
The act of searching. A course of critical or scientific inquiry. Pursuit 
of a subject. To investigate exhaustively. A search or investigation 
directed to the discovery of some fact by careful consideration. To carry 
out investigation. Inquiry into things. Searching closely or carefully. 
Improvement of products and processes. Work directed on a large scale 
towards the innovation. A repeated search. The collecting of information 
about a particular subject. To investigate. To engage a research upon. 

To search
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For this 22nd edition of Graphisme en France, we decided to address the issue  
of research within the fields of graphic design and typography. Research comes  
in many forms and guises, be it part of an art school project or university 
programme, or the result of the everyday work of graphic design studios.

This issue is intended to be a non-exhaustive survey of the numerous 
experimental projects undertaken in recent years, reflecting the varied practices 
at work in a field in full expansion.

Éloïsa Pérez, a lecturer and researcher, provides an overview of recent and 
current research in France, while Alice Twemlow, a writer and lecturer, tells us 
about research projects outside France. Catherine Guiral, a graphic designer, 
shares the different directions her research on the work of Pierre Faucheux took 
her in. Catherine de Smet, an art historian and lecturer, tells us about her research 
on the Grapus collective undertaken as part of a collaborative venture between 
several institutions. Typography is a distinctive field of research with its own 
programmes, described here by the historian-cum-researcher Sébastien 
Morlighem. Annick Lantenois and Gilles Rouffineau, both teachers at the École 
Supérieure d’Art et Design Grenoble-Valence, present the research programme 
they oversee there.

Alice Jauneau and David Vallance are graduates of the Atelier National de 
Recherche Typographique (2014–2015), and are responsible for the graphic design 
of this edition for which they looked to the layout and visual vocabulary of 
educational publications. They chose to use a new typeface, Walther, developed  
by Sarah Kremer for her research on a dictionary.

Following on from ‘Graphic Design: Giving Form to History’, a symposium 
co-produced by the Centre National des Arts Plastiques (CNAP), and from a study 
day it organised on research, both held in late 2014, we remain committed to 
working alongside researchers, promoting their work to as wide an audience as 
possible and dreaming up collaborative ventures, thereby contributing to a wider 
recognition of the scope of this discipline.

—Yves Robert, Director of the Centre National des Arts Plastiques
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Names index

These three indexes cite those people, projects and structures involved in the graphic design 
and typography research projects mentioned in the texts in this edition of Graphisme  
en France. Their interdisciplinary, mixed and pluralist approaches reveal varied facets  
of a landscape in the making.

Agence du Doute 78  
85 87

Ann Holly, Michael 74 
86

Antoine, Jean-Philippe 
 68 69 87
Archer, Bruce 36
Arnauld, Pierre 68
Aubert, Éric 71
Aynsley, Jeremy 34
A/Z 101
Bachollet, Jean-Paul 

120 132
Bailey, Stuart 77 86
Baldinger, André 107  

109
Balgiu, Alexandru 79  

87
Banham, Rob 67
Banham, Stephen 36  

42
Baran, Margot 100
Barker, Nicolas 67
Bataille, Lucile 89 96
Baudouin-Lafon,  
Michel 89 96
Baur, Ruedi 23 25  

71 89 96 128
Baynes, Ken 36 89 96
Bernard, Pierre 89 96
Blauvelt, Andrew 34  

38 42
Blistène, Bernard 89 

96
Boissier, Jean-Louis 89 

96
Boutet, Dominique 104
Bouville, Thomas 108
Brogowski, Leszek 69
Buquet, Benoît 20 24  

26 61 70
Cals, Jordane 100
Ceccon, Lorène 100
Cepulyte, Gabriele 23  

26
Chancogne, Thierry 79 

87
Chastanet, François 12  

13 23 24

Chazard, Alexis 89
Chevrier, Joël 101
Codine, Florence 108
Cohen, Jean-Louis 71
Conte, Léonore 69
Cooper, Muriel 67
Courant, Jean-Marie 

13 23
Cross, Nigel 30 36 42
Crowley, David 72 74
Cunin, Dominique 89  

92 99 93 95 100
Danet, Claire 104
Daniel, Jil 69
Dathy, Anthony 109
De Bleser, Frederik 92
Delormas, Jérme 89
Demoule, Jean-Paul 91
de Mourat, Robin 70  

74 86 89
de Puineuf, Sonia 24  

69
de Roeck, Yoan 23  

26 110
Design Writing  
Research 38
de Smet, Catherine 8  

22 23 24 26  
68 69 70 71  

85 87 116  
126 130 134

Dexter Sinister 38
Dimos, Alexandre 89
Doan, Patrick 104
Domingues, Brice 79  

85 86 87
Donnelly, Neil 39
Donnot, Kevin 118
Dufrêne, Thierry 70
Duguet, Anne-Marie 

104
Dupeyrat, Jérôme 85
Favier, Léo 118  

120 122
Fisher, Tom 29 42
Fraenkel, Béatrice 116  

118 126
Frayling, Christopher 

24 36 42

Gadet, Olivier 10
Gapenne, Olivier 104
Géridan, Jean-Michel 

23 87
Glicenstein, Jérôme 71 

82 87
Grapus 116 118  

120 122 123 126
Greff, Jean-Pierre 8 

 24 104
Greif, Mark 42
Greub, Yan 68 110
Grocott, Lisa 36 42
Guégan, Victor 23 24  

68 89
Guiral, Catherine 24  

38 72 74  
79 128 134

Helfand, Jessica 34
Heller, Steven 34
Helmer, Sharon  
Poggenpohl 29 42
Hollis, Richard 77  

86 126
Huot-Marchand,  
Thomas 23 24 25 108
Huyghe,  
Pierre-Damien 69
Huz, Olivier 23
Imbert, Clémence 67  

82 87 126
Jacobs, Karrie 29
Jasseny, Éléonore 100
Jauneau, Alice 100
Jégo, Isabelle 25 118
Jenkins, Jessica 40
Jenkins, Nicholas 57
Jordan, Alex 120
Jubert, Roxane 8 15  

20 23 24 72
King, Emily 34 86
Knebusch, Jérôme 12 

14 23
Kremer, Sarah 23 68  

108 112 134
Kyes, Zak 38 39 40 42
Lantenois, Annick 24 

88 89 94 98  
128 129 134

Laumonier,  Alexandre 
12 25

Lemoine, Serge 69 72
Le Quernec, Alain 122  

126
Litzler, Pierre 67 71
Luna, Paul 67
Lupton, Ellen 34
Lust 101
Maignan, Liza 18
Marie, Michel 82 87
Marshall, Alan 67
Masure, Anthony 20  

21 23 26 53 69
Maudet, Nolwenn 67
Mazé, Charles 10 11  
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Mazé, Ramia 38
Metahaven 37 38
Miehe, François 120
Millot, Philippe 10 11  

26 107 109
Morgan, John 12
Morlighem, Sébastien 
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Muntadas, Antoni 91
Nüssli, Christof 34 37
Oeschger, Christoph 

34 37
Oldham, Craig 34
Owens, Mark 39  

40 42
Palacios-Dalens, Paule 
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Paris-Clavel, Gérard 

118 120  
122 125 126

Paris, Muriel 8
Pascalis, Éric 104
Pérez, Éloïsa 8 110  

113 129
Philizot, Vivien 22  

24 67
Pinter, Vanina 23
Poynor, Rick 34
Project Projects 30
Renon, Anne-Lyse 

68,86
Roberts, Lucienne 38

Rodrigue, Alain 118
Rosenthal, Victor 68
Ross, Fiona 67
Ross, Rebecca 32 35
Rouffineau, Gilles 24  

68 88 89 91  
95 98 128 

Saccaria, Diego 23  
26 110

Saint-Martin, Perrine 
109

Sauzet, Dorine 107
Savoie, Alice 8 23 

24 26 67 104  
107 110 115

Scotford, Martha 34
Small, David 46
Smith, Marquard 74
Souchier, Emmanuël 

23 26 110
Starling, Simon 23  

26 110
Sunier, Coline 10 11
Swanson, Gunnar 23  

26 38  
42 110

Tacer, Frederic 19
Teasley, Sarah 23  

26 110
Tesnière, Valérie 23  

26 110
Thély, Nicolas 23 

26 110
Triggs, Teal 23 

26 34 110
Twemlow, Alice 23  

26 27  
110 130 134

Vallance, David 23 26
van der Velden,  
Daniel 38 42
Vanoye, Francis 23 

26 110
Villaverde, Hector 23  

26 110
Volk Léonovitch,  
Elvire  23 26 110
Wlassikoff, Michel 8  

24
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Projects index

Aggregate 30 31
Archaeology of   
digital publishing 95
Archives   
1985–2006 114
Art & design graphique  
des années 1950–  
1970: contribution  
fragmentaire à   
une histoire visuelle 
partagée 20 70
Art et recherche 24
Azimuts 9 17 18 25
Back Cover 9 68
Back to the future   
of the book 15
Between game   
and story: conditions   
of aesthetic experience  
in offline digital   
publications 68
Between identity and  
identification: civic  
values of territorial  
representation  
systems 71
Blanche ou l’Oubli 12
Collectionner   
conserver, exposer   
le graphisme –  
Entretiens   
autour du travail de  
Dieter Roth conservé  
au Frac Bretagne 15
Comment   
Tu Ne Connais   
Pas Grapus 118
Concertinaed time   
in 15th- and 16th-  
century Books   
of Hours 17
cosaques 12 25
Creating graphic 
images within the  
context of May 68   
in France:   
conditions and sphere  
of influence 69
Creation and   
development   
of typography   
and graphic   
design in the West   
in the modern and 
contemporary eras 15

