


3



5

A Line of critical inquiry is a multi-directional 
thread with a life of its own. It shifts, spins, 
stretches, splices; simultaneously, in parallel, 
and apart. It is constantly reshaping and refor-
mulating itself in response to the accelerating 
context in which graphic design exists. 

 
A Volume is both a tangible object and an audible 
moment in time.  A Line joins together many 
research narratives. It should be read continu-
ously not as sporadic works.  A Volume is  
a space that projects, amplifies, and dissem
inates.  A Line is a question, a conversation, 
a response.  A Volume is the beginning  
of a collective design enquiry. It is an oppor-
tunity to share research in a wider context  
of design criticism and publishing. A Line feeds 
a relay process: the design informs the editorial 
approach, and vice versa. 

A Line Which Forms a Volume is a publication 
and symposium of design research from London 
College of Communication that brings together 
narrative, messages and meanings.

Aldo Caprini 
Katie Evans 
Gabriela Matuszyk 
Carlos Romo-Melgar 
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The concept for A Line Which Forms a Volume 
belongs to the French novelist and essayist, 
Michel Butor. ‘Listen to someone making a 
speech’, Butor wrote in his essay ‘The Book as 
Object’, ‘every word follows one other, precedes 
one other. As a result, they take their places 
along a line activated by a meaning, along an 
axis.’ The best way to store such a line—‘such 
a “thread”’—he states is to ‘roll it up’. By defin
ition we know that a ‘volume’—from the Latin, 
volvere—means ‘to roll’, because that was the 
way written matter was once stored. But there 
is also volume in the sense of an occupied or 
enclosed space, and in the quantity or power 
of sound. This publication lays claim to all  
of these definitions.

We intend for this research to be public—
voluble—and to resonate. As a record, this 
publication tracks the reeling of ideas between 
texts, splicing them together with graphic 
devices and conceptual links to form a con-
tinuous line. ‘Writing’s first advantage, as we 
all know, is that it enables language to last’, 
explains Butor, ‘leaving accessible to our eyes 
what our ears would already have missed’.  
A Line Which Forms a Volume has formed and 
filled a space for MA Graphic Media Design 
research at London College of Communication.  
This is the first issue but not the last. The editorial 
team, designers and the group of participants 
who contribute to each issue will roll-over, gain 
momentum and continue with lines of inquiry, 
narrative threads, or any other metaphorical 
unravelling of graphic design research that  
they choose. 
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THE ANIMAL ISSUE
Kiki Chang

‘The zoo cannot 
but disappoint. 
The public purpose 

of zoos is to offer visitors the 
opportunity to look at animals. 
Yet nowhere in a zoo can a 
stranger encounter the look 
of an animal. At the most, the 
animal’s gaze flickers and 
passes on. They look sideways. 
They look blindly beyond. They 
scan mechanically. They have 
been immunised to encounter, 
because nothing can any more 
occupy a central place in their 
attention.’—J. Berger

As an interdisciplinary activist movement that 
began in the 21st century, Critical Animal Studies 
proposes an engaged philosophical understand-
ing of animals. The field is concerned with the 
issue of depriving animals of their original habi-
tats—in other words, it’s a critique on the captive 
state of animals. However, it is not only in zoos 
that animals are ‘captured’. As real animals 
started disappearing from the natural world, they 
have increasingly been presented as subjects 
in the virtual media. We see images of animals 
on the Internet, in print and in many other kinds 
of media, and the presence of animals on these 
platforms can be seen as a form of captivity.

w B
e

rg
e

r,
 J

. (
2

0
0

9
).

 W
h

y 
L

o
o

k 
a

t 
A

n
im

a
ls

? 
 

L
o

n
d

o
n

: P
e

n
g

u
in

. 

K. C.

In zoos, the barrier between the animal and 
the human form a strong metaphor of control, 
framing, and distance. Throughout this project, 
an editorial design methodology has been used 
to form a conceptual link between the audience 
and the zoo, starting with the concept of barriers. 
By translating the physicality of barriers into the 
graphical elements of editorial design, the idea 
of the frame and the breaking of the frame are 
explored through different grids, typesetting, 
and layouts.
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Another key element of this project focuses 
on the idea of ‘absence’. In John Berger’s Why 
Look at Animals?, he argues that the artificial 
environment of the zoo is illusory. The images, 
products and captive animals are all a repro-
duction of the real animals, to which humans 
have lost their proximity. By taking live-streamed 
webcam footage from zoos and systematically 
capturing images when the animals are absent 
from the frame, the viewer is forced to search 
for the animals, emulating the experience of 
visiting a zoo. This narrative conveys a sense of 
alienation and the continuous disappointment 
of not seeing what people expect to see.

HANTIN:  
A HYBRID MODULAR 
TYPEFACE DESIGN  
FOR MULTILINGUAL 
TYPOGRAPHY

Da Chung

H A N T I N  is a hybrid 
modular typeface that 
combines Hangul (Korean) 
and Latin letterforms and 
writing systems. This type-
face enables a reader to 
understand Latin phonetic 

sounds without needing to study English before-
hand. Conversely, the typeface also allows a 
reader to understand Korean phonetic sounds 
without the need to study Korean.
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HANTIN is a response to the multilingual 
phenomena of several languages being used 
simultaneously in a single piece of visual com-
munication. Nowadays, different typefaces 
are frequently seen together and this is having  
a growing influence on the basics of written 
communication. In countries where alphabets 
are not Roman, the contrast is remarkable.  
It is common to see advertisements, signposts, 
publications, and newspapers in more than one 
language – especially in Korea where English 
can be seen everywhere.

As a bilingual speaker of Korean and  
English, I intuitively link Latin and Hangul  
alphabets by the similarity of their shapes or 
phonetic sounds. D. C.
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For example: ㅅ equals A and S equals ㅏ and, 
together, SA equals 사. Because of the common 
features in these phonograms, I found this to be a 
very interesting way to address the phenomena 
of bilingual speaking and reading.

HANTIN consists of two distinct styles: 
HANTIN A and HANTIN B. HANTIN A is 
arranged by following the Korean writing system 
and allows English speakers to read Korean.  
The Korean writing system is a phonemic writing 
system that arranges consonants and vowels 
—horizontally or vertically, up or down—which 
gives individual words in Hangul their distinctive 
forms. HANTIN B writes both alphabets in the 
linear Latin writing system. This way, Korean 
speakers can read Latin letters.

In HANTIN A, the phonetic sounds 
represented by Korean characters are 
matched with Latin letter counterparts.  
The HANTIN A alphabet is produced by over- 
laying glyphs with corresponding sounds.  
For instance, ㅎ is a Hangul consonant; its phon-
etic sound matches the Latin letter H. Thus, in 
the HANTIN A, the sound ‘huh’ will appear in a 
overlaid form of ㅎ and H.
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In HANTIN B the process is reversed: the 
phonetic sounds that are represented by specific 
Latin letters are matched with correspond-
ing sounds in Hangul. Each letterform in the  
HANTIN B alphabet is also created by overlaying 
the two glyphs that share phonetic sounds.

Despite their connection with similar 
phonetic sounds, HANTIN A and HANTIN B 
alphabets are quite different because individual 
letters in the Latin alphabet have more than one 
sound, while Korean characters represent only 
one sound. For instance, the letter A can be read 
as different sounds depending on its location in 
a word. Thus, in HANTIN B, A is matched with 
five different Hangul vowels.

HANTIN is a font in the usual sense, but it 
can also be used to transliterate Korean into 
Latin and vice versa. This typeface is for Korean 
or English speakers who want to know or learn 
about the other’s language.

The following text appeared 
in a press release distri
buted by the Higher Humans 
Genetics Institute.

D. C.

BET TER BABIES, 
HIGHER HUMANS

Andy Renmei

A. R.

‘HHGI can help you to give  
your child the best possible  
chance in life’—F. Galtom

Better Babies Calculator (BBcalc) is a digital 
application developed and introduced by the 
Higher Humans Genetics Institute (HHGI). 

BBcalc offers parents around the world the 
chance to design their children to be the ‘Better 
Babies’ of the future. The application collects 
information about the physical identity of each 
user and by applying our unique algorithm, 
BBcalc suggests three exclusive enhancement 
templates that best match those features.  
It also allows users to compare, edit and 
select baby options according to personal 
preference, regional popularity and global  
genetic scores.

As part of the full Higher Humans experi
ence, BBcalc is at the centre of the customer 
journey. The main benefit of BBcalc is to provide 
an effective, comprehensive, and accessible 
quotation service for our babies, resulting in 
a quicker decision-making process, and an 
increase in customer confidence levels.

The BBcalc experience is immersive  
and personal. In four easy steps, the user 
answers a series of short questions regard-
ing the physical attributes they would like to 
enhance in their baby such as body shape, 
gender, skin colour, and facial features. All inter-
active elements are designed using basic shapes  
and simple blocks of colour to create an abstract 
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A. R.

A. K.

language that protects user anonymity while 
delivering a rich array of personalisation options.

At the final stage of the BBcalc experience, 
a report is generated that includes a straight-
forward evaluation and easy price comparison 
of baby enhancement options. The options are 
based on an assimilation of the characteristics 
selected by the user during the BBcalc experi-
ence. BBcalc highlights what qualities can be 
enhanced from parent to child, making sure that 
the best traits are passed on with the choice of 
three individually priced templates.

After the report has been issued, the 
BBcalc application presents the user with a 
live quotation of their perfect baby. Attributes 
such as body shape, sexuality and gender can 
be adjusted according to user preferences–
the price will be automatically updated on the 
application. Once the desired baby template is  
selected, a unique order code is generated with 
instructions to follow.

For lower income families, HHGI provides 
financial support through the Help to Enhance 
Scheme.

HHGI: we make miracles happen. 

