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EDITORIAL

Research Notes: Communication Design

Communication Design is the official publication of the International Council of Design (ico-D).
It was formerly Iridescent — an online peer-reviewed research journal, which sought to establish
a benchmark for design research and to make this available to a broad international audience.
Communication Design, like its predecessor, was born out of the Council’s strategic aim to support
the development of communication design education including all facets of theory, practice and
research. Iridescent’s first supervising editor (2009-2011) was the Dutch writer Max Bruinsma who
proposed that Iridescent should be a‘prism on design research’in that it would ‘filter the luster and
see what it is composed of’ (Bruinsma 2011, 10). My tenure as Supervising Editor began in 2011
and saw the publication through its change in branding. Whilst the name may have changed, the
journal’s remit remains much the same: Communication Design is a lens through which emerging
discourses in contemporary communication design research and professional practices are made
manifest, critically examined and developed.

We can trace these goals even further back into ico-D’s publishing history. The biannual mag-
azine Icographic, for example, founded in 1971 by John Halas and designed and edited by Patrick
Wallis Burke (1), actively sought to bring to the attention of a wide design audience a diverse range
of research projects and reports about the visual world. This included scholarly research into sign
perception, typefaces for bilingual printing, new technologies of laser holography, the role of
the book designer, changing responsibilities of the typographic designer, problem-solving in the
man made environment, and design from the perspective of a woman designer. Icographic was
notable for the publication of articles by both practitioners and academics, and for rich graphic
imagery from designers around the world.

As we begin with a new volume of Communication Design and a new publisher, it seems timely
to revisit what we mean by the term‘communication design’ In his book Communication Design:
Principles, Methods and Practice (2004) Jorge Frascara (president of Icograda from 1985-1987)
acknowledges the difficulties of pinning down a single definition. He problematizes the use of
the term ‘graphic design’ as having too much emphasis on the physical nature of what we do
and less emphasis on the profession. Frascara proposes instead the term ‘visual communication
design’ where ‘the three essential elements of the profession: a method (design); an objective
(communication); and a medium (vision)’ are contained. (Frascara 2004, 4) However, in recent
times, visual communication design has become an expanded practice. The remit of the designer
has necessarily broadened from the design of the visual to also include the design of sound, hap-
tics, experiences and services. And as a result, it might be argued that the term ‘communication
design’better describes and supports a range of new kinds of practices, processes, and methods.

The board members of ico-D and this journal’s editors thought long and hard about what
to name our publication. We came up with several iterations before resting on the title of
‘Communication Design’. We added the subtitle to ensure clear articulation of our interest in
broadening out the scope to ‘Interdisciplinary and Graphic Design Research’ In our view, the
title better reflects where contemporary design practice and research is heading, and it allows
space for the definition to evolve.

The breadth of approaches is made evident in this issue. James Branch’s article ‘Mapping
the Mast (2014)" examines communications infrastructures through a case study research pro-
ject focusing on a ‘contested mobile mast’ situated in Winchester, UK. The project takes as its
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Figure 1. icographic: A quarterly Review of International Visual Communication Design. Issue number
1, June 1971. Design: Patrick Burke and Geoff White. Image courtesy of ICOGRADA Archive, University of
Brighton Design Archives.
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Figure 2. Cover from Iridescent: Icograda Journal of Design Research, Autumn, Volume 1 (2009-2011).
Design: Fabrica: Arianna Di Betta, Michela Povoleri; Creative Direction: Omar Vulpinari. Copyright:
International Council of Design (ico-D).
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theoretical starting point research undertaken by media scholar Lisa Parks on the deliberate act
of disguising mobile masts as trees in the US and what this means for artists and communities.
Branch extends Park’s analysis (and others, including Bruno Latour with Actor Network Theory) by
asking what is the role of communication design in representing mobile masts and infrastructures
‘in a way that encourages citizens to participate in sustained discussions and decisions about
ownership, development and access’? His findings reveal a context of local politics and DIY pro-
test, where ultimately what is exposed through a process of mapping are the explicit interactions
among people, objects and systems.

Typography and type design continue to be a key area of scholarship for design researchers.
Articles on type appeared frequently in the early issues of Icographic, and Michele Buchanan'’s
piece titled ‘@facevalue // expanding our typographic repertoire’ continues this tradition. Here
Buchanan proposes a new set of typographic glyphs using existing punctuation marks to denote
tones as a way of enhancing communicating through text-based media (e.g. IM, social media,
email and texting). Buchanan takes her research directly to the focus groups who are practiced
users: a group of high school students in Winnipeg, Canada. Through a survey method she is able
to test the ‘intent and interpretation’so as to‘advance the clarity of our text-based dialogues!

The reading of images and their meanings as formed in popular culture establishes a foun-
dation for exploring brands and urban subcultures in an article by Bobby Campbell titled ‘Hot
Sauce and White Chocolate: And1 and Ghetto Style in Basketball’ Campbell contrasts the adver-
tising campaigns and branding of the American sport apparel company And1 with the perceived
opportunism of other athletic brands who have co-opted inner-city cultural expressions including
graffiti and hip hop music. His analysis determines that a ‘credible’ relationship to the streetball
community is made explicit, in part, through the aesthetics of And1’s branding and marketing
of ‘urban black anti-hero style’

Design education is at the heart of what we do and research into the delivery and development
of our curricula remains an important focus. Grant Ellmers’article builds upon existing models of
project-based learning:‘The Graphic Design Project: Employing Structured and Critical Reflection
to Guide Student Learning’takes us through his research process and toward the development of
a reflective learning framework. His research is tested in the classroom with final session under-
graduate Graphic Design majors at the University of Wollongong, Australia. Another form of
reflective practice is explored in Andreas Luescher’s visual article ‘Poster as Design Dialogue’ He
engages with the idea of a visual dialogue by using the poster as a tool for evaluating the final
semester experience of senior architecture Design Studio students. The results are a series of
dynamic portraits of studio culture using collage as a methodology.

The history and theory of graphic design continues to be an underdeveloped area of academic
study. Our hope is that by highlighting a different archive in each issue related to communication
design, we could spark not only an interest in the history of artefacts but also in how archives
can inform design practice. In this issue, Catherine Moriarty provides insights into the organiza-
tional history of ico-D in her article on‘The Archive of the International Council of Graphic Design
Associations at the University of Brighton' Whilst the work of prominent designers is important, so
too, she argues, is‘an equally fascinating but less spectacular paper trail that is found behind the
scenes and gives us insights into the processes, business and design decisions that are taken in
order to produce the work. Archives are not only repositories of artefacts but also of knowledge,
and they warrant featuring, which we will be doing in each issue.

An academic journal would not be complete without a reviews section. Our reviews editors
are reaching out internationally to cover a broad range of exhibitions, conferences, films, policy
documents and much more. In this issue Rebecca Ross reviews an exhibition held at London’s
Barbican Centre titled ‘The Last Digital Revolution’ where she highlights amongst other points,
the importance of archiving digital history. ‘Craft values, with a practitioner-based approach
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to research, is the subject of Philip Luscombe’s review of the University of Falmouth’s two-day
conference:‘All Makers Now? Craft Values in Twenty-first Century Production’

Future issues will build upon the directions established here. We are very pleased to be pub-
lishing with Routledge/Taylor and Francis as the next chapter of ico-D’s publication history begins.