Crystal Maze 78 79  
85 87

DeSciTech 102
Design and   
aesthetics   
in scientific   
practice 68
De-sign-e 104 107
Design…   
graphique?  88
Designing   
programmes:   
ways of working   
with digitisation 69
Design Issues 38 42
Design Quarterly 46
Dictionnaire  
historique   
et critique 12 25
Digital and design  
publications in   
the humanities   
and social sciences:  
the aesthetic   
and political issues  
surrounding   
the publication   
of research   
documentation 70
Dossier Fernand  
Baudin 10,11
Dot Dot Dot 77
Échappées 9
Écran, Mobile,   
Butor 97 99 100
Edgar 17 19
ELT Incision/  
ELT Gaston 108
ELT Sorbon 108
ELT Times  
/Times Sans 108
Encounters of the 
Third Type: Research  
in Typography   
and Epigraphy 9
Enjeux du design  
graphique.   
Une pensée   
de la relation 88 97
Étapes 9
Facestate:   
Social Media   
and the State 38
Formes du temps 15
Form of Inquiry 40

Französisches   
Etymologisches  
Wörterbuch 68 108
Freinet’s pedagogy  
and digital   
design 90 96
From social  
construction within  
the visual domain   
to visual construction  
within the social  
domain 22 67
From—To 9 17 97
Functional and visual 
revolutions in The  
New Typography, 
1917–1935 68
GestualScript 26 104
Graphic design  
collections:  inventing  
a legacy 71
Graphic Designers  
Reasearch 40
Graphic Design   
Giving Form   
to History 9 24
Graphic design   
manifesto, statements  
and programmes   
from the 20th century 
to the present: their  
contribution to the  
thought and practice  
processes   
of the discipline 69
Graphisme   
en France 8 24 104  

112 115
Halbgotische,   
Gotico-Antiqua,   
Fere-Humanistica:  
between blackletter  
and roman 12
Horizontal/  
Vertical 107
Initiales 9
Ink 9
In Loving Memory   
of Work 34
International Cross- 
Currents in Typeface  
Design: France, Great 
Britain and the USA in  
the Phototypesetting  
Era 67 107

JACNO – cinq lettres  
en capitales 106  

107
Kindred Britain 69
Klaus Wittkugel  
exhibition 31
Knowledge,  
tabulation,   
signs & code 12
LabBooks 17 18
Les Prélettres 113
Lire à l’écran 88 98
London is   
Changing 32 35
LPDME 12
Marie-Louise 9 86 87
Meroweg 108 111
Monolinear 12
Occur Books 19
<o> future <o> 12
Organogenesis:  
Towards a New  
Paradigm for  
Research in Art  
and Design 24
Passing   
on History 98
Petit manuel   
de composition  
typographique 8
Pierre et   
Astérisque 87
Pierre Faucheux’s  
Lines of Flight,  
mapping the works   
of a French Graphic  
Designer   
(1950s–1980s)  72
# Platform 39
Re-typographe 108
Richard Hollis  
exhibition 77
rouges-gorges 12 25
Sciences du design 9
Sealand 38
Seeing   
Architecture 98
Shedboatshed 74
Signes 12
softphd.com 21
Strabic.fr 12 63 69
Substrata and   
co-adaptive  
instruments for  
graphic design 67

Theatre posters   
and ‘public spaces’:  
theatre in Poland,  
France and Italy from 

the 1960s to now 70
The book as a  
synthesis of the arts:  
publishing and   
graphic design in   
Le Corbusier’s work  
1945–1965 71
The graphic designer  
behind the camera:  
writing, typography,  
editing and layout in  
the cinematographic  
and printed work   
of Jean-Luc Godard  
1959–2010 70
The letter in   
avant-garde art   
1909–1939 69
The ‘modern face’   
in France and Great  
Britain, 1781–1825:  
Typography as an  
Ideal of Progress 67
There’s no knowledge  
without transmission 

17 128 129
The Sprawl 37
Tombolo 12
TransFormations   
100 diplomas in the  
creative industries 9
.txt 9 17 101
Typojanchi 2013 12
Uncorporate  
Indentity 38 42
Urban   
Pamphleteer 32
Vers une Rhétorique  
Visuelle 122 125 126
Visible Language 29
Vision – Research   
in art and design 9
Visualizing   
the historical  
processes 94
Visual programming.  
Proposal for   
an operative   
graphic design 92
Walther 68 112
Works That Work 30
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Structures index

Abattoirs 18
Agence nationale   
de la Recherche  
(ANR) 102
Architectural   
association (AA) 40
Aiga Design Educators  
Community 27
Amiens’ city   
libraries 107
Analyse et traitement 
informatique de   
la langue française 
(ATILF) 68 110
Anarchive 91 103
Association pour la   
diffusion de la pensée  
française (ADPF) 10  

11 12
Atelier national   
de recherche  
typographique  
(ANRT) 12 22 24 

25 26 108 
110 111 114

B42 17 86 89 97 98 
101 122 124 

Bedford Press 12 22  
24 25 26 108  

110 111 114
Bibliothèque   
de documentation  
internationale  
contemporaine  
(BDIC) 116 118
Bibliothèque   
nationale   
de France (BNF) 24  

71 108 
Cent Pages 10
Central Saint   
Martins 91

Centre d’études   
littéraires et  
scientifiques   
appliquées (Celsa) 26  

110 129
Centre d’études  
supérieures   
de la Renaissance   
de Tours (CÉSR) 108
Centre national   
des arts plastiques  
(Cnap) 9 12 24  

25 86 88
Centre national   
de la recherche   
scientifique   
(CNRS) 67 68 110
Centre Pompidou 24  

77 86 91 126
Conseil Régional   
de Picardie 107
DeScript 26 110 129
Design en   
recherche 9
Direction générale  
de la création  
artistique (DGCA) 88
École des hautes  
études en sciences  
sociales (EHESS) 26  

88 71 89 116 118
École européenne   
supérieure d’art de  
Bretagne (EESAB) 15  

16 116 118 122
École nationale  
supérieure d’art de  
Lyon (ENSBA) 12 13 
École nationale   
supérieure des arts  
décoratifs (ENSAD) 

107 108 110 126

École supérieure   
d’art d’Avignon   
(ESA) 97
École supérieure  d’art 
de Cambrai  (ESA) 

12 77 83 87
École supérieure   
d’art et de design   
d’Amiens (ESAD) 26  

89 104 106 107
École supérieure   
d’art et de design   
de Saint-Étienne   
(ESAD) 17 18 24
École supérieure  
d’art et design   
Grenoble-Valence  
(ESAD) 17 88 89  

98 128 129
École supérieure d’art 
et design Le Havre- 
Rouen (ESAD) 17 26
ENSADLab 107  

108 129
ENSCI 74
Estienne 107
Fiacre 8
Gaîté Lyrique 89  

99 100
Getty Research  
Institute 70
Grenoble-2 101
Harvard 32
Haute école des arts 
du Rhin site de  
Mulhouse (HEAR) 12  

14 26
Institut national   
de recherche en  
informatique   
et en automatique  
(INRIA) 67

Inventory Press 30
Institut supérieur   
des arts de Toulouse  
(ISDAT)  17  

86
Institut supérieur   
des Beaux-Arts   
de Besançon   
(ISBA) 13
IUT de l’université 
d’Avignon 97
Jet Propulsion  
Laboratory 51 68
LabEx   
Archimede 110 126
LORIA 108
LustLab 101
Lux 88 98 99
Massachusetts   
Institute of   
Technology (MIT) 67
Ministry of Culture  
and Communication 

25 88
Museum of Modern   
Art (MoMA) 32 68
Musée de  
l’Imprimerie et   
de la Communication  
Graphique 107
Nancy University 68
Palais de Tokyo 9
Paris-8 22 26 68 69

 70 71 87 116  
118 126 130

Paris-I 68 69
Paris-IV 26 68 69 72
Paris-X 70
P! Gallery 31
Presses du réel 114
Presses Universitaires  
de France 9 26 87

Reading University 
67 129

Research Excellence  
Framework 27 42
Roma Publications 30
Royal College   
of Art 36 42 72 74
Saluden 122
Sint Lucas School   
of Visual Arts   
(SVA) 92
Sorbonne 26 108 129
Spector Books 118
Stedelijk Museum 48 

68 72
Sternberg Press 30
Strasbourg  University 

67 71
Strelka Press 30
Tate Britain 74
Typography &  
Language 104  

106 108
Une Saison  Graphique 

20
Unit Editions 30
Université   
de Paris Ouest 116
Université   
de Sciences  
Appliquées   
in Mayence 12
Université  
Paris Lumières 116  

118 122 126
University of Fine   
Art in Hangzhou 107
Vincennes 22  

26 116 117 
118 126 130

Yale 32 86
Zentrum für Kunst 91
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A challenge for the discipline and its transmission
Research within the field of graphic design assumes various guises nowadays.  
The scope of practices seen is proof of clear interest from designers from all 
backgrounds. It is time, therefore, to examine the different methods chosen to 
develop these research projects, each with their own specific challenges. Glancing 
back at previous editions of Graphisme en France, we find questions that remain 
highly topical today and serve as a yardstick for the progress that has been made 
over the past few years.