SOCIOLEGAL MODEL 
MAKING: A PROPOSITION

Amanda Perry-Kessaris

The text below, 
extracted from 
an artefact that 
takes the form 

of an open letter, is part of a project exploring 
the benefits and risks of using design-based 

WE MAKE 
MIRACLES 
HAPPEN
At the HHGI we believe in the power of 
science to advance humanity through 
gene editing technologies. Our aim is 
to improve human evolution by using 
CRISPR to treat defectiveness, and to 
help lay the groundwork for new 
superior generations.

Find out more at www.hhgi.me
Or call for a consultation today 
020 7447 5270
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strategies, specifically model making, to 
enhance sociolegal research; that is, a particular 
kind of legal research in which law is system-
atically reinterpreted as a social phenomenon.  

The letter is intended to be distributed  
to and printed by sociolegal researchers  
to begin provoking and facilitating them  
into model making. 

* 
If we approach sociolegal research as if 
it is itself a social phenomenon, then we 
can begin to reframe it through design-
based practices such as model making, 
improve its quality, and render it more  
of a communal resource.

We, sociolegal researchers, are 
distinguished by our commitment to 
approaching law as a fundamentally social 
phenomenon. Many of us understand law 
as having the potential to act as a ‘commu-
nal resource’. By this we mean that law can 
support relations that are trusting, stable 
and, therefore, productive. It can do this by 
provoking participation in different forms of 
social life, and by facilitating the expression 
and co-ordination of values and interests 
that are central to those forms of social life.

Despite our social understanding of law, we, 
sociolegal researchers, tend to approach our 
research individualistically. We do not share our 
process, nor do we tend to share the products 
of that process in ways that are particularly 
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accessible to non-specialists. If we want our 
work to be widely appreciated, and to be useful, 
this needs to change. Making things visible and 
tangible can help.
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This project is about getting us—sociolegal 
researchers—to use physical models to discover 
and show—to ourselves and to others—how 
we are approaching our research and why we 
are approaching it in this way, and to imagine 
alternatives.

Begin making your research visible and 
tangible with a visit to the project repository 
A Site – where you can download and print:

A Guide – In which three forms 
of model making are explained. 
A Space – In which to place 
sociolegal models. 
A Context – In which the theory 
and practice informing the 
project are introduced. 
A Portfolio – In which the project 
design process is visualised.
See before you try via the 
Sociolegal Model Making video 
collection. 

Share your experiences whenever and however 
you can.

L. C.

A. K.

INTRODUCING THE  
EPIC STRUGGLE  
OF AN APPLE  
CALENDAR USER

Louise Courtois

Ancient Egyptian time-
reading tools were based 
on moon cycles.  
Because moon cycles 
influenced the annual 
flooding of the Nile. 

So it affected agriculture. 
So it affected the economy.
So it affected livelihoods.
So it affected peoples’ conception of time. 
Makes sense, right? 

Today, the structure for reading time, 
Which sometimes jingles in your pocket,
To let you know that you are late,
Was established by a Pope.
In 1582.
Oh, and guess what?
Pope Gregory actually updated the  
Julian calendar.
By making a 0.002% adjustment to the 
length of a year
And the Julian calendar was a correction 
of the Roman calendar.
Created in the 1st century BCE.
Wait,
Isn’t the whole idea of our current 
Gregorian calendar based on the fact 
that it started on 1st of January 1?
But was it not created BCE?

A year lasts 365.2422 days.
Does it make sense?
Does it really have to be that way?
Let’s say that this structure of time is 
nonsense. 
By this logic, time management methods are 
absurd.
How can you manage time? 
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 ‘Time flies’, right?
You can use a digital calendar,
Build your own piece of nonsense.
But really it won’t change anything.
A year lasts 365.2422 days.
Sure, you can add events here and there. 
Arrange the blocks of time.
Move them around.
Even pick some lovely colours!
Great.

I don’t want to annoy you.
Not you especially.
But this is exactly what absurdist  
fiction does.
And looking at the digital calendar 
through an absurdist lens is my strategy.
As I’d like to show you how absurd your 
calendar is.

I’ve been playing with the features of the 
Apple digital calendar.
Because it’s absurd.
Do you know absurdist fiction? 
The post-war ‘Theatre of the Absurd’?
The insights we can draw from absurdist 
fiction are actually pretty similar to 
our situation.
There is a rule, an illogical rule.
And the characters have to follow it.
So I have to follow it.
Even if I don’t really know why.
I am wondering about my power over this rule. L. C.

About my power over the calendar grid.
About my power over its features.
What power over my time do I have  
as I arrange event blocks on a calendar grid
Or get a new time management app?
Just to be more efficient.
But time flies! Fast.
Really fast.

I have made a body of videos online.
Where you can see how much I am 
struggling with the Apple calendar.
There are three videos.

So, was the 1st of January 1, a Monday?
Maybe it was.
Maybe it wasn’t.
Do you want to know?
It’s online actually.
I’d like calendar users to wonder.

Time is universal, and so is the Internet. 
Great.
Visit: epic-struggle.com 
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HERE BE DRAGONS: 
THE GEOGRAPHY 
OF TERRA IGNOTA

Eugenia Luchetta

The starting point of an 
atlas, with the aim of pop-
ularising the discovery of 
an unknown land on the 
planet, should include 

a detailed map with meticulous geographic 
descriptions. Nevertheless, this atlas does not 
simply deal with the exploration of a remote and 
difficult to reach island. Indeed, this island does 
not come under any domain of what is known. 
Unknown is its shape, unknown is its location, 

unknown is the jour-
ney to reach it. An 
unknown land. Terra 
Ignota. Like matter 
that needs manipulat-
ing, like clay, waiting 
for its final shape to  
be defined. 

But where is this 
island? How can we 
be sure it exists if it 
has no shape and  

no location? The mystery of this ambiguous 
space begins here.

Nobody knows how the island was created, 
or whether it is natural or artificial. What is known 
from several exploratory accounts, however, is 
that the geographic characteristics of the island 
have never settled. In order to escape from the 
control and surveillance of Mainland, the island is 
in constant movement. Adventurers recount that 

at every turn of the tide, 
an internal procedure 
so sophisticated and 
incredible that no one 
has ever been able to 
understand or break it, 
determines the borders 
and the coordinates of 
the island, which sud-
denly disappears and 
reappears elsewhere.  
A string of eleven random ciphers is believed 
to be at the origin of the coordinates, whereas 
it is hypothesised by Mainland studies that  
a more complex and longer code could determine  
the shape.

*

E. L.
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Here be Dragons is a book that describes 
Terra Ignota, a mysterious island, autonomous 
from the rest of the world—‘Mainland’—and 
alien to the notions of law and government. 
Terra Ignota, however, is not a far away land in 
an undefined past. It is, instead, a physical rep-
resentation of what the darknet is perceived as 
today. Here be Dragons creates a parallelism 
between the fascination and terror of remote 
lands in the past, and the spread of fantasies 
and fears of the darknet today.

The text above is an excerpt from the first 
chapter of Here be Dragons, which illustrates 
the geography of Terra Ignota. The narrative of 
a remote island where location and shape are 

shrouded in mystery, broken by an incongruous 
element: the ‘string of eleven random ciphers’. 
In fact, this number is an IP address. 

When browsing the darknet, before it 
reaches its final destination, each request tra
vels through a number of relays with different 
IP addresses. The IP address and, therefore 
the geolocation of the source, is never revealed 
during the process.

The parallelism is developed in a similar 
manner in the following chapters. The second 
chapter, ‘Nocturnality’, deals with the flora 
characterised by intricate roots digging deep 
down underground, representing the rhizo-
matic and chaotic navigation experience  

E. L.
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of the darknet. An account of the evil and elu-
sive inhabitants, ‘Shadow People’, follows. 
The forth chapter, ‘Pirate Utopia’, defines the 
social structure of the island: Terra Ignota is 
an anarchic land. The influence of successful 
black markets, despite their short lives, is so 
strong that they assume a status comparable  
to dynasties (as inspired by the fame of legendary 
darknet market, Silk Road). The book concludes 
with ‘Spirituality’, a chapter dedicated to para-
normal beliefs held by inhabitants which reflect 
the urban legends that are spread throughout 
the darknet.

THE PL AZA
Richard Ashton

Sitting
should
be
socially
comfortable
and
provide
flexible
choices:
sitting
up
front,
in
the
back,
to
the
side,
in
the
sun,
in
the
shade,
in
groups,
off
alone.
Affording
a
good 

R. A.

E. L.
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look
at
the
passing
scene
and
the
pleasure
of
being
comfortable
under
a
tree
provides
a
satisfying
enclosure.
Developers
should
be
encouraged
to
include
trees
in
spaces
for
sitting.

 

R. A.
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The
number
one
activity
is
people
looking
at
other
people.

Despite, or perhaps 
because of its infre-
quent appearance in the 
landscape of everyday 
l anguage,  the ve rb 
traverse pleases both  

the ear and the mind. Tongue pressed briefly 
to the roof of the mouth, T–R–A, like a plucked 
guitar. Then a bitten lip, a fling and a hiss,  
V–ER–SE. My delivery is voiced with an emphasis 
on the second syllable, TRA–VERSE, disclos-
ing geographic origins and at the same time  
performing. A phoneme thrown, outstretched, 
into the nearby yonder.B. W.

R. A.

LINES NOT SHORT,  
NOT STRAIGHT,  
CROSSING  
AND TOUCHING 

Bec Worth



49

To traverse is, at the very least, to set out. 
The Oxford English Dictionary outlines it as  
to ‘travel across or through’, which points past 
any modest beginning to a centre. But what is 
the quantifiable breadth of across? And what,  
in fact, are we travelling through? If I step onto 
the porch, have I traversed? Or must I also pro-
gress past the door? And the foyer? And the 
hall? It’s difficult to comprehend the scope of 
this centre in an age that offers return flights to 
Ibiza for the price of a Uniqlo t-shirt.