Notes

1. Patrick Wallis Burke was a Principle Lecturer at Ravensbourne College of Design and Communication in
Chislehurst, UK. At the time ico-D was known as the International Council of Graphic Design Associations
(ICOGRADA) and then as now, was committed to promoting the profession and design education
internationally.
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interest in communications infrastructures, particularly with the  Revised 21 October 2014
material networks that enable our seemingly immaterial systems to ~ Accepted 16 January 2015
function. For example, Andrew Blum’s book Tubes takes us inside KEYWORDS

places like the former AT&T telephone exchange on 60 Hudson Street, Actor-network theory; mobile
New York, to reveal the overlooked physical stuff that comprises the media; communications
Internet. Similarly, Timo Arnall’s recent film, Internet Machine (2014), infrastructure; infrastructure
reveals something of the‘cloud; in cloud computing, via a filmic tour literacy; practice-research;

of a giant Telephonica data-centre in Alcald, Spain. These works echo a communication design
concern within media scholarship for the materials and infrastructures
of the ‘network society’ and the power relations that surround and
shape these systems. In this article, | discuss how designers are
involved in efforts to make infrastructures more legible and report
on a practice-research project that explores a contested mobile mast
in Winchester, UK. The project responds to media scholar Lisa Parks’
call to analyse mobile media networks by paying close attention to
specific nodes in the network, local stories of development and the
practices that surround mobile telecommunications infrastructure
systems once they are activated.

Introduction

My interest in the mobile mast on Byron Avenue developed after reading Lisa Parks’ Around
the Antenna Tree: The Politics of Infrastructure Invisibility." In the article, Parks uses the uncanny
sight of mobile masts disguised as trees (see Figure 1) popping up in the American land-
scape, to ask what issues are revealed by the (attempted) concealment of communications
infrastructure? As Parks? points out, although it is necessary to make certain infrastructures
invisible for the purposes of workable urban planning, one of the effects of this‘infrastructural
invisibility’ is that citizens are kept quite naive about the systems surrounding them, that
they rely upon and subsidize. However, in a strange twist, these ‘trees’ that are deliberately
designed to be inconspicuous have actually ended up becoming discursive focal points
for various artists (such as the photographer Robert Voit) and citizen groups. Instead of
blending into the background, these odd specimens have become a site for generating
further public knowledge about wireless and other network systems.? This prompts Parks*
to ask how we might find other ways tovisualize and develop literacy about infrastructures

CONTACT James Branch @J.Branch@soton.ac.uk
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Figure 1. Communication infrastructure photographed in Cheltenham, UK. Source: Author 2014.

and the relations that take shape through and around them'’ Which presents a compelling
question for communication design, that is, how we might find ways to represent mobile
masts and other infrastructures in a way that encourages citizens to participate in sustained
discussions and decisions about ownership, development and access.

Literature review

Study a city and neglect its sewers and power supplies (as many have), and you miss essen-
tial aspects of distributional justice and planning power (Latour and Hermant 1988). Study an
information system and neglect its standards, wires and settings and you miss equally essen-
tial aspects of aesthetics, justice and change. Perhaps if we stopped thinking of computers as
information highways and began to think of them more as symbolic sewers, this realm would
open up to us.®

In focusing on mobile media infrastructure the project aligns with a broader shift within
mobile communications research towards analysing ‘stuff;, or‘things, which is described by
Horst® as a third wave of critical work. This third wave of research, aims to move beyond a
traditional concern for users, consumption and meaning to focus, instead, on the ‘dynamics
of power as they emerge through the technical, social, political, and regulatory infrastruc-
tures’” This concern to address the materiality as a part of the mix of social, cultural, political
and economic practices in the study of communications media contrasts the tendency to
overlook the physical nature of these technologies. For example, when we make a call, or
use the Internet on our mobile phones, the infrastructure systems required to make this
possible are rarely visible, we are only abruptly reminded of our dependence on these larger
networks, when we pass under a bridge and lose signal. The very word‘mobile’implies unen-
cumbered movement and freedom, in contrast with the fixed locational constraints of its
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Figure 3. Atelephone tower in Stockholm, Sweden with 5000 connected linesin use between 1887 and 1913.
Source: Swedish National Museum of Science and Technology 2012.

predecessor, the landline telephone. Commercial narratives reiterate this perception of the
infrastructure network as invisible or immaterial, as exemplified in the advertisement for a
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mobile network in Figure 2. In this scene a child holds a device that emits cute little clouds
that stand in for the vast, ramifying, material infrastructures that enable the portability of
these mobile devices.®

These widely upheld tropes of immateriality are not new, as Blanchette® describes, the
myth is prevalent in the history of electronic communications dating back to the telegraph.
Quoting Rosenheim,' the promise of the telegraph is described as a metaphysical one -'by
the annihilation space and time, it allows humankind to escape physical limitations. The
power and ubiquity of electricity networks are metaphorically attached to a newly disem-
bodied consciousness’'! Bringing the discussion into the digital era, he draws a connection
with the emergence of networked computers, where we see a rise of similar discourses,'?
that provide further momentum to the idea of communications technology as unbound
from the material world. In the context of Internet connectivity, Mattern citing Mackenzie,3
describes a similar narrative at work but as Mackenzie'* points out, our wireless access to
the network, via Wi-Fi, at work, home and school is neither as untethered or as ethereal as
it seems. Being wireless, or ‘wirelessness, actually requires a vast amount of wires looping
the globe and traversing underground through towns and cities.

Debunking what Timo Arnall'® describes as this‘myth of immateriality’ surrounding com-
munications infrastructure and technologies has become quite a popular territory for prac-
tice-led critical enquiries. These projects can broadly be described as attempts to counter the
consequences of a process that Cubitt'® (2014, 1) outlines as, the ‘technologization of com-
munication’from letter post to electronic network, that implies diminishingly visible commu-
nications channels with progressively greater influence in our everyday lives. In other words,
these projects could be seen to aim at what Mattern'” neatly summarizes as ‘infrastructure
literacy, that is, they attempt to enable us to see and better understand disappearing tech-
nologies that we are increasingly called to work with and are reliant upon. A number of these
contemporary projects and texts concerned with a broader range of infrastructures can be
found via the #stacktivism hashtag and are also elaborated in Jay Springett’s blog (Figure 4).
Shannon Mattern’s'® Infrastructural Tourism article on the Design Observer website is also a
useful resource for critical insight into similar art and design projects in the US and Europe.
However, for this article the focus is on communication infrastructure and in the following
section | discuss two projects that | felt represented two prevalent themes regarding the
legibility of communication infrastructures.

The first theme of concern for practitioners is the visibility of communications infrastruc-
ture and technologies and for Arnall™ this concern is framed in terms of the implications for
interaction design practice and research. Specifically, he seeks to counter the notion that
invisibility is an inevitable and desirable quality for ubiquitous computing, Human Computer
Interaction (HCI), interface technologies and parts of interaction design. As an example of
this‘invisibility, he points to the smooth surfaces of Apple iOS software that bears little rela-
tion to the technical infrastructures below and expresses a concern that all this smoothing
over, or ‘black-boxing’ of natural edges, seams and the transitions that constitute technical
systems, leads to a loss of agency for both designers and users?. In response, he posits the
concept of immaterials’ to describe the invisible aspects of interface technologies such as
radio-frequency identification (RFID) and aims for us to consider them as ‘compositional;
that is, part of mix of physical materials in the design process. The concept also operates
as a call to subject these ‘immaterials’ to ‘investigation, exploration, and communication of
technical and interactional phenomena’in other words; ‘for the opening up of black-boxes’?'