We can see, straightaway, that only one edition featured an article on research, 
the 1995 one1. It reviewed the funding given to Muriel Paris by Fiacre in 1993 for 
her project, a ‘typography manual’, which subsequently became the Petit manuel  
de composition typographique (the Brief manual of typographic composition). In the 
same issue, Jean-Pierre Greff commented on an article about graphic design 
training, raising the question of third cycle, or doctorate, education: ‘graphic 
design research laboratories, places for students and professors to test 
hypotheses’2. In 2002, Michel Wlassikoff stated that ‘research, which until now 
has been absent from an understanding of graphic design’3, would henceforth  
be supported and considered as a sine qua non condition to the development  
of the discipline. Roxane Jubert’s article in the 2004 edition of Graphisme en France 
extended this statement, underlining, among other things, that ‘graphic design 
and typography do not yet form an established field of study. It is probable, 
however, that one day they will constitute an independent field of study and 
research’4. In 2008, as part of a paper on the teaching of graphic design, Catherine 
de Smet also referred to the harmonisation of higher education within Europe  
at doctorate level. She claimed that this level, ‘at present represented by various 
specialist ‘post-graduate’ courses, would give rise to research that would broaden 
the field of knowledge and study’5. Lastly, the 2014 edition contained an article  
by Alice Savoie on typographic research that concluded by stating that this 
activity ‘cannot be confined to the few who practise it; rather, it should be shared, 
discussed, debated, and criticised as widely as possible to ensure its continued 
advance’6. By focusing on issues of current interest to the graphic design world, 
Graphisme en France has identified the general move towards giving research  
ever-greater visibility and attention.

This is coupled with a growing number of symposiums, seminars, study 
days, meetings, conferences, exhibitions and publications. These communication 
channels favour discussion and the diffusion of projects, and highlight the dual 

Research practices in graphic design: review of a process  
in the making

Éloïsa Pérez
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challenge faced by research regarding the development of the discipline of graphic 
design and the visibility of art training within the constantly shifting field of 
higher education in France and Europe.

A number of international symposiums have been held on the subject of 
developing research epistemology specific to art and design schools, including 
‘Art and Research’, ‘Graphic Design, Giving Form to History’, ‘Organogenesis – 
Towards a New Paradigm for Research in Art and Design’, and, on the subject  
of typography, ‘Encounters of the Third Type: Research in Typography and 
Epigraphy’7. A study day organised by the Centre National des Arts Plastiques 
(CNAP) on 18 September 2014 brought together 15 people working in the field of 
graphic design history8, and provided the opportunity for each of them to explain 
his/her approach via the issues under discussion, bringing to the fore concrete 
examples of impediments currently encountered. Furthermore, the creation of the 
‘Design en recherche’ (Design in research) network in 2013, connecting a group  
of young researchers in the design field, illustrates the desire to link up the ever-
growing community of people currently operating between several disciplines 
within academic contexts9.

Other events have focused on exhibiting end-of-diploma projects, some  
of which foreshadow the concerns and directions pursued research. This was  
the case for the 2-part project: ‘N–1. Research and experimentation in graphic, 
digital and sound design in Art and Design Schools’, and ‘TransFormations,  
100 diplomas in the creative industries’. An innovative space-time event, ‘Vision 
– Research in art and design’, was held at the Palais de Tokyo in Paris from  
13–18 April 2016, where projects by research students and ‘post-graduates’ were  
on public display for the first time.

At an editorial level, there has been a marked increase in publications 
focussing on the question of research within the fields of art, architecture, design 
and graphic design, and not just from authors working within these domains.  
The range of publications produced by art and design schools has also expanded, 
notably with the appearance or repositioning of reviews like Azimuts (1991), Ink 
(2006), Marie-Louise (2006) which then became Back Cover (2008), From—To (2012),  
.txt (2013), Échappées (2013) and Initiales (2013), some of which are considered to be 
references within their fields. We would like to add the most recent one to this list, 
Sciences du design (2015), published by the Presses Universitaires de France, which 
takes an academic approach to design research. For the past three years or so,  
the review Étapes has run articles on research in its special diploma issues, thus 
enhancing its visibility among a considerably wider audience10.

These publications illustrate a real commitment to research, a flurry of 
activity that raises issues such as the place of art and design schools within its 
development, and the potential of graphic design to produce knowledge. They 
reveal the protean nature of research, carried out in many different spaces, its 
topicality demonstrating its vitality while paradoxically constituting one of  
the problems with defining it. Furthermore, while the present dynamic is instru-
mental, one way or another, in creating a field of investigation specific to graphic 
design, it can be seen that the appeal of the visibility of research outstrips the 
means available for its development. The French situation with regard to 
financing remains uncertain at a number of levels, obliging researchers to invent 
strategies for carrying out their work in more or less comfortable conditions.

This article does not pretend to give answers to questions that have not  
yet finished being asked. It basically offers a pause in the construction process  
of research in11 graphic design, looking at it through the prism of the practices  
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it entails and specifying what its implications are within a discipline in quest of 
institutionalisation – ‘a discipline in the process of being created, that, in France, 
is young, recent and uncertain’12.

Inventing spaces
The word ‘research’13 is frequently used by people in the graphic design world.  
It refers both to the testing that occurs prior to the actual design work and to the 
activities that illustrate the discipline’s potential to participate in the production 
of knowledge. These instances make it a porous notion designating practices 
developed within an institutional framework (art school, university), or on the 
edge of or outside of one (workshops and studios, industry) by students, research 
students, PhD students, lecturers, lecturer-researchers, researchers, practitioners 
and practitioner-researchers14. Thanks to the existence of so many different 
research statuses, we have to specify the context within which each of them 
operates, for each one comes with constraints which, one way or another, 
influence the projects they are working on.

In so far as the process of research is inherent to the practice of both 
graphic design and art in general, there would appear to be a continual 
‘ambivalence’15 between the creative act and the process of institutional research. 
Which is why it is important to remember that ‘while all those involved in the 
process of creation are seeking, they are not necessarily undertaking research’16. 
The relationship to the commission and the notion of sharing are what enable us 
to distinguish between these two activities. Research within the field of graphic 
design, be it primary or applied, usually entails unknown elements whereas a 
commission implies a clearly defined objective for the project to work towards. 
Thus ‘in a workshop, while research obviously plays a part, things that do not 
work are not really considered, whereas when there’s time for research, what is 
most interesting is being able to consider things that don’t work rather than just 
working with innovation. Research is understanding… creating more extensive 
knowledge’17. It also aims at enhancing the knowledge of others, which implies 
sharing the resulting knowledge so that everyone can benefit from the other’s 
progress. In other words, ‘it’s vital for things to circulate’18.

Despite these distinctions, designers clearly operate outside them. Without 
claiming to be researchers, they occasionally or repeatedly demonstrate a 
researcher’s rationale in order to shift a commission’s boundaries, transforming  
it into a pretext for examining an aspect of their discipline, be it material or 
theoretical, that interests them personally. The Dossier Fernand Baudin19 designed 
by Coline Sunier and Charles Mazé illustrates this approach in so far as the 
constraint set by the two designers with regard to producing a reference work  
on Baudin, which was not part of the initial commission, provided the opportunity 
to explore his archives in order to verify what issues preoccupied the ‘typo-
graphist’ [Baudin’s fusion of typographer and graphic designer] at that time, 
thereby bringing to light and circulating documents that might be of interest  
to the work of others.

Another example is seen in the books produced by the Association pour  
la Diffusion de la Pensée Française (ADPF, Association for the Dissemination  
of French Thought), designed by Philippe Millot, and in the latter’s work with 
Olivier Gadet for the Grenoble publisher Cent Pages, both of which demonstrate 
his erudite approach to editorial design. The choice of materials used weaves a 
network of references that anchor the forms within the timeframe of their legacy. 
Their detail recalls other designers, contexts, techniques and know-how, and 
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top The Dossier Fernand Baudin, Coline Sunier and Charles Mazé, Brussels, 2013.
bottom Layout designs and embossing stamps for the ADPF, Philippe Millot, Paris,  
1997–2006.
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nurtures graphic design by giving it an overhaul. History broadens practice 
which, in turn, broadens history. In 2012, an educational workshop on two 
Collections entitled ‘rouges-gorges’ and ‘cosaques’20 demonstrated their potential 
as subjects for study. That same year, all their titles became part of the CNAP 
Collections, and then the ADPF ones in 2015.

