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PERSONALITY AND 
PERSONAL EFFECTS– 

by CAMERON STEVENS

 
 
 
 
 
ABSTRACT:

This exegesis documents the concepts, methods and 
findings that have emerged in light of a fourteen week 
practice based research project which coincided with the 
development a print based artefact. 
 
This print based artefact explores themes including 
personal effects, collections and narratives, as well as how 
visual communication and publication design can support 
the communication of established and emergent insights 
within these categories.

EXPERIMENTATIONS IN 
VISUAL COMMUNICATION 
AND PUBLICATION DESIGN. 
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PERSONALITY AND 
PERSONAL EFFECTS–
EXPERIMENTATIONS IN 
VISUAL COMMUNICATION 
AND PUBLICATION DESIGN

Approaching this practice based research project was a 
challenging task, namely owing to the fact that this project 
differed greatly from the structured design briefs and the 
well defined parameters that I have navigated in previous 
instances. Perhaps most challenging however was owing to 
the fact that this brief was one that was self authored and 
thus transformed and adapted in response to emergent 
outcomes, problems and solutions. 
 
Earlier proposals were centred upon an existing data set 
of acquired photographic content, however, owing to a 
dependence on largely unfamiliar methodology residing in 
other disciplines (i.e. the Social Sciences and Humanities), 
the proposed outcome would have of been untenable 
in the allocated time-frame of fourteen weeks. Likewise, 
whatever might emerge would have of likely failed to have 
of addressed the practical, and reflective aims of project. 
 
In an attempt to expand my practice and situate my 
activities within the field of Practice-Based Research–
the idea of doing research in the field in contrast to a 
laboratory (Lewin, K)–I had decided to expand the projects 
subject matter in order to engage with a personal collection 
including worldly personal effects, records and books. 
 
Having expanded the parameters of this project by 
diversifying its subject matter, it was decided that these 
assorted and notably disparate objects be compiled into 
a format that serves to explore the virtues and attributes 
of these objects, personality, narratives, as well as the 
practice of visual communication and publication design. 
 
From this redefinition of project goals, the following 
question emerged—How could visual communication and 
publication design assist in the curation of personal effects, 
and collections? Additionally; how could this process lend 
itself to establishing greater insights into these artefacts, as 
well as ones personality? 
 
The following four sections will remark on the practical 
discoveries, and the synthesis of new insights that have 
emerged at various points throughout this project. 
 
As such, this exegesis will endeavour to review the 
methods and processes that have shaped the artefact 
driven component of this project; examine existing 
literature sympathetic to underlying concepts; and finally, 
offer a critical appraisal of the emergent outcomes and 
observations from which future practices and learning can 
be influenced.

 
 
 
 
 
 
 
DISTINGUISHING 
AND DEFINING 
PRACTICE-BASED 
RESEARCH MEANT 
MOVING AWAY FROM 
ASSUMPTIONS AS TO 
WHAT IT MEANS TO 
RESEARCH.

A Personal Reflection
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METHODOLOGY

Practice-Base Research is a relatively new mode of 
investigation, yet despite its accession to the academic 
world over three decades ago, a concrete status in terms of 
its definition and discourse has yet to be reached (Candy, L; 
Edmonds, R; 2018). 
 
Contrasting traditional research which serves to further 
an understanding of often application estranged insights 
through sanctioned research methodology (Blyth, R; 
Stamm, M, 2017), practice-based research alternatively 
endeavours to deliver new knowledge in a way that 
privileges the utility and application of that knowledge.  
 
Simply put; ‘practice-based research is an original 
investigation undertaken in order to gain new knowledge, 
partly by means of practice and the outcomes of that 
practice’ (Candy, L; Edmonds, R; 2018, pp. 63). 
 
Practice-based design research cannot draw upon a 
received and sanctioned set of research ‘methods’: 
the term, while it suggests that some such repertoire 
of methods may be available, is therefore contested: 
practitioners sometimes prefer to talk about individual 
research strategies and specific research tactics (Blyth, R; 
Stamm, M, 2017, pp. 53) 
 
In reflecting on the above reference, no sanctioned 
methodologies have come to inform this processes. 
Alternatively, much of the methodology that governs 
artefact centred research, including this project, does so in 
a largely individualised manner (Blyth, R; Stamm, M, 2017, 
pp. 61), meaning that techniques and applications arise 
symbiotically in response to the parameters of the given 
project.  
 