10 J.BRANCH

we cannot have a conversation about something whilst it
remains unseen

#stacktivism is a term that attempts to give form to a
critical conversation & line of enquiry around
infrastructure & the relationship we have to it

there are many people beginning to shape/have this
conversation ::

Keller Easterling : Extra Statecraft

Jo Guldi : Roads to Power: Britain Invents the
Infrastructure State

Timo Arnall : No to NoUI

Benjamin Bratton : Geopolitics of The Cloud
Artist/Critical Engineer : Julian Oliver

Vinay Gupta : Simple Critical Infrastructure Maps
Jay Springett : Who owns the means of not dying?

**JULY 13 2013 LONDON UNCONFERENCE"

stacktivism.tumblr for a curated collection of links

follow @stacktivism to join the conversation
| . ‘

Figure 4. Stacktivism website by Jay Springett and Andrew Brown. Source: Jay Sprigett 2013.

Figure 5. Light Painting WiFi by Timo Arnall, Jern Knutsen and Einar Sneve Martinussen.
Source: Timo Arnall 2010.

For Timo Arnall and collaborators Sneve Martinussen, Jorn Knutsen, Jack Schulze and
Matt Jones working with these immaterials through interaction design practice research
is the method that opens up or renders visible these technical systems. As an example, an
output from their Immaterials: Satellite Lamps (2014) project is a film showing a series of
large flickering spherical lights mounted on wooden tripods standing on city streets, that
change brightness according to the accuracy of received signals from Global Positioning
System (GPS) satellites overhead. The shimmering lights remind remind us of ourimmersion
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Figure 6. Light Painting WiFi by Timo Arnall, Jarn Knutsen and Einar Sneve Martinussen.
Source: Timo Arnall 2010.

Figure 7. Border Bumping by Julian Oliver uses location data gleaned from mobile devices as people
cross national borders. The moments of slippage, when network coverage jumps across national
boundaries (often before we do) are used to redraw borders on a map.

Source: Julian Oliver 2013.

in unseen signals and point to the inconsistencies and what Chalmers, MacColl, and Bell?? call
‘seams; in what is usually considered a ubiquitous and pervasive network. In the Immaterials:
WiFi Light Painting (2011) project (Figure 5 and 6), a series of LED lights attached to a mast
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also respond to the Received Signal Strength of Wi-Fi networks that permeate an urban
environment. The subsequent long-exposure photographs of the mast being carried through
the streets, reveal something of what Dunne and Raby?? call the ‘hertzian space’ of devices,
in environments, invisibly communicating via electromagnetic radiation all around us. In
both examples, the process of working with these immaterials is a way to learn about their
properties to inform future design work and counter the notion of technology as seamless
and invisible by evidencing its materiality.

If the first theme concerns visibility and materiality of infrastructure, a second theme that
emerges in textual and practice-based enquiries into communication infrastructure is how
these networks work for and against the networks of nation states. This topic is the focus of
theorist Benjamin Bratton’s (2014) Stack concept, which he derives from the modular layering
of software infrastructure?* and uses to describe different scales of ‘planetary computation,
from vast global energy grids and urban software, through to self-quantification technolo-
gies. In keeping with the theme of legibility and mapping, he describes the stack as a schema,
a hypothetical plan that attempts to make the composition of new structures of power‘more
legible and more effective’ To put it another way, he has drawn up this conceptual tool to try
to make sense of what is happening as modern states, territorial, legal and political run with
and at times against the grain of global material-information systems that comprise a Stack.

Bratton's?® interest in how infrastructures distort and deform traditional modes of political
geography, jurisdiction, and sovereignty, is shared by Keller Easterling,?® who describes the
phenomena as ‘Extrastatecraft’ (examples can be found on a website of the same name).
In the context of communications or mobile media infrastructure, this theme is taken by
critical engineer Julian Oliver’s Border Bumping (2012) project. The Border Bumping applica-
tion runs on a smartphone, collecting data on mobile masts and the location of the device
as a user approaches, or crosses, national borders. Oliver was particularly interested in the
moments of slippage, when a cellular device hops from one network to another, often cross-
ing national borders before we do so ourselves. These moments of discrepancy, when one
country’s mobile network transgresses the national borders of a neighbouring country are
gleaned from the device and uploaded to a central ‘Border Bumping'server. The data sent by
‘agents’running the Border Bumping application was then used by Till Nagel and Christopher
Pietsch to design and develop a map that plots redrawn national boundaries based on these
moments of slippage between the national border and the borders of the mobile network
(Figures 7-9). In an early iteration of the project in the UK a caravan was re-purposed as a
mobile cartography office, that enabled visitors to view the map as it is was updated with
border deforming or bumping incidents. The ongoing collection and rendering of these
disparities results in a map that plots juxtaposed borders drawn by mobile networks over
those drawn by states.

Moving on from the work of Arnall?” and Oliver?® my own research aimed to pursue a
more situated account. That is, a study that focussed on a particular instantiation of the
mobile media network, a specific mobile mast. This approach follows Parks'?° assertion that
studies of media infrastructure should adopt localized or’'more node-centric and materialist
approaches’to open up the normally invisible social-cultural and political issues enmeshed
with these technological objects. As infrastructures tend to be innocuous and, on the sur-
face at least, frankly rather boring, | began to trawl the Internet for controversial pieces of
infrastructure as a‘way in’to the project. This approach is informed by Madeline Akrich and
Bruno Latour, two theorists concerned with understanding or describing technical objects.
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Figure 8. Border Bumping by Julian Oliver uses location data gleaned from mobile devices as people
cross national borders. The moments of slippage, when network coverage jumps across national
boundaries (often before we do) are used to redraw borders on a map.

Source: Julian Oliver 2013.

Figure 9. Border Bumping by Julian Oliver uses location data gleaned from mobile devices as people
cross national borders. The moments of slippage, when network coverage jumps across national
boundaries (often before we do) are used to redraw borders on a map.

Source: Julian Oliver 2013.



14 J.BRANCH

As Latour 3 puts it in his Rules of Method;‘we either arrive before the facts and machines are
black-boxed, or we follow the controversies that reopen them’3! Or, as Akrich3? suggests, we
need to find circumstances in which there is disagreement, negotiation and the potential for
break down, so that adjustments between different actants are rendered visible. In the case
of a mobile phone mast, which would qualify as a‘stabilized technology’, Akrich33 points out
that it is vital we study disputes, to look at what happens when things go wrong. Fortunately,
| did not have to look far for controversy, as Winchester played host to a lengthy five year
dispute between a mobile operator and local residents concerning the siting of a mobile
mast on Byron Avenue, which subsequently became the focus of my work.

