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Case Study 02: Mapping Meaning

message in order to ascertain the quality and

An important aspect of design authorship and the

appropriateness of materials used and visual language

self-initiated editing and visual communication of
content lies within the fild of information design

adopted, together with the range of contexts within
which the work might be viewed and interpreted.

‘The designer can collect information and treat it in

such a way as to emphasise new meaning which may

Designer and educator Alison Barnes used the tools

be inherent in familiar content,

of the cartographer and the information designer
within her project, which attempted to investigate the

Wﬂ, the systematic organisation of complex

human dimension often lacking within traditional

% Main Text: The central description
of chapter themes, outlining the
key theories and practical methods

for each section.

ifformation in a form which may be transported and

forms of urban mapping such as street maps. Whilst

reinterpreted, is an activity that has much in common
with graphic design - the collecting, editing and

one might expect to find details of historically or
culturally important locations, together with street

e-presentation of information in a communicable

names and navigational devices on any given town

visual form might be defined as the very core of the

map, Bames was interested in displaying altemative

discipline. Designers have a responsibilty to create
work which is both accessible and understandable to its

visual signs that demonstrated human intervention
and the traces of its use as both a social and an

intended audience. As such, it is essential that research

architectural space. Her maps, detailing altemative

is conduicted into the target audience for a particular

views of the area of New Basford in Nottingham, chart

THE SIGNS ARE
ALWAYS THERE,

THEY JUST NEED
TO BE READ

% Image Caption: Caption information
for images and illustrations used on
the spread.

% Images: Examples of design projects,
both professional and self-initiated,
which help to illustrate and support
theories put forward in the main text.
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specific target audience or market for the design.

Of course, the designer will become more familiar

The designer needs to consider both the external

with a specific fild of study through professional

position of their intended work (the expiicit aim of

experience. By building a relationship with a particular

the communication itself) and its intemal position

ient and working on a number of projects aimed at a

(the relationship between this particular piece of visual
communication and others within the same context).

distinct aucience o cuitural group, the designer can
learn which forms of communication are likely to be
more (or less) effective. Field of study research then

This is very important, as contemporary cultures are

becomes more intuitive, based on prior experience and

saturated with displays of visual communication, i the

learning, and the designer is able to move more quickly

form of advertising, information graphics, ste-specific

toward a project focus and methodology.

al identities and images related to entertainment

or decoration. If a piece of graphic is

Field of study research takes a variety of forms,

o be displayed within this arena, the designer needs

dependent on the context of the work. Market

to be aware of how it relates to competing messages,

research might be appropriate to some briefs, whereby

and how the problems of image saturation or

the designer seeks out other work in the same field

information overload might be resolved i order to
communicate effectively.

and analyses and compares the visual forms of
communication relevant and readable to a specific
audience. This could mean a review of comparative

potental visal solutons

A

Analytical Propositonal Design imvolves both these Diferent graphic design
Adjective rlating to onapss Adiective rlating o aspects o research. Desigers projects may invlve each
(0) - the dvsion of a physicol  propostion (n) - @ proposal need to be aware o the of these aress of resarch to
or abstract ol nto its for consideroton, plon, method  context within which theirwork 3 reatr or lesser extent,
constuent pots i oder to or suggestion This usually wilbe inerpreted and reac, depending on th bre, the
examine ther intereltionshics. takes theform of a hypothess and the possbiltes offre by specic qualtes of the

this ) materials 3
involes the designes becoming  qualified assumptin, and budget constants. At the and the reationship betueen
more familar with the specic supported by some form of same time the solution also clent, designer and audience.
message, audience,appropriate materialevidence. In the case needs 1 be imovative -
visual lanquage and the of graphic design,tis means. offering a new way of
reauitements of the cliet. the definion and testing of presenting the nfornation

% Main Text: The central description % Further Information: Definitions
of chapter themes, outlining the of terms used in main text, further

bk dd
FIELD OF STUDY

I\

14 p -
METHODOLOGY

YIIT LY

% lllustrations: Accompany
main text in order to visualise

key theories and practical methods references and links to other chapters. the key themes explored.

for each section.
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Methodology

The science of method, or a
body of methods, employed in
a particular activity such as the
research aspects of a project.
A logical, predefined and
systematic strategy by which
to undertake a graphic design
project, to include methods

of evaluation of experimental
outcomes, a schedule for each
stage of the project and a
stated intention or purpose

in relation to anticipated
outcomes. It could also be

employed to describe an
approach to graphic design in
general: a particular manner

of working or a procedure used
in the production of graphic
design. Sometimes used in
reference to organisation or

a technique of organising and
analysing, or a scheme of
classification.

Method

A way of proceeding or doing
something, especially in a
systematic or regular manner.

Semiotics

The study of signs and
symbols, especially the
relationship between written
or spoken signs and their
referents in the physical world
or the world of ideas. A core
strategic method by which
graphic marks, texts and
images can be deconstructed
and interpreted to determine
their underlying meanings.

Semantics
The branch of linguistics that

deals with the study of
meaning. The study of the
relationships between signs
and symbols and the meaning
that they represent.

Communication Theory

The body of work that relates
to the study of communication
and the ways in which meaning
is transferred between
individuals and groups through
language or media.



Why and How?
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Rhetoric Linguistics
The study of the technique of
the effective use of language.

The scientific study of
language and its underlying
Written or spoken discourse structure.
used to persuade, influence or

affect an audience.

Discourse

A body of verbal or written
communication, especially
between two or more
participants. The act of
discussion between parties,
often in a formal manner.
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Why and How?

Epistemology

The theory of the underlying
methods or grounds of
knowledge, and the critical
study of the validity, methods
and scope of an established
body of knowledge.

In relation to graphic design,
this indicates the body of
widely accepted knowledge
that defines the discipline,
including those theories
surrounding legibility, written
language and typography, as

well as those drawn from
outside of the profession.

Theories such as gestalt, for
example, have been drawn
from the disicpline of
psychology and employed by
designers in their working
methods and practices. These
ideas have influenced the
everyday discussion of graphic
design practice and the
language used by designers to
explain their working methods.

Gestalt

The organisation of a whole
that is more than the sum of
its parts. The implication of
meaning communicated
through the use of a part of
an image or object, rather than
the whole.
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Avant-garde ‘guard’ and relate to its original

From the French term meaning usage by the military.
literally the vanguard or

front-runner. In the context The notion of the vanguard
of art and design, the term could also be considered to
avant-garde is usually be a heterodoxy — meaning
employed to describe the different, contrary to or
pioneers or innovators of a unorthodox (in fact, the
particular period or movement, term heterodox, rather than
often in opposition to the unorthodox, is the antonym
mainstream or status quo. Both of orthodox).

avant-garde and vanguard were

created by combining the old
French words 'avant’, meaning
‘fore’, and 'garde’, meaning

In graphic design the term
avant-garde is rarely used in
the discussion of contemporary

design activity — more often
than not the phrase is applied
when discussing the history of
the subject. This is not to
suggest that there is no current
avant-garde in graphic design,
simply that the phrase has
passed out of common usage.



Why and How?
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Why and How?

Interestingly the relationship have received critical acclaim

between the mainstream and for their ground-breaking and
the avant-garde operates in a influential work, but have also
very particular fashion. There attracted big corporate clients
are a number of celebrated - in the case of Carson working

designers around the world later in his career with

who are considered 'cutting
edge' and radical in their
approach to design whilst
maintaining a successful
commercial career with
mainstream clients.

Designers such as Stefan
Sagmeister and David Carson

companies such as Microsoft.

This interdependency between
the radical and propositional
visual grammars of new and
challenging work and the
mainstream of design can be
described as a process of
recoupment. This phrase was

coined by the Situationists and become influential for a
during the late 1960s to

describe the ability of

new generation of emerging
designers.
mainstream culture to

accommodate 'outsider’ ideas.

The current situation is more

symbiotic than the phrase

recoupment suggests. The large

fees paid by corporate clients

support the time and space to

allow designers to explore and

experiment. In turn the new

ideas and visual styles that

emerge from this feed into the

mainstream of the discipline
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Primary Research

The raw materials which a
designer directly works with in
relation to research. Primary
research approaches might
include marketing strategies
such as audience surveys or
interviews, or the direct testing
of potential visual solutions
within a ‘real world” context.

Secondary Research
Established or existing research
already undertaken in the field
and used to support the

designer’s own research. This
might include published
surveys and/or interviews with
potential audience groups,
together with the analysis of a
range of successful visual
communication strategies
within a similar context.

Tertiary Research

Research based on secondary
sources and the research of
others synthesised to simply
restate what others have
undertaken. A summary of the

existing body of knowledge
and accepted methodologies
relating to the range of
intentions, audience and
context of the project.
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Matt Cooke’s project (featured
opposite and over the following
pages) explores an unusual
approach to the role of the
designer in responding to a
brief from a client. Rather than
creating a series of visual
proposals and variations of
design solutions, he decided to
concentrate on developing a
working methodology for his
client — a UK-based cancer
awareness charity.

The resultant handbook
presents a rationale for a
method of visual thinking
which is based upon a
schematic diagram of the
design process, together with

a step-by-step, transferable
system for the construction and
testing of a range of public
information products.

The handbook, which includes
information on how to conduct
market research and test the
viability of alternative visual

strategies, was given to the
client in order to rationalise
the system of new design
commissions and to save on
the duplication of work in the
areas of research and
development.
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DEFINITION

15 THE PHOBLEN SIGNINCANTH
CAN VWSUAL COMMUNICATIONS
CONTNISUTE 10 ITS NEBUCTRONT

DEFINE TARGLY AUDITWCE

Stage 1
Definition

The first stage of the design process

is called Definition. This is where the
project is outhined in its initial form. At
this stage the design team asks a series
of questions to establish the nature of
the problem and assess whether visual
communications can make a significant
contribution to its reduction.

The design team for this project
included myself, Spencer Peppiatt
{Design Assistant, WCRF), Maebh
Js igs (E jon Pr
Manager, WCRF) and Lisa Cooney
(Education Assistant, WCRF). 1 should
stress that [ undertook all of the design
work and only used the design team
in this instance to approve ideas and
develop concepts. The last two mem-
bers of the design team (Maebh and
Lisa) were also included because of
their gender and age. WCRF clearly
indicated at the start of the project that
it was interested in communicating
specifically with women between the
ages of 16-34 (see page 28), and both
of these women fall within this age
bracket. Including members of the
target audience in the design team
gave us a greater chance of producing
visual i that are effective in

pecple for whom the design team
works must be represented on the
design team itself. Without the help of
end-users, no socially acceptable design
can be done.” (Papanek 1985: 304),

Define the Design Problem

The first chjective of the design
methodology is to identify and

define the design problem at hand.

This can be any issue that an organisa-
tion is attempting to tackle, from raising
awareness of its mission to attempting
to change behaviour in members of the
public. Clearly defining the design prob-
lem at the outsat gives the design team
a starting point from which it can begin
to tackle the rest of the project.

Members of the WCRF executive
committes became aware that the
cbesity epidemic we are experiencing
is strongly linked to an ncreased risk
of cancer. Since this is a relatively new
finding, WCRF wanted to raise aware-
ness amang the UK public that this
association exists, and to create a cli-
mate in which maintaining a healthy
body weight is considered essential.

their intended environments. As Victor
Papanek writes, "Most imp ly, the

There) the design problem was:
1o raise awareness that there s a link
b b and cancer.

LTS




Why and How?

Case Study 01

volume print runs of detailed public information

Stage one of the process
involves definition of the
project, including aims and
objectives, prospective
audience and potential visual
outcomes. The step-by-step
process outlined by Cooke at
the beginning of the project
(page 31) is broken down
within each chapter, and
highlighted sections of the

photographer Jim Naughten
helps to give both a sense

of visual drama and an overall
cohesion to the series of
project diagrams and
illustrations.

methods, led to the development of a highly sensitive

diagram indicate to the reader
the stage reached in the overall
process of the work. The use of
strong background images by
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Stage 2
Divergence

The divergent search is where the
majority of background research takes
place. It is where the design team
broadens the parametars of the design
problem, giving itself the best chance
of finding a suitable solution. At this
stage the team should put aside any ind-
tial assumptions about the way the final
project might look, and assess for the
first time the project as a whele. This

i a process of dismantling initial pre-
conceptions. Jones refers to the diver-
gent search as * . the act of extending
the boundary of a design situation 50
as to have a large encugh, and fruitful
enough, search space in which to seek
a solution.” (Jones 1991: 64). The diver-
gent search also provides an eppartu-
nity for the design team to reassess the
original definitions of the project made
in stage 1, to test their validity; and also
to find out which of these established
parametars are changeable and which
are fixed. Jones continues: “[n short it
can be said that the aim of divergent
search is to de-structure, or to destroy,
the original brief while identifying those
features of the design situation that wall
permit a valuable and fsasible degree of
change. To search divergently is also to
provide, as cheaply and quickly as pos-

sible, sufficient new experience to coun-

teract any false assumptions that the
design team members, and the spon-
sors, held at the start.” (Jones 1991: 66)

The divergent search is also an
attempt to get to know the targst
audience; to understand their likes and
dislikes; to find out what motivates and
stimulates them. In other words, its aim
1s to learn some of their values and
attempt to leamn their language — both
verbal and visual As Frascara notes:

“In ethical communicaticns, the pro-
ducer has to speak a language that the
audience can understand. If producers
really want to communicate, that is, to
be understood and not just listened to,
they should remember that pecple can
only understand things that relate to
things that they already understand,
and that it is impossible to communi-
cate, therefore, without using the
language of the audience in bath style
and content.” (Frascara 1997: 17)

As part of the divergent search, the
design team should pursue three main
avenues of research: gathering quantita-
tive data; gathering qualitative data; and
wvisually researching the target audience.

Stage two of the process,
Divergence, outlines a range
of contextual researches into
the areas within which the
intended project will operate,
including an analysis of visual
material competing within the
same space. Again, highlighted
sections of the diagram
indicate to the reader the stage
reached in the overall process
of the project.

Further diagrams attempt to
show the interrelationship
between each stage in the
process (opposite),
demonstrating the ways in
which each stage is
interdependent, rather than a
distinct and separate area of
the investigation.
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Stage 3
Transformation

Having conducted the divergent search,
the design team has in its hands the
raw material which, when filtered
through its collective imagination, and
honed by its design experience, evolves
into a set of proposed visual solutions.
At this point the design team draws on
its understanding of the results of the
divergent search and applies them to its
knowledge of design. This is the process
of Transformation and, as Jones states,
“This is the stage of pattem-making,
fun, high-level creativity, flashes of
insight, changes of set, inspired guess
work; everything that makes designing
a delight.” (Jones 1580: 65).
Nevertheless. this is not an
innocent practice. The design team
is trying to effect a change in human
understanding. And the knowledge
gained in the preceding stages gives
them a greater chance of achieving
this. It is essential that lessons have
bean learned by the design team and
that they do not simply revert to per-
sonal styles, or comfort themselves by
aping current trends. Frascara warns:
fail t of the

“Fr desiq:

exploration and use of visual languages
foretgn to the audience. Others, imitat-
ing fashionahle styles, tint messages
with ideclogies that could be at odds

A i41

with those pertaining to the intentions
of their content.” (Frascara 1897: 13)

So it is crucial, at the
Transformation stage, for the design
team to examine its motives behind
any propesed visual solutions. Choices
made because they appear 'cool’ rather
than appropriate, of ‘tendy’ rather than
suitable, need to be rooted out in favour
of ideas that might better serve the con-
tent and context of the communication
To some this may sound unnecessarily
didactic, but to the user-centred practi-
ticner, it is commen sense. Frascara
“The
given to aesthetics has centred the
attention of designers, design
educators and design historians on the
formal aspects of design, that is, on the
relationships of the visual elements with
cne another. Graphic design is, how-
ever, first and foremost human commu-

continue:

nication, and what the graphic designer
does is construct a pattern, somathing
similar to a musical score, to organise
an event that becomes enacted when

a viewer confronts the designed prod-
uct.” (Frascara 1957: 14}




Why and How? Case Study 01

Stage three of the process,
Transformation, centres on the

propose well-grounded,

functional visual solutions.
range of visual experiments
and focus group research As with each of the earlier
conducted in the project. stages, highlighted sections

of the diagram indicate to the
At this stage of the project, reader their position in the
Cooke attempts to build on

the knowledge gained by

journey through the project
(opposite).

conducting a thorough analysis

of the context for the final

work (stage two), allied to a

strong understanding of the

intentions outlined in the brief

(stage one), in order to
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Stage 4
Convergence

This is the final stage in the design
process, The background research has

been canducted, design objectives have

been agreed, channels of distribution
assessed and prototype designs have
been namowed down. At this point the
design team makes its final amend-
ments and proceeds to roll out the
product in the full scale environment.

Roll Out Full Scale

The ideal scenario allows the design
team to do this with minimum effort,
moving gquickly from the prototype
stage to completion. Jones emphasises
the impartance of moving swiftly to
this paint: *...to converge is to reduce
a range of options to a single chosen

design as quickly and cheaply as can
be managed and without the need for
unforeseen retreats.” (Jones 1980: 7).

