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INTRODUCTION

Contemporary times call for new visual methodologies. We need collaborative, ethical, responsible and
interventional methods capable of showing up and communicating local and global challenges and
imagining, proposing and initiating routes to new and better futures. Visual ethnography is at the centre
of this move. How does visual ethnography embrace new ways of being, emerging technologies and
the complexities and contingencies that surround our possible futures?

Images are ‘everywhere’. They permeate our academic work, everyday lives, digital and social media worlds,
societal narratives and imagined futures. They inhabit and inspire our imaginations, technologies, texts and
conversations. In the contemporary moment, more than ever before, camera and screen technologies are also
almost everywhere. They involve an expanding range of forms and modes of imaging, including smartphone,
wearable, surveillance, and other embedded and mobile photographic devices.

Doing Visual Ethnography responds to the needs of and demands on qualitative researchers in this evolving
context of research and practice. Here, alongside the new intelligent and automated technologies, previously the
stuff of science fiction, which are entering our everyday lives, new modes of everyday hope, anxiety and
uncertainty are emerging. This book presents an approach to research that accounts for and harnesses this
human experience, imagination and action. It goes beyond the focus on visual methods of research and
representation that dominates existing accounts of and guides to visual methods or ethnographic film: it invites
researchers to a more theoretically and technologically advanced visual ethnography practice for studying the
worlds we inhabit; and it sets out a new approach to qualitative methodology that embeds visual practice in
research which accounts for futures, impact and the interventional and interdisciplinary possibilities of the social
sciences.

We have seen rapid changes in the ways that visual ethnography can be practiced over the last twenty years. As
personal digital and connected mobile technologies and media became ubiquitous, images were embedded in our
social activities and encounters and in the digital architectures of the environments we move through in our
everyday lives. Images are used to record and reconstruct the past through, for instance, archiving and
visualisation techniques. In the present the visual is inextricably interwoven with our personal identities, narratives,
lifestyles, cultures and societies, as well as with definitions of time, space, place, reality and truth. Utopian and
dystopian images inhabit our mediated worlds, giving view to possible futures that we might hope for or dread,
while it has been imagined that future images will be viewed through emerging screenless technologies. Our
experience and use of the visual continues to evolve as people and organisations, in varied ways across the
world, make and improvise with images of different kinds in ways afforded by new and emerging technological
innovation and possibilities. As new modes of Artificial Intelligence (Al) and Automated Decision-Making (ADM)
increasingly (and sometimes invisibly) become embedded in everyday technologies, services and processes, we
will encounter new ways of making, experiencing and researching with, through and about the visual. Visual
surveillance and big data analytics have rapidly become part of the way social and human worlds are understood
in the dominant narratives and visualisations of industry and the public sector. The visual content of everyday
images is equally subsumed under this agenda, making it still more important for sensitive, ethical and situated
visual ethnography research to be undertaken to both understand these changes and intervene where vast
databases of visual images may be harvested and analysed in ways that are decontextualised from the everyday
worlds where they were produced, and have shifting meanings and significance.

Ethnographic research practice is likewise intertwined with visual technologies, images, metaphors and ways of
seeing, sensing and imagining. When ethnographers produce photographs or video, and use the continually
evolving range of apps, emojis and sharing platforms that are associated with them, these images, and the
experience of producing and discussing them, become part of their ethnographic knowledge and imagination.
Images are part of how we experience, imagine, learn and know. They are continually shared across everyday life
and research contexts. They are part of how we hope and fear, as well as how we communicate and represent
knowledge. In research contexts images may inspire conversations, conversation might invoke images;
conversation and performances visualise and draw absent printed or digital images into their narratives through
verbal descriptions and references to them. Likewise, just as an image might invoke a memory of an embodied
affective experience, experiences also inspire images. Photography and video are not simply recordings of life,
but rather they are always emergent from the contingent and continually changing circumstances of life. Images
are thus an inevitable part of the experiential environments we live and research in; Doing Visual Ethnography is
an invitation to engage with images, technologies and ways of seeing, experiencing and imagining as part of the
ethnographic process.