To engender a less culturally-specific 
appreciation, it’s worth recalling the origins of 
the word ‘travel’, which finds its roots in 14th 
century Middle English as the not-too-distant 
travailen, ‘to make a journey’. This was adapted 
from the original ‘to toil, labour’, as all journeys in 
the Middle Ages were inherently arduous. Going 
even further, via Old French, we come to the 
Vulgar Latin tripalium, ‘instrument of torture’ – 
which is still applicable when flying Ryanair.

Synonyms for traverse present themselves 
as interchangeable cut-ups pairing journey/
pass/go and across/through/over. Negotiate 
is an exception to this rule and is arguably more 
telling in its implication of opposition. Walking for 
fourteen days across the mountainous interior of 
Corsica reveals a traverse to be equally painful 
and pleasurable. A dawn start is rewarded by 
cool air pressing into sleepy skin. The demands 
of an ascent become peripheral as the sun 
spills silently over a peak. A heavy body folds, 

satisfied, into afternoon slumber. To traverse is 
to journey with a certain amount of endurance.

On implementing Sol Lewitt’s instruc-
tions for Wall Drawing #65, draughtsman 
David Schulman recalls ‘signals of discomfort 
became an unconscious time clock determin-
ing when I would stop and step back from the 
drawing. Walking up the ramp to look at the 
drawing from a distance provided momentary 
relief from the physical strain... Keeping my 
body totally active in an almost involuntary 
way – in a sense, totally relaxed my mind. When 
my mind became relaxed, thoughts would flow 
at a smoother and fast pace.’

Returning to the centre, which could navi
gate up, down and around. A traverse could 
advance slowly, possibly sidling, possibly 
cunning, toward its intended destination. And 
like your hold luggage, the completion of a  
journey might not be location-specific. We might  
traverse toward an endpoint that isn’t fixed or, 
if walking is the end in itself, we’ve arrived as 
soon as we set out.

In an increasingly dematerialised and pro-
duction-oriented environment, how might the 
act of traversing inform the possibilities of 
labour? In Wanderlust: A History of Walking 
Rebecca Solnit writes, ‘walking shares with 
making and working that crucial element of 
engagement of the body and the mind with 
the world, of knowing the world through the 
body and the body through the world’.
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DAMNED GREEN
Aldo Caprini 

The Green Book is a literal 
book and rhetorical device 
that was used by Gaddafi to 

rule over Libya during a period bookended by 
two revolutions. In 1969, the Libyan dictator 
took power after a military coup that he led  
as Colonel—deposing the old monarch, King 
Idris I—and he was, in turn, overthrown during  
the Libyan Civil War in 2011. During his dic
tatorship, The Green Book became the basic 
element of Gaddafi’s ideological apparatus,  
even more so than his political programme.

The content of what would become 
The Green Book is an elaboration of a series 
of speeches that Gaddafi gave, starting in the 
port city of Zawiya in 1971, alongside descrip-
tions of his short, abortive effort at popular rule. 

Gaddafi was meaning to replace the incremen-
tal efforts of past governments through reform 
of Libya’s political and economic structures. 
However, in August 1975, a coup attempt was 
made against him. It was then that the dictator 
seized the opportunity to push forward his revo
lutionary agenda. All that was missing was a 
coherent ideological treatise that could serve 
as a guideline for this revolution: within a few 
weeks of the August 1975 coup, extracts from 
The Green Book were first printed in the regime 
newspaper, al-Fajr al-Jadid.

As part of the dominant ideology, the book 
was an attempt to transform Libya and its 
citizens into an active mechanism for creat-
ing a stateless society. The Green Book was 
published originally in two different volumes 

A. C.
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released in 1976, 1977, and combined into one 
volume in 1979. Each volume contained common 
themes: a distrust of the hierarchical, bureau-
cratic structures inherent in modern states, and 
Gaddafi’s abhorrence towards the presence of 
intermediaries who prevented individuals from 
directly managing their own lives. Above all else, 
the Libyan leader himself clearly viewed The 
Green Book as a manifesto for action.

Extracts of the book were broadcast daily on 
television and radio; conferences and seminars 
were constantly held at schools and universities. 
Slogans from the book could be seen everywhere: 
on the exterior walls of public buildings, on bill-
boards in the streets, at the entrance to Tripoli 
Airport. The Green Book became the pillar of 
Gaddafi’s rule: a monument in its image.

One of the key symbols of The Green Book 
was represented by The World Centre for Studies 
and Research of The Green Book in Tripoli (which 
also had branches in Sabha, Sirt, Benghazi, and 
AlBayda). Since its establishment during the 
1980s, the centre published thousands of edi-
tions and studies on The Green Book. They were 
dedicated to researching this ideological sub-
ject through large seminars that they organised 
abroad, and through the publication of articles 
in huge volumes that sometimes reached 800 
pages. By 2011, all of the centres were destroyed 
and in ruins.

The utopian aspirations described in  
The Green Book that were presented as the only 
way to an egalitarian society, remained simple 
theories. In reality this turned into oppression, 
torture and mass murder.

A. C.
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For this reason, in 2011, during Libyan Civil 
War, one of the targets, for those who pursued 
freedom from the regime, was to condemn  
The Green Book and erase the ideas it repre-
sented from the memory of the country.

36 years after its first publication, The 
Green Book once again assumed a prominent 
role inspiring dissidents against the dictator— 
it became a symbol of struggle against the dic-
tatorship. The most recognisable attribute of 
Gaddafi’s regime became a major contributor to 
the fall of the longest serving dictator in African 
postcolonial history.

DAMNED GREEN is a publication that 
sits within a larger research project titled The 
Green Book, The Red Book, and The Blue Book. 

This project is positioned in an area of study 
known as political design, and is intended 
as a think tank for ideas about power and 
leadership, the status quo and subversion, 
representation and reproduction. The key 
inquiry of the research is to establish the 
original network behind the production and 
diffusion of The Green Book.

A key example from the research 
that features in DAMNED GREEN, refers 
to the concept of damnatio memoriae 
—a Latin phrase that translates as ‘con-
demnation of memory’. In Roman times, 
it was a form of dishonour that could be 
passed by the Senate on traitors or other 
people who brought discredit to the Roman A. C.
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State. Damnatio memoriae was widely enacted 
against The Green Book. Across Libya, in the 
wake of the 2011 uprising, monuments, centres, 
and slogans were destroyed.

Within a graphic design context, this 
process of damnatio memoriae reiterates a 
key notion put forward by the design theorist 
Tony Fry that ‘every design either serves or sub-
verts the status quo.’  Throughout DAMNED 
GREEN, there are examples of before and 
after images of The Green Book monuments, 
the World Centre for Studies and Research of 
The Green Book, and of Gaddafi’s own image. 
The research takes a broad design view that 
exists between two moments; before and after 
the capturing of photographic images, and the 
time between the 1969 and 2011 revolutions. 
The idea of damnatio memoriae is used to 
speculate about what occurred in the span of 
time between these events and these images.

The last image of Gaddafi alive, captured 
from footage of his killing in October 2011, has 
been printed onto the transparent cover of 
DAMNED GREEN. Here the image assumes 
the role of a protective, ideological film over the 
contents of the book and, at the same moment, 
depicts the process of damnatio memoriae  
in action. 

A. C.
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ON WAVINESS
Louise Evans 

The following text is an extract 
from a series of essays that deal 
with the tilde (~), its place in shift-

ing conventions of communication and status 
as a mark with many meanings.

Consider this punctuation mark: ~ 
Let’s examine its shape.
What does it suggest?
What is the character  
of this character?

Waviness, or not-straightness, can be 
associated with imprecision. Movement, spe-
cifically wiggliness, is perhaps connotative of  
liveliness – it could be cheeky, slippery or 
evasive. Perhaps it is like the vibrations of 
an earthquake, shifting ground, destabilising 
known values. 

Eric Gill famously wrote that ‘letters are 
things, not pictures of things’. It’s a fact, how-

ever, that they once emerged from pictures  
of things. An experiment might be to take this 
mark ~ (the tilde), which particularly lends itself 
to being considered as an image, and analyse 
what it is telling us.

In ‘The Rhetoric of the Image’, Roland 
Barthes offers a structure for breaking down 
the many ways in which image and text in 
an advertisement convey meaning to us. 
He starts by identifying three types of mes-
sage within the image: the linguistic message  
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(the text), the symbolic message (connotations 
and connections hinted at by the image) and the 
literal message (in which, for instance, an image 

of a tomato literally represents a tomato).
When using Barthes’ framework  

to consider what ~ might signify as an image, 
things are made extra-interesting by the 
fact that the linguistic message (whatever 
punctuational use the ~ has been put to) and 
the symbolic message (whatever its form  
suggests to any individual reader) are tightly 
rolled into one. So it’s inevitable that we must 
consider whether the shape of a mark affects 
the meaning that is read from it: what came 
first, the shape or the meaning?

Adorno sees on the face of a punc-
tuation mark—its ‘physiognomy’—an 
inseparable link to its syntactic function. 

In this case punctuation has personality, and  
therefore sentience, and it has agency to enact 
its own agenda on the characters it is paired 
with. But to see a mark and take some sense or 
meaning from it, it must be recognisable, must 
fit a certain convention; must be discernibly one 
thing and not another. When is a punctuation 
mark not a punctuation mark? What are the 
tolerances—the permissable limits of varia-
tions—within which it can be read as such?

There are places where you’d expect to 
find a punctuation mark, and places where you 
would not. 

L. E.
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Context, scale, dimensionality, exact form: 
if enough of these variables are changed does it 
cease to be a piece of punctuation? A grapheme?