The artefact informing this exegesis is a series of three 
catalogues called ‘Programmes’; one being centred on a 
found photographic collection; one introduces a diverse 
collection of curated personal effects; while the third 
organises a series of pre-recorded audio objects. Each of 
these publications has developed through the process of 
prototyping which at various points has allowed for timely 
reflection and evaluation of the tools and approaches that 
have come to shape these various iterations. 
 
Crucial in the development of this project, and considered 
a methodology in its own right, has been the employment 
of various digital photo imaging techniques. This has 
drastically influenced and complemented compositional 
and layout decisions, but has additionally influenced the 
contemplation and articulation of smaller details. 
 
In all, this act of making and prototyping has led to insights 
being established on various planes—this being the 
evaluation of subjects both individually, as well as in an 
organised, and curated print publication series. 
 
In summary, the methodological approaches that has 
framed much this project have developed as a direct result 
of, and through the act of making–a methodology in and 
of itself, and fundamental to artefact led, practice based 
research.

 
 
 
PRACTICE-BASED 
RESEARCH IS 
AN ORIGINAL 
INVESTIGATION 
UNDERTAKEN IN 
ORDER TO GAIN 
NEW KNOWLEDGE, 
PARTLY BY MEANS 
OF PRACTICE AND 
THE OUTCOMES OF 
THAT PRACTICE.

(Candy, L; Edmonds, R; 2018, pp. 63). 
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LITERATURE REVIEW: THE 
LOOK, FEEL AND SOUND: 
OPPOSITIONAL OBJECTS 
AND RADICAL CULTURAL 
PRACTICES.

‘Matter is personalised, given a persona and is found to 
possess distinct personality, telling of the life it has had 
and the potential life it might still lead…’ (Splawa-Neyman, 
T; 2015, pp. 1) 
 
The notion that we are what we have (Belk 1988; Bradshaw 
et al. 2013; Binkley, S; Littler, J; 2008) is arguably nothing 
new. In fact, it is a rather time tested premise, and one 
that establishes the basis of Marx’s Historical Materialism 
of the early 19th Century, which dictates that “The mode 
of production of material life conditions the general 
process of social, political and intellectual life. It is not the 
consciousness of men that determines their existence, but 
their social existence that determines their consciousness.” 
 
Material realities continue to preside over increasingly 
ominous unknowns—a subtle but fitting summary for 21st 
Century political life—so much so, material culture is often 
framed in a largely unfavourable regard, as ruminated 
by Cameron Tonkinwise (2003, pp. 99), whom rightly 
prophesies that our cultural obsession with ‘an unending 
stream of products...’ is leading to ‘a cataclysmic deluge 
leading to an irreparable breakdown’. 
 
It is perhaps and single handedly this unending stream of 
products referred to as—‘the linear flow from raw materials 
to junk of near zero-life products’ (Stahels, W; 1994)—the 
universal mandate of neoliberal market systems for which 
perpetual economic expansionism finds the activity of this 
consumptive redundancy a vital necessity (Bloom, P; Islam, 
S; Fry, T; Boehnert, J). 
 
This consumptive redundancy, should not however detract 
from what could be loosely termed ‘good design’ of 
which in the context of this project, could refer to objects 
whose forms, materials, historical or technical precedence 
continue to remain pervasive, influential or at least, 
subjects of interest in the 21st Century. However, what 
might good design be beyond this explicit metric?—and 
now in the 21st Century? 
 
So often, good design is defined through the sphere of 
economics, fluctuating fads, and Adam Smith’s ‘Invisible 
Hand’. Evidently, there is great talk of what constitutes 
‘good design’ yet, despite all the creativity, knowledge 
and emergent skills at our disposal, designers continue 
to contribute to developments that exacerbate ecological 
harm (Boehnert, J; 2018, P. 38). 
 
As previously outlined, designed objects of present 
economic systems are far from being a response to 
legitimate human need. In contrast, it favours the 
acquisition of hastily produced consumer disposables, the 
exploitation of labour and resources; evidently, far from 
good design. Many of us lament the ethical dimension 
of design and consumption, but barriers are either 
exceedingly complex or its a matter of ‘out of sight-out of 
mind’.

