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KEYNOTES 
 
 
PROFESSOR JEFFREY L. MEIKLE 
Writing About Stuff:  The Peril and Promise of Design History and Criticism 
 
The films and exhibition designs produced by Ray and Charles Eames during the later phase of their 
long collaboration suggest that perhaps the most dramatically convincing methods of explaining or 
making sense of what (or how) things mean address directly the visual sense and indirectly the 
tactile.  Form, colour, texture, assemblage, conjunction, scale, and context are all terms relating to 
concepts that are difficult to convey in words.  The very thinking of things at the root of the design 
process occurs, according to the historian of engineering Eugene Ferguson, in ‗the mind's eye,‘ which 
perceives spatially and associatively in ways not always open to rational explanation.  Even so, 
design historians and critics try to convey these intuitive matters verbally and in a linear manner.  If 
we could focus only on stuff itself, on material things as they are, we might dream of possibly getting 
the job done.  But we also must consider how people relate to things:  Who designs and makes things 
and why?  How are they used, abused, reused, and discarded?  Who is empowered or benefited by 
them-and who not?  How do things fit into larger systems of function, representation, and expression-
or not?  How is it possible to theorize productively about design at a level so abstracted that specific 
material objects do not even enter into the equation?  Rather than addressing these questions head 
on, this paper attempts a kind of natural history of design writing, tracing the evolution of various 
approaches to "writing about stuff" in hopes of clarifying what we do and suggesting how we might do 
it more self-consciously.  
 
 
 
DR PAUL JOBLING 
Object/Text: advertising product design  
 
In 'The Semantics of the Object', a colloquium paper delivered in Venice in 1964, Roland Barthes 
asserted that 'there is no object which escapes meaning'. Thus he argued that it would be naïve to 
believe that mass-produced objects in the everyday world - telephones or pens, for example - have 
only a functional purpose since there is 'always a meaning which overflows the object's use'. Not 
surprisingly, within such a process of signification he cites advertising as one of the key means for 
generating the meanings that accrue to objects.   
 
Within such a general semiological framework advertising is, of course, something of a special case 
since ads, as signs, exist to promote both capitalism and the things it produces, even if it cannot 
persuade us to buy them. Thus we could argue the first or denoted message is the product or service 
itself that is represented, and its use value in our lives. But, as advertisers realise, if things were 
always put as simply as this, ads would not satisfy our need for symbolic exchange. So the invitation 
to buy 'x' becomes secondary, made indirect or shrouded in metaphors, puns, myths and dreams: in a 
recent promotion for Dolce & Gabbana, winter clothing no longer simply has a function to keep out the 
cold but is connoted with reference to family, class and generational values.  As Barthes puts it: '... by 
swathing the product in advertising language, mankind gives it meaning and thereby transforms its 
simple use into an experience of the mind.' ('The Advertising Message', 1963).   
 
These are the general themes that I shall explore in my paper, principally by concentrating on 
promotions for the motorcar in the UK since the 1990s. Accordingly, I want to analyse the visual and 
verbal rhetoric of such advertisements, including the 'Va Va Voom' campaign by Publicis for the 
Renault Clio, in the context of national and international identities and stereotyping. Among other 
things, I want to ask: to what extent is Renault's 'France' a mythological or plausible representation of 
French-ness? Indeed, in our transglobal culture of production and consumption, in whose image have 
the ads' ideas about France been constructed? 
 
 



3 
 

PANEL A - DESIGNING TYPES 

 
CHAIR/RESPONDENT: ALICE TWEMLOW 
 
 
Barbara Brownie 
Fluid Typography: Type Meets Image in Temporal Media 
 
In the midst of the continuing ‗cultural shift from words to pictures‘ (Crow, 2006) a new form of 
typography has emerged that transcends the divide between text and image. Temporal media have 
emerged as the offspring of artistic and technological traditions. They communicate to audiences 
using hybrid technologies, and therefore require hybrid languages (Manovich, 2008). Image and type, 
both native to static media, have been adopted and adapted for use on screen. More so than in print, 
temporal typography has incorporated elements of image to the extent that it is no longer subject to 
the rules of static typographic design. 
 
With digital and temporal media we have moved away from ‗two-dimensional symbolic‘ space, to 
‗three-dimensional behavioural‘ space (Lanham, 2001, p. 21). Here, outside of print, type is a foreign 
object. The traditional understanding of the nature of typography is challenged, and definitions are no 
longer reliable. Fluid typography, which blends type with image in temporal environments, cannot 
adequately be described as either verbal or pictorial, as it operates as both. Unlike print artefacts 
which challenge the division between type and image (not least Futurist typography and concrete 
poetry), fluid typography demonstrates the transition from one form to another. It is this transition– the 
process of change - that sets fluid typography apart from its cousins in static media. This paper will 
introduce fluid typography as a new form of typography which evades existing definitions of 
typography, by ‗escaping the constancy of meaning‘ (Kac, 1996) that is associated with print. 
  
Motion and change are fundamental to temporal media. Objects and formations often do not have 
definitive states, locations or identities (Meirelles, 2009). Nothing is permanent; everything is subject 
to change. Fluid typography exists in a permanent state of flux. It alters over time, presenting type in 
some instances, and image in others. Additional identities are introduced within existing typographic 
objects. Meaning is reinforced or contradicted as typographic forms morph, revolve or collapse and 
reform into objects and images.  
 
In MPC‘s recent Channel 4 idents (2004-present) the figure ‗4‘ emerges as architectural objects align 
in a spectacle that is reminiscent of the climax of a theatrical illusion. In Komninos Zervos‘ Flash 
animation, ‗Beer‘ (2005) letters morph into one another. Each form adopts new identities through a 
languid, fluid metamorphosis, which reflects the properties of a drunken slur. Through these and other 
examples, this paper will illustrate the nature of fluid typography, and describe how it defies 
established definitions of type. I will demonstrate how type has adapted to suit our image-saturated 
culture by transcending the divide between verbal and pictorial communication, and how this cultural 
shift is represented in fluid processes. 
 
References: 
Crow, David, Left to Right: The Cultural Shift from Words to Pictures, AVA, Switzerland, 2006. 
Kac, Eduardo, ‗Key Concepts of Holopoetry‘, Electronic Book Review, 1997. Originally published in 
Jacksin, David, Eric Vos and Johanna Drucker (Eds), Experimental-Visual-Concrete: Avant-Garde 
Poetry Since the 1960s, Amsterdam, Atlanta, GA: Rodopi, 1996, pp. 247-257. 
http://www.electronicbookreview.com/thread/electropoetics/uncontrollable (visited 10/04/06) 
Lanham, Richard A. ‗What‘s Next for Text?‘ in Education, Communication and Information, 2001. 
http://iat.ubalt.edu/courses/old/pbds756.085_F01/zui-readings/nextfortext.pdf (accessed 12/04/2006)  
Manovich, Lev, Software Takes Command, 2008. 
http://softwarestudies.com/softbook/manovich_softbook_11_20_2008.doc (accessed 07/01/2009) 
Meirelles, Isabel, ‗A framework for teaching fundamentals of time-based design‘, International 
Conference on Computer Graphics and Interactive Techniques, ACM SIGGRAPH 2006 Educators 
Program, ACM, New York, 2006. http://doi.acm.org/10.1145/1179295.1179339 (accessed 
07/01/2009). 
 
 
 

http://www.electronicbookreview.com/thread/electropoetics/uncontrollable
http://iat.ubalt.edu/courses/old/pbds756.085_F01/zui-readings/nextfortext.pdf
http://softwarestudies.com/softbook/manovich_softbook_11_20_2008.doc
http://doi.acm.org/10.1145/1179295.1179339
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Jessie O'Neill  
Amateurs: Hobby Histories of the Australian Press 
 
This paper analyses what has been the dominant authorship model in the history of Australian printed 
typography over the past 25 years: the hobbyist. The hobbyist is positioned as an amateur historian 
who emphasises the continuing application of redundant manufacturing techniques. The effects of the 
hobbyists‘ focus on mechanical production will be described for its effects on the shaping of historical 
writing in the field. The results of this type of authorship are traced through their two primary forms of 
historical communication: the print museum and the hobby printer‘s pamphlet. The print museum 
displays the mechanics of printed design, collecting and preserving production artefacts. These 
anonymous objects remove the linearity of a historical dialogue of dates and events in favour of the 
composition of a landscape that connects multiple artefacts from distinct times into one present 
workshop, the space itself becoming a living artefact. The hobby printer‘s pamphlet demonstrates a 
preference for the re-presentation of the past through facsimile. They preserve artefacts of historical 
importance by translating these into limited editions, and themselves trying to emulate the working 
conditions of the past by taking on processes of typecasting and hand printing. Each approach 
employed by the amateur hobbyist aims at the generation of the spatial conditions of the past in the 
present. The hobbyists aim to walk themselves through the foreign country of the past. 
 
 
MaryAnn Bolger and Clare Bell  
Irish Writing? 
 
Probably no other area of visual culture is so ubiquitous and yet so invisible as typography. In 
everyday life, typography is looked through, rather than at. The guarantee of transparency assumed 
for the visual form of lettering is an example of what Roland Barthes terms the ‗falsely obvious‘. As 
such, it provides the perfect conduit for mythological constructions of identity. 
 
In Ireland, certain styles of lettering have come to be associated with ‗Irishness‘, whether ‗authentic‘ or 
‗fake‘. On directional road signs, posters, book covers, murals, monuments, newspapers, packaging, 
shop fronts and buildings, the role of lettering in the construction of Irishness is evident in a vast range 
of objects. In tracing the development and mediation of Irish cultural and national identity through the 
use of ‗Irish‘ lettering and typographic styles, this paper aims to examine the historical means by 
which such forms became the dominant and ‗natural‘ way to write Irishness. 
 
Writing on Irish cultural history foregrounds literature as the both the primary site of construction of 
national identity and as the pre-eminent and most authentic cultural product of that nation. This 
standpoint has been identified as a factor in the marginalisation of the visual in Irish culture. Equally 
the material and visual dimension of that literary output is almost entirely ignored. This paper aims to 
redress that imbalance by interrogating the rhetorical significance of the use of letterforms in Irish 
visual culture ‗uncial, Gaelic and roman‘ in popular, literary and political contexts. 
 
In particular, the paper examines the visual manifestation of that fundamental term in the discourse of 
Irish national identity: the Irish language, exploring how the visual representation of one language can 
be ‗translated‘ into another. We look at how typography enhances the symbolic utility of language as a 
conduit for myth, and for the demarcation of religious and cultural difference in both Northern Ireland 
and the Republic of Ireland. 
 
Finally, we outline the culture-producing effects of typography in Irish society in relation to the extra-
linguistic use of rhetoric in the attempt to constitute and maintain core and peripheral identities. We 
also touch on how visual manifestations of national identity structure and maintain the regulation of 
social practices that both divide and unite communities. 
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PANEL B - UN-WRITING DESIGN  

 
CHAIR/RESPONDENT: PAUL ATKINSON 
 
 
Gabriele Oropallo 
Un-Writing Design 
 
In my paper I present on my experience as doctoral student, working on the minimalist designer AG 
Fronzoni (1923-2002), a practitioner increasingly quoted as a crucial influence by other designers, yet 
still not well known. He claimed that his aspiration was not to satisfy his clients' needs, but to do away 
with them. His ideological background didn't allow him to encourage the perception that other values 
inhere in an object but the functional, its instrumental purpose. One of his favourite quotes was by the 
art historian G.C. Argan, who once wrote that 'who refuses design, accepts to be designed'. 
Accordingly, AGF claimed to believe in a collectivist approach to design practice and maintained that 
design shouldn't be only the reserve of a few professionals, but a skill as widespread as writing 
because 'one who designs, designs oneself in the first place'. His statements and opinions, however, 
are rarely found in written form. In 1982 he was invited to provide an essay for a book on Italian 
graphic design and submitted a blank page, on which a tiny sentence, in reverse, read "how shameful 
is writing". Indeed, he almost systematically avoided writing, as opposed to many of his colleagues, 
for whom writing is almost an intrinsic part of the design profession. On the other hand, AGF has not 
left blueprints that can be used as a source to understand his design process in the making. For the 
design historian who wants to do research on AGF, there is virtually no written source one can take 
into account. 
 
I read this apparent absence as a peculiar component of his approach to design. AGF insisted that his 
real client was the social community. His work aimed at reaching the audience through a practice that 
avoided authorship and authority. In some of the posters he designed, he even tried to push language 
to its edge in a Wittgenstein-like fashion, testing readability to the extreme, continually jeopardizing 
communication itself. My paper consists in a 'close viewing' of some of his graphic work, that will show 
the pedagogic intention of this designer, who thought of culture, and specifically design, as a means 
to develop the potential of the individual. 
 
 
Michael Biggs and Daniela Büchler  
Doing without Words: Non-textual Methodologies in an Alternative Research Paradigm 
 
This paper claims that the worlds of object production and of textual commentary are distinct. We 
separate one world, in which persons are trained to produce objects for visual and aesthetic 
consumption, from the other. In the visual world, visual judgments are made about visual objects, and 
success involves these objects being recognised, and their images recorded to form the canon of 
design. On the other hand, text-makers are trained in the use of words, and write post facto 
commentary and criticism about these objects. The value of these texts does not lie in their 
descriptive, but in their analytical qualities. Objects per se may not have analytical qualities. We 
therefore identify two different worldviews, with equally valid but different values. 
 
The long history of using, and justifiably valuing, textual criticism may lead us to overlook the non-
substitutability of one for the other. In everyday use, it may be apparent that a text cannot substitute 
for a Juicy Salif, but in our appreciation of the object these two may become confused. But we should 
have good reason to be sceptical of the closeness of the relationship between object and word. 
Modern linguistics differentiates between the spoken and the written (Saussure 1983 [1916]); and 
relationship of thought and language (Whorf 1956). In this academically sceptical context we should 
reconsider the impact of the word on our view of the world. 
 
In our paper, we describe the visual and the textual as having different roles in different worldviews 
(Guba and Lincoln 2005) – each worldview has its own value and belief set. The relationship between 
a worldview and the role of the visual and the textual can be coherent or incoherent. Within the same 
paradigm there is coherence. However, across paradigms there is incoherence when visual material 
is interpreted according to textual values. The coherence problem is a consequence of applying one 
set of criteria to another paradigm. We discuss concepts such as ‗unambiguous‘, ‗correct‘, 
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‗appropriate‘, etc., as belonging to distinct frames of reference and judgement, which are specific to 
each worldview. We claim that in the distinct frameworks of text and image, certain concepts have 
been transferred uncritically from one to the other without recognition that the change of context 
changes their meaning or renders them meaningless. We use these discussions to investigate the 
notion of a distinct visual research paradigm and its ontology. 
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PANEL C - THE WORD AND THE IMAGE 

 
CHAIR/RESPONDENT: IVAN PHILIPS 
 
 
Eduardo Côrte Real and Lara Reis 
Reading Early Modern Design History, English Dictionaries, Literature and Design from 1604 to 
1830 
 
It is normally accepted that Design History starts with mechanization and mass industrialization, but it 
is also known that the word ‗Design‘ was related to the production of artefacts since, probably, the 
end of the sixteen century. This epoch coincides with the called "Early Modern" period of Western 
History. This coincidence with the progressive constitution of Modernity (fully existent and self defined 
in the nineteen century) is remarkable and deserves inquiry. If the History of Design starts in the 
1800's we may propose a Pre History of Design before the use of the word and an Early History of 
Design corresponding to the period in which the word started to be used but not yet fully related with 
mass production. The utility of this study is to clarify the origin and maturation of the word by clarifying 
that Design related to the arts (project drawing) gave origin to the modern use of the word thus 
contributing to the institutionalization of "Design". This is particularly important since the actual 
disciplinary movement called "Design Research" insists in a plurality of meaning that encompasses all 
kinds of ways of thinking preparing and anticipating products, projects, artefacts, thus corresponding 
to the entire artificial world and its production. 
 
The paper relates the meaning of the word in three English Language Dictionaries from three different 
centuries: Robert Cawdrey's Alphabetic Table of Hard Words (1604), Nathan Bailey's Universal 
Etymological English Dictionary (1736) and Noah Webster's An American Dictionary of the English 
Language (1828). It also considers literary work, including Shakespeare's Complete Works, Jonathan 
Swift's Gulliver Travels (1735), Washington Irving's Complete Works and other writings related with 
Design such as Sir Henry Wotton's ‗Elements of Architecture‘ (1624), ‗Lectures on Architecture 
consisting of Rules founded upon Harmonic and Arithmetical (...) Designed as an Agreeable 
Entertainment for Gentlemen‘ by Robert Morris of 1734 and finally, William Dunlap's 1831 ‗Address to 
the Students of the National Academy of Design.‘ 
 
By this reading of Early Modern Design we could see clearly the prolonging of drawing and art over 
craftsmanship. A Designer was not a Designer because he or she was an artisan but because he or 
she was an Artist that used drawing as an intellectual tool. 
 
 
Raymond Quek 
Disegno Revisited: Modern Relevance and the Role of Eloquence 
 
The modern day term ‗Design‘ is derivative of the polyvalent Italian vernacular term disegno, which 
first surfaced around the Trecento. In the creation of architecture and art, the problem of disegno was 
brought into sharp focus by Zuccaro as disegno interno and disegno esterno in his L‘idea de Pittori, 
Scultori et Architetti of 1604. Joseph Meder commented in his authoritative ‗Mastery of Drawing‘ that 
‗...the concept of disegno was a great theme for the hair splitting intellectuals of the late 
Renaissance…‘  
 
This hair splitting is largely lost in the translation of disegno into the separate ideas of practical 
drawing and intentional design in the modern Anglophone world. Lucy Gent has identified this with the 
weakness in the translation of Lomazzo‘s Trattato by Richard Haydocke to occur as early as 1598, 
the year of publication of the English translation. 
 
Giorgio Vasari argued that the polyvalent term disegno in the Cinquecento should unite the arts of 
painting, sculpture and architecture in the Accademia del Disegno. The nature of invention, or 
invenzione in the united arts, was not as united; it was not the same for architecture as it was for 
painting. Alberti, as is well known, argued for the status of painting to be a liberal art modelled on 
mathematics and the rhetorical arts presented by Cicero. Carol Westfall observed however ‗… Alberti 
nowhere claims that the painter is a liberal artist. There is a continual fissure between what a painter 
does and what painting is. Only the best painters are truly liberal artists, all the rest are only painters.‘ 



8 
 

The disparity between the practitioner and the metaphysical aims of his art is also based on Cicero‘s 
Orator. 
 
This paper revisits the historical problem of disegno and its modern relevance, and explores its 
relationship to classical rhetoric and in particular the role of eloquence. 
 
 
Anne Hultzsch 
Thinking in Metaphor: Figurative Conceptualising in John Evelyn's Diary and John Ruskin's 
Stones of Venice 
 
What does it mean if we use one object to verbally describe another? What does it reveal about our 
way of processing what we see? Finally, how can we use this meaning in a historical investigation of 
our ancestors' perception of these objects? These are the underlying questions of a paper which 
focuses on two English writers, both famous for their, very different, descriptions of architecture. 
Seventeenth-century diarist John Evelyn used verbal images only rarely in the accounts of his travels 
in Italy, compiled mainly retrospectively from the 1660s onwards and partly copied from earlier travel 
writers. In contrast, John Ruskin's The Stones of Venice (1851-53), written a century later, overflows 
with figurative language - indeed, Ruskin is famous for his 'word painting'. 
 
The theoretical background for this paper comes from cognitive linguistics where it has been argued 
that metaphorical utterances refer not only to a semantic phenomenon but, moreover, to a specific 
mode of conceptualising the world (Lakoff, Johnson 1980; Caballero 2006). In other words, the usage 
of one object to implicitly describe another refers directly to the speaker's way of understanding the 
world. Critical theories of the 'image' – both verbal and non-verbal (e.g. Mitchell 1986, 1994) - will 
support my argument that some of the differences in the chosen texts are indeed based on different 
perceptual and cognitive modes. Thus, their investigation leads to important conclusions about both 
different modes of verbal representation as well as, more generally, the history of design perception 
and consumption. 
 
