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COPY

NARRATIVE

The body of work ‘COPY’ 
explores the ways that crossing a 
historic medium like drawing with 
technological viewing platforms can 
open up a space for thinking about 
the ways images are communicated 
and conveyed. The research drew 
extensively from disparate digital 
archives accessing images such 
as Goldsmith’s Iraq memo to Prime 
Minister Tony Blair, early drafts 
of DNA theory, Bastien-Lepage’s 
unrestored painting of Joan of 
Arc (1879) and Jorge Borges’ 
handwritten notes. Each work is a 
hand-made copy of a digital image 
or document reflecting on the role 
of the copy in the production of the 

cultural archive. Drawing as method 
invokes deep looking, inscribing the 
researcher into the source, 
in a way that is performative and 
processual in order to examine 
correspondences between image, 
reality, representation and 
presentation.

The drawings experiment 
with the material conditions of 
copying through production of close 
facsimiles of the digital source, 
citing and reversing the detachment 
from hand-made processes. 
Drawings on paper are made from 
digital images and 

Above: DNA in Nature

drawn in a way that gives attention 
to the screen, its pixels and the 
glitches of digital transition. The 
copy, its referent, and the limits 
of reproducibility are examined 
through a process that passes 
each source image or text through 
media that exposes its granularity. 
Something of this material 
granularity gets lost in the context 
of new reproductive techniques as 
the digital copy resists the trace 
of performance, and without the 
ghost of presence there is a more 
literal correspondence of meanings 
between ‘original’ and ‘copy’. 
The visual value of the surface is 

reclaimed as the layers composing 
the originality of the source are 
peeled back, extending copying 
into a closer attentiveness to matter 
as a counterpoint to the digital 
degradation of the referent. 
This research received the Evelyn 
Williams Drawing Prize (2019).

https://www.shu.ac.uk/art-design-media-research-centre


1/3

COPY - artefact gallery

OUTPUT

COPY

1. Important Mountains 2. Time will darken it 3. My Problem Child

4. Astrolabe (St Augustine’s study) 5. Endless Caverns 6. Photo 51

Please view PDF with titles of all images 
listed here.

https://extra.shu.ac.uk/refproject/McCarthy_Penny/2_COPY/OUTPUT/COPY%20List%20of%20Images%20P.McCarthy.pdf
https://extra.shu.ac.uk/refproject/McCarthy_Penny/2_COPY/OUTPUT/COPY%20List%20of%20Images%20P.McCarthy.pdf
https://www.shu.ac.uk/art-design-media-research-centre
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7. Goldsmith Memo
8. Zeppelin postcard 9. Forest Fire

10. Pearl Diver

https://www.shu.ac.uk/art-design-media-research-centre
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COPY - artefact galleryCOPY

11. Pierre Menard, Author of the Quixote

12. Borges and I
13. F.A. PESSOA

14. Babel 18 15. BABEL 22 La Bibilioteca da Babel 16. Jorge Luis Borges’  visiting card front

17. Reverse of Jorge Luis Borges’ visiting card

https://www.shu.ac.uk/art-design-media-research-centre
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METHODS

COPY

This study questions the role of the 
copy in the post-digital by putting 
handmade works in conjunction with 
digital images. There is something 
illicit, elliptical and even corrupt 
about the activity of copying. 
The definitions of the differences 
between fakes, counterfeits, replicas 
and copies are perhaps less useful 
to this project than the idea of 
the ‘proxy’. In his book Proxies: 
Essays Near Knowing (2016), Brian 
Blanchfield describes the proxy as 
expressing a concession to failure 
or error, a work that is a stand-in 
for something that approximates 
the feeling you might get from the 
desired artefact — if only you could 
get your hands on it. Copying is 
analytic, offering a way to focus on a 
subject materially, to unpack it until 
it releases something new. Copying 
is a site of meditation, ritualistic. 
As the copies that comprise this 
output are made by hand, they are 
necessarily inexact — there is an 
intrinsic fragility in their contingent 
relation to the source.