‘THERE IS NO ALTERNATIVE’

Margaret  
Thatcher, 1980s

 
 
 
But could good design be reduced to something that is 
oppositional? Oppositional to ‘near zero-life products’? 
(Stahels, W); Oppositional to ‘an irreparable breakdown’? 
(Tonkinwise, C) oppositional perhaps to the contemporary 
notion of ‘Good Design’? These slogans could form the 
first chapter of a manifesto, but before that, how could 
significant objects from the 20th Century be positioned as 
being oppositional forces? Additionally, how might these 
oppositional forces be found in radical cultural practices? 
 
The chair is an embodiment of a particular lifestyle, 
while concurrently it is a ‘highly expressive cultural 
object, interweaving technology, the history of style, 
social history, and the history of ideas’ (Cionca, M, et al. 
Referencing, Olesen 2014). A 2015 paper (Cionca, M, et al 
p.p 603) discusses the chair designs of Gió Ponti (Italy) 
and Hans Wegner (Denmark) where the authors identify 
a duality in opposition, firstly citing a ‘disregard for the 
dogmatic functionality of the interwar avant-garde’, but 
simultaneously, an opposition to pre-war bourgeois 
mannerisms; a compromise that introduces a human value 
to modern industrial production as reflected in Wegner’s 
iconic ‘Wishbone’ chair of the 1940s. 
 
This proposition supports the notion that inanimate 
objects and environments are in effect, the embodiment 
and projection of ideology–similarly, thematic opposition 
defines radical cultural practice. A fitting example is the 
practice of transgressive art outfit COUM Transmissions 
and their industrial music act, Throbbing Gristle, whose 
performative and musical careers were laced with 
oppositional or radical tendencies (Kromhout, M, J; 2011), 
namely, what they refer to as their war against modern 
power-through-information strategies, or the control of 
information by those in power (Kromhout, M, J referencing 
Keenan 2005) fought with and against the tools of modern 
warfare: information strategies. 
 
These two examples while fronted as two disparate and 
unrelated phenomenons–the tangible and intangible–they 
effortlessly partake in what could be called an ‘opposition’. 
 
The work of Tony Fry (2007) calls for a redirective practice 
as a means of transcending currently inadequate notions 
of sustainability; while Tonkenwise calls to attention our 
cultural obsession with hoards of domestic disposals, and 
Throbbing Gristle militarise new media in a confrontation 
of ruling ideology. 
 
A lengthy entry in ‘Postmodern Culture’ by Gregory Steirer 
in 2012 provides a more explicit evaluation of the practice 
of Throbbing Gristle within the discourse of radical practice, 
explaining that the group was inspired by, and is arguably, 
an extension of the work of the Situationist International. 
 
The article entitled ‘The Art of Everyday Life and Death: 
Throbbing Gristle and the Aesthetics of Neoliberalism’ 
importantly draws on the topic of neoliberalism, an area of 
political and economic concern that crucially ties together a 
critical evaluation of both tangible and intangible facets of 
modern life.
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PROCESSES CONSIDERED: 
PROJECT PROCESSES, 
PROBLEMS, AND 
PROJECTIONS.

The following sections will outline the crucial processes, 
concepts and decisions that have defined this artefact led 
research project. This includes Photography and Imaging 
processes—how these have developed in response to 
outcomes; How layout and compositional choices have 
relayed and responded to artefacts; and How this process 
has illuminated tacit knowledge–commonalities between 
otherwise disparate objects and ideas.

SECTION 1 MAKING: 
PHOTOGRAPHY

The process of photo-imaging formed a major component 
of this project, as such, it was imperative that efforts in 
this field deliver results of a particularly high standard, as 
to both suggest an appreciation of the subject matter; and 
secondly, to deliver a quality artefact from which to drive 
this exegesis. 
 
A significant component of this project lies in progress 
made during the 2018–2019 holiday period and reflects 
the time, experimentation and investment that was the 
digitalisation of two hundred 35mm Photographic Slides 
that feature in the Found-Photo-Objects catalogues; 
Programme 1, Optical 1 & 2. 
 
Preceding satisfactory results which would eventually 
be achieved with a dedicated 35mm Slide Scanner, I had 
attempted to emulate the function of a slide duplicator 
through the fashioning of a D.I.Y Lightbox upon which 
an individual slide would sit in a recessed mount to be 
photographed with a macro lens. This method proved 
problematic; firstly, a uniform focus required the slide be 
positioned and remain completely parallel to the lens; 
secondly, despite a LED back-light being commissioned 
in this instance, it produced a significant amount of 
heat which is not ideal with regards to prolonged media 
exposure. 
 