This paper forms part of my wider research which uses writings to investigate the history of 
architectural perception. In this, I am also interested in developing a specific historical methodology by 
linking source texts from different epochs and then reading one through the other, as it were. Reading 
some short passages in Ruskin's text through others in Evelyn's, I will reveal some of the processes 
involved in looking at an object, thinking about it and, finally, putting pen to paper and describing it in 
words for others to follow these processes. 
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PANEL D ï TASTE, TOUCH AND TRANSMUTATION  

 
CHAIR/RESPONDENT: STEVEN ADAMS 
 
 
David Humphrey 
Transmutation, Adaptation and Resonance: óDesignô and Late Medieval Northern European 
Jewellery 
 
In the period between c.1250 and c.1450, jewellery in northern Europe underwent a golden age of 
stylistic change and expansion of production in response to a parallel expansion in the clientele 
demanding the most fashionable jewels to wear at the courts of France, Burgundy and England. 
 
Viewed retrospectively, and in the context of the scant evidence that remains, the physical 
configurations of gemstones and metals which equate to our notions of ‗design‘ may be reasonably 
divided into two groups: those which are apparently naturalistic or narrative and those which may be 
considered abstract in the application of geometry to their structure. Such a division appears to create 
an obvious rationale for design elements in the case of the presence of apparent naturalistic or 
narrative elements: for example, floral motifs are common and suggest linkage to the presence of 
floral content across a wide spectrum of other aspects of life during the period. The interpretation of 
abstract geometric content poses possibly more complex questions concerning contemporary 
reference points to the day-to-day reading of the assorted strands of lore associated with geometric 
figures. In both cases however a considerable body of detailed lore often sat behind even the most 
simple of design motifs.  
 
Taking the strands of physical form that pervaded jewels of the period, it is clear that the design of an 
individual jewel was developed in an environment which factored in issues including naturalistic or 
narrative iconography and symbolism, the deployment of geometry at an abstract level that in certain 
aspects reflected its application within cathedral structures, personal or family motifs, associations 
with gemstones inherited from the Greek and Roman worlds, the significance of specific colours and 
the integration of contemporary thinking on numerology. What eventually appeared as a design on 
paper or was fabricated directly into metal owed its birth as much, or perhaps more, to the 
interpretation of written works than to the union of creative mind, pen and paper. 
 
This paper examines those forces and influences from written resources, which by a variety of means, 
impacted or directed the physical configurations of items of jewellery in northern Europe during the 
period c.1250 to c.1450. 
 
 
Kate Smith 
The Haptic Skills of Shoppers in Late Eighteenth-Century London 
 
The Journal of Design History has facilitated much discussion on the consumption practices of 
eighteenth-century contemporaries. [1] Claire Walsh and Natacha Coquery have both argued that the 
shop environment played a central role in consumption decisions during this period. Once inside the 
shop, and at the counter, customers were required to handle a number of objects before making their 
consumption choice. Touch was privileged as a means of understanding objects and their qualities. 
This paper questions how haptic skills allowed contemporaries to read objects. 
 
Frameworks developed in the field of anthropology, particularly the anthropology of the senses, are 
used here to analyse consumers‘ haptic skills. Understanding touch as subject to specific sensory 
hierarchies and meanings in particular cultures is an important starting point for discussions of 
eighteenth-century experiences. Literary sources and travel writing demonstrate both the significance 
placed on touch in this period and, more specifically, the contentious nature of its use in the 
consumption environment. By analysing haptic skills in this context we begin to understand the 
complexity of their application. Moreover, close object studies provide further evidence of the sensory 
experiences contemporaries encountered.  
 
Whilst handling these objects consumers had to simultaneously negotiate the continual 
recommendations of the shopkeeper. In return customers were required to use language to 
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conceptualise their understanding of the goods before them. As the work of Martin Heidegger, 
Gertrude Stein and Francis Ponge demonstrates, a significant distance exists between language and 
our ability to describe objects. Were contemporaries able to translate objects into words? What role 
did the distance between the object and the thing play in the creation of desire?  
 
This paper examines the dynamics of shopping cultures active at this historical moment and asks 
what they reveal about the relationships between objects, language, and the senses.  
 
[1] Claire Walsh, ‗Shop Design and the Display of Goods in Eighteenth-Century London, Journal of 
Design History, vol. 8, no. 3, (1995), pp. 157-176; Natacha Coquery, ‗The Language of Success: 
Marketing and Distributing Semi-Luxury Goods in Eighteenth-Century Paris‘, Journal of Design 
History, vol. 17, no. 1 (2004), pp. 71-90. 
 
 
Teleri Llio Lloyd Jones 
The Text of Taste 
 
This presentation will explore the wealth of research possibilities the recipe book presents to design 
history scholars. The period between 1650 and 1750 will be proposed as a time of great development 
and definition of what a recipe book should be. Considering these objects as 'design texts' enables us 
to shed light on the practicalities and complexities of such domestic practice but also reframes the 
practice of cooking itself as a design process. Too often overlooked as domestic production and 
reproduction, cooking should be viewed as a collective, creative making. Impossible to grasp 
completely, the shadows of such historical practices can be glimpsed through such books. 
 
The rise of printing can be characterised as a moment of schism between the personal and the public 
within recipe books, as a friction between the order of print and chaos of writing as two distinct 
technologies. But both types of book, whether printed or manuscript, hold a wonderful contradiction 
between the conceptual written word and the 'realness' of doing, tasting and touching. Both in their 
printed and manuscript form, these books function epistemologically. They reinforce or question the 
systems of culinary knowledge by their order, their inclusions and exclusions. Reflecting a kind of 
scientific knowledge, these systems are the quotidian female version of Foucault's masculine 'order of 
things'. 
 
These books also express their communities through the dissemination of a recipe – each one a 
socially embedded object with a history. These texts flow between acquaintances and across social 
boundaries, exposing differences of communication, the chaos of language and its difficulty in 
explaining a manual process. The recipe has a close ally in the experiment – as though each written 
recipe is the proven remnant after a series of trials and errors. In this sense the written document can 
only ever present the skewed side of the realities of the production in a kitchen. This paper seeks to 
shows how valuable the recipe book is for considering the relationship between text and taste, and 
more importantly the word and the deed. 
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PANEL E - DESIGNING AND READING FORMS OF DISCOURSE 

 
CONVENOR: PAUL STIFF 
RESPONDENT: TIM PUTNAM 
 
What forms were taken by publicly-directed official discourse during the nineteenth century? What, 
specifically, can be discovered by analysing those printed forms – here in the literal senses of ‗a set 
order of words‘, ‗a formal procedure‘, and ‗a document designed to elicit information‘– which served 
the expanding British state? How can such documents be read by design historians? What can be 
learnt, from responses in the objects themselves and commentary in the periodical press, about 
people‘s interactions with these sometimes intrusive and often unwelcome proxies for dialogue? What 
light is thrown upon the relationship, mediated by increasingly standardized documents, between 
officially-ordered discursive practices and social action? 
 
These are among the questions which we apply to a disregarded class of documents. The questions 
arise within a research project on which the panellists – art historian, social historian, and information 
designer and design historian – work together: ‗Designing information for everyday life, 1815–1914‘. 
The three papers speak about and to each other, resulting in a panel theme which has both internal 
cohesiveness and coherence in its presentation. The paper ‗Designing official discourse‘ introduces 
the research questions; ‗Give in your account‘ and ‗So much incomprehensible impertinence‘ develop 
them empirically. This is a novel area of research in design history, and this panel is its first public 
outing. 
 
The panel contributes to several conference themes. It endorses the question suffixed to ‗Writing as 
object‘ about the impact of design and writing upon interpretation; for example, we ask about peoples‘ 
interactions with written and designed objects, documents carrying legal force. It engages the theme 
‗Designing the archive‘ and its question about how archival holdings and documentary sources 
contribute to an understanding of design. And it embraces ‗Design before design‘ in its account of 
official designing before the emergence of professional designers.  
 
 
Paul Stiff 
Designing Official Discourse: Modern Forms of Questioning  
 
With modernity comes a press for standardization, in language as in most forms of social activity. Few 
practices better exemplify this tendency than the writing and design of official discourse during the 
nineteenth century, as the modernizing British state intensified and extended its information gathering 
reach over an ever-wider gamut of social life. This, in short, is the context for one strand of 
investigation within a current research project – ‗Designing information in everyday life, 1815–1914‘ – 
which is described in this illustrated talk. 
 
The official form, the site of mediated dialogue between interrogator and respondent, intricate in its 
linguistic representations of rulers and ruled, state and subjects, authority and readers, remains a void 
in design history. There exists no account of the development of this wholly neglected genre of 
information artefact. What explains this absence? The words ‗design‘ and ‗form‘ are not often heard 
together in public, and then only in moments of distaste. Forms, markers for episodes of mental work, 
appear to suppress the virtues of ambiguity, openness, and indeterminacy, and offer to design 
historians none of the allure of objects designed for consumption. 
 
Yet forms instantiate the earliest type of what came in the late twentieth century to be called 
interaction design. They give concrete shape and particularity to the abstractions of ‗discourse‘. They 
offer the prospect of insight into modes of (anonymous) designing before designers. And, intriguingly, 
they promise the possibility of enlarged and richer conceptions than are currently orthodox of historic 
users of design, readers who were required to respond with acts of compliance but who – the 
evidence is there on paper – misunderstood, committed errors, stubbornly made refusals, and 
routinely transgressed the boundaries of the question field inscribed by the official mind. 
 
 
Paul Dobraszczyk 
óGive in your accountô: Designing and Using Victorian Census Forms  
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Forms challenge conventional understandings of how people interact with graphic documents. When 
we fill out forms not only do we read and write, but we also read in ways that are different from the 
genres most readily associated with reading: books and newspapers. We skip questions, ignore 
others, return to problematic ones, or even, as in the case with online forms, ignore the text 
altogether, even when we are forced to tick a box confirming that we have read it. In short, studying 
these most ignored of graphic documents can shed light on the interactions between design and 
using. 
 
This paper examines the central importance of forms in an historical context by focusing on the 
development of the census in the Victorian period. Census historians have explored its impact in 
detail, including the production and dissemination of the forms, or household schedules, by which the 
state gathered the information it desired. Yet, only cursory references have been made to the process 
that made the inquiry successful or not: the willingness or otherwise of the public to divulge the 
information requested and their ability to do this through the medium of the printed form. This paper 
will outline changes in the production of household schedules from 1841, their typographic 
characteristics, and the ways in which they were promoted by the census organisers. It will go on to 
consider responses to household schedules through nationwide newspaper and journal articles, 
shedding light on the means by which a vast and multifarious populace dealt with reading and filling in 
these forms. The result will be to gain a picture of just how census forms were received and 
negotiated by a public witnessing, and participating in, the formation of the information state in Britain.  
 
 
Mike Esbester 
óSo much incomprehensible impertinenceô: The Design and Use of Nineteenth-century Tax 
Forms 
 
One area in which it is possible to explore design before designers is that of functional documents, 
such as timetables, trade catalogues and forms. Forms remain virtually unexamined by historians of 
design, yet provide an excellent example of a source which allows us to gauge the reaction of 
recipient-respondents to the design of documents. Forms deliberately invited their readers to respond. 
Readers, by their act of filling the form, left evidence of their interactions with these designed 
artefacts. 
 
In this paper I analyse the demands that one facet of nineteenth century design made upon users‘ 
reading and writing abilities. I examine income tax forms completed in Britain during the nineteenth 
century. This entails discussing relationships between design and use, and paying particular attention 
to whether respondents were – or were not – able to complete the forms and so supply the 
information demanded by the Inland Revenue.  
 
I draw upon contemporary comments to show the extent to which people understood the design of tax 
forms and the demands that were made upon them, as readers and as citizens. Unsurprisingly, most 
comments were critical, denigrating forms as difficult to understand and complete. By analysing the 
few surviving tax forms of the period I show how people filling in the forms responded to unfamiliar 
layouts and designs, often in ways that were not anticipated by the form‘s anonymous designers. I 
also show that as a result of the popularly perceived difficulty of completing tax forms, a genre of 
advice book flourished after approximately 1890, attempting to guide peoples‘ interactions with the 
layout of the form. 
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PANEL F ï TEACHING WRITING DESIGN 

 
CHAIR/RESPONDENT: DIPTI BHAGAT 
 
 
Teal Triggs 
Critical Perspectives: Notes on Teaching Design Writing/Criticism 
 
By October 2008, three new postgraduate courses focussing on the subject of design writing and 
criticism had been launched internationally – at the School of Visual Arts (New York), the University of 
College Art, Craft and Design, Konstfack (Stockholm) and, the London College of Communication 
(London). (Two further courses are also reported to be under development in the USA and New 
Zealand.) The emergence of such courses may be explained by the growing maturity of the design 
profession. This has been accompanied by an increase in the number of undergraduate design 
programmes requiring students to have a working knowledge of design history, and an informed, if not 
critical perspective. In the UK, the rise of specialist publications, television and radio programming, 
have quickly established design at the forefront of the public‘s mind, while online blogging has played 
a significant role in democratising design writing, producing in the process a new generation of ‗lay 
critics‘.  
 
Up until now, design writing and criticism has been dominated by of a handful of prominent critics 
including Ralph Caplan, Stephen Bayley, Steven Heller and Rick Poynor - all of whom have played a 
significant role in the development of the subject. Despite the profile of these individuals, however, 
there is still some way to go before design writing and criticism is considered on an equal footing with 
criticism in other creative disciplines such as literature, art, and music. It is this imbalance that these 
new courses in design writing and criticism are seeking to address. 
 
This paper will examine the role of education in the generation of critical voices in contemporary 
design writing. Taking LCC‘s MA Design Writing Criticism programme as a case study (for which this 
author is Course Director), the aim will be to contextualise its approach and teaching methods in light 
of other relevant course curricula (e.g. SVA and Konstfack). Questions posed include: ‗can there be a 
single identifiable core curriculum for teaching design writing and criticism? In what ways might a 
course develop individual and authorial perspectives? What are the links between design criticism 
and design practice? What is significant about the role of designers as publishers/editors of critical 
journals (e.g. Stuart Bailey and David Reinfurt, Dot Dot Dot or Luke Wood, National Grid)? Ultimately, 
what might the new forms of criticism consist of?  
 
 
Joanne Lewis 
The Written Assignment in Design Education: a Discussion of the Significance of the 
Historical Background to Current Debates 
 
Taking the Coldstream report of 1970 as a start point for inquiry, this paper will examine the role of 
written assignments in design history teaching in the past decades and examine the contribution of 
historical and contextual studies and the written assignment to the development of design history. 
The emergence of the discipline of design history from art and architectural history was supported by 
changes in educational provision and regulation that started in the 1970s. Debates concerning the 
acceptable approach to, and subject content of, written assignments prompted fierce discussion 
amongst art historians, early design historians, and design studio teaching staff. The content of the 
Coldstream report, and the changes and debates that this instigated, had a significant effect on the 
teaching of design history and the role and value of the written assignment; the debate was continued 
by the regulatory body, the CNAA, and has intensified since as the adjacent disciplines of Design 
Studies and Design Cultures contribute to discussions on approaches to design. 
 
A factor that greatly influenced the value of the written assignment was the availability of published 
sources as resources. The publication of textual sources of information on design had a gradual start; 
the number of books was very limited at the end of the 1970s, but a growing demand prompted the 
commissioning of early publications and increased availability during the 1980s and 1990s; 
technological advances from the late nineties, in the internet and printing developments, contributed 
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to wider availability and an expansion in design history research output gave access to new topics 
and approaches to design.  
 
The culture of the design studio often shows reluctance, and resistance, to communication in written 
format and this paper argues that the historical training of studio staff, and debates surrounding the 
teaching of historical and contextual studies, were contributing factors to the perceived lower value of 
the written assignment in design education that still pervades today.  
 
 
(Presentation in the absence of) Rebecca Targ and Adream Blair-Early 
Writing as Strategy: Transforming Authorship in the Design Classroom 
 
Writing assignments are a pivotal part of a graphic design education and enable displacement from 
observation to critique, from authorial questioning to the temporally shifted second voice with its 
objectivity. For students to practice the design process, they must learn to change roles. Steven 
McCarthy and Cristina Melibeu de Almeida speak of these shifts and the integrative power of writing 
in their paper Self-Authored Graphic Design: A Strategy for Integrative Studies: ‗We have identified 
four major categories in which self-authorship in graphic design can take place: writing, editing, 
collaboration, and interaction.‘ It is our suggestion that these same areas, regardless of inception, in 
the studio classroom generate similar positive outcomes: facility of process, location of self as author 
and agent, and richness of approach.  
 
The design process depends heavily on the designer‘s ability to shift perspectives as work moves 
through research, ideation, iteration, refinement, and implementation. Exercising these shifts in 
perspective allow for fluid work in the parallel designer-client relationship where the designer‘s 
authorship is faceted and morphs into viewership to enable evolution of concept, process and 
designed visual outgrowth. It is outside of any specific representational style or content that the 
designer and by example the design student must approach the evaluation of work via different 
inroads; certainly this includes writing alongside verbal and visual acts, but also different frames within 
the writing itself.  
 
Writing is a device which locates agency and authorship such that the student can efficiently and ably 
evaluate visual work, and even more importantly actively take a manifold role. Sometimes 
uncomfortable, always a different event for each student, critically important, these pedagogical 
issues of writing, voice and presence are given careful distinction in the work of Saussure, Derrida 
and Husserl, where we can find phenomenological ideas to support our parsing of the place of writing 
in the graphic design studio course.  
 
We will elaborate on these ideas through case studies from the classroom where students change 
perspective through:  

¶ Writing about one‘s own visual work  

¶ Writing about peer work  

¶ Verbal critique (as instigator, as continuator, as definer and as questioner)  

¶ Writing about one‘s own skills  

¶ Writing in the third person. 
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PANEL G - NARRATIVES AS OBJECTS 

 
CHAIR/RESPONDENT: VALERIE SWALES 
 
 
Arlene Oak 
Explaining things: Stories, Objects and Social Roles in Encounters about Design 
 
Designed objects emerge from social settings that involve discussion, compromise, and critique. 
Objects become concrete facts only after they have been negotiated verbally, in situations wherein 
participants express beliefs about how the material world ‗should‘ be. The creation of artefacts and 
environments therefore involves encounters in which participants (such as designers and clients) 
persuade each other of the relevance of their beliefs. In effect, designed goods are material 
translations of participants‘ more-or-less strongly held beliefs about the acceptable appearance and 
function of artefacts. These beliefs are communicated through talk that seeks to justify, or account for, 
why a particular course of design-oriented action should be taken. Such justifications or accounts may 
include, for example, an architect explaining why a room should be a particular size, a furniture 
designer accounting for why a chair should be made of plastic, or even a consumer justifying why a 
particular garment should be purchased. 
 
This paper considers instances of justification as (brief) stories or narratives that function to support or 
refute specific design decisions that are made concerning buildings and/or consumer products. 
Through the use of discourse analysis, this paper shows how justifications may be structured as part 
of a conversation between designers and others, both to provide information about the designed 
object and also to position speakers in relation to each other. Justification stories are thus explored for 
how they simultaneously relate to the explicit, practical, and pragmatic aspects of design practice as 
well as to the more implicit roles, responsibilities, and social positions of the participants. In summary, 
justification stories are not only acts of information; they are also socially-significant rhetorical moves 
that help position participants in relation to perceptions of expertise and identity. Through using 
discourse analysis to consider design-based justifications, this paper demonstrates some of the ways 
in which stories about how objects should be are also stories about who speakers are. 
 
 
Chae Ho Lee 
Designing a New Oral Process 
 
The presentation will present interview methodologies useful within the design process, and examples 
of artefacts created from oral history practices by practitioners and students of design. Interview 
methodologies offer designers the ability to enhance their design process, create a reciprocal 
relationship with their information sources, offer new design directions and most importantly, content 
for design projects.  
 
The presentation will begin by questioning the scope of skills and processes taught within the design 
classroom. Current discourses within the design classroom reinforce an analysis of formal abilities 
and presentation methods. Design students often do not question the validity and relevance of the 
design problems they are assigned. This leads to a professional design practice that merely services 
the needs of a client rather than helps to form and evaluate the design task at hand. An ideal design 
process requires a design methodology that expands the practice of design and encourages an 
immediacy and intimacy with sources of information.  
 
Interview methodologies geared towards design practitioners will be presented. This will include an 
examination of different perspectives on interviewing, lines of questioning and indexing techniques. 
Methodologies that promote grounded rather than positivist information gathering will be advocated. 
The interview process should not seek to prove a theory. Responses to interview questions should 
build a course of action and develop both a context for the formation of a design problem and its 
resolution.  
 