Methodology and practice process

To approach the question of how to render visible the material, social and political issues
that surround the mobile mast in Byron Road, my approach was a mix of practice and tex-
tual research. On the one hand | was keen to use design practice to get to grips with the
affordances of mobile technology itself. On the other hand, | also utilized desk research
to explore in more detail the relations enmeshed with this piece of mobile infrastructure.
The theoretical framework | used to guide my practice and understanding of this technical
object was Bruno Latour’s actor-network theory (ANT). As Law3* explains, actor-network
developed as a theory to account for how scientific knowledge is produced from ordered
networks of both social and technical ‘bits and pieces’ or actants. Of particular utility for
this project is Latour’s® definition of the actor-network as transforming a substance from
a matter of fact to ‘matters of concern’ From his perspective the network is a concept that
recognizes dynamic interaction among actors, rather than a fixed organizing structure and as
methodological tool it should be seen as‘a mode of inquiry that learns to list, at the occasion
of a trial, the unexpected beings necessary for any entity to exist’3® In other words, taking
an actor—-network perspective the mast is a network of relations, my research process was
then to follow the actors’or actants®” and gather as much material as | could about the mast
as an actant in a dynamic network. To do this, | explored the dispute on Byron Avenue via
news articles, planning regulations, and Government reports. Key to this research process
was an extensive archive kept by local campaigner Karen Barratt, who also generously gave
her time to be interviewed and discuss the protest. In this paper it is not possible to cover
the research process from beginning to end, instead, | pull out interesting strands with res-
onance for communication design. The first strand concerns how design was employed by
the protesters against the siting of the mast and network operator. The second concerns the
design of maps or the process of mapping as an attempt to grasp the relations enmeshed
with the mast and as an approach to understanding infrastructure in general.

DIY tactics

An intriguing photograph in Lisa Gittelman’s® Holding Electronic Networks by The Wrong End
shows a weathered wooden telephone pole punched with densely packed metal staples. As
Gittelman describes, these rusting staples are all that is left of countless notices posted up
by local residents to advertise yard sales, missing pets, election posters, advertisements for
language lessons and laundry services. Notices with the bottom edge of the page cut like
a fringe allow passers-by to tear off contact details. The leaflets, she explains, are rather like
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Figure 10. Posters affixed to the contested mobile mast by local residents.
Source: Karen Barratt 2004.

graffiti, a sort of trespass, ‘communications smuggled into public. The comparison is apposite,
as Gittelman points out, fly-posting leaflets on telephone poles in the US is illegal under an
anti-littering ordinance. So part of what is interesting about this image, is that the leaflets
highlight a contrast between owners and others, the prescribed structural conditions of the
urban environment and the array of ‘DIY tactics of everyday life by which people respond.

On reading the Gittelman® article it became clear that a similar set of contrasts and tactics
were operating at the site of the mast and subsequent protest on Byron Avenue. The resi-
dents and campaigners also adopted DIY tactics to oppose the siting of the infrastructure,
putting up posters on the mast to draw attention to their campaign and communicate with
each other. In contrast to its conventional role as an inconspicuous bit of communications
infrastructure designed to blend into the environment, with concealed radio equipment
and dark green coloured paint. The campaigners turned the mast into an object of display,
and in doing so the mast itself became a form of communication. Also, the site of the mast
became a gathering point for the residents, a place for vigils and a focus for protest practices,
that included the formation of a human chain from the mast to the local primary school
(Figures 10-13).

What | felt was interesting about the residents alternative uses for the site of the mast and
their graphicinterventions pinned to the mast, is that they raised the question of how these
infrastructure sites and objects are articulated, or not. How should these technical objects in
our environment be treated? Pretending they do not exist, or disguising them seemed to be
at one end of a spectrum — and the protesters interventions suggested an alternative that
looked to promote an understanding of these technologies. Taking Gittelman’s*° article and
the activities of the residents as a cue, | started to question through design practice how the
infrastructure itself could become, as Parks*' puts it, a site for generating public knowledge
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Figure 11. Local resident Karen Barratt with her son during a sit-in protest at the site of the mobile mast.
Source: Karen Barratt 2004.

about these systems and dialogue. In an attempt to answer this question | produced a quick
prototype mobile web application using cut and paste bits of jQuery Mobile code, far from a
polished piece of design work this quite rudimentary sketch (Figure 14) served as a thought
experiment to consider how mobile masts could become objects of display that demystify
themselves. Very much in the spirit of the DIY tactics used by the residents a poster was put
up near the mast pointing users to a web application that one could access via a smartphone
to find out information about the mast.

Although the outcome of this attempt to give form to the idea of infrastructure literacy
and raise the visibility of the mast was very basic, | was able to draw insights from the design
practice process about the technology. For example, the actual process of making a mobile
application made apparent how different proprietary software and hardware infrastructures
make for an incredible complex and difficult terrain to negotiate. Before arriving at the
solution to produce an HTML based application and a simple URL posted on the mast, | had
ploughed a lot of time into trying to use the location sensors and Near Field Communication
stickers via MIT's App Inventor. However, in the end, | adopted a slightly more straightfor-
ward approach as the non-compatible software, devices and constant tyranny of little or
no backward compatibility began to hinder progress and energy. This practical experience
of working with mobile media seemed to have resonances with Beer’s*? account of Graham
and Marvin's®* work on urbanism that identifies the city as a place increasingly reliant on
complex, competing and at times incompatible infrastructures. In this sense the practice of
design was useful in calling forth some of the issues concerning infrastructures that | may
not have reached without this practical engagement.
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Figure 12. Local residents protest at the siting of a mobile mast near to a local primary school by
forming a human chain from the mast to the school.
Source: Karen Barratt 2004.

Mapping

The second strand | want to pull from the project concerns my attempt to map infrastruc-
ture and the role that design could play in this endeavour. A key challenge to the mapping
process is access to communication infrastructure is not easy, as these systems are often
tucked away, hidden from view and hard to reach. In this sense they are not entirely dissimilar
to orbital space, the subject of Parks** discussion of mapping, in which she points out that
the communication networks have become quite remote both physically and intellectually.
Therefore Parks* suggests that struggles over these sorts of domains, such as networks,
that are inaccessible and imperceptible to most people, must take place in the symbolic



18 J.BRANCH

Figure 13. Karen Barratt and local residents during a sit-in protest at the site of the mobile mast.
Source: Karen Barratt 2003.

Mast Stories

finyur].com;/0a®

(a) (b)

Figure 14. A quick prototype mobile web application that provides information about the contested
mobile mast on Byron Avenue.
Source: Author 2014.

economy. Through processes of mapping and visualization techniques, she argues, we can
begin to render these places intelligible within discourse.

Initially | approached the process of mapping the mast, via a listing of the assortment of
‘things’ or actants | had discovered through the resident’s printed archive of press-cuttings
concerning the protest. This listing process follows Shannon Mattern’s*® description of lan
Bogost’s text Alien Phenomenology and his discussion of ‘ontographs. Bogost*” defines
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Figure 15. A visualization of the human and non-human actants revealed by the controversy.
Source: Author 2014.

ontographs as a way of describing the world, or general inscriptive strategy similar to that
performed by a registrar, a way of cataloguing object relationships without necessarily offer-
ing clarification or description of any kind. He suggests the simplest approach to this task of
‘cataloguing things’and ‘the couplings of and chasms between them™? is the composition
of verbal and visual lists. Importantly, this simple ontographical method brings to attention
that‘things exist not only for us, but also for themselves and one another’ In‘a group of items
loosely joined not by logic or power or use but by the gentle knot of the comma’* My initial
experiments with ontographs included image and text lists of the actants revealed by the
controversy (Figure 15, 16), as well as groups of photographs of the mast taken over a num-
ber of years (Figure 17), all of which were collected on a blog: byronavenue.wordpress.com.

