensations 
and emotions evoked 
by 
various cultural and 
artistic 
manifestations, based 
on analysis and 
understanding of 
these manifestations. 

seeking out, active 
listening, 
observation, viewing, and 
critical reflection. 
Subject-specific vocabulary 
for the fine and visual arts, 
film and video, music 
and theatre and the 
performing arts. 
 
 

COMPREHENSION, 
EXPLANATION AND 
IDENTIFICATION OF 
THE ELEMENTS OF AN 
IMAGE 

Comprehend  
Apply  

 Fine, visual and 
audiovisual arts 
Visual culture. The image 
in 
today’s world: techniques 
and strategies for reading, 
analysing and interpreting. 
Constituent elements of 
visual language and its 
expressive possibilities: 
point, line, plane, volume, 
shape, texture, colour. 

CONSOLIDATION OF 
KNOWLEDGE AND 
VISUAL ANALYSIS AND 
COMPARISON 

Apply  
Analyse  

  

REFLECTION, 
EVALUATION, 
DECISION-MAKING 
AND INDIVIDUAL 
CREATIVITY  

Evaluate 
Create  

Express and 
communicate 
ideas creatively  
Produce one’s own 
basic artwork, 
utilising the 
expressive 
possibilities of the 
body, sound, images 
and basic digital 
media, and 
demonstrating 
confidence in one’s 
own abilities. 

Creation and 
interpretation 
Stages of the creative 
process: planning, 
interpretation, 
experimentation, 
improvement and 
evaluation. 

Fig. 2. Table showing the stages of the proposal in relation to curricular elements. Prepared by 

the author based on Bloom’s Taxonomy and the LOMLOE. 

3.2.1. Previous experiences and initial experimentation 

Two figurative drawings of Soma cube pieces were produced, exercising an 

approach to a three-dimensional object through an interplay between visual, 

manual and cognitive elements, as is characteristic of art education. 

Subsequently we worked on three-dimensional forms in groups, first attempting 

to assemble the cube and then constructing figures before moving on to invent 

our own. An exhibition of the figures was organised and each group had to 

identify the three aspects of the sign, according to Charles Sanders Peirce’s 

semiotic classification—that is, the sign, the icon and the symbol—for each of 
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the figures. In this way, the students began to understand how visual signs are 

constituted within our perception.  

At the end of this session, the students were encouraged to carry out an initial 

experiment that would serve as the starting point for the project. The task was 

to create a digital photographic contact sheet, based on a grid comprised of at 

least 20 photographs, the only requirement being that one of the pieces of the 

Soma cube had to appear in every photo. All other aspects of the image—such as 

the size of the piece in the photograph, the background, etc.—were left to their 

discretion. 

 

Fig. 3. Students’ work (phase 1), 2026. Digital photograph. 

For orientation purposes, photographic works were shown to help outline the 

objectives of this exercise, such as the photographs by Eadweard Muybridge and 

the chronophotographs by Étienne-Jules Marey. There was a brief discussion of 

the origins of photography and its relationship with scientific imagery, and the 

two photographic projects were compared. While Marey keeps the frame and 
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camera position fixed, producing a single composite image, Muybridge uses 

several moving cameras, resulting in a grid of photographs that suggests a 

sequence. Photographs by Bernd and Hilla Becker were also viewed, introducing 

the potential encyclopaedic nature of photography on the one hand, but also, on 

the other, what both artists referred to as ‘anonymous sculptures’ and their 

relationship with the ‘found object’ and Marcel Duchamp’s readymades.  From 

this point, the notion of the ‘remake’ was explored, not merely as the creation of 

a version, but as an act of remaking. In this case, the exercise centered on the 

action of rephotographing a single object or motif multiple times. Driven by the 

central question—how many images compose an image?—this approach 

prompts a reflection on the symbolic connotation that photographic repetition 

or serialization can impart to an image or a body of work. 

 

F4. Producciones del alumnado (fase 1), 2026. Fotografía digital. 
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3.2.2. Theoretical and practical introduction to image analysis  

Following a reading of an extract from the book Art Thinking by María Acaso 

and Clara Megías (2017), explanations were given for concepts such as the 

punctum, in relation to the visual rhetoric coined by Roland Barthes, and the 

semiotic classification that Charles Sanders Peirce applied to visual signs.  

Subsequently, a variety of images were presented, spanning different artistic 

fields such as painting, sculpture, architecture and photography, as well as other 

types of images from media such as advertising, cinema, illustration, video 

games and pop music. Each student chose one and attempted to visually 

identify and analyse what was happening in it, based on what they had learnt 

previously.  