WHY DO WE NEED VISUAL ETHNOGRAPHY?



Still and moving images have gradually become integral elements of the work of ethnographers, even when
ethnographic research might have little direct focus on the visual as its subject matter. In part, this has been due
to the realisation amongst many ethnographers that the visual elements of our research and ways of knowing in
the world need to be attended to, whether this involves working with historical analogue photography or film, with
the mixed photographic formats that most people will have as part of their life collections of images, or with new
technologies. However, it is also clear that we are living in a moment where the circumstances of our research
mean that it would be difficult to be a contemporary ethnographer without engaging with digital media,
technologies and the social, material and infrastructural environments and practices associated with them. This
applies to the way these aspects figure in our own lives, in our research practice and in the lives of those who
participate in our research. Our fieldwork sites will often not only cross physical localities but also traverse the
digital and material worlds and temporalities that are brought together as everyday lives are lived. This context,
which constitutes the circumstances for Digital Ethnography (Pink, Horst, Postill, Hjorth, Lewis and Tacchi 2016),
also has powerful implications for the practice of visual ethnography. Digital visual technologies and media, and
the platforms and apps through which we engage with them, are part of how we constitute ethnographic
knowledge, as well as being used to create representations of ethnographic knowledge. As such, visual
ethnographic media and materials offer us forms of continuity between fieldwork in academic and applied
research contexts that other media cannot. It is now almost inevitable that as ethnographers we will encounter and
benefit from digital visual technologies and images in the course of our research and scholarly practice. We
therefore need to understand how they become implicated in the production and dissemination of the ways of
knowing that are part of the ethnographic process.

Along with their growing prevalence in ethnographic practice, visual methods and media are also part of how
many of us learn to become ethnographers. Visual methods are taught as topics of university courses and in
advanced research training workshops, and a global spread of conferences and seminars that focus on visual
methods has emerged. While visual ethnography might be said to have originally grown from the disciplines of
anthropology and sociology, it is by now definitely not restricted to them. The benefits of a visually oriented
ethnographic approach are increasingly recognised in other disciplines including geography, as well as in
interdisciplinary fields such as consumer research, health studies, education studies, media studies, organisation
studies, design research, human-computer-interaction research, buildings research and in reflexive arts practice.
There is a corresponding wealth of existing literature about visual methods, selected elements of which | discuss
in the following chapters of this book, spread across academic disciplines and informed by a range of
methodological approaches. This context is a stark contrast to the late 1990s when | set about creating the first
edition of this book. At that time | believed that visual ethnography was an emergent field that needed to be
brought into view. | now see it as a growing and dynamic international and interdisciplinary field of practice.

Finally, we need visual ethnography because if social science researchers are to do research that has impact in
the world, that is interventional and that communicates across disciplines and sectors, we need to be able to gain
deep insights that get under the surface of what is visible, to share our findings and to engage others in our
arguments and in the stories of those people who participate in our research. Visual research practice and the use
of visual and digital, still and moving images and dissemination platforms offer us a powerful mode of engaging
both inside and outside academia. It enables us to step up our engagement with contemporary societal
challenges. This might be achieved through collaboration to generate visual ethnographic insights with those who
wish to learn from our work, as a direct response to those who are advancing powerful predictive and deterministic
narratives about futures, and through contesting narratives that bring ethnographic knowing and detail to the fore.
Visual ethnography brings our audiences up close to our research findings and participants, it invites them to
sense and feel other people’s experiences. As such it offers a powerful interventional device for researchers who
wish to participate in or influence the shaping of our as yet unknown and uncertain futures.