These initiatives reveal the use of documentary practices in developing 
projects. They test out models that use graphic design for the construction and 
sharing of knowledge to which we can add formats such as LPDME, <o> future <o>, 
Strabic.fr, Tombolo, and Signes. These editorial spaces, set up by practitioners, 
teachers and/or researchers, operate as work tools, ensuring the circulation of 
documents that are, in some cases, the result of personal interests. The resources 
are shown in an unaltered state or accompanied by a critical assessment, 
depending on the issues at stake. It is interesting to note that some of these 
projects reveal practitioners who prove to be out and out ‘research 
entrepreneurs’21, overseeing their own projects outside the academic system or 
context of a commission.

François Chastanet’s theoretical and practical work on urban writings, 
initiated in 2007, has been carried out in keeping with this approach. It constitutes 
a general study of the visual identity of cities and of contemporary epigraphy, 
based on the body of photographs taken by the designer. Incidently, the 
‘Monolinear’ research and design workshop22 led by him at the Institut Supérieur 
des Arts in Toulouse in 2014–2015 is a continuation, at Masters level, of the 
introductory approach to research taught in art and design schools.

Jérôme Knebusch’s typographic research into hybrid characters in-between 
Gothic and Roman favours a historical approach in combination with drawing. It is 
called Halbgotische, Gotico-Antiqua, Fere-Humanistica: between blackletter and roman, and 
focuses on two historical periods: 1459–1482 and 1891–1930. Some of the project 
was carried out during workshops held at several art schools: in March 2015 at the 
Haute École des Arts du Rhin (HEAR) in Mulhouse, and in April 2016 at the École 
Supérieure d’Art et Design in Valence, and the Université de Sciences Appliquées 
in Mayence. It will form the subject of a forthcoming programme at the Atelier 
National de Recherche Typographique (ANRT, National Institute for Typographic 
Research in Nancy) in September 2016 as part of the doctorate programme,  
and reflects a desire to share an issue that started out as a personal interest.

The research programme entitled ‘Blanche ou l’Oubli’ (White or oblivion) 
was launched at the École Nationale Supérieure des Beaux-Arts (ENSBA) in Lyon 
in 2014. It is the result of the shared interest of two graphic designers, Jean-Marie 
Courant and John Morgan, for Gallimard’s emblematic ‘Collection Blanche’ (plain-
covered cream-coloured books). Taking the 438 titles present at ‘Typojanchi 2013’ 
in Séoul as its starting point, the project aims to disclose, via typographic analysis, 
the multi-dimensional nature of what the designers define as a ‘complete editorial 
object’, in order to enhance the typographic culture and history of publishing. 
This joint venture uses different formats – seminar, Research and Design 
Workshop (ARC), to accommodate the various research periods within the 
teaching schedule, with students working alongside external instructors.

In 2014, Alexandre Laumonier set up a research programme called ‘Savoir, 
tabulation, signes & code’ (Knowledge, tabulation, signs & code) at the École 
Supérieure d’Art in Cambrai (ESAC) in order to study the graphic and polysemic 
space of tabulae (tables) while continuing his own research, begun in 2007, on ‘the 
history of graphic forms, the representation of scientific knowledge, typography, 
universal languages and algorithmic language’23. He looked to Pierre Bayle’s 
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Dictionnaire historique et critique (‘Historical and Critical Dictionary’, first published 
in 1697), as his starting point, with its tabular system that perfectly reflected  
its intellectual content. The partial re-edition of this key work in 2015 was made 
possible by the time allocated to it at ESAC.

The initiatives referred to above demonstrate the gains to be had when 
practices used for teaching, graphic design and research are combined. They also 
highlight the problems of procuring the time necessary for carrying out research 
projects, and ways of securing adequate funds to ensure their long-term 
development, thereby providing those who wish to pursue ambitious projects  
an alternative to the traditional academic format of the doctoral thesis with its 
critical analysis largely based on the written word24. A fair number of those 
carrying out research in this independent fashion25 also work as teachers in art 
and design schools where they can pursue their research-work, and it is interes-
ting to note the dynamic effect of this and its role in creating a new generation  
of ‘designer-researchers’.

Developing the circulation of research
Referring to teaching in the 1990s and to her own experience at the time of writing 
her thesis Constitution et développements de la typographie et du graphisme en Occident  
aux époques moderne et contemporaine (Creation and development of typography and 
graphic design in the West in the modern and contemporary eras), Roxane Jubert 
said: ‘It was considered unusual to link typography and research at that time. 
ENSAD was where this need for research was born and nurtured… the School  
was a real starting point, a unique, decisive forum for typographic culture and, 
remained so for a long while, even while the university studies started’. 
Nowadays, the situation is radically different, with art and design schools taking 
an active role in the development of research, thanks to the commitment to 
construct a European Higher Education Area undertaken with the Bologna 
Declaration on 19 June 1999 and enhanced with the ‘Degree, Masters, Doctorate’ 
reform in 2002–2003. Their commitment to the development of research goes 
hand in hand with their ability to dispense an education in keeping with today’s 
problems, and as such, makes them political showcases.

Schools have to face up to a number of challenges at epistemological, 
academic and administrative levels: the dialogue between theory and practice,  
the recognition given to research, the development of scientific partners, and the 
accompaniment of doctorate students jointly tutored with universities26. These 
issues vary according to the requirements of the three teaching cycles27, and while 
each establishment has its own specific research model, which makes generali-
sation difficult, it’s nonetheless interesting to see, by looking at several concrete 
examples, how conditions are put in place guaranteeing the emergence, 
development and circulation of projects.

Research in graphic design at the École Européenne Supérieure d’Art de 
Bretagne (EESAB), in Rennes, is carried out at Masters level from a historical 
perspective, reinforcing the link with archive material and historic sources.  
In 2014, the creative workshop ‘History and graphic design practices’ gave rise  
to an exhibition called ‘Graphic Design at the FRAC Brittany: Interviews’, and 
then, in 2015, to a publication entitled Collectionner, conserver, exposer le graphisme – 
Entretiens autour du travail de Dieter Roth conservé au Frac Bretagne (‘Collecting, 
conserving and exhibiting graphic design. Interviews relating to Dieter Roth’s 
work conserved by the FRAC in Brittany’). At doctorate level, the research unit 
‘Formes du temps’ (Forms of time), which contains the research programme 
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‘Retour vers le futur du livre’ (Back to the future of the book) and the project  
‘Les temps télescopés du livre d’Heures XVe–XXIe siècles’ (Concertinaed time in 
15th- and 16th-century Books of Hours), nowadays involves an innovative creative 
process that encourages inter-disciplinarity by forming teams of researchers from 
complementary backgrounds. Thanks to their synergy, their differing perspectives 
form a working method that provides a contemporary frame of reference for  
a body of objects from the past. As the editorial process and design are integral 
parts of the research dynamic, recognition of the value of research is included 
from the start of the project.

The optional graphic design course at the École Supérieure d’Art et Design 
Grenoble-Valence has created an impressive research framework that draws upon 
several methods of disseminating projects, all of which involve working with  
a publisher, in this instance Éditions B42. At Masters level, the publication .txt 
provides a platform for students in line with a qualitative approach to scientific 
writing and the construction of analytical and critical arguments used for expressing 
issues commenced during the DNAP and DNSEP28. This format bestows new 
status upon the written dissertation that is usually defined by the school where  
it is undertaken29. Despite the awkwardness typical of first-time authors, 
dissertations tend to mirror the subjects that preoccupy future designers and 
sometimes contain previously untapped documentary resources that are worthy 
of broader circulation. The review From—To, set up by students in 2012, appears  
to have adopted this position, favouring the notion of exchange with regard to 
references, and its contents are no longer confined to individuals, as they are 
reproduced, published and shared on a dedicated site. The doctorate research unit 
‘Il n’y a pas de savoirs sans transmission. Contributions du design graphique’ 
(There’s no knowledge without transmission: the contribution of graphic design) 
groups five research programmes30, and has two study days and three 
publications to its name since its inauguration in 2013.

Another study case is provided by the ‘post-graduate’ programme at the 
École Supérieure d’Art et de Design (ESAD) in Saint-Étienne which has produced 
and published the review Azimuts for the past 20 years. This ‘post-graduate’ 
programme was founded in 1989 and was one of the first of its kind in France.  
It describes itself as ‘a laboratory of creation, an incubator of projects and a centre 
for research’31. The editorial repositioning of the magazine in 2013, explained  
in Number 37–38, made it an essential work tool in keeping with the study of 
research in/on/with design. Azimuts is a vehicle for research and experimentation  
in graphics, expressing theoretical reflection within the field of design and serving 
as a means of communication and recognition for projects. The research work 
carried out by the ‘post-graduates’ in parallel to their work on the review is 
usually reflected in the magazine’s content.