3.2.3. Understanding, explaining and identifying the elements of the 

image 

Using the cooperative ‘expert groups’ methodology, the class read a text that 

was based on the constituent elements of the image identified and defined by 

Arheim (1954) and summarised in the aforementioned book by Acaso and 

Megías (2017). 

The group then returned to the previously chosen image to analyse the new 

elements they had learnt. 

3.2.4. Consolidation of knowledge and visual analysis and 

comparison  

For this session, the contact sheets requested in the first session were printed in 

black and white. Using these photocopies, each of the elements studied (Fig. 5 

and Fig. 6) was analysed through questions posed by the teacher. The class also 

began to reflect on the symbolic level of the image. To this end, in addition to 

asking questions relating to the work done on the contact sheet, the students 

went on to apply these concepts to their own photographs in the digital gallery 

on their mobile devices or on their social media accounts. The ‘Compare–

Contrast’ thinking skill (Swart et al., 2013) was then applied to examine the 

relationship between the contact sheet and the selected grid from the digital 
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archive. Through this activity, the theoretical concepts covered were 

consolidated by applying them to the students’ own interests and images.  

In this phase, photographic works combining image and text were shown to 

demonstrate that the written element does not merely function as an 

explanation, but as another component of the work. These works included Roni 

Horn’s Still Water (2000), in which she writes various associations with water 

at the bottom of each photograph; Sophie Calle’s The Blind (1986), which 

consists of photographs and texts relating to the definition of beauty given by 

each of the people photographed; and Hans Haacke’s Shapolsky et al. 

Manhattan Real Estate Holdings, a Real-Time Social System, as of May 1, 1971 

(1971), comprising 142 photographs of properties in New York’s Lower East Side 

and Harlem at that time, accompanied by typewritten texts containing details 

about the photographed property. The conceptual element was therefore treated 

as fundamental to these works, whether political or poetic in nature, thereby 

highlighting the interaction between the physical and symbolic foundations of 

the image.  

 

Fig. 5. Student works (phase 4), 2026. Digital photograph. 
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3.2.5. Reflection, evaluation, decision-making and individual 

creation 

As a final step, students were encouraged to produce another contact sheet, but 

this time taking into account what they had learnt and experienced. Once again, 

the requirement was for a grid comprised of at least 20 photographs, although 

students now had to make their own choices regarding the subject matter, the 

sequence, and the formal and symbolic elements that comprised the work. 

Depending on individual decisions, and in line with the methodological aim of 

personalised learning, photographic references were provided to each student 

based on the repetition of a motif, such as the works of Duane Michals, Zoe 

Leonard, Xavier Ribas, Thomas Ruff, or David Hockney’s Polaroid compositions, 

amongst many others.  

Finally, as an optional exercise, the suggestion was made to take a single 

photograph that captures the most significant aspects of what had been learnt 

and experienced during the process. In this way, the process addresses the 

central structuring question: how many images compose an image? 

 

Fig. 6. Student works (phase 4), 2026. Digital photography. 
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3.3. Impact and evaluation of the project  

3.3.1. Impact  

As indicated in the methodology section and guided by the framework of Arts-

Based Educational Research, this study regards the photographic images 

produced as both a tool and an outcome of the research and, consequently, as 

indicators of the impact of the initiative. Furthermore, throughout the teaching 

intervention, a form of formative assessment was carried out that enabled the 

students to share the process with the teacher and the group alike. This 

formative assessment was made possible by the phased planning of the program 

and the participant observations carried out by the teacher during the process. 

Furthermore, at the end of the activity, a cumulative assessment of the outcome 

was carried out, along with a brief questionnaire so that students could 

anonymously evaluate the teaching-learning process and the proposed and 

achieved objectives.  

As for the images produced, when one looks at the body of work created by each 

student, the individual approaches for each artistic challenge are clear to see. 

Specifically, students identified how the same object was photographed 20 

times in the initial phase, and how the core elements of the image were 

understood and applied in the subsequent analysis. Witnessing the 20 resulting 

images alongside those of their peers allowed each student to gain an 

immediate, visual awareness of the nature of their own work. In fact, once the 

work was displayed in the classroom, it was noted how each set of images 

resembled a visual rubric of sorts, which clearly demonstrates the individual 

progress based on what had been learnt. Thanks to the process-oriented nature 

and serialized structure, this kind of image highlights the similarities and 

differences both within an individual practice and in relation to the class. 

Consequently, they serve as high-level evidence of competence, exponentially 

reducing the subjectivity inherent to both artistic production and its 

assessment. 

