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ABSTRACT  
This chapter describes a collaborative project funded by Grants for All, 
Arts Council England, led by artist Karina Thompson, together with 
researchers from the Biological Anthropology Research Centre (BARC), 
School of Archaeological and Forensic Sciences, University of 
Bradford. The artworks took digitised historic clinical radiographs and 
digitised human skeletal pathological data from the landmark 
Digitised Diseases, and From Cemetery to Clinic digital bioarchaeology 
resources developed by colleagues from Visualising Heritage as a 
starting point. In addition to a series of small-scale installations 
displayed alongside the Biological Anthropology Research Centre 
teaching collection, large-scale exhibition pieces were displayed as 
part of national and international exhibitions. Collectively these works 
draw attention to the potential of digital bioarchaeology, whilst 
ensuring the importance of humanising the documentation of disease 
through time. 
 
KEYWORDS: digital bioarchaeology, conservation, ethics, art textiles, 
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1 INTRODUCTION 
This chapter presents an important conceptual artwork that 
transitions from physical evidence (archaeological human remains 
exhibiting pathological lesions characteristic of leprosy; and historic 
radiographs of patients with Hansen’s disease), to the digital (3D 
scanning of archaeological bones and digitisation of historic clinical 
radiographs), and back to the physical (visual artworks) using digital 
textile manufacturing processes as a means of creating them. 
 
The purpose of this chapter is to explain the important overlap 
between emerging visual heritage methodologies and the relevance 
of involving visual artists to help to reveal new insights as we present 



aspects of these important collections of archaeological human 
remains and historical medical archives to a wider public through the 
creation of artworks.  
 
There are over 4000 skeletons of archaeological provenance curated 
in the Biological Anthropology Research Centre (BARC), School of 
Archaeological and Forensic Sciences, University of Bradford. Until 
recently this curated resource has largely been sheltered from public 
attention, with these human remains normally only accessible to 
students of biological anthropology and bone fide researchers. With 
the creation of the web-based resources - Digitised Diseases and From 
Cemetery to Clinic – the status quo has been disrupted. When 
launched, Digitised Diseases was described as the largest and most 
comprehensive digital bioarchaeology resource (Killgrove, 2015). In 
fact the visibility and usage of these resources by students, academics 
and researchers in North America has now overtaken online use 
within the UK. Whilst digital bioarchaeology as an emerging discipline 
offers much potential, particularly given the strict access policies to 
physical collections, new ethical debates have emerged about display 
of human remains, re-use of imagery and 3D printing of human 
skeletal elements (Clegg, 2020). The importance of contextualising 
digital bioarchaeological content is seen as paramount, with the 
approach that we took with Digitised Diseases - with use of clear 
descriptors and clinical synopses –upheld as best practice at the 
World Archaeology Congress, Kyoto accord (Hassett et al. 2018). 
 
For many people in contemporary society, human skeletal remains, 
represent the remains of once living people of antiquity, and it is 
essential to understand that their lives, emotions, and relationships 
were the same as those affecting people today. It is our ethical duty 
to understand this and to ascribe to these remains as we respectfully 
study them today, our sensibility to their happiness, troubles in times 
of stress, illness, and the psychological impact that their suffering and 
death would have had on their kin. 
 
One of the main aims of this project was to investigate how the BARC 
collections and the digitised content in the Digitised Diseases and 
From Cemetery to Clinic resources could be used as an inspirational 
starting point for artworks that, in turn, could help to explain the 
context of those remains and raise awareness of the lived experience 
of the individual whose remains BARC now curates. 
 
The BARC collection is an extensive collection of more than four 
thousand human skeletal remains dating from the Neolithic period to 
the 19th century. Whilst much of the work of BARC uses traditional 
archaeological, palaeopathological, and osteological research 



techniques, the use of 3D laser scanning of pathological skeletal 
lesions, structured light scanning, structure-from-motion (SFM) 
photogrammetry, computed radiography and CT, have become 
increasingly used as methods to study, analyse, interpret and to 
disseminate aspects of the collection to a wider audience through 
digital means. 
 