This period of experimentation in digitalisation lent itself to 
various observations, initially as an opportunity to broker 
familiarity with the characteristics of analogue mediums 
and duplication techniques, but it additionally represented 
a cost and time prohibitive process which may not always 
afford adequate results. In light of these observations, the 
acquisition or loan of appropriate equipment is desirable 
where tenable.

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The second phase of digital photo-imaging was 
commanded in the documentation of the various physical 
artefacts that constitutes Programme 2, Objects.  
 
The methods and techniques employed here were 
comparatively more familiar and accessible owing to the 
contemporaneity of digital photography, however, this still 
facilitated opportunities for experimentation, reflection and 
learning. 
 
Early outcomes were symptomatic of an ad-hoc and 
amateur photography setup which was illuminated by a 
single light source and shot in a ‘point-blank’ fashion. While 
this make shift set-up inspired an inventive working spirit, 
the results were plagued by prominent vignettes (Section 
1, Fig. 1), a lack of depth, and the omission of certain 
details (Section, 1 Fig. 2) which failed to produce images to 
a standard that spoke of a fondness and appreciation for 
these artefacts.  
 
Despite a general grasp on fundamental photographic 
principals, artefact photography presented new and 
distinct challenges that largely stemmed from the diversity 
of objects, their varying material properties, as well as 
placement, lighting considerations and generally, the 
nature of compromise.  
 
On a practical conclusion, later efforts demonstrated that 
photography conducted in ambient sunlight (in the absence 
of adequate staging equipment) yielded preferable results–
allowing for the recording of depth and details previously 
absent or shrouded in shadow.

IMAGE 
 
 
 ‘Dominos', Ashtray and Lighter Set, Dieter Rams (1976)
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BRAUN D45 SLIDE PROJECTOR Uneven exposure, 
and large aperture produce a poor depth of field, and 
limited prospects for editing.

SECTION 1 EXAMPLES

 BRAUN ONE SHAVER This dramatic vignette proved 
both distracting, and difficult to work with compositionally 
without significant editin

OBSERVATION OVERVIEW

 - Photography was largely trial and 
error and time consuming;

 - However, this process brokered 
familiarization with various material 
properties and inspired an inventive 
working spirit.

 - Early attempts yielded mediocre 
results, required significant editing, 
and re-shooting. 

 - In some instances, this processes 
recorded an image that lacked 
depth in light of the various 
perspectives and smaller details 
attributable to certain artifacts.

 - While ‘making do’ might 
be abundant with learning 
opportunities, it can amount to 
a time intensive enterprise–as 
proficiencies and technique 
improve, results will follow.

 - The employment of sunlight 
where adequate equipment is 
not available produced far better 
outcomes.

BACK  PHOTOGRAPHY
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SECTION 2 MAKING: 
LAYOUT, COMPOSITION AND 
DIVERSIFICATION

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Early layouts adopted a literal adherence to a grid system 
with little variance (Section 2, FIG 1). This had allowed for 
the placement of textual information, however, had soon 
lent itself to somewhat tedious and impersonal viewing. 
 
Marking a departure from earlier layouts, the second and 
third phase of this project saw the emergence of greater 
and more diverse photo imaging processes (Section 2, FIG 
2) as well as greater experimentation with regards to layout 
and typographic approaches which will be discussed below 
and in further sections. 
 
A definite approach to Typography and Composition was 
established at an early stage as was evident in the first 
mock-up. This prioritised the engagement of a grid system 
which would assist in locating a collection of largely 20th 
Century objects and artefacts within a system that was 
suitably referential of 20th Century layout and design 
principles. Consequently, references can be drawn from 
the International Typographic Style of the 1920s, the work 
of seminal typographic figures such as Adrian Frutiger, 
JanTschichold, Max bill and the definitive word–‘Grid 
Systems’, by Josef Müller-Brockmann (1981). 
 
In brief, the production of the Audio-Objects Programme 
coincided with a new-found confidence in typographic 
and compositional ordering, where the establishment 
of variation as well as the referencing of themes within 
content culminated in an outcome that was far less tedious 
and much more engaging. 
 