A SHIFTING CONTEXT FOR DOING VISUAL ETHNOGRAPHY

To understand what doing visual ethnography means today, we need to understand something of where it has
come from. To contextualise this here | account for its recent history, as it emerged as an acknowledged practice.
| have worked with photography and video in my own ethnographic practice, through periods of technological and
theoretical innovations and ‘turns’, each of which has offered new conceptual and practical possibilities. In the late
1980s proponents of the then ‘new ethnography’ introduced ideas of ethnography as fiction and emphasised the
centrality of subjectivity to the production of knowledge. Anthropology, the discipline in which my work began,
experienced a ‘crisis’ through which positivist arguments and realist approaches to knowledge, truth and
objectivity were challenged (see Clifford and Marcus 1986).

These ideas paved the way for the visual to be increasingly acceptable in ethnography, as it was recognised that
ethnographic film or photography were essentially no more subjective or objective than written texts, and thus
gradually became acceptable to (if not actively engaged with by) most mainstream researchers. During the 1990s
new innovations in visual technology, critical postmodern theoretical approaches to subjectivity, experience,
knowledge and representation, a reflexive approach to ethnographic fieldwork methodology, and an emphasis on
interdisciplinarity invited exciting new possibilities for the use of photographic technologies and images in



ethnography. Emerging from that context, at the beginning of the twentieth century, there was a flurry of new
literature about and practical work involving visual methodologies. Traversing the social sciences and humanities
these developments grew from social anthropology (Ruby 2000; Banks 2001; Grimshaw 2001; El Guindi 2004;
Grimshaw and Ravetz 2004; Pink, Kirti and Afonso 2004; MacDougall 2005; Pink 2006), sociology (Emmison and
Smith 2000; O’Neill 2002; Knowles and Sweetman 2004; Pole 2004; Halford and Knowles 2005), and geography
(Rose 2016), (see Pink 2006, Chapter 2). Collectively these texts set a new scene for visual methods in an
intellectual climate where the impact of the postmodern turn had been assessed and put to rest leaving as its
legacy, amongst other things, the reflexive approach to ethnographic and visual research that these works insist
on. It was from that context that the second edition of Doing Visual Ethnography emerged, through three key
influences. First, an enthusiasm for exploring new interdisciplinary themes, connecting ethnography and arts
practice (e.g. da Silva and Pink 2004; Grimshaw and Ravetz 2004; Schneider and Wright 2005; Bowman,
Grasseni, Hughes-Freeland and Pink 2007). Second, recognising that visual research must also accommodate
embodiment and the senses (e.g. O’Neill 2002; Grimshaw and Ravetz 2004; MacDougall 2005; Pink 2006, 2009).
Third, a new emphasis on research about and training in methodology and ethical scrutiny emanating from the
institutional requirements now made by funding bodies and universities (Strathern 2000a, b, Pink 2017a). This
context on the one hand encouraged innovative methodologies; on the other it emphasised the importance of
ensuring ethical practice through external scrutiny, and as such in ways often seemingly quite different from those
suggested by the self-scrutiny of the reflexive ethnographer.

In this environment visual ethnographers needed to be not just self-reflexive about their methods, but also
conversant about them in institutional languages (Prosser, Clark and Wiles, 2008; Clarke 2012). Moreover, visual
ethnography began to emerge as an applied as well as an academic practice (Pink 2006, 2007a). These shifts
were also reshaped by the further changes and ‘turns’ of the latter part of the first decade of the twenty-first
century. When | was writing the second edition of this book, it was clear that a visual ethnography was fast
encompassing a digital and web-based form of doing ethnography. Yet, there was still much that could be said
about the doing of visual ethnography that did not need to be understood as digital practice. Once | was writing
the third edition, certain changes had reframed this context. Visual ethnography was by then, in the years leading
up to its publication in 2013, a practice which, in my experience, now involved using digital technologies and
media, and was practised in a context where sometimes ethnographers and research participants had access to
very similar technologies. While this latter point needs to be qualified by the acknowledgement that global and
national inequalities and other forms of difference mean that of course we do not all have equal access to the
same media and technologies, the equipment that is needed for a visual ethnography is no longer necessarily
different from our everyday life technologies, unless we wish to use particularly high quality or specialised
equipment or new technologies which are not yet generally accessible to a wider market. Researchers and
participants — depending on a range of factors that impact on the skill levels and technology ownership of each —
will often have equal access to image producing, editing and sharing possibilities. However, using visual methods
in ethnographic practice does not have to involve digital media, as even recent examples (e.g. Grasseni 2012;
Hogan and Pink 2012; Lammer 2018) show that using printed maps, paper, pens, pencils, analogue cameras and
other ‘old’ technologies can be significant for visual ethnographic methods, the ways of knowing and meanings
they can produce. Those readers who are holding this very book in its printed form as they read will be
experiencing ‘old’ materiality that persists in the present. While other readers will be accessing these words and
images through digital technologies, perhaps a laptop, tablet computer or smartphone, and developing a different
relationship to its written and visual elements as well as the online materials it provides links to.