In this endeavour, we are mindful of important ethical frameworks 
that guide work with human osteology collections (Clegg 2020). 
Similarly, in artistic collaborations such as ‘The Heart of the Matter’ 
which began as a collaboration between artist Sofie Layton and 
bioengineer Giovanni Biglino it is recognised that there is a danger of 
forgetting that each datapoint is an individual (Coates, 2018). The 
BARC collection represents evidence of disease from the pre-
antibiotic era before medical intervention and understanding had 
been effectively developed, consequently pathological conditions 
largely progressed without effective treatment. It is human nature 
that we are interested in the extreme pathological aspects of the 
BARC collection; a fractured femur with gross deformity, a spine with 
a fulminating cancerous lesion, a skull of an individual with Down’s 
syndrome. These individual skeletal abnormalities are isolated 
manifestations of specific objective diseases, but in their very 
isolation, do not indicate the totality of subjective sufferings of pain, 
disability and constitutional symptoms which constitute illness. 
 
Collaboration between Thompson and the University of Bradford 
arose by a chance meeting, when in 2013, the international exhibition 
of Art Textiles, Cloth and Memory 2 (Millar et al. 2013), was mounted 
in the Spinning Room of Salts Mill, within the World Heritage Site of 
Saltaire, West Yorkshire.  Amongst the innovative artworks created, 
mostly thematically based on industrial or social issues, was one 
created by Thompson entitled 1 hour’s production = 1 ½ miles = 15 
lengths. The artwork was created as a visual representation of 
physiological cardiovascular stress under the physical exertion of 
running 1 ½ miles, which served as metaphor for the length of cloth 
manufactured in the Mill every hour of the working day during the 
19th century when Bradford was the centre of the World’s worsted 
trade and Sir Titus Salt pioneered his method for spinning high quality 
cloths from alpaca and angora wool at his mill. The biometric data 
recorded from continuous electrocardiography and intermittent echo 
cardiac imaging, was digitally machine embroidered onto 100 metres 
of locally made woollen cloth.  
 



 
 
Fig 1 1 hour’s production = 1 ½ miles = 15 lengths installed Salts mill 
Figure 1 1 hour’s production = 1 ½ miles = 15 lengths installed as part 
of Cloth and Memory2 in the Spinning room at Salts Mill, Saltaire, 
West Yorkshire 2013.  Photo credit Karina Thompson 
 
During the exhibition, Professor Keith Manchester expressed concern 
about the normality of the ECG tracing embroidered into the length of 
the piece. During discussion about the ECG, a mutual interest 
between Thompson and Manchester became apparent. The potential 
application of Art Textiles based upon the skeletal and radiographic 
collections in BARC was explored in a visit to the collection to develop 
a collaborative project at the interface of science/ art. Thompson 
became “artist in residence” at BARC for the project which was 



awarded an Arts Council England grant, generously augmented by 
financial assistance from Maggie Silver of Salts Mill. 
 
 
2 Methodology 
Paleopathogical perspectives 
Digitised Diseases is an open access resource featuring human bones 
which have been digitised using 3D laser scanning with high resolution 
texture photography, CT and X-radiographs. The resource focuses on 
visual evidence of a wide range of pathological ‘type specimens’ from 
archaeological and historical medical collections, and specifically 
examples of chronic diseases which affect the human skeleton for 
which many of the physical changes are not directly observable within 
clinical practice. Of major interest to many are the high-definition 
photo-realistic digital representations of 3D bones that can be viewed, 
downloaded and manipulated on computer, tablet, or smartphone 
(DigitisedDiseases, 2013). 
 
By combining new clinical descriptions alongside the 3D data, this 
resource offers the opportunity to inspire an emotional response, 
understand past human experiences, and offer people the chance to 
come face-to-face with the realities of the disease and how people in 
the past may have responded to the social stigma of the disease. The 
3D digital archive also preserves fragile dimensional information that 
is otherwise under threat from attrition through handling and is 
aimed as a virtual training and research tool for clinicians, human 
osteologists, palaeopathologist, archaeologists and the wider public. 
 
The From Cemetery to Clinic project, was a pilot for the larger 
Digitised Diseases resource, both funded by Jisc through their Content 
programme 2011-13, Rapid Digitisation and Mass Digitisation calls. It 
was designed to create a unique interactive resource on the 
pathological manifestations of Leprosy (Hansen’s disease) in skeletons 
excavated from the mediaeval leprosarium of St. James and St Mary 
Magdalene, Chichester in 1986-87 and 1992 by Chichester 
Archaeology Unit (Magilton et al., 2008). 
 
Leprosaria were founded circa 1118 AD to care for 8 leper brethren 
and was used until at least 1418 (Magilton et al 2008). Of the 384 
individuals excavated, a minimum of 75 show skeletal lesions due to 
Leprosy. The Chichester collection is one of two large scale excavated 
and published archaeological assemblages of leprosarium patients in 
the U.K. None of the child skeletons from Chichester had definitive 
skeletal changes of Leprosy. 
 