This project operates within a 
contemporary framework of copyist 
practices. In Uncreative Writing: 
Managing Language in the Digital 
Age (2011) Kenneth Goldsmith 
considers the practice of copying 
as a political act that can vivify and 
animate a text.  

There is a now-established 
tendency to explore the copy by 
passing it through media that 
exposes its granularity. Rather than 
producing a simulacrum, these 
practices make media performative 
and indexical. From this emerges a 
kind of resistant ideology, and a 
circulation of the 
‘poor image’ described by Hito 
Steyerl. Maybe this is a restatement 
of Marshall McLuhan’s ‘the medium 
is the message’, distinguishing the 
machine’s transmission — blind to 
poetic nuance — through the act of 
copying as channelled through 
human consciousness. 

This body of research explores the 
specific connection between 
copying and the limits of 
reproducibility. While it investigates 
current debates on the nature of the 
copy, in some sense the project is 
contextualised by the era of Xerox 
art when running an image or a text 
repeatedly through a photocopier or 
fax machine would produce 
something imagistic out of language 
until another kind of reading would 
emerge. The photocopier, the Xerox 
machine or the fax – these 
machines occupied a transitional 
moment between the analogue and 
digital. 

Yet the pleasure of the photocopy 
multiplied and pushed to the 
point of entropic collapse actually 
extends copying into an even closer 
attentiveness to matter. We see 
this in the images that W.G. Sebald 
used in his books, in which the 
copied and re-copied images imply 
the hands of the author holding the 
image to the machine again and 
again until it degrades, signifying 
something lost and opaque. These 
melancholy images convey an 
erosion of reality estranged from 
both the viewer and the narrator, 
perhaps also embodying the failure 
of technological transmission.

In the face of new reproductive 
techniques, something of this 
material granularity gets lost. It is 
more common to refer to the copy 
than the practice of copying. The 
digital copy resists the trace of 
gesture and performance, without 
the ghost of presence, there is a 
more literal correspondence of 

meanings between ‘original’ and 
‘copy’. Maybe it is the riddle of 
presence that delivers meaning in 
the copy – something that was once 
something else is now transformed 
through a matrix of meanings 
including time, source, author, 
process. 

The Copy project includes 
works made for exhibitions and 
publication, conference papers, 
public presentations and an 
online digital index, each iteration 
generating the next. A number of 
grisaille works were made applying 
drawing as a subjective interpretive 
experience that is also a complex 
relational activity. Each stage of 
the project began with a series of 
these drawings which are then re-
animated and re-considered through 
different public platforms. The 
following are selected as examples 
of development of the method used 
throughout. 

Copy as verb … The speech was copied word for 
word… Copy the file to your hard drive... We caught 
you copying. 

Goldsmith Memo | Pencil on paper, 70cm 
x 100cm, 2016

https://www.shu.ac.uk/art-design-media-research-centre
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In the Preparation of the Novel 
(2016), Roland Barthes proposes 
that ‘to want to write is to want to 
re-write’—this might also be said of 
drawing as transcription.

Goldsmith Memo is a pencil-drawn 
copy of Lord Goldsmith’s memo to 
Tony Blair informing him that war 
on Iraq will be illegal. The work was 
first shown in the context of other 
material reflecting on the events of 
9/11 in Esopus Journal (New York). 
The source was a screengrab from 
an image tucked away as a tiny 
thumbnail in an online essay in the 
New York Review of Books. 

Screengrab of Lord Goldsmith’s memo to 
Tony Blair

The intention was to reconstruct 
the memo materially, to resituate 
it in time and place as a form to 
think from in order to investigate 
its historical residue. Certain 
overlooked details emerge from the 
source through extended looking to 
register things that an historian, for 
example, would not be permitted 
to comment on. The memo is 
identifiable with the much discussed 
‘dodgy dossier’ at the start of the 
post-truth phenomenon, a collection 

of documents on Saddam Hussein’s 
Iraq. Goldsmith Memo is intended 
as a memento mori, drawing 
attention to the implications of its 
existence, like a message to the 
future when the key players will no 
longer exist. Constructing the work 
involved a degree of performativity 
as ‘forging’ the handwritten 
comments involved an embodiment 
of the original writer(s) (in this 
case Prime Minister Tony Blair 
and his advisors). The difficulty of 
distinguishing the drawn copy from 
the jpeg prompts questions about 
the veracity of seeing.