... Hampshire Constabulary,
Electro-magnetic radiation,
TimesOnline,

Winchester City Council,

Environmental Health News,

Charger,

Mast Sanity,

The Liberal Democrats,

Action Against Byron Avenue Mast,
Mobile Phone,

National Radiological Protection Board,
Caroline St.Leger Davey,

Orange Personal Communication Services Ltd.,



20 J.BRANCH

...Hampshire Constabulary,
Electro-magnetic radiation,
TimesOnline,
Winchester City Council,
Environmental Health News,
Charger,

Mast Sanity,

The Liberal Democrats,
Action Against Byron Avenue Mast,
Mobile Phone,

National Radiological Protection Board,
Caroline St.Leger Davey,
Orange Personal Communication Services Ltd.,
Office of Communication,
Diane Harrison,

Radio spectrum,

Battery,

Numbers,
Independent Expert Group on Mobile Phones,
Pulse,

Department of Health,
Voice,

Texts,

Health,

Microcell mast,

Contacts,

Wire,

The Town and Country Planning Act 1990,
Office of the Deputy Prime Minister,
Signal,

Julie Walters,

The Mid Hampshire Observer,
All Party Mobile Group,

Cell, Minutes,

The Planning Inspectorate,
Leigh Day and Co.,

Dr G Y Hyland,
Hampshire County Council,
The Court of Appeal,
McNicholas Construction Services,
Smartphone,

Calls,

Billing,

Microphone,
Microwave,

House prices,

Adam Homes Associates Limited,
Planning Inspector Martin Pike,
Deloitte and Touche,
Electricity,

Daily Echo,

MP Mark Oaten,

Karen Barratt,

Speaker,

Western Primary School,
Handset...

Figure 16. An ontograph or list of the human and non-human actants

Source: Author 2014.

revealed by the controversy.
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Figure 17. Photographs of the site of the mobile mast on Byron Avenue taken by local residents over a
period of more than 10 years.

Source: Karen Barratt 2014.
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Once the mobile mast became the subject of a dispute, portions of the vast network of
relations that it was a part of, became visible. As my attempts to map the mobile mast reveal,
all kinds of people, objects, regulations and relations came into view at this point. Whereas
before the dispute, all of these actants were the invisible parts of the ‘black-box’ or mobile
mast. In this regard, choosing a local site and protest proved to be an effective approach,
in particular, the primary research | conducted that engaged the ‘local’ community, council
and planning on one hand, and the ‘global’ networks, operators and systems on the other
hand - and how they came together in the specific site and protest was potentially rich.

Returning to the actor-network theorists that initially guided my work, they understand
power to be the product of a set of (strategy-dependent) relations rather than a posses-
sion.>® A key part of Latour’s actor-network theory is the notion that actants become weaker
or stronger as a result of their alliances, however in my verbal and visual mappings of the
mast | found that it was more difficult to express those alliances or relations between the
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different actants. A feature of the Wordpress platform | was using to build the website was
the requirement to split content into discrete fields of content and pages. In retrospect, |
question how | could have found a way to make these links or alliances between the different
actants more explicit within the map, so that the relations were prioritized.

Conclusion

Beer>' drawing on Benjamin’s®? The Arcades Project suggests that infrastructures can be
viewed as material instantiations of wider social and political movements. This is a perception
echoed by Dourish and Bell,>3 but they also highlight a second‘experiential perspective’that
calls to attention how embedded infrastructures shape individual actions and experience.
Taking this as a cue, the central question this project asked was how to render visible that
shaping, or to draw on actor-network theory, how to account for the material artefacts of
mobile media infrastructure and social, political economic issues alike?** As discussed, this
attempt to address the materiality of mobile media infrastructure is apposite when their
status as infrastructure, the ‘technologization of communication;>®>‘myth of immateriality’>®
and commercial narratives seek to diminish the visibility of these material infrastructures.

In thinking about the role of design in promoting the visibility of communication infra-
structures, the project highlights an opportunity to map these complex systems and make
them legible to citizens. Also, the DIY approach taken by the residents and evidenced in
the work of Arnall*” highlights the need for designers to work with these seemingly imma-
terial aspects of technologies/infrastructures to expose and demystify them. In terms of an
approach to research, this seems to chime with Ratto's>® description of critical making, in
which the emphasis is not on the outcome so much, as the shared construction activity as
a site for ‘enhancing and extending conceptual understandings of critical socio-technical
issues. | would frame my own engagement with designing a mobile application in this way
and point to the value of using practice-led research (Smith and Dean*®) to gain literacy not
only of the technology, but also to test or explore the critical or theoretical components of
a project.

In closing, the importance of thinking about infrastructure is underlined by Graham and
Marvin® when they suggest that the networked character of modern urbanism is perhaps its
single dominant characteristic. Technological networks, such as the mobile phone network,
form part of what Beer®' describes as a vision of the city as a place reliant on an increasing
dense and complex infrastructure and infrastructure related processes. For Graham and
Marvin®? the key question in this context is; how do we imagine these massive technical
systems that interlace, infuse and underpin cities and urban life? This project sought to map
a small fraction of a technical system or infrastructure by focusing on fissure or break, when
‘normal service’ was disrupted, a moment when the invisible infrastructure became visible.
| wanted to use that instance to describe some of the actants that comprise the network.
The value of the localized perspective adopted, is that it highlighted how we experience
infrastructure as being something highly contingent and that infrastructure and technolo-
gies‘don’'t have simple, definitive, and universal urban impacts in isolation;%* As Lievrouw®
points out, technological forms develop in highly situation-dependent ways. The human
actants, ideas and symbols associated with them, as well as material artefacts considered by
ANT as interlinking webs of relations are dynamic, meaning that technical systems evolve,
stabilize, breakdown or reorganize in unexpected ways.%> This was made apparent by the
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protest on Byron Avenue and when the mast was eventually chopped up and hauled away,
not because of residents’ concern, but because it was deemed no longer required after the
merger of two mobile networks to form Everything Everywhere.
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EXHIBITION REVIEW

All makers now? Craft values in 21st century production

Philip Luscombe
CCE2 Design, Northumbria University, 87 New Bridge Street, Newcastle upon Tyne, NE1 2SW, UK

Visions of twenty-first century production, at least the kind popularized by science mag-
azines and technology blogs, promise a near future in which we, the consumer, become
the makers of our own stuff. It is a future foreshadowed by the drag and drop templates
of desktop publishing and the filters of photography apps, a future in which specialized
design skills become routinized in domestic software. Designs for digital devices may be
downloaded, customized on-screen and 3D printed at home. Furniture will no longer
be shipped around the world, but cut, bent and assembled to order by computer-con-
trolled machines located in every town. If our objects can be specified digitally, we are
told, they may be shared globally and made locally, enabling networks of co-creation
and novel business models to emerge. This context formed the foundation of All Makers
Now?: Craft Values in 21st Century Production, a two day conference presenting academic
research with a practitioner-based approach at Falmouth University, UK.

The promise of ‘democratized, ‘decentralized; or‘personal’ production is not without
precedent, stretching back at least as far as William Morris’ craft-driven socialism, and
forward through Stewart Brand's Whole Earth Catalog of late sixties self-sufficiency. What
is new, however, and what inspired All Makers Now?, is the ever-increasing access to
computer-controlled fabrication equipment, and the digital tools necessary to design
for such machines. As 3D printers, laser cutters, open-source electronics and online
information sharing provide new opportunities for low-volume production, there is a
burgeoning community of craft practitioners and academics claiming this as a key area
for future practice. In contrast to the one-size-fits-all nature of industrial design and
mass manufacture, the craftsperson’s approach to creating bespoke objects is held up
as a model for a more individualized world of things.

Despite the question iniits title, All Maker’s Now? managed to avoid intractable debates
over the more radical predictions for twenty-first century production. No one argued for
or against an entirely homemade, 3D-printed future. We heard instead from a diverse
range of practitioners exploring the potential of existing techniques — how they can be
used, modified and shared with others.