The outcomes of interview methodologies from students at Zayed University in the United Arab 
Emirates and University of Hawai‗i at Mānoa will also be presented. The projects ranged in content 
and examined topics such as identity, gender roles, the loss of a family member and cultural 
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inclusion. Students illustrated the personal and historic narratives of their interviewees within their 
projects while also referencing source materials from their own directed research. The student 
examples point toward a new design process that is collaborative, responsible and encourages an 
active rather than passive professional role for a designer 
 
 
Bridget Wilkins 
Eileen Nisbet: a Case Study 
 
This paper examines how differing and complementary perspectives from oral history interviews 
'triangulate' a study. In particular, how the selection of those to be interviewed shapes the conclusions 
and consequently the nature of the contribution oral history can make. It takes a particular case study, 
Eileen Nisbet, ceramicist, reviewing her present place within the history of crafts as evidenced 
through different sources. 
 
Nisbet died in 1990. She is not mentioned in Tanya Harrod¹s authoritative The Crafts in Britain in the 
Twentieth Century, in which Harrod states that Nisbet was not significant enough. Yet discussion with 
Nisbet's contemporaries reveals she was a shy person, like many craftspeople, more interested in 
making than in selling or promoting herself, and in teaching - at Central School of Art and Design, 
London. When she was working in the 1960s and 70s there was little media coverage of the crafts, 
although ceramics was one of the most popular, especially the studio pottery of Leach, Casson and 
others, consisting of containers and vessels, popular as part of a ‗life style‘ in interior design and in 
places like Crank‘s restaurant. 
 
Magazines like CRAFTS and Ceramic Review had recently started, although Nisbet gets small 
mention. Her work was unusual for the time: most was made from thin porcelain and did not fall into 
the category of a container or vessel but became a form of sculpture with an illustrative content, 
delicate and witty, playing with conventional ceramic forms and imagery. Contemporary ceramicists 
considered her a pioneer; significant and a talented person. 
 
Historians ignore Nisbet, but contemporaries like the Cassons and Walter Keeler, who have been 
interviewed, are full of praise. The material from these interviews will be discussed. There are over 50 
pieces of Nisbet‘s ceramics now owned by her son. These are made of paper thin fragile porcelain 
and therefore not easily exhibited, thus continuing a lack of exposure. This oral history of Nisbet as 
spoken by contemporary practitioners contributes a different understanding to history as written by 
academics who use published material as their primary source and status indicator. 
 
A website has been constructed to give Nisbet¹s work wider coverage. How will this impact on the 
chronological history of post war ceramics? What other practitioners might also be exposed? 
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PANEL H - PROMOTING DESIGN AND DESIGNERS 

 
CHAIR/RESPONDENT: CATHERINE MCDERMOTT 
 
 
Denise Whitehouse 
Not óArt and Craftyô but Blood Brothers in Design: The Persona of the Modern Designer 
 
Preserved within the archives of the modernist designer, Grant Featherston, is an article of the late 
1930s titled, ‗Blood Brothers in Design‘ that highlights the challenges facing those interested in the 
emergent practice of industrial design. Given the ‗healthy contempt‘ of Australian manufacturers for 
‗long-haired art and crafty boys‘, the author warned the modernist designer would need to take care 
when positioning themselves in the market place.  
 
This paper explores Featherston‘s skilful construction of the public persona of the modern consultant 
designer in the post world war years and his positioning of the designer as an economic and cultural 
producer with the public imagination. Its impetus comes from questions raised while working on a 
monograph on Featherston about the place of the designer‘s story within the history of design and 
within design history. As Frank Mort and Sean Nixon have established, the promotional 
auto/biography was central to the construction of the professional and public personae of creative 
industries, such as advertising, in the post war years. The concern of this paper, given the conflict 
between design historians and design practitioners over the value of the designer‘s story, is the 
development of critical strategies for unpacking the rhetoric of designer autobiographies and 
biographies, their construction of the public value and meaning of design, and their establishment of a 
supportive discursive culture for designers, who like Featherston, worked to shape design as a 
respectable practice and industry. 
 
Drawing on press cuttings, lecture and interview notes, promotional collateral and photographic files, 
this paper analyses Featherston‘s shaping of the public persona of the consultant furniture and 
interior designer through a sustained publicity campaign designed to educate the public and industry 
to the economic and life changing value of ‗good design‘. The key strategies of this campaign involved 
the unprecedented use of high end promotional graphics and photography, public lectures, the art 
exhibition, and the popularising press release to create a holistic story of the career and concerns of a 
designer working at the interface of manufacturing, merchandising, consumerism and cultural change. 
In focusing on the identification of the pictorial tropes and rhetorical strategies of this campaign, this 
paper argues that Featherston‘s intent was to use the personal to establish a distinctive designer 
persona that would be taken seriously not only by political and cultural reformers, but also the public 
and Australia‘s wary captains of industry. 
 
 
Lisa Farooque 
Ernest Batchelder and the óNatureô of American Arts and Crafts 
 
Fearing a crisis in American design identity, American Arts and Crafts proponent and tile-maker, 
Ernest Batchelder publishes his texts Design in Theory and Practice (1910) and Principles of Design 
(1911). The pedagogical imperative of both texts aims to foster a generation of American designers 
free from the dictates of European tradition. In Design in Theory and Practice, Batchelder writes ‗[t]he 
teacher of design in America must meet conditions quite different from those found in the Old World. 
Each country abroad has distinctive national traditions. We have no traditions; in which fact is our best 
hope. Our salvation is to be sought not in borrowing from Europe, but in boldly striking for an 
elementary basis on which to build, in digging for bed rock on which to raise our superstructure.‘ The 
archaeological task of exposing an elementary basis leads Batchelder to present a twofold argument 
addressing European tradition, on the one hand, and the role of Nature, on the other. Batchelder 
argues that this universal and natural language is the wellspring of American design innovation and 
inspiration. Working from Design in Theory and Practice, this paper suggests that a philosophical 
undercurrent, in particular, an implicit Aristotelian conception of nature, supports Batchelder‘s 
argument for an American design identity that differs from the British Arts and Crafts movement 
conceived of Gothic spirituality. In order to explore this philosophical distinction, this paper first 
presents Batchelder‘s engagement with Ruskin and Morris in the text, second, exposes his hidden 
Aristotelian approach to nature that considers the priority of the whole, balance and the practical. By 
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way of conclusion, the paper identifies American traits that Batchelder wishes to foster, oriented 
towards local geography, innovation and the future. Asserting the autonomy of American design 
through a priority of formal connections, he concludes, ‗[i]f we are ready to accept the assertion that 
the beauty of a design is dependent, in the final analysis, on its structural fitness and the relation of 
lines, forms and tones rather than upon its relation to Nature, to historic ornament, to style, or to 
pictorial interest, then, whether the designer wills it or not, the background, or space in his design, 
whatever it may be must be considered as an integral part of his composition.‘ Appropriately, 
Batchelder¹s Aristotelian conception of nature is the integral background to the composition of his text 
that redefines American design in distinction from European design. 
 
 
Lung-hsing Chu and Yong-sheng Tsou 
Rebuilding the West: Modernity in Shanghai's Graphic Design between the Wars 
 
Graphic design in modern China has been discussed often in recent decades. Most of the scholarly 
research focuses on how Western modern styles impact graphic designs in Shanghai. In my opinion, 
however, the most important issue when discussing the history of modern design in Shanghai should 
not avoid the question: Could the styles and concepts of Western art keep their original face once 
they are adopted in China? Obviously, Western ‗authors‘ did not exist anymore once their texts were 
read by the Chinese. Inspired by the idea of ―the reception theory‖ or ―the reader-response criticism,‖ 
this paper tries to offer an alternative view in discussing graphic design in 1930s Shanghai by 
investigating how Chinese intellectual designers both received and responded to western graphic art. 
In other words, Chinese designers were also readers of Western works, and through their designs 
and writings, we may see different meanings once we take their works as a response to Western 
authors. More than that, a unique modernity in Shanghai‘s graphic designs emerged after rethinking 
the translation of graphics between the East and the West.  
 
In the beginning of twentieth century, many modern European graphic styles, such as Art Nouveau 
and Art Deco, made a great impact on Shanghai‘s modern designs. Indeed, through many book 
covers and illustrations, the Chinese designers used the so-called modern Western styles to visualize 
a modern China. However, the modernity of graphic design in the West was actually influenced from 
the East, such as Ukiyo-e. That is to say, the modernity of the Western design is not really modern for 
China. The term ‗Modern,‘ as used in China, has two different Chinese translations: one is ‗Mo Deng,‘ 

( ) a translation which follows the pronunciation of modern in Chinese; the other is ‗Xian Dai,‘ 

( ) which is translated according to the meaning of modern. Neither translation can truly equal the 

original idea that came from western Europe. Similarly, when European graphic designs were 
introduced to China, they were adapted and changed by Chinese designers. All in all, many styles 
and terms derived from Western graphic design changed their essence after being translated from the 
West to the East in 1930s Shanghai. First of all, through writings on Western art by Chinese 
intellectuals, Lu Xun for example, this paper reveals different faces of Western design after 
translation. Secondly, through communication and debate between intellectuals, it unfolds how 
Western design was understood and rebuilt. In the end, modernity unique to China appeared from a 
traditional Chinese perspective in representing the West. In summary, this paper argues that through 
investigating how Chinese designers translated the meanings and the styles from the West helped us 
to comprehend modern design in 1930s Shanghai. 
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PANEL I - OUTWARD APPEARANCES 

 
CHAIR/RESPONDENT: JOHN HEWITT 
 
 
Polly Canton and Alice Lo  
Judging a Book by its Cover or Modernist Form Follows Function? 
 
In essence modernism in design may be described as the striving towards a universality of principle 
and practice as the marker of the modern age. And with the now well-documented development of the 
modernist design ideals of a reformed, functional, socially progressive, and mechanized environment 
came a new visual vocabulary of design. As Penny Sparke describes it, ‗in stylistic terms, the move 
from the nineteenth to the twentieth century was simply a matter of leaving behind the natural world 
and the individual as the symbolic sources of the language of mass-produced objects and of adopting 
instead the metaphor of the machine and the mechanized environment as the stimuli for a new theory 
of form.‘ [1] 
 
In graphic design this metaphor began forming in Russia with constructivism and crystallised at the 
Bauhaus, particularly in the years at Dessau, where Modernist ideals found fulfilment through a quest 
for an objective communication of a pure clarity. Publications such as Jan Tschichold‘s Die Neue 
Typographie (1928) married the ideals to the form and functioned as specimen books for the new 
treatment of type and image. Subsequent works that announced, explained and proselytized 
modernism, for example Pevsner‘s Pioneers of the Modern Movement and Giedion‘s Mechanization 
Takes Command: a Contribution to Anonymous History, both considered as possibly the foundation 
texts in design history, [2] established the theoretical bases which legitimized this new form.  
 
This paper, which has partly arisen from studies in graphic design studio classes of the expression of 
content through form, explores the contention that as publications such texts, as part of their function, 
also had a stylistic role as visual exemplars. This attention to style in the books‘ design does not use 
the term in the sense of ‗superficial surface characteristics‘ [3] arranged by a bunch of ‗flashy little 
stylists‘ [4] but the serious consideration of ‗distinctive excellence of artistic expression achieved by 
appropriate forms and their relationship to one another in space.‘ [5] In the words of designer Bruce 
Mau ‗style is not superficial. It is a philosophical project of the deepest order. Style is intrinsically 
rhetorical, the expression of a series of more or less convincing propositions about life and the way it 
might be ordered.‘ [6] 
 
By considering two aspects of visual communication, denotation and connotation, and their unity, the 
term style, used in this way, can provide criteria for considering how effective the graphic design of 
modernist publications was in transmitting the messages of four important texts for modernism 
published between 1923 and 1969. This paper considers the relationship of the form of these works to 
their content and intent, and the complexities of graphic design in meeting of commercial, 
philosophical and aesthetic demands.  
 
[1] Penny Sparke, An Introduction to Design and Culture in the Twentieth Century, London, 
Routledge, 1986, p. 41 
[2] Victor Margolin, ‗A World History of Design and the History of the World‘, in Journal of Design 
History, vol 18 no. 3 (2005) pp. 235-243, p. 236. 
[3] Philip Meggs, A History of Graphic Design (3rd edn), New York, John Wiley and Sons, 1998, p. xi 
[4] Beatrice Warde 
[5] Meggs, 1998, p. xi. 
[6] Bruce Mau, Lifestyle. 
 
 
Kirsten Hardie 
Telling tales? Packaging Text: Writing on Design 
 
In contemporary food packaging design a wonderful world of words exists. Behind the obligatory 
product name and ingredients listings consumers can read clever puns, intimate stories and 
interesting facts upon the box front or label. Whilst packaging has always attracted consumers via 
words and image, increasingly the way in which packaging as 'silent salesman' (Pilditch, 1973) 
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operates is intriguing. The language used in label designs is increasingly more entertaining in its effort 
to entice us to buy. We are spoken to in a familiar tone as packaging design enters into big 
conversation with us through its small type. Today a myriad of examples display the intelligence of 
packaging's prose - how packaging offers ideas, tips and nice thoughts beyond the detail of product 
type and brand name. 
 
This presentation investigates how packaging as a vital marketing tool and cultural artefact 
communicates to consumers through its printed commercial messages, cleverly designed with its 
physical form. Through a number of dynamic international case studies (including The Fabulous 
Bakin' Boys, Firefly Water, Ben and Jerry's) the presentation will explore what packaging offers 
beyond its food contents and how the language of a brand can form comfortable acquaintances and 
provoke interactivity with consumers. The presentation considers how words tell tales about the 
product, culture and consumers. Examples will showcase unusual and unique stories that are played 
out upon the pack as brands project their identities and values, and occasionally, create fun, fictitious 
facts that we are invited to engage with through its words. The presentation considers the importance 
of food packaging in design's history, through the consideration of historical examples, but more 
importantly aims to document some of the exciting examples of clever wording upon contemporary 
examples that may be missed as packaging is consigned to the eventual bin. 
 
Drawing upon theories from material culture and marketing and marketing the presentation considers 
the psychological function of packaging and how consumers engage with food packaging; how they 
use and relate to the packaging; how they form emotional bonds with the product. The presentation 
also considers how the written language of packaging can be used as a learning tool with students; 
how they can engage with writing through alternative texts – how packaging offers lively creative 
thinking and tales that can intrigue. 
 
 
Raymond Donovan and Leong Chan 
The Social Life of Posters: Reading and Writing HIV/AIDS Visually 
 
The history of the Australian HIV/AIDS epidemic is characterised by a prolific visual culture from as 
early as 1983. Graphic designs – brochures, flyers and posters – form part of the awareness and 
intervention strategies for campaigns by the government and the community sector which are aimed 
at various populations, in particular homosexual men. While the level of publications devoted to 
cultural, political and social discourses on HIV/AIDS complements and contrasts with dominant 
medical and scientific offerings, visual analysis tends to approach HIV/AIDS graphics in an aesthetic 
manner emphasising formal elements, or as part of participatory evaluation in social marketing, or as 
cognitive response to intervention methods. 
 
Our conceptual framework focuses on HIV/AIDS graphics as designed objects about the epidemic. 
The textual-visual interpretation examines not what public health campaign posters do, but what they 
say. A poster is the product of particular socio-historical contexts. HIV/AIDS graphics concern the 
production and consumption of epidemic knowledge in the anthropological sense that the ―life history‖ 
of the object represents episodes in the history of the scourge (Appadurai 2003). Writing about 
HIV/AIDS graphics requires analysis about the object itself, and the attitudes and practices of the 
communities which produce the representations, as well as unravelling underlying patterns of beliefs. 
Central to our focus on reading and writing design is Williams‘ (1961) contention that social ideologies 
are reflective of ―structures of feeling‖, defined as individual and collective meanings and values, 
―…with specific internal relations, at once interlocking and in tension...a social experience which is still 
in process...‖.  
 
Drawing upon object analysis, and documentary and visual interpretation, our research examines 
posters from case studies of Australian HIV/AIDS campaign graphics from 1983 to 2007. Our paper 
analyses changes in iconography and textual messages in the poster designs, and explores what 
Williams refers to as ‗process‘ in demonstrating the differences between government and community-
sector campaigns, contextualising and situating the diverse types of campaigns within the shifting 
cultural parameters of dominant official, and grass-roots public health promotion strategies. 
 
References: 
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Appadurai, Arjun (2003) ‗Introduction: Commodities and the Politics of Value‘, A. Appadurai (ed.) The 
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PANEL J - DESIGN CRITICISM / CRITICAL DESIGN 

 
CHAIR/RESPONDENT: ALICE TWEMLOW 
 
 
Naomi Stead 
The Utility of Written Design Criticism 
 
Written design criticism is often understood as a sub-genre of art criticism, whether published in 
newspapers, specialist design journals or generalist magazines. It is distinguished from the related 
but distinct categories of literary and film criticism, and sits, perhaps slightly uncomfortably, in a 
continuum with architectural criticism, given their shared emphasis on both programmatic as well as 
aesthetic considerations. But if design criticism really is a mode of art criticism, is it most appropriately 
seen as a visual, objectival, or a performative mode? 
 
In ‗Air Guitar‘, the eponymous text in his compilation of essays ‗on art and democracy‘, Dave Hickey 
opens with a devastating description of the general perception of critics; ‗People despise critics,‘ he 
writes, ‗because people despise weakness, and criticism is the weakest thing you can do in 
writing.‘(1) But despite the idea that criticism is ‗the written equivalent of air guitar – flurries of silent, 
sympathetic gestures with nothing at their heart but the memory of the music‘, Hickey‘s position is not 
entirely condemnatory. In fact, he eventually turns the sentiment on its head, to argue that the 
strength of criticism lies in its being a ‗weak genre,‘ offering one way – a specific, ephemeral way – to 
brush briefly against the true object of criticism, the actual subject of critique, that which is 
paradoxically ‗obliterated‘ by writing, namely ‗the enigmatic whoosh of ordinary experience.‘ 
 
Hickey‘s work, and the Air Guitar essay in particular, offers a useful point of entry for a broader 
discussion of the process, utility, mediation and instrumentality of design criticism, as it relates to the 
older and more established and theorised discipline of art criticism. Importantly, there is a passing 
similarity between Hickey and Reyner Banham, sometimes credited as the father of design criticism, 
who also wrote about a huge range of objects of high and popular culture, and who once famously 
quipped that ‗history is… my academic discipline. Criticism is what I do for money.‘(2) The distinction 
between the apparently scholarly, rigorous, academic practice of history and the essayistic, 
journalistic, rhetorical practice of criticism is indeed a significant one, as this paper will attempt to 
show. 
 
 
Stephen Hayward 
Writing Critical Design into History. 
 
The focus of this paper is a tendency within contemporary design that characteristically involves 
reconfiguring everyday archetypes; sometimes to ask questions about function, technology, or 
progress, often to stimulate new emotions and interactions. From an historical perspective this 
‗critical‘ or ‗post-optimal‘ turn is an example of a paradigm nearing maturity. Over the past decade 
examples have appeared in international exhibitions, leading practitioners have published projects 
and rationales, and most obviously perhaps, critical design now casts a spell over much of the three-
dimensional work produced in the UK colleges. Is it time to send in the historians? And if this is the 
appropriate moment, how might we frame this tendency and for whose benefit? 
 
This paper addresses these questions not just in terms of the development of a radical anti-design 
tradition (going back to the 60‘s), but in terms of perspectives drawn from anthropology, literary 
studies, psychology and phenomenology; In particular the ideas of Lakoff, Johnson and Turner on the 
‗Metaphors we live by‘. Of course critical design is not the first movement to have communicated via 
analogies. Modernism made use of the tool, the body and nature, and I will argue that these allusions 
persist, though for reasons to be discussed, current designers are placing a new emphasis on the toy 
and the souvenir. 
 
A major debate around critical design concerns the extent to which it is purely cerebral as opposed to 
practical, and thus more like art than design. The argument is fuelled by the similarities with the 
readymade and the anti-consumerism of socially responsible designers. In defence I will explore the 
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efficacy of the cultural probe, the critical design object that is offered up for user testing in the 
expectation of consciousness raising and behavioural change. 
 
Finally as this history comes into focus there is the matter of audience and ownership. This case 
study reveals that a design phenomenon can have many stakeholders. At the international level 
critical design became hitched to the government‘s Creative Britain bandwagon in the late 1990‘s. 
More recently art cum design galleries present one-off examples as affordable installation art. In the 
educational context, design as a cultural argument continues to serve as a pedagogical tool. 
 