Contemporary ways of doing visual ethnography are also framed by a series of wider shifts that create the context
in which visual research methodologies are more generally being shaped. During the first two decades of the
twenty-first century these include a continually changing set of new technological possibilities, as well as a series
of theoretical turns, which have cumulatively reshaped visual ethnography. One significant focus has been on
concepts of practice, place and the senses (see Pink 2015a). This has necessitated a re-situating of the visual in
ethnography — a question | address in depth in relation to sensory scholarship in my book Doing Sensory
Ethnography (Pink 2015a). The increasing importance of non-representational (see e.g. Thrift 2008) and ‘more-
than-representational’ (Lorimer 2005) approaches in human geography and in anthropology (see Ingold 2011)
demands that we reconceptualise how we think of the role of images in the world and invites an approach to the
visual that departs from conventional cultural studies treatments (see Ingold 2010a; Pink 2011a). Simultaneously,
we have seen a further shift towards public and applied visual research and scholarship. Visual methods and
media have increasingly been engaged in applied research in anthropology and cognate disciplines (Pink 2007b,
2011b, 2012a; Mitchell 2011; Pink, Fors and O’Dell 2017). As is evident in the examples of recent work | draw on
in the discussions in the following chapters, an increasing amount of recent visual ethnography practice is part of
this move towards a more engaged, participatory, collaborative and public form of visual scholarship. Indeed in
several cases these kinds of new engagements have led to the development of new iterations of ethnographic
practice, in which visual ethnography remains an underpinning element. Examples of these include the
development of ‘short-term ethnography’ (Pink and Morgan 2013), ‘blended practice’ bringing together design and
visual ethnography (Pink, Akama and Fergusson 2017), and ‘digital-visual stakeholder ethnography’ (Pink, Postill,
Leder Mackley and Astari 2017), discussed later in this book. However, the most urgent refocusing of visual
ethnography is currently one that builds on these sensory and applied agendas, to engage with human futures.



This approach, led by the ‘futures anthropology’ movement (see for example Salazar, Pink, Irving and Sjoberg
2017) is informed by anthropological theories of futures as contingent and emergent, as a mode of contesting
predictive quantitative understandings of futures. As | argue in the following chapters, the sensory, non-
representational and applied modes of visual ethnography that have developed in recent years have a key role to
play in this agenda.

Visual ethnography as practiced is therefore shaped by a range of interrelated influences, including disciplinary
trajectories and commitments (which are discussed in Chapter 1), theoretical understandings of the meaning and
potentials of images and media, technological possibilities, researcher’s skills, biographies, subjectivity and
reflexivity, relations of power and futures (see Chapter 2), the research question being addressed, research
design, ethical issues and applied and interventional possibilities of research (Chapter 3). They are moreover
framed by the ways that we define our research contexts and environments, the ways these change and how
these are attended to by other scholars, researchers and participants and stakeholders in our research. As
demonstrated by Figures 0.1, 0.2, 0.3 and 0.4, these elements come together in different ways in relation to
different localities, identities, temporalities and technologies. Moreover, earlier examples of visual ethnography
practice do not become redundant as new technologies emerge. Indeed, as we see in Figure 0.1, in the year 2000
themes of identity, technologies, texts and locality were equally important as they were in 2005 in Figure 0.2, in
2011 in Figure 0.3 and in 2016 in Figure 0.4. The temporality of these images progressively encompasses the
digital materialities that are now part of many people’s everyday lives. Yet Figure 0.1 remains equally as relevant
today as it was in 2000.