This unexpected benefit of the
methodology — that is, instilling greater
in those ning

the project — enabled the design team
to complete the project very quickly and
with a minimum of additional proofing

Stage four, the final stage of
the process, is described as
Convergence — the correlation
of the results of all research
and experimentation conducted
throughout each of the
previous stages in order to
create an appropriate and
functional final outcome.

Highlighted sections of the
diagram (above) indicate to the

reader their position in relation
to the overall project, while
further illustrations (opposite)
give an indication of the
designer’s concerns with the
creation of sustainable and
useful design solutions.
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OU

IDEA SHOULD BE
COMPATIBLE

WITH THE

Cooke chose to illustrate his
research methodology with a
series of illustrations reflecting
the themes of useful design
and social responsibility. Set
on single pages throughout
the handbook, the
diagrammatic illustrations
(above) convey a sense of
purpose and take the polemical
visual form of a manifesto for
design.

A central part of Cooke’s
research had included the

study of contemporary design
manifestoes such as the
reissued First Things First
manifesto published in several
design magazines in 1999.
Building upon some of the
aspirations described in that
document, Cooke extended his
rhetorical message through the
use of strong visual statements
reminiscent of warning signs.

An overview diagram of the
research and development
processes (opposite) also

GAINS FROM THIS

CONSTRUCTION OF

shows a reflection on the
procedures outlined in the
initial proposal diagram (page
31), presenting the flow of the
project as a more circuitous
journey, rather than the linear
route planned at the outset.

DESIGN

SAVES LIVES AND
MAKES THEM
FUNCTIONALLY
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A significant shift in the range of approaches to contemporary design has come
about as a result of the debate surrounding the notion of graphic authorship and
what this might constitute in the future for graphic designers. While definitions of
authorship in graphic design continue to be expanded and updated by designers,
design writers and educators, it is useful to consider a singular interpretation as a

starting point for debate.

Traditionally, graphic designers are involved in a process of facilitation: put

concisely, the business of design is to communicate other peoples’ messages to

specified audiences. This might be for the purposes of providing general information

(such as a train timetable or road sign) or to persuade a target audience about a
particular produ¢t through its packaging and promotional design. While this may

be a crude definition, it is clearly applicable to the broad majority of design praétices in
the commercial arena: graphic designers are commissioned to employ their skills as a

communicators in the service of a client.

The notion of authorship lies in the possibilty that designers can also operate as
mediators — that they can take responsibility for the content and context of a

message as well as the more traditional means of communication. The focus for the
designer might be on the transmission of their own ideas and messages, without the
need for a client or commissioner, but §till remaining fixed on the effectiveness of
communicating with an audience. This can also operate in a commercial sense —a
client might choose to employ a graphic designer because they have a particular visual
style or method of working that would work in tandem with their message or product.
This could be described a designer’s signature $tyle, and there are many celebrated or
well-known designers who are commisioned purely because of a body of work that is

concerned with particular themes or is popular with a particular audience.




the vesiguer as author

the author as designer
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WAYS OF THINKING

ANALYSIS AND
PROPOSITION

RECORDING, EVALUATING
AND DOCUMENTING A
RANGE OF VISUAL AND
VERBAL STRUCTURES,

LANGUAGES AND
IDENTITIES
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Practical Problems

A practical problem originates
in the real world and is related
to pragmatic issues and
conditions such as cost,
production and technology.

It may also be influenced by
its context, for example, the
need to explore legibility and
typographic form in relation to
public signage for the poorly
sighted. This is an applied area
of research and investigation,
in that the solution itself may
lie in constructing or posing a

specific research problem. The
outcomes of applied research
are tangible and offer real
world or commercial solutions
to already existing needs.

Applied Research
Applied research is the the
investigation of a practical
problem.

Research Problems

A research problem is typically
developed in response to a
subject or theme that the
designer does not know or fully
understand. A research problem
may arise from or be motivated
by a practical problem to be
resolved — a field of study.

This then helps to define the
project focus of the research
and provides a specific
question to be explored. The
research, investigation and
development — the body of

knowledge and understanding
gained through research —is
then applied to a practical
situation or problem.
Sometimes this is referred to as
pure research and its outcomes
are frequently conceptual, for
instance in the development of
an appropriate visual
vocabulary for a specific
theoretical context.
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Vilem Flusser The Shape of Things: A Philosophy of Design
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Pure Research stated project intentions.

The investigation of graphic The outcomes of pure research
and visual languages in a are propositional and offer
propositional sense, rather than potential visual solutions to
the development of those as yet undefined needs.
which have a pre-determined

commercial application.

Although this form of research
may not lead to 'real world'
practical solutions, this does
not obviate the need for a
thorough analysis of the
context of the work in relation
to potential audience and the
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Analytical

Adjective relating to analysis
(n.) — the division of a physical
or abstract whole into its
constituent parts in order to
examine their interrelationships.
As a design methodology, this
involves the designer becoming
more familiar with the specific
message, audience, appropriate
visual language and the
requirements of the client.

Propositional

Adjective relating to
proposition (n.) — a proposal
for consideration, plan, method
or suggestion. This usually
takes the form of a hypothesis
or what might be termed a
qualified assumption,
supported by some form of
material evidence. In the case
of graphic design, this means
the definition and testing of
potential visual solutions.

Design involves both these
aspects of research. Designers
need to be aware of the
context within which their work
will be interpreted and read,
and the possibilities offered by
audience familiarity, materials
and budget constraints. At the
same time the solution also
needs to be innovative —
offering a new way of
presenting the information.

Different graphic design
projects may involve each

of these areas of research to
a greater or lesser extent,
depending on the brief, the
specific qualities of the
message to be communicated,
and the relationship between
client, designer and audience.
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Design is/never neutral & ,

The act of designing can never
be an entirely neutral process,
since the designer always brings

something extra to the proje&.*

*Robin Kinross The Rhetoric of Neutrality — Design Discourse: History, Theory, Criticism

A design cannot fail to be
informed, in some measurg,

by personal taste, cultural
understanding, social and
political beliefs, and deeply held

aesthetic preferences.”

°°Rick Poynor No More Rules — Graphic Design and Postmodernism

@
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| keep six honest serving-men

(They taught me all | knew);
Their names are What and Why
and When

And How and Where and Who.
Rudyard Kipling

= =
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<Context-Definition>

Initial work in this model
usually involves a thorough
analysis of a broad range of
secondary research, mapping
the territory to be investigated
and determining the range of
work which has already been
done within the target context.

Once a solid understanding of
the context has been reached,
the focus for the project can be
determined, and a working
methodology defined. Primary

research is usually beneficial at
this stage, in the form of direct
surveys of target audiences and
visual experimentation to test
appropriate visual languages.

The results of these preliminary
visual and contextual
experiments can then help to
define the specific project
intention, together with an
appropriate methodology which
allows the testing of a range of
potential outcomes.
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Historical Research

Seeks to reveal meaning in
the events of the past.
Historical researchers interpret
the significance of time and
place in ways that inform
contemporary decision making
or put current practices into
perspective.

Descriptive Research
Observes and describes
phenomena.

Analytical Research
Generates quantative data that
requires statistical assistance to
extract meaning. Analytical
research requires testing and
estimation and is particularly
concerned with relationships
and correlations in an attempt
to predict outcomes.

Experimental Research
Attempts to account for the
influence of a factor in a given
situation. Experimental
research defines relationships

of cause and effect by
changing the factor to be
studied in a controlled
situation.

Meridith Davies ‘What’s so
Important about Research?’
Statements, American Center
for Design (ACD), Vol.6, No.1,
(Fall 1990)
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<Context-Experiment>

Initial work in this model
usually involves looser mapping
of the territory to be
investigated, an analysis of the
range of work which has
already been done within the
same context, and a specified
intention for the work within
this context.

The focus for the project needs
to be determined earlier than
in the <Context-Definition>
model, particularly through the

definition of what the designer,
and the client where
appropriate, wishes to achieve.

Distinct visual experiments

to test appropriate visual
languages and strategies are
then conducted in order to
determine a range of potential
solutions. It is important that
an overarching strategy is
employed by which to critically
evaluate and reflect upon the
relationship between each
individual experiment.
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Type as a Signifier

The use of a particular type
style: the typeface, its size,
weight and colour, as well as
its position within a particular
context, can be a deliberate
choice made by the designer in
the construction of a message.

Type carries a resonance with
its intended audience — not
only does it carry meaning
through the content of the
written words themselves, it
also communicates through

composition and the semiotic
reading of type as image.

Other forms of lettering, such
as the surveyor’s marks shown
opposite, constitute a specific
language, carrying detailed
meaning to a specific group of
readers (in this case, the
location of pipes and cables
buried under the ground).
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Authorship

The involvement of the
designer in the mediation of
the message to an audience.
It can be argued that through
the creation of visual
messages, the designer has an
equal role to play in the ways
in which a piece of visual
communication is read as the

originator of the message itself.

The designer, as a form-giver
or channel through which the
message is passed, can play a

key role in actually shaping the
content of the message. Some
design theorists have borrowed
the notion of the auteur from
film theory in an attempt to
build on this notion, while
others have been provoked
into a heated response which
foregrounds the neutral role of
the graphic designer within a
commercial arena.
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Critical Reflection applied. Where the designer is

The process by which the working in a more speculative
designer reviews a project environment, the means by
outcome or evaluates the which effectiveness can be

success of an experiment, by determined must be measured

testing its effectiveness against
a predetermined set of criteria.
These criteria may be either
self-imposed or may be a part
of the brief itself.

Within the commercial arena,
market testing and measuring
the effectiveness of a graphic
message are often rigorously

against the project’s intentions.
For instance, a project which
sets out to make visible certain
underlying characteristics of a
text within a book would need
to be evaluated in ways that
reflect that specific objective.
Readers could be asked to
interpret the design in order to
ascertain whether the implied

meanings are made clear. The
designer could also draw on
contextual research which
analyses the range of graphic
languages operating within the
same arena, thus describing the
range of already accepted
codes on which to build.
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Denotation

The primary, literal meaning
of a piece of communication,
usually within a particular
target audience or group of
readers. This aspect of reading
(decoding) and writing or
making (encoding) meaning
within a message is
fundamental to all forms of
communication. Graphic
designers need to be aware of
the uses of particular visual
signs and symbols, and their
common meanings, within a

target group. Information
design and the other areas of
graphic design which attempt
to reach a broad audience, rely
heavily on the denotation of
specific meanings within visual
forms in order to make the
intended message clear.

Connotation

The range of secondary
meanings within a form of
communication (such as a text;
written, verbal or visual). The
meaning of the image and how

we 'read' it is not fixed by its
creator or author but is equally
determined by the reader. As
such, there are often a range of
personal interpretations of the
meaning inherent within a
message across the audience
spectrum. Certain subcultural
groups, for instance, may use
visual signs which are adopted
from the parent culture but are
used to signify alternative
meanings to their primary
denotative signification.
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Claim and Evidence

Central to any design research
activity is the relationship
between the viability of the
research question and the
methodology employed in the
exploration of the subject
under examination.

It is useful to consider this
notion as if one was
constructing an argument.

The rhetorical aspect of graphic
design is a central defining
feature of the discipline. To

create a successful argument it
is important to be explicit in
two key factors; the claim that
the designer is making and the
evidence he or she provides to
support their claim.

The assertion — the claim

that the designer is making —
should be both substantive and
contestable. The contention
proposed should be supported
by relevant and valid evidence.
This evidence should be
introduced in stages, in some

cases it should be treated as if
it were a sub-claim and may
itself need to be supported by
further evidence.

The qualification of the design
proposal — the evidence to
support the claim — helps to
fulfil a number of requirements
in a successful design. It can
help substantiate the choices
made by the designer when
presenting the work to the
client, give greater credence to
the visual vocabulary adopted,

and lead to a more thoroughly
tested and therefore, probably,
more successful outcome.
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~=Evidence

Primary Sources

The raw materials that the
designer works directly with in
the research. These sources are
implicit in an interrogation of
the broader field of enquiry,
the analysis of reference
material, the examination of
alternative approaches and
existing experimentation within
the field and the relation of the
proposed work to wider cultural
contexts.

Secondary Sources
Established or existing data
from studies already
undertaken, which are used

to support the designer’s

own research. The critical
formulation of design concepts
and messages, mediation of
the message, consideration

of audience, selection of
appropriate media/formats,
articulation of visual language,
media testing and development
in evolving a thorough project.

Tertiary Sources

Research based on secondary
sources synthesised to simply
restate a summary of research
that others have undertaken.
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The images featured here were non-designed typography such

taken by Alison Barnes as part as graffiti as a valuable source
of the background research of information about our
and investigation into the culture and lives.
changing nature of the New

Basford area of Nottingham.

Electing to analyse the range

of vernacular and ‘low-tech’

signs of the area such as

graffiti, Barnes systematically

documented the 'signs' of each

street to produce a range of

topographical maps of the area.

The term vernacular in this

context refers to the study of

THE SIGNS ARE
ALWAYS THERE,

THEY JUST NEED
TO BE READ







074:075 Visual Research

A detail of one of a series of
maps produced by Alison
Barnes (opposite). In this map
Barnes has typographically
charted the graffiti in New
Basford, Nottingham. The
detail shows the nature of the
graffiti, tags and insults
displayed street by street in the
area. The inset detail shows the
map in its entirety.

““The map is not the terrain,”
the skinny black man said.

“Oh yes it is,” Valerie said. With
her right hand she tapped the
map on the attaché case on
her lap, while waving with her
left at the hilly green
unpopulated countryside
bucketing by: “This map is that
terrain.”

“It is a quote”, the skinny black
man said, steering almost
around a pothole. “It means
there are always differences
between reality and the
descriptions of reality.”

“Nevertheless,” Valerie said,
holding on amid bumps, “we
should have turned left back
there.”

“What your map does not
show,” the skinny black man
told her, “is that the floods in
December washed away a part
of the road. | see the floods
didn’t affect your map.””

Denis Wood, The Power of
Maps (Guilford Press 1998)
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The maps created by Alison

Barnes are intended to work
both independently and in
parallel with each other, to
display the interrelationship
between different aspects of

human and physical geography.

The diagram opposite was
created early on in the
development of the project as
a brainstorming exercise, with
the intention of cross-relating
those research areas which
might overlap. Maps which

chart the instances of graffiti in
the area, for instance, are
juxtaposed with the notion of
topophilia — the care and
attention given to a property
by its owners.

This detailed plan for the
project allowed the designer
to investigate a wide range of
overlapping themes, whilst
relating them to each other in
the project methodology.

The central 'base map' could
be described as closest to a

standard street map, as it
detailed architectural spaces,
highways, public and
residential buildings.

However, even here there

was room for alternative
approaches. Barnes’s maps of
residential and commercial
property included colour-coded
diagrams of the age of the
buildings and information
about changes in use, for
instance the conversion from
light industrial and factory sites

to housing and retail spaces.
When combined with
information about graffiti or
oral histories, a far more
complex and human picture

of the environment can be
developed in the reader’s mind.



Litter

Graffiti

Topophilia

Street name
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Bleachers Yard Cairo Street

Chard Street Chard Street (cont)

Duke Street Duke Street (cont) Durnford Street

East Grove

Va

Ghard Sireet Chardaswort Avense

Chatsworth Avene Chelsea Sirset

Al

Chaimstord Road Constance Sreet

Datta Srset Duske Sreet

Q

Fisher Stioot Ford Sreet Hedey Street

0 ¢

Foxnall Road Gauthorne Strast Holis Strset

</

E\

High Chureh Stoot

<
4

Isandula Foad

Spreads from a series of
publications made by Alison
Barnes as part of her research
into the New Basford area
(above and opposite). The
spreads above show how
Barnes has used bar and pie
charts to designate a range
of information relating to the
proliferation of graffiti and
tagging in each street.

The pages shown opposite
(top) demonstrate the detailed
records of the types of graffiti

and the genealogies that
Barnes created to help in

her analysis. Barnes also
represented the information to
show the extent of the graffiti
street by street. The pages
opposite (bottom) show the
analysis Barnes made of the
decorative brickwork of the
buildings in the area.

This approach to the use of the
tools of visual communication
and information design has
been described as visual

journalism, indicating not only
how graphic design can

be applied to wider social
situations, but also to a
personal position regarding the
role and function of the
graphic designer. While the
traditional roles of the designer
remain, new debates and
discussions within the
profession are beginning to
offer possibilities for designers
to explore more personal
interests and reflections within
their work.
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Case Study 02

Attraction/Admiration/Ego

J4 EVA

Joanne 4 nobody!

Joe 4 Kelly

John 4 Zoe

John is so cool

JOLOVES LEET
Josephine 4 Guy

JOSH 4 EVA

JM LOVES MT

JM LOVES SM

JP LOVES OL

JT LOVES GB

KANE IS GOOD

Kathleen LVS Pete
Kaydawn 4?