Lost in Space Scenarios is a pencil 
drawing made from an image in the 

online NASA archive. This work was 
also made for Esopus Journal and 
further iterations were developed 
following this. The original text, and 
therefore the work, is a script written 
by White House Chief of Staff, H.R. 
Haldeman, for President Nixon to 
speak in the event of a disaster 
during the Apollo 13 mission. The 
text seems to imagine a future that 
didn’t take place, or —maybe—a 
present that is volatile. What is 
strange is the fiction, both the fiction 
of history as we know it, and the 
imagined history that didn’t happen. 

To further analyse the text and 
extend the work’s reach, Lost In 
Space Scenarios was also delivered 
as a solo live piece alongside the 
exhibited work at Site Gallery in 
2017 (see script attached in Aura 
Output 1).

Other examples of this method are 
echoed in other works as follows. 

The publication La Biblioteca de 
Babel and related works extend the 
method.

Handwritten page from La Biblioteca de Babel 
(2018) 

https://www.shu.ac.uk/art-design-media-research-centre


3/5

Copy as verb … The speech was copied word for word… Copy the file to your hard drive... We caught you copying. COPY

The meaning of authorship is central 
to Jorge Luis Borges’ work. Borges 
invites collaboration when he tells 
us that authorship is chance, that 
any writer may be the author of any 
text. Each of these texts was re-
made by hand from a digital source 
as an embodied translative process 
of de- and re-contextualisation. The 
project sought to actively engage 
with Borges’ texts as a responsive 
practising of the work at the level 
of each sentence, working it out, 
copying it, and performing it to the 
extent that each piece could then 
behave as if it were a new version.

Babel 18 and Babel 22 are paintings 
made from images of Borges’ 
hand-written manuscripts found in 
online auctions. Borges and I and 
Pierre Menard, Author of the Quixote 
are pencil drawings from personal 
copies of books. Babel 22 was the 
starting point for the publication La 
Biblioteca de Babel (2018) which 
meticulously examined his work 
of the same name through an 
assimilation of his text that imposed 
the rhythm of drawing on Borges’ 
words.

Macchia
In his Treatise on Painting (1452-
1519) Leonardo da Vinci described a 
painting’s ‘macchia’ as  ‘(…) a stain 
on a wall, where you see a beautiful 
country’.

The Macchia project further 
developed this examination of the 
copy by turning its focus towards 
the digital images that had been 
sources for other works, thereby 
inverting the on-going method. The 
research stemmed from an on-
going interest in machine reading 
and image recognition in relation to 
picture reading in an art historical 
sense.

The project was triggered by the 
experience of solving a reCAPTCHA 
puzzle divided into 8 x 4 squares: 
first a series of images of cats, 
next an image of road signs on 

a freeway. These puzzles are a 
version of the Turing test iconically 
used in the film Bladerunner (dir. 
Ridley Scott, 1982). Instead of 
a machine seeking to convince 
a human that it is human, we 
are tasked to evidence our own 
humanity to an AI.

Macchia explores the relations 
between digital and analogue 
copies, examining the framework 
of meaning that is produced 
when representations of material 
forms are transported between 
the material world and the digital 
domain. This project developed 
a prototype app that produced 
search results that responded to 
McCarthy’s own mimetic copies of 
images found online.
The Macchia app indexes a series 
of drawings of digital images to 
interrogate and expose the ways 
that image search engines interpret 
hand-made representations as 
‘equivalents’ of their source. A 
series of drawings were made as 
close facsimiles of images found 
online. These works carefully 
reproduced each image, using 
each pencil mark to facilitate a fine 
granularity that matched pixel for 
pixel of the source image. Untitled 
jpegs of the hand-made copies were 
then uploaded to image-search for 
‘equivalent’ images.