Through the creation of these images, not only have aspects constituting art 

education been studied, such as visual literacy and various artistic and visual 
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references, but they have also been put into practice. This is significant in 

pedagogical training as one is not merely learning to understand something, but 

rather to teach it. In the case of artistic competence, this requires progressing 

through all levels of Bloom’s Taxonomy. Consequently, this structured creation 

of photographic images has served to elevate the teaching-learning process to 

the level of analysis, evaluation and creation as outlined in that Taxonomy.  

In relation to the latter, a short questionnaire was designed as a further means 

of analysis where each question corresponds to the phases of the project, which 

in turn relate to aspects of the Taxonomy. The students completed it 

anonymously once the activity had finished. In summary, the results suggest 

that as the tasks move towards higher-order skills, the students’ understanding 

diminishes due to the complexity of these competencies; furthermore, several 

students noted a lack of time as a constraint. This might suggest an imbalance 

between the more conceptual and the more practical components of the 

proposal. Nonetheless, it is believed that they are appropriately and coherently 

intertwined. 

In turn, the analysis of the proposal’s impact was enriched by conversations and 

debates held in the classroom. One of the discussions that arose centred on how 

the images we see in our daily lives affect us and whether we take any action in 

response. We also wondered why a portion of school time is not devoted to 

visual literacy. Most of the learners had never heard of terms such as visual 

semiotics or the psychology of perception, nor had they ever analysed an image 

in depth, despite having written countless essays and text analyses. It was 

agreed that this fact makes us more vulnerable and less free when it comes to 

facing the contemporary digital landscape.  

It is therefore believed that this proposal has a positive impact on raising 

awareness of what the production and perception of images entail today, and of 

their importance in our work as teachers. 

3.3.2. Evaluation of the proposal  

Both formative and cumulative evaluations were used in this proposal. 

Furthermore, the first phase involved an initial assessment of the students’ 
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interests and prior knowledge. Assessment was initially carried out 

quantitatively. This assessment was based on rudimentary criteria such as the 

adequate submission of assignments, both in terms of deadlines and format, 

and the attendance and active participation in each session. Secondly, a 

qualitative assessment was carried out based on the following three criteria: 

whether work met the requirements or not—that is, whether all the elements 

covered were present; whether the students had contributed something new in 

relation to what had been covered and discussed in class; and whether they had 

linked the work to both what they had learnt in class and to their own interests 

and affinities. This simple and organic method of assessment corresponds first 

and foremost to the context in which it took place, which was not particularly 

focused on the arts, and to the phased approach proposed by Bloom’s Taxonomy 

in relation to the artistic process.  

The assessment revealed a positive outcome, with 70 per cent of students 

achieving ‘good’ or ‘excellent’ grades. This demonstrates the students’ 

responsibility and motivation, and in turn, the effectiveness of the content, 

references and methodologies applied. As for the remaining 30 per cent, these 

results either demonstrate quantitative insufficiencies that negatively impact 

the qualitative assessment, or reflect a lack of student engagement, with no 

contribution or connection to their personal interests. 

Furthermore, the teaching practice was also assessed by carrying out a SWOT 

analysis to provide a concise overview of the strengths and potential 

improvements to be implemented in future iterations of the project. In 

summary, a key strength highlighted is the aesthetic appeal of the grid structure 

thanks to its versatility, regardless of the chosen motif. As for opportunities, the 

project’s ability to tailor the process to each learner’s interests is emphasised, as 

this fosters a more intimate and personal connection both with art and the 

collective group. Regarding the threats and weaknesses of the proposal, in 

addition to the difficulties arising from non-attendance and potential lack of 

interest, the personalised monitoring of the process by the teaching staff 

stressed the time commitment required for each session.  
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4. Results  

The main result of this study is the successful testing of photography—and more 

specifically, photographic repetition—as both an instrument and an outcome of 

the research. Although it was stated that the aim was to seek methodological 

results, the key contribution of this article is to present—through both artistic 

work and pedagogical experience—how this testing process was carried out. 

Primarily, this research gives rise to new questions stemming from the one 

posed in the teaching proposal: ‘How many images make up an image?’. 

Questions arise such as: when is a photograph actually taken? How and why do 

I choose one photograph over another? What elements constitute the image? 

What is the relationship between the photographic image and time? And with 

space? And with materiality? In what ways does photography differ from other 

artistic disciplines? What are the visual and artistic references that influence us 

when creating and visualising images? The fact that all of these questions apply 

to the three spheres of work—artistic, research and educational—begins to 

reveal aspects of the foundational structure based on the transferential 

relationships between these fields.  