Has it become a sculpture, a pattern, just 
a wiggly line? And what of that exact form?  
A character can go about in the disguise of many 
different glyphs. What makes them all related? 
What makes each a tilde, and not something 
else? Is there a point at which a mark has moved 
so far away from the convention that, despite 
the presence of all possible helpful contextual 
clues, it cannot be recognised? What is it then? 
To function properly, punctuation needs to 
convey the same thing to many. A character 
with multiplicitous shapes might also, inevitably, 
have multiplicitous meanings. 
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~

THE SHADOW  
FOR THE THING

Cate Rickards

The dummy hand grenade 
held in the Stanley Kubrick 
Archive at LCC is a copy of a 
copy. We find its blueprint in 

the hands of a Mormon gun maker. Moulded 
into one piece, it is an imitation of a United 

States training grenade named the MK1A1, 
itself a close replica of the MK2 grenade.  
The original MK2 was a fragmenta-
tion type anti-personnel hand grenade 
designed in 1918 by John Moses Browning.

John Moses Browning’s father 
was one of tens of thousands of  
Mormons who fled from Illinois to the 
dust bowl of Utah to escape persecution  
in 1846. Browning’s father established 
a gunsmith shop in the wild and lawless 
frontier town of Ogden in 1852, where 
his son became an apprentice at six 
years old. The MK2 quickly became  
standard issue in the US. Manufactured in  

massive quantities, it was used during American 
combat in six wars from 1918 to 1969, including 
the Vietnam War. 

Not only can the grenade from the Stanley 
Kubrick Archive be linked to a person, but also 
to a landscape. Writing in 1872, Mark Twain 
recorded his semi-autobiographical experiences 
of the Great Salt Lake in his book Roughing It: 

‘Imagine a vast, waveless ocean 
stricken dead and turned to 
ashes; imagine this solemn 
waste tufted with ash-dusted 
sage-bushes; imagine the 
lifeless silence and solitude that 
belong to such a place
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The sun beats down… there  
is not the faintest breath of 
air stirring; there is not a  
merciful shred of cloud in all  
the brilliant firmament… there  
is not a sound—not a sigh—not 
a whisper—not a buzz, or a whir 
of wings, or distant pipe of bird.’Tw
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*
The idea of the biography of an object can be 
traced to the 1960s, when the concept of chaîne 
opératoire was formed by French archaeologists.  
Initially chaîne opératoire was used as 
a way of chronologically studying the 
stages of tool production. For example, as 
a means of understanding the evolution of 
lithic (stone) tools. This was subsequently 
extended to an analysis of the ‘social life’ of 
an object, which gave weight to its symbolic 
significance and a link to human action and 
behaviours. The meaning of an object may 
be manipulated throughout its life history 
as it is exchanged, adapted physically 
and presented or used in new contexts.  
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By understanding the processes inherent in 
tool production, archaeologists can deter-
mine the development of the technology and 
in doing so understand the ancient culture 
that surrounded it.

Functioning as a loose biography, this 
text is an extension of one of several stories 
drawn from research surrounding a dummy 
hand grenade in the Stanley Kubrick Archive.

Each story relates directly or indirectly 
to the form, display, and very existence of 
this object. In the context of the chaîne 
opératoire, the manufacture, circulation, 
ownership, and presentation of this object 
all affect the way in which it is understood.

Set in the printed form of a monograph, 
these stories function as brief captions  
or as ‘monostitches’—single metrical  
line poems—and give context to a visual photo  

essay. As poems, they are deliberately frag-
mentary, suggesting the contents blown from  
a detonated device.
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SUGAR TRAILS
Kritika Jhunjhunwala

In his book Sugar: The world 
corrupted, from slavery 
to obesity, James Walvin 

wrote ‘as people have known for millennia, 
sweetness is the most basic form of tastiness 
and pleasure itself. The story of sugar, and of 

mankind’s desire for sweetness in food and drink 
is a compelling, though confusing story. It is also 
an historical story’. We can only understand our 
contemporary dietary concern with sugar 
by coming to terms with the relationship 
between society and sweetness over the 
last two centuries. This relationship is too 
often viewed in fragments, which gives the 
sugar network its shrouded personality.  
This project, sugar trails…, aims to be a 
space for connection and contemplation by  
lifting the shroud and promoting the visibility  
of these networks.
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sugar trails… is an enquiry into network 
theory that uses design research to map the 
historical and contemporary paper trail of sugar 
and its network, from 1700 to the present day.  
The research aims to situate the role and influ-
ence of sugar in our present-day lives, in order  K. J.

C. R.



to connect the threads that run between politics, 
capitalism, racism and morality. The outcome 
is an archive-like collection in nine volumes 
(labelled I–IX), which are segregated by narrative 
and defined by strategies that form a network of 
content, connecting events and artefacts from 
history and the present. The archive network is 
the result of a graphic design enquiry into less 
visible patterns that would help to clearly pos
ition the role of sugar in contemporary society.

Each volume is dedicated to a specific 
artefact (or artefacts) from a distinct period in 
the history of sugar. These periods of sugar are 
classified according to their geography: from 
the origin of sugar in the Far East, to it is culti-
vation through the slave trade and propagation 
throughout the British colonies, and finally to the 
New World with Christopher Columbus. Each 
artefact (labelled A–X) is presented and dis-
cussed chronologically, forming connections 
with other significant events and artefacts in 
later volumes. For example, Volume IV looks at 
Pure, White and Deadly: The Problem of Sugar  
by Robert Ludwig, which is a key artefact from 
the 1970s. This book explained the dietary issues 
with sugar in a time when the sugar lobby was 
pushing it into diets and consumable prod-
ucts, and would mislead nutritional science for  
decades to come. As late as 2016, artefacts that 
came to be known as ‘sugar papers’ (featured in 
Volume V) accounted for the chain of events and 
institutions responsible for this manipulation.
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To widen the scope of the network beyond 
the archive, essential discussions and lectures 
are included in each volume alongside historical 
and cultural texts. For example, extracts from 
James Walvin’s Sugar: The world corrupted, 
from slavery to obesity are used to interject 
between volumes and navigate the wider  
contexts of the slave trade and contemporary 
nutrition and obesity. 

In an attempt to analyse its history,  
the reader is inevitably pointed towards the  
geographical journey of sugar from the East to 
the West along a path known as ‘The Triangular 
Trade’. In sugar trails…, this path is represented 
through the running trails of type across each 

volume, repeating and overlaying images and 
other graphic devices used to create wider 
connections between individual volumes and 
artefacts. In particular, the outer and inner edges 
of pages become spaces to build references 
that direct the reader to specific points in the  
network, offering an additional method to nav-
igate sugar trails… through reading. These 
strategies for guiding the reader in the network 
can be thought of as an endeavour of graphic 
design to demystify the shrouded network of 
sugar in modern society in the form of a net-
worked study of networks.

A WORLD OF SWINGING, 
BERTHING AND 
POWERED INDIRECTS

James Fraser

26.10.2017 
Felixstowe, 
Suffolk
It’s 7am and 
the O O C L 

Japan, one of the largest container ships  
in the world today, capable of carrying 
over 20,000 shipping containers, is safely 
moored and unloading her cargo via the huge 
cranes in Berth 9 at the Port of Felixstowe.  J. F.

K. J.
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‘We all missed her actual arrival, it was dark 
anyway’, claims Dean Cable as he greets me, 
offering his hand. Dean is a self-confessed 
‘ship-spotter’, a filmmaker, and a self-taught 
‘outsider expert’ in the field of local shipping and 
the workings of the port.

We are standing on a pier in the shadow of 
the ship, at a spot known as Landguard Point. 
It’s a piece of jutting land that creates a natural 
harbour and it is the key reason why the largest 
container port in Britain is located here. It also 
offers an ideal vantage point to view the flow  
of ships entering and leaving Felixstowe.

It is from here that Dean fastidiously records 
the ships and makes notes, which he publishes 
online along with his films. Here anyone can stop, 
gaze, and marvel at the seemingly ordinary yet 
incredible spectacle that takes place daily.

Dean has featured in one of my own 
short films, and I’m back here to ask him a few  
questions about some of the unusual ‘swinging 
and berthing’ techniques performed by the rela-
tively small, yet powerful, tugboats that pull and 
push the giant ships around.

With the aid of Dean’s hand-crafted model 
of a container ship and my hastily sketched map 
chalked directly onto the small pier, we stand on 
the wind-swept coastline as he patiently explains 
the action taking place behind us. ‘You want to 
ask me about the “powered indirect”?’ he asks. 
This perilous–looking manoeuvre takes place 
to the aft, stern, or ‘back end’ of the ship (to you 
and me). That particular action features in one 
of my films, so I nod and he continues.

‘The tug fast aft of the ship moves out on the 
starboard quarter’—the right hand side—‘at full J. F.
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line load, which is around 95–110 tonnes, and the 
tugs produce a fifteen degree angle when they 
assist the ship with a powered indirect. Most 
of the pilots that take the larger 18,000+teu’—
twenty foot equivalent unit—‘like to have either 
Svitzer Deben or Svitzer Kent’—the tug boats—
‘at the stern to help with the corner. Sometimes 
a second tug would position on the port side 
and push up at a 45 degree angle to help steer 
around the corner.’

I could sort of see what he was describing, 
but this highlights exactly what my research 
is attempting to make clear. I am asking my 
reader/viewer to look beyond this technical data 
and terminology which is centred around the 

movement of containerised cargo, the journey 
of the commodity. To the average person this 
is seemingly dull, unfathomable jargon and not 
worthy of attention.

There is, undoubtedly, a disconnect as to 
where all this ‘stuff’ actually comes from, how 
this superabundance flows and crucially how 
important it is to our culture. My project focuses 
on this unusual choreography that is taking place 
in front of me at Felixstowe, and the epic cine-
matic scale of it. After all, the arrival of more 
than 20,000 shipping containers to facilitate 
the nation’s craving for mass consumption is 
certainly worthy of attention. 