Figure 0.1 Master Caravela. © Olivia da Silva 2000, used with permission.

Master Caravela, a member of the fishing community in Matosinhos (Portugal) was represented in
Olivia da Silva’s photographic project, In the Net (da Silva 2000). da Silva used anthropological
methods to inform her photographic practice, writing how ‘As a participant observer | worked
closely with the subjects of my portraits as they lived out their everyday lives to access the
personal and domestic arenas of fishing communities and to record individual histories and
narratives’ (see da Silva and Pink 2004). The relationship between arts practice and visual
ethnography is a two-way process: while visual ethnographic practices can inform photographic
representations, the visual practices of documentary artists also provide new and inspiring
examples for visual ethnographers.



Figure 0.2 David and Anne showed me a print of their plans for the community garden. © Sarah
Pink 2005.

As part of my research about a community garden project in a UK Slow City (Cittaslow town) |
photographed research participants in ways that were significant for them and their projects. In
this photograph David and Anne showed a print of some digital photographs of the type of path
that they and other committee members wished to have in the community garden they were
developing.

SN




Figure 0.3 In 2011, Lisa Servon and | toured the Spanish town of Lekeitio with our hosts as part of
our research into Slow Cities (Pink and Servon 2013). As we toured the port and then later the
lighthouse | photographed as we went, using my iPhone as a research tool that would both
digitally make images as | walked through the environment of the town and geo-tag these images
on a virtual map (see Pink and Hjorth 2012 for a discussion of this in relation to camera-phone
photography). When we entered the lighthouse, which had been established as a maritime
heritage centre, my mobile ethnographic image making intersected with local audio-visual digital
culture. Within one of the centre’s installations we got into a boat and sailed out through a digital
projection into the sea, passing the same lighthouse we were viewing as part of our trajectory
(Pink and Servon 2013).

The boat in the port. © Sarah Pink 2011.
The virtual boat in the lighthouse. © Sarah Pink 2011.



The Lighthouse. © Sarah Pink 2011.

The lighthouse from the sea, as we journeyed through the digital projection. © Sarah Pink 2011.

Figure 0.4 ‘Data visualisations and apps are part of our everyday visual cultures’. © Sarah Pink
2016.

As part of my research within the ‘Sensing, shaping, sharing’ project, focusing on self-tracking,
body monitoring and personal data, participants often showed me how their data was visualised
on their smartphone apps or other devices. Here while discussing his cycling activity, a participant
showed me a data visualisation that represents one of the routes he had cycled. As discussed
elsewhere people also use their routes to create images (Fors, Pink, Berg and O’Dell 2019).

As Figures 0.1, 0.2, 0.3 and 0.4 suggest, contemporary fieldwork domains, however we construct them and to
whatever extent they traverse the online and offline or digital and material, are saturated with visual images,
practices of image making and sharing, and of looking. None of these are closed natural research environments;
rather they are the research sites we construct across interconnected domains of human experience.

Thus, the field of visual methods and methodology is burgeoning in a number of directions. While in 2001 when
the first edition of Doing Visual Ethnography was published it was one of only a handful of books about visual
research, this fourth edition is in dialogue with various related and contrasting approaches to encountering the
visual in our social, material and sensory worlds. In Chapter 1, | outline this context as it has emerged across
disciplines and methodologies and situate visual ethnography within a growing field of visual research practice. In
the remainder of this Introduction | set out my agenda, through a discussion of the relationship of theory,
methodology and method in this book.

Doing Visual Ethnography is a methodology book. This means that rather than simply being concerned with
describing methods, my concern is with bringing together the theoretical, conceptual and practical elements of
visual approaches to learning and knowing about / in the world, and communicating these to others. To achieve
this we need theories of how we produce knowledge, as well as of those things we produce knowledge about.