The From Cemetery to Clinic resource became a useful tool for 
becoming familiar with the collection in BARC, and understanding the 
significance of the skeletal lesions and their clinical interpretation. 
This was true also for the understanding of the Andersen X-ray 
archive. Dr Johs Andersen was a Danish clinical leprologist and 
surgeon who had devoted his life to the care and treatment of 
Leprosy patients in Ethiopia and the Indian Subcontinent, and much of 
his work was in the days prior to effective drug treatment of the 
disease in the 1970s and 80s. Therefore, many of the X-rays in this 
archive are of “untreated” disease. On his retirement from clinical 
practice he donated his entire radiographic collection to the 
University of Bradford via Professor Keith Manchester. 
 
An artist’s approach 
The visual and tactile nature of textiles makes it a powerful medium 
for art pieces, exploring the themes of memory and the body. To critic 
and writer Catherine Dormor its potency is powerful.  “Cloth 
surrounds us from the moment of birth, making it probably 
unsurprising that it constantly exceeds the cognitive, verbalized 
meanings, metaphors and concepts that are applied to it.” (Dormor in 
Millar and Kettle 2018: 124). In her introduction to the catalogue of 
Cloth and Memory 2, the exhibition that introduced Thompson to 
Manchester, Millar explained “The haptic relationship between our 
bodies and textiles which accompany us provides an alternative 
language of memory, one that can be used by the artist to locate 
memory in an object, a material thing. In this way memory is 
recreated in a re-visitable manner, but it is a transformed memory” 
(2013: 15).  
 
McCullough (1998), Treadaway (2009) and Harris (2012) all point to 
the dilemmas of craft practitioners who balance both digital and 
traditional materials and processes in their visual artworks. At the 
start of the residency whilst there were leading exponents of digital 
making in 3D craft processes for example Eden(2011), Wallace (2011), 
Neal (2013) and the technologies were beginning to be commonly 
used in the fields of ceramics, jewellery and furniture making, there 
were very few textile artists engaging with digital stitch (Kettle, 2012, 
Brennand Wood, 2011) and no-one else obviously using the 
technology in direct response to archaeological artefacts and data. 
 
Thompson’s machine-stitched wallpieces and installations frequently 
draw on scientific imaging and data-capture systems to explore the 
impact of disease on the human body and the power of medicine to 
diagnose and, in some circumstances, repair physical damage. Her 
first digitally embroidered art works were a series of pieces for the 
Centre for Clinical Haematology, Queen Elizabeth Hospital 



Birmingham in 2009. Based on activities in the centre they featured 
the illegibility of the data from the patient perspective of genetic 
diagnostic tests, microscopic images of blood cells and chromosomes 
and the molecular structure of drug treatments. Her exploration of 
echocardiograms and other cardiac tests began in 2010 and pinnacling 
with the 100m long piece for Cloth and Memory 2.  
 
Critic Barbara Bole (2006:4) has written “the privileged place of art 
arises from the capacity to create an opening, as space in which we 
are forced to reconsider the relations that occur in the process or 
tissue of making life”. Thompson actively seeks to find these 
‘openings’ to question how we communicate with the world around 
us. Although she creates ‘real world’ artworks, the role of digital 
technologies are fundamental to their inspiration and production. 
Whilst actively collaborating with specialists to inform themes within 
her work, as an artist, Thompson appreciates and understands that 
there is more than just the aesthetics of the artwork itself. In creating 
an artwork, it is necessary to spend time with the expert in the field, 
in order to understand the information or data that is considered, or 
used as the theme within the creative process. Collaborations have 
ranged from electrocardiographers, cytogeneticists, industrial 
historians, and in this case, palaeopathologists. 
 
3 METHODS  
Digital print and digital stitch were key textile techniques used in the 
creative process for this project. Digital print is self-explanatory; 
image files printed out onto fabric that can then be stitched upon. The 
digital stitch is a more complicated process. There are similarities with 
CNC (Computer Numerical Control) milling, where a surface is moved 
by machine on both the X and Y axis lying beneath a fixed point which 
allows change on the Z axis. In the case of digital embroidery, fabric is 
held taut in a hoop which is moved by the machine under the moving 
sewing needle. This process allows for very accurate, repeatable 
stitchery.  
Imagery is manipulated in 6D Embroidery System specialist software 
which generates embroidery files to instruct the machine where to 
stitch. This might be in the form of linear lines or areas of dense stitch, 
sometimes termed pattern fill. The embroidery file can be generated 
by hand-plotting of lines or areas, or using in-built selection tools or 
wizards to process a whole jpeg image. Once the embroidery files 
have been digitised, they are then like a series of screens for a multi-
coloured screen print. They can be used in the correct order or mixed 
up, deliberately mis-stitched in an off-registered spot or some colours 
actually omitted, to create the artwork. The files are transferred to a 
Pfaff Creative Sensation digital embroidery machine using a USB stick 
for stitchout. Additional stitchery on a Pfaff PowerQuilter similar to 



free hand drawing, called free motion work, can also be used to 
embellish surfaces and textures.   
 