These examples32 illustrate the way in which research in French art and 
design schools explores the boundaries of its recognition within the very formats 
it deploys. This issue is examined in the research programme ‘LabBooks’ held  
at ISDAT (Institut Supérieur des Arts de Toulouse) where it offers to ‘overthrow 
the notion whereby publishing forms the final and purely demonstrative stage  
of the research process, whereas it can also be a player’33. The researcher is a 
‘creator who must publicise his/her work’34. The editorial quality of the projects, 
in terms of their form as much as their content, provides a glimpse of the con-
tribution that graphics can make when disseminating their arguments. It is within 
this context that the ‘Edgar’ research programme at the École Supérieure d’Art  
et Design Le Havre-Rouen, in Le Havre discusses the curatorial process of an 
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exhibition, together with the annual graphic design festival in Le Havre, Une Saison 
Graphique, enabling the Masters students to accompany guest designers in creating 
a graphic object and an original setting in keeping with his/her work35. The process 
of testing the balance between practice and theory can be seen at work in these 
approaches, and is of considerable interest in that it produces new formats capable 
of arousing the curiosity of those academic disciplines that graphic design 
research seeks to reach out to.

Recognition of research also raises academic questions for those doing a 
doctorate. Benoît Buquet specifies that the two volumes36 of the published version of 
his thesis, ‘Art & design graphique des années 1950–1970: contribution fragmentaire 
à une histoire visuelle partagée’ (Art & graphic design from the 1950s to the 1970s: a 
fragmentary contribution to a shared visual history), were essentially ‘an adapted 
version more suitable for the general public which, without losing anything in terms 
of quality, contained some passages that had been considerably reworked while 
others had been polished and clarified by new research’. Furthermore, graphic 
designers used to dealing with the material aspects of reproducing their work find 
themselves confronted with the norms and formats that accompany the 
popularisation of science such as posters, articles, PowerPoint presentations, and 
reviews. Roxane Jubert confides that, from the outset, her thesis was designed like a 
book, to serve as a tool for her and others. Within the context of her research, this 
work represented ‘a base around which more specific approaches were hinged’. This 
decision was partly motivated by her teaching experience and by the lack of general 
works on the history of graphic design and typography at the time.

Anthony Masure’s choice to present his thesis, Le design des programmes.  
Des façons de faire du numérique (Designing programs: ways of working with digital 
technology), in printed form as well as an enhanced Pdf and a website constitutes  
an interesting stance that goes beyond a straightforward rejection of the standard 
presentation method imposed from above. ‘Most importantly, it is a visibility and 
referencing strategy in keeping with the argument defended in the thesis, which, for 
that matter, is freely available to the research community and students at which it is 
aimed’. Promoting research understandably constitutes an important stage that it is 
important to try to anticipate in so far as the thesis and its writing can be developed 
with the purpose of its circulation in mind. ‘One must view its transformation and 
publication as acts or interventions within a visibility economy’37.

Considerations for mounting research projects
‘Post-graduate’ programmes in art and design schools encourage the pursuit of 
individual projects initiated and carried out by student-researchers accompanied by 
teachers. Due to the presence of specialisations in these schools, these projects fall 
within areas of research that allow more or less latitude of interpretation. The issues 
explored are more reflective, encouraged by a hybrid approach combining practical 
work with more written work than usual at Masters level and a substantial amount 
of documentation. This approach, based on the exchange, collaboration  
and sharing of knowledge can lead to long-term research because new subjects arise 
from disciplinary crossover. In this respect, the ‘post-graduate’ programme could be 
described as a ‘trampoline’ format that provides a practical understanding of 
research work. It ensures an immersion period and the opportunity to check out 
one’s own commitment to the practice of research in general. For it mustn’t be 
forgotten that ‘ [research] work should be done with enthusiasm and commitment. 
If not, it will be gloomy, matter-of-fact and disillusioned, driven solely by the need to 
pass an exam, obtain a diploma and ensure an upward career move’38.



21 www.softphd.com, Anthony Masure, Paris, 2015.
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Having the freedom to initiate projects is both an opportunity and a risk  
in so far as research, which involves the unknown and discovery, can lead to  
a considerably broader aim than originally envisaged. The student-researcher 
therefore finds him/herself in charge of a project for which he/she must draw up 
scientifically and economically coherent, viable strategies. The educational 
activities pursued by the ANRT (French association for research and technology) 
since it reopened in 2013 are in keeping with this approach, both in terms of  
the research programmes identified for study39 and the projects of the student-
researchers recruited. Their aim raises the question of accompanying graphic 
design and typography projects at doctorate level, which presents a major 
challenge for the discipline because it is directly linked to its institutionalisation 
and academic recognition. At present, art and design schools have to join forces 
with academic establishments and research laboratories in order to be able to 
deliver doctoral diplomas40. Nevertheless, we should congratulate those academic 
establishments41 that already welcome graphic design and typography 
researchers thanks to the momentum generated by those who have already 
understood the importance of working together in this way. An example of this  
is the work carried out by Catherine de Smet at the Université Paris-8 Vincennes-
Saint-Denis to ensure the creation of an academic framework suitable for the 
ever-growing number of doctorates in graphic design.

A glimpse at a number of theses currently underway in the graphic design 
field shows the range of disciplines involved 42. Vivien Philizot explains that her 
thesis, Design graphique, entre construction sociale du champ visuel et construction visuelle 
du champ social (Graphic design: from social construction within the visual domain 
to visual construction within the social domain), ‘falls within the crossover 
between graphic design, visual studies and epistemology. It questions the political 
dimension of our way of looking, via a critical analysis of the epistemology of 
graphic design – all those practices and theories dedicated to representational 
work’. This kind of format enables the identification of misunderstandings  
and improvements that are part of the process of mounting academic research 
projects, and constitutes a valuable medium for defining the particularities  
of graphic design and typographic research.

Mounting a research project, be it at the academic, administrative or 
material level, requires, above all, knowledge on how to identify the needs of the 
project and enlist the collaboration of other parties accordingly, for ‘a 
multidisciplinary approach is only of interest if one is sure of one’s own position; 
otherwise everything gets swamped, scientific arguments clash and no real 
progress is made in terms of knowledge’43. These approaches are still ground-
breaking and need a meta review of existing procedures in order to strengthen 
lasting methods of graphic design research. The unusual nature of these 
approaches, while illustrating a wealth of expressive forms, is not viable long term 
and certainly not on a widespread scale. The use of models is advisable to 
facilitate their development and ensure that they do not become standardised  
by over-strict methodology.

It is true that on occasion ‘graphic design lacks critical reflection’44. 
Working with mounting research projects seems to be a way of injecting new life 
into the discipline while reinforcing its identity. It is a mutually supportive 
approach45 that unites a certain number of researchers in design, graphic design 
and typography. ‘The issue no longer lies with the discipline’s depth of study, but 
rather its opening up to others, its association with other fields’46, ‘it’s lucky to  
be able to look elsewhere’47, ‘we must learn from what has already be done in other 
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research laboratories in order to be able to identify what the particularities of 
research at art schools might be’48.

The composite nature of graphic design enables a dialogue to be established 
between disciplines that would normally have no contact because of belonging  
to distinct scientific categories. Academic disciplines have their own schools and 
references which it is sometimes difficult to escape. It is important to retain  
the design researcher’s uninhibited attitude towards cross-fertilising references 
because it results in productive and previously unknown areas of exchange. 
Graphic design research must be able to stand up to the theoretical tools and 
concepts that others have shaped without fearing cultural integration, for  
the purpose of these tools and concepts is not intended to alter design. On the 
contrary, they reveal the distance necessary for examining its subjects. Indeed, 
one of the issues raised by graphic design doctorates is how to write up their 
practices when carrying out research by design, in other words by using it as  
a methodology and means of producing tools.

The practitioner committed to ‘making’, and to the immediacy of form,  
is not interested in theories because ‘the mere fact of being questioned and 
questioning himself about the reason and purpose of his practice, removes his/
her ability to convey its essence, for the particularity of practice is that it excludes 
this question; his/her arguments deliver this essential truth about first-hand 
experience through omission, through silence and absence of proof49’. A thesis 
implies a written work that cannot limit itself to a methodological description  
of tools developed to verify the hypotheses formulated. Writing must convey how 
graphic design, with its own expressive means, ‘enables us to understand various 
phenomenon that cannot necessarily be explained by language, and, from a heuristic 
viewpoint, provides an understanding of objects other than an understanding  
of arguments’50. Graphic design can therefore be seen as a means of developing 
knowledge that expresses the pertinence of an argument formulated in terms that 
can be both seen and read.

This overview of practices provides a glimpse of the shifting context 
surrounding the development of graphic design research today. Individual 
trajectories expressing shared concerns bring to light various projects that must 
continue to be developed at academic and economic levels. While involving art 
and design schools in research seems to be bearing fruit, giving rise to new 
concerns and long-term projects, right now it is important to encourage them  
to work together in keeping with the dynamics of group construction of a field  
of knowledge produced by graphic design and typography. Considerable 
knowledge has been acquired over the past few years, and real interest has been 
expressed in research, but the discipline must pursue its progress in structuring 
methods of research that are able to guarantee its scientific effectiveness while 
retaining its particularities and encouraging the exploration of methods that can 
be used by the knowledge they produce.
 