The search results did not 
always locate the source images, 
challenging a drawing’s ability to 
accurately reproduce the source 
by exposing the inadequacy of the 
form’s mimetic facility. The picture 
analysis software is designed 

https://www.shu.ac.uk/art-design-media-research-centre
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to recognise light and shade, 
reading the image as a composite 
of shadows. The online system 
was tailored to locate counterfeits 
and the plagiarism search engine 
software appears unable to read 
some images correctly: it often 
cannot locate the digital source for 
the copy. However, there were also 
times when the drawing’s mimetic 
precision was recognised by the 
software and over the course of the 
project a style of drawing evolved 
that was increasingly capable of 
producing successful results. These 
drawings were simplified, reducing 
image making to greater contrast 
of light and dark. They were also 
drawings from sources with a high 
rate of hits.

The image search ‘equivalents’ 
as a demonstration of what the 
artificial intelligence ‘sees’ raises 
questions about the difference 
between human and AI visual 
comprehension. It is interesting 
to note that over the course of the 
project, the AI gained in subtlety 
as it built intelligence based on the 
data (the types of image) from the 
searches that informed the project. 
In other words, the AI was also 
studying the study. 

Working between two materialities 
in this way enabled a focus on the 
distinct characteristics and formal 
languages of representation in the 
analogue and digital. The limits of 
each form were mapped through the 
process by situating both modalities 
side by side. 

Macchia was initially made as 

a gallery work for the exhibition 
Material Truths. It was subsequently 
re-made as an online work that 
indexes a broader selection of 
images, some of which have 
been made (or re-made) in direct 
response to images found by the 
software. The nature of the system 
means that the response is never 
the same as images constantly 
appear online. 

Our historical moment offers 
new opportunities to learn, and 
digital media invites us to re-think 
the intelligent contrivances, the 
technologies and techniques of its 
eco-system. Through a ‘dialogue’ 
with the search engine’s artificial 
intelligence, the project opened 
up in ways that were not foreseen, 
becoming an exploration of art’s 
connection to personhood and the 
potential for loss of personhood in 
the digital world as the trace of the 
artist’s hand recedes. The project 
also offered an opportunity to think 
beyond that divide, to think about 
media in terms of being.

When uploaded to Macchia, the 
software shows the following image 
as an equivalent or corresponding 
image. The below image of The 
Garden of Forking Paths was 
interpreted as the second image of 
a skirt.

https://macchia-2017.herokuapp. 
com/ 
DNA in Nature (2018)
DNA in Nature and Photo 51 (2018) 
are works composed entirely of 
quotations: from different papers 
in Nature in 1953, and also from 
McCarthy’s earlier work, Nature No. 
4532 (2003). The method began 
with related texts collaged together 
as a material correlate of a mental 
ordering to assess and understand 
their relations to one another. The 
collages formed the basis of the final 
drawings. The works point not only 
to DNA as a copying mechanism 
for genetic material, but also to the 
multiple moments of making by 
different authors over time. 

Mirror: time will darken paper 
developed from a conference paper 
for the Memories of the Future 
conference, the essay Mirror: 
time will darken paper presented 
the opportunity to reflect on, and 
set down, possible solutions to 
the questions and problems that 
the project of copying (drawing, 
interpreting, using drawing’s 
materials and contexts) causes to 
emerge. 

View PDF of Mirror: time will 
darken paper

Time will darken paper,  is a 
picture essay, commissioned for 
Esopus Magazine (New York). 
The prefacing article on the design 
of the New World Trade Center and 
the events that led to its creation, 
provided a context for ‘Time will 
darken paper’ to look obliquely in the 
shadow of the events at social and 

https://macchia-2017.herokuapp.com/
https://macchia-2017.herokuapp.com/
http://shura.shu.ac.uk/11024/
http://shura.shu.ac.uk/11024/
https://www.shu.ac.uk/art-design-media-research-centre
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political agendas leading up to it. 
Beyond this immediate context, the 
work considered the effects of time 
by foregrounding this visual essay 
with a work based on the first text 
written as an instruction for painters 
by Francisco Pacheco in 1649. The 
project reflects the expressive 
potential of drawing alongside the 
production bias of printed matter.