THEORY, METHODOLOGY AND METHOD IN DOING VISUAL
ETHNOGRAPHY

The relationship between theory and method is important for understanding any research project. Similarly, an
awareness of the theoretical underpinnings of visual research methods is crucial for understanding how those
images and the processes through which they are created are used to produce ethnographic knowledge. Such
questions have long since been debated in the literature on visual research methods. For example, in the 1990s
Edwards (1997a: 33) criticised Collier and Collier's (1986) earlier work for being ‘centred on how-to manuals of
method and analysis working within a largely unmediated realist frame’. Similarly, Prosser's ‘image-based
research methodology’ (1996), tended to propose prescriptive frameworks that aimed to distance, objectify and
generalise, and therefore detract from the very qualities and potentials that the ambiguity and expressivity (see
Edwards 1997a) of visual images offers ethnography. In its first edition, Doing Visual Ethnography along with
other new volumes published at the beginning of the twenty-first century (e.g. Banks 2001; Pink, Kurti and Afonso
2004) signified a departure from this scientific and realist paradigm towards a new approach to making and



understanding ethnographic images. Therefore, the first edition of Doing Visual Ethnography was written in
opposition to the arguments of those visual sociologists who sought to incorporate a visual dimension into an
already established methodology based on a ‘scientific’ approach to sociology (e.g. Grady 1996; Prosser 1996;
Prosser and Schwartz 1998). Their proposal that visual images should support the project of a scientific sociology,
| argued, suffered from the problem that it must subscribe to the dominant discourse in order to be incorporated.
Thus, its advocates were obliged to prove the value of the visual to a scientific sociology that is dominated by the
written word. Effectively this meant evaluating the worth of images to research on the terms of a sociological
agenda that has rejected the significance of visual meanings and the potential of images to represent and
generate new types of ethnographic knowledge.

In the late 1990s, the contrasting view | took was that to incorporate the visual appropriately, social science
should, as MacDougall has suggested, ‘develop alternative objectives and methodologies’ (1997: 293). This
meant abandoning the possibility of a purely objective social science and rejecting the idea that the written word is
essentially a superior medium of ethnographic representation. | argued that images should be regarded as an
equally meaningful element of ethnographic work and therefore visual images, objects or descriptions should be
incorporated when it is appropriate, opportune or enlightening to do so. In some projects the visual may become
more important than the spoken or written word, in others it will not. | continue to argue that there is no essential
hierarchy of knowledge or media for ethnographic representation. Rather, different epistemologies and
technologies complement each other as different types of ethnographic knowledge that may be experienced and
represented in a range of different textual, visual and other performative and sensory ways. This, however, is not
to say that images and words can or should have to play the same role in academic, applied or public scholarship.
As | insist in the final chapters of this book, visual representations bear an important relationship to, but cannot
replace, words in conventional theoretical discussion.

In a current theoretical and practice-based climate, where visual methods have proliferated widely across
disciplinary and interdisciplinary fields, the approach | advocate in this book equally needs to be situated. My own
approach to ethnography has evolved since writing the first edition. It is now informed by phenomenological
anthropology (Ingold 2001, 2010), geographies of place and space (Massey 1995), design anthropology (Smith et
al. 2016) and futures anthropology (Pink and Salazar 2017). These theoretical commitments are not necessarily
compatible with others. For instance while visual ethnography methods can be used in relation to multimodality
approaches (e.g. Jewitt Bezemer and O’Halloran 2016), or visual culture studies, my own approach does not
share their commitments to semiotic theory and its treatment of visual text to be ‘read’ (Pink 2011c, 2012b). Yet it
is not my intention to be adversarial to approaches different to my own. Interdisciplinary research needs to be
based on an appreciation of the value that is offered by different ways of knowing and researching.