This text is based on discussions held over the past few months with some of those who are 
involved in one way or another in constructing graphic design research in France. Thanks  
are given to Ruedi Baur, Gabriele Cepulyte, François Chastanet, Jean-Marie Courant,  
Jehanne Dautray, Jean-Michel Géridan, Victor Guégan, Thomas Huot-Marchand,  
Olivier Huz, Roxane Jubert, Jérôme Knebusch, Sarah Kremer, Anthony Masure, Charles Mazé, 
Vanina Pinter, Alice Savoie, Catherine de Smet and Emmanuël Souchier for sharing  
their experience and for their commitment. Retranscriptions of interviews are available  
on cnap.graphismeenfrance.fr.
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Ironically, graphic design research has an identity problem. Increasing numbers 
of designers, historians, theorists, publishers, students and educators claim that 
they do it, and increasing numbers of books, journal articles, syllabi and 
conferences aim to explore and illuminate it. But what exactly do we mean when 
we use the term? ‘Graphic design research’ signifies very different things 
depending on where we stand physically, economically and intellectually in 
relation to things like the practice of graphic design, the humanities, the sciences, 
academia, and publishing – whether we identify as a designer, a researcher, or as 
a hybrid of both. In this essay I’ll attempt to characterise the particular qualities 
of research when conducted about, within, or through the practice of graphic 
design and to chart the ways in which the field is expanding.

Firstly, however, I think it is necessary to be more precise and self-aware 
than we currently are about the many different definitions, approaches to, and 
uses of, the term ‘research’ that are circulating and being used interchangeably. 
Let’s be clear about which aspect of research we are talking about at any one time: 
is it market research, user research, materials research, visual research, scholarly 
research, research-likely-to-get-funding research, Google research, first-hand 
reporting research? It’s not that we have to use one mode of research exclusive  
of another, but rather that we should acknowledge the different inflections, 
values, and paradigms they each bring to the way we generate design knowledge, 
and the way that knowledge is engaged with by others. In this respect, I am 
pleased to see that the next AIGA Design Educators Conference, which takes place 
in Ohio in June 2016, will devote a session to ‘Defining Research (creative, 
practice, writing/criticism)’1. According to The Research Excellence Framework 
(REF), the system for assessing the quality of research in UK higher education 
institutions, research is ‘a process of investigation leading to new insights, 
effectively shared’2. This seems like a straightforward definition but it contains 
some important and often-overlooked aspects that bear closer examination and 
may be usefully carried forward into the realm of graphic design research.

To go about seeking
The first of these is the term ‘process’. Research is an activity, as well as an 
outcome; a verb as well as a noun. The very word ‘research’ stems etymologically 
from the Middle French term recercher which meant ‘to go about seeking’. So it’s 
not just the seeking, but also ‘the going about seeking’ – the mindset and 
disciplinary protocols one adopts when engaging in ‘the careful and diligent 
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search for knowledge’ (as Merriam Webster aptly puts it.) A researcher employs 
systematic and specific methods of inquiry with recognized conventions which 
must be learned, usually from within a branch of academic knowledge such as  
the humanities or sciences. The reason I think this is worth attending to is that 
amongst the work labeled as graphic design research, there is a tendency on the 
part of graphic designers to saturate their work in the aesthetic and the 
atmosphere of research – to fetishize the visual signifiers of erudition such as 
archives, indexes, and footnotes – without full engagement with the actual process 
of research itself. Similarly, on the part of scholars, there is room for much more 
active first-hand reporting, what the urban design critic Karrie Jacobs calls 
‘research by walking around’, and what I term ‘critical proximity’. For seven years 
I directed an MA in Design Research, Writing & Criticism at the School of Visual 
Arts in New York, a program I founded to generate and disseminate significant 
research that interrogates design’s role in our society. I put a big emphasis on 
sending students into the field – into the streets and to contested sites. This meant 
training them to report, research, interview, attend town hall and community 
meetings, participate and immerse themselves in all aspects of the issue they are 
dealing with. One student ended up in South Sudan studying the role of design  
in the branding of the world’s newest country, while another spent two weeks in  
a Mars Simulation unit in the Utah desert in order to report on the politics behind 
attempts at human habitation on Mars. All of them learn the tools and techniques 
of active research such as reporting and interviewing in addition to the more 
customary procedures for archival and secondary-source research. 

Design education theorist Tom Fisher says that, ‘education is about learning 
how to ask the right questions and how to go about seeking answers to them’3.  
I completely agree. But I also want us to consider the implications of that. I think 
it is often assumed that students will pick up the key skills of research somewhere 
along the way, in the interstices of their education. In fact, methods of knowledge-
generation such as reporting, interviewing, conducting archival research, 
observation, writing, citing, clear argument, and presenting in public, let alone 
any more experimental research methods such as mapping, are rarely taught  
as systematically as they need to be. For example, as my students will attest,  
a research question is one of the hardest things they are ever asked to write.  
It should be timely, provocative, open-ended yet pointed, ambitious yet feasible, 
innovative and yet conscious of existing discourse. Not an easy task and yet on the 
whole, the skill involved in asking ‘interesting questions’ is glossed over. Design 
research needs its own ‘curricular scaffolding’, as the theorist and former editor 
of Visible Language Sharon Helmer Poggenpohl puts it. In a paper on the subject 
she writes, ‘Research skills need to be taught and like design skills, they need  
to be staged so that students grow into an understanding of what various forms  
of inquiry can do to provide better design performance or in a larger sense to help 
build a body of design knowledge’4. An renewed emphasis on the term process in 
the definition of research, therefore, reminds us that we need to commit to 
actually teaching this stuff.

The sharing economy of research and an expanded conception of the public
The other phrase in the REF definition that I’d like to call out for consideration  
is ‘effectively shared’. While the instrumentalist bent of the word ‘effective’ 
derives from the same bureaucratic world of research evaluation that talks too 
much of ‘outputs’ and ‘impacts’ and might well be dismissed, the importance  
of the need to make our new insights available and connect meaningfully to our 
audiences still holds, as does the need to clearly indicate our sources. When any  
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of us embarks on a research project, we become part of an extended research 
community that spans time and geography. This community comprises those 
whom we hope will encounter our research as and end in itself, but also our fellow 
researchers, who may use the raw material of our research in different ways by 
following our footnotes in new directions. Acknowledging and engaging with this 
community is what turns research from a monologue in the margins into a vital 
conversation with our peers, predecessors and subjects. ‘The whole point of doing 
research’, the British design studies professor Nigel Cross has said, ‘is to extract 
reliable knowledge from either the natural or artificial world, and to make that 
knowledge available to others in re-usable form’5.

Considered in this light, then, far from being isolated, elitist, or selfish,  
as scholarship is often perceived to be, we are reminded instead of the generous, 
democratic, and networked qualities of the research enterprise. In fact, it was 
only in the late nineteenth and early twentieth centuries that national archives  
in Europe and the US opened reading rooms, and the public began to get access  
to collections of primary sources. Until then it was only wealthy scholars with 
private collections who could work with the kinds of primary sources so 
fundamental to research. So, ideally, today’s researcher engages in a dynamic, 
global, and democratized pursuit, that discovers, interprets, and then shares  
with our publics. Even more than that, today’s researcher must participate,  
as American cultural critic Mark Grief has urged us, in a project to reframe  
‘the public’, not as a sphere in which to dumb down our specialist knowledge,  
but rather an aspirational sparring zone in which the public and the intellectuals 
alike could be ‘more brilliant, more skeptical, more disobedient, more capable  
of self-defense, and more dangerous again – dangerous to elites, and dangerous  
to stability…’6

The immediate and primary advantage of a practice-led graphic design 
research, rather than any other type, would be in its capacity for ‘sharing 
insights’. Graphic designers are uniquely positioned to visually interpret and 
clarify research, frame it and make it look seductive. Indeed, it’s encouraging  
to see so many new, beautifully designed and conceived print and online 
publications, finally providing a much-needed challenge to the boring and 
reactionary aesthetics of academic publishing houses and university presses. 
Sternberg Press, for example, a small Berlin-based publishing house, is among 
those leading the way. Others include AA, Strelka Press, Bedford Press, Roma 
Publications, and Unit Editions.

Possibly even more significant than the books and websites themselves, 
however, are the ways in which such independent publishing ventures are 
positing new models for the dissemination and distribution of research, that 
provide viable alternatives to the slow publishing timetables and limited 
distribution of academic publishing. For example, Aggregate, an online public 
forum for research in architectural theory aims to open up the processes  
of research, debate and publication to broader participation by scholars and 
students, creating a public forum for innovative scholarship. Aggregate endorses 
the ideals of what it calls collaborative peer interaction and uses a process of 
transparent peer-review in which authors can engage in dialogue and debate as part 
of the process of revision of their work for publication. The Aggregate site was 
designed by Project Projects, who have also founded their own publishing house, 
Inventory Press, with an emphasis on subcultures, minor histories, and the 
sociopolitical aspects of material culture. Works that Work is another example  
of a publication where the designer-editor-publisher, Peter Bilak, has taken 
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distribution into his own hands, and given it into the hands of his readers/
couriers, in a process he terms social distribution. The publication website includes 
a database in which readers can post where they are traveling to and how much 
space they have in their luggage. ‘If your travel plans coincide with our delivery 
needs, you can help reduce the cost of shipping the magazine, making it more 
affordable for everyone, plus you get to meet super nice people, and you’ll get  
a free copy of the latest issue as a thank-you’.