J. F.
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THE AGGREGATE 
OF ARTEFACTS

Suzanne Green 

In the beginning I did not know 
why I collected junk mail and 
other disregarded printed 
matter. On reflection I was 

sympathetic of, and attracted to, its lowly and 
humble status, and to how little attention and 
respect its aesthetic and functional qualities 
received. In Species of Spaces and other Pieces, 

Georges Perec systematically deals with the 
documentation of accumulation, applying 
constraints to his process as a means of trig-
gering ideas and inspiration. He asked ‘how 
should we take account of, question, describe 
what happens everyday and recurs everyday’.  
Junk mail and other pieces of ephemeral 
printed matter occupy our space without  
question. This prompted me to consider our 
habitual responses, and how we address 
certain familiar and ubiquitous objects with 
customary, fixed, and established routines.

Graphic design as a tool for intervention 
can be used to question and draw attention to 
the everyday accumulation of printed matter. 
Intervention can be interpreted as interfering 
or subverting, which are themes inherent in the 
theory of defamiliarisation. Therefore, using 
intervention strategies throughout the design 
process provides a foundation for the varied 
methods and propositions that have advanced 
my research. Methods such as isolating, 
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rescaling, stacking, and constructing typologies 
can create a space for critical reflection. 

By using the method of stacking, I have 
created an assemblage of junk mail, revealing 
only the spines in a colour-coded order remin
iscent of a geological stratum. Like the layers 
of rock compressed beneath the surface of S. G.
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the earth, each piece, format and colour con-
tributes to a larger pattern that tells a story 
of us, both as individuals and as a collective. 
The archaeological definition of stratum is 
aptly given as ‘the aggregate of artefacts’, and 

other remains found on a site, which are 
considered material evidence in support of 
a theory concerning the cultures that once 
inhabited an area. Through stacking, this 
once overlooked and ignored ephemeron 
has been given monumental status.  
It creates, a perhaps, unsettling moment  
of confusion as the viewer tries to establish 
its content. This image not only suggests 
layers of material, naturally or artificially 
formed, but evokes the levels of class to 

which people are assigned according to their 
social status, education, or income: members 
of other ‘social strata’.

This sculpture is the result of more than two 
years of conscientiously collecting junk mail; 
a kind of archaeological dig into the present 
that has evolved into an assemblage through 
the process of stacking, building, and layering. 
Framing the material in the most appropriate 
way, the camera has an important part to play 
in the defamiliarisation of junk mail. The angle 
invites the viewer to look upwards as if provid-
ing a visual record, like a geologic timescale, 
thereby chronologically describing the timing 
and relationships of events that have occurred 
since I started collecting the junk mail.

A
g

g
re

g
a

te
 o

f A
rte

fa
c

ts
. C

o
llin

s E
n

g
lish

 
D

ic
tio

n
a

ry—
C

o
m

p
le

te
 &

 U
n

a
b

rid
g

e
d

 10
th

 
E

d
itio

n
. H

a
rp

e
rC

o
llin

s P
u

b
lis

h
e

rs

The process of collecting is a time-based, 
linear procedure. Compiling and assembling 
my collection of junk mail, and considering the 
logic and treatment of the material, gives order 
to my design process, and my ideas about time.

THE APPEARANCE 
AND DISAPPEARANCE 
OF WOMEN IN WESTERN 
ADVERTISING PUBLISHED 
IN SAUDI ARABIA

Fatma Al Mansoury

The focus of The 
Appearance and 
D isappearance 
of Women is on 
u n d e r s t a n d i n g 
the ways Western 
brands advertise 

in Saudi Arabia. In particular, the research con-
siders how the role of women is compromised 
during the process of cultural conversion – when 
a medium is translated from one culture to 
another – specifically through post-production 
of photographic imagery. The research is con-
cerned with feminism and social change in the 
Middle East, and discusses the cross-cultural 
dialogue between Western and Eastern cultures. 
The project is targeted at art directors, editors, 
photographers and strategists who shape the 
future image of the Saudi woman in advertising.

Women can be represented in advertising 
in Saudi Arabia, but sexuality is a taboo subject. 
For many Western advertisers, there is a mis-
conception of Saudi ideologies, and not enough F. M.

S. G.
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resources are invested by these advertisers 
to explore Saudi culture. They want to avoid 
making a political stand that may or may not 
anger the audience they are creating adverts 
for, so censorship is the quick and cheap route 
to take. Elimination through post-production 
manipulation is one of the most common strat-
egies of censorship I have discovered during this 
research. Women’s faces or bodies are often 
blurred, pixelated or even completely eliminated. 
During primary research, I explored further 
methods of removal using strategies such as 
comparison, repetition, sequence, transparency 
and cut-out. By adopting these strategies in 
research experiments, The Appearance and 
Disappearance of Women aims to inform, as 
well as critique, the international corporations 
that consider themselves socially responsible, 

while also bending their brand values when put 
in a challenging position.

One particular research experiment I con-
ducted was to contrast the Swedish and Saudi 
version of the IKEA catalogue from 2012. This 
particular iteration touches on the merging of 
two cultures and the manipulation of images 
that happens in the process. From a personal 
perspective, it also explores my own Swedish 
and Saudi background, and the struggle of bal-
ancing two conflicting cultures. Interestingly, 
the Arabic version of IKEA uses the feminine 
form of particular words in its language to target 
women directly, because they are seen as home 
keepers. This is an important point to make in 
this study, as the act of removing the mother 
from the published family image is contradictory 
since women are targeted but not visualised. F. M.
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My research started as a four-frame com-
parison and finally became an appropriation 
of the physical form of the IKEA catalogue.  
By creating a 100-page sequence, the appli-
cation of transparency was used to show  
a woman disappearing as you flip through the 
catalogue. This flipbook was user tested: some 
readers understood the critical intention but 
others asked if I had airbrushed the women 
out. This meant that I had to include far more 
context to facilitate a more refined and devel-
oped discussion of censorship in the world of 
advertising. This is a result of our biased and 
pervasive assumptions about postproduction 
methods, and Western misconceptions about 
the representation of women in Saudi Arabia.

READING BOOKS 
AS NET WORKS

Alessia Muscas

Post-digital, being in an 
advanced state of the 
digital, is a condition that 
implies a more conscious 

understanding and use of technologies, the 
effects of which are becoming more and more 
determinant on society. The way we inform 
and entertain ourselves is changing. In the case  
of the book, factors such as the massive growth 
of daily data consumption, as well as the cap-
tivating multimedial and social features of our 
increasingly virtual lives, have lead us to question 
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whether the book is still a suitable format  
to convey information.

My research demonstrates that when it 
results from a critical and thoughtful process of 
conception and production, the book is still the 
most effective data carrier. However, its evo
lution, diversity, and flexibility need to be better 
acknowledged in order to fully exploit its potential.  
A key aspect of the current state of publishing is 
that the book is no longer defined by its medium. 
Paper won’t be substituted by the digital, but 
rather they will coexist, sometimes in different 
spheres, sometimes morphing.

Today, the integration of technology into 
books lacks criticality. Instead, they are super-
ficial add-ons, sterile high-tech features that do 
not enhance the narrative or the engagement 
with the reader.

An effective perspective to adopt when 
analysing the current state of books is to focus 
on how we experience them. Through this focus, 
the fluidity of the relationship of books and 
technology is more evident. It’s important to 
acknowledge, however, that this discussion is 
not about format. Arguably the way we read both 
printed and digital books is increasingly similar 
due to the general impact of digital technology. 
For instance, reading a printed book does not 
prevent us from checking our smartphone or 
laptop at the same time.

The influence of technology will increas-
ingly be absorbed into books: reading is now  A. M.

F. M.
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a continuous and transversal process of  
scanning, assessing, sharing, noting, talking, 
adding, watching, writing, reacting, etc. Through 
additional layers of information we acquire from 
platforms like Wikipedia or Google Maps, we 
create an augmented understanding of a story.

We no longer experience the book as an 
individual object detached from its environment, 
but rather as a network in which the ‘traditional’ 
book is the central element of a dispersed 
and complex system. A system that includes 
digital and analogue activities, as well as multi
medial data. It is said that since the start of the  
digital age, people no longer read. However, this 
couldn’t be further from the truth. In reaction  
to the digital environment, reading as an activity 

has become more fragmented, dynamic, 
and faster. The human brain has efficiently 
faced the massive increase of information 
we access everyday and has learned to skim. 
Skimming allows a reader to gloss over texts, 
spotting key-words, and developing con-
nections instead of attempting to digest 
everything word by word.

Furthermore, because this information 
comes in many shapes—written, visual, 
audible, tactile, in motion—we have learnt 
to process varied triggers simultaneously. 
The result, according to Alice Bell, is that 
‘readers may be listeners, viewers, players, 
performers, humans, avatars, characters, 
cowriters, or collectors.’

In terms of the reading experience, it’s 
evident that the digital is changing books.  
This condition challenges the common opinion 
that books are static, not suitable with technol-
ogies and even likely to disappear in the future. 
Indeed, when this new paradigm is critically 
unfolded in the form of the book, the result in 
any format and medium cannot be obsolete.
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ARCHITECTURAL 
PUBLISHING 
IN THE EXPANDED FIELD

Carlos Romo-Melgar

Expanding the Field 
of Architectural 
Publishing (EF—AP)  
proposes a new 
role for speculative 

graphic design in the definition of publishing pro-
cesses. The speculative publications are seen 
as devices that switch the traditional workflow 
of publishing—the one that provides publishing 
responses to existing sets of data or problems—
by positioning the conceptual design stage first, 
and postponing the editorial until the conclusion 
of that initial stage. The alteration in the order of 
procedures brings with it an ontological shift. The 
definition of publishing, in the context of EF—AP, 
is challenged, and the traditional roles become 
much more dispersed than in a traditional pub-
lishing setting. Within this framework, the role of 
speculative publications is to provoke discussion, 
and questions around the meaning and forms 
of architectural publishing. The results of these 
discussions are then distilled into a collection of 
small booklets with homogeneous characteris-
tics. EF—AP proposes a definition of the term 
‘publication’ as always unfinished, and is rather  
a sum of processes than the creation of individ-
ual artefacts. The final object of production can 
be understood as the baton used in a relay race; 
an object that can be continued, as well as being 
augmented or modified by others. C. R.