This redress of typography and compositional elements 
was particularly warranted in the context of the Audio-
Objects Programme largely owing to the standard 12x12” 
format of the record sleeve which had presented little 
opportunity to deviate from a rather rigid, grid abiding 
composition. This observation contrasts the ease in which 
the varied nature–size, shape and proportions–of the 
artefacts in the Objects-Programme contributed towards a 
compositional flexibility

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Representing perhaps the most profound and bold 
departure from the sameness that plagued the first, and 
to a lesser extent, the second prototype, revision three 
marks a greater, and more experimental and multi-modal 
approach to image recording. In reviewing this process, it 
has allowed for the recording of immense detail, and has 
inspired a material intimacy that had been absent in earlier 
outcomes. 
 
While typically relegated to the recording of documents 
and photographs, the flat-bed scanner employed to scan 
three dimensional objects not only provided details that 
DSLR photography had neglected, but importantly, this 
method had eluded to the capture of objects that was 
simultaneously absolute with regards to uniform and 
clarity of recording; but also humanistic, owing to the 
processes ability to capture a film grain type characteristic 
accredited to the dust that had settled on the scanner bed. 
 
As a method, scanning allowed for the positioning of 
objects within the realm of the everyday and the domestic 
(Section 2, FIG 3). It allowed for the documentation of the 
smaller details of artefacts and additional information that 
not only support the narratives of individual artefacts, 
but as a whole contributed to a project that was all the 
more insightful and engaging. The speed and fluidity of 
this method presented opportunities to experiment with 
the material properties of objects and acknowledged 
perspectives often neglected due to an objects function 
implied orientation (i.e. a bowls orientation is dictated 
by function and so it will often be photographed in such 
orientation) (Section 2, FIG 4, 4.1). 
 
Conversely, while fruitful in generating supplementary data 
for the Objects and Audio-Programmes, the same results 
may not be reproducible in the context of the Found-Photos 
Programme owing to the fact that photographic slides are 
images in their own right. 
 
In summary, over the duration of this project, no such 
methodological development has been as profound, nor 
as insightful as the possibilities and outcomes that have 
been achieved through the act of experimentation and 
incorporation of multi-modal photo-imaging techniques.

IMAGE 
 
 
 ‘Grid Systems’, by Josef Müller-Brockmann (1981)



8

SECTION 2 EXAMPLES

OBSERVATIONS FIG. 1

 - A rather casual, ‘point-blank’ approach to photography 
had made for somewhat tedious and impersonal 
viewing in earlier prototypes.

 - Early layouts (FIG. 1) adopted a literal adherence to 
a grid system with little variance. This allowed for 
the placement of textual information, however, this 
orthodoxy led to banality.

10 11

Object-ObjectsPROGRAMME 2, OBJECTS

Item BODUM BISTRO

Description FRENCH PRESS/ 
 CAFETIÈRE

Design CARSTEN 
 JORGENSEN

Year 1973-1974

Origin SWITZERLAND

OBJECT-OBJECT

Fashion, Product Accessibility, Good 
Taste? I am not certain–but Cartsen 
Jorgensen’s Bodum Bistro Cafetière is 
yet another domestic effect that has 
resonated with me since what may as 
well been infancy. Specifically, I recall 
the set that my grandparents; in either 
burnt orange, or an extremely deep 
yellow; stripped back, and utilitarian. 
 
It’s appeal continues into the present– 
manifesting in stirring sticks, cups, 
milk and sugar vessels. Another well 
frequented domestic object that 
remains a personal favorite, and 
timeless example of modernist design.

10

11

10

11

Object-ObjectsProgramme 2, Objects 1

BODUM BISTRO French Press/Cafetière; 

Carsten Jorgensen For Bodum;  

 1973-1974; 

 Switzerland

FIG. 2

FIG. 1

 
OBSERVATIONS FIG. 2

 - Later prototypes gradually ushered in greater 
typographical and compositional interest, and multi-
modal imaging techniques.

 - Additional examples of a multi-modal imaging approach 
is demonstrated on the following page.

BACK  LAYOUT & COMPOSITION
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SECTION 2 EXAMPLES

OBSERVATIONS

 - Owing to the employment of the flatbed scanner, 
additional information and elements such as the 
instruction manual from the Braun Nizo Camera have 
been included, as illustrated in the below spread.

 - These smaller pieces of information contribute towards 
greater insights and a more engaging composition.

 This revision includes content 
that has been photographed as 
well as scanned.

 The same spread taken 
from Prototype 1 provides for 
comparison.

BACK  LAYOUT & COMPOSITION

 Flatbed scanner recording of Braun Nizo Movie Camera
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SECTION 2 EXAMPLES

FIG 3 Being able to record ‘wet’ or ‘lived’ 
situations, such as this used press taken from a Coffee 
Plunger, supports this humanistic narrative.