Indicative (abbreviated) references: 
Blauvelt, A (2003) Strangely Familiar 
Johnson, M and Lakoff, G (1980) Metaphors We Live By 
Stewart. S (1993) On Longing 
Sutton-Smith, B (1997) The Ambiguity of Play 
Tilley, C. (1999) Metaphor and Material Culture. 
 
 
Sarah Butler  
Questioning Written Assumptions: Language = Thought = Design 
 
In honour of the 30th anniversary of the Design History Society, and in celebration of the associated 
Journal of Design History, the leading journal in its field, this presentation explores the fodder of much 
design research – its writing.  
 
Following the so-called textual turn in the social sciences lead by Writing Culture, the 1984 seminars 
of James Clifford and George E. Marcus, (now recognized for enabling contemporary interpretive 
anthropology, auto- and experimental ethnographic forms), this paper examines the literary 
techniques engaged by design historians seeking to access, explore, analyze, crystallize, and 
generate those transient effects (and practices) of our everyday constructed environment. The 
presentation shifts focus from the object of writing to its performances — alternately mundane, 
thrilling, graceful or awkward — through a hypothetical exhibition (a.k.a. slide show) of examples 
borrowed from critical design, contemporary performance and installation art, (principally showcasing 
those which examine the act of writing as an extension of its objects.) 
 
Examples will include the works of Diller + Scofidio, Dunne and Raby, Droog Design, Hanne 
Darboven, Ann Hamilton, and Mirko Ilic, as well as the presenter‘s own projects to explore the impact 
of writing understood as a key element in creativity generally, and in design education, specifically. 
 
Preliminary Bibliography: 
Auslander, Leora. ‗Beyond Words‘ The American Historical Review., vol. 110, no. 4 (October 2005) 
http://www.historycooperative.org/journals/ahr/110.4/auslander.html (Accessed September 2007). 
Auslander, Leora. ‗History from Things‘ The Berlin Journal, No. 17 (Fall 2008):19-21.  
Clifford, James and George E. Marcus, Writing Culture: The Poetics and Politics of Ethnography. 
Berkeley: University of California Press, 1986. 
Denzin, Norman K. ‗Reading and Writing Performance‘ Qualitative Research, Vol. 3 (2003): 243-268. 
Derrida, Jacques, Of Grammatology. London: The John Hopkins University Press, 1974. 
Diller, Elizabeth and Ricardo Scofidio. Flesh: Architectural Probes. New York: Princeton Architectural 
Press, 1994. 
Heller, Steven and Mirko Ilic. Handwritten: Expressive Lettering in the Digital Age. London: Thames & 
Hudson, 2004. 
Meikle, Jeffrey L. ‗Material Virtue: On the Ideal and the Real in Design History‘ Journal of Design 
History. Vol. 11, No. 3 (1998): 191-199. 
Pickering, Andy. ‗After Representation: Science Studies in the Performative Idiom‘ PSA: Proceedings 
of the Biennial Meeting of the Philosophy of Science Association, Vol. 1994: 413-419. 
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PANEL K - OBJECT AND EVIDENCE 

 
CHAIR/RESPONDENT: ARTEMIS YAGOU 
 
 
Ciara Murray 
Brother Armstrong and the Freemasons: Belleekôs Masonic Tableware  
 
The Belleek pottery was established in County Fermanagh in 1857. The pottery designed and 
produced utilitarian stoneware and earthenware but is best known for its Parian porcelain production. 
The Irish Times describes the pottery: 
  

One wonders whether in any other modern works the same quietness and peace could be 
found…the skilled workers seem to be too deeply engrossed in their delicate hand-work to 
indulge very much in conversation… Each of the rooms is as well lighted as an artist‘s study, 
and most of the windows look upon the river, whose friendly voice can be heard all the time in 
that quiet pottery.   

                                                            (11 July 1930) 
 
The writer de-contextualises and romanticises Belleek, thus ignoring much of what makes its design 
and brand fascinating. Other written sources, such as collector‘s manuals often trivialise Belleek‘s 
early design and production further fuelling the reader‘s assumptions and nostalgia for the pottery. 
These ambiguous writings mystify and obscure the context of Belleek‘s design and its position within 
the pottery industry.  
 
This paper will utilise a range of archival sources to examine a previously unexplored aspect of the 
pottery‘s production history. Belleek had an established relationship with a single organised body of 
consumers, the Freemason Brotherhood. This network was conducted through Robert William 
Armstrong, Belleek‘s manager and art director (1857-1884) who joined the Freemasons in 1848. 
Belleek designed and produced specifically commissioned tableware for a number of Freemason 
lodges in Ireland and England from 1878. This ware never appeared in trade catalogues but several 
pieces survive in the collection at The Grand Lodge of Ireland. With the absence of written and 
material sources in the pottery‘s own archive, the archival holdings of The Grand Lodge of Ireland 
including the Registry of Freemason members and the recorded minutes from various lodges will be 
important sources for this paper. Robert William Armstrong‘s volumes of personal memoranda (copies 
of which are contained within the Arts and Industry Archive in The National Museum of Ireland) 
include the designer‘s personal notes, along with invoices and photographs.  
 
Specific commissions from consumers like the Masons provide examples of how Belleek designed, 
produced and conducted its industry in the years following its establishment. By examining the 
personal writings of the designer and engaging in a thorough analysis of the objects themselves, I will 
offer new insights into this important aspect of Belleek‘s mislaid history.   
 
 
Juliet Ash 
The Untruthful Source: Prisonersô Writings, Official and Reform Documentation as 
Contradictory Evidence of the Design of Iconic Prison Clothing in Britain, 1880-1930 
 
The paper questions how certain myths arose regarding the history of iconic prisoners‘ clothing in 
Britain in the first half of the twentieth century. Legal written documentation that charts the imposition 
of the ‗broad arrow‘ clothing and its abolition is set against the language of the advocates of the 
reform of prison clothing represented by the Fabian writings of Sidney and Beatrice Webb, Bernard 
Shaw and Fenner Brockway in the inter war years. In turn official and reform writing are posed against 
the inmate‘s experience of humiliation embodied in the ‗broad arrow‘ clothing and written about in 
diaries, anthologies and books by prisoners. 
 
These documents were written from different political positions and the authors were, for the most 
part, unaware of each others‘ perceptions. Although there is little extant critical writing about 
prisoners‘ clothing design in this period, inmates‘ writing and archival documentation provide us with 
an inverse of the encounter played out in global courtrooms. As design historians we are led to 
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question the ‗truth‘ of official documentation when it is contradicted by the words of the wearer that 
are built upon experiential evidence.  The paper argues that the language used in the interpretation of 
clothing as punishment in these sources articulates the specific class and gender politics of the prison 
authorities that speak in the Government‘s name, Left wing reformers and imprisoned Irish, 
Suffragette and Communist sympathisers in Britain in the inter war years.  This written exposition 
identifies the political gaps in communication between the authorities, reformers and those affected by 
the Law and prison policies but whose spoken word is questionable. 
 
The written contradictions concerning iconic prison clothing lead us to question the popular mythology 
developed around the form and existence of the ‗broad arrow‘ clothing that was disseminated as a 
visual ‗truth‘ in cartoons in the British media. Prison clothing as a visual embodiment of punishment 
continued to be represented in the media by the ‗broad arrow‘ until the 1980s and beyond, despite its 
abolition in the 1920s. 
 
The paper addresses this historical imbalance through a reading of the written word for evidence in 
order to identify the co-existence of a number of truths embodied in the design of ‗broad arrow‘ prison 
clothing. 
 
 
Jane Tynan 
The War Office, Mass Mobilisation and the Design of First World War Khaki Service Dress 
 
This paper explores the language of official and trade publications that promoted the design of British 
army clothing for the First World War on the western front. It considers the role of these texts to the 
construction of the military body, the clothing designed for its protection, and the social practices they 
embodied. Soldiers‘ bodies were created, ideologically and materially, by war office dress regulations, 
army manuals and trade drafting guides. Indeed, wartime systems for the production of military 
uniform responded to the demands of mass mobilisation, which relied on a growing body of 
documents to ‗make‘ the civilian soldier.  
 
This paper argues that rationalised modes of representation during the First World War made the 
soldier‘s body available for transformation, a process which, according to Michel Foucault, was 
consistent with the experience of the body in modernity: ‗The human body was entering a machinery 
of power that explores it, breaks it down and rearranges it.‘ [1] Standardising practices of grading and 
measuring, recurring features of literature on uniform in this period, not only gave public access to the 
transformations of uniform, but mobilised production of army clothing on a vast scale. The language of 
wartime economy was adopted to design the civilian body for war. This case study explores how 
military values were reconstructed during wartime by ‗practices that systematically form the objects of 
which they speak.‘ [2] 
 
By exploring the role of a range of texts in the design of the military body, this paper argues that 
clothing the army was a shared project, involving a range of social groups, managed by language that 
favoured an economical body. At the centre of this discourse was the figure of the male body. The 
emergence of discourses that emphasised regulation and the mass character of the British army, 
succeeded in describing the way the body had to be acted upon to produce a disciplined army from a 
diverse group of civilians. Meanings that formed around army clothing during this conflict shows how, 
as material object and visual effect, it was capable of representing both conformity and resistance to 
discourses of military participation.  
 
[1] Foucault, M., Discipline and Punish (London: Penguin, 1991) p. 138 
[2] Foucault, M., The Archaeology of Knowledge (London: Routledge, 2004) p. 54 
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PANEL L - PROMOTING AND PROTECTING DESIGN 

 
CHAIR/RESPONDENT: ANNE WEALLEANS 
 
 
Christina Atha 
Good Design and the óIndiscriminating Publicô: Discourses of Value and Improvement in 
British Design Culture 
 
This paper interrogates the substance of ‗good design‘ and principles of aesthetic certainty in relation 
to class and social engineering and engages the construction of taste in relation to the day-to-day 
experiences and understanding of design, through reception theory and critical textual analysis. This 
is exemplified in exhibitions, leaflets, books and publications such as ‗The Things We See‘, ‗Looking 
Around‘, ‗The Value of Good Design‘ and the ‗Design Quiz‘. Critical examination of these documents 
reveals the aesthetic and social assumptions that underpinned the promotional and interpolative 
literature of design reform in its address to ‗the indiscriminating public‘ and provides a supplementary 
account of British design that emphasises its class dimensions and national assumptions. 
 
The post WW2 relationship that the British government had with social ideals, with new social 
services and the rebuilding of the nation was played out in the physical expression of those principles 
in architecture and design through what was termed ‗good design‘. Many previous studies have dealt 
with this theme from the design perspective and have emphasized the essential nature of design and 
industry, the reconstruction of the post war physical environment, the austerity of the period and its 
social effects. In this paper the methods for mobilising taste in the lower classes is the focal point. 
From the 1940s onwards this appears to be of paramount importance and places emphasis on 
improvement through design in a way that recalls 19th century philanthropic approaches. 
 
A critique of the language of value judgments provides a specific view of design and the aesthetics 
not only of the object and but also as a reflection of the self. It implies criteria used to construct 
judgments situated in the aesthetic, ethical/moral, material and social categories. These provide 
evidence for a demonstrable point of view and construction of a particular narrative to seeing and 
comprehending taste. This is situated within a framework of class cultures and social identity. 
Essentially this paper engages good design from an analysis of reception of meaning, aesthetic 
construction and socio-political intention, and specifically understanding the ‗understanding‘ of design. 
The overarching rationale of this paper is to understand how design has been mediated, and to what 
perceived ends at particular historical conjunctures, and to develop an overview relating to the 
promotion and reception of design to the public. 
 
 
Stina Teilmann 
Designed to Protect: from Material Example to Discursive Representation 
 
Traditional registration of design relied on the deposit of an example of the thing itself; the Registrar 
who held things thus deposited was responsible for ensuring that they would be protected from 
unauthorized imitation. The material thing itself is to be the standard against which copies can be 
judged. In 1839 the Designs Registration Act in the UK introduced a fundamental modernization of 
registration for designs. Paradigmatic of the modern way of registration is the use of 'representative 
registration'. According to the 1839 Act, applicants for a design registration were required either to 
deposit three samples of the design, or to submit a pictorial or written representation thereof. The 
latter system of 'representative registration' has since become virtually universal in intellectual 
property law relating to designs around the world. 
 
Today, the discursive representation of design is more important than ever for legal protection. It is 
crucial when applying for design registration: an applicant must be able to describe his design in a 
way that conforms to the requirements of objects that may claim protection. For example, design 
protection applies to the appearance of a design; it does not apply to any aspect which is dictated by 
its function. Accordingly, if a design is to qualify for legal protection, its description (or illustration) 
must make a clear distinction between form and function. 
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According to the intellectual property laws of many nations today, designs may also be protected by 
copyright. In copyright infringement cases the outcome is wholly dependent on the way the 'original' 
design and the (allegedly) 'copied' design are represented pictorially or in writing. For infringement to 
have occurred, it must be established that there is substantial similarity between the designs in 
question. However, what is at stake is in effect the similarity in the representations of a design. This 
introduces the notion of 'second-order' design, where it is no longer the object itself that matters: it is 
in the representation of the designed object that originality must be demonstrable in court. Designs 
may thus be modified in order to match what can be represented discursively as original: the words 
about the thing become more important than the thing itself. 
 
This paper will discuss the legal representation of designs in past and contemporary law, looking at its 
impact on our understanding of design, taking examples from Scandinavia and Britain (Peter Opsvik, 
Designers' Guild, Arne Jacobsen, and others). 
 
 
Els De Vos  
Mediation and Appropriation: Important Instruments to Investigate Home Culture in Belgian 
Flanders of the 1960s and 1970s 
 
Home culture, including interior design, is a research topic that transgresses disciplinary boundaries. 
It is at the crossing of such disciplines as sociology, psychology, material culture, architecture, 
anthropology, gender studies, social geography and last but not least design history. Studying the 
home culture of the past is even more complicated, as the historical dimension comes into play. In 
addition, home culture is a layered process on account of the involvement of many actors, ranging 
from the government, architects, builders and residents to socio-cultural intermediary organisations of 
men and women which educated their members about a ‗good home-culture‘ and can be considered 
as co-producers of the Flemish home culture. Flanders counted several socio-cultural organisations 
compartmentalized along socio-political lines. As such, their advice and their ideal of domesticity were 
also imbued with a political slant. 
 
In my PhD-research into the discourses and practices about the home in Flanders in the 1960‘s and 
1970‘s, dwelling is regarded as the result of a long process of interactions among government bodies, 
architects, socio-cultural movements, popular discourses, economic developments, technical 
possibilities and individual households. A ‗vertical‘ dimension is discerned in this process, consisting 
of mediation between, on the one hand, government institutions and social organizations, and, on the 
other hand, home occupants (whether or not as members of such organizations). A ‗horizontal‘ 
interplay between various sub-groups in society stands out as well. All these groups have a view on 
living – coloured by their own standards and values – that either dismisses or takes account of the 
practice of living of other groups.  
 
On the basis of written and published sources of the actors, as well as fieldwork (visits to homes, fifty 
seven retrospective in-depth interviews with residents of several social classes and spatial analysis of 
residential building), my research reveals how processes of negotiation and of mediation were 
important for the development of several home cultures in Flanders during the 1960‘s and 1970‘s. 
Was the housing situation a top down process or rather a bottom-up process? Were there important 
horizontal interplays? How did the intermediary organisations functioned in this field of tensions? In 
this paper I will explain and evaluate the methods used.  
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PANEL M - PERSUASIVE MATTER: VISUAL RHETORIC AND THE 

SPECIAL ELOQUENCE OF DESIGN ARTEFACTS  

 
CONVENOR: LESLIE ATZMON 
RESPONDENT: DAVID RAIZMAN 
 
When we consider rhetoric, we tend to think of verbal or visual messages that have a tactical 
persuasive objective—a speech that wants to convince us to vote for someone, or an ad that tries to 
persuade us to buy a particular product. We tend to ignore or overlook a different level of persuasion 
that has to do, not with a calculated objective, but with a worldview or a set of meta-beliefs. Design 
artefacts are particularly effective at this other level of persuasion; they offer audiences 
communicative data that reflect, and also orchestrate, an array of cultural themes. In this way, design 
artefacts are involved in the generation and proliferation of cultural belief systems. Both evidencing 
and influencing cultural themes, they fulfil a profoundly rhetorical function.  
 
The papers for this panel will examine the material of design in its role as a complex set of rhetorical 
‗texts‘ that offer audiences communicative data that reflect, and also orchestrate, an array of cultural 
concerns. Organized around the term ‗visual rhetoric‘, the papers will all focus on the didactic 
interrelationship between the material aspects of design artefacts—including their formal aesthetic 
qualities—and their cultural or historical underpinnings. The papers will consider artefacts from 
manufacturing design, typographic design, and architectural design. The first paper offers fascinating 
connections between Neo-Platonist thought and the visual rhetoric in the design and design process 
of nineteenth-century artist/designer John Flaxman. This paper argues that Neo-Platonist philosophy 
was a verbal catalyst for the visual language of early manufacturing design. In his talk, the second 
panellist explicates the cultural meanings that he brought to bear in the creation, form, and use of his 
bling-inspired font. These typographic ornaments transform hip-hop‘s glorification of luxurious excess 
into a set of easily reproducible artefacts whose rhetorical meanings resonate in popular culture, in 
hip-hop culture, and in design culture. In the third paper, the presenter considers multiple rhetorical 
meanings in Serbian architect Nikola Dobrović‘s 1963 Generalġtab (‗General Staff‘ in Serbian) 
building in Belgrade. This presenter argues that this building can be understood at once as a 
rhetorical expression of communist ideology, the philosophies of Henri Bergson, the Sutjeska canyon 
in which Partisans battled German soldiers in 1943, or the recent conflict in the region. 
 
 
Jane Webb 
The Essential Outline: John Flaxman and the Search for Meaning in a Single Line 
 
The rhetorical meanings of visual products from other eras are inevitably understood differently today 
than they were at the time they were designed. The rhetorical content of objects likewise relies, for its 
very construction, on a network of participants. In this paper, I show how analysing the construction of 
a single line can reveal the substantive interplay of cultural themes generated by the participants in its 
creation and use. 
 
In order to do so, I will examine several illustrations of the Odyssey and Iliad created by the British 
manufactures designer John Flaxman in 1793. Flaxman produced these startling drawings early in his 
career when he both designed for manufacturers and sculpted for a fine art market. His illustrations 
for the Homeric poems the Odyssey and the Iliad were, in some ways, an exception to his usual 
sculpture and modelling. They are key to the intriguing position his work held in Britain at the time. In 
this talk, I will consider meaning in Flaxman‘s simplest of lines. This meaning, I believe, is a shared 
language between Flaxman and his audience that can be found in the form of his design. This 
frequently obscured process of meaning making is so important to understanding design, and it is this 
aspect that I will be considering in Flaxman‘s illustrations of the Odyssey and Iliad.   
 
These illustrations were widely discussed (positively and negatively) in both cultured circles and his 
audience of industrialists, and this paper will uncover why these apparently simple outline drawings 
received so much attention. By examining the difficulties for British manufacture in finding good 
designers who did not upset the discipline of the factory, and considering the resulting contested 
interest in Neo-Platonism within both the fine art world and a manufacturing audience, the paper will 
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reveal how the line created by Flaxman in his illustrations was the result of every nuance of this late 
eighteenth- and early nineteenth-century British debate.  
 
I argue that, in these drawings, Flaxman transformed graphic line from its use as surface decoration 
on Classical vases to an outline that instructed manufacturers how to model or mould three-
dimensional objects in a Classical style. In fact, much Platonic writing used the language of moulds 
and casts to describe forms. The original mould was a metaphor for the Platonic form and the cast 
merely it‘s superficial double in the world of humankind. Flaxman‘s method was provocative. He 
combined the visual language of manufacturing practice with the philosophical methodology of Neo-
Platonism - an approach that was solely reserved for ―high‖ art. Clearly, there was important rhetorical 
meaning in Flaxman‘s illustrations for both his fine art and his manufacturing audience. 
 