Kaydawn 4 Jamie
Kaydawn 4 Nathan
Kaydawn M 4 Nathan
Kaydawn 4 Nathan

KELLY 4 DANNY

Kellie 4 Robbie

Kelly Meashawn 4 Robbie
Kerry 4 Gareth

Kerry loves Rich

KHALAS CREW RULE OK
KIERAN LOVES AMY

Kim loves Russ

Kim S loves Max H L A.S.T
Kirstie likes ?

Kirstie 4 Martin

KITTYS STREET OK

Kym + Nathan

LAUREN CHRISTOPHER ARE BEST
LOVERS

LAUREN IS NICE
LAUREN IS THE BEST LOOKING GIRL

Attraction/Admiration/Ego

LAUREN LOVES CHRISTOPHER BY
CAMERON

Leeann 4 ?

MJ 4 JJ

LIAM LOVES JOSE
LINDSEY IS SEXY BY BH
LINDSEY IS SEXY BY BH
LISA 4 BARRY

Lisa 4 Dwaine

Lisa 4 Jamie

Lisa 4 Simon

Lisa LVS Dwayne

Lloyd is fit by Becca

Lloyd is FIT 100%

Lloyd is sexy

Lloyd is sexy 100% fit by Becca 4eva
LM 4 MW

LORRAINE 4 RYAN

LOU LOVES ?

LOVE

LP LOVES RC

LR LOVES SM

Lucy is Beautiful By Noone
Lucy LVS ?

Lucy LVS Cameron

LUV PAUL

M4 Al

M LOVES A

Magiz luvz Nelly 4 ever
MARCUS + BECCA 9T4
MARIJANA 4 EVER
MARTIN LOVES LORRAIN
MC LOVES ?

Michelle 4 ?

MICK 4 CAROL

MM 4 AB

Attraction/Admiration/Ego

Nisa 4 Tom

NOEL IS GREAT

OM LOVES JS

Paul is the best

PB 4 JO

PETE 4 CAROL

Peter is funky

PR 4 JS

PR LOVES PL

R 4 ACHOPER (SAMMY)
R4C

R4L

RA 4 CLAIRE

RD LOVES ?

RF 1935 LOVES JK
RH+LJ

Rhonda + Denise 4 Simon
Rissa n Dan 4eva

Rothi lov MANi

RN LOVES SR

R NEAL LOVES G REID
RW LOVES JT

Ryan is Chum

RYAN IS 100% FIT/SEXY
Sapphire loves ?

Sara 4 Chris

Sarah 4 Nicholas

Sarah loves the 3 boys
SB 4 KP

SCOT IS THE BEST

SF 4 SM

Shula 4 Den

Simon 4 Julie

SS 4 KH

SUPA DEE 4 LIFE
Tanya 4 Daniel B

Attraction/Admiration/Ego

TOGGS LOVES P

Tom is fit

Tracey 4 Scott

Tracey loves Jason

Tracey loves Jason

Tracey + Kerry woz ere lovin Jason +
Gareth

Tracy 4 Jay

TREV + SANDY

TW LOVES

Vincelle loves Jordan Willy Head
W4L

YOUR SO SEXY!

YUGION ruLES

YVETTE 4 Francis

Yvette luvs Francis 4 ever yea yea
Zorena 4 Jad

IN BASFORD. She has a bum button love  Natalie 4 Gareth
Christopher and Cameron Natalie 4 Ted

Tanya + David 4eva ldst
TARA 4 SCOTT

Albany Road Alma Street
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Graffiti territories in New Basford
This map shows all readable instances

of graffiti within the area. The graffiti is
categorised by subjects that are represented
by colours. Those authors (and two subjects)
that appear regularly have been mapped to
show the territory they cover. All mispellings
and use of upper and lower case are direct
transcriptions of graffiti.

Key

Subjects

. Iwas here . Sex . Politcs
Namefinitials Attractionflovelego . Football

. Expletives/threats without direction
. Insults

TWAT WAYNE

Eland Street
JAMIE is The best
James Chaplin is a fucking dick by ?

NO BLOOD FOR OIL

Rawson Stre

LAUREN U WHORE
Cameron U DICK.

Tag Friends Miscellaneous Brands
Territories
E Insults towards Wayne D Left wing pol 1 | KimandK 3 | Kitty and Jubee
Zulu Road Radford Road Silverdale Road Isandula Road
Wayne is a muf licker RESIST THE WAR Kirstie likes 7 Jubee
Wayne is a cunt Kirstie 4 Martin Kty
Wayne is a muff Rosetta Road Kim N Kirsty woz ere! Jubee + Mary
Go fuck your mum up her arsehole Wayne BAN THE BOMB Kim + Kirsty B.M.FM Kitty Jubee woz ere 2002
Wayne is a cunt Kim is gay
Mount Street Kim loves Max H LA.S.T Durnford Road
Ekowe Street REGIME CHANGE BEGINS AT HOME KITTY + JUBEE
1BET U CANT READ THIS U DYSLEXIC PEACE

JUBEE
KITTY'S STREET OK

KILL DISLEXIC WAYNE Duke Street Lauren, Cameron, James,
WAYNE IS A SHINER NO MORE MASTERS NO MORE KINGS! Lucy, Christopher and Kieran Ekowe Street
FIGHT WAR NOT WARS Kitty
DESTROY POWER NOT PEOPLE Chatsworth Avenue Jubee
E Jamie, James, NO TO WAR WITH ARGENTINA Lauren is my best friend now and forever
Daniel and Tom Chard Street
Mosley Street Isandula Road Kitty

Kitty keep it onknown 2002 for e idst
Kitty + Jubee 4 life Dont Hate us Conguralte us.

James is gay NO TO THE WAR Pearson Street
Lauren is a bicth
Liddington Street Beech Avenue 4 | Yvette and Jade
Tom is a mother fucker BUSH! HAVE A BREAK HAVE A PRETZEL Chelmsford Street
Tom s a bitch STOP DAWAR Ring me 01909 474774 for bitch Lauren Chelmsford Road
isaho ANARCHY Yvette + Jade
Jamie is gay with Daniel Radford Road
Tom s gay with Jamie Foxhall Road CAeron is gay Rosetta Road
Tom is a nob fucker hristopher i ?
LIFE IS CRUEL ALL ARE GUILTY! Christopher s a ho by T OHNSTONE
uez Street Gawthorne Street Springfield Street
TOM IS GAY WITH JAMIE G STOP DA WARI!! Gameron u Batiman Ekowe Street
Lucy LVS Carmeron Yvette
Rosetta Road Lauren u whore
Jamie is gay by Kirby Monsall Street
Foot fetishist Liddington Street Jade luvs herself 4 ever
Egypt Road James loves LUCY BY CAMERON JADE
Jamie Radford Road Cameron YVETTE
Daniel + Daniel + Dean | WANT 2 SUCK UR TOES GIRLS!! TXT: Cameron JADE
Daniel/Paul D is gay 07754 948025 Cameron is a dick YVETTE
James + Daniel woz ere Y2K+2 1 WANT 2 SUCK SEXY SCHOOLGIRLS TOES!! JADE
Lou+ Emma + Dan + Little David + Ste woz ere Y2K+2 07754 948025 Ekowe Street Jade
Emzy + Dan + James + Jamie + Paul woz ere Y2K+2 I WANT SEXY SCHOOLGIRLS FEETI!! CAMERON
Daniel is gay and so s his brother 07754 948025 Sandon Street
1'SUCK GIRLS TOESI! (07754 948025) Suez Street Jaurdan + Jessica + JADE + Rasheena + Akilah woz
Kieran ere 29.11.02 Y2K
Duke Street Christopher is gay Jade + Rasheena + Cherniece + Hayley woz ere
1 WILL SUCK YOUR TOES BITCHII AN
Gawthorne Street Shipstone Street
Elson Street CHRISTOPHER LOVES LAUREN OK Yvette
1CUM Allover a Picture of Kylie Minogues Sexy
Feetll By AN Constance Street Maud Street
KIERAN LOVES AMY Yvette + Margaret + Jessica + Jade
Mount Street AMY LOVES KIERAN
NICE SHOES CUTE FEET 07754 948025 JAMIELEY LOVE KIERAN Radford Road
SUCK MY BIG COCK LITTLE GIRLS IN SANDALS CHRISTOPHER LOVES LAUREN BY CAMERON Crystal + Sapphire + Jewel + Jade woz ere
07754 948025 Lucy is Beautiul by Noone
Monsall Street
LAUREN LOVES CHRISTOPHER BY CAMERON 5 | Leeann, Becca, Dan and Lioyd

LAUREN IS THE BEST LOOKING GIRL
IN BASFORD she has a bum button love
Christopher and Cameron

Chard Street
LAUREN CHRISTOPHER ARE BEST LOVERS
CHRISTOPHER KIERAN CAMERON WAS ERE
2002 OK

Monsall Street
Leeann woz ere 01
leeann

Wycliffe Street
BECCA + DAN
Lloyd i fit 100%

Sandon Street
Lioyd is sexy
Lloyd s fit by Becca

Maud Street
Leeann woz ere 01

Leeann woz ere 01

Leeann + Callum + John + Harley woz ere Y2K2
Leeann + Rebecca

LEEANN WOZ ERE!

Leeann + Becca

Lioyd is sexy 100% ft by Becca 4eva

he is a dickhead by Becca

Hello my name is leeann

ere
LEEANN + DANIELLE + CHELSEA + REBECCA
Leeann s gay

Leeann s gay

Leeann
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Featured here and on the
following pages are examples
of designer Wayne Daly’s
project exploring the visual
aspects of the notion of love.
Daly explores the history and
development of the love-heart
symbol, together with the
ways in which it has been
employed as corporate or
product identity in what he
calls a heart typology.

Typology
In simple terms the phrase

refers to the study and
interpretation of types — a
person, thing or event that
serves as an illustration or is
symbolic or characteristic of
something. In relation to the
work shown here, the phrase
relates to the organisation of
types and their classification
for the purpose of analysis.
This method of working as part
of a research project could also
be described as analytical

research — in that it examines
quantitative data and allows a
comparative analysis to be
made between types or
characteristics of types. Used
here by Wayne Daly as part of
the final outcome in his
research into the language, use
and history of the love-heart
symbol, the work constitutes a
form of information design.
Daly’s work is concerned with
the idea of graphic design as
an action or intervention —
which could also be termed

action research. A large part
of his approach to the project
was to create events which he
took an active role in.

He then used the visual
language of information design
to make a series analysis in the
form of typologies which are
presented as part of his overall
documentation of these acts
and the reflection upon them.
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LOVE METER RESULTS

ST N0, ResuuT T
1 5 MoSTCX Kot ALR
2 s G U

3 207 our o comaon
. o on Five

s 103 ot o comaon
‘ 200 our or comaok
2 o wARING. UP

0 @ WoSTLY Kot ARk
s o sor smurs

xu @ PoSTCY Kot Atk
n 9% o Fiee

2 @ on ek

It 203 out or comsor
1 9 o Fise

15 o e v

1% @ wosTLY HoT xn
v o6 on Five

» 10 our o comaon
1 n e v

i wr out o contaor
2 s wosTLY Kot AR
2 = HosTLX N7 ALR
2 5% WOSTLY Kot IR
2 s WosTLY Kot ALK
2 50 o rire

2 s st Ko ik
] s HosTer Wt Atk
2 2 WS Kot AR
£ 0 on rree

2 m ot or covtaot
= s ot s7urr

» 100 ot o contaot
a2 200 our o comsor
» 100 ot or cortaot
1 o son smrs

» 5 o ek

a o xon smrs

» w0 on rive

2 s on F1sm

. m ot o corTaoL
% o ot sTuee

» 100 our o comtaon
o o xor smure

0 st HOSTUX HOT ALR

Further typology matrices
were developed by Daly in
order to display a wide range
of interpretations of the
information. The matrix shown
opposite shows the range of
products and services
associated with the companies
and groups whose logotypes
are derived from the heart
symbol, from charitable bodies
(orange) and healthcare
(green) to political groups (red)
and pornography (light blue).
Through the creation of a
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series of typology matrices, the
designer is able to display a
range of interpretations of the
ways in which the heart symbol
has been utilised and adapted
throughout the history of
graphic symbols.

Daly’s project also explored a
number of other strategies
relating to love, including a
study of lonely hearts
advertisements in newspapers
and the polling of passers-by in
the street. The designer’s

ot 200

personal interest in cheap
mechanical reproduction and
the 'ghost in the machine' also
came into play in a number of
ways. The project shown above
charts the responses gained by
Daly through a series of visits
to a fairground 'love meter'
machine, which purports to
measure the user’s levels of
love and desire.
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Daly’s project was developed a massive range of graphic

into a range of separate ephemera relating to love and
outcomes, all linked by the to the heart symbol, all of
initial theme of the graphic which was scanned and
language of love. The resultant arranged within a publication
work was then combined marking the overall scale of the
within a project document and project (opposite).
presentation which charted
the series of investigations
conducted throughout the

duration of the project.

Part of the contextual research
conducted by Daly involved the
collection and categorisation of
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ﬁccording to the Swiss linguist Ferdinand de Saussure, language can be
understood as a system of signs. In a series of lectures (the Course in General Linguistics),
delivered at the beginning of the last century and published posthumously in 1915,
Saussure proposed that the basic unit of any language is a sign or phoneme. A sign
is made up of a signifier (an object) and a signified (its meaning). For example, the
word bicycle functions in the English language by creating the concept, or signified,
of a mode of transport — a machine with two wheels that is powered by its rider and
which is used for travelling from A to B. The relationship between the signifier and
the signified is arbitrary. There is no logical or natural conneétion between the
spoken sound or graphic representation @% and the concept of bicycle (this is
known as duality). The connection or relationship is established solely in its use by

English speakers.

Saussure was ultimately concerned with the struc¢ture (langue) rather than the use

of language (parole). This analytical way of thinking about the structure of language
and meaning became known as structuralism. The basic unit of this struc¢ture, the
sign, only has meaning because of its difference from other signs in the same

system — the langue.

The study of signs is also known as semiotics — a term coined by the American

philosopher, lexicographer and polymath Charles Peirce. His theories relating to
language, logic and semiotics were developed during the same period as Saussure’s.
Peirce was concerned with the world we inhabit and how we use language and signs

to understand this world. Peirce states that there are three principal kinds of signs:
iconic signs, indexical signs and symbolic signs. Iconic signs are likenesses that convey
the idea of the thing they represent by imitating them — such as a photograph of
something. Indexical signs convey information by ‘indicating’ their physical
connection with the thing they represent, such as smoke to fire. Symbolic signs are

general signs that have become associated with their meanings by conventional usage.
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VISUAL
RESEARCH

THEORETICAL AND
PRACTICAL MODELS

THE DECONSTRUCTION
OF VISUAL WORK AND
THE DEVELOPMENT OF

NEW DESIGN STRATEGIES
AND METHODS
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Denotation and Connotation
A particular word or a sign may
have a literal meaning - this is
called denotation, and it will
also have a connotation or
range of connotations.

Whilst denotation could almost
be described as obvious or
common sense in its literalness
'this is a photograph of two
men talking and smiling’,
connotation refers to the range
of cultural, social or personal
interpretations of a sign, image

or word (the two men in the
photograph are brothers, in
love, businessmen making a
deal etc.). How the photograph
is printed, in soft focus or
grainy and black and white for
example, will also generate
interpretation and influence
how the reader understands
the image (see Materiality,
page 143).

In the science or art of
semiotics (see pages 88-89)
denotation and connotation

relate to the relationship
between the signifier and the
signified. How the connotative

meaning of an image or a sign,

for example, is understood by
the 'reader' becomes an
analytical tool and also forms
the basis of a useful strategy
for the graphic designer.

The understanding that visual
messages can be treated as
'open texts' (see Text, pages
98-99), and that their
connotation is based upon the

interpretation of the reader on
the basis of their class, gender
and education is known as
polysemy.

These images (this page and
opposite) are a range of signs
that we recognise as denoting
birds, but all also have
individual connotations.
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Sign, Signifier and Signified
Language can be understood
as a system of signs. Ferdinand
de Saussure proposed that the
basic unit of any language is

a sign or phoneme. A sign is
made up of a signifier (a sound
or image) and a signified (the
concept or meaning). The
relationship between the
signifier and the signified is
arbitrary. There is no logical

or natural connection between
the spoken sound or graphic
representation and the object

itself (this is known as duality).
The connection or relationship
is established in its use by
English speakers. Saussure was
concerned with the structure
(langue) rather than the use
of language (parole).

This analytical way of thinking
about the structure of
language and meaning became
known as Structuralism. The
basic unit of this structure —
the sign — only has meaning
because of its difference from

other signs in the same system
- the langue.