 
Figure 2 Pfaff Creative Sensation digital embroidery sewing machine 
in the studio of Karina Thompson 2012.  Photo credit Karina 
Thompson 
 

 
Figure 3 6D Embroidery Software screen grab showing embroidery file 
being created 
 
Once images have been selected and digitised a series of trial pieces 
are produced. At this stage the sampling is playful and intuitive – 
adapting the ethos of furniture designer Hans Wegner (1949) that “we 
must play, but play seriously” to experiment with imagery, abstracting 



it so that it is reduced but still communicates what is wanted, 
changing colours, textures, and scale. However, it requires a delicate 
balance to experiment when the subject matter of these creations 
may be images relating to terminal disease. 
 
This body of samples was used as the basis for a dialogue with the 
BARC researchers to garner opinion as to the accuracy and validity of 
the interpretation. The work is seen as only having value if the 
meaning and relevance of the subject represented in the creation are 
correct and justified. This critical review, through the eyes of the 
specialist, enables assessment of the salient features of the samples 
and these conversations form the basis for decisions on the nature of 
the final, finished output. It is these pieces which must interest, 
stimulate and be emotive for the viewer whether they are members 
of the general public, osteologists and digital bioarchaeologists, or 
clinicians with specialist knowledge. 
 
Dialogue is key with interdisciplinary projects within the digital 
humanities and feedback is critical for collaborative research at the 
interface of art and science. The first information gathering session 
for Thompson at BARC was a postgraduate teaching session. This 
session explored how debilitating some of the pathological conditions 
manifest in the skeletons within the BARC collection might be and 
how they may be interpreted – with disability caused by malunion of a 
fractured femur; and the chronic pain and limitation of movement 
caused by arthritic hip joints, two conditions that were considered 
together with the students.  
 
Bole (2006:4) suggests that when “our handling of things becomes 
habitual, …we forget the wonder of it all”. As an artist and not an 
osteologist, seeing human skeletal remains which were being 
examined within the Laboratory setting was initially uncomfortable 
for Thompson “I was slightly queasy with the thought that these 
‘things’ on bubble wrapped tables before me were actually part of 
someone; that once they were inside a human, wrapped in muscle 
and tendons; that arteries fed blood to them; that they were tucked 
away inside their owners until their flesh rotted away and then they 
were uncovered in an archaeological excavation…and all around me 
people seemed unphased by how remarkable this all was”.   
 
The dialogue between Thompson and staff at BARC was integral to 
the development of the project collaboration. One has to look beyond 
collective experiences in terms of contemporary 21st Century living to 
consider subjectively, the impact that injuries and disabilities would 
have had on the dependants and kin of these individuals in antiquity, 
a process that is mirrored with the Bioarchaeology of Care approach 



(Roberts 2017; Tilley 2015; Wilson et al 2017). Trying to develop a 
clinical objectivity to bear witness, and “to produce a rift which, in 
turn, affirms a way of seeing things differently” (Guattari, 2000 cited 
McKeown,2013,p222 ). It is paramount for these artistic outcomes to 
attempt a clinical interpretation of the skeletal remains and in turn 
understand the lives, disabilities, and suffering of past peoples. 
 
Most of the human skeletal remains within the BARC collection are 
curated in custom-made acid-free cardboard boxes. There is an 
established curatorial protocol to the order in which the bones are 
bagged and packaged within these archival boxes to minimise 
damage. These preventive conservation measures are of particular 
importance with fragile pathological lesions. As an artist with limited 
knowledge of osteology, it was not possible for Thompson to 
differentiate the normal skeletal anatomy from the pathologically 
affected bones. Similarly, although the bones selected for the 
Digitised Diseases and Cemetery to Clinic resources had already been 
‘curated’ with a written palaeopathological description, this text was 
for a specialist audience who would be familiar with the terminology 
and implications of the disease as represented in the 3D digital 
models. The accompanying clinical synopses, together with dialogues 
with BARC researchers was invaluable to gaining knowledge and 
understanding for interpretation of symptoms and physical signs in 
the living person - putting “flesh and blood” on these ancient human 
remains. The digitisation of the original X-radiographs meant that they 
could easily be imported into digital programmes for the creation of 
final artworks. 
 