The methodology employed by EF—AP is 
an attempt to expose areas for collective expan-
sion in the field of architectural publishing. This 
publishing project also makes distinctions about 
how we understand certain roles and ideas that 
relate to publishing: knowledge as a fluid matter;  
the authority as peer; the reader as partic
ipant. The expansions of the field are multiple 
and happen within different rooms, they par-
tially overlap and create dissonance in their 
interpretation.

To date, E F — A P  has started with four  
speculations that have prompted eighteen dif-
ferent booklets containing essays and interviews 
that create conditions for new speculations and 
discussions. Three of the speculations follow 



traditional formats where contents are held:  
a newspaper, a leaflet and an activity book. 
They experiment with different understand-
ings of expansion: agency, critique, readership.  
However, the fourth round of speculations 
proposes an expansion of the formats for archi-
tectural publishing.

Covers is a speculative publication that 
aims to expand the format and production tech-
niques of architectural publishing. It takes the 
form of a collection of scarves that establish an 
analogy between façade tectonics in buildings, 
and the primarily superficial role of scarves worn 
on the human body. On one side, the scarves use 
common verbs that state what the façade does: 
disguise, expose, enclose, assemble, reveal, 
and include. The other side features an abstract 
illustration of the building. This bi-faced narration 
feeds into the intentions of the speculative publi-
cation. Each scarf was designed in collaboration 
with six architectural offices, and a selection 
of façades from contemporary architecture.  
Foremost, this speculation addresses architects 
and encourages them to share their productions 
in a less controlled way, contaminating them with 
the tools of other creative fields. Secondly, the 
speculation is a development of a very aestheti-
cised version of an architectural representation. 
This aims to attract members of the public, who 
do not usually relate to the field of architectural 
publishing, and to create simplified points of 
entry into the disciplinary debate. C. R.
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The four speculations unravel a process  
of discussion and research that frames the 
places where these publications sit. The text that 
follows is an adapted excerpt from an interview 
with Dr Atxu Amann, professor at the Supe-
rior Technical School of Architecture of Madrid 
(ETSAM), where she teaches initial modules, and 
coordinates MA and doctorate programmes in 
architectural communication.

Carlos Romo-Melgar: One of the ideas 
that I’m putting forward in Expanding the Field  
of Architectural Publishing is a greater under-
standing of the concept of post-disciplinarity. 
We’re too caught up in academic frameworks 
that are rigid, outdated and prescriptive. When 
you leave university and enter real life, you begin C. R.

to define your professional profile. It is true that 
architecture necessarily entails a certain set of 
legal requirements, licenses, and technicalities, 
however, after my own personal experience— 
I left architecture for graphic design, and in 
the meantime flirted with other, similar disci-
plines—I’ve realised that it’s all the same thing 
on an intellectual level.

Atxu Amann: Of course! When we were to 
set up our studio, Nico and Andrés (the other 
two members) came back to Madrid after 
doing an MA course in Columbia and military  
service, respectively. They found me working as 
the co-director of the magazine for the Higher 
Council of Architects Associations (CSCAE). 
That was what put food on the table for us at the 
very beginning. Afterwards, we spent some years 
working as graphic designers, putting together 
designs for IFEMA, and ended up designing exhi-
bitions; we never actually decided to become 
graphic designers. Then, I was hired to teach at 
a fashion design university, and the rest of the 
team subsequently joined me. We spent some 
years at different places and, in the meantime,  
I was appointed director of editorial design for 
the Community of Madrid. Finally, we got to 
teach at ETSAM.

Because of all these experiences, I hardly 
ever talk about architecture. I prefer to discuss 
the architectural. I share Morales’ understand-
ing of the architectural: it is a cross-sectional 
condition that arises from applying a strategic 
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order to something. Results depend on which 
tools and materials you might decide to use in 
that process. Maybe that’s a very old-fashioned 
way of viewing architecture, but in my opinion 
there’s no difference between designing a door-
knob, a sink, or a building. For me, the important 
thing is the projective intelligence that we learn 
in architecture education. That skill allows us 
to foresee an alternative present. It shows us 
how to unfold complex processes, which require 
a certain level of technical skill, and material 
knowledge. It doesn’t matter whether you’re 
putting together a publication or a building; it’s 
all the same.

CR: So do you think that architecture pro-
fessionals run the risk of being left behind if they 
don’t bring themselves up to date and accept  
a hybrid reality?

AA: Whether we want it to or not, change 
is going to happen because there are a huge 
number of architects. If we assume that 30% 
of future architects are going to be trained to 
construct a building, the other 70% will have 
to train themselves for any one of the differ-
ent jobs that they will have during their lives. 
The only thing that university can teach you is 
how to adapt, and how to learn on your own, the  
projective intelligence, which at its core is basi-
cally a way of managing information: knowing 
how to conduct a specific complexity.

CR: Following this prognosis, it can be dis-
heartening to weigh up the real return on all that C. R.

invested time in our education. It is true that 
with the changes that have been made to the 
training programme in Spain, we are taking the 
discipline forwards. However, I think in my time, 
architecture was taught a bit more generically.

AA: Well, architecture is a generic discipline.
CR: Do you think so?
AA: Yes. Society isn’t asking us to be 

experts in one specific thing when they say that 
we need a specific training programme for work-
ing with heritage buildings. I always think that it 
needs to be something additional, rather than 
something that replaces the basic training. When 
you finish your generic degree—when you’ve got 
your projective intelligence—you know how to 
read the real world. If, after that, you decide that 
you want to design pencil sharpeners, then great. 
You will need to understand the materiality of 
pencil sharpeners, how they are made, etc. You 
don’t need to be an expert but to work with others 
who are not architects, that is the difference. 
The key is to find out how to link our knowledge 
with that of other disciplines, and to learn how 
they intertwine. I’m not suggesting that we break 
the architectural foundations of our training, but 
that we expand them, and contaminate them.

CR: I’m interested in this idea of the archi-
tectural approach as a system of mediation, 
rather than as a medium or a subject matter.

AA: It’s got a lot to do with the distinction 
that exists between politics and the political, 
and between architecture and the architectural. 
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Politics refers to the laws that 
govern our bodies. Architecture 
is a discipline. The architec-
tural, just like the political, 
refers to agency, the possibility  
of certain things happening to 
those bodies.

CR: To further explore this 
idea of agency—of the polit
ical—part of the MA Graphic 
Media Design project that 
we’re doing this interview for 
questions the idea of ‘the aca-
demic’. Not just the concept 
of the university as the seat 
of everything academic, but 

also academia as a system. I think that it’s got 
some largely evolutionary methods: legitima-
tion, referencing, creation of evidence… They’re 
more evolutionary than disruptive. I always think 
that the contemporary, the cutting-edge can 
be found in disruption, in the need to break the 
prejudices and the preconceptions that limit 
us. This is one of the reasons why I put forward 
speculation as a valid methodology, beyond  
‘scientific’ experimentation.

AA: I’m 100% with you on this. Out of the 
seven subjects that I teach, I would always 
choose ‘Speculations Workshop’ as my favour-
ite. It’s a module in which there’s no criticism 
and no grades; we don’t even have the roles 
of professors and students. We achieve the C. R.

module objectives by means of 
action: by destroying a social 
imaginary, by learning how 
to teach/learn possibilities, 
and by developing strategies. 
All this, without any subject 
matter or a curriculum at all. 
We’re living in a time in which 
you can download any and all 
information from the Internet. 
Teaching has turned into time 
management. I don’t think that 
it would make much sense right 
now to ponder the future of 
academia, because academia 
is living on borrowed time. 
Academia is no longer able to offer actual 
subject matter. Me, you, your son or mine, the 
dog – we can download all subject matter from 
the Internet. The only thing that we can try to 
teach is a capacity for independent learning, 
for intersectionality, for hybridisation, for inter-
pretation, for translation, for postproduction,  
for management. I don’t think contents are rel-
evant anymore.

CR: And then, we can’t find a job.
AA: Of course! The thing is, learning hap-

pens in other places. At some point, the concept 
of ‘university’ is going to atomise, expand, 
and increase. Just like what’s happened with 
the concepts of ‘house’ or ‘city’, the concept 
of ‘university’ is going to shake off all its old 



105

associations. We’re not going to stop learning 
– that would be impossible for us. We’re designed 
to learn. Obviously, this worry is more relevant 
to you because you’re young. From a critical 
position, you’ve got a vested interest in knowing 
what the new learning environments are going 
to be. My advice to you would be that instead 
of worrying about the unknown, you begin the 
change yourself. That’s why I agree with your 
idea about the role of speculations. I used to go 
to thousands of meetings about educational 
innovation. I actually founded the group for edu-
cational innovation. And what did all that get 
me? Nothing. On the other hand, when I cre-
ated the speculation workshop, I realised that 
the participants were learning things that went 
above and beyond the standard framework.  
I believe that it’s your task to create this space, 
and this time for learning, which dismantles the 
existing model.

L. R.

C. R.

IF FIDELIT Y
Laurène Ruimy

Today, every book is just a click 
away. We download classics 
from Shakespeare, Molière, and 

Homer in seconds. This is why now more than 
ever, we need to question the legitimacy of what 
we read. The aim of this project, If fidelity, is to 
make the reader pause and consider the evolu-
tion of a given text, to question its authorship, 

and to highlight the contributions brought to it by 
translators, editors, and ultimately the readers.

In his essay ‘Las Versiones Homéricas’, 
Jorge Luis Borges questions the many different 
versions of Homer’s texts: ‘Which of these many 
translations is faithful? the reader might ask.  
I repeat: none or all of them.’ The translator is 
like an author and every author writes with 
intention, thus making each written piece sub-
jective. The reader contributes to the evolution 
of a text and adds a particular subjectivity to 
the version that they are reading at that time.