The study of signs is also
known as semiotics — a term
coined by the American
philosopher Charles Peirce. His
theories related to language,
logic and semiotics and stated
that there are three principal
kinds of signs: icons, indices
(or index) and symbols. Icons
are likenesses that convey the
idea of the thing they
represent by imitating them —

such as a photograph of
something. Indices or
indications convey information
by their physical connection
with the thing they represent.
Symbols are general signs that
have become associated with
their meanings by their use and
convention.
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ROLEX

With thanks and acknowledgement to Rolex

The two logos (signs) featured
here employ the same
associations but are at different
ends of the value system in
most western societies. Both of
the corporations — Rolex, in a
visual manner through the use
of the crown, and Burger King,
in its title (the signifier), make
reference to royalty and
monarchs. The signified at work
here is the association we
might make with luxury and
status. Whilst one could argue
in terms of what Rolex produce

that a watch is just a watch, a
Rolex timepiece has become
synonymous with luxury and is
regarded by some as a status
symbol because of the quality
and the expensive price tag.
Burger King operates at a
different level — no matter how
tasty, nutritious and good value
one might consider their food
to be, it would be difficult to
argue that owning a Burger
King meal made an individual
part of an elite or exclusive
‘club’. The reference to

monarchy in the title (the sign)
could be either aspirational or
used to suggest that the
company is the king of burger
makers and by extension its
food is better than all other
burger makers (the signified).



Visual Research

BURGER
KING

With thanks and acknowledgement to BURGER KING®
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Text

The use of the word text refers
to more than the printed word
on a page in a book. It also
encompasses a range of other
activities and items related to
cultural production. This would
include for example a film, a
wrestling match on television
or a building — anything that
carries meaning and that could
be 'read’ by an audience.

In the late 1960s and early
1970s the French philosopher

Roland Barthes began to

challenge the existing idea that
the author of a book could be
considered as the central and
controlling influence on the
meaning of a text. In his essays
The Death of the Author and
From Work to Text, Barthes
argues that whilst it is possible
to trace the influence of the
author in a text, the text itself
remains ‘open’, encouraging
the idea that the meaning is
brought to an object -
particularly a cultural object —

by its intended audience. In
this way, the meaning does not
intrinsically reside in the object
itself and cannot be reduced to
an authorial intention.

Barthes related The Death of
Author to The Birth of the
Reader, claiming that ‘a text’s
unity lies not in its origin but in
its destination’.
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A selection of individual icons
from Sharon Spencer’s pictorial
alphabet of Englishness
(opposite). Spencer chose to
explore this personal area of
interest using the language of
icons and ideograms more
usually associated with
international signage systems.

By adopting an approach based
on symbols which are usually
accepted to have commonly
understood and singular
meanings, she begins to

explore the process of
interpretation at work in
language and communication.

Starting with a range of
stereotypical icons of English
identity, such as the mock
Tudor cottage, the village
church and the policeman’s
helmet, Spencer went on to
develop more contemporary
icons which reflect current
media concerns and the
changing face of the nation:
security cameras, mobile

phones and modern farming
techniques mix with seaside
deckchairs, garden sheds and
terraced houses.



Visual Research Case Study 04
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Visual Research Case Study 04

These images (opposite) are
spreads from the book
produced by Spencer as part of
the Full English project. Across
the sequence of pages Spencer
utilises the individual icons she
designed to explore their
narrative possibilities in
combination with each other.

In this respect the icons may
contain singular meanings,
such as in the symbol of a
house, but when placed in
combination in a linear

sequence begin to make ironic
comments on status and
property-owning in England.
Whilst the icons offer individual
interpretations of the same
theme (individual styles of
houses for example), they all
represent the concept of house
or home.

Spencer has also employed her
own photographic images
within the book. These are
designed to provide a visual
counterpoint to the icons and

also to provide a context which
allows the viewer to read the
symbols in a similar fashion to
text in a more traditional book.
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Narratives created by the
combination of individual
icons within Spencer’s system
(opposite) show the
development of contemporary
English identity through the
eyes of current and popular
media obsessions.

One such obsession is the idea
that football is now frequently
connected to crime and
hooliganism. The football icon
(below left) takes on a range of
different interpretations when

placed alongside a baseball cap
and the security camera.

Other icons attempt to convey
complex meanings, in some
cases functioning as ideograms
rather than pictograms. The
female body clock (above left)
symbolises the urgency of
partnership and motherhood
and the passing of time for the
modern thirty-something
career woman, while the
nuclear family (above right) has
developed into a range of

family units including the
single mother (above centre).

As a system of complex
narratives, these symbols are
an attempt to build a bigger
picture of contemporary life in
England, and English identity
in the 21st century.
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Further narratives created by
the combination of individual
icons (opposite) relate more
broadly to the range of
changing technologies and
English food, leisure and
lifestyle choices in the 21st
century.

The top row of symbols is
intended to reflect upon the
widespread increase in fast
food and takeaway culture, in
this instance to the takeaway
pizza, which is often delivered

Case Study 04

by young people on mopeds or
scooters. The middle row of
icons relates to the evolution
of new forms of entertainment
such as the widescreen
television and games console,
placed alongside the couch in
order to ironically hint at the
parallel development of a more
sedentary lifestyle.

The bottom row icons also
make humorous reference to
changing lifestyles, in the form
of bottled mineral water, a

large coffee cup and saucer —
often found in the new breed
of coffee houses on the high
street — and the polystyrene

takeaway coffee cup.

Shown overleaf are the full set
of keyboard layouts produced
by Spencer at the end of the
project (top: alt function
keyboard, bottom left:
standard keyboard, bottom
right: shift function keyboard).
Although she had developed
several hundred individual

icons, Spencer chose to work
on the narrative possibilities
afforded by the keystrokes of
the keyboard when the user
chooses the alt or shift key. In
the resultant system, individual
keystrokes relate to three layers
of the keyboard, allowing
complex narratives to be read.
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First proposed by Michael Thompson in his book of the same name, Rubbish Theory
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MW A

}
D

relates to the creation and destruction of value within man-made objeéts, cultural
artefacts and ideas. As a social scientist, Thompson became interested in the ways in
which objedts carry an economic or cultural value which diminishes over time, to
the point where they become redundant and worthless. However, Thompson noted
that some objeéts then begin to accrue value once more as time goes on — such as
antiques, vintage cars and Georgian terraced houses. Objects can then make the
journey from a region Thompson describes as transient (value decreasing), through
rubbish (no value) to durable (value increasing). When this idea is applied to a
house, for example, we can see that a building may have an initially high value,
dependent on status, cost and function, which may decrease over time in relation to
an expected lifespan, after which it may have little or no residual value and could be
demolished to make way for a new building in its place. However, although this
obsolescence tends to happen with certain kinds of property (low cost housing built
in the 1960s, for example), it is not the case with Georgian or Victorian English
town houses, which the estate agent terms ‘period properties’. Durability is, thus,

socially constructed.

The aétions of an individual relate to his or her own world view — the way in which

he or she perceives the world around them, based on his or her cultural heritage,
education and experience — and Thompson’s theory attempts to draw our attention

to the ways in which our unders§tanding of objeéts is socially constructed and
understood. He goes further in refuting the ideals of transa¢tion theory, whereby

an agreement is implied between individuals transacting over a valued objeét, based
on their range of shared assumptions. Although different, these assumptions are
harmonised over time due to each individual adapting their approach and world

view in order to achieve better results in their next transaction — which leads to the
homogeneous world view (or shared cultural values) of a social group. Thompson
argues that this process is, by definition, static in its exclusion of the range of external
influences on the individuals involved, and the fact that their perception of the results of
their actions may be different from the reality. These ideas are useful to the producers
of transient and durable objeéts — such as graphic designers — in helping to describe

the complex relationship between the cultural artefact and its perceived value.






AUDIENCE
AND MESSAGE

TWO-WAY
COMMUNICATION

THE RELATIONSHIP
BETWEEN DESIGNER,
AUDIENCE AND MESSAGE,
AND THE PRINCIPLES

OF COMMUNICATION

T NN S

{u -';" o n




116:117 Visual Research







118:119 Visual Research

Modernism

Many of the early 20th century
art and design movements
connected to modernism, such
as De Stijl, constructivism and
the Bauhaus, endeavoured to
celebrate functionalism and
rationality under the maxim
that ‘form follows function'.
The modernist approach to
layout and design in general
focused upon the use of
white space and sans serif
typography that utilised
asymmetry. This was driven by

an adherence to the grid,
based on geometry and the
proportion of the page, as a
controlling device.

Postmodernism

A movement that grew out of
a rejection of the ideas of
modernism. Many of the
original values of modernism
were, by the late 1960s,
regarded by designers as
dogmatic and only offering a
fixed view or superficial style.
Postmodernism celebrated a

return to earlier ideas of the
value of decoration. Rejecting
order or discipline in favour of
expression and intuition, many
of the key progenitors within
the field emanated originally
from schools such as Basel in
Switzerland and later
Cranbrook in the US, and were
tutored by central figures such
as Wolfgang Weingart and
Katherine and Michael McCoy.
The postmodern lexicon of
historical reference, decoration,
wit and the ironic employment

of vernacular or non-designed
elements, such as hand drawn
typography, constituted a
departure from the rationality
of earlier approaches.
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Informatlon and Knowledge

We live within networks of
messages, signs, information,
and knowledge which produce
our experience ot ourselves,
society, and all that we

consider real.

Sadie Plant The Most Radical Gesture: The Situationist International in a Postmodern Age

SONY %

NBiC) ====
Mﬂr“m [.[] BRITISH AIRWAYS

5lo]C

@ ® BASF [INGEH

Shell




Audience and Message

Quantitative analysis
Quantitative analysis is based
on mathematical principles, in
particular statistical methods of
surveying and interrogating
data. By generating a batch
production of visual forms to
test, the designer can place
these objects in specific
locations in order to 'count’
positive and negative responses
from a target audience. This
could mean conducting a
survey within the target
audience group, perhaps with

multiple choice questions
devised to score against a set
of criteria. The data gathered
can then be analysed
statistically to find the most
successful visual form.

Qualitative analysis
Qualitative analysis is based on
subjective responses to visual
forms and the reading of
graphic material by a viewer.
Often this is done by the
designer him- or herself, in the
form of critical self-reflection.

The reading of images and
visual signs through semiotic
analysis is, however, a
qualitative act in itself:
although the responses can be
evaluated statistically as a form
of quantitative analysis, the
initial data gathered is based
on human reaction to the
visual forms and experiments
presented.
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<Context-Definition>

Initial work in this model
usually involves a thorough
analysis of a broad range of
secondary research, mapping
the territory to be investigated
and determining the range of
work which has already been
done within the target context.

Once a solid understanding of
the context has been reached,
the focus for the project can be
determined, and a working
methodology defined. Primary

research is usually beneficial at
this stage, in the form of direct
surveys of target audiences and
visual experimentation to test
appropriate visual languages.

The results of these preliminary
visual and contextual
experiments can then help to
define the specific project
intention, together with an
appropriate methodology which
allows the testing of a range of
potential outcomes.

<Context-Experiment>

Initial work in this model
usually involves looser mapping
of the territory to be
investigated, an analysis of

the range of work which has
already been done within the
same context, and a specified
intention for the work within
this context.

The focus for the project needs
to be determined earlier than
in the <Context-Definition>
model, particularly through the

definition of what the designer,
and the client where
appropriate, wishes to achieve.

Distinct visual experiments

to test appropriate visual
languages and strategies are
then conducted in order to
determine a range of potential
solutions. It is important that
an overarching strategy is
employed by which to critically
reflect upon and evaluate the
relationship between each
individual experiment.
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Audience and Message

Post-structuralism

A body of theory relating to
the distinctions between
speech and writing. The French
philosopher Jacques Derrida

in his seminal work On
Grammatology challenged the
idea that speech is more
important than writing. Derrida
stated that all systems or
structures have a centre —

a point of origin — and that all
systems are constructed from
binary pairs that are in relation
or opposition to each other.

Deconstruction

The term deconstruction
denotes a particular kind of
practice in reading, and a mode
of analytical critical inquiry.

It is a theory of reading which
aims to expose and undermine
the logic of opposition within
texts (both written and visual).

This critical analysis sets out to
question the priority of things
which are set up as original,
natural, or self-evident.
Deconstructive readings are

often part of a broader form of
interpretation based on a firm
critical position (for instance
feminist, new historicist or
Marxist critique). As such, they
are often used to destabilise
the range of inherent
hierarchical oppositions in the
text (between male and female,
elite and popular culture,
economic class, etc.).
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Audience interpret and understand texts.

A group of spectators or Surveys of audience reading

listeners at a concert or a play,
or the people reached by a
book, film, radio or television
programme for instance. The
audience for a graphic design
product is usually clearly
defined by the client or,
following a period of primary
research, by the designer in
consultation with the client.

The term 'audiencing’ refers to
the ways in which readers

are often based on methods
adopted from qualitative social
science, such as interviews and
ethnographic studies, together
with quantitative methods
based on statistical analysis.

However, one further model for
graphic designers to consider

is the reflective critical
interpretation of images, which
can often include a personal
deconstruction of existing work

or a critical reflection on work
being undertaken by the
designer himself. Through this
analysis of design methods, the
designer can become more
expert in the range of forms
and approaches suitable for a
particular context or audience.
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Featured details from Paola
Faoro’s sketchbooks (opposite
and on the following pages )
demonstrating her
developmental research
exploring the existing structure
of musical notation, and new
forms of notation which could
be applied to acapella scores.

The initial investigation for this
project involved Faoro in the
survey and analysis of the
many different attempts to
score music that have been

undertaken by avant-garde
musicians and artists such as
John Cage and Karlheinz
Stockhausen, as well as the
more familiar and traditional
forms of musical notation
(above).

The illustrations on the page
opposite demonstrate the
range of experiments
undertaken by Faoro in her
attempts to find an alternative
form for the scoring of musical
compositions. Significantly, the
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project does not attempt to
interpret the music in a
personal or subjective way, but
attempts to find an objective
way to notate the sounds,
pitch, duration and harmonies
of the female acapella
composition. Faoro’s
background as both a musician
and member of a singing
group, as well as her training as
an architect before studying
typographic design, were
important factors in her
approach to the project.
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Faoro’s efforts to find an
alternative way to represent
musical notation were also
influenced by her interest in
developing a system that could
be 'read' by musicians and
singers in a similar, but more
direct, manner than traditional
forms of musical scoring. The
intended audience for this work
is a specialist one, already well-
versed in an understanding of
music and its structure. Like
any system of notation, such as
Pitman shorthand for example,

there is a requirement to 'learn’
the system before using it.

Faoro pursued a number of
different approaches in her
project — exploring the
possibilities of words and
typography, colour, shape and
line and combinations of these
elements in her initial
investigations. Faoro’s
methodology was to break
down elements of the musical
score by examining singular
aspects such as duration,

accent or pitch. Faoro was then
able to develop a system of
comparative analysis which
allowed her to compare
individual tests, and then
combine the more successful
outcomes in order to create a
more sophisticated visual
notation system which draws
on the range of successful
experiments in each area.
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This experiment (opposite)
builds upon Anna Plucinska’s
earlier investigations into the
use of pie charts and graphs as
a device for representing each
phonetic sound. Plucinska used
the basic structure of the circle
and a series of concentric rings
(rather than the traditional
segments of a pie chart) and
employed shaded tonal
sections as the basic structure
for each sound. Whilst this
diagrammatic system produced
a series of related and logical

individual characters, Plucinska
found it difficult to arrange the
material in a coherent linear
fashion to form an efficient
and practical writing system.

It should be noted that the
intended audience for the final
font is a specialist one —
comprised of individuals who
are, to a greater or lesser
degree, already conversant with
the existing International
Phonetic Alphabet. As such
some aspects of readability, or

the degree that the font might
be more widely understood by
a broader audience, are

relegated in their significance.
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In this series of experiments in
the construction of the Fonik
font Plucinska represents the
phonetic sounds as three-
dimensional shapes using a
central axis point for three
'branches’ that represent the
three physical elements
determining the sound.

This system works in a similar
way to the circular patterns on
the previous page, but these
new shapes more closely
resemble letterforms and can

be more easily combined within
a linear writing structure.

Consonants

Sounds produced by partially
or totally obscuring the vocal
tract that are normally used at
the periphery of the syllable.

Vowels

Sounds that are produced with
little or no obstruction in the
vocal tract.

Writing

The system of symbolic
representation of language in
graphic form.

Syllable

A unit of linguistic structure
and pronunciation usually
uttered without interruption as
a word or part of a word.

Grammar

The system of rules and
categorisation that allows us
to form and interpret the
individual words and sentences
that make up our language.
Defined as both an art and a
science of the inflexions in
language or other means of
showing the relationship
between words used in speech
or writing and their phonetic
system.
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Some of the consonant and
vowel symbols that make up
the final iteration of Plucinska’s
Fonik alphabet system
(opposite).