View flip through issue here

The examples outlined here 
elucidate methods that were applied 
to the construction of other images 
in this output. 

Further works are included in 
publications, exhibitions and 
other forms documented under 
Dissemination.

https://www.esopus.org/contents/view/334
https://www.shu.ac.uk/art-design-media-research-centre
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DISSEMINATION

COPY

1. La Biblioteca da Babel
publication The Good Reader
series, ed. Sharon Kivland, pub. Ma
Bibliotheque, ISBN 9 781910055465
Published 2018
15 new drawings were made for this
publication.

View PDF of test cover

View PDF of chapter

2. 2017 Mirror: Time will
Darken Paper, 5000-word
illustrated chapter in Memories
of the Future, eds. D.Jaffe and
S.Wilson, pub. Peter Lang ISBN
978-1-78707-575-7

View Memories of the Future 
conference PDF

3. 2014 Memories of the Future,
peer-reviewed conference paper,
Chelsea College of Arts, UAL
and the Institute of Modern
Languages Research (SOAS)
(2- 3 May)

https://www.esopus.org/contents/
view/334

View PDF

4. Time will darken paper, picture
essay with pull-out poster  : for
Esopus magazine, Spring issue
2014

Funding for this output was 
received from the Esopus 
Foundation (New York), Site 
Gallery and Middlesbrough 
Institute of Modern Art (MIMA), 
and the Art & Design Research 
Centre (ADRC)

https://extra.shu.ac.uk/refproject/McCarthy_Penny/2_COPY/DISSEMINATION/1%20LA%20BIBLIOTECA%20DE%20BABEL%20test%20cover%20copy.pdf
https://extra.shu.ac.uk/refproject/McCarthy_Penny/2_COPY/DISSEMINATION/2a%20Memories%20of%20the%20Future%20chapter%20P.McCarthy.pdf
http://shura.shu.ac.uk/11024/
http://shura.shu.ac.uk/11024/
https://www.esopus.org/contents/view/334 
https://www.esopus.org/contents/view/334 
https://extra.shu.ac.uk/refproject/McCarthy_Penny/2_COPY/DISSEMINATION/P.McCarthy%2C%20artist%27s%20project%2C%20Esopus%2021.pdf
https://www.shu.ac.uk/art-design-media-research-centre
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McCarthy receiving Evelyn Williams Draw-
ing Award  View PDF

1. 2019-20 Trinity Buoy Wharf Drawing
Prize, Trinity Buoy Wharf, Salisbury
Museum and The Gallery at De Montfort
University, Leicester from October 2019

McCarthy was awarded the Evelyn Williams 
Prize at the Trinity Buoy Wharf Drawing 
Prize in 2019. The award was for further 
development of the Copy as part of a solo 
exhibition at Hastings Contemporary in 
conjunction with Drawing Projects UK. 

http://trinitybuoywharfdrawingprize. 
drawingprojects.uk/index.php/news/14-
trinity-buoy-wharf-drawing-prize-2019-
award-winners

2. 2018-19 Liquid Crystal Display, Site 
Gallery, Sheffield (Sept. 18- Jan.19), MIMA, 
Middlesborough (February - May 2019) 
Liquid Crystal Display (2017) eds. L. 
Sillars, S.Jackson, A. Sule, K. Young ISBN 
9781899926091

Picture Room, Brooklyn, New York

Malevolent Eldritch Shrieking, Attercliffe 
TM, Sheffield

VIew PDF

Middlesbrough Institute of Modern Art 
Includes a public discussion with MIMA 
Director Laura Sillars and Esther Leslie, 
Waad AlBawardi, Penny McCarthy https://
visitmima.com/whats-on/single/liquid-
crystal-display/

4. Reviews
https://www.sheffieldtelegraph.co.uk/arts-
and-culture/art/drawing-dna-sheffield-artist-
penny-1346129

https://corridor8.co.uk/tag/penny-mccarthy/

https://www.a-n.co.uk/news/blank-canvas-
artists-experiment-create-new-work-sheffields-
site-gallery-reopens-1-7m-development/

1
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Book Review

Memories of the Future: On Countervision

Stephen Wilson and Deborah Jaffe (eds.), Peter Lang, 2017.  
277 pp., 38 b&w illus., paper, £46.95. ISBN: 9783034319355.