Since the outset Doing Visual Ethnography was not intended as a recipe book for successful visual research, and
| also continue to insist on this point. This book rather suggests an approach, invites readers to engage with this
approach, to assess if or how it might work in their own projects, and to appropriate and change it as they wish. As
regards the status of methods and methodology, many points made during the 1990s — a period when there was
intense discussion of ethnographic fieldwork methodologies — still hold. In the words of the cultural studies scholar
Jim McGuigan, ‘as most good researchers know, it is not unusual to make up the methods as you go along’;
indeed, ‘[tlhe methods should serve the aims of the research, not the research serve the aims of the method’
(McGuigan 1997: 2). Methodologies tend to be developed for/with particular projects, they are interwoven with
theory, with our own biographies as researchers and, as the anthropologist Lizette Josephides stressed, ‘our
ethnographic strategies are also shaped by the subjects’ situations, their global as well as local perceptions, and
their demands and expectations of us’. Therefore, she wrote, ‘There can be no blueprint for how to do fieldwork. It
really depends on the local people, and for this reason we have to construct our theories of how to do fieldwork in
the field (Josephides 1997: 32, original italics). The same point still applies to using visual images and
technologies in fieldwork now; specific uses should be creatively developed within individual projects. Visual
methods are not simply transferred from one project to be used again on another. Rather, as shown in Figure 0.5,
methods themselves have biographies (Pink and Leder Mackley 2012), they evolve through different projects,
bringing with them, inviting and inspiring new methodologies through their practice and findings. That is, the
uncertainty of what we are going to learn as researchers, which is integral to anthropological research (Amit
2000a; Pels 2000; Strathern 2000; Pink 2017a), also underpins visual ethnography. Rather than prescribing how
to do visual research | draw from my own and other ethnographers’ experiences of using visual images and
technologies in research and representation to present a range of examples and possibilities. These are intended
as a basis, or even point of contrast, from which new practices may be developed.



Figure 0.5a Conducting a video tour of the home as part of research into energy demand in UK
homes with Kerstin Leder Mackley in 2011. © LEEDR 2012, used with permission.

Il

Figures 0.5b and ¢ Undertaking the video tour in the home of a participant followed by his re-
enactment of his daily commute to the city with us in 2016. © Vaike Fors 2016, used with
permission.

Methods themselves have biographies. For example, my use of the camera to explore people’s
lives with them began in my earlier studies of everyday life in the home, focusing on gender and
self-identity through the ‘video tour’ method (Pink 2004). | later continued to develop this method
in my collaborations with colleagues in video work on energy in homes (Pink, Leder Mackley,
Morosanu, Mitchell and Bhamra 2017), on locative media in homes (Pink, Sinanan, Hjorth and
Horst 2016), with Nadia Astari, as a documentary filmmaking technique in our film Laundry Lives
(2015), and later in the method of ‘in-car video ethnographies’, both before and after the commute



(Pink, Fors and Gloss 2017).

THE BOOK

Chapter 1 situates visual ethnography in its wider historical and disciplinary context. It is chronologically placed
because it is a chapter about the background of the methodology that | discuss; it comes before the more
contemporary discussions of the practice and theory of visual ethnography. However, books are not necessarily to
be read directly from start to finish, and it will depend on the reader to decide whether to read this chapter first or
later. For the reader who takes it as a first chapter, it will offer a historical and disciplinary narrative of how the
visual ethnography approach discussed in later chapters came about. In it | tell the stories of the different
disciplines through which visual ethnography practices and principles emerged, and the debates that have been
had within them since the 1990s. We still find some of the traces of these debates and arguments in contemporary
texts on visual methods, and Chapter 1 will help readers to recognise them.

Chapter 2 outlines an approach, situating visual images and technologies in relation to a reflexive ethnography
that focuses on subjectivity, creativity and self-consciousness and considering how visual images and
technologies are interwoven with both the cultures that ethnographers study and the academic cultures they work
in. In Chapter 3 this discussion is followed by a focus on the more practical aspects of preparing for visual
fieldwork including project design and ethical considerations.