In some cases the 'letter look-
alikes' are recognisable or
familiar, and in other instances
are new versions based upon
the traditional letterforms of
the western alphabet. This final
version of the font is designed
to be read in a traditional linear
form and was tested on a range

of subjects from schoolchildren
to linguistic experts. The
feedback and guidance gained
from this process will inform
the next stage in the
development of the project as
it moves closer to a usable,
practical font which can be
applied as both a text and a
display typeface.
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%st—structuralism, in particular deconstruction, takes its starting point

from the earlier ideas of structuralism proposed by Saussure and Peirce and

is significant as a theory or framework for considering the exploration of the

opposition between speech and writing. The French philosopher Jacques Derrida
challenges the idea that §peech is regarded as more important than writing in his
seminal work On Grammatology. Derrida states that all systems or structures have a

centre — a point of origin — and that all systems are constructed from binary pairs that

are in relation or opposition to each other.

The focus on $peech versus writing is an example of this: SPEECH = PRESENCE and
WRITING = ABSENCE. Speech, which is associated with presence, is traditionally
favoured over writing and absence — Derrida terms this logocentrism. Derrida is
concerned with the idea that these oppositions (also referred to as antonyms) exist to
define each other: GOOD-EVIL, for example, and that rather than operating separately
they work together and are part of each other. Post-structuralist ideas deny the
distinction between the signifier and signified — signifiers are words that refer to
other words and their meaning is determined by one word’s difference from another.
The meaning of an object (the signified) is not present in this sign itself but in its

relation to other signs. Derrida terms this differance.

The concepts of denotation and connotation are useful in this context — every

word or phrase has potentially two kinds of meaning. Primary, literal meaning —
denotation — and secondary meaning — connotation. This can be applied to all visual
signs. A magazine advertisement, for example, depicting an attractive, well-dressed
couple in an expensive looking car may be a promotion for the clothes or jewellery
they are wearing. The connotated meaning may suggest that purchasing one of these
items is the key to achieving a happy life and a successful career, to own an expensive
car and to have a relationship with an attractive partner. The context of this
advertisement in a consumer or lifestyle magazine and our experiences and cultural
background will have an impact on how we ‘read’ the image used and our relationship
to its coded messages. The meaning of the representation and how we ‘read’ it is not

fixed by its creator or author but is equally determined by the reader.
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Process and Materials

Materiality

This relates to the physical
properties of an object. In
graphic design this might mean
the physical nature of a book
for example — how it is printed,
its binding, the materials it is
constructed from and its status
as an object beyond its content
and functionality as a form of
communication. An approach
to design which focussed on
materiality would encompass
the relationship of the physical
properties of the book to its

intended audience and the
relevance of how it is
presented as a whole.

This aspect of design is
sometimes referred to as the
plastic or 'plastique’ of an
object, in relation to the
combination of a number of
elements into a whole. With
reference to the visual arts in
general, the term is derived
from the phrase 'plastic arts'
in particular referring to
three-dimensional art such

as sculpture. In the context of
graphic design, materiality or
plasticity can also refer to an
activity where there is no
physical object present —
including screen based,
interactive and virtual
environments such as the
internet or cyberspace.
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Research

A critical investigation or a
search or enquiry to discover
new facts and information or to
collect and collate old data.
This would encompass the
study of a subject, employing
the analysis of quantitative
and/or qualitative data.
Research employs methods and
schemes of testing to interpret
events, facts or information,
and is a process of observation,
discovery and recording.

In the context of graphic
design, research provides the
foundations of the design
process of problem solving and
visual communication. The
research component of a
graphic design brief can take a
singular form in some projects
such as the collation of
audience feedback to a
proposal or it can operate in a
number of forms
simultaneously, each body of
research findings working
together and in tandem to

inform the overall approach to
a project. In recent years
graphic design has grown to
accommodate a wide variety of
approaches and intentions.

Significantly, for a number of
designers research is a central
and defining activity in their
work. In these cases research is
more than an activity used to
define effective visual solutions
to a client’s brief or problem.

It instead becomes an outcome
in its own right, informing a

designer’s or design group’s
approach, and generates a way
of developing new ideas and
techniques of thinking and
making.
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Process and Materials

Methodology

The science of method, or a
body of methods, employed in
a particular activity such as the
research aspects of a project.
A logical, pre-defined, and
systematic strategy by which
to undertake a graphic design
project, to include methods

of evaluation of experimental
outcomes, a schedule for each
stage of the project and a
stated intention or purpose

in relation to anticipated
outcomes. It could also be

employed to describe an
approach to graphic design in
general: a particular manner

of working or a procedure used
in the production of graphic
design. Sometimes used in
reference to organisation or

a technique of organising and
analysing, or a scheme of
classification.

"...the essential idea in this
tradition in the Western
university is that it is possible
to critique action so as to
produce more enlightened or

more effective forms of action.

The critical thinking in this
tradition is a practice in the
world, a praxis. The basis of
any new knowledge or further
understanding is explored
through research,; knowledge

situated in practice is not, as is

sometimes implied, a newish
form of knowing alongside

propositional knowledge, but
is a tradition of enduring
character.”

Ronald Barnett, Higher
Education: A Critical Business
(Open University Press 1997)
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Affordance

This concept was first
introduced by the perception
theorist J.J. Gibson.
Affordances are the range of
possibilities that an object or
environment offers (or appears
to offer) in order to perform an
action upon it.

The classical example is that of
the door, whereby the presence
of a flat metal plate would
indicate that the user needs to
push, whereas a grab handle

would indicate the need to pull
the door open.

Donald A. Norman, in his book
The Design of Everyday Things,
explains how the reinforced
glass panels erected by British
Rail and used as shelters for
railway passengers were
shattered by vandals as soon
as they were replaced. The
situation changed when they
decided to substitute the glass
panels for plywood boarding.
Although the force needed to

break the plywood was
equivalent to that of the glass,
the shattering stopped. Instead
of smashing them, the vandals
carved the wood or wrote on
its surface. Glass allows us to
see through it and can be
shattered into a thousand
pieces. In this 'psychology of
materials' the affordances of
wood make it rather more
appealing to write on or carve
than to smash.

(Opposite) A typographic
notation system relating to
the study of narrative and
temporality in the novel
Dracula. This project, by Sarah
Backhouse is explored in detail
over the following pages (Case
Study 07).
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Lucy & Mina were
tired, and went to bed

Mina wrote diary in
shorthand.

Lucy fell asleep.

Mina went to bed &
slept straight away.

11 August/am:
Lucy felt awake but
supposed she must
have been asteep.

She was afraid of
‘something’

She wanted to be
near the Abbey, in the
churhyord.

She remembered
passing thiough the
streets,

Lucy heard ots of dogs
howling when she
crossed the bridge &
watked up the steps.

Mina woke up &
found that Lucy was
not in bed.

She checked the
sitting-room.

She checked the rest
of the house.

She noticed hall-door
was open slightly.

inn, witha b i right over the d. d
Tocks of the strand. I believe we should have shacked
the ‘New Woman' with our appetites. Men are more
tolerant, bless them! Then we walked home with some,
or rather many, stoppages to rest, and with cur hearts
full of constant dread of wild bulls. Lucy was teally tired,
and we intended to creep off to bed as soon as we could.
The young curate came in, however, and Mrs Westenra
asked him to stay for supper. Lucy and I had both a fight
for it with the dusty miller; I know it was a hard fight on
my part, and Iam quite heroic. I think that some day the
bishops must get together and see about breeding up a
new class of curates, who don’t take supper, no matter
how they may be pressed to, and who will know when
girls are tired. Lucy is asleep and breathing softly. She
has more colour in her cheeks than usual, and lacks, oh,
so sweet. f Mr Holmwood fell in love with her seeing
her only in the drawing room, I wender what he would
say if he saw her now. Some of the ‘New Women' writers
will some day start an idea that men and women should
be ellowed to see each other asleep before proposing
or accepting. But 1 suppose the ‘New Woman' won't
condescend in future to accept; she will do the proposing
hersel. And a nice job she will make of it, tool There’s
some consalation in that.1am o happy tonight, because
dear Lucy seems better. I really believe she has tumed the
comet, and that we are aver her troubles with dreaming.
Ishould be quite happy if 1 only knew if Jonathan ... God
bless and keep him.

T AUGUST 3 AM
Diary again. No sleep now, so I may as well write. I am
100 agitated to sleep. We have had such an adventure,

s

Lucy Westenra’s memory

“.. it all seemed to be real.

only wanted to be here in this
spot—1don't know why, for
Iwas afrald of something -1
don’t know what. | remember,
though | suppose | was asleep.
passing through the streets and
over the bridge. A fish feaped as
twent by. and | leaned over to
look at it, and t heard a lot of
dogs howling —the whole town
seemed as if it rust be full of
dags all howling at once-as |
went up the steps. Then { have

a vague memory of something
long ond dark with red eyes, just
as we saw in the sunset, and
something very sweet and very
bitter olt around me at once; and

then | seemed sinking into deep

w

such an agonizing experfence. I fell asleep as soon as 1
had closed my diary ...

Suddenly I becamne broad awake, and sat up, with a
horrible sense of fear upon me, and of some feeling of
emptiness around me. The room was dark, so I could not
see Lucy’s bed; I stole across and felt for her. The bed was
empty. 1lit a match, and found that she was not in the
room, The door was shut, but not locked, as I had left it.
1feared to wake her mother,t who has been more than
usually ill Jately, so I threw on some clothes and got
ready to look for her. As I'was leaving the room it struck
me that the clothes she wore might give me some clue
to her dreaming intention. Dressing-gown would mean
house; dress, outside. Dressing-gownand dress were both
in their places. ‘Thank God,’ I said to myself, ‘she cannot
be far, as she is only in her nightdress.’ I ran downstairs
and locked in all the other rooms of the house, with an
ever-growing fear chilling my heart. Finally 1 came to
the hall-door and found it open. It was not wide open,
but the catch of the lock had not caught. The people of
the house are careful to lack the door every night, so 1
feared that Lucy must have gone out as she was. There
was no time to think of what might happen; a vague,
ovenmastering fear obscured all details. I took a big,
heavy shawl and ran out. The clock was striking one as
I'was in the Crescent, and there was not a soul in sight.
ran along the North Terrace, but I could see no sign of the
white figure which I expected. At the edge of the West
Cliff above the pier1laoked across the harbour to the East
Cliff, in the hope or fear-I don't know which -of seeing
Lucy in our favourite seat. There was a bright full moorn,
with heavy black, driving clouds, which threw the whale

green water, and there was a singing in my ears. as { have heard there is to drowning men;

and then everything seemed passing away from me; my souf seemed to go out from my body

and float about the air.  seem to remember that once the West Lighthouse was right under

me, and then there was a sort of agonising feeling, as if | were in an earthquake, and | came

back and found you shaking my bady. t saw you do it before ! felt you.”

2 tie whenher body st have een ehled wilh o, and et ind
‘Somewtat appalied at waking unciad 3 hachyard at gL she did
ot lose he race She trenbled 2 e, andchung o me: wien tld
hertocome at e with e harne she rose without a word.with the
hetienceof 3l As e passed kg thegravel sty et and.
Loy notien? mewinc. Shestopped and wanted folnsistuponmy.
taking my shoes: ot | werkd ot However ihen e gt o the ati.

onthe cther. 30 thatas we went heme 1o cre, in case e should et
anyone, ouidrotice my e et

Fortune favoured us nd we ot e withoutreetingasou. Once
‘e sav e, whoseemed ok quite sober. pssng slrg et
100t o s bt e b n el e had deappeaed up an apening

3 oes well Lucyslept il woke he, and seemed ol toTave.
even changed hr side. The dventure o the ight doss ot seeraedto
avearmed e, o the con ey, it s beeted hx, o st ook
ter s morning thanshe s done forweeks, Iwas sy to ctie
0t my clumtaess wihthe salety-pin bt he. adeed, £ might have

points e pinricks, and on the band of ex aughidress was adropof
Blood Wnen Lapologised and was conotmed b 1 shelavghedand
petted e, ands5d she dvd noteseafel . Rortanateys cannct e
asmaras 115501y,

nsent

bt 1 vasfled wih ity bout iy, notoely fr het

et et she sl sffer from th exposere, bt o s epatation
Wheawegots

feet and hadsaua prayes ofharifutness togesher. 1 tucked e mto

e Befoe faing ey he sk —esznmplored—me 0t (0 sy

2 5ord 1 2y o, even her mother,about ersezp-wallng dven

ture. Thestated st s o promise: bt on thkingof the state cf het

2 oo of o such sty might becor distoted —ray,
nflibly world —in case R should leak cut, [ thoupht 8 wier todoss
Uhope [ 43ghe 1have lockedthe ooz and the ke s hd to oy wis,
0 perhaps Ishallnot beagain iturbed Ty ( seeping soundl he
efiex of e daur e bigh snd arcver the sea.—.

-wz passed bappy day The s was clea.and e sun bright,

‘andthere was 3 cool reez. We ook o e o Mlgrave Wools,
Bis Westenua 4iving by the 1oad and Lcy and walking by the LTt
path and pining hx atthe gal. 1 e sa ysl,fo could .
but el how aksoltely happy 1t would have been had Jonathan been

i secuc he ey e same asbefe though 1 da it expectsny.
outie conight

s gt togetharandsee abeut brseding up e class of ccates.
Who o take 1uppe,no mattes how they may bepresed 0,

She has more colourin Ner cheeks han usual and ook, o, sosieet
1Ml 1l i ove with he sesing e only i the drawiag.
soam, Iwondes what he woudsay it ne sz s nw Some of e

Shouli b allowedtosee eachothet sieep before roposing o ccept
g But | upposetheNew Worman' wont cndeseend n fture o
acceptshe wl dote proposig herselt, And 2 i o she will ke
oft toai There' sor consnation n that, 147 50 happy Lomght,
becaus descbucyseemsbeter. | ealy beleve shie s tumed the
omer, and that we areoverher tobles with dreeing, 1 should
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R AvGUST, 3 AM—

Dlary sgain Nosleep now, o1 may s well e amtoo
agatedtostesp. Weave had schan adverture, soch an agorsing.
experienae el aoep 25500n 2 1 ad dosedy diay . Suddenly

55150uld ot see Lucy's b stleaczoss ardfeh fr her. The bk was

empty. L a match,and oundtha she was ot the oo, The dooe
ea hut, bt vt ke 221 had et e towake hermather,
WhoTas been mare than syl atly. s e on some cloihes

hedothesshe wore might lve me somece o ber dreaming nfen
o, Dresing v woukd mesn house; dress,cutside, Dresing gown
and dess were bothsn thee places Thank God 53t tomysel, she
Cannotbefr a5 sh s oy in he ighideess r3n dowmtais and

1eame t0the Rall docrand ound 1 apen. R was notwide open,bu e
Catenotthe Lok had nct caught. The pecpe fthe house are cazeul to
Iockthe doat vy nght, 01 Teard (it ucy st have gone ut as

g of the it figure which | expectad. At th edge of the West T
v the et looked acess the barbour o th s U the oy
o fesr—1 don't Kow et seeiug ucy n ot faveurce sea
Thes wsa bight fll ucon, with heavy ack driing clouds, whieh
hiew the whole scene (nt  leetng icram o Jight andshide 55
e

o f .o abscured 5t Mary's Church and all arcun . Then s he

thing —1 don't knove what. {remernber, though | supgose | was
seleeg, passing thrangh the stzeets and over the brudge. A fish

of doga a1l owing st once — 53 went up the steps. Then 1 Xeve.

we saw 20 the sunset. and something very sweet and very bitter
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Book designer Sarah
Backhouse conducted the
project (opposite) as a study
into temporality in Bram
Stoker’s Dracula. This personal
project combines a wide range
of secondary research topics,
from literary theory to
narratology and typographic
design.

Early experiments (bottom left)
attempted to relate the passing
of time to the narrative text
through the inclusion of

photographs of both the night
and daytime skies, taken across
a period of 24 hours. Each
specific time of day within the
text could then be linked with
a photograph denoting the
information.

A range of experiments in the
formal setting of official letters
which occur within the text at
regular points (bottom right)
allowed the designer to make
subtle breaks between the
personal diary entries of the

main characters and the more
formal setting of the official
typewritten texts from solicitors
and journalists.

Further experiments (above
right) refined the use of the
sky images into a continuous
band along the top edge of the
page, and attempted to bring
coinciding elements of text
together on the same page
through the use of extensive
footnotes and references.
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3am Mina wrote her daary. Hoan
Atdawn Mina went to bed.

Case Study 07

Mina wrote her diary. early.

uplugy.

3 Mina had lunch In Mulgrave
Mina thought she had burt Woods.

M. & the Lury &

Licy'sthioat. hecwrist
Lucy was Indifferent to this svening

injury.

From: Sister Agatha, Hospital of St
Joseph and Ste Mary, Buda-Pesth.
To: Miss Wilhelmina Murray,
Exeter.

12 August

Dear Madam,

I 'write by desire of Mr Jonathan
Harker, who is himself not

strong enough to write, though
progressing well, thanks to God
ad 5t Joseph and Ste Mary. He has
been under our care for nearly six

o6

Mina & Lucy walked to the
Casino Termace for 3 concert.

say a word to any pne, even her mother, about her sleep-walking
adventure. I hesitated at first o prormise; but an thinking of the
state of her mather's health, and how the knowledge of such a story
might become distorted -nay, infallibly would—in case it should
leak out, I thought it wise to do so, I hope 1 did right. I have locked
the door, and the key is tied to my wrist, so perhaps I shall not be
again disturbed. Lucy is sleeping soundly; the reflex of the dawn is
high and far over the sea ...