There were those pushing the limits of the machines they worked with, designing
their own, or modifying mainstream software to provide idiosyncratic results. Keynote
speaker Fred Beyer gave an insightful history of computer-aided design and manufac-
ture, from his perspective as a furniture maker. Beyer’s struggle with the limitations of
digital design in the early 1980s, whilst now humorously ‘old-fashioned; still resonated

CONTACT Philip Luscombe @phiIip.Iuscombe@northumbria.ac.uk

© 2015 Taylor & Francis
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with attendees. For those attempting to coax ceramic slip from a CNC syringe, pro-
gramme lasers to fuse textiles, or print on glass, working experimentally at the inter-
section of the digital and physical world continues to reveal the resistance of materials.

As well as exploring how things can be made digitally, practitioners also demon-
strated how digital technologies can be incorporated into artefacts, thereby extending
their palette as craftspeople. Keynotes by Jayne Wallace and Chris Speed offered an
insight into how digital devices can move beyond the realm of consumer electronics,
providing more meaningful, personal links between digital networks and the physical
world. In this, it is the craftsperson’s response to individual needs, and their ability to fos-
ter new forms of user engagement, that has been repurposed for contemporary making.

Hosted by Falmouth University’s Autonomatic Research Group, All Makers Now?
also made a valuable contribution to the emergent issue of how best to support prac-
tice-based research in an academic conference setting. As with the Research Through
Design (RTD) conference (2013, Newcastle Gateshead, UK and 2015, Cambridge, UK),
the richness of practice-based research inspired a wide variety of discussion. Whilst a
presenter may have planned to consider overarching research goals and achievements
in a seminar session, fellow practitioners were often as interested in the minutiae of a
project, the details of how exactly something was made. Both RTD and All Makers Now?
managed these diverse interests by encouraging conversation across three formats —
through an exhibition of artefacts; thematically grouped seminar presentations; and
workshops hosted by a selection of presenters. It is a model that provides a good fit
with practice-based research. Seminars took on the familiar feel of art and design school
‘crit’ sessions, often with an emphasis on the future direction of practitioners’work. And
the All Makers Now? workshops proved particularly engaging - presenters had gone to
great lengths to transport manufacturing equipment, setting up temporary versions of
their real workshops in order to demonstrate their techniques and works-in-progress.
Future conferences looking to present practice-based research might benefit from taking
a similarly literal approach to the workshop session.

Throughout the conference, the focus on ‘craft values’ at All Makers Now? brought to
mind the discussions that emerged with the advent of desktop publishing. As advances
in 3D production technologies enable more people to design and make things, questions
regarding criteria of quality, expertise and the distinction between professionals and ama-
teurs will no doubt continue. Conferences like All Makers Now? offer an important vehicle
for craftspeople to steer the development of digital manufacturing tools early on in their
development, pushing the possibilities of low-volume production techniques and exploring
their potential as expressive media. And for design research more generally, All Makers Now?
showed that, where debate is structured around designed things, both made and in the
making, the academic conference can become a valuable forum for practice-based research.

Notes on contributors

Philip Luscombe is a product and furniture designer, with a deep interest in the processes of
making and their relationship to design. His current PhD research investigates the improvisatory
nature of workshop practice. In the context of increasingly digitized manufacturing processes,
Philip explores the contrast between understandings of production that prioritize accuracy to
a predetermined form and those that rely on step-by-step adaptation. He teaches, as well as
designing furniture for production.
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The last digital revolution?

Rebecca Ross

Graphic Communication Design, Central Saint Martins, 1 Granary Square, London, N1C 4AA, UK

The Barbican Centre’s‘Digital Revolution’exhibition (3 July—14 September 2014) has gen-
erated a fair amount of debate in mainstream newspapers as well as on more specialized
corners of the Internet, in particular the DevArt section, commissioned by Google." Its
critics, including the instigators of the‘Hack the Artworld'alternate virtual exhibition, argue
that Google behaved exploitatively in inviting less established developer/artists to labour
for free competing for a commission, ultimately awarded to Cyril Diagne and Béatrice
Lartigue, where more established developer/artists including Karsten Schmidt and Zach
Lieberman were funded from the early stages of their projects.? Its defenders argue that
rather than corporatist manipulation, in this case the work was facilitated by well-meaning
individuals employed by Google who perhaps mis-judged a few details.> This debate, and
the curation and partnership arrangements behind the show, involving Bloomberg and the
Technology Strategy Board in addition to Google, are important because they call attention
to an increasingly pervasive slippage in how we perceive art, business and technology.
The title ‘Digital Revolution’is a somewhat cringe-worthy contradiction in 2014. Such a
cliché begs the question of what motivations underlie the decision to host this kind of exhi-
bition, if not to convey some new or distinct insight. Over the past few years, the Barbican
Centre has been establishing a pattern of large scale digital installations installed in the
Curve Gallery and the foyer spaces with works and events such as ‘Various Self Playing
Bowling Games' by Cory Arcangel (2011),'Rain Room’(2012) by Random International and
‘Momentum' (earlier in 2014) by United Visual Artists. The joyful and accessible experiential
qualities of ‘Rain Room'in particular drew massive crowds and one could imagine that this
inspired the Barbican to look for ways to expand their profile as a large scale cultural institu-
tion that can carry off projects with extreme technological underpinnings. Part of the reason
that the on the ground experience of ‘Digital Revolution’was less than satisfying, however,
was a breakdown of the Centre’s ability to cope with the technology. At almost every point
during what was a large and ambitious exhibition some portion of the work was malfunction-
ing or down for one reason or another. Some of this was due to the need to display software
on consoles and PCs corresponding to the times in which they were originally developed.
Where it was working however, in this regard, the exhibition served as a reminder of
the importance of how we archive and document our digital history. Actually getting to
try The Aspen Movie Map (Andrew Lippman, 1978), navigate the first pages of the World
Wide Web Project (Tim Berners Lee, 1991) on a genuine Next or re-experience the anar-
chy of the original experiments of jodi.org (Joan Heemskerk and Dirk Paesmans, 1995)
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was both personally pleasurable and a productive reminder of how easy contemporary
culture allows the kinesthetic experience of pixels and programs to slip through its
fingers. The wide scope of the eight sections, titled ‘Digital Archeology;, ‘State of Play;
‘We Create, ‘Creative Spaces, ‘Sound-+Vision; ‘Our Digital Futures; ‘DevArt, and possibly
the most modest but meaningful section, the ‘Indy Games Space, is best described as
concurrently overwhelming and incomplete, albeit with enough examples of interesting
and important more and less known works (too many to list here) to make it worth a visit.

The only specific questions that ‘Digital Revolution’ raises however are about the
blended relationship between independently initiated work and corporate production.
This was partially addressed by the curators directly in their decisions, for example,
to showcase the computer generated special effects in Alfonso Cuarén’s blockbuster
film Moon (2013) in the same exhibition as the work of Antirom’s ‘interface as medium’
experiments (1994). This aspect of the exhibition was exciting for its celebration of a
perceived porosity and enthusiasm for the agency and inventiveness of independent
creators. This idea is not scrutinized carefully enough though, especially when one notes
that, in addition to providing support for the exhibition and commissioning/curating
work, with the inclusion of Chris Milk’s video for Arcade Fire's The Wilderness Downtown
(2010), which is the best and most famous of Google Creative Labs’ Chrome experi-
ments, Google is a de facto exhibitor. This positioning of artistic practice as corporate
crowd-pleaser is reinforced by the dedication of an entire room to Pyramadi, a musical
projection-based installation by Will.i.am and Yuri Suzuki that celebrates a future of high
velocity collaboration between musicians, music technologists, and the music business
(2014).The imaginary of such a well lubricated and uncritical interchange between artis-
tic production, technological transformation, and corporate power is of deep concern
because it places in jeopardy the role of art in future revolutions.‘Digital Revolution’ will
travel to museums and galleries internationally over the next three years.