In his ‘Introduction to Methodology: Virtual Special Issue 
for the Journal of Design History’, published in June 
2018, D. J. Huppatz makes the point that over the past 
two decades, design research methods have expanded 
to include approaches not only from art history, cultural 
and literary studies, anthropology and sociology, but also 
from science and technology studies and environmental 
science. Memories of the Future: On Countervision is an 
addition to this list because it contributes new and ori-
ginal critical perspectives on time and memory to design 
histories and methodologies.

The book contains twelve contemporary essays by art-
ists, designers, and academics, which in different ways 
exemplify alternative, counterfactual, and counterfic-
tional methodological strategies for how to think about 
the status of memory and its implications for planetary 

futures in and through contemporary art and design 
practices. The editors present the reader with a scenario 
of a current crisis of representation, where politics has 
been eviscerated by neo-liberal global capitalism and in 
which our hold on the future has become highly tenuous. 
The introduction more than hints at the undoing of the 
logic of modernism and its certainties under new global 
conditions of commodification, insecurity, and precarity.

The institutional context in which the book was gener-
ated is important because of the interesting position it 
occupies in bringing a variety of scholars and practition-
ers together under the banner of memory and future 
studies at a conference entitled ‘Memories of the Future’, 
held at Chelsea College of Art in May 2014. The confer-
ence was organized by the University of the Arts London 
and the Institute of Modern Languages Research, School 
of Advanced Study, University of London, with the sup-
port of University College London (UCL) Faculties of Arts 
& Humanities and Social & Historical Sciences, and the 
Italian Cultural Institute. Here the book’s claim to be a 
new kind of hybrid mix in the cross-disciplinary study of 
memory can be understood, not only as a distinct con-
tribution to the wider humanities field from an art and 
design perspective, but also a means of bringing discur-
sive theory to bear upon art and design practices. In both 
senses, it is a contribution to a deepening understanding 
of how new research approaches can be led out of prac-
tice as much as how the continuing expansion of cultural 
theory continues to inform practices.

The volume is made up of twelve chapters together with
an introduction by Stephen Wilson, one of the editors,
and is organized around four cognitive groupings of
the overall theme. Part 1, ‘Memories of the Future: On
Countervision’ contains two essays by the keynote speak-
ers at the conference, Alberto Abruzzese and Malcolm
Quinn, which introduce the overall theme of the book
and its complexities, framing the contributions with the
paradoxical question of whether the future is no future.
Part 2, ‘Intersections of Memory, Formative Experience
and Learned Culture’, is made up of four chapters, with
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3. Andrew Dewdney reviews Memories of 
the Future in Journal of Design History, 
Volume 32, Issue 1, February 2019, Pages 
110–112, https://doi.org/10.1093/jdh/epz002: 
https://academic.oup.com/jdh/article-
abstract/32/1/110/5310393