 
Ryan Molloy 
óIced Upô and óPlatinum Plusô: The Development of Hip-Hop Typographic Ornaments 
 
Although visual theory rarely explicates typographic material, ornamental form has gotten an 
especially bad rap; it is typically relegated to the status of hollow decoration. In ‗Ornament and Crime‘, 
architect Adolph Loos proclaimed, ‗The evolution of culture is synonymous with the removal of 
ornament from utilitarian objects‘. Loos‘ remonstrance notwithstanding, there has been a resurgence 
of ornament in contemporary graphic design. So this is a good time to elaborate the ways ornament 
reveals and shapes cultural motifs. 
  
This talk chronicles my design process for a set of typographic ornaments and their application in a 
visual essay. The ornaments reference embellished hip-hop-style automobile hubcaps, gold teeth, 
silver chains and necklaces, and other diamond-encrusted accessories. Both the ornaments and the 
visual essay explore the ways hip-hop design is fuelled by cultural appropriation, contradictions, and 
one-upmanship. I was motivated, in part, by the way personal status earned through excess pervades 
hip-hop culture and artefacts. Obviously, these ornaments reference bling—embellished hip-hop-style 
automobile hubcaps, gold teeth, grills, and diamond-encrusted accessories. But, these ornaments 
also celebrate visual appropriation in general, while they simultaneously serve as a tongue-in-cheek 
commentary on the mainstreaming of hip-hop status symbols.  
 
In this work, I purposely fuse bling elements with sampled bits of Art Nouveau and Art Deco 
ornament. Like a hip-hop DJ, I integrate these older forms with my newly designed bling-inspired 
ornaments. I am not, however, merely borrowing indiscriminately; I am deliberately choosing these 
ornamental forms and assimilating them in celebration of hip-hop culture‘s penchant for discontinuity. 
The form these ornaments take is also driven by hip-hop culture‘s unabashed inconsistencies—
rappers wearing gold chains and driving luxury vehicles, for example, while rapping about living in 
poverty. 
  
I also show how I consciously reference traditional type design techniques by making careful pencil 
drawings based on samples from a Diablo automobile rim catalogue. The drawing process creates a 
heightened illusion of depth, an immaculate shimmer on the surface of the page. Simultaneously, it is 
an exaggeration of form that fuels the underlying satire. Since these ornaments need to function as a 
working font, I render them in digital form. But I also flout typographic conventions in order to 
maximize usability. These ornaments function as an easily applicable commodity that I associate with 
commercial merchandise like Bling Ring stick-on Swarovski crystals for cell phones. I demonstrate 
that these bling-inspired ornaments transform hip-hop‘s glorification of luxurious excess into a set of 
easily reproducible artefacts whose rhetorical meanings resonate in popular culture, in hip-hop 
culture, and in design culture.   
 
Vladimir Kulic 
Architecture and the Politics of Reading: The Case of the Generalġtab Building in Belgrade 
 
This paper will analyze the competing readings of the former Headquarters of the Yugoslav Army in 
downtown Belgrade, one of the most iconic pieces of modernist architecture in Serbia. Known as the 
Generalštab and built between 1954 and 1963, the building circumvented the reductive functionalist 
aesthetic characteristic for the period and instead introduced a composition of highly evocative forms 
into the cityscape. An imposing complex that stretches across two city blocks, its central motif is a 
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canyon-like gap above the street that separates its two parts. The architect, Nikola Dobrović, 
proposed two alternate readings for his design: one based on the writings of the French turn-of-the-
century philosopher Henri Bergson; and another that links the building‘s central motif to the canyon of 
the river Sutjeska in Bosnia, the site of a celebrated World War II battle between the Yugoslav 
Partisans and the occupying German forces.  
 
My talk will trace how the reception of the two proposed readings changed with the transformations of 
the political system in Serbia in the past decades. Dobrović‘s opus is one of the cornerstones in the 
canon of Serbian modernism. But after the fall of communism in the early 1990s, the fact that his most 
iconic project, the Generalštab, was closely associated with the defunct regime became 
inconvenient—which also made the reference to the Sutjeska highly undesirable. The post-communist 
interpretations thus became one-sided, denying or completely ignoring a reading that had been 
proposed by the architect himself and that strongly resonated with the broader culture of the socialist 
Yugoslavia.  
 
The transitory meanings of the Generalštab have become even more complex after the building was 
bombed during the NATO intervention in Yugoslavia in 1999. Struck by several missiles and heavily 
damaged, but still standing, a decade later the Generalštab still awaits a reconstruction. Its 
reconstruction remains uncertain because of high costs. The monumental voids created by NATO 
thus became just as eloquent as the gap created by the architect, adding a new layer of meaning to a 
structure—already pregnant with implications—that stands as a simultaneous reminder of both the 
highest and lowest points in Belgrade‘s history in the past half century. 
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PANEL N - WRITING DESIGN VALUES 

 
CHAIR/RESPONDENT: HARRIET EDWARDS 
 
 
Thomas Geisler and Martina Fineder  
Between Design Criticism and Critical Design: Exploring the Writings of Victor Papanek (1923ï
1998) 
 
In regard to the question ‗what has been the value of designer‘s writings?‘ this paper sets out to 
explore the value of the written legacy of the Austro-American designer and critic Victor Papanek. The 
work of the author of Design for the Real World (1971) offers key issues for the discourse between 
predominant commodity culture and alternative design culture since the 1960s. This paper aims to 
provide a helpful vehicle to explore such work, historically, design-wise, and with regard to its cultural 
meaning.  
 
We argue that it is of major significance that Papanek used words to criticise and to design at the 
same time. What is interesting about the coming together of designing and writing is that the personal, 
artistic statement is embedded within its written ideological framework and its cultural biography. This 
offers opportunities to enhance the discourse within design history as well as to open it to other 
disciplines. 
 
But exploring such writings also confronts us with problems. First, such work apparently does not 
match predominant categories, neither academically or artistically. Since conventional design history 
is primarily object oriented it does not offer a category for a process based design practice expressed 
in words. Since the boom of eco-design of the mid-1990s became part of the discourse Papanek‘s 
work has been solely associated with ecological design. This conception is problematic since the 
understanding as ‗a new critique‘ leads to a concentration on its theoretical aspects. Such discussion 
of Papanek‘s work within the field of design criticism is helpful in questioning and opposing a status 
quo, but underestimates its meaning in a broader cultural sense. 
  
We therefore call for a re-consideration of Papanek‘s writings using approaches to design history 
making that offer ways to consider design as an ideological practice, even if it is not cast into material. 
We will develop our methodology based on critical literature from neighbouring disciplines such as 
material culture studies, cultural anthropology and cultural history.  
 
Since we are aware of the subjective nature of designer‘s writings on their own work we will base our 
paper on selected writings by Papanek and replies of contemporaries and critics. Here criticism 
ranges from traditional ‗good design‘ advocacy to the critique from feminist design historians.  
 
This inquiry will give a helpful example of the historical and cultural value of writings between design 
criticism and critical design in the changing light of design history and contemporary developments in 
design practice.  
 
References: 
Appadurai, Arjun. (ed.) The Social Life of Things. Commodities in Cultural Perspective, Cambridge 
University Press, 1986. 
Andrew, Kirk, 'Appropriating Technology: The Whole Earth Catalog and counterculture environmental 
politics, Environmental History, 2001.  
Attfield, Judy and Kirkham, Pat, eds., A View from the Interior: Women and Design, London: Women's 
Press, 1989. 
Attfield, Judy, 'Beyond the Pale: Reviewing the relationship between Material Culture and Design 
History' in Journal of Design History, Vol. 12, No. 4, 1999, pp. 373–80. 
Attfield, Judy, Wild Things. The Material Culture of Everyday Life, London: Berg 2000. 
Betts, Paul, The Authority of the Everyday Object: A Cultural History of West German Industrial 
Design, 2004. 
Crew, Luise and Gregson, Niki, Second Hand Cultures, 2003. 
Dant, Tim (ed.), Materiality and Society, Open University Press, Berkshire, 2005. 
Dormer, Peter, The Meanings of Modern Design: Towards the Twenty-First Century, London: Thames 
and Hudson, 1991.  
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Douglas, Mary, Purity and Danger: An Analysis of Concepts of Pollution and Taboo. New York: 
Praeger Publishers, 1966. 
Latour, Bruno, We have never been modern, transl. by Catherine Porter, New York, NY: Harvester 
Wheatsheaf, 1993.  
Lucas, Gavin, ‗Disposability and Dispossession in the Twentieth Century‘, in The Journal of Material 
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Margolin, Victor, The Politics of the Artificial: Essays on Design and Design Studies, University of 
Chicago Press, 2002. 
Miller, Daniel, Material Culture and Mass Consumption, Oxford: Blackwell, 1987. 
Miller, Daniel, Materiality, Duke University Press, 2005. 
Muggleton, David, Inside Subculture: The Postmodern Meaning of Style, Berg, 2000. 
Pacey, Philip, ‗Anyone Designing Anything?‘ Non-Professional Designers and the History of Design‘, 
Journal of Design History, Vol. 5 No. 3, New York 1992. 
Paterson, Mark, Consumption and Everyday Life. New York/London: Routledge, 2006. 
Sparke, Penny, As Long as its Pink: the Sexual Politics of Taste, London, 1995. 
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Nicky Ryan 
UnderWriting Value: Studentsô and Teachersô Conceptions of Visual Culture & Theory in 
Relation to Design Practice  
 
In December 2006 ‗Prosperity for all in the global economy – world class skills‘ was published in 
which Lord Leitch set out a vision for a Higher Education sector that was responsive to market needs, 
demand-led and where the focus would be on economically valuable skills. The creation of the 
Confederation of British Industry (CBI) Higher Education task force in 2008 appeared to underline the 
growing influence of industry on the future of UK universities. Against a backdrop of an increasing 
emphasis on skills and ‗business-facing‘ courses the role of contextual and theoretical subjects in art 
and design courses has become the subject of some debate. Tensions between ‗practice‘ and ‗theory‘ 
are exacerbated in a climate of economic uncertainty where budgetary constraints raise questions 
about the instrumental value of what is taught and against what criteria that value can be measured.  
 
The aim of this paper is to explore the perceived value of visual culture and theory, a subject 
delivered through lectures, seminars and written assignments, to students on vocational design 
courses and to the academic staff who teach them. A phenomenographic approach was used to 
explore the multiple conceptions that students and teachers held about the value of visual culture and 
theory. Semi-structured interviews were conducted with twelve members of teaching staff and 
students were asked to visually represent what they felt about visual culture and theory in relation to 
their degree course. The drawings were submitted anonymously and followed up by a general 
discussion of the issues raised by the research question. Both the interview transcripts and visual 
representations were analysed using a phenomenographic approach that sought to identify 
qualitatively distinct categories to describe the ways in which teachers and students conceived of the 
phenomenon being investigated.  
 
This paper discusses the findings that emerged and considers their implications for teaching subjects 
like visual culture and theory, which are primarily assessed through writing, within practice-led design 
courses. A number of significant pedagogical issues emerged such as the need to address student 
perceptions of the subject as labour-intensive and as separate from and lacking relevance to their 
degree course. I argue that an understanding of the range of perceptions held about the value of a 
discipline like visual culture and theory can encourage teaching staff to design a programme of study 
and assessment that has the potential to promote richer conceptions of the subject area.   
 
 
Julia Lockheart 
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(How) Could co-writing help designers to develop a non-specialist, more comprehensive 
model of practice (i.e. Metadesign)? 
 
My research aims to facilitate the development of a series of strategies for a purpose-defined co-
writing methodology that would encourage a more ethical mode of design practice. These strategies 
will form a new approach to the process of outcome-centred writing and designing based upon an 
evaluation of the beneficial properties of teamwork. There are no clearly defined models of synergistic 
co-writing within the design profession or academic community. I will develop the thesis that co-writing 
strategies for authors in heterogeneous and incommensurate areas of design (from practice-based to 
theory-based) can promote purposeful, ethical and environmentally aware collaborative practice. I 
have completed two pilots on co-writing with two groups of PhD students at Goldsmiths, University of 
London. These form the initial stages of my own PhD research and the presentation will reflect on the 
role of co-authors in facilitating effective teamwork. 
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PANEL O - DEFINING DESIGN HISTORY 

 
CHAIR/RESPONDENT: DR JAN HADLAW 
 
 
Stina Teilmann 
Re-visiting Design History and the History of Technology: a View from the Early 1980s. 
 
One of the aims of the 2009 Design History Society conference is to reflect on the Society‘s 30th 
anniversary. As a contribution to that aim this paper re-considers the value of texts that inspired 
design historians in the late 1970s and early 1980s. 
 
At that time the discipline of design history was staking its claim to ideas and methodologies that were 
expected to go beyond what was seen as a narrow interest in style as in art history and beyond the 
predominant interest in ‗heroes‘ that was often attributed to architectural history. In hindsight, it is 
evident that most areas of historical study of the built environment and cultural artefacts, both 
symbolic and functional, were investigated through an increasingly post-modern lens. This ‗cultural 
turn‘ was both theoretical and a broadening of interest to include the consumption of design as well as 
process and production. The contribution from feminist historians was also central to the development 
of the discipline; for offering new methodological and theoretical approaches and for keeping the 
range of subject-matter broad and ever-evolving.  
 
As an investigation of the early days of design history this paper will discuss the relevance of 
‗women‘s histories‘ and feminist texts that provided inspiration for early design history studies of 
consumption. This will include Leonore Davidoff‘s The Best Circles: Society Etiquette and the Season 
(1973); and Ann Oakley‘s The Sociology of Housework (1974) and Housewife (1976). The feminist 
input also included important American texts that not only provided information on consumption but 
allowed a view of women‘s contributions where they were often hidden from view. In this context work 
that allowed technology to be part of the history of design beyond the approach in celebrated texts 
such as Siegfried Giedion‘s Mechanization takes Command (1948) or Lewis Mumford‘s Technics and 
Civilization (1934) were important methodologically as well as for the narratives that they presented. 
Key texts in this context included Martha Moore Trescott‘s Dynamos and Virgins Revisited: Women 
and Technological Change in History: an Anthology (1979), and Joan Rothschild‘s Machina ex Dea: 
Feminist Perspectives on Technology (1983). By re-visiting these texts and examining their influence 
and inspiration this paper will show that design history embraced some of the key issues that were 
also relevant for the development of the history of technology, both in Europe and North America. 
 
 
Marjan Groot 
Design and Biotechnology 
 
Design histories have always focused on new materials, technologies and production processes at a 
given point in time and in a given society, sticking to values that are regarded as being progressive 
and innovative. Keeping this in mind and partly inspired by Bruno Latour‘s keynote speech from last 
year‘s DHS conference, I shall discuss bio-design which questions contemporary developments in 
bio-technology and its possible implications for discourses on design and the writing of its history. 
 
Bio-design developed in the wake of bio-art from the 1990s onwards, and in many respects it has by 
now become less important to distinguish between art and design. At the 2008 exhibition Design and 
the Elastic Mind held in the Museum of Modern Art in New York bio-design was presented as one of 
the categories coming from technological innovations that inspire present-day designers, next to e.g. 
nanotechnology. As cases in this catalogue show, bio-design projects deal with various implications of 
bio-technology on present-day society. Elio Caccavale‘s toys My Bio-reactor Cow, MyBio 
Xenotransplant and MyBio Spider Goat (2005) are distinctly educational, showing children that bio-
technologies produce biological hybrids and ‗transhuman creatures‘. His Utility Pets designs connect 
humans emotionally to the animals whose organs are being used for transplantation in human beings, 
such as pigs. Still different are Epidermits Interactive Pets (2006), toys by Stuart Karten, Steve Piorek 
and Simon Sollberger. These animal-like organisms are created by tissue engineering, electronics 
and fuel cell research. Looking un-natural, they are given personal and emotional features through 
body form, skin, tattoos and hair. The Body Modification for Love Project by Michiko Nitta (2005) 
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takes vitro-cultured meat production technologies into the realm of memories and emotions by 
transplanting body parts from one human being, such as a mole, a nipple or a patch of living hair, 
onto the body of another human being, hence explicitly showing that we carry memories of other 
people with us as every day experiences. Of a similar nature are the bone-tissue rings Biojewellery 
(2003-2007) by Tobie Kerridge, Nikki Stott and Ian Thompson, rings created from cultured bone 
tissue taken from bone-cells. This is an application of tissue-engineering methods developed by the 
pioneering Australian-based research group Tissue Culture and Art Project, hosted by SymbioticA. 
 
Many of these developments and their design applications already featured in canonical literary 
narratives by Zamjatin, Orwell, Asimov or Philip K. Dick, often carrying dystopian messages. So when 
today bio-technology has become a practice, bio-design can bring in a more philosophical turn to the 
writing of or about design, questioning ethical, social, moral and other values with regard to the lives 
of humans and animals – next to the very creative thinking many of these projects also show. And it 
can bring to the discourse of design history a consciousness of the impact of other sciences than the 
humanities and art and design history, notably life sciences. 
 
 
Chris Mees 
Providing a framework of research in design history: Two new online databases - Design 
Abstracts Retrospective and Design ProFILES 
 
In this paper I intend to explain the origin, aims and function of Design Abstracts Retrospective (DAR) 
and Design ProFILES (DP), two new online databases that together are likely to have a profound 
influence on the documentation and study of design history in the 20th century.  
 
Design Abstracts Retrospective is essentially the prequel of Design and Applied Arts Index (DAAI) 
[published by ProQuest], an online database begun in 1987 which indexes the contents of some 200+ 
current design and design and design-related journals 
 
DAR is an ongoing project that for the first time will both index every image and provide abstracts of 
every article in over 70 key journals and annuals in the area of design and the decorative and applied 
arts published between 1900-1986. Among the titles that have either already been covered or will be 
covered by DAR are The Studio Yearbook of Decorative Art (1906-1980), Industrial Design (1954-
1986), Graphis (1944-1986), Designers in Britain (1947-1971), Everyday Art Quarterly (1946-1953), 
Design for Today (1933-1936), Design Quarterly (1954-1986), Design (1949-1986), Commercial 
Art/Commercial Art and Industry/Art and Industry/Design for Industry (1922-1959), and the Society of 
Industrial Arts Journal/SIA Journal (1948-1966) 
 
I will explain why these and the other titles were selected, will discuss the problem we had in 
obtaining copies of the journals and annuals (some of which are now quite scarce), and describe the 
process of writing the abstracts and indexing the images 
 
Design ProFILES is a linked database that not only contains original researched profiles of every 
designer, architect, creative artist, architectural firm, design studio, etc. whose work is either 
discussed or is illustrated in the journals and annuals covered by DAR, but, also includes entries on 
individuals, firms, etc. who have not yet appeared in the pages of the titles so far completed. In 
addition to the profiles DP also includes supplementary bibliographies and Web links to archives, 
image sources and additional information. In addition to profiles DP contains a complete list of the 
Royal Designers for Industry, the Art Directors Club Hall of Fame, the winners of the Compasso 
D'Oro, etc. 
 
DP, which is growing at the rate of 5,000 entries a year, currently includes data on nearly 15,000 
individuals, studios and firms, making it by far and away the largest single 'dictionary' of design and 
designers ever compiled. It is also fully searchable by gender, nationality, subject and key word. 
Moreover, as a relational database it enable users to instantly retrieve relevant and specific 
information in a way that is not possible from say a Google search or from printed sources, thus 
providing unparalleled information on design and designers during the 20th century, and opening up 
whole new possibilities for research 
 



36 
 

The paper will contain a series of case studies that will demonstrate the value and usefulness of DAR 
and DP to design historians. 
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PANEL P - DESIGNING BELGIUM AND BELGIAN FLANDERS 

 
CHAIR/RESPONDENT: ELS DE VOS 
 
 
Daniela Prina 
Design in Belgium before Art Nouveau: a documentary analysis. 
 
The study of design roots is a necessary step towards the complete understanding of more recent 
and documented experiences. For instance, the importance of this inquiry, and the usefulness and 
significance of established or sometimes alternative documentary sources can be illustrated through 
the analysis of specific case studies. The Belgian contribution to the reform movement in design in the 
second half of the nineteenth century has recently been the object of a survey motivated by the lack 
of repertories and critical instruments that could draw connections in a synoptic vision between the 
(then) young kingdom and the most eminent centres of diffusion of innovation. Hitherto, scarce 
studies have actually been dedicated to the history of design practices in Belgium in the decades that 
have preceded the birth of Art Nouveau. In particular, the extremely overdue acknowledgment of an 
official status for the design discipline - legitimised through the reform of education in and attempt to 
improve teaching methods in academies and in art schools, and to improve the quality of the industrial 
product - has only been partially explored.  
 