BACK  LAYOUT & COMPOSITION
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SECTION 2 EXAMPLES

FIG 4, 4.1 Scanning presented opportunities to 
experiment with the material properties and perspectives 
often neglected due to an objects function implied 
orientation.

BACK  LAYOUT & COMPOSITION
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SECTION 3 MAKING: 
NARRATIVES IN MATERIAL, 
AND PRINT.

Prior to this project, I had little experience in the authoring 
and production of a print orientated project of any notable 
scale, thus, this process presents opportunities to discuss 
techniques, and methods, and how these factors have been 
conducive to the communication of content and supporting 
narrative. 
 
The first developed prototype comprised of three, four 
colour, digitally printed US Letter sized publications. The 
US letter format was sought to be suggestive of utility, and 
the everyday–owing to the documentation of everyday 
objects and themes as notably present in the Programme 
2, Objects Spreads. Although this US Letter Format is 
comparable to the ISO A4 format, the 8.5” by 11” format is 
significantly less familiar outside of the Americas, and is 
mildly unconventional in a local context. 
 
It was the binding method which was to deliver a sense 
of cohesion to what was a set of publications dealing with 
three distinct subjects and themes. Conversely, I have 
long had an interest in the work of archives, information-
organisation and associated systems, as reflected in the 
adoption of certain material and aesthetic cues found in 
early prototypes. While sympathetic to these attributes and 
aesthetics, loop stapling presented obstacles with regards 
to page count of approximately 80-90 pages, as well as 
stock weight. 
 
Leading a second revision of binding methods was a type 
of calendar hanger, which could be assembled into a three-
ring binder, and didn’t impose constraints on stock weight 
or page count which had abated page the show throw of 
previous 90gsm editions. This method had supported the 
aims and goals that had been assigned to the binding 
process–supporting the idea of a systems approach to 
publication design, and to render a cohesiveness among 
three publications of varying topics. 
 
In response to the challenges observed from the initial 
prototype, and in reflection of fiscal considerations, it is 
permissible to consider compromising on initial prototypes 
without impacting the potential to produce and address 
problems through production. In the instance of several 
publications, this could be permitted by prototyping the 
largest of several publications which would allow for the 
presentation of production issues, without that outlay 
demanded by several iterations in which issues would 
likely be duplicated. 
 
In summary of observations made in the print and 
production process, I have drawn on references that 
simultaneously elucidate to a personal interest; established 
cohesion across a print publication series, and have 
situated this project within a framework referential of a 
curatorial practice. 
 
 
 
 
 
 
 
Examples of the aforementioned binding processes are 
outlined on the following page.

ABOVE This very early mock-up was 
printed on a mono-laser printer and was hastily 
assembled, however demonstrates that a definite 
approach to a format was decided at an early stage.
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SECTION 3 EXAMPLES

OVERVIEW:

 - Binding is suggestive of cohesion & 
modularity–add to, or subtract from.

 - Loop stapling–novel, economical and 
concerned with utility–as are certain 
documented artifacts.

 - Alternative binding not dissimilar to the 
goals and objectives of the first was explored 
due to constraints.

 - Not as familiar as typical A4, US Letter 
Format was used as to further the notion of 
utility, everyday, and domestic.

IMAGE This early loop 
stapled Programme prototype 
permitted limited page count and 
stock weight.

IMAGE This later 
prototype bound with spiral biding 
and fitting with a three ring calender 
hanger.

IMAGE A third prototype 
demonstrating the final binding 
approach used across the series.
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SECTION 4 CONCEPT: 
MAKING A COMMONALITY.

What this project has facilitated conceptually has been an 
opportunity to move beyond the interpretation of objects 
and artefact as estranged and unrelated entities through 
the contemplation of details and intersections that lie 
below the surface. 
 
Identifying commonalities and relationships outside of an 
explicitly material or immaterial definition as well as how 
these intersections can inform a generalised view of self 
and personality has additionally been significant outcome 
of this process. 
 
A reference established in the above literature review 
draws on the influence of ‘opposition’ in the development 
of historically significant objects and cultural practice. A 
case study of opposition as a creative stimulus has been 
examined in relationship to the development of the chair, 
as detailed in the below adjoining time-line.