Among other designers experimenting with an expanded conception of 
publishing, with the relationship between the way that knowledge is produced 
and the way that it is communicated, is Rebecca Ross, who runs the MA in 
Communication Design at Central St. Martins. Ross, who has a PhD in 
Architectural and Urban History from Harvard as well as an MFA in Graphic 
Design from Yale, is particularly interested in the interactions between images, 
media and urban change, but also in open-source methods of research. Her 
publication the Urban Pamphleteer, for example, available for no charge in print  
and online, draws on the history of radical pamphleteering to stimulate debate 
and instigate change and makes direct accessible language a priority. Her ‘London 
is Changing’ project, conducted during 2015 aimed to facilitate discussion about 
the impact of economic and policy changes on the culture and diversity of 
London. Via a web form, she reached out to anyone who recently moved or was 
planning a move to, from, or around Greater London. Data was collected on this 
site throughout the 2015 calendar year. The results of the research were fed via  
an RSS feed onto digital billboards around Central London (Ross received access 
to these by exchanging consulting time for air time). The project not only presents 
the voices of Londoners, but also questions who is generating and controlling 
data, an issue that will become ever more pressing and important to anyone 
engaging in research. Furthermore, the entire data set is available online for use 
by community and campaign groups, researchers and designers on a CCO  
‘No Rights Reserved’ basis, and as such provides a model for ways to usefully 
share our research.

One of the main philosophical underpinnings of the SVA MA in Design 
Research relates to this notion of the importance of finding ways to connect to our 
audiences, ways to urge on our publics toward a more sophisticated engagement 
with design, and ways to create agoras in which those publics can respond.  
In considering the contexts and consequences of design, we look at the ways  
in which design in all its manifestations is produced, mediated, consumed, and 
disposed of, and what that means. Through all this, we hope to improve the 
quality of discourse around design. Once we’ve asked our questions and gleaned 
our data from its many disparate sources, we begin the work of forming 
connections between, and interpreting our research findings in order to develop a 
new reading or understanding of the material, a narrative, and, most importantly 
a legible argument. When it comes to dissemination, researchers need to be fluent 
in multiple media, beyond writing, whether it’s through online fora, via radio  
and podcasting, video essays, exhibition curation, event curation and organization, 
or more imaginative applications. So our next step is to select who our intended 
audiences are, and the best vehicles for reaching them. Sometimes it’s literally  
a vehicle, in the case of an ice cream van for disseminating an educationally 
beneficial selection of digital toys. Other examples of students’ applied research 
include: a house tour of an Anthropologie store to highlight fake nostalgia rife in 
home merchandizing; an augmented-reality app that brings guns into the MoMA 
design narrative by linking them to displayed objects; a Spotify list and audio tour 
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of New York’s public housing projects mentioned in hip hop songs; a supermarket 
bingo game for spotting overused misleading pastoral imagery in food packaging; 
and a graphic design exhibition that keeps its exhibits in situ in the city rather 
than gathering them in the museum.

So far so good. We’ve looked at the two pieces of bread in the sandwich – the 
idea of the ‘process’ of research and the importance of sharing our findings, but 
what of the meat, the actual insights themselves? What are the distinct qualities  
of research conducted into, about, and through the medium, the products, and the 
worldview of graphic design, and why is it so important?

What is the nature of graphic design research?
Borrowing categories developed in the more established field known as ‘design 
research’, which emerged in the UK in the 1960s, there are three main ways to 
understand and categorize the work that goes on under this amorphous label.  
The first is research about graphic design as a practice, a profession, its works, 
culture, ideologies, practitioners and so on. This is the most graspable, and fully 
developed of the three, and includes both historical studies, explorations  
of contemporary issues in which graphic design figures prominently, and 
speculation about the future. Among the critics and historians whose research  
has focused specifically on graphic design, there are: Jeremy Aynsley, Martha 
Scotford, Steven Heller, Rick Poynor, Emily King, Andrew Blauvelt, Teal Triggs, 
Ellen Lupton, and Jessica Helfand, to mention a few. Some of these authors are 
graphic designers themselves but this aspect of their work is put on hold when 
they operate as historians, theorists, biographers, curators, or critics – or at least 
when they engage with the paradigm of scholarly research. The goal of this kind 
of work is to document, interpret, evaluate, and elucidate knowledge relating  
to graphic design, writ large. In addition to the more traditional monographic  
and historical or theme-based instances of graphic design research, there are 
increasing numbers of more experimental approaches to the documentation and 
interpretation of design. Interestingly these tend to result from a process in which 
a graphic designer controls all aspects of production, including research, writing, 
design, publishing, and distribution. Among them is a fascinating book about  
the photographer and political activist Miklós Klaus Rózsa, created by the Swiss 
designers Christof Nüssli and Christoph Oeschger through their imprint C-Press 
in 2014. The book presents photographs taken by Rózsa of the Swiss youth 
movement between 1971 and 1989, each of which are paired with state security 
files on Rózsa, as reported by the Federal Police, the Cantonal Police, and the 
Zurich Police Department, making montages that reveal the contrasts between 
differing reports of the same event, between observation and counter-
observation. Another recent book that synthesizes original source material 
through the medium and sensibility of graphic design is In Loving Memory  
of Work, a visual record of the UK miners’ strike between 1984 and 1985, made  
by the British designer, and a miner’s son Craig Oldman. Explicitly politicized, 
pro-union, and subjective, the book, printed with coal dust from the site of 
Barnsley Main Collery collects graphic ephemera and anecdotes from the era  
and contributes new graphic interventions based on a visual vocabulary Oldham 
has gleaned from his archival research.

Such publications fall in an interesting hybrid zone between this first 
categorization of research into graphic design and a second categorization we can 
use, which is that of research for graphic design. This is the kind of research a 
graphic designer undertakes as part of the making process, in order to complete  
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a project in which the end result is a designed entity. It could be research into the 
subject the design is framing or dealing with, whether it’s mobile banking or 
migrancy. It could be research into visual qualities, such as online type legibility 
or nineteenth century posters, that will contribute to the way the design appears. 
Research for graphic design could also include user research, in the sense of 
attempting to find out what people do with and think about design, in an effort  
to improve the efficacy of the design among its constituents.

There is another mode of working, however, in which the medium, 
sensibility, and methods of graphic design itself are what are used to generate 
questions, gather data, and interpret them, with the aim of contributing  
to knowledge. This latter conception of graphic design research is the most 
amorphous and yet, ever since the late 1970s when champions of design research 
including Bruce Archer, Ken Baynes, and Nigel Cross, proclaimed that design has 
its own distinct intellectual culture, its own designerly ‘things to know, ways of 
knowing them, and ways of finding out about them’,7 and then in 1993 
Christopher Frayling, a professor of Cultural History at the Royal College of Art  
in London, coined the term ‘research by design’, by which he meant a kind of 
research where design practice itself has a central metho dological role to play, 
this is the area that has been the most dynamic and the most debated8.

Among those central to this debate is the designer and education theorist 
Lisa Grocott, who has asked why the speculative-driven nature of performative, 
or practice-based, research shouldn’t have as much agency within the academy  
as the evidence-driven culture of quantitative research? Through her doctoral 
research and teaching practice, Grocott has sought to develop a practice model 
based on drawing and exploratory diagramming or figuring as she terms it –  
a type of sketching that is equal parts speculation and reflection, as a 
communication strategy for generating discussion.

Grocott has noted that, ‘Graphic design is not a practice recognized for 
generating artefacts that ask questions. Even when a piece of visual 
communication appears at first glance to be ambiguous it is often foremost a 
provocative strategy designed to promote, sell or inform others about a service, 
product or event’.9 Her work in developing new methods for graphic design 
research is intended to help design create distance from this emphasis on the 
utility of the communication artefact in a commercial context. Even though 
graphic design’s embrace of research might be seen as an attempt to create an 
intellectual separation from its perceived enmeshment with capitalism, the issue 
of remuneration and funding for this kind of work continues continues to be 
raised, especially in the realm of professional practice. The Australian type 
designer Stephen Banham has asked ‘Why can’t a critical reflection on practice 
(practice-led research) be seen as offering favourable economic outcomes as well 
as research outcomes?’10 And some students and professionals still question the 
relevance and monetary value of their research interests. For example, a graphic 
designer recently asked her peers on the online forum ResearchGate, ‘Is academic 
design research relevant in the commercial graphic design process? And if so, 
how?’ By way of explanation, in the ensuing comments thread, she continued,  
‘I have yet to ever work in a design studio where anyone has presented me with 
academic graphic design research or a scholarly article to defend a position or 
propose an argument to a client or a colleague so I am curious about whether the 
research I am referring to is an insular type of research that is not part of the real 
world for designers who are living in a world of daily and hourly deadlines, quick 
thinking and acting’.
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In spite of such continuing instrumentalist concerns, however, there seems 
much more acceptance and understanding of the ways in which self-initiated 
research and client commissioned projects might inform one another in the 
day-to-day life of a design studio, and much more evidence that a research-active 
design studio can be a financially viable one.