SAME DAY NOON

All goes well. Lucy slept till I woke her, and seemed not to have
even changed her side. The adventure of the night dces not seemed
to have harmed her; on the contrary, it has benefited her, for she
looks better this morning than she has done for weeks. I was sorry
to notice that my clumsiness with the safety-pin hurt her. Indeed,
it might have been serious, for the skin of her thraat was pierced.t
I'must have pinched up a piece of loose skin and have transfixed it,
for there are two little red poinis like pin pricks, and on the band
of her nightdress was a drop of blood. When I apolegised and was
concerned about it, she laughed and petted me, and sald she did not
even feel it. Fortunately it cannot leave a scaz, as it 18 so tiny.

SAME DAY NIGHT

We passed a happy day. The air was clear, and the sun bright, and
there was a cool breeze, We took our lunch to Mulgrave Woods,
Mrs Westenra driving by the road and Lucy and 1 walking by the
cliff path and joining her at the gate. I feh a little sad myself, for 1
could not but feel how absolutely happy it would have been had
Jonathan been with me. But therel I must eniy be patient. In the
evening we strolled in the Casino Terrace, and heard some good
music by Spohr and Mackenzle, and went to bed early. Lucy seems
more restful than she has been for same time, and fel) asleep at
once. I shall lock the door and secure the key the same as before,
though I do not expect any trouble tonight.

y
Mina wrote her diary. locked
the door % tled the key to

Lucy & Mina went to bed

avay.

B ]
1 August Mina went tothe window, Junch/ tea sdinoer
Mina woken up tuice by lucy saw a huge bat which was Mina found that Lucy was.
sleepwalking, frightened away by her. reluctant ta leave the spot for
Mina and tucy both woke up meal times.
with the dawn. < August sonset:
Mina wiote diary for 13 at West Pler they watched the
13 August August. sunset.

#ina woken by Lucy. whowas
pinting at the window.

Mina & Lucy spent the day on
the East CIff read and wiote.

12 August

My expectations wete wrong, for twice during the night I was
wakened by Lucy trying to get out. She seemed, even in her sleep,
to be a little impatient at finding the deor shut, and went back to
bed under a sort of protest. I woke with the dawn, and heard the
birds chirping outside of the window. Lucy woke, too, and, I was
glad to see, was even better than on the previous momning. All her
old gaiety of manner seemed to have come back, and she came and
snuggled in beside me, and told me all about Arthur; I told her how
andouns 1 was about Ionathan, and then she tried 1o comfort me.
Well, she hat, for, though can't alter
the facts, it can help to make themn more bearable.

13 August.

Another quiet day, and to bed with the key on my wrist as before.
Again Iawokein the night, and found Lucy sitting up inbed, pointing
to the window. I got up quietly, and pulling aside the blind, looked
out. It was brilliant moonlight, and the soft effect of the light over
the sea and sky-merged together in one great, silent mystery—was
beautiful beyond words. Between me and the moonlight flitted a
greatbat, coming and going in great, whirling circles. Once or twice
it came quite close, but was, I suppose frightened at seeingme,# and
flitted away across the harbour towards the Abbey. When I came
back from the window Lucy had lain down again, and was sleeping
peacefully. She did not stir again all night,

14 AUGUST.

On the East Cliff, reading and writing all day. Lucy seemed to have
become as much in Jove with the spot as I am, and it is hard to get
her away from it when it is time to come home for lunch or tea or
dinner. This afternoon she made a funny remark. We were coming
home for dinner, and had come to the top of the steps up from
the West Pler and stopped to look at the view as we generally do.
The setting sun, low down in the sky, was just dropping behind
Kettleness; the red light was thrown over on the East Cliff and the
old Abbey, and seermed to bathe everything in a beautiful rosy glow.

o1y should get wind. When we got i, 3nd had washed aut eet,
andhad sald a prayerof hankfulness together Ltucked hs frto
bed. Before fallng aleep sheasked.—even imglored - ot 0
sayaword o any one.even e mother, abou! her seep walkiog.
advertce Uhesitteda fest 0 promyse; bt thiking o the.
state ot hermother' heakth,and how the knowledge ofsucha
story might become distoted-rey, in6libly wauld-in ase

W should leak out, ) thought t wise todo s hope L aidight.
navelocked the dor,and the ey I ied o my wrst,s0 perhaps
1500l notbe again disturbed. Ly s sleeping soundly:the eiex
ofthe dawa s high and fa over thesea.

evenchanged hersde. The adventure of he ight doss nat

Seemen toRave harmed her. on the contary, t has benefied ez,
o she look bettr 0l mormingthan she bas done or weeks.
14as sy to netice that ny clumstness it the satety-in
urt her. Indeed it might ave been strious, £ th skin ofhee
hioat was pierced. Lmust have prched upa pleceof oose skin
andhave transtocedi, for there are wo i 1ed points ke pin.
pricks,and on he band of s ightdress was  diop of look.
When 2pologeed and wasconcerncd aboot . she laughed and
petted e, and 530 she did at even et t Forurately it canaot
leaveasear asitssoteny.

Theairviasd
and these was 2 ool reeae We ook our lunch to Mulgaave
Vioods s Westena drving by the road and Lucy and 1wallong
by the it path an joiog her 2t the gate. el a e sad.
ysat. o could nod but el Now abstely Nappy it weold

be patient I the evenig we sroled nthe Casina Tetzer, and
eard som good musc by Spote and Mackerai. and went 10
bed early.Lucy seerms more restful Ihanshe has beeafoesome
Yime. 300 el sleep at once 1shalllock the doue 30 secvre
he key the same as befoe, though 1 do oot expect aay rouble
tonight

] o
B ————— - - T —

12AUGUST: My cxpectations were wrong. forwice duriag the ight 1 was
wakened by Lucy g o gel ot She seemed. even i her sieep.
Jobe alitie impatient 2t fediag the door shut 20 went back
1obedyndera sor ofproest. | woke with the daven. and heard
e birds chiping outside of he window. Ly woke,£00, 300§
wasglad tosee, was even better tan oa the pesvious morniog
Allhereld gaity of manesseemed o have come back and she
<ame andsnuggled n beside me. and 0k me all ot Arthur:
ok her howansios Lwas boutforathan and thenshe
Iied o comfon . Well she succeeded samewhat. 1 though
sympathy cantaier the facts. A e helptomaske themmore

T3AUGUST: Ancther gust day. and 10 bsd with the Key o my wirst 35
Before Agua 1awoke i the night 2nd found Lucy sitteg upin
. poiating ot sindow. 1601 upquiely and pulling aside
he bend Jooked ut (1 was Bihant moonlight and th soft
effectof the ght over the se2 3nd sty -merged ogether 12 0ne

weeks, suffering from a violent
brain fever. He wishes me to
convey his love, and to say that by
this post 1 write for him to Peter
Hawkins, Exeter, to say, with his
dutiful respects, that he is sorry
for his delay, and that all his work
is completed. He will require some
few weeks’ rest In our sanatorium
in the hills, but will then retuen.
He wishes me to say that the has.
not sufficient money with him,
and that he would like to pay for
his staying here, so that others
who need shall not be wanting for
help. Believe me,

Yours, with sympathy and all
blessings,

Sister Agatha.

P.S.-My patient being asleep,

1 open this to let you know
something more, He has told

me all about you, and that you
are shortly to be his wife. All
blessings to you both! He has

had some fearful shock—s0 says
our doctor-and in his delifium
his ravings have been dreadful;
of walves and poison and blood;
of ghosts and demons; and | fear
to say of what. 8e careful with
him always that there may be
nothing to excite him of this kind
for a long time to come; the traces
of such an illness as his do not
lightly die away. We should have

Lerrce, Messas, Caxres, Paressan & Co, Lowoon,
o MeSsiS. BNTN & SN, WHITY

Daveusr

and wil

youcan et

of the House by, where th preprctor Ty gt them on entenng the house by

meansof s duplicae key.

youaa ways tvse the tmt expediton.
ear, dear S,
FatulyYours,

of Grerplus.as shown in reeipted account herewnh. Goods are devered in
xact accomdsnce with nstectons, and Yeys let in paree i main bl 25

7
LeTTes, Samuse . BRUNGTON & SoN, Soutcirons, WHITSY,
To Messis. Carres, PATERSON &Co, Lon
2 vcuse

DearSiis— Dearsi—

Herewih please 1ecive inusice of goods saxt by Great Norhern Ralway.
alof which aceabeled. aectrs

weae,dear s
10 10 partialy ruined building fornlg part of he house and masked A" on Yours espertudy,
n FrochsTIR PATERSOR 8 0.
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[e]

AUGUST

was plerced. 1 must have pinched up a piece of loose skin and have transfixed
it. for there are two little red points like pin-pricks, and on the band of her

nightdress was a drop of blood. When 1 apologised and was concerned about
it, she laughed and petted me, and said she did not even feel it. Fortunately it

cannot keave a sear, as it is so tiny.

SAME DAY, NIGHT, —

‘We passed a happy day. The air was clear, and the sun bright, and there was
i cool breeze, We took our lunch to Mulgrave Woods, Mrs Westenra driving
by the roud and Lucy and 1 walking by the cliff path and joining her al the
gate. | felt a little sad myself, for | could not but feel how absolutely happy
it would have besn had Jonathan beenowith me. But therel [must enly be
patient. In the evening we strolled in the Casino Terrace, and heard some
good music by Spohr and and went to bed early. Lucy seems more
restful than she has been for some Hme, and fell asleep at onee. Tshall lock
the door and secure the key the same as before, though I do not expect any
trouble tenight.

12 AUGUST.—

My expectations were wrong, for during the night 1was wakened

by Lucy trying to get cut. She seemed, even in her sleep, to be a little impa-
tient at inding the door shut, and went back to bed under a sort of protest.
I'woke with the dawn, and heard the birds chirping outside of the window.
Lucy woke, too, and, [ was glad to see, was even better than on the previous
maorning. All her old gaiety of manner seemed to have come back, and she
came and snuggled in beside me, and told me all about Arthur; [told her haw
anxious [ was about han, and then she tried t fort me. Well, she
succeeded somewhat, for, though sympathy can't alter facts, it can help to
make them more bearable.
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13 August, —

Another quiet day. and to bed with the key on my wrist as betore. Again
[awcke in the night, and found Lucy sitting up in bed, still asleep, point-
ing to the window. | got up quietly, and pulling aside the blind, looked out.
1t was brilliant moonlight, and the soft effect of the light over the sea and
sky—merged together in cne great, silent mystery —was beautiful beyond
words. Between me and the moenlight fiitted a great bat. coming and going
in great, whirling circles. Cnee or twice it came quite close, but was, | suppose
frightened at seeing me, and flitted away across the harbour towards the
Abbey. When | came back from the window Lucy had lain down again and
was sleeping peacefully. She did not stir again all night

4 Aucust.—

Onthe East CIiff. reading and writing all day. Lucy seems to have become

as much in love with the spot as Tam, and it is hard to get her away from it
when it is time to come home for lunch or tea or dinner. This afternoon she
made @ funny remark, We were coming home for dinner, and had come Lo
the top of the steps up from the West Pler and stopped to look at the view

as we generally do. The setting sun, low down in the sky, was just dropping
behind Kettleness; the red light was thrown over on the Bast Cliff and the old
Abbey, and seemed to bathe everything in a beautiful rosy glow. We were
silent for a while, and s y Lucy as if to herself:

‘His red eyes againl They are just the same " It was such an odd expression,
‘coming aprepos of nothing, that it quite startled me, Islewed round a little.
50 S to see Lucy well without seeming to stare at her, and saw that she was
ina half-dreamy state, with an odd look on face that | could not quite make
out; 4o 1 said nothing, but followed her eyes. She appeared to be looking
over at our own seat, whereon was a dark figure seated alone. I was a little
startled myself, for it seemed for an instant as if the stranger had eyes like
burning flames; but a second look dispelled the illusion The red sunlight was
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A range of book formats and

sky photograph visual bands

be highlighted through the use

sizes, typographic grids and
paper stocks were tested in
order to discover a useable
working model for the book.
Key information contained
within the text could then be
enhanced though subtle visual
treatments in the design.

The incorporation of more
subtle typographic marks to
denote date and time along the
bottom of the page (above),
together with the use of the

transposed to a vertical setting, of a typographic grid and

allow the visual information to timeline (above right).
relate more specifically to the

body text itself. In this way, as

the narrative unfolds in the

text, the colour bands can be

compressed or extended to

parallel the passing of time in

the story.

A more detailed analysis of the
text revealed a range of
specific references to time
within the story, which could
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Case Study 07

Tivrn o refighous mamba:
this sentence fives the doctor

In i the warkd af ngie
=t schentific gt ard

Dr Seward’s diary

19 August.-

Strange and sudden change in Renfield last night.

About ¢ight o'dlock he began 10 get excited and 1o snill
about as 2 dug does when selting, The auendant was
struck by his manner and knowing my interest in him,
encouraged him o 1alk. He is usually respectful 1o the
atendant, and at times servilg, but tonight, the man

tells me, he was quite haughty. Would not condescend

1o talk with him at all. All he would say was:-

‘1 don't want 1o talk 1o you: you don't count now; the
Master is at hand.

The auendant thinks it is some sudden form of

religious mania which has scized him. It 50, we must

Iook out for squalls, for a strong man with homicidal

and religious mania al once might be dangerous. The

comt

point]
e onfy chings ifke docTor
entertalng.

a2 chitry inek:
The doctor has cotegonised
Ranfield, and matcher hic
caregonies i the sokenmisc
thearkesd clinical observations
attheday

16

is a dreadful one. Al nine c'clock 1 visied
him myscll. His attitude to me was the same as (o the
altendant; in his sublime self-feeling the difference
between mysell and attendant seemed to him as

nothing. It looks like religious mania, and he will

soon think that he himself is God. These infinilesimal
distinctions between man and man are 0o palry

for an Omnipotent Being, Tow these madmen give !
themselves away! The real God taketh heed lest a
sparrow fall; but the God created from human vanity T
sees no difference between and eagle and a sparrow. i
Oh, if men only knew!

For half an hour or more Renfield kept geuing exciied

in greater and greater degree. | did not pretend 1o be
watching him, but kept strict observation all the same.
All at once that shilty look came into his cyes which

we always see when a madman has seized an idea, !
and with it the shifty movement of the head and back
which asylum atendants come W know so well. He

became quite quict, and went and sat on the edge

of his bed resignedly, and looked inw space with
Iacklustre eyes. | thought 1 would hind out it his apathy
were real or only assumed, and ried w lead him w
talk of his pets, a theme which had never lailed 0
excile his auention, At fimst he wade no reply, bua

. ‘Bother them all! 1 don’t care a pin abouw them,”
“What?" 1 said. "“You don’t mean 1o tell me you don
care abour spiders?” (Spiders ar present are his hobby,
and the notchook is filling up with columns of small
figures.) To this he answered enigmarically:-

‘The bride-maidens rejoice the eyes that wait the

—  coming of the bride; but when the bride draweth nigh,
then the maidens shine not (o the cyes that arc Alled.”
He would not explain himself, but remained obsinaely
seated on his bed all the time | remained with him,
1 am weary wnight and low in spiris. | cannot but
think ol Lucy, and how difterent things might have
been. IF | don’l sleep a once, chloralt the modern
Morpheust - C 11CLOUTO!N must be carelul not to
let it grow ino a habit. No, 1 shall take none wnight! |
have thought of Lucy, and [ shall nol dishonour her by
mixing the two. If need be, wnight shall be sleepless ...

}{
i
!

Glad | made the resolution; gladder that | kepe to it |
had lain tossing about, and had heard the clock atrike
twice, when the night-wawchman came o me, sent
up from the ward, to say that Renficld had escaped. |
threw on my clothes and ran down at once; my patent

is too dangerous a person to be roaming about. Those
ideas of his might work ow dangerously with simngers,
The attendant was waiting tor me, He said he had seen
him not ten minutes before, seemingly asleep in his

«  bed, when he had looked through he observation-trap
= inthe door. His atention was called by the sound of

el s ngrediant i chicred the god of sleap
—  hydrate, a hypnotic and sedstive. atd e,

2 #Morpheus:

-

-

Tpideis:

Through kenfield SToker
develops o mock Duswinkan
hsary at evnhition
Telioral:
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The final outcome for the
project was a set of three
books which outline alternative
systems for mapping the
passing of time within Bram
Stoker’s Dracula, each focusing
on one single chapter of the
original book.

Each system was found to have
a number of specific strengths
and limitations in relation to
the original project intention.
The final development of the
typographic information system

(above right) shows the
passing of time through hourly
marks on a vertical timeline,
with keylines highlighting the
specific references to time in
the text.