http://thegallery.dmu.ac.uk/
http://thegallery.dmu.ac.uk/
http://trinitybuoywharfdrawingprize.drawingprojects.uk/index.php/news/14-trinity-buoy-wharf-drawing-
http://trinitybuoywharfdrawingprize.drawingprojects.uk/index.php/news/14-trinity-buoy-wharf-drawing-
http://trinitybuoywharfdrawingprize.drawingprojects.uk/index.php/news/14-trinity-buoy-wharf-drawing-
http://trinitybuoywharfdrawingprize.drawingprojects.uk/index.php/news/14-trinity-buoy-wharf-drawing-
https://extra.shu.ac.uk/refproject/McCarthy_Penny/2_COPY/DISSEMINATION/6%20EWilliams%20Drawing%20Prize%20PM%20and%20BW%20update%20doc%5B2305843009261745071%5D.pdf
https://extra.shu.ac.uk/refproject/McCarthy_Penny/2_COPY/DISSEMINATION/7%20Liquid%20Crystal%20Display%20at%20MIMA.pdf
https://visitmima.com/whats-on/single/liquid-crystal-display/
https://www.sheffieldtelegraph.co.uk/arts-and-culture/art/drawing-dna-sheffield-artist-penny-1346129
https://www.sheffieldtelegraph.co.uk/arts-and-culture/art/drawing-dna-sheffield-artist-penny-1346129
https://www.sheffieldtelegraph.co.uk/arts-and-culture/art/drawing-dna-sheffield-artist-penny-1346129
https://corridor8.co.uk/tag/penny-mccarthy/
https://www.a-n.co.uk/news/blank-canvas-artists-experiment-create-new-work-sheffields-site-gallery-r
https://www.a-n.co.uk/news/blank-canvas-artists-experiment-create-new-work-sheffields-site-gallery-r
https://www.a-n.co.uk/news/blank-canvas-artists-experiment-create-new-work-sheffields-site-gallery-r
https://academic.oup.com/jdh/article-abstract/32/1/110/5310393
https://academic.oup.com/jdh/article-abstract/32/1/110/5310393
https://www.shu.ac.uk/art-design-media-research-centre
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Book Review

Memories of the Future: On Countervision

Stephen Wilson and Deborah Jaffe (eds.), Peter Lang, 2017.  
277 pp., 38 b&w illus., paper, £46.95. ISBN: 9783034319355.

In his ‘Introduction to Methodology: Virtual Special Issue 
for the Journal of Design History’, published in June 
2018, D. J. Huppatz makes the point that over the past 
two decades, design research methods have expanded 
to include approaches not only from art history, cultural 
and literary studies, anthropology and sociology, but also 
from science and technology studies and environmental 
science. Memories of the Future: On Countervision is an 
addition to this list because it contributes new and ori-
ginal critical perspectives on time and memory to design 
histories and methodologies.

The book contains twelve contemporary essays by art-
ists, designers, and academics, which in different ways 
exemplify alternative, counterfactual, and counterfic-
tional methodological strategies for how to think about 
the status of memory and its implications for planetary 

futures in and through contemporary art and design 
practices. The editors present the reader with a scenario 
of a current crisis of representation, where politics has 
been eviscerated by neo-liberal global capitalism and in 
which our hold on the future has become highly tenuous. 
The introduction more than hints at the undoing of the 
logic of modernism and its certainties under new global 
conditions of commodification, insecurity, and precarity.

The institutional context in which the book was gener-
ated is important because of the interesting position it 
occupies in bringing a variety of scholars and practition-
ers together under the banner of memory and future 
studies at a conference entitled ‘Memories of the Future’, 
held at Chelsea College of Art in May 2014. The confer-
ence was organized by the University of the Arts London 
and the Institute of Modern Languages Research, School 
of Advanced Study, University of London, with the sup-
port of University College London (UCL) Faculties of Arts 
& Humanities and Social & Historical Sciences, and the 
Italian Cultural Institute. Here the book’s claim to be a 
new kind of hybrid mix in the cross-disciplinary study of 
memory can be understood, not only as a distinct con-
tribution to the wider humanities field from an art and 
design perspective, but also a means of bringing discur-
sive theory to bear upon art and design practices. In both 
senses, it is a contribution to a deepening understanding 
of how new research approaches can be led out of prac-
tice as much as how the continuing expansion of cultural 
theory continues to inform practices.

The volume is made up of twelve chapters together with 
an introduction by Stephen Wilson, one of the editors, 
and is organized around four cognitive groupings of 
the overall theme. Part 1, ‘Memories of the Future: On 
Countervision’ contains two essays by the keynote speak-
ers at the conference, Alberto Abruzzese and Malcolm 
Quinn, which introduce the overall theme of the book 
and its complexities, framing the contributions with the 
paradoxical question of whether the future is no future. 
Part 2, ‘Intersections of Memory, Formative Experience 
and Learned Culture’, is made up of four chapters, with 
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