The support of and the overlap between a series of various documentary sources – archive funds, 
printed records and reports, essays concerning the arts and their influence on industry – have helped 
recreating the background of the reform movement in Belgian decorative arts. Contemporary 
broadsheets and specialised magazines were significant sources that have both contributed to 
identifying and comparing various themes and established the key role of many personalities 
implicated in this process. Documentary analysis has enabled the evaluation of various experiences 
within the theoretical and didactic framework, illustrating the possible relapses in the field of technical 
and practical literature, in the artistic instruction and in the instruments of transmission and 
representation. 
 

Moreover, the contribution of many subjects explored in this research was essential to understand the 
complexity of factors pertaining to other historiographies – taste, culture and industry – that have 
generated the most important results in Europe and especially in Belgium towards the end of the 
century, with the advent of Art Nouveau. 
 
 
Javier Gimeno Martinez 
Van De Velde after Van De Velde. Design Pioneers and the Promotion of Industrial Design in 
the 1950s 
 
In the 1950s, industrial design emerged in Belgium as a new profession. Goods manufactured in 
Belgium until that moment had of course been designed by someone, either the firm manager or 
someone else. At that moment however, there were specialists exclusively devoted to that task. The 
profession of designer was not only seen as something novel but also as something imported from 
the Anglo-Saxon culture. This fact is most striking because Belgium, unlike many other countries, had 
its own design pioneer. Belgian Henry Van de Velde had been included in Nikolaus Pevsner‘s seminal 
work Pioneers of the Modern Movement in 1936 (since 1949 better known under its new title Pioneers 
of Modern Design: From William Morris to Walter Gropius). 
 
The death of Henry Van de Velde in 1957 coincided with the institutionalization of industrial design in 
Belgium. Promotional organizations such as the Foundation for Promoting Quality in Industrial 
Creation (Société pour Promouvoir la Qualité dans la Création Industrielle/ Vereniging ter Bevordering 
der Kwaliteit in de Nijverheidscreatie), or the Institute of Industrial Design for Belgium and the Grand 
Duchy of Luxembourg (Instituut voor Industriële Vormgeving voor België en het Groothertogdom 
Luxemburg or in French l‘Institut d‘Esthétique Industrielle pour la Belgique et le Grand Duché de 
Luxembourg), both created in 1956, were supported by the then Minister of Economy Jean Rey. 
These organizations aimed to stimulate the ―unprecedented‖ collaboration between industrialists and 
designers. 
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Organizations to promote modern furniture and craft were present in Belgium since the early 1950s. 
However, they did not seek to become integrated into economic or political structures but rather acted 
as disseminators of good taste. Conversely, the newly created organizations succeeded in gathering 
governmental support and involved not only creators but foremost industrialists and consumer 
organizations. In this context, the figure of Henry Van de Velde was crucial. He was the honorific 
chairman of the Institute of Industrial Design for Belgium and the Grand Duchy of Luxembourg and its 
name was invoked by those actively promoting this new discipline. Van de Velde‘s role as a design 
pioneer was remembered in the articles and acts concerning the emergence of the design profession 
in Belgium mostly in the years preceding and following his dead. 
 
This paper will study Van de Velde as a father figure for industrial designers in Belgium in the 1950s. 
The figure of Henry Van de Velde – his difficulties in Belgium, his pioneering role, and his recognition 
abroad – embodied in itself the ‗new discipline‘ of industrial design. When studying Van de Velde‘s 
work as a designer, his dimension as a design pioneer remains difficult to grasp. It is only when 
analyzing how and why it was written about him that this aspect can be studied. How Van de Velde 
was invoked when alive and remembered after his death lets us measure the length of his shadow 
and the instrumentalization of his memory. 
 
 
Fredie Floré 
In Search of A Social Modernism: the Mission Impossible of The Flemish Design Critic K.-N. 
Elno (1920-1993) 
 
As several historical studies have shown, the 1958 Brussels‘ World‘s Fair marked a pivotal moment in 
the experience of modernity in Belgium. It provided the visitors with an international overview of new 
forms, buildings and products. In doing so it also opened up a challenging set of design critical 
questions, dealing for example with the quality and ‗authenticity‘ of the national design production. 
This paper focuses on the way design critics in Belgium responded to the altering situation. It 
especially discusses the work of K.-N. Elno, who, from the mid 1950s onwards, became Flanders‘ 
most prominent design critic.  
 
Elno‘s oeuvre is marked by a continuing discussion of the social responsibilities of the artist. Elno 
started off during the Second World War as an art critic. However during the fifties he gradually turned 
his attention to architecture and especially product design, as he believed that it was in these 
disciplines that an artist could fully develop his ‗social‘ mission. According to Elno, also design critics 
had responsibilities towards society. In his own case this first and foremost had implications in terms 
of content. As several of his contemporaries, Elno developed a modernist approach which was meant 
to ‗serve‘ mankind and deal with people as unique individuals. This way he became one of the 
pioneers of the anti-authoritarian critique of the 1960s in Belgium. Elno‘s social ambitions also 
influenced his choice of media. For example he liked to write for newspapers or periodicals which did 
not prominently focus on design. According to Elno, discussing the everyday social meaning of design 
was only possible in the context of an all round form of journalism. 
 
Elno approached Expo 58 with distrust. He strongly criticised the emergence of an Expo-style, a 
design style which he believed to be superficial and unauthentic. Nevertheless in the 1960s Elno‘s 
dialectic form of criticism and his close observations of the everyday living environments led him to a 
more nuanced appreciation of kitsch. However, the ambition to reconcile modernist values with a 
revaluation of the individual appropriation of material goods was hard to maintain. From the late 
1960s onward Elno gradually closed of his career. Based upon an in-depth study of his collected 
writings, this paper argues that his final decision to remain silent is significant for the understanding of 
his work and at the same time revealing for the direction in which design criticism in Flanders was 
developing. 
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PANEL Q - WRITING ARCHITECTURE 

 
CHAIR/RESPONDENT: KJETIL FALLAN 
 
 
Ann Sobiech Munson 
Lewis Mumfordôs Lever House: Writing a House of Glass 
 
Writing about architecture is often thought to be auxiliary, supplementary, or accessory to the 
experience of the built environment. This paper, however, explores the force of writing as 
representation through one particular case: Lewis Mumford‘s architecture column for The New Yorker 
magazine, published on August 9, 1952. Through a close reading of Mumford‘s ‗House of Glass,‘ we 
uncover a carefully crafted image of Lever House in words that contributes to its status as an iconic 
American, modernist building. In this way, the paper posits verbal representations of architecture as 
analogous to drawings, models, photographs, and other projections or records of architectural 
experience. Each mode of representation interprets, speculates, evaluates, and reveals in proprietary 
ways.  
 
As with other modes of representation, writing may be considered in relationship to four compositional 
elements -- writer (designer), reality (world), audience (user, reader, receptor), and language 
(medium). These elements operate within specific contexts and with purpose. In the case of 
Mumford‘s Lever House, I first take up the specific contexts of the popular magazine The New Yorker 
in 1952 in relationship to the broader currents of modernism running through architectural production 
at the time. After considering Mumford‘s place as architecture critic (writer) in the world (reality) 
constructed by The New Yorker at the mid-twentieth-century and its inhabitants (audience), I propose 
a re-construction of Lever House using Mumford‘s terms (language). In this way, his writing becomes 
the object of study, one that not only reflects the built object Lever House, but also inflects back into 
the icon Lever House and becomes complicit in the construction of world, audience, and critic. [1] 
 
And what might such reconstruction reveal? Upon first examination, we notice the virtuosity with 
which Mumford paints pictures with words. But pushed further, study of Mumford‘s language uncovers 
the role of the critic in mythologizing the building. He refers to Lever House as ‗the eighth wonder of 
the world‘; he continues to pronounce the building ‗chastely free of advertisement‘, which he 
considers to be ‗vulgar‘, and contrasts this modestly tall building to the ‗deplorably old-fashioned spirit‘ 
of sky scraping. [2] As he his account moves forward, we see the ways in which this image – taken 
from the popular press, at a specific moment, in a specific context – participates in and advances 
prevailing attitudes of the time toward hygiene, work, and urban design.  
 
[1] Lewis Mumford, ‗The Sky Line: House of Glass‘, The New Yorker, August 9, 1952, pp. 48-54. 
Consider Roland Barthes‘s discussion of the Eiffel Tower as an analogy; in this case, Lever House 
consists of a collective set of representations. The Eiffel Tower and Other Mythologies, Farrar, Straus 
and Giroux, Inc., 1979. 
[2] Mumford, p. 48. 
 
 
Mhairi McVicar 
Reading Details: the Written Specification as Cultural Signifier 
 
All theoretical values within an architectural project are embedded- intentionally or absentmindedly - 
within the most prosaic of constructed details. This paper proposes to examine all written 
documentation applied to one constructed detail, and to question what this may reveal about the 
theory and practice of architecture. 
 
Theoretical intent in architecture must mediate with constructed reality. In a professionalized and 
specialized context which demands certainty, architect and builder today communicate through 
precise written documentation, which is expected to contain all aspects of design intentions in 
advance of construction. Whilst often overlooked as prosaic, this documentation may, in fact, be read 
as a key theoretical document which highlights limitations and opportunities within contemporary 
architectural practice. 
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Writings by Dalibor Vesely, Katie Lloyd Thomas and Katherine Shonfield have identified the empirical 
representation of construction as a potential source of theoretical ideologies. Vesely argues that the 
gap between contemporary architectural theory and practice is misleading, and proposes that theory 
can be located at all levels of architectural practice. [1] The written specification is highlighted by 
Lloyd Thomas, who views it‘s subordination to the architectural drawing as indicative of a ‗form/matter‘ 
distinction in architectural theory. [2] Shonfield suggests that this ‗anti-ideological‘ stance is self-
validating and perpetuated through the use of bland, factual and empirically technical representations. 
[3] My research, into the work of Caruso St John Architects, focuses on such relationships between 
architectural theory and practice. 
 
Expectations of precision and craft inform Caruso St John‘s built work and theoretical writings. In an 
interview with Peter St John, St John defined a good architect as one who makes fewer compromises, 
highlighting precise written instructions as imperative in achieving this. This stance is examined by 
focusing on one detail - a joint on the façade of the Museum of Childhood in Bethnal Green, London - 
and examining all written documentation of the detail as it advances from theoretical ideal to 
constructed compromise. This documentation may reveal embedded ideologies values which frame 
the construction process. In reducing design to a precise written text, every word, this paper argues, 
may act as a signifier of cultural beliefs. 
 
[1] Vesely, Dalibor, Architecture in the age of divided representation: the question of creativity in the 
shadow of production, Cambridge, Mass, MIT press, 2004. 
[2] Lloyd Thomas, Katie, ‗Specifications: Writing Materials in Architecture and Philosophy, ARQ, vol. 
8, nos. 3 / 4, 2004. 
[3] Katherine Shonfield, 'Purity and Tolerance: How Building Construction Enacts Pollution Taboos', 
AA Files. 
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PANEL R ï DESIGNING THE MUSEUM EXPERIENCE  

 
CHAIR/RESPONDENT: GLENN ADAMSON 
 
 
Maddalena Dalla Mura 
Writing Design in Science and Technology Museums 
 
If design can be read as a ‗total social phenomenon‘, whose significance is greater than merely the 
aesthetic, formal quality, the preservation and production of documents, information and 
interpretations concerning design, in the widest sense, must be regarded as crucial activities for 
understanding the past as well as for shaping the future.  
 
Among the actors engaged in this effort, institutions devoted to collecting and exhibiting participated 
from the very beginning in the evolution of design, as we mean it today, serving as catalysts and 
enhancers for the first ‗design discourses‘, and debates, as well as preserving artefacts and 
documents for further interpretations. Historically, this role has been played primarily by museums of 
the decorative and industrial arts, and then by a growing number of art museums, and museums 
exclusively dedicated to contemporary design. 
 
Today, following the continuous evolution in the practice and the advancements in the history and 
theory of design, if one assumes the pluri-disciplinary quality of the subject, then it appears that these 
renowned institutions present to the public only some sides of a greater story that needs to be told. 
Moreover, they often seem to address only people who are already involved, or interested, in the field. 
The need to overcome somewhat too internal or internalist visions, and to enrich the range of 
resources and approaches, has already led scholars of design to look with greater attention beyond 
the walls of design museums, at diverse institutions that actually preserve a wealth of objects, 
materials, documents, more or less directly related to the history, the current practice, and the issues 
of design. 
 
Proposing an integrative approach to search ‗design in museums‘, this paper focuses on museums of 
science and technology, as a potential resource for a design culture, especially in the view of some 
trends which have emerged in design history and studies, towards the history and the social history of 
technology. Though, in most cases, modern museums of science and technology do not have a 
specific agenda to collect and exhibit design, because they are concerned about the social dimension 
of technology, they are also showing an interest in design – both in studies and researches conducted 
by curators, and in exhibitions.  
 
Some case studies will be analyzed to reflect on how design is actually ‗written‘ and presented in 
labels and catalogues in science and technology museums. The aim is to enhance further 
considerations about if and how these institutions can, and actually do, contribute to providing 
different narratives and readings about design, and an understanding of its social and cultural 
relevance, addressing a wider public.  
 
 
Elizabeth Walker 
Are Museums in the Digital Dark Age? 
 
This paper will focus on how museums are dealing with digital design in the twenty-first century. 
There is a subtle change in the air, as digital design infiltrates the museum space. There is a danger 
that digital interface and sensory invasiveness could replace (or efface) the museum object. I will 
attempt to navigate this theme by offering an almost unofficial glimpse into the planning and 
development of upcoming exhibition ‗Decode: Digital Design Sensations at the Victoria & Albert 
Museum‘, to be displayed from 8 December 2009 - 11 April 2010. 
 
We are witnessing a new wave of technologically infused art and design, which is heterogeneous in 
format and often involves interactivity. This is particularly challenging when it comes to display. I will 
examine how the V&A proposes to handle this and assess how and why particular works have been 
selected. 
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This exhibition also marks the first time the museum has commissioned work for its website, raising 
questions about global accessibility. As the internet opens up an avenue to connect audiences in a 
new way, I will seek to examine if the display of digital work will transform the museum. 
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PANEL S - MAGAZINES AND PROMOTION  

 
CHAIR/RESPONDENT: FIONA HACKNEY 
 
 
Catherine Rossi  
The óMediterranean Megaphoneô: Domus and the Promotion of Design and Craft in Post-War 
Italy, 1951 ï 1954 
 
Design was vital to Italy‘s post-war reconstruction: its modern forms reified Italy‘s bid for post-war 
modernity and enabled its entry onto the international marketplace. Pre-eminent design and 
architecture magazine Domus was its mouthpiece and was instrumental in the dissemination of Italian 
design at home and abroad.  
 
Established in 1928 by Gio Ponti, Domus was initially a lifestyle magazine, featuring animal 
husbandry as well as architecture, art and design. Architect Ernesto Rogers took over as editor in 
1941 but Ponti‘s return in 1948 constituted an ideological shift in line with Italy‘s changing socio-
economic context. The exigencies of Reconstruction defined Rogers‘s editorship, while under Ponti 
Domus documented the success of Italian design. In the context of Italy‘s fragmented industrialization, 
the continuing strength of craft production and the emergence of the architect-designer, this paper 
argues that Domus not only reflected but contributed to the changing relationship between design and 
craft production. With such luminaries as Gillo Dorfles and Ettore Sottsass writing about design, 
Domus provides an insight into how designers and intellectuals viewed the developments in Italian 
design at the time of its occurrence. 
 
This paper conceives Domus as an ideological construct, which through its synthesis of editorial and 
graphic design privileged the architect-designer and re-imagined craft practice through its interaction 
with modern design. Significantly, Domus promoted modern materials and production and yet the 
objects featured often depended on craft techniques, materials and the prestige of Italian 
craftsmanship. 
 
Domus is a vital resource for understanding post-war Italian design and it has significantly conditioned 
Italian design historiography; however, despite this role the magazine has received negligible critical 
attention. The dual focus of Domus as design object and form of mass media here initiates this critical 
understanding. A Gramscian perspective is highly revealing; edited by architect-intellectuals involved 
in directing production, Domus upheld the status of post-war Italian architecture and design and 
shaped the forms of its creativity. 
 
As a designed object Domus is ripe for interpretation. Its layout, covers, and adverts epitomised 
Ponti‘s increasingly luxurious definition of design in the 1950s. As a product of mass media, Domus 
preceded television in its introduction of colour and desirable interiors into the Italian home. 
Ultimately, this research into the under-recognised socio-economic function and political dimension of 
Domus reveals this seemingly innocuous design object as complicit in the contradictions and 
complexities of Italy‘s post-war years.   
 
 
Monica Penick 
Marketing Modernism: House Beautiful and the Station Wagon Way of Life. 
 
This paper examines a crucial moment in post-war design, in which the shelter press, represented by 
the American edition of House Beautiful magazine, began to market modernism specifically as a 
lifestyle attainable through the consumption of ‗good design‘. 
 
In June 1950, House Beautiful declared the Station Wagon to be the symbol of post-war America. For 
the magazine, this all-purpose family car represented a new modern lifestyle predicated upon, above 
all else, the luxury of space and the promise of easy living. In the pages of House Beautiful, the 
Station Wagon came to represent not just a transportation need or desire, but a discreet set of tastes 
and a philosophy of living. The Station Wagon point of view was broad, and, in a shelter magazine 
that sold ‗better living‘, this attitude necessarily extended to every avenue of consumer choice, 
specifically to domestic design and residential architecture. Families who practiced the ‗Station 
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Wagon Way of Life‘ (whether or not they owned the car) would, to follow House Beautifulôs logic, 
inevitably develop certain manners, habits, and preferences, in short a ‗lifestyle‘ that could be 
architecturally satisfied -- and signified -- by the modern American Ranch House. Like the Station 
Wagon, the Ranch House was marketed as both an accessory to and an enabler of an idealized, 
family-focused suburban life. Throughout the 1950s, House Beautiful effectively popularized not only 
this type of architecture, but the associated lifestyle as an entire package inclusive of car, house, 
landscape, furniture, fittings, appliances, and hobbies. In the American 1950s, this became a highly 
desirable, Technicolor image of modernity. 
 
In this paper, I wish to probe this image of modernity as a marketing strategy employed to shape taste 
and encourage the consumption of modern design. My investigation utilizes varied methods to both 
contextualize and problematize House Beautiful‘s editorial choices, such as statistical comparisons of 
consumer desires studies and construction data, and visual analyses of House Beautiful‘s set design, 
photography methods, and page layout. Applying these combined approaches to a range of source 
material (including the complete set of pre-publication photographs, designer‘s cut sheets, editor‘s 
archives, internal correspondence, and oral histories), I examine post-war design as a complex 
interaction of economics, consumer markets, and individual imagination. This study is, therefore, an 
examination of a concept, an exploration of an extraordinary published feature (‗The Station Wagon 
Way of Life‘), and an opportunity to test compelling methods in design scholarship. 
 
 
(Presentation in the absence of) Ana Berwanger 
VEJA  
 
Through the analysis of selected reports, this paper examines the participation of the Brazilian 
magazine VEJA in the development of a common sense about design. The choice of VEJA was due 
to the profile of its audience, an economically relevant part of the Brazilian population, and also for its 
significance in the national press: it is the oldest of the 4 current Brazilian weekly magazines, 
published nonstop since 1968, and with an actual printing of up to 1.1 million copies. With a 
conservative orientation, VEJA approaches a wide range of subjects (politics, economy, celebrities, 
crime, arts, literature, etc.), presenting a summary of the weekly news, guidelines for consumption 
and parameters to solve daily problems. The comprehensive editorial profile and huge audience have 
turned VEJA into a powerful agent to form opinions, as well as modelize groups of consumers whose 
options are supposedly based on concepts strongly influenced by the magazine. 
 
This paper is based on an analysis of approximately 60 reports that take on design as a subject, 
selected amongst 259 editions of VEJA published in 1969, 1979, 1989, 1999, and 2008. The paper 
proposes also a reflection on the existence of a variety of reports regarding material culture and 
designed objects in general, in which the connection to design is highly relevant, although not explicit. 
 