The following two chapters begin the second part of the book by examining visual ethnography methodology and
methods through a focus on the different visual and digital technologies that have conventionally been used in its
practice. In Chapter 4, | focus on uses of photography in ethnographic research practice. Building on its roots in
visual sociology and anthropology | show how it may be engaged across a range of fields and in different ways. In
Chapter 5, | discuss how video might be used in visual ethnography research. Here, departing from the focus on
ethnographic film, which has dominated the practice and literature of visual anthropology, | consider the different
ways in which video might become part of the ways we know in ethnographic contexts. Chapter 6 follows from
these two chapters to focus on the organisation and interpretation of visual materials in the ethnographic process.

In the final part of the book | turn to the use of digital and visual images in the dissemination and sharing of our
work as ethnographers, and explore how this might form part of both more conventional and futures-focused
practice. While Chapter 7 focuses on the integration of visual ethnography in academic scholarship, Chapter 8
explores how it is blended with documentary practice to engage audiences through still and moving images, and
Chapter 9 considers visual ethnography as an interventional practice.



PART 1 INTERDISCIPLINARY THEORY
AND PRACTICE

Part 1 of this book grounds visual ethnography in the historical, disciplinary, theoretical,
practical and ethical context of research. It introduces readers to the interdisciplinary
worlds and principles, and academic and interventional modes, of visual ethnography. It
accounts for the uncertain nature of ethnography, which alerts us to expect the
unexpected, including new visual ethnographic innovations and interdisciplinary
encounters. For this we need to be well prepared in the theoretical and practical
possibilities of visual and digital research methods, and reflexive in their implementation.
Chapter 1 introduces and maps out the historical and interdisciplinary context of visual
ethnography. Chapter 2 presents the theoretical and methodological underpinnings of
the practice of visual ethnography. Chapter 3 outlines the practical and ethical issues
through which visual ethnography methodology is articulated.



1 INTERDISCIPLINARY VISUAL ETHNOGRAPHY

Contemporary challenges require interdisciplinary collaborations, they call on us to both reflect on what
we can achieve through our single discipline perspectives and how we might appreciate and work with
the expertise of others. Visual ethnography theory and practice has always been interdisciplinary and is
ideally suited to this context. It is at the forefront of new drives towards digital, futures, and
interventional research in social science and humanities disciplines. What can a new interdisciplinary
visual ethnography achieve? How does it help us to shape better futures?

Over the last two decades since the publication of the first edition of this book | have discussed Doing Visual
Ethnography with many people from across the world. | have learnt much from these dialogues and have also
developed my approach to visual ethnography through hands-on research collaborations with colleagues from
diverse fields. One of the most interesting and exciting outcomes has been to take me far beyond my first
disciplines — | originally trained as a social and visual anthropologist and had a position in sociology within the
social sciences for over a decade. Since then | have had appointments in faculties of design, media and
communication and information technology. Working closely with scholars and researchers from other disciplines
and giving lectures, seminars and workshops in departments and research groups beyond anthropology, and
outside academia, has offered me opportunities to learn about the priorities and needs of these related fields and
to understand how visual ethnography can contribute to their practices, scholarship and engagement. This has
included directly collaborating with scholars and researchers in, for instance, design, architecture, engineering, the
construction industry, the automotive industry, urban planning, media studies, education studies and the arts. It
has led me to dialogues with scholars in fields including geography, health studies, sports studies, ethnology,
tourism studies, organisation studies, pedagogy and art therapy. Moreover | am always left with the feeling that
there are more collaborative possibilities to develop. In this chapter | map out the key influences and
developments in the disciplinary pasts and possibilities of visual ethnography, trace how its theoretical and
practical trajectories have shifted and changed across and within disciplines, and show how disciplinary influences
and interdisciplinary theoretical ‘turns’ and debates have shaped this trajectory. This demonstrates the
interdisciplinary situatedness of visual ethnography practice as well as offering points of connection for
researchers who feel they belong to a discipline or field of study but are open to others,