If fidelity presents a first edition of  
‘Las Versiones Homéricas’ in English next to 

Borges’ original in Spanish. Furthermore, 
the first edition English text is compared to 
an edited version in English—as a way to 
contextualise commentary from Borges on 
the nature of each translation—and other 
material that relates to each version of the 
text: publisher details, covers, translator 
details, dates.

To demonstrate this, If fidelity has been 
divided in two branches. The first looks at 
the evolutionary metamorphosis of edited and 
translated texts through layering—specifically 
folding—of material; a research-through-
making strategy to progressively prototype 
an outcome. The second is a distillation and 
evaluation of the translator’s editorial choices 

by making
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By naming white, the 
action of giving it a desig-
nation has ‘cropped’ it. 

This project, Whiter White, uses stills taken 
from short films as a way of questioning the 
concept of a naming system for white; with the 
intention of revealing the variability and fragility  
of this system.

Naming white is a limitation, but it can  
also be subverted and used to our advantage  
in this project where the naming—or the 
‘cropping’—of white is used as conceptual 
and literal action.

In On Photography, Susan Sontag conveys 
 an idea about the  photograph as ‘not an 
image, an interpretation of the real; it is also 
a trace, something directly stenciled off the 
real’. Seen as a photograph, a still preserves 
short moments that are otherwise impossible 
to remember from a film, and because of this 
isolation, they will not be connected with any 
other background or emotion.

A still might be cropped to focus a viewer’s 
attention, to tell a story or to remove unneces-
sary or misleading information. Harold Evans 
suggests in his book Pictures on a Page that 

‘while there is perhaps a province in which the 
photograph can tell us nothing more than what 
we see with our own eyes, there is another in 
which it proves to us how little our eyes often 
permit us to use’. 

 connections and comparisons between 
the different translations. It is through these 
two branches that the project conveys, as 
Borges put it in ‘Las Versiones Homéricas’, 
‘our superstition that translations are infe-
rior—reinforced by the age-old Italian adage  
traduttore traditore—is the result of our naïveté: 
all great works that we turn to time and again 
seem unalterable and definitive.’

By experimenting with the notion of evolu-
tion, the focus of this project is to form physical 
and typographical layers that form a strategy 
to compare translations and a reading order to 
approach the different versions. Parity between 
translations can be achieved by putting them 
side-by-side. By treating them graphically in the 
same way, we can begin to compare them more 
objectively. The contextual material—Borges’ 
commentary, book covers, translator details—
can be observed through the use of different 
methods. Folding and playing with the opacity 
of the page, gives many possibilities for the 
compositions. A single fold can be used to layer 
information and keep a certain manoeuvrability 
to the book, while French folding can allow up to 
five layers of content. Inside the folds, the reader 
can ‘discover’ new information regarding the 
translation that appears on the outside. Z. D.

L. R.
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By using these stills, these ‘crops’ of white, 
and by repeating them, different readings can be 
made of the same material. Repetition empha-
sises the fragility of white and the ease with 
which ideas of white can be manipulated.

UGLICALIT Y, 
NEW AESTHETIC 
IN THE AGE OF NIHILISM

Héloïse d’Almeida

Currently the world 
is facing a storm 
of anti-globalis
ation, populism and 
anti-cultural political 

movements. In such a time, graphic designers 
need to rethink the way they talk about them-
selves within a wider societal scope, especially 
as difficult and ugly aesthetics are one of  
the tools used most when communicating with 
one another.

Difficult and ugly aesthetics have been 
inherited by a post-modern tradition of creatives 
who want to subvert the ontological barriers of a 
profession that is obliged to please the masses. 
However, in the current epoch, the notion of ugly H. A.

Z. D. aesthetics is also being challenged more than 
ever before. The mixing of cultural and social 
backgrounds is pushing back again 
and again the boundaries of bad 
taste, and now a new tendency to 
mix ugly, kitsch, vulgar visuals with 
erudite, sophisticated and elitist 
ideas has emerged in the sphere of 
design. This trend can be referred 
to as ‘Uglicality’.

The term is born from a com-
bination of ‘ugly’—a value system 
based on perceptive factors—and 
‘criticality’—the expression of a dis-
agreement with any given system, 
institution or thought. Uglicality 
thus designates works and practices that articu-
late the use of ugliness to convey, critical thought 
by creating a rift in meaning, or adding a new 
layer of sense.

Uglicality is a term invented for this 
research on contemporary aesthetics in critical/ 
speculative design practices. It can be read 
alongside such terms as ‘criticool’ or ‘pretty ugly’.  
Where ‘criticool’ denounced con-
temporary aesthetics as vague and 
vain, and ‘pretty ugly’ negated the 
ontologically destructive power of 
ugliness by taming it into a pleas-
ing, trendy commodity, Uglicality 
claims both those visual qualities as 
the visual signifiers of a critical voice.
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Uglicality is an expression of disagree-
ment against established institutions, instances 
of abuse of power and social injustices. In a  
historical sense we can trace the first use of 
ugly aesthetics as a subversive force back to 
the work of early 20th century avant-garde art 
movements, and the period during which they 
rebelled against governmental and cultural 
co-opted ways of thinking.

Uglicality manifests itself in the presence 
of critical or speculative works. The visual part 
of the production is layered in a complex and 
saturated composition: multiplication of recur-
rent patterns, typographic symbols, as well as 
tasteless colour combinations give an impres-
sion of chaos—a lack of hierarchy.

A distinction can be made as to the species 
of Uglicality one can face.  The first is called 
Accidental Ugliness Aesthetics. 

[Fig.1–2] 
This initial 

species emerges from amateur work, a lack 
of skill or knowledge of conventions, or even 
a failed production. It is often embodied by a 
poor use of default settings, a lack of harmony 
in colour palettes, a poor hierarchization of the 
information, etc.

The second species of Uglicality is Inten-
tional Ugliness Aesthetics. This secondary type 
can also be referred to as grotesque works.

 [Fig. 3–4] 

Projects that fall under this categorisation 
cultivate a strange, unconventional, provoca-
tive style by which they deliver their content. 
Intentional Ugliness Aesthetics is embodied by Z. W.

H. A. layered and overlaid works that mix figuration 
and abstraction, high-end 3D resolution renders, 
and pixelated textures. Almost schizophrenic, 
the aesthetic of the second species of Uglicality 
is made up of contradictions and is balanced 
between extremes. 

Any categorisation of Uglicality manifests 
itself in visuals that we cannot break down into 
digestible units. At the crossroads of maximal-
ism and bad execution, ugly aesthetics offers 
a wide range of visual productions throughout 
various media and disciplines. Visually, Uglicality 
explores the fascination of looking at something 
that the mind does not comprehend. 

POSSESSION.NET WORK
Zack Wellin

When we log on to a 
website, we put on a 
glass mask. We are 

reconstituted as the user, an aggregate profile of 
all the data we share and receive across a net-
work. A tactile flesh and an organic web of neural 
pathways imprint onto the metallic megastruc-
ture of implacable ones and zeros. Electrons 
slide across beams of copper, encoding likes and 
dislikes, interests, and behaviour patterns as the 
end product of a thousand yes/no answers cali
brated mathematically into measurable types. 
And then these data ghosts, the synthetic out-
lines of who we are, are exchanged across the 
application layer of a thousand humming servers 
in refrigerated warehouses and prepared for 
retransmission as targeted content provision.
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YOU ARE 62% FEMALE
YOU ARE 68% INTERESTED IN SPORTS
YOU ARE 45% POPULAR
YOU ARE 48% KIND
YOU ARE 36% HEALTHY

When we are reconfigured as the ‘user’, the act 
of imprinting redefines us. The inherent dictates 
of the software platform delineate our range of 
possible behaviours as predetermined actions 
and reactions—reply/retweet/like—but also 
reconstruct our motivations. What do we want? 
Likes? Retweets? Reblogs? The architecture of 
the platform insists on specific motivations that 
propel our networked social existence.

An automated HTTP POST request with  
a JSON payload arrives on Apple’s  ser
vers via the push notification API, which is 
delivered to your router via undersea transat-
lantic cables. The request is then translated 
into a short sequence of radio waves that  
is picked up by an iPhone’s internal Wi-Fi 
radio antenna. A popup appears on the 
screen. ‘XXX has liked your status.’ Your eyes 
focus on the screen and exocytosis begins.  
Millions of synaptic vesicles release dopa-
mine molecules into minute synaptic clefts.  
The neurotransmitter immediately binds  
to cell surface receptors, generating a warm 
sense of pleasure and wellbeing. Approval, the 
basic stimulus of interpersonal interaction, 
distilled into a single click of a button.w S
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We construct our network masks piece-
meal—post by post—accumulating a range 
of interpolated datasets. The social architecture 
of the platform emerges from its technological 
architecture and from here our newly reconsti-
tuted selves emerge; a face in a mask.

Now we project ourselves onto the network 
as data masks, but long before the advent of 
digital technology we projected onto imagined 
demons. Stating our moral ambivalences in the 
terms of ‘possession’ and blaming our coun-
ter-social impulses on beings beyond ourselves.

BELPHEGOR
KABANDHA
AD-DAJJAL
STHENO
AGALIAREPT
BEELZEBUB
MOLOCH
ASB’EL
ÖRDÖG
CHORONZON

Projecting onto beings of our own imagination 
gave us some degree of control over our exter-
nalised selves. Now, projecting onto networks 
controlled by others, we have relinquished this 
control. Who we are has always, to an extent, 
been determined by where we find ourselves.
Who are we now is being increasingly determined 
by the networks we use. 