The analytical basis adopted is the Semiotic Map of the Consumption Values, elaborated in the 
context of the semio-narrative theory and developed by Jean-Marie Floch and Andrea Semprini from 
researches on behaviour and consumption values. This is based on the assumption that design, as 
well as the reports analyzed, are semiotic phenomenon in which the processes of building meaning 
are at stake. The Map enlists, in orthogonal axes, general and universal values connected to 
consumption: the concepts 'Practical' and 'Utopian' are in the vertical axis; the concepts 'Critical' and 
'Ludic' are in the horizontal axis. From these concepts it is possible to locate, in the resultant 
quadrants, particular values that vary according to their proximity to one of the poles. For example, 
the quadrant 'Information', located between the poles Practical and Critical, is limited by values of 
consumption such as ‗utility‘, ‗gravity‘, and ‗economy‘ While the quadrant 'Project', located between 
the poles Utopian and Ludic, covers values such as ‗exploitation‘, ‗dream‘, and ‗transgression‘. The 
analysis attempts to examine the values associated to design in the several selected reports. 
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PANEL T - METHODOLOGY AND NATION 

 
CHAIR/RESPONDENT: ARTEMIS YAGOU 
 
 
Lara Reis 
Writing Portuguese Design History: a Window into PortugalËs First Designerôs Thoughts. 
 
The Modern arrival in Portugal of the word ‗design‘, as well as its discipline in the twentieth century, 
faced countless obstacles of artistic, cultural and social order as a result of almost fifty years of the 
administration of a totalitarian political regime that defined a backward official perception. As a 
conspicuously rural country, with a closed and hierarchized society and in notorious dissonance with 
the European artistic period, Portugal fell behind the art and industry production relationships of the 
time. Nevertheless, a few members of two generations of ‗designers‘ (they were not officially known 
as designers, since the profession had not yet been implemented in Portugal) managed to 
characterize, through their texts and drawings, the first Portuguese Modern production on par with the 
rest of the world. 
 
Unsatisfied with the Portuguese Government and with the way it handled political aspects of the 
country, this group of artists began to voice their modernity, freedom and democracy views - in 
opposition to the oppression and censorship policy imposed by the New State - through the power of 
drawing and writing. Sharing common beliefs, ideas, practises and goals, these ‗undisciplined‘ artists 
engaged in several activities (such as exhibitions, symposiums, museums, galleries) from the various 
artistic fields which, in turn, helped create the most important Portuguese multidisciplinary network. 
Magazines and periodicals - such as Binário and Arquitectura, played an important role in circulating 
national and international Design principles throughout the country. Many Portuguese Design 
theorists and critics took the opportunity to voice their opinions in these journals, with the intention of 
implementing International Design at a national level.  
 
However, at theoretical and practical levels, the sedimentation of the concept of Design was 
implemented in the 1960´s by the painter and architect, Frederico George (1915-1994), whose 
overseas contacts - Walter Gropius and Mies Van Rohe – presented him with the opportunity to learn 
the Bauhaus School principles, and thus, introduce the first Design teaching experience in Portugal at 
the António Arroio School and Lisbon´s National School of Fine Arts. 
 
This paper aims to define who these ‗designers‘ were, as well as analyse their texts and drawings in 
order to comprehend the origins of Portuguese Design and how its founders contributed in defining 
the Portuguese Visual Culture/Design expertise in the second half of the twentieth century.  
 
 
Suzette Worden 
A ófalling together of fragmentsô: Writing Australian Design History since the 1980s. 
 
In 1989 Tony Fry wrote in Design Issues (Fall, vol.6, no.1, pp.15-30) that ‗Internationally, Australia 
has, as yet, no significance in any of the currently recognized paradigms of the historical study of 
design or its literature‘. To understand the current status of design history in an Australian context, 
this statement can be qualified by investigating whether there was, in the 1980s, the existence of a 
critical review of design within Australia and if, twenty years later, studies of Australian design have 
emerged to become an integral part of a global version of design history.  
 
In the Design Issues article, Tony Fry provided a useful critique of marginality and the ‗geography of 
power‘ by challenging the Eurocentric model of design history. He provided a critical reflection on 
modernity within colonialism, which was shown to be ‗a regime of signs‘, where there was a ‗falling 
together of fragments‘. He also suggested that there were communication channels to be articulated 
to and from the margins. This paper will examine those lines of communication as a means of tracing 
the historiography of Australian design over the last twenty years. 
 
Texts that are part of this story include Michael Bogle‘s survey, Design in Australia 1880-1970, 
published in 1998 and an anthology, Designing Australia, he edited in 2002. Through these texts, 
along with various articles in the Journal of Design History, coverage of Australian design production 
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and consumption has been brought to external as well as internal audiences. There are also 
narratives to be found in other Australian publications and museums, such as the Powerhouse 
Museum in Sydney, have provided coverage through exhibitions and associated catalogues. A recent 
contribution (2008) has been an exhibition, ‗Modern Times‘, tracing how modernism transformed 
Australian culture through the examination of the artefacts and themes such as body culture. The 
exhibition provided biographical studies of architects and designers, and examined the role of émigrés 
and expatriates, and relations between indigenous culture and modernists. 
 
In order to test the on-going validity of these texts, and similar contributions, this paper will also 
discuss whether enough attention has been paid to the identification of similarities and differences 
across different localities within Australia. This will be considered through discussing the availability of 
archives and sources of information on Australian design and their relationship to the writing of 
historical narratives. 
 
 
Anne-Louise Sommer 
Design Historiography, Writing and the Invention of a Tradition: Danish Designer Kaare Klint 
Reconsidered 
 
Taking as a starting point that history works on and within interpretation this paper aims at providing a 
distinctive contribution reflecting on the writing of design history at a discourse analytical level.  
 
Through historiographic reflections it shall be discussed what it means to write design history? And 
how this can take form within a reciprocal process constantly negotiating.  The meta-reflections will be 
put into perspective by a concrete case study: The rewriting of the oeuvre of Kaare Klint – The grand 
old man of Danish Modern.  
 
With inspiration from hermeneutics as well as reception history it shall be discussed to what extent the 
design historian could actively address the latitude between the possibilities and the boundaries of 
interpretation. How does the historical context frame our understanding? And how will the historical 
understanding be formed and co-constructed by the continuous writing and rewriting of the given 
conditions?  
 
One the other hand the ultimate condition of the hermeneutical position has crucial consequences 
since the possibilities of objectifying the object of study no longer exist, as Hans-Georg Gadamer has 
described in ‗Wahrheit und Methode‘. Accordingly the design historian himself / herself no longer 
possess a privileged stance, being deeply engaged in the history written as the person who interprets.    
 
In 2007 I published a monograph about the Danish professor Kaare Klint, a highly influential furniture 
designer and architect of the 20th Century. The monograph was part of the series ‗Danish Designers‘ 
highlighting iconic designers, which has been characterised by a diachronic, traditional approach. In 
general Kaare Klint and his successors have been referred to as the ‗Klintian tradition‘ or the ‗Klintian 
School‘ and one can hardly underestimate their contribution to the creation and sustaining of the 
almost mythological narration about Danish Design and Danish Modern. By focusing exclusively on 
the official narration, the concept of Danish Modern has become one-dimensional. 
 
As part of my project I wanted to move beyond the canonical mode of writing history. I included his 
own previous unpublished manuscripts and other unknown archival materials which at the same time 
opened up for a more nuanced interpretation of the Danish Modern as a seminal current, allowing 
Kaare Klint to be portrayed as a more complex designer as hitherto.  
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PANEL U - SHOWING ARCHITECTURE: DISCOURSE & 

VISIBILITY 

 
CHAIR/RESPONDENT: FLORA SAMUEL 
 
 
John Sadar 
Vitaglass and the Discourse of Modern Culture 
 
Just as designers may have clearly-expressed ideals and theories which may guide their decision-
making, that same decision-making moreover relies upon a host of day-to-day contingencies. These 
contingencies, insofar as they are communicated and embodied in the project, constitute a discourse 
within which the design is situated. The discourse behind the design is multifarious, accounting for not 
only economic and technical imperatives, but also cultural tendencies. For if discourses of lifestyle 
shape preferences, and ultimately consumption, on one hand, then they also impact what is designed 
and produced, on the other. 
 
Vitaglass was an interwar architectural glass product, and emerged at a particular cultural moment. 
Fuelled by medical concerns (from rickets to infectious diseases) and practices (as exemplified by 
heliotherapy), the interwar years were characterised by a reverence for the sun. A concurrent 
emerging interest in transparent materials, particularly crystals, spoke to larger interests in growth, 
unity, novelty, and light. These interests were embodied in new cultural practices, such as sunbathing, 
and in the patterning of the designed world, as consumer products from fine china to nutritional 
supplements to patent medicines to soap sought to capitalise on the ascendency of interest in the 
sun. 
 
Buildings were not immune from this tendency. Indeed, the architecture of the interwar years came to 
define them. Reflective, light, polished surfaces were accompanied by roof gardens and large 
expanses of glass, whether in ribbon windows or in glazed surfaces. These buildings demonstrated 
the values of the culture in which they were conceived. This was not only true of their organisation 
and detailing, but also their materiality. In particular, the discourse of health surrounding the role of 
ultraviolet light in combating disease offered hope at a time of amplified public discourse surrounding 
the ill health of Britain. So much so, that it prompted architectural glass manufacturers to turn to glass 
chemistry to tune their products to increased ultraviolet permeability. Indeed, at the apogee of 
Victorian culture, Vitaglass resounded with the Romantic aspirations of a life in closer contact with the 
natural world, as it promised to transform the building into a heliotherapeutic device. 
 
At a moment in which discourse about health and the environment is again shaping our materials for 
design, Vitaglass provides a valuable example of how discourse about lifestyle shaped the production 
of not only designs, in this case buildings, but also materials for design.  
 
 
Ana Gabriela Lima, Michael Biggs and Daniela Büchler 
The Content of Architectural Drawings  
 
This paper uses Bourdieu‘s notions of habitus and field to account for two different uses of 
architectural drawings (Bouveresse, 1999). Architects inhabit a field in which both the drawing and the 
represented object have particular content. This includes the expectation that aspects of the architect 
himself/herself are represented in the drawing (Robbins, 1997). This is not the case when 
architectural drawings are treated as generic visual material and an academic analysis is conducted 
by non-specialists. In this paper, we consider the interpretation of architectural drawings from the 
point-of-view of the specialist and non-specialist audiences; as revealing a visual and a textual 
habitus.  Drawings by the Brazilian architect Oscar Niemeyer‘s drawings are used as examples of the 
power of expression that contributes to constructing the identity of the architect himself. His famous 
sketches reinforce his aura of ‗genius‘ and identity as a unique Brazilian architectural talent. 
 
In the architectural field, architects draw or write interpretations of architectural drawings from inside 
their particular microcosm as defined by Bourdieu (1996). In this context, they act according to 
specific visual narratives, which involve well-defined understandings of the architect‘s modus 
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operandi. Both making architectural drawings and writing interpretations of them take on a specific 
form. Bourdieu claimed that in this microcosm, no one will be successful or recognized by their peers 
unless they respect the rules that are particular to the form and the field despite any other, especially 
those of commerce or of power.  
 
Conversely, from outside of the architectural field, architectural drawings are seen as objects; 
becoming objects of study that are analysed through written academic texts. Different audiences with 
different cultural and academic backgrounds conduct these interpretations, and as a result, the same 
drawing is attributed different connotations. Cross-cultural interpretation is of course a complex 
network and in this paper we discuss one aspect of this complexity.  
 
We claim that it is not enough to refer strictly to the textual or drawn contents of a determined 
architectural production. Nor is it sufficient to establish a direct connection between the text/drawing 
and the context within which it was produced. Rather, it is necessary to consider the dynamic 
relationship that involves the agents and the institutions that produce, reproduce and disseminate the 
architectural drawings and the written academic interpretations.  
 
References: 
Bourdieu, Pierre (1996). The Rules of Art: Genesis and Structure of the Literary Field. Stanford, 
Stanford University Press. 
Bourdieu, Pierre and Passeron, Jean Claude (2000). Reproduction in Education, Society and Culture. 
London, Sage Publications. 
Robbins, Edward (1997). Why Architects Draw  
Bouveresse, Jacques (1999). Rules, Dispositions, and the Habitus. Bourdieu: A Critical Reader. 
Shusterman, Richard. Oxford / Massachusetts, Blackwell Publishers: 45-63. 
 
 
Léa Catherine Szacka 
1980 Venice Architecture Biennale: A New Street for the Display of Architecture 
 
In July 1980, the Fondazione Biennale di Venezia launched its very first biannual exhibition of 
architecture. Entitled ‗The Presence of the Past‘, the first manifestation of the architecture sector of 
the Biennale di Venezia was, with its Strada Novissima, presenting a new technique of display for 
architecture, while also marking an historical shift from modern to post-modern architecture.  
 
In the late 20th century, the exhibition of architecture was nothing new. Already in the 18th and 19th 
centuries, cities like Paris and London were regularly representing architecture by means of buildings 
fragments, scaled models, photographs, and construction drawings. Nevertheless, during the last 
forty years, the number of architectural exhibitions presented around the world has experienced an 
exponential growth. As a consequence of this rapid expansion, new techniques of display of 
architecture were developed. It is by observing the different types of architectural exhibitions that 
historians and theorists such as Adrian Forty, [1] Pascal Amphoux [2] and Jean-Louis Cohen [3] have 
recently started to suggest different classification systems for architectural exhibition. Although not 
definitive or official, these systems of classification can certainly serve as ways of thinking about for 
the new ‗genre‘ of cultural manifestation that architectural exhibitions are.  
 
In this talk, I will focus on the type of curating i.e. the techniques of display used to communicate 
architecture to the public. After having briefly discussed the classification systems proposed by Forty, 
Amphoux, and Cohen, I will show how, in the case of the First Venice Architecture Biennale, the 
audience was confronted by a totally new type of architectural exhibition, a hybrid between a real-
scale temporary exhibition and a representation exhibition that was both monographic and polemical. 
[5] The Strada Novissima presented the work of 20 architects (or groups of architects), asking them to 
build a 7 x 9.5 meters façade behind which they would present their work in a space of 42 sq. meters. 
Together, the 20 exhibition spaces formed an interior street of 70 m long. In my talk, I will describe 
this exhibition while suggesting the curator‘s (Paolo Portoghesi) sources of inspiration (the Strada 
Nuova built in the 17th century Genoa and the typical German Christmas market).  
 
[1] Forty, Adrian, ‗Ways of Knowing, Ways of Showing: A Short History of Architectural Exhibitions‘ in 
Penny Sparke, Deyan Sudjic, Adrian Forty, Shumon Basar, Peter Cachola Schmal, Nick Barley, Jane 



49 
 

Thomas. Representing Architecture. New Discussions: Ideologies, Techniques, Curation. London: 
Design Museum, 2008. 
[2] Amphoux, Pascal in ‗Exposer l'architecture.‘ Faces (2003-2004). 
[3] Cohen, Jean-Louis. 'Exhibitionist Revisionism: Exposing Architectural History', The Journal of the 
Society of Architectural Historians, vol. 58, no. 3 (1999), pp. 316-325. 
[4] Each of the twenty teams exhibiting at the Strada Nuovissima had its own monographic exhibition 
space of 42 sq. meters contained between two columns of the Arsenale. 
[5] The overall result of the show was definitely aiming at presenting an argument in favour of the 
postmodernism. 
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PANEL V - COLLECTING 

 
CHAIR/RESPONDENT: GLENN ADAMSON 
 
 
Adriana Ionascu 
Framing Design Narratives: Forms of Collecting  
 
This paper is concerned with the ways in which domestic tools are collected, interpreted and 
translated into narratives in the museum space in comparison with the domestic space of the home. If 
museums generate curatorial practices and narrative systems of description that involve 
classifications, categories, genres, and modes of representations based on history, function and use; 
the space of the home represents the postproduction of a private emotional history.  
 
Narratives are embedded in all cultural products - as Nicolas Bourriaud observed, human society is 
structured by narratives that reproduce communal, immaterial scenarios which promote ‗collective 
values and visions of the world‘. [1] Contemporary curatorial practices and home collections alike 
rewrite objects into alternative scenarios‘ to account for the objects‘ multiple functions, histories and 
meanings.  
 
Being linked with the activities and practices developed in time together with their users, domestic 
tools represent materialisations of these narratives, compensating for the disappearance of human 
praxis. [2] It can be argued that Jean Baudrillard‘s notion of the ‗pure object‘ - the collected object 
abstracted from its function and use - remains, in fact, embedded in human relations, operating in the 
field of the emotional and ceremonial; responding to a certain taste, acquiring symbolic associations 
and cultural values. Through searching, classifying, ordering, arranging, and manipulating, playing 
and assembling – ‗a ritual in the collection of cultural capital‘ - objects are transformed into a kind of 
poetry. [3] Alison Clarke suggests that homes possessions are practices of everyday living where the 
‗material‘, mundane and ‗symbolic‘, ritualised structures of existence coincide, thus restoring the 
separation between art and everyday life. [4] 
 
The narrative contexts of collecting places objects in other terms of reference, creating different 
approaches to materials, resources, traditions; and reconsiders the emotional and physical 
relationship users have with objects, in search for different forms of consumption.  
 
A series of examples of utilitarian objects from museum exhibitions in Northern Ireland are discussed 
against collections held in private homes to suggest their changing functions, qualities, values and 
associations. These examples illustrate how objects become permeable points of access for cultural 
practice, crossing class boundaries, introducing a different kind of ‗valorisation‘. 
 
[1] Bourriaud, N. 2002. Postproduction. New York: Lukas and Sternberg. Bourriaud notes, ‗High 
culture relies on an ideology of framing and the pedestal, on the exact delineation of the objects it 
promotes, enshrined in categories and regulated by codes of presentation‘. 
[2] Pierre Bourdieu says: ‗nothing is more distinctive, more distinguished than the capacity to confer 
aesthetic status to objects that are banal or even ―common‖ (because ‗common‘ people make them 
their own)‘ 
[3] Baudrillard, J.1996 [1986]. The System of Objects. London: Verso 1968, p. 164. Baudrillard 
considers the collection of objects as a passion for private property and emotional investment. 
[4] Clarke, A. ‗Taste Wars and Design Dilemmas: Aesthetic Practice in the Home‘. In Painter, C. (ed.) 
Contemporary Art and the Home. Berg, 2002 p. 146 
 
 
Martina Grünewald 
Vintage Modern: Objectifying Design History in Contemporary Viennese Auctions 
 
On the occasion of the Design History Society‘s twentieth anniversary in 1997 Jeffrey L. Meikle 
remarked on the historian‘s plight in collecting evidence of the historical uses of design when few 
sources survive to testify to the values objects brought to people‘s lives. In his self-critical assessment 
of ‗Material Virtues: On the Ideal and the Real in Design History‘ Meikle acknowledged that the 
process of writing a design history that takes ‗the consumer‘ into account demanded striking a fine 
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balance between depicting the ‗real‘ and ‗projecting an ideal world,‘ an objective that could be 
achieved by shifting the methodological focus from literary analysis to the ‗visceral realities of the 
material world.‘ 
 
My doctoral research investigates how values accrue around twentieth-century Western material 
culture by charting the rise of ‗vintage‘ modern design sold at auction in contemporary Vienna. Using 
object, visual and textual analysis along with participant observation and personal interviews, I have 
been witness to the making of design history by a local community of design dealers and collectors 
who have selectively exchanged and consumed second-hand objects since the 1970s. Perhaps no 
more than a handful of Viennese design practitioners, academics and museum professionals, these 
ambitious connoisseurs have left their mark on the objectification of authoritative narrative discourses 
over the years. Handling and appraising objects on a daily basis, they became not only important 
collectors of original documents and resources for the maintenance and growth of museum 
inventories but significant informants to academic writers. Recently, auction houses in Vienna and 
around the globe have begun to draw more and more on scholarly publications and exhibition 
catalogues to prove the authenticity of their exclusive wares. Online and in print, each auction 
catalogue makes its own material contribution to the canonization of modern design by assembling a 
carefully staged collection of objects whose originality is backed by literature citations, often elicited 
directly from dealer clients.  
 