Other versions of the system
proved useful in charting the
parts of the story which occur
in daylight and at night. The
use of the vertical colour
gradation based on the original
sky photographs (bottom left),
together with the incorporation

of a simple typographic
timeline, makes the visual
information regarding light and
dark more instantly apparent.

A similar model which includes
those text references to the
same events (bottom right)
gives the reader further
information about the various
characters’ voices and
descriptions of events from
different perspectives.
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[130] [131)

MINA MURRAY'S JOURNAL
18 AuGusT.— [
1am happy today, and write sitting cn the seat in the churchyara. Lucy is ever

E

agonising feeling, as if | were in an earthquake, and I came back and found you
shaking my body. I saw you de it before | felt you."
Then she began to laugh. It seemned a little uncanny to me, and {listened

-

so much better. Last night she slept well all night. and did not disturb me once.
The roses seem coming back already to her cheeks, though she is still sadly pale
and wan-looking. If she were in any way anemic [ could understand it, but

she is not. She is in gay spirits and full of life and cheerfulness. All the morbid
reticence seems to have passed from her, and she has just reminded me, as if
Ineeded any reminding, of that night, and that it was here, on this very seat,
Ifound her asleep. As she told me she tapped playfully with the heel of her boot
on the stone slab and said: —

‘My poor little feet didn't make much noise then! I daresay poor old Mr Swales
‘would have told me that it was because I didn’t want to wake up Geordie.” As
she was in such a communicative humour, I asked her if she had dreamed at
all that night. Before she d, that sweet, puckered look came into her
forehead, which Arthur—I call him Arthur from her habit-—says he loves; and,
indeed, Idon’t wonder that he does. Then she went on in a half-drearing kind
of way, as if trying to recall it to herself: —

‘Ididn’t quite dream; but it all seemed to be real. I only wanted to be here in

this spot—I don’t know why, for I was afraid of something—Idon’t know what.

Iremember, though I suppose 1 was asleep, passing through the streets and over

to her breathlessly. 1 did not quite like it, and thought it better not to keep her
mind on the subject, 5o we drifted on to other subjects, and Lucy was like her old
self again. When we got home the fresh breeze had braced her up, and her pale
cheeks were really more rosy. Her mother rejoiced when she saw her, and we

all spent a very happy evening together.

9 August.—

Joy. joy. joy! although not all joy. At last, news of Jonathan. The dear fellow has
beenill; that is why he did not write. Iam not afraid to think it or to say it, now
that I know. Mr Hawkins sent me on the letter, and wrote himself, oh, so kindly.

_lamtoleave in the morning and to go over to Jonathan, and to help to nurse

hir if necessary, and to bring him home. Mr Hawkins says it would not be a bad
thing if we were to be married out there. I have cried over the good Sister's letter
till I can feel it wet against my bosom. where it lies. It is of Jonathan, and must
be next to my heart, for he is in my heart. My journey is all mapped out, and

my luggage ready. I am taking one change of dress; Lucy will bring ray trunk

to London and keep it till I send for it, for it may be that ...  must write no more;

I must keep it to say to Jonathan, my husband. The letter that he has seen as

the bridge. A fish leaped as 1went by, and Ileaned over to look at it, and Eheard / | touched must comfort e till we meet.
alot of dogs howling—the whole town seemed as if it must be full of dogs all o Ay <

howling at once—as I'went up the steps. Then [ have a vague memory of some-

thing long and dark with red eyes, just as we saw in the sunset, and something
very sweet and very bitter all around me at once; and then I seermed sinking
into deep green water, and there was a singing in my ears, as I have heard there
is to drowning men; and then everything seemed passing away from me; my
soul seerned to go out from my body and float about the air. [seern to rernember
that once the West Lighthouse was right under me, and then there was a sort of
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18 Avcurn.-

makeaf 1, 1ol These's some consolation n that, L4 0 bappy onight.

AT nly knew i fonathan.. God biess and Xeep .

T Avgus 3 Ak~

he a5t CUEinthe hope o fes~1 don't s which—of eeing Lucy In
ur avonite seat Theie was gt aoon with heavy back deving

e o Uiy el . P
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st doud pased | couldsaethe runsof he Abbey comangnto e,

mustbe fullof
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Faiantquits 4 sea.the siveriht ofthe oon stk 3 b AechIIDg e, snawy WhLe. eteps Thenhave
had Auesmibat it forshadawsie

any toubletorugh. slseemesto

o0 musicby Spoh and Mickescie, andwert 1o bed ey, Ly soems
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These images (bottom left) are
details from Fintan McCarthy’s
sketchbooks showing the initial
research into his field of study
— exploring the possibilities of
developing a pan-European
postage and franking system.

Early in the project McCarthy
identified the complexity of the
problem he had chosen to
investigate. In many cases each
country within the European
Union has particular legal and
technical mailing systems that

are very different from those of
other member countries and
states. More significantly, each
country uses its postage system
to celebrate national heroes,
events, architecture and rulers.

In a similar fashion to the
advantages to be found in the
adoption of a single European
currency, the solution more
often than not resides in an
aesthetic that is based upon
neutrality or a single identity
for all. The cultural 'baggage’

and xenophobia of each
country has to be sidelined in
favour of a unified identity.

This image (top left) represents
one of McCarthy’s proposals
for a single European stamp —
in this case a sheet of
perforated stamps within one
overall design which allows the
user to customise their mail in
a number of permutations.
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Process and Materials Case Study 08

Further examples of McCarthy’s
explorations into a single
European stamp system (left
and overleaf). Because of the
difficulties in addressing the
different postage pricing
structures in each European
country McCarthy devised a
solution that allows each EU
member state to retain its
pricing scale but to also use
the overarching single identity
stamp. This was achieved in
McCarthy’s proposal by
utilising a single sheet of

perforated stamps with an
overall design that can be
employed in different
combinations — each stamp
representing a particular
monetary value. To design the
single identity stamp, McCarthy
chose to use colour rather than
image or typography.

A considerable aspect of his
early research for the project
involved looking at colour and
symbolism in relation to
cultural representation and

custom. Whilst we might
assume that within our own
culture a particular colour is
representative of a particular
concept or object, this is not
always true of other cultures
— even those within
neighbouring countries in
Europe.
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Further proposals developed by
McCarthy as part of his project
(above and right). These
somewhat light-hearted images
are part of an effective idea,
based upon the franking of
envelopes and packages
instead of the use of postage
stamps. McCarthy suggests
that rather than pursue a
singular European identity —

a somewhat difficult task for
politicians let alone graphic
designers — the postage system
should celebrate cultural

difference and national figures.

In an ironic way McCarthy uses
the opportunity to comment
upon and to remind us that
cultural differences still persist
—in his use of cultural and
national stereotypes, as seen
from the 'outside’ such as the
heads of the pop band ABBA
to represent Sweden.

Although this might be
considered impractical for a
pan-European postage system,

McCarthy’s proposed franking
system is based upon the use
of existing technology and is

an economically viable idea.
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M odernism is a term that describes the range of art, design and architectural
movements and subsequent ideas that emerged during the fir§t half of the 20th
century, also referred to as the modern movement. In reaction to the craft movement
and ideas surrounding decoration and adornment, practitioners developed a new
approach which celebrated the possibilities of new technologies and methods of mass
produétion in order to enable a better society for all. Many of the art and design
movements connected to modernism, such as De Stijl, construétivism and the
Bauhaus, endeavoured to celebrate functionalism and rationality under the maxim
that ‘form follows funcion’. The modernist approach to graphic design focused upon
the use of white $pace and sans serif typography that utilised asymmetry. This was
driven by an adherence to the grid, based on geometry and the proportion of the

page, as a controlling device.

Postmodernism is a movement that grew out of a rejeétion of the ideas of
modernism. Significantly many of the original values of modernism had, by the late
1960s, become regarded by designers as dogmatic and only offering a fixed view or
superficial style. Postmodernism celebrated a return to earlier ideas of the value

of decoration. Rejecting order or discipline in favour of expression and intuition,
many of the key progenitors within the field emanated originally from schools such
as Basel in Switzerland and later Cranbrook in the US, and were tutored by central
figures such as Wolfgang Weingart and Katherine and Michael McCoy. The
postmodern lexicon of historical reference, decoration, wit and the ironic
employment of vernacular or non-designed elements, such as hand drawn
typography, constitutes a departure from the rationality of earlier approaches. This
significant development brought about a reappraisal of the process of visual
communication with design. Embracing ideas from architecture and 20th century
philosophy and semiotics, practitioners have attempted to advance the discussion of
how relevant approaches, related to specific groups or cultures, could be developed,

rather than aspiring to a universal language.

LESS IS MORE - LESS IS A BORE
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Rethinking Practice

Theory provides the
basis with which to ask

questions not on:_y
about work, but also

through work. And if

nothing else, what

design lacks in terms
of interesting work these days is

not neccessarily more visual variety,
but rather more |
provocative questions

and polemical answers.

Andrew Blauvelt Remaking Theory, Rethinking Practice




Synthesis

Informed Engagement surrounding the discipline of

An informed or engaged graphic design in recent years
practitioner in graphic design and could be seen as part of
may well be operating from a the discussion surrounding the
distinct personal position with notion of graphic design and
a number of central concerns in authorship (pages 42-43).
their work that extend beyond

individual projects. Engaged

practice may be driven by

social, political, moral or other

ideological positions about the

function and consequences of

design production. Debate

about this area of working has

informed the discourse
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Synthesis

Topography

A detailed description of
spatial configuration. The word
could be employed to describe
a process of mapping,
documenting or recording,
often with particular reference
to what is occurring below

the surface. Useful in graphic
design research to describe

an underlying approach to a
project or a working method
or process.
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Critical Thinking

In concise terms, critical
thinking is an attitude towards
visual communication that is
grounded in theory and its
relationship to making. It is
more than a philosophical
position: informed or engaged
practice is less about the ways
in which theory can inform
practice — it is graphic design
engaged in the theory of
practice, or praxis.

As the American designer and
writer Andrew Blauvelt has

observed, ‘graphic design does
not begin nor end in the
objects it makes’.

Critical thinking could be
described as an important
aspect of reflective practice —
the consideration of the effects
and consequences of graphic
design activities. In general,
reflective practice in graphic
design could be described as
locating the practice of graphic
design as the subject of
graphic design. Reflection in a

designer’s approach could
encompass critical thinking
about the meaning, function
and value of what is produced
and its relationship to the
intentions of the individual
designer and their audience.



-----

Subject matters

Subject matter for the designer is

There is a growing recognition that a wide-ranging education is needed for a synthetic

an indeterminate problem, made

and integrative field such as design to progress. Synthetic in that design does not

only partly determinate by the

have a subject matter of its own: it exists in practice only in relation to the requirements

interests and needs of clients,

of given projects. Design is integrative in that, by its lack of specific subject matter,

managers and the designer.

it has the potential to connect many disciplines. Richard Buchanan

Gunnar Swanson
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Synthesis Case Study 09

Generative Systems
Generative systems are
employed by the designer in
the process of form making.
The phrase — drawn from
tangential design subjects such
as architecture and engineering
— is intended to encompass
design activities that have a
direct influence on the form of
what is produced. The study or
use of generative systems as
part of a working design
research methodology involves
an understanding of the

explicit relationship between
the systematic (the process,
considerations and decision
making processes) and the final
visual form or product (its
properties, composition and
performance). In the case of
Paul McNeil’s work, this
involved the development of a
series of tests that eventually
led to the creation of a visual
system that would generate
forms — in this case letterforms
based on a fixed number of
components and parameters.

Intentionality remembering, believing,

Intentionality is a useful term knowing or experiencing,
in graphic design in relation as well as to the concept of
to the purpose or function of free will.

the design by its creator or

intended audience. It is often

discussed in philosophical

terms, especially in relation to

language — some philosophers

argue that intentionality is

characteristic of a concept or

an intention.

In philosophy, intentionality is
related to mental states such as
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Paul McNeil’s intention in the
experiments shown on this
spread was to examine aspects
of symmetry and asymmetry in
the Roman alphabet in order
to uncover hidden forms and
possible suggestions of lost
images within individual
glyphs. Having classified
standard letterforms by
symmetrical type (set against
vertical axis, horizontal axis,
angled axis, double axis,
rotational axis or asymmetrical
axis), basic symmetries were
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recorded photographically,
using mirrors placed over
gridded outputs of the
characters.

The resulting images, of which
only a small sample is shown
here, were then converted back
on to a typographic format
(opposite page).
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McNeil continued his
experiments by attempting to
subvert the stucture of
alphabetic wordforms in order
to automatically display aspects
of frequency within the English
language. In the typeface
design shown (above left)
characters were scaled
incrementally from the least
frequent and smallest (2) to the
most frequent and largest (e)
and located within a fixed grid
with no allowance for spacing —
disabling the convention that

allows sequentiality in written
language.

When any word is keyed in this
typeface, its frequency pattern
spontaneously becomes visible,
each word forming a non-
sequential chart of its own
character frequency and thus
realising patterns in the
language. This image (top
right) develops this idea
further by mapping the
frequency register (in white)
over infrequency (in black).

Earlier versions of the typeface
using capitals only (bottom
right), designed to demonstrate
high frequency (left) and
median frequency (right).
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Following the research
conducted into individual
letterforms and their frequency
of use in the English language,
McNeil extended his range of
experiments to look at the
internal typographic structure
of letterforms and their use
within an alphabetic system of
differences.

Shown here is a series of visual
propositions further extending
notions of character frequency
occurrence. The objective of

these developments was to
divert conventions of written
form to serve as direct visual
metaphors for both frequency
and tonality, by replacing
glyphs with blocks in
synthesised tones of grey, in
the form of line screens. After
producing a number of initial
designs (bottom right) McNeil

developed the examples above.

Here character widths, heights
and internal structures are
intended to represent duration,
pitch and tone respectively.

These forms can subsequently
be reconverted to sounds,
whose 'legibility’ can only be
imagined.
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To playfully examine the
significance of internal glyph
skeletons in conveying
meaning, McNeil constructed a
typeface that is capable of
generating words and
sentences, but which disallows
the appearance of individual
letterforms (above). Internal
character shapes are forced to
merge, leaving only the
exoskeletons of wordforms,
though traditional typographic
patterns are retained so that, at
first glance, texts look ‘correct'.

This unicase alphabet (opposite
top) attempts to reduce the
inherent ambigquity and
redundancy of the Roman
alphabet by amalgamating
variant upper case and lower
case glyphs from a total of 42
to 26 — the higher number
being accountable to the
graphic differences between
characters such as E/e, A/a,
R/r. The intention was to
increase legibility by
maximising key differences
between glyphs.

To understand the hierarchy of
stroke types in the alphabet
McNeil classified it into
separate components and then
reconstructed every
combination of stroke type
(opposite middle). Characters
were categorised by the lines
used: curvilinear, elliptical and
circular strokes, vertical strokes,
horizontal strokes and diagonal
strokes.

This experiment (opposite
bottom) is one of a series of

attempts to investigate the
hierarchy of structural zones in
Roman alphabetic words. The
alphabet can be divided
horizontally across four or five
key zones both in terms of
typographic construction and
in the process of reading:
ascender zone, upper x-height
zone, baseline zone and
descender zone. In this series
of designs McNeil sliced
individual glyphs into these key
zones and reconstructed every
combination of all zones.