Z. W.
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For a stretch of time in the late 1990s I knew 
that my most treasured possession was offi-
cially worth one Dutch guilder. A quick online 
calculation tells me that this would have been 
equivalent to 0.45 euros – except the euro was 
only an abstract idea and not in physical circula-
tion until 2002 when it replaced the guilder along 
with 21 other currencies. Today, the phantom 
value of one guilder has apparently increased 
to 0.65 euros.

The economy of influence is an entirely dif-
ferent matter. In the autumn of 1997 I’d made a 
modest pilgrimage to Arnhem in the Netherlands 
to visit the then relatively uncelebrated graphic 
designer Karel Martens, whose work I’d admired 
since the design historian Robin Kinross had 
introduced me to it perhaps a year beforehand. 
Karel’s work was something of a revelation for 
me: serious and principled, yet also somehow 

free and easy. It continued the formal tenden-
cies of continental modernism—form following 
function, unfussy and neutral, a distinct sense 
of ‘truth to materials’—but also captured the joy 
of simply making stuff. Counter to modernist 
design’s reputation for being cold and clinical, 
this was unusually warm work. It was also what 
Robin once called ‘answerable’, which is a word 
that’s also since taken on a talismanic aspect for 
me. What he means is that the work speaks for 
itself, straightforwardly, and without pretension. 
It doesn’t require the designer or an advocate to 
point out what’s smart about it.

Karel and I spent the day rifling and talking 
through bits and pieces of his work in a disused 
radio station that he was soon to collaborate 
on turning into the Werkaplaats Typografie,  
a staunchly independent design school now 
in its nineteenth year. He had just finished the 
design of a series of standard phonecards for 
the Dutch national telecom company PTT, an 
institution with a long but soon to be wiped-out 
tradition of working with vanguard designers. A 
key aspect of Karel’s work is how his free play 
with printing at home bleeds into his commercial 
work in the studio. He would—and I expect still 
does—typically make prints from small bits of 
plastic and metal (strips of Meccano, washers, 
and hinges) and other found objects, overlapping 
found shapes and colours to form unusually 
intense and magnetic compounds of colour that 
he calls ‘druksels’.

OBJECT LESSON
Stuart Bertolotti-Bailey
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The phonecards are a perfect example of 
this carrying-over from after-hours hobbyism to 
the professional day job, or equally from fine to 
applied art depending on how you want to read 
the influence. The real point being, of course, that 
there’s no distinction. The chip side of each card 
carries the value in denominations of 1, 5, 10, 25, 
50, 2.5, and 7.5 guilders set in in bold condensed 
Futura along with some smallprint instructions, 
a couple of logos, and a slender red arrow. Flip 
it over and you’ll find a field of overprinted num-
bers, their quantity and size proportionate to the 
card’s initial value so the more expensive ones 
have more numbers – which makes sense as the 
user can afford to make more calls. The gridded 
arrangement and overprinted colours are dupli-
cate the form of many of Karel’s druksels, such 
as the one that wraps around the cover of his 
1996 monograph Printed Matter. What’s new is 
that the free patterning is now tethered to fixed 
meaning. Moreover, the set of numbers on each 
card are not randomly chosen but determined 
by a letter-number code based on the words of 
the Dutch national anthem.

As I was about to leave Arnhem, Karel 
handed me one of the cards – with a difference. 
When the series was released he’d bought a 
stack of the cheapest ones in order to stamp 
on his address and hand out to friends and 
acquaintances. This overachieving calling  
card then doubles as a carrier of the caller’s work, 
not to mention a minor gift of communication – 

perhaps worth a five minute chat at local rates 
back then.

Cut to two decades later. Another cheap, 
quotidian object turned into another mini-gift by 
another pink rubberstamp with a new address 
that again manages to be tongue-in-cheek while 
actually practical. Karel might not have designed 
the substrate this time, but it’s a compact sum-
mary of his graphic toolbox: the straightforward 
contrast of that red and blue print, that big and 
small type, that squared-off translucent paper 
and rounded opaque plaster, and especially 
that vertical strip with the holes, are all quintes
sential Martens. Different time, same sensibility:  
a wallet-size memento that could prove useful 
in an emergency. 
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During a self appointed residency at the PC 
Corner Internet Café in London I began to imagine 
the high-street Internet café as a publishing 
space. Each hour spent there I gathered material 
generated from the stream of people coming 
through the door to use the shared computers, 
to have conversations with the owner and to print 
out their documents. I used the public computers 
with access to online digital printing platforms, 
sound editing, and open source software to edit 
and publish a series of responses generated 
from the site.

‘What we are talking about today?
We’re talking about how skills, age, location and 
wealth play a role in how people use and access the 
Internet and what can be done to enable people  
to feel confident in the digital era.

It’s something I do not do.  
It’s not safe.
I don’t trust it.
Do you shop online?
No
No. You’ve just got to be 
aware of what you are doing 
and a lot of people don’t 
know what they are doing.
Exactly, that’s me.
I’m a bit wary of it.
I’m afraid, I’m not sure.

I listened to a play on the radio, it was like  
a short story about what happens when  
the Internet goes down.
First, the ATM machine doesn’t work.
Then all of a sudden the mobile phone  
doesn’t work.
Then it all just shuts down, and then there  
are riots.
It spirals downwards into absolute chaos and 
the world becomes a very, very unsafe place.
If you think about it, if the Internet suddenly 
stopped like that!
And we are so dependent on it.
What would happen?
But the thing is, times are changing.

PUBLISHING SPACES
Eleanor Vonne Brown
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And you have to move with time.
If some people doesn’t want to move with 
time, then they get left behind.
People like me, who don’t understand this, 
don’t understand that.
I’m looking for you to teach me something  
you know.’ 
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HARD LINE
Jack Self

In Plato’s Seventh Letter, he acknowledges the 
fundamental limitation of words to truly capture 
the essence of what we experience around us. 
To understand being, he says, we need to move 
beyond the names, definitions and depictions 
used to describe things. We can only grasp the 
essence of the thing itself by ‘rubbing together’ 
words and images. Plato believed that mea-
ning stemmed from the specific but did not end 
there. Rather, meaning was found in the round, 
in the spaces between words and the silen-
ces in between speech. Meaning is not a fact;  
it is a mood.

This inexpressible sense of being in the 
world is almost always destroyed by narrative 

structures, whose linearity presents our exist-
ence as a fait accompli. Stories reduce life to a 
series of unavoidable events leading inevitably 
to a prescribed and predictable conclusion. Yet 
our daily experience of reality is anything but 
singular or logical. It is primarily one driven by 
overlapping temporalities—we experience the 
suffering and surprise of a million meaningless 
micro flashbacks, or deep daydreams of distant 
futures, or perhaps only our plans and provisions 
for this afternoon.

A critical reader is a typology of book that 
captures something of this erratic rubbing 
together of times and spaces. This is because 
it is not a monolithic text, but a cacophony of 
simultaneous texts. They are not presented 
chronologically or with a sense of progression. 
They lack a sequence, except for their own 
internal relationships—and these are limitless 
in their permutations, consequences and pos-
sibilities. Like dividing a line in half forever, and 
each time getting closer to the indefinable point, 
the non-sequential reader is a trick that turns the 
finitude of pages into an infinitely recursive loop 
of meaning. However, if we zoom out a little, and 
reconsider the book as a bounded entity with 
life and agency of its own, what emerges is the 
shape of a collective enquiry. We may consider 
each page as an artefact capable of conveying 
ideas. But we read the whole book as an object 
that carries meaning and mood. 
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MA Graphic Media Design welcomes curious, 
thoughtful and critical participants.

Rooted in the logic of  critical thinking 
through critical making, MA Graphic Media 
Design participants deal with timely challenges 
(course and self-initiated) through a broad range 
of processes and media. Employing established 
and emergent methods and technologies, we 
work towards producing new and unlikely per-
spectives on and for the world.

Participants on the course are situated 
within a progressive site of award-winning 
pedagogic development, critical subject debate 
and engaged design practices. An integrated 
approach to theory and practice threads through 
the course delivered by an accomplished course 
team of awarded design practitioners, published 
researchers and experienced educators. Lead-
ing critical thinkers, design practitioners, critics 
and writers are frequent guests and correspond-
ents to the course.

Though challenging, our approach offers  
a distinct opportunity to develop a cogent body 
of work that is relative and progressive. Our grad-
uates enter into complex contexts with curiosity 
and confidence, informed with in-depth subject 
knowledge, advanced design skills and crucially, 
a resilient attitude for these unstable times.

Paul Bailey
Course Leader
MA Graphic Media Design
London College of Communication 
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A Line Which Forms a Volume… or a periodical, 
or a journal, or a document, or a magazine, or 
a publication. Any would serve as a suitable 
description, but ‘volume’ tells us something else. 
The sequence of material in ALWFAV operates 
like a tape reel – a loop – albeit one which is sub-
ject to splicing and feedback. It is variably quiet 
and loud, amplified not only through the arrange-
ment of its pages but also through an evening 
of talks and an active reading list which echoes 
through this issue and which will expand along-
side future editions. The assembly of people and 
supporters involved in creating this volume are 
itemised in the colophon – a seemingly transpar-
ent declaration of responsibilities and actions, 
usually located, modestly, at the very end of a 
publication. Yet the colophon also conceals – it 
doesn’t tell us how these roles were assigned 
and performed, nor about the bargaining, deci-
sion-making, setbacks, tensions, highs and lows 
which colour the day to day experiences of an 
editorial unit. Inevitably, in such tightly-formed 
relationships, there is a collapsing and sharing of 
roles, a reality which counteracts the necessary 
orderliness of a credits list; a feedback channel in 
which the continuity of production is responsive 
and elastic. 

Wayne Daly
Claire Lyon

A Line Which Forms a Volume
ISSN 2515-9801

This publication is presented in parallel with  
a symposium held at London College of Com-
munication on 6 of December 2017. Part of LCC 
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will continue to grow in LCC Library and online.
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