4 RESULTS & DISCUSSION 
A theme that Thompson chose to explore was the dilemma of interest 
in severity of disease, illness or trauma within the collection whilst 
remembering the human impact that the condition would have had 
on that individual’s life. In his poem A postcard from the volcano 
Wallace Stevens (1936) describes the act of remembrance of one 
generation for the remains of a much earlier one. Miklitsch (1979: 
119) summed up this aspect in his critique of the poem 
 
“The children will go on picking up bones. In their naïve curiosity they 
will see not the man but the ghost, not the being but the bones. This 
is the fate of the dead; the knowledge that they will be forgotten, that 
those who come after them will not remember that they were once “ 
quick as foxes on the hill”. 
 
Through conversations with Dr Jo Buckberry a pelvis was identified as 
one of the important ‘type specimens’ within the collection which 
shows signs of Paget’s disease - a painful and debilitating condition 



that would have limited the movement of the patient. In Thompson’s 
large-scale wall piece ‘As quick as foxes on the hill’ a quote from the 
Stevens’ poem was printed over the X-radiograph image of the pelvis, 
with stitchery used to ‘emboss’ the surface. 
 

 
Figure 4 As quick as foxes on the hill, 2015, digital print on cotton, free 
motion stitch, rayon thread, cotton wadding and backing, approx. 
175x145cms. Photo credit River Studio 
 
Hansen’s Disease and the Andersen Archive, digitised as part of From 
Cemetery to Clinic, became a particular focus for the direction of the 
project. It was easy to appreciate that the deforming sequelae of the 
disease in the hands; the absorption of the phalanges, and the clawing 
disfigurement of the hands associated with the peripheral nerve 
damage in the disease, would have made grasping and manual 
dexterity almost impossible. The combined skeletal and X-radiograph 
studies of the collection allowed a clinical interpretation of this most 
deforming disease. As an artist reliant on the use of her hands to 
create works of art, Thompson found these the most emotive skeletal 
specimens and X-radiographs.  
 
In discussion with Buckberry and Manchester, Thompson chose a 
number of X-radiographs that illustrated the physiology of the 
disease. The Leprous Hands became a series of pieces showing the 
visual disintegration of the imagery of the historic X-radiographs as a 
metaphor for the degeneration of the hands. Each hand was slightly 
larger than life, allowing for clear representation of the musculature 



and skeletal features. This series contained small artworks featuring 
individual pairs of hands that were installed in the teaching 
laboratories alongside items of the BARC collection and large-scale 
wall pieces featuring up to eighteen versions of pairs of hands that 
were exhibited in gallery settings. 
 
In The Leprous Skull a dramatic image of the X-radiograph of a 
medieval skull showing initial signs of rhino-maxillary syndrome, was 
printed onto fabric. The excavation plan of the cemetery site 
associated with the Medieval hospital of St James and Mary 
Magdalene from where it was excavated, which had been digitised as 
part of the From Cemetery to Clinic project, was quilted onto the 
background of the image, giving a shadowy texture.  
 

 
Figure 5 The leprous Skull, 2015 digital print on cotton, free motion 
stitch, rayon and lurex thread, cotton wadding and backing, approx. 
175x145cms. Photo credit River Studio 
  
The dissemination of final artworks took two routes. Initially, a series 
of formal and informal displays and discussions with 
Paleopathologists, Osteologists and Digital Bioarchaeologists was held 
and Thompson delivered a paper on her experience at the ‘Skin and 
Bones’ session of the Anatomical Society Summer Meeting 2014. 
BARC holds a monthly ‘bone clinic’ allowing for informal discussion 
about a case within the collection. Thompson did a planned ‘take over 
the meeting’, with installation of large-scale pieces in the corridors of 
the University and smaller pieces installed alongside items of the 



collection in June 2015. 34 people attended the session with 
comments being positive and used by Thompson to help inform 
further work.   
 