Taking up Meikle‘s invitation to bring a different sensibility to the study of past and present meanings 
of design, I propose to question how the social objectification of design encountered in Vienna‘s 
auction community matters to the writing of design history today. By venturing into the wild territory of 
material culture studies so confidently explored by Judy Attfield, I ask what is at stake when ‗old-
school‘ design history in and of itself becomes distributed as an object of exchange even when the 
discipline of design history has long eclipsed the Pioneers of Modern Design. [1] 
 
[1] See Judy Attfield, ‗Design as a Practice of Modernity: A Case for the Study of the Coffee Table in 
the Mid-century Domestic Interior‘, in Journal of Material Culture, vol. 2, no. 3 (1997), pp. 267-289; 
‗Beyond the Pale: Reviewing the Relationship between Material Culture and Design History‘, in 
Journal of Design History, vol. 12, no. 4 (1999), pp. 373-380; Wild Things: The Material Culture of 
Everyday Life (Oxford: Berg, 2000); ‗Redefining Kitsch: The Politics of Design‘ in Home Cultures, vol. 
3, no. 3 (2006), pp. 201-212. 
 
 
Graça Magalhães and Fátima Pombo 
Understanding the Object of Design through Projectôs Drawing: An Archive of Drawings by 
Portuguese Designers in the 20th and 21st Centuries. 
 
In this paper, we discuss the usefulness of creating an archive of the design project drawings. It will 
be the creation of a digital archive of drawings made by Portuguese designers in the XX and XXI 
century. The project drawings are normally intended to be lost, by their ephemeral and transitory 
nature, even if they participate clearly in the projectual understanding, namely both of the process and 
of the proposed answer/solution. In this case, the digital images‘ recording of the designer's drawings 
adds to the perpetual knowledge of the design product. The issue relates the importance of 
understanding drawing in the project of design. That is, how can the discipline of design use the 
project drawings archive? Therefore, the archive serves 3 perspectives: the historical, the didactic and 
the epistemological (theory and criticism of design). 
 
We identified the problem by finding the deficit in the critical interpretation of the design‘s object 
through the design processual practice. We consider the hypothesis that the interpretation and 
categorization of design can be done through drawing as matter of the design project, i.e., by the 
importance of drawing in the act of designing the object. An archive of drawings serves whether as an 
available tool for research whether for project development and theoretical verification of the 
discipline. 
 
The presentation is supported by drawings made by recognized Portuguese designers whose projects 
were developed from the middle of 20th century. The research seeks to consider the critical analysis 
of design based on the study cases presented. The choice interprets the representativeness of their 
work and practice. The methodology is the direct source (material provided by the authors) and 
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voluntary participation. Interviews are foreseen. The research is based on inductive method and 
focused on the process. A comparative method is applied. Sampling is a sort of comprehensive type 
(in network): based on the criterion set for the initial group it intends to be successively extended. 
 
Our main goal is the interpretation of the object (drawing) - theoretical and practical - related to the 
practice of design. Looking at the use (or not) of drawing in the project, we intend to contribute a 
characterization and categorization of the project of design as well as to contribute to a critical 
reasoning of the epistemological nature of design. 
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PANEL W - PRODUCING MAGAZINES 

 
CHAIR/RESPONDENT: PAUL JOBLING 
 
 
Kjetil Fallan 
Re-Writing Design: The Metamorphosis of a Magazine 
 
In the course of just a few years around 1970 the Norwegian design magazine Bonytt underwent a 
profound metamorphosis, changing from a forum for professional discourse and modernist 
propaganda into a provider of amicable advice and inspirational ideas. For three decades, Bonytt had 
been the only periodical produced by and for the professional design community in Norway, while at 
the same time reaching out to a wider congregation of readers with a culturally induced interest 
design. But as the modernist propaganda for which the magazine had been created ran out of steam 
in the late 1960s, Bonytt and its ‗good design‘ cause felt increasingly outdated and irrelevant. 
 
The cutting-edge of design theory and ideology were moving towards ergonomics, ethics and 
ecological concerns (i.e. ‗design for the real world‘), issues which the editors and publishers were 
unable or unwilling to pursue. Instead, they chose to completely change their publication, abandoning 
the modernist mission and disassociating the magazine from the professional design community, 
transforming the enterprise into something best described as a source of inspiration for the amateur 
interior decorator. 
 
This metamorphosis was a comprehensive and complex process. A set of different factors, such as 
changes in the organizational structure, a new generation of writers, technological changes in the 
publishing industry, sharpened competition in the market place and a new and more commercially 
motivated publishing policy, combined to bring about the radical reconfiguration of the publication. 
 
The new and reformed Bonytt wrote about other types of design, the new writers wrote very differently 
about design, the new writing on design was presented in a very different way, and design was now 
written for a completely new audience. The remarkable transformation of Bonytt is thus at the same 
time both literally and figuratively a case of re-writing design. 
 
 
Jill Seddon 
óDear SadieôéLetters and the Construction of Design History 
 

Paradoxically, as fewer and fewer individuals use pen and paper to write personal letters, 
scholars across disciplines seem to become more and more interested in studying and 
preserving them. 
[Jennifer Adams, ‗Recovering a Trashed Communication Genre: Letters as Memory, Art and 
Collectible‘, in Charles R. Acland (ed.), Residual Media, 2007] 

 
This paper examines the ramifications of letter writing for conducting business, in this case design 
journalism. Drawing upon a previously overlooked cache of letters between architect and designer 
Sadie Speight and architectural historian and theorist Nikolaus Pevsner, it analyses their 
correspondence as the primary means through which they agreed (often after considerable, and 
sometimes heated debate) the form and content of the ‗Design Review‘ section of The Architectural 
Review, which ran from 1944 to 1946. The letters offer a unique insight into the minutiae of magazine 
article production at the time, from initial suggestions for themes and products to be illustrated, to 
layouts and the compilation of captions, including an entertaining vision of ‗Herr Professor‘ Pevsner 
physically cutting and pasting these into a mock-up.  
 
At times Speight and Pevsner corresponded on a daily, occasionally twice daily, basis, and this was 
supplemented by meetings and, rarely, telephone calls. The geographical and temporal separation 
represented by their letters serves as a marker of the most significant difference between working 
methods then and now. This is reinforced by the physical appearance of the letters, typed upon flimsy 
wartime-issue paper.  
 



54 
 

The latter part of the paper moves beyond the practical information to be gleaned from the study of 
these letters and, using recent literary writings on epistolary literature and life writing, seeks to explore 
their role in the construction of the professional persona of each of the correspondents. They offer the 
opportunity for an examination of a gender-inflected working relationship that was at times very 
difficult, as well as productive. The Speight-Pevsner letters reveal not only frustrations and irritations 
in the face of impeding deadlines, misunderstandings about their relative roles, culminating in 
Speight‘s threatened resignation, but also expressions of concern about health and glimpses of 
domestic and social life. 
 
The paper concludes with a consideration of the wider implications of this case study; the survival of 
letters as physical objects, the role of the reader who is not the intended recipient, their value as 
cultural repositories and their usefulness as a resource for the design historian 
 
 
Steve Parnell 
From Sublation to Sublimation: Brutalism and Archigram in Architectural Design 
 
In ‗Theory of the Avant-Garde‘, Peter Bürger maintains that all avant-garde art intends in some 
manner to bring together art and life. Richard Murphy builds on this in ‗Theorizing the Avant-Garde‘ by 
suggesting that art can serve as an ideal model, or utopia, for life to aspire to (sublimation) or 
alternatively, art and life can be brought together by a shift in the opposite direction by bringing art 
down to the banal level of mundane reality (what he calls ‗sublation‘). 
 
This paper applies Murphy's theory to post-war architecture by looking at the beginning and end of 
Monica Pidgeon's editorship of Architectural Design (1946-1975). In this period, Pidgeon employed a 
series of talented technical editors that made Architectural Design the most influential architectural 
magazine in the UK, taking over from the Architectural Review's pre-war dominance. Through Theo 
Crosby (from 1953), Kenneth Frampton (from 1962), Robin Middleton (from 1965) and Peter Murray 
(from 1972), Architectural Design became the reflector and director of architectural discourse of its 
time and where the architectural avant-garde launched their ideas. The beginning of this period saw 
the arrival of New Brutalism as a reaction to high modernism and the end of the period – Architectural 
Design's ‗little magazine‘ era – witnessed the architecture of Archigram. New Brutalism grew out of 
the Smithsons' involvement with the Independent Group and was very much about the every-day and 
using materials as-found. The Smithsons' ideas were heavily published in AD in the 1950s and 60s 
and these formed a core part of Banham's book, New Brutalism: Ethic or Aesthetic? A decade later, 
Architectural Design turned to the sublime and endlessly published the paper architecture of the 
Archigram group, itself an evolution of the influence of popular culture on architecture. 
 
The paper, which forms part of a PhD in the architectural journal's role in the social construction of 
architecture, examines texts by and about these two movements as published in Architectural Design 
between 1953 and 1975. It seeks to understand and explain how each avant-garde movement, while 
on opposite sides of Murphy's theory, could naturalise their ideology into the mainstream architectural 
profession using the same journal and editor. It thus contributes to the debate over whether buildings 
do not become architecture until validated by publication. Suggestions for further research are made. 
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PANEL X ï WRITING NATIONAL DESIGN 

 
CHAIR/RESPONDENT: DIPTI BHAGAT 
 
 
Leong Chan  
Nation before the Self: Envisioning Race and National Identity in Singapore. 
 
The Republic of Singapore achieved independence on 9 August 1965 after British administration as a 
colonial entrepot since 1819. As a multiracial nation of immigrants, Singapore‘s three main ethnic 
groups— Chinese, Malay, and Indian—offer a rich diversity of socio-cultural histories although the 
visual culture, including graphic designs, emanating from this young nation are different from China, 
Malaysia and India. Models based on conventional design histories of Western industrialised nations 
do not adequately address the cultural, political and socio-economic narratives which impact on 
design and national experience for new nations in the Asian region. 
 
This research concerns primarily Singaporean social campaign graphics as a strategy for nation 
building. A textual-visual interpretation of official graphic designs examines the envisioning of national 
identity, and deals with not so much what the Singapore citizen sees but how one sees it. The 
research is premised on the concept that graphics do not possess intrinsic values, rather the 
production and consumption of design are reflective of ‗structures of significance‘ wherein cultural 
phenomena contain multiple levels of meaning and of understanding (Geertz 1975). In reading and 
writing about design and national experience what is required is to situate the cultural construction of 
graphic design within the discourse of nationalism. Central to the focus of this paper is Smith‘s (1991) 
contention that ‗national symbols, customs and ceremonies are the most potent and durable aspects 
of nationalism‘, and Dilnot‘s (1984) emphasis of the social context as the most significant aspect in 
the production and consumption of design, and one that‘s ‗not external to the activity, but internal to it 
and determining of its essential features, even of its sense of relative autonomy.‘ 
 
Drawing upon object analysis, and documentary and visual interpretation, this research contextualises 
case studies of Singaporean public campaign posters within national ideology and policy making. The 
paper explores and analyses iconography and textual messages as graphic design strategies for 
‗articulating and making tangible the ideology of nationalism and the concepts of the nation […] to 
assure the continuity of an abstract community of history and destiny.‘ (Smith 1991)  
 
References: 
Dilnot, Clive (1984) ‗The State of Design History, Part 1,‘ Design Issues, vol. 1, no. 1, Spring, pp.3-23. 
Geertz, Clifford (1975) The Interpretation of Cultures. London: Hutchinson. 
Smith, Anthony D. (1991) National Identity. Reno and Las Vegas, Nevada: University of Nevada 
Press. 
 
 
Luz Garcia Neira  
Textile design in words: social adjectives in Brazil's late 19th century 
 
In 1808, at the arrival of the Portuguese Court in Brazil, the social life of the country was invented. A 
public library, a botanic garden, a fine arts academy, and a newspaper were started, expanding the 
opportunities for social interaction, previously limited to the religious ceremonies. These social 
transformations enabled the growth of the Brazilian textile industry and the increase of fabrics and 
clothes import. This fact resulted in a competition which was nonexistent before. However, the poor 
conditions of the images reproduction in Brazil, and the delays caused by territorial extension led to 
the ‗textile design in words‘ that consolidated itself as an argument for persuasion when trading 
specific kinds of fabrics in detriment of others. 
 
The solidification of a verbal discourse that excludes and demarcates the social classes defined the 
relationship of Brazilian society, not only with the fabrics, but also with design. Attributes concerning 
the foreign fabrics rendered unquestionable reference to Brazilian design, besides a sign of prestige 
and distinction. 
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An exploratory research during the observed period revealed competition arguments between the 
Brazilian and foreign products. From these arguments, it was realized that the sales promotion 
discourse for the Brazilian production is founded in the textile qualification, not because of its 
aesthetic or functional characteristics, but for the social distinction that it imposed, such as ‗fabrics for 
slaves‘, ‗fabrics for workers‘, ‗durable fabrics‘, while the foreign textiles are synonymous of modernity, 
vanguard and luxury. Such classification, when prioritizing social distinction rather than its choice by 
the users, did not allow the development of suitable conditions to the creation of Brazilian textiles, 
except those for the lower classes. This prejudice ruled the production and the textile consumption in 
Brazil until the 1950‘s, when, moved by the national autonomy discourse, and by the return to the 
national origins that had been sown during the Week of Modern Art the Brazilian production searched 
for reference creations that broke up with the foreign paradigm. 
 
This work, which researches words and arguments that describe textile design in Brazilian context 
during the years between the arrival of Portuguese Court, and those of the accelerated 
industrialization intends to prove that the strength of words and discourses that qualify the design of 
specific products rule the local consumer‘s taste and the aesthetic to be adopted in order to achieve 
an efficient competition.  
 
 
Susan Falls and Jessica Smith 
Authenticity in Design: Silk Weaving and Transnational Artisan Partnerships (TAPs) in 
Cambodia 
 
This past fall, we taught a special interdisciplinary course on what we are calling Transnational Artisan 
Partnerships (TAPs). Our research focused on the intersection of TAPs and the revitalization of 
Cambodian craft production, particularly hol silk weaving. This paper analyzes the role TAPs are 
playing in the promotion of design, particularly with regard to notions of ―authenticity,‘ in contemporary 
Cambodia.  
  
We worked with historical and anthropological materials before taking a small student group to Siem 
Reap and Phnom Penh where we interviewed weavers, expatriate designers, NGO personnel, and 
government representatives about their experiences with TAPs. We then used these regional findings 
to inform our analysis of TAP organizational mission statements used in marketing Cambodian 
products to Western consumers.   
 
Traditionally, weft resist (hol) silk weaving in Cambodia was performed by women on looms under 
their homes, either alone or in small groups. Weaving hol requires many steps. Weavers begin by 
tying small sections of the weft (horizontal) yarn in order to resist colour in the dying process. After 
repeatedly tying and dying to create multicolour patterns on each strand, the silk is woven on a 
regionally specific loom. Each element in the process requires a great deal of knowledge, skilled 
hands (manual dexterity), and a sophisticated aesthetic sensibility. 
 
A particularly well-executed hol textile usually contains complex, sharply outlined patterns. Historically 
these designs, considered valuable treasures, were taught through kin and mentor relationships or 
copied from historic weavings. This tradition was almost wholly erased during the recent civil war. 
Although women were put to work in producing the traditional red and white kroma, the Khmer Rouge 
destroyed looms, banned the production of decorative fabric and burned elaborate hol pieces. 
Families were separated, skills withered and the transliteration of patterns was lost. Mulberry trees, 
necessary for the cultivation of silk (sericulture), were burned and replaced by rice fields. Today, the 
majority of silk used for the revitalization of weaving is imported from neighbouring Vietnam, enemy 
state of the Khmer Rouge. And while there are some women working with and for their families, many 
are employed in TAPs, often by foreigners, to weave products for export or local tourist markets. 
 
The loss of material resources, technology and, most importantly, intellectual property makes the 
revitalization of artisan weaving a complex problem, which is complicated by the effects of tourism, 
state corruption and the donor state status of Cambodia. An analysis of mission statements marked 
by the use of key terms such as authentic, sustainability, global marketplace, partnership, and modern 
tastes, combined with lessons from our on the ground experience with participants in a variety of 
TAPs reveals the range of ways in which well-intentioned TAPs promote a paradigm in which artisans 
become alienated producers for global outfits on the one hand or independent, self-directed designers 
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on the other. We consider, in other words, the extent to which these organizations function as an 
arbiter of design and how that may impact the lives of those involved. 
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POSTERS 

 
 
Steven McCarthy 
Design Authorshipôs Pre- and Post-History: Framing Its Legitimacy ï a Timeline (A1 poster) 
 
Design authorship emerged as a subject of intense interest to the field of graphic design in the mid 
1990s. Essentially the confluence of designing, image-making, writing, editing and self-publishing, 
design authorship has expanded the agency of graphic designers from compliant form-givers to 
engaged content-producers. With the Designer as Author: Voices and Visions exhibition, essays 
about design authorship in key publications (particularly Eye and Emigre), and numerous follow-up 
articles on the topic, select academics and maverick designer-authors established theories of design 
authorship as worthy of debate. 
 
As a consequence, the activity went from avant-garde production to mainstream awareness, with 
eventual diffusion into undergraduate and graduate curricula, and into critically informed professional 
practices. A dozen years later the subject of design authorship has found fresh expression with newly 
published writings – the 2006 issue of the journal Visual:Design:Scholarship for example – and 
symposia like Designism 2.0, wherein designers are encouraged to ‗instigate social change‘ (1). 
Additionally, design authorship shares an intellectual allegiance to the related field of ‗critical design‘, 
itself enjoying current buzz through a robust discourse. 
 
Despite the influence of the debates about design authorship and its legacy of reframing the discipline 
of graphic design, little recognition is provided and inadequate knowledge exists about the eras before 
and after the pivotal years of 1993 to 1996. Has the relative obscurity of conference presentations and 
journal articles failed to elevate the topic to a wider audience? Is it due to some who accept the 
conventional wisdom of the graphic design trade press and fail to investigate primary sources? 
 
The timeline will use the years 1993-1996 as epicentre of a graphically designed A1 poster about 
design authorship. The era‘s pre- and post-history will be filled in with citations from three categories: 
writings and presentations about design authorship, exhibitions of design authorship, and influential 
works of design authorship. Spanning nine decades, key dates will elucidate viewers as to the topic‘s 
rich history, making a case for its varied roots and off-shoot branches. 
 
[1] Art Directors Club web site. http://www.adcglobal.org/adc/press/?id=35. Online 7 January 2009. 
 
 
Esther Solé 
Enric Crous-Vidal: Proposals on Latin writing 
 
The aim of the poster is to introduce the figure of Enric Crous-Vidal, his proposals on Latin writing and 
his decadence after a period of criticism and self-reflection. Crous, born in Lleida in 1908, was an 
outstanding person and graphic artist closely related to the early avant-garde movements that 
proliferated in his home town during the period prior to the Spanish Civil War. Unfortunately, war 
times and popular incomprehension made his artistic take off quite difficult and Crous exiled to 
France, where he rebuilt his life and blossomed as a type designer, erecting himself as the leader of 
the new Latin writing theory during the decade of the fifties. 
 
This theory —initially gestated by Raymond de Savignac— orbited around the revalorisation of the 
concept of Latinity and the appraisal of the typographical resources which were characteristic of Latin-
rooted countries but had been endemically overcome by the proposals of the Germanic school. The 
new Latin writing theory was introduced as an alternative to the Germanic supremacy in typography, 
based on the conviction that Latin countries could not express themselves as proficiently as Germanic 
ones on the basis of the distance between expressive and typographic needs and resources of both 
cultures: Latin countries could better express themselves if they resorted to their own inheritance. 
 
As the main theoretician, Crous elaborated his proposal through two couples of lectures and 
publications —Richesse de la graphie latine, Grâce et Harmonie du graphisme latin, Doctrine & 
Action. Pour la renaissance du graphisme latin and Pour la renaissance du graphisme latin, 
respectively— and also put it into practice with the design and smelting of several typographical 

http://www.adcglobal.org/adc/press/?id=35
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families, such as Catalanes, Fugue dôarabesques, Paris, Flash, Ilerda, Champs-Elysées, Île-de-
France and Structura. These alphabets became the material evidence of the value of a new attitude, 
the proposal of an instinctive and almost spontaneous work that does not fall into pure decoration. 
 
Unfortunately, criticisms arouse as quickly as Crous relished his own success and felt appreciated in 
Western Europe, especially France and Spain. Discordant voices insisted mainly in two directions: on 
the one hand, Crous‘ rigorless in the basis of typographic design; and on the other hand, the query 
about his real leadership in the new Latin writing movement. These criticisms undermined Crous‘ 
morale; he sank into oblivion virtually until his death, in 1987. 
 
 