As such, positioning the artistic process at the centre of the action—be it artistic, 

educational or research-based—is an essential aspect of this structure. Indeed, it 

encourages us to conceptualise the work across the three aforementioned fields 

as if it were a photographic laboratory, a space where the various processes 

involved in the constitution of the image converge. Here, photographic 

repetition plays the role of both cause and effect. In other words, by placing the 

artistic process at the centre of the action, it precludes the creation of a single, 

unambiguous type of image. In turn, refotography allows the artistic process to 

be visualised across its various stages and phases.  

 

5. Conclusions and discussion  

Based on the work carried out and presented in this article, it can be stated that 

photographic repetition, or refotography, has fostered a natural development 

between the roles of artist, researcher and teacher and, consequently, between 
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artistic creation and educational design. As such, this is an a/r/tographically 

situated study as it encompasses the three basic components of 

research/inquiry, artistic practice and teaching/learning (Marín-Viadel and 

Roldán, 2019). Furthermore, as it is not only conceived from the perspective of 

the artist/researcher/teacher but also in relation to a group through an 

educational proposal, a form of collaborative research is carried out that 

facilitates the testing of refotography in different contexts.  

The early phases of the artistic practice (Fig. 1) and the teaching proposal (Fig. 

3, Fig. 4) involve a form of extensive repetition associated with terms such as 

copy, duplication (Krauss, 1996), remake (Castro, 2013), photographic series, 

the photographic pair and even the photo-essay (Marín-Viadel and Roldán, 

2014). Essentially, photographic repetition takes the form of a repeated motif 

and, for the most part, a grid structure. In turn, these are the only two 

requirements for fulfilling the first phase of the teaching proposal. Thanks to 

this transfer between artistic and pedagogical practice, this study comes closer 

to both its hypothesis and its research objectives. It was found that the outcome 

of this application of refotography is somewhat different from what has 

occurred within the context of the natural and social sciences. In other words, in 

more scientific and empirical research the conditions of the experiment must 

remain stable in order to reveal changes in the subject being photographed. In 

this case, it is the variations to which the subject is subjected that reveal the 

perceptual and, where applicable, creative development of the photographer. 

Any attempt to analyse a single image in isolation is thwarted with a modular or 

grid structure of images, which are found in research fields as diverse as natural 

and social sciences (Metcalfe, 2016), in most of the artistic references cited, in 

the visual organisation of image galleries on mobile devices, as well as the most 

widely used social media platforms today. Furthermore, this organisation 

visually underscores how teaching practice serves as a primary vehicle for these 

connections. Consequently, this structure highlights how each image emerges 

from a specific context and set of images and makes tangible its resistance to the 

univocal and linear limitation of being merely the communication or expression 

of an idea; in other words, it resists being the kind of ‘information-image’ 
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mentioned at the outset (Euba, 2016). It appears, then, that this type of 

arrangement invites us to enter a sort of photographic laboratory or apparatus, 

enabling us to explore the common ground between the production and 

perception of images and, consequently, facilitating the link between the 

photographic act (Dubois, 1986) in conjunction with artistic and learning acts.  

From this point onwards, the process moves towards a form of repetition that is 

no longer merely extensive but also intensive, of a more internal and less 

obvious nature. While photography is conceived as an instrument and a result 

applicable to the three spheres of action—art, research and education—as 

advocated by the studies already cited (Marín-Viadel and Roldán, 2014; Mesías-

Lema and Ramon, 2021; Chacón-Gordillo et al., 2021), the notion of 

rephotography does not strictly follow a thematic objective defined a priori. In 

this way, in its connection with photography, repetition becomes a set of 

boundaries that establish the conditions for the person experiencing it to 

generate something of their own. In other words, refotography functions in a 

similar way to rhythm, as it encourages us to dance but, at the same time, 

subjects us to its cadence and thus acts as a boundary that paradoxically 

liberates. It functions simultaneously as both a driving force and a brake on the 

artistic process, offering liberation from the imperative of creativity, of 

representation, and from the need to produce a specific kind of result.  As each 

individual seeks a way out of these conditions, they will reveal that other, deeper 

form of repetition, which is not only carried out consciously and deliberately, 

but simply happens and challenges us.   

Consequently, through refotography, this study presents a specific approach to 

the production and perception of images applicable within the context of artistic 

practice, research and education. It highlights a type of image that emerges from 

the iterative relationship with the elements, agents or phenomena that enable 

its constitution and intelligibility. In this sense, and in relation to the 

photographic process, a relationship of symmetry is established between the 

photographic apparatus, the subject being photographed and the photographer. 

Rather than being merely anchored in narrative, visual or formal foundations, 
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the study points towards a form of artistic creation and teaching that is situated 

within a paradigm shift of contemporary artistic practice.  
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