 
Figure 6 Untitled piece from The Leprous Hands series installed 
alongside osteological remains from the teaching collection at BARC 
Photo credit Karina Thompson 
 
Secondly, the art works were included in a series of exhibitions across 
Europe which allowed the general public to see the work and become 
aware of the project. ‘As quick as foxes on the hill’ and ‘600 diagnoses 
a day from the Leprous Hands series’ were included in the Quilt Art 
exhibitions ‘Dialogues and Small Talk’ (Marks, 2015).  This show 
toured 13 venues across Europe and was seen by at least 5,600 
people.  ‘The Leprous Skull’ was shortlisted for the ‘Fine Art Quilt 



Masters Award’, Europe’s premier competition for large scale art 
textiles in 2015. The two public showings of the competition attracted 
in excess of 38,000 members of the general public. ‘The Leprous Skull’, 
along with the largest of the Leprous Hands piece were included in 
the exhibition ‘What have I got to do to make it okay’ (Cooper, 2015). 
This high profile exhibition featured 5 well established artists from the 
UK, USA and Ireland and toured to 6 international venues. In total, 
46,000 people visited the exhibition with a further 700,000 seeing the 
work online or in editorial articles (McGregor, 2018).  Thompson 
included ‘As quick as foxes on the hill’, ‘The Leprous Skull’, and ‘The 
Leprous Hands’ in her gallery ‘Pattern within’ at the Festival of Quilts 
2019 which had at least 20,000 visitors.   
 
Editorial feedback was extremely positive with many critics 
mentioning the humanity within the work. “Trying to portray this 
serious subject has proved a challenge for Thompson.  Her solution 
has been imagery that shows what happens as the bones are 
resorbed by the body when leprosy is contracted, resulting in delicate 
and haunting embroideries that demand further scrutiny.” (Marks 
2015: 81) “The image is simultaneously bold and ghostly….heart-
breaking, private and intimate” (Wilson 2016: 49) “Thought 
provoking, full of unique ideas and skilled work” (Crawford 2016: 38). 
 
Feedback from the general public showed many similar responses.  
Visitors would often compare their hands with those on the artworks 
examining the shortening of phalanges or clawing deformity of the 
leprous hands. In gallery feedback, words such as ‘thought provoking’, 
‘emotional’ and ‘interesting’ were commonly used. There is anecdotal 
evidence from the gallery showings of visitors breaking into tears in 
front of ‘The Leprous Hands’ on two separate occasions.  When asked 
about their reaction, the response was that they had not considered 
the implications of what they thought was a medieval disease 
consigned to history, yet clearly still present in modern times. 
Poignantly, a third audience member on crutches also wept in front of 
‘As quick as foxes on the hill’. The artworks on display within BARC 
also stimulate conversation with visitors to the human remains 
collections at Bradford, a unique way of reminding all of the personal 
and unique qualities of the remains that we have responsibility to 
curate. 
 
 
5 CONCLUSION 
This collaborative project explored how bones and data from digitised 
human skeletal remains, could inspire artworks that would highlight 
the humanity of those bones. By taking time to study the digitised 
resource, and in discussion with researchers from BARC, a fuller 



understanding was developed that served as the basis for a series of 
experimental samples, which in turn evolved into the final textile 
artworks that were seen by at least 70,000 members of the general 
public, thereby also widening the reach of the collections normally 
only visible to students and researchers.  
 
Whilst there is no substitute for the tactile experience of using real 
world artefacts and osteological remains in a teaching environment, 
these interactions are often at the cost of irreparable damage by the 
handling of such fragile Archaeological items (Wilson 2014). The 
nature of the osteological evidence from the Digitised Diseases 
resource meant that the collection was easy to explore and study. 
Points of interest in the high-definition images could be closely 
examined and discussed, sometimes at a considerable distance from 
the collection itself.  The digitisation of the collection meant that 
imagery could easily be used in digital programmes to be adapted and 
translated into artworks.  
 
But here lies a contradiction; the artworks are tangible, analogue, real 
world objects that can be touched, based on tangible, analogue, real 
world objects that can also be touched. But without the digital 
technologies they would not have been created. It was the digitisation 
of the collection that allowed Thompson to ‘discover’ these objects. 
The Digitised Diseases resource allowed the osteological evidence to 
be selected and viewed as photorealistic textured 3D models. 
Furthermore, it was digital technologies that allowed the digital 
model to be converted into another digital image and subsequently 
an embroidery file, which was then printed and stitched onto fabric 
returning them again to the analogue world. The symbiotic, circularity 
of these relationships were the keystones in expressing the physicality 
of the human remains themselves - “the boundary between analogue 
and digital virtual objects has solidified into physical forms” (Harrison, 
2013, p.xiii). 
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