Synthesis

Case Study 09

UpPPERCASE
loweRrcase

ABCOEFGHI)
KLMNOPQR
STUVWXYZ
ABcoefghi)
klmnopqr
stuvwxyz
0123456789

1 it i

the other, but proceed jerkily and by

be fixed, exploring the whole

REading hrmwm y with a
by imperceptible

what

MANNER,

Recelver (a5 the tesm ‘s 3 lm?rt
leadd ore to think), but In a disordesly,
repetitive and aleatory war; ok, if you
prefes, since we'Re dealing in

the text. to

that we idestify and autherdicate it

T

e sovosities (shreesi. nage Laouts. fusns of shasse.
Trpogshicl preuliaties ok exsephs, the pultie of
105 sy ok 10 S i T0 My CoRtent woEky
of fiction, cxiticam ox cxitical fiction]. o rvem whole
nomxative se

s 30 pans feom fhis Lencas seguince of thasactiss.
Agaces and purwctustion ratks that the bt flest of sl
810 what will bécomse it4 maeaang once we have
loeared, v

1 Arwus ik T ko' Denin
Tikofitch fmdo. ashed fox fhe hand of Katusines

Iy it o heany sy
A 08 whare. 1 the 30a of [iffeon. | tried fo
deciphes the sepotedly e Dlictemat's Les.
Digoun Infiscaats | Sage Tugantim sl
et oed priagu, Appmansin s labe Latgn
Peiaateice soa lingara pa *

somaret, crvwnivance anel weseise 1o come
acesmn wbiby fisial te feankly s epermiom

. T
0
.sc
~oc o
P0G
Mot 9
~0.
~0:BOMENINE
~ g oo’ e soEce

Al

~ZG" ..CC 0" "0°CC ."E. COCS 0. G0
& ise

Z
25.cc

~0"s.cT 0" c~C
Lo T st
€” .~£.CO0CS 0. C 2c~C
T "0.5C"0C
£ 20."ce”
LCACCC DusSC,

z
e~s‘or~s s es¢e

~"2.020C5 C

~CAQESC 07 “CO™C ¢TC0SCC 2
"0.” "gCSsS 2532

SO™MC.N "G 0™ O°

s 0°C
c°cess C

aeg ~~ g
€ 2C"SCS 0° 0SSCS J..

aggerors™e
9.. 0"

ARPOEFEHI KL MAMABNGESTI RAMYYT
abeddatehillmannn et
MPIAERTRD

livinm in tha midst nf csinne
had vary elnwiv hranaht e ta
=88 ac on manv cinne tha
inniimarahla thinne that had
at firet haan thars withant
indiratinn anuthinn bt thair
Awn nrecanca it had
trancfarmad tham intn cinne
nf thamealvas and had
arrdard tham tn tha caries nf
cinne daliharataly mada hv
whnauvar wantard tn maka a
cinn  tha caries nf cinne
multinliad itealf intn tha
carias nf cinne nf cinne nf
cinne ranaatad an
innumarahle nuimbar nf
timae alwave tha came and
alwave in enma wav diffarant
frr tn tha cinn mada an
niirnnea waes addad tha cinn
fallan thare hv rhanra

'L
il =

1 i

[

[ IR YAYA B |

[ |

10 B0 it
r

in i un

r'

I BAVA







FURTHER
RESOURCES

=
<
",
",
O
r
O

OF TERMS




186:187 Visual Research

Glossary of Terms

Affordance

The concept of affordance was first introduced by the perception
theorist J.J. Gibson. Affordances are the range of possibilities that an
object or environment offers (or appears to offer) in order to perform
an action upon it. The classical example is that of the door, whereby
the presence of a flat metal plate would indicate that the user needs
to push, whereas a grab handle would indicate the need to pull the
door open.

Donald A. Norman, in his book The Design of Everyday Things, explains
how the reinforced glass panels erected by British Rail and used as the
shelters for railway passengers were shattered by vandals as soon as
they were replaced. The situation changed when they decided to
substitute the glass panels for plywood boarding. Although the force
needed to break the plywood was equivalent to that of the glass, the
shattering stopped. Instead of smashing them, the vandals carved the
wood or wrote on its surface. Glass allows us to see through it and can
be shattered into a thousand pieces. In this ‘psychology of materials'
the affordances of wood make it rather more appealing to write on or
carve than to smash.

Audience

A group of spectators or listeners at a concert or a play, or the people
reached by a book, film, radio or television programme for instance.
The audience for a graphic design product is usually clearly defined

by the client or, following a period of primary research, by the designer
in consultation with the client. The term 'audiencing' refers to the ways
in which readers interpret and understand texts. Surveys of audience
reading are often based on methods adopted from qualitative social
science, such as interviews and ethnographic studies, together with
quantitative methods based on statistical analysis.

However, one further model for graphic designers to consider is the
reflective critical interpretation of images, which can often include a
personal deconstruction of existing work or a critical reflection on work
being undertaken by the designer himself. Through this analysis of
design methods, the designer can become more expert in the range of
forms and approaches suitable for a particular context or audience.

Authorship

The involvement of the designer in the mediation of the message

to an audience. It can be argued that through the creation of visual
messages, the designer has an equal role to play in the ways in which
a piece of visual communication is read as the originator of the
message itself. The designer, as a form-giver or channel through which
the message is passed, can play a key role in actually shaping the
content of the message. Some design theorists have borrowed the
notion of the auteur from film theory in an attempt to build on this
notion, while others have been provoked into a heated response which
foregrounds the neutral role of the graphic designer within a
commercial arena.

Avant-garde

From the French term meaning literally the vanguard or front-runner.
In the context of art and design, the term avant-garde is usually
employed to describe the pioneers or innovators of a particular period
or movement, often in opposition to the mainstream or status quo.
Both avant-garde and vanguard were created by combining the old
French words 'avant’, meaning 'fore', and 'garde’, meaning 'guard’ and
relate to its original usage by the military.

In graphic design the term avant-garde is rarely used in the discussion
of contemporary design activity — more often than not the phrase is
applied when discussing the history of the subject. This is not to
suggest that there is no current avant-garde in graphic design, simply
that the phrase has passed out of common usage.

Communication Theory

The body of work which relates to the study of communication and the
ways in which meaning is transferred between individuals and groups
through language or media.

Connotation

The range of secondary meanings within a form of communication
(such as a text; written, verbal or visual). The meaning of the image
and how we ‘read" it is not fixed by its creator or author but is equally
determined by the reader. As such, there are often a range of personal
interpretations of the meaning inherent within a message across the
audience spectrum. Certain subcultural groups, for instance, may use
visual signs that are adopted from the parent culture but are used to
signify alternative meanings to their primary denotative signification.

<Context-Definition>

Initial work in this model usually involves a thorough analysis of

a broad range of secondary research, mapping the territory to be
investigated and determining the range of work which has already been
done within the target context. Once a solid understanding of the
context has been reached, the focus for the project can be determined,
and a working methodology defined. Primary research is usually
beneficial at this stage, in the form of direct surveys of target
audiences and visual experimentation to test appropriate visual
languages. The results of these preliminary visual and contextual
experiments can then help to define the specific project intention,
together with an appropriate methodology which allows the testing of
a range of potential outcomes.

<Context-Experiment>

Initial work in this model usually involves a looser mapping of the
territory to be investigated, an analysis of the range of work which has
already been done within the same context, and a specified intention
for the work within this context. The focus for the project needs to be
determined earlier than in the <Context-Definition> model, particularly
the definition of what the designer, and the client where appropriate,
wishes to achieve. Distinct visual experiments to test appropriate visual
languages and strategies are then conducted in order to determine a
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range of potential solutions. It is important that an overarching strategy
is employed by which to critically evaluate and reflect upon the
relationship between each individual experiment.

Critical Reflection

The process by which the designer reviews a project outcome or
evaluates the success of an experiment, by testing its effectiveness
against a predetermined set of criteria. These criteria may be either
self-imposed or may be a part of the brief itself.

Critical Thinking

In concise terms, critical thinking is an attitude towards visual
communication that is grounded in theory and its relationship to
making. It is more than a philosophical position: informed or engaged
practice is less about the ways in which theory can inform practice -
it is graphic design engaged in the theory of practice, or praxis.

As the American designer and writer Andrew Blauvelt has observed,
‘graphic design does not begin nor end in the objects it makes’.

Critical thinking could be described as an important aspect of reflective
practice — the consideration of the effects and consequences of graphic
design activities. In general, reflective practice in graphic design could
be described as locating the practice of graphic design as the subject of
graphic design. Reflection in a designer’s approach could encompass
critical thinking about the meaning, function and value of what is
produced and its relationship to the intentions of the individual
designer and their audience.

Deconstruction

The term deconstruction denotes a particular kind of practice in
reading, and a mode of analytical critical enquiry. It is a theory of
reading which aims to expose and undermine the logic of opposition
within texts (both written and visual). This critical analysis sets out to
question the priority of things which are set up as original, natural, or
self-evident. Deconstructive readings are often part of a broader form
of interpretation based on a firm critical position (for instance feminist,
new historicist or Marxist critique). As such, they are often used to
destabilise the range of inherent hierarchical oppositions in the text.

Denotation

The primary, literal meaning of a piece of communication, usually
within a particular target audience or group of readers. This aspect of
reading (decoding) and writing or making (encoding) meaning within
a message is fundamental to all forms of communication. Graphic
designers need to be aware of the uses of particular visual signs and
symbols, and their common meanings, within a target group.
Information design, and the other areas of graphic design which
attempt to reach a broad audience, rely heavily on the denotation of
specific meanings within visual forms in order to make the intended
message clear.

Discourse
A body of verbal or written communication, especially between two or

more participants. The act of discussion between parties, often in a
formal manner.

Epistemology

The theory of the underlying methods or grounds of knowledge and
the critical study of the validity, methods and scope of an established
body of knowledge. In relation to graphic design, this indicates the
body of widely accepted knowledge that defines the discipline,
including those theories surrounding legibility, written language and
typography, as well as those drawn from outside of the profession.

Generative Systems

Generative systems are employed by the designer in the process of
form making. The phrase — drawn from tangential design subjects such
as architecture and engineering — is intended to encompass design
activities that have a direct influence on the form of what is produced.
The study or use of generative systems as part of a working design
research methodology involves an understanding of the explicit
relationship between the systematic (the process, considerations and
decision making processes) and the final visual form or product (its
properties, composition and performance).

Gestalt

The organisation of a whole that is more than the sum of its parts. The
implication of meaning communicated through the use of a part of an
image or object, rather than the whole.

Informed Engagement

An informed or engaged practitioner in graphic design may well be
operating from a distinct personal position with a number of central
concerns in their work that extend beyond individual projects. Engaged
practice may be driven by social, political, moral or other ideological
positions about the function and consequences of design production.
Debate about this area of working has informed the discourse
surrounding the discipline of graphic design in recent years and could
be seen as part of the discussion surrounding the notion of graphic
design and authorship.

Intentionality

Intentionality is a useful term in graphic design in relation to the
purpose or function of the design by its creator or intended audience.
It is often discussed in philosophical terms, especially in relation to
language — some philosophers argue that intentionality is characteristic
of a concept or an intention. In philosophy, intentionality is related to
mental states such as remembering, believing, knowing or experiencing,
as well as to the concept of free will.

Linguistics
The scientific study of language and its underlying structure.

Materiality
This relates to the physical properties of an object. In graphic design
this might mean the physical nature of a book for example — how it
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is printed, its binding, the materials it is constructed from and its
status as an object beyond its content and functionality as a form of
communication. An approach to design which focussed on materiality
would encompass the relationship of the physical properties of the
book to its intended audience and the relevance of how it is presented
as a whole. This aspect of design is sometimes referred to as the plastic
or 'plastique’ of an object, in relation to the combination of a number
of elements into a whole.

With reference to the visual arts in general, the term is derived from the
phrase 'plastic arts' in particular referring to three-dimensional art such
as sculpture. In the context of graphic design, materiality or plasticity
can also refer to an activity where there is no physical object present -
including screen based, interactive and virtual environments such as the
internet or cyberspace.

Method
A way of proceeding or doing something, especially in a systematic or
regular manner.

Methodology

The science of method, or a body of methods, employed in a particular
activity such as the research aspects of a project. A logical, predefined,
and systematic strategy by which to undertake a graphic design project,
to include methods of evaluation of experimental outcomes, a schedule
for each stage of the project and a stated intention or purpose in
relation to anticipated outcomes. It could also be employed to describe
an approach to graphic design in general: a particular manner of
working or a procedure used in the production of graphic design.
Sometimes used in reference to organisation or a technique of
organising and analysing, or a scheme of classification.

Modernism

Many of the early 20th century art and design movements connected
to modernism, such as De Stijl, constructivism and the Bauhaus,
endeavoured to celebrate functionalism and rationality under the
maxim that ‘form follows function'. The modernist approach to layout
and design in general focused upon the use of white space and sans
serif typography that utilised asymmetry. This was driven by an
adherence to the grid, based on geometry and the proportion of the
page, as a controlling device.

Postmodernism

A movement that grew out of a rejection of the ideas of modernism.
Many of the original values of modernism were, by the late 1960s,
regarded by designers as dogmatic and only offering a fixed view or
superficial style. Postmodernism celebrated a return to earlier ideas of
the value of decoration. Rejecting order or discipline in favour of
expression and intuition, many of the key progenitors within the field
emanated originally from schools such as Basel in Switzerland

and later Cranbrook in the US, and were tutored by central figures
such as Wolfgang Weingart and Katherine and Michael McCoy. The
postmodern lexicon of historical reference, decoration, wit and the

ironic employment of vernacular or non-designed elements, such as
hand drawn typography, constituted a departure from the rationality
of earlier approaches.

Post-structuralism

A body of theory relating to the distinctions between speech and
writing. The French philosopher Jacques Derrida in his seminal work
On Grammatology challenged the idea that speech is more important
than writing. Derrida stated that all systems or structures have a centre
- a point of origin — and that all systems are constructed from binary
pairs that are in relation or opposition to each other.

Practical Problems: Applied Research

A practical problem originates in the real world and is related to
pragmatic issues and conditions such as cost, production and
technology. It may also be influenced by its context, such as the
need to explore legibility and typographic form in relation to public
signage for the poorly sighted. Within an applied area of research
and investigation, the solution itself may lie in constructing or posing
a specific research problem. The outcomes of applied research are
tangible and offer real world or commercial solutions to already
existing needs.

Primary Research

The raw materials which a designer works directly with in relation

to research. Primary research approaches might include marketing
strategies such as audience surveys or interviews, or the direct testing
of potential visual solutions within a 'real world" context.

Qualitative analysis

Qualitative analysis is based on subjective responses to visual

forms and the reading of graphic material by a viewer. Often this

is done by the designer him- or herself, in the form of critical
self-reflection. The reading of images and visual signs through semiotic
analysis is, however, a qualitative act in itself: although the responses
can be evaluated statistically as a form of quantitative analysis, the
initial data gathered is based on human reaction to the visual forms and
experiments presented.

Quantitative analysis

Quantitative analysis is based on mathematical principles, in particular
statistical methods of surveying and interrogating data. By generating
a batch production of visual forms to test, the designer can place these
objects in specific locations in order to ‘count' positive and negative
responses from a target audience. This could mean conducting a survey
within the target audience group, perhaps with multiple choice
questions devised to score against a set of criteria. The data gathered
can then be analysed statistically to find the most successful visual
form.

Research
A critical investigation or a search or inquiry to discover new facts and
information or to collect and collate old data. This would encompass
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the study of a subject, employing the analysis of quantitative and/or
qualitative data. Research employs methods and schemes of testing to
interpret events, facts or information, and is a process of observation,
discovery and recording. In the context of graphic design, research
provides the foundations of the design process of problem solving and
visual communication. The research component of a graphic design
brief can take a singular form in some projects such as the collation of
audience feedback to a proposal or it can operate in a number of forms
simultaneously, each body of research findings working together and in
tandem to inform the overall approach to a project.

Research Problems: Pure Research

A research problem is typically developed in response to a subject or
theme that the designer does not know or fully understand. A research
problem may arise from, or be motivated by, a practical problem to be
resolved — a field of study. This then helps to define the Focus of the
research and provides a specific question to be explored. The research,
investigation and development — the body of knowledge and
understanding gained through research — is then applied to a practical
situation or problem. Sometimes this is referred to as pure research and
its outcomes are frequently conceptual, for instance in the development
of an appropriate visual vocabulary for a specific theoretical context.
Although this form of research may not lead to 'real world" practical
solutions, this does not obviate the need for a thorough analysis of the
context of the work in relation to potential audience and the stated
project intentions. The outcomes of pure research are propositional and
offer potential visual solutions to as yet undefined needs.

Rhetoric
The study of the technique of the effective use of language. Written or
spoken discourse used to persuade, influence or affect an audience.

Secondary Research

Established or existing studies already undertaken in the field and used
to support the designer’s own research. This might include published
surveys and/or interviews with potential audience groups, together
with the analysis of a range of successful visual communication
strategies within a similar context.

Semantics

The branch of linguistics that deals with the study of meaning. The
study of the relationships between signs and symbols and the meaning
that they represent.

Semiotics

The study of signs and symbols, especially the relationship between
written or spoken signs and their referents in the physical world or the
world of ideas. A core strategic method by which graphic marks, texts
and images can be deconstructed and interpreted to determine their
underlying meanings.

Tertiary Research
Research based on secondary sources and the synthesis of the studies

of others to simply restate what others have undertaken. A summary of
the existing body of knowledge and accepted methodologies relating to
the range of intentions, audience and context of the project.

Text

The use of the word text refers to more than the printed word on a
page in a book. It also encompasses a range of other activities and
items related to cultural production. This would include for example a
film, a wrestling match on television or a building — anything that
carries meaning and that could be 'read' by an audience. In the late
1960s and early 1970s the French philosopher Roland Barthes began to
challenge the existing idea that the author of a book could be
considered as the central and controlling influence on the meaning

of a text.

In his essays The Death of the Author and From Work to Text,

Barthes argues that whilst it is possible to trace the influence of the
author in a text, the text itself remains ‘open’, encouraging the idea
that the meaning is brought to an object — particularly a cultural object
- by its intended audience. In this way, the meaning does not
intrinsically reside in the object itself and cannot be reduced to an
authorial intention.

Topography

A detailed description of spatial configuration. The word could be
employed to describe a process of mapping, documenting or recording,
often with particular reference to what is occurring below the surface.
Useful in graphic design research to describe an underlying approach to
a project or a working method or process.

Typology
The study and interpretation of types — for instance, a person, thing or

event that serves as an illustration or is symbolic or characteristic of
something. The phrase also relates to the organisation of types and
their classification for the purposes of analysis.
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