 
 
 
 
 
 
 
Likewise, cultural examples have drawn on the work of 
transgressive art outfit and seminal music group Throbbing 
Gristle—whose ideology is comparable to that of the 
Situationist—declare an opposition to the ruling ideology 
in their war against modern power-through-information 
strategies (Kromhout, M, J referencing Keenan 2005) 
 
Having drawn on these references, I have been able to 
first; identify why it is that I place value upon certain 
material artefact and cultural phenomenon. Secondly, I 
have been able to reconcile what it is that this grouping of 
disparate objects and themes could come to say about my 
personality. 
 
In brief; I am curious as to why things are; I challenge 
and satirise entrenched values and assumptions; I value 
honesty and equity of material resources, environments 
and knowledge—encompassing the design, use, longevity, 
and distribution of.

Chair of Derbyshire Type (c. 1660) Chair of Late 17th Century Yew Chair of "Windsor" Type, 
Late 18th Century 

Cantilevered Tubular Steel Chair, 
Mart Stam, 20th Century.

REACTIONARY OBJECT 
Material embodiment 
of class and social 
stratification.

REVOLUTIONARY OBJECT 
 
Material as resolution of 
social contradiction.

SECTION 4 EXAMPLE

 - Objects and cultural phenomenon can be a vessel for 
critical and transformative dialogue–These dialogues 
being something that has emerged in light of this 
project. 

 
 
 
 

 - It is interesting to note that dialogue can manifest as 
either an explicit affirmation or rejection of an idea, or 
likewise, as something much more tacit and nuanced.
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American woman looking to purchase a Colour Television set (C. 1960s) 
H. Armstrong Roberts/ClassicStock / Getty Images

West German Braun FS80 Television Set, 
Dieter Rams, 1964

CONCEPT: 
 
BEAR CHALLENGE TO 
THE MATERIAL VESTIGES 
OF CONVENTIONAL 
WISDOM AND PREVAILING 
IDEOLOGIES.

SECTION 4 EXAMPLE Two images from the mid-1960’s depict not only vastly 
different products, but vastly different and oppositional 
notions as to what an object is or could be. 
 
 Forms are inseparable from ideology.

REACTIONARY OBJECT 
 
Material embodiment of 
value system 'A'

REVOLUTIONARY OBJECT 
 
Material embodiment of 
value system 'B'

19
60

s
19

60
s
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CONCLUSION

What this project has meant with regards to learning 
outcomes is definable on both a practical and conceptual 
level. 
 
With regards to the various subjects that have been the 
basis of this project, it has required that I scrutinise them 
in a capacity that I had previously not had the opportunity, 
nor the need to do so. I can attribute this to practical 
processes, namely the photographic documentation of 
objects, each presenting their own unique challenges. 
 
As discussed, the making of this project has demanded 
technical processes and experimentation. As such, I have 
subsequently developed an understanding of how various 
making methods work, and how these methodologies can 
compliment various forms, communication and narrative 
goals, in addition to how myself or others could employ 
these methods in a similar capacity. 
 
Conceptually and most importantly, the entirely of this 
project demonstrates what you can find when looking 
closer—at what objects and environments are made of, and 
crucially, why! Complimenting this last point, this project 
has informed in an almost ‘outward-looking- in’ gaze as to 
why I have these things, and what this says about me. 
 
While positioning the term ‘opposition’ as metric in the 
conception of significant material and cultural product, 
I have subsequently organised eclectic, and otherwise 
disjointed subject matter into a format that concurrently 
attributes a counter current as effortlessly to a mixing bowl, 
as to a piece of pre-recorded music. 
 
In as opening with a reference to Marx’s 'The German 
Ideology', which put concisely, stipulates that ‘It is not the 
consciousness of men that determines their existence, but 
their social existence that determines their consciousness’, 
I can again draw on this reference in a personal light by 
suggesting that I aspire to certain objects and practices for 
they incur a certain oppositional element. I could perhaps 
even conclude that through a highly esoteric and specific 
preference in material and cultural product, that I have 
essentially been unconsciously establishing or curating a 
material existence that is oppositional to the realities of the 
21st Century. 
 
In concluding, this artefact led research project including its 
processes, methods, and outcomes, has presented many 
challenges while eluding to an equal amount of findings 
spanning various fronts. It has informed competencies 
and discoveries in practical endeavours, and it has 
simultaneously established a practical and philosophical 
discourse surrounding objects, practice and importantly, 
the potential for discovery.
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