Notes

1. Jonathan Jones,'Hack the Art World: The Dissident Techies Tackling Google' The Guardian, On
ArtBlog (21/07/14) http://www.theguardian.com/artanddesign/jonathanjonesblog/2014/
jul/21/hack-the-art-world-digital-revolution-barbican-protest (accessed 01/09/2014).

2. See’Anopen letter to Larry & Sergey’ http://hacktheartworld.com (accessed 01/09/2014).

3. See http://pastebin.com/0pbbL72y (accessed 01/09/2014).
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The Archive of the International Council of Graphic Design
Associations at the University of Brighton

Catherine Moriarty
College of Arts and Humanities, University of Brighton, Grand Parade, Brighton, BN2 0JY, UK

Histories of graphic design are often image led, inevitably so: the work itself and the
identity of its designer take centre stage. Yet behind the absorbing and often dazzling
outcomes of selected commissions, competitions and projects there can lie an equally
fascinating but less spectacular paper trail that reveals how work was won and embarked
upon, how it was conceived and costed, produced and printed, how it circulated and then,
often after an interval, the ways in which it resurfaced as slides for lectures, as illustra-
tions for yearbooks, or framed for retrospectives. Certainly, the archive of the designer or
design partnership tends to comprise some of these elements to varying degrees. What
is retained varies from small scraps of paper with a note or a sketch, to extensive runs of
files and folders, particularly in the case of complex corporate identity projects. However,
alongside the monographic form of the designer’s archive - student work, early projects,
mid-career triumphs and failures, the distinction or disappointments of seniority — we
should also consider other bodies of documentation that frame the designer in a rather
different way.

One perspective would be from that of the organizations established to represent the
design professions. Often specific to designers from a particular discipline, or from a par-
ticular country or region, these bodies played a vital role in collective representation, in
securing professional identity, and in providing a forum for debate over shared concerns.
At the next level we could consider the organization to which these national bodies were
affiliated. In the case of graphic design this was established in London, in 1963, as the
International Council of Graphic Design Associations. Icograda sought to represent graphic
designers on the world stage and to speak of the work and concerns of its membership
with a united voice.

Such a multi-tiered footprint of the profession presents a way of thinking about graphic
design in different ways, with designers as connecting elements between other members
of the profession in other countries, as ambassadors for a national viewpoint, and as repre-
sentatives of collective values rather than theirs alone. Shared concerns about professional
identity and conduct, design education and the challenges of communicating in an unequal
world are powerful narratives that Icograda’s activities and reports articulate across the
decades. They also thread through the archive continually, through the voices of its elected
board and its membership.

CONTACT Catherine Moriarty @c.moriarty@brighton.ac.uk
© 2015 Taylor & Francis
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Like all archives, the form of the Icograda archive is determined by the structures of
governance and administration that ensured its functioning as an organization and the
delivery of its activities. For example, communications with member associations are filed
by country. The letterheads reveal how different organizations presented themselves, and
hand- and typewritten correspondence in a variety of languages and modes of expression
provides a textual and visual trace of the personalities of those designers elected to speak
for their regional and national membership, the chronologies of correspondence reflecting
the evolving shape of this international community over considerable distance and over
many years.

Alongside membership records sit the series of papers relating to lcograda’s govern-
ance: the meetings of its executive board and its minutes, and the general assemblies and
congresses where policies were debated and ratified and where presidents were elected.
Moving to different cities at, generally, two-yearly intervals, the files reveal of the logis-
tics of mobilizing a membership for meetings on this scale and the responsibilities of host
organizations. The records include the core elements - the programme, the formal business,
transcriptions of keynotes — as well as the menus of conference dinners, delegate badges
and a few surviving T-shirts. (Figures 1 and 2)

Some of the richest material relates to the projects and concerns of members at par-
ticular times. The debate over design education is intense and sustained, and the voices
of the protagonists project strongly from transcriptions of lectures and discussions. So
too, does the long term commitment of those whose work ensured the smooth running
of the organization, notably Marijke Singer (Secretary General 1970-77 and 1981-87)
and Mary Mullin (Secretary General 1987-99), who brought administrative expertise and
an insistence on high standards of governance. Similarly revealing are the challenges of
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Figure 1. Information board, Icograda Congress, Chicago, 1978. Icograda Archive, University of Brighton
Design Archives.
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Figure 2. Delegates at the Icograda Congress, Bled, 1966. Front Row: Peter Hatch, Suzanne Tandy,
John Tandy. Second Row: Stuart Rose, Dorothea Rose. Icograda Archive, University of Brighton Design
Archives.

communicating with member associations behind the Iron Curtain during the Cold War,
and of securing permissions to allow their representatives to travel when letters and the
occasional telegram were the only mechanisms available. In this way, too, the contents of
the archive speak of their time and of the prevalent technologies of communicating and
recording (Figures 3 and 4). Nowadays, the shift from paper to digital presents challenges
for all organizations in terms of record management both on a daily basis and for those with
responsibility for what is sent to the archive. While the international archive community
has been aware of the issues around the preservation of digital content and software for
some time and while we are aware that the archive of the present and the future will take
a different, hybrid form, the paper archive seems to grow all the more fascinating. As one
runs one’s finger over raised lettering, or the indentations caused by aggressive typing on
airmail paper, we know this isn’t going to be repeated.

Some designers may leave a significant trace in the Icograda archive. Perhaps because
of their sustained involvement as a board member, or perhaps as a one-off congress partic-
ipant, or because the organization acquired an example of their work as part of the body of
material — largely posters - it was passed from the annual Modern Publicity. And it should
be remembered that Icograda also leaves a trace in the archives of designers. Hans Arnold
Rothholz (1919-2000) kept an invitation which incorporated his portrait of fellow émigré
designer, George Him (1900-82). The gathering, hosted by Him, was held during an early
meeting of Icograda, in London, in April 1963 (Figure 5). Likewise, the archive of F H K Henrion
(1914-1990), also at Brighton, includes files relating to his work for the student seminars he
regarded as such an important part of Icograda’s work. Others will have copies of reports,
or minutes, or souvenirs from congresses, perhaps Zurich (1977), or Dublin (1983), or Punte
del Este (1997), or La Habana (2007).
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Figure 3. Members Directory of the Landsforeningen Norske Yrkestegnere, 1964. Cover design by Fridtjof
Falk Abelsen. Icograda Archive, University of Brighton Design Archives.

The Icograda archive is a legacy of a hub of communication, a system of connections that
were maintained over time and space, and within which numerous voices can be heard. Itis
a significant body of material but it is also just one element of a wider story that embraces
national histories and individual biographies. For this reason, its research potential is of
great significance, for it is a starting point rather than end point, a place where stories may
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Figure 4. Telegram from Knut Yram (President) to Pietter Brattinga (Secretary General), sent after a meeting
in Rio de Janeiro, October 1967. Icograda Archive, University of Brighton Design Archives.

george him at home
10>’ ICOGRADA delegates

and their friends
at 21" friday 26 april 63

4

counca of

Figure 5. Invitation from George Him to Icograda delegates, 1963. Hans Arnold Rothholz Archive,
University of Brighton Design Archives.

intersect. A mechanism for demonstrating collaboration and upending design histories
that focus on the one rather than the group, and on the outputs rather than their process

or context.