Following in the footsteps of pioneering studios who seamlessly combined 
self-directed research and client work, such as Design Writing Research, extant 
1985–1999, and 2 × 4, founded in 1994, many of today’s most interesting design 
practices identify as research-driven. Among them are Dexter Sinister, Project 
Projects, Zak Kyes, Catherine Guiral, Lucienne Roberts, and many more.

One of the best-known and most fully committed graphic design research 
practices is the Dutch collaborative Metahaven, whose research projects such  
as Sealand, Facestate: Social Media and the State, and its 2010 book-length 
exploration of the relationship between design and power, titled Uncorporate 
Identity, have contributed significantly to a fundamental reconsideration of a 
design practice as a research laboratory or think tank. The Metahaven studio  
is equally devoted to design and research, and uses visual and design tactics 
themselves as the form of interrogation of political and social issues such as 
surveillance, geopolitics, and networked information but, unlike some others,  
is resolute that its end products will be not only books, essays, lectures, and 
exhibitions, but also what they refer to as ‘graphic design objects’. As a review  
of the Uncorporate Identity book in Design Issues put it, ‘the visual forms that emerge 
in this speculation are fairly astounding: passports printed with cuneiform, bar 
codes that extrude into architectural space, postage stamps of mirrors and 
satellites, a national flag composed only of a field of gray, a monopoly board game 
that imagines the Parisian banlieues’11.

Back in 2006, the studio’s co-founder, Daniel van der Velden, wrote a short 
essay titled ‘Research and Destroy’, a manifesto of sorts, in which he argued that 
since the tools and techniques of graphic design were available to anybody with  
a computer, and since within corporations, design managers had taken over the 
role of designers, it was necessary for graphic designers to evolve their own 
discipline into one that conducts its own research. He pressed graphic designers 
to start asking ‘interesting questions’, to generate knowledge that would make  
it ‘possible to seriously participate in discussions that are not about design’12. Van 
der Velden’s ideas echoed those set forth a decade earlier by American design 
theorist Gunnar Swanson who, against the flow of an increasingly vocational 
trend in design education, urged a reconsideration of graphic design education as 
a ‘liberal arts subject’. The Liberal Arts, in Swanson’s conception, via Aristotle, 
have intrinsic value rather than utilitarian purpose and are non-specialized, and 
thus provide a viable alternative for a field such as graphic design which is both 
‘synthetic’ in the sense that it doesn’t have its own subject matter and 
‘integrative’ in its potential to connect many disciplines13.

Who do we wish to address?
Despite this exhortation to use research as a conduit to meaningful exchange with 
other fields, and a continuing interest in the potential for graphic design to operate 
as a liberal art, for the most part those designers self identifying as ‘practitioner-
researchers’ tend to be concerned with understanding the shifting nature of their 
own profession and with the building of a meta-level discourse about design as  
‘a discipline in transition’ as the design researcher and educator Ramia Mazé 
refers to it14.
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top ‘Workshop # Platform’, Neil Donnelly, SVA Design Reasearch, 2014. 
bottom Forms of Inquiry, AA School, Zak Kyes & Mark Owens, 2007.
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American designer and curator Andrew Blauvelt identifies graphic design’s 
multiplying modes of practice – its integrative nature, in fact – as the cause of its 
weak sense of self as a coherent discipline. Waging a war on too many fronts, 
design has no strict focus, and no foundation for critical discourse – no methods 
of designing that better define or strengthen the discipline, Blauvelt argued  
in a lecture at the SVA MA Design Research conference in 2013. He recommends 
instead a kind of design that self-initiates its own projects, self-propels its own 
research and content, and self-reflects inward (exploring design through 
designing, or writing about design). In Blauvelt’s opinion graphic design ‘should 
be capable of generating its own meaning from its own resources’15.

Such as an approach is typified by many of the proponents of the 
burgeoning field of critical graphic design, with the influential ‘Forms of Inquiry: 
The Architecture of Critical Graphic Design’, exhibition, which was held at 
London’s Architectural Association in 2007, being one of its foundational 
statements. Curated by Zak Kyes, art director at the AA, nineteen graphic 
designers each submitted a representative example of their work along with a new 
piece – an ‘inquiry’ into an aspect of architecture. While the explicit aim of the 
exhibition was to explore the intellectual and formal crosscurrents between 
graphic design and architecture, the exhibition’s subtext was the notion that the 
practice of graphic design itself can be ‘a specifically critical activity’. In the catalog 
essay Kyes and his co-author, the designer Mark Owens, described critical 
graphic design as ‘work that is motivated by a shared impulse to reframe the 
circumstances surrounding contemporary graphic practice…’16

Kyes and Owens chose the word ‘inquiry’ in connection with this 
exploratory work, rather than the word ‘research’. ‘Research’, they said, is 
associated with the ‘paradigm of scientific data-gathering’. ‘Inquiry’ fit their 
purposes much better since it ‘suggests an almost anti-methodological 
methodology – posing questions and pursuing paths without necessarily knowing 
where they will lead’17.

While I am interested in much of the work and thinking generated by that 
exhibition and the many others that have followed it, I still believe in the methods 
and practices of the scholarly paradigm of research – things such as data-
gathering, analysis and interpretation. Rather than dodging the essential work  
of research, I think we need to square up even closer to the label, and the process, 
and continue to ask the question ‘What is the nature of graphic design research?’

In November 2015 a symposium was convened at Falmouth University in the 
UK to address precisely this question as well as other pertinent ones besides, such 
as ‘How can we integrate graphic design research with teaching?’ ‘Who do we 
wish to address?’ ‘What forms can graphic design research take in the new 
publishing landscape?’ The perspectives presented by the invited representatives 
from design education, publishing and practice spanned the spectrum of 
approaches to, and varying definitions of graphic design research.

The convener of the ‘Graphic Designers Research’ symposium, design and 
historian Jessica Jenkins, told us that as she was looking to advertise her event  
on academic list serves, she found none devoted to graphic design. ‘My posting  
on the art history server was rejected by the editors as misplaced, even though 
conferences on urban design, photography and the Swiss poster have sub-
sequently been accepted’. Creating an online presence would seem to be an 
important step for the field of graphic design research, but it should only be the 
first of many. We also need more gatherings of research-identifying designers and 
design-sensitive scholars, from academia and practice alike, and from publishing, 
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in its broadest sense. Graphic design research is reaching its audiences through 
the work done in university settings, such as research hubs and units, of course, 
but it’s also manifesting in less prescriptive environments such as online forums, 
readers, catalogue essays, interviews, and independent press publications.

Today, in a diversified graphic design landscape in which authorship and 
critical reflection are increasingly acknowledged and practiced, and the focus on 
design as things is being replaced by a focus on design as systems, services, and 
scenarios, the conception of graphic design research as an activity that gives 
equal value to the established practices of research and to the experimental modes 
of dissemination is gaining traction. Grocott reflects that it is ‘the contested 
nature of design research that has productively driven the breadth of multi-modal 
methods and strategies that we now see emerging. In a world that increasingly 
calls for research collaborations that transcend any conventional notion of 
discipline it is imperative that we have an informed respect for other disciplinary 
approaches, just as it is important that we have our own way of understanding 
what design practice has to offer the context of research’18.

As graphic design research becomes more visible and yet more complex,  
the time is ripe for deeper consideration of its shifting strategies, locations, and 
motivations. And at a time when the character of research conducted in the 
design academy is under scrutiny, this hybrid branch of research may well be the 
one that has the richest potential to inform developing standards and contribute 
to critical debate on the issues surrounding graphic design as research.
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Panorama of Doctoral Projects



a Photogram from John Carpenter’s film They Live, 1988.



b An employee of the Type Drawing Office at work producing Monotype characters:  
checking copper matrices.



c ‘Screens provide modular tools in a multi-media graphic design context’. David Small (Visible 
Language Workshop), ‘Computers and Design’, Design Quarterly, no 142, p. 23, 1989.



d Type specimen from Robert Thorne’s foundry, circa 1810.



e Main gallery of the ‘Cubaanse Affiches’ exhibition, Stedelijk Museum, Amsterdam,  
7 May–6 June 1971.



f Dieter Kiessling, Continue, artintact 4, ZKM, 1997.



g Jan Tschichold’s visiting card, 1960s.



h Simulation of the movement of marine debris generated by the tsunami in Japan in 2011,  
Jet Propulsion Laboratory, Nasa, 2012.



i Jules Gilliéron and Mario Roques, plate from Chapter VIII ‘Mirages phonetiques’ in Études de 
géographie linguistique d’après l’Atlas linguistique de la France (Studies in linguistic geography based  
on The Linguistic Atlas of France), Honoré Champion, Paris, 1912.



j ‘Le créatif au pouvoir’ (Giving designers power), Anthony Masure,  
strabic.fr/Adobe-le-creatif -au-pouvoir, 2011.

http://strabic.fr/Adobe-le-creatif%20-au-pouvoir


k One of the hundreds of posters produced by the Atelier Populaire Marseille, in association with 
action committees combining workers, school children and students. Created sometime between 
summer 1968 and December 1969.



l Tsto’s visual identity for the exhibition ‘Don’t Shoot the Messenger’ at the