All images from the University of Brighton Design Archives.
http://arts.brighton.ac.uk/collections/design-archives
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The graphic design project: employing structured and critical
reflection to guide student learning

Grant Ellmers

Faculty of Law, Humanities, and the Arts, University of Wollongong, Wollongong, Australia

ABSTRACT ARTICLE HISTORY
This study investigated a structured and critical approach to reflective Received 20 February 2015
practice, and how this can support graphic design students in a  Accepted 29 May 2015
project-based learning environment to learn from their projects. KEYWORDS

Graphic design education has traditionally adopted a project-based sy ctured reflection; critical
learning approach where students are introduced to the principles of reflection; project-based
design through a series of projects. While there are many advantages learning; graphic design
to project-based learning, research suggests that in this environment, education

learning can become overly bound to the project with the risk that

students have difficulty identifying and articulating what they have

learned. Reflection offers a means to support students to connect

their learning through a more deliberate engagement with the

design process and the learning opportunities this presents. A

learning intervention in the form of a structured and critical approach

to reflective practice was designed, framed by theories of reflective

practice and cognitive psychology. The aim was to prompt students

to reflect on their project in ways that supported them to identify

their learning and challenge their approach(es) to the project. A case

study strategy of inquiry was employed, drawing on a mixed-method

research approach. The findings from this study demonstrate that

when supported by a structured and critical approach to reflective

practice, students reflected in a critical manner and consistent with

the principles of reflection-on-action. Whilst in this study not all

students critically reflected, nor did students critically reflect all the

time, it is concluded that reflective practice applied in a structured

and critical manner can play an effective role to guide graphic design

students to learn from their project. This article presents a detailed

description of the research method and the structured critical

reflective practice (SCRP) developed for the study. A summary of

the overall findings are presented.

1. Introduction

The application of project-based learning in graphic design education is widespread.! In
this learning environment students are typically introduced to the principles of graphic
design through a series of projects, with the aim that their level of expertise increases as they

CONTACT Grant Ellmers @grante@uow.edu.au
© 2015 Taylor & Francis
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progress through a programme of study. This approach has similarities with other design
education disciplines (for example industrial design) and aims to educate students in an
environment and a manner that parallels an industry context.? Students learn about design
through the process of creating solutions to the introduced design problem(s), rather than
through deliberate and separate study of the problem itself.> Guided by feedback from teach-
ers and peers, these typical learning approaches engage students in increasingly complex
design projects as they advance through a course. This learning-by-doing approach rein-
forces a traditional pedagogical belief that the best way to learn how to design is through
the act of designing.*

Project-based learning has been described as a ‘comprehensive approach to classroom
teaching and learning that is designed to engage students in investigation of authentic
problems’> By placing students in realistic, contextualized problem-solving environments,
project-based learning can serve to establish bridges between knowledge gained in the
classroom and real-life experiences.®

A generalized representation of project-based learning is illustrated in Figure 1, and
draws on the work of Blumenfeld et al. and Barron et al.” The first step typically involves
the articulation of a driving question, for example a design or project brief, from which
the students then enter into the activity of designing. This activity is often collaborative in
nature. As the project develops, the student(s) pauses from the activity of designing while
the work is critiqued/discussed by staff and the student(s), before the student(s) returns to
the design activity. This process is cyclic in nature and can occur numerous times during the
development of the project. In the final stage the student(s) presents the final outcomes
of the project.

While project-based learning is an effective way to approach the often complex and
ill-structured® and/or ill-defined® nature of design problems, researchers have highlighted
limitations to this approach.'® Project-based learning typically has a primary focus on the
artefact, and there can be a lack of engagement with the design process underpinning the
artefact. This can leave the student at risk of learning little from the design process itself.
There is also potential for the learning to become overly bound to the project, where it is
not always clear to the student what exactly they have learnt, nor can they express explicitly
what itis they did learn.’? If a student is not clear about what they have learnt, then it is likely
to impact on their ability to transfer their learning to other projects.

For a design curriculum that employs project-based learning to be effective, it is impor-
tant students transfer learning between projects as they progress through a programme of
study.To achieve this it is critical students prepare the learning from their project in ways that
foster the conditions for transfer.* One way to support transfer is to guide learners to think
about their project in ways that encourages them to abstract general principles from the
learning experience.'* Reflective practice has been identified as a strategy that can provide
direct support for transfer.’

The benefits reflection offers to learning have been examined in the broader design
literature, for example, Valkenburg and Dorst, Dorst and Dijkhuis, Dorst, Reymen et al. and
Lauche, with Schon's concept of the reflective practitioner'® widely used as a conceptual
basis. However, there have been few empirical studies that specifically investigate how reflec-
tive practice can support learning from projects in a design education setting, and searches
of the literature specifically relating to graphic design education reveal this is a latent area
of research.
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Figure 1. Project-based learning (generalized model).

Table 1. Definitions of key terms used in this study.

PRESENTATION

Term

Definition

References

Reflection

Structured reflection

Critical reflection

Reflection-on-action

Transfer

The design process (at
a fundamental level)

Design practice

A process of conscious detachment from the design
activity, with the aim to explicitly engage with the
thinking and understandings implicit in the activity
of designing

‘Reflection that is performed on a regular basis

during the design process and that is performed in a
systematic way’

The process where learners challenge their thinking
by questioning their approach in an analytical manner

Where learners engage in a deliberate process of
pausing to reflect back over their design process,
explore the understandings that they have brought to
the handling of their process, and then consider how
they might now approach further development of
their project or design projects in the future

The drawing of observations from the projectin a
manner that is decontextualized from the project
context, typically in the form of a general principle,
and articulated in a form that can be applied to other
projects or the broader context of design practice

The activity of transforming a design problem or brief,
through a sequence of looping and iterative proce-
dures, into a design solution or finished product

The compilation of design strategies and processes a
design practitioner typically applies when approach-
ing the activity of designing

Schon (1987, 1983) Boud et al.
(1985), Hatton and Smith (1995),
Valkenburg and Dorst (1998)

Reymen (2003, 3)

Boud et al. (1985), Hatton and Smith
(1995), Mezirow (1990), Moon (1999,
2004), Kember et al. (2007)

Schon (1983), Reymen (2003, 2001)
Eraut (1994) Lawson (2006)

Girk and Holyoak (1983), Perkins

& Salomon (1988), Bransford and
Schwartz (1999), National Research
Council (2000)

Lawson (2006), Best (2006), Design
Council (UK) (2005, 2007)

Lawson (2006)

This study examined how a structured and critical approach to reflective practice can
support graphic design students in project-based learning environment to learn from their
project in ways that support transfer to other projects. Informed by the principles of the
reflective practitioner,'” structured reflection,'® and critical reflection,'® an intervention was
designed and introduced to a graphic design classroom. The intervention aimed to guide
students to reflect on their project in ways that stimulated reflections about further project
development and, importantly, prompted them to connect these reflections with reflecting
about how the learning from the project might inform approaches to other projects.

There are a number of key terms used throughout this study and these are defined in
Table 1.

The purpose of this article is to present a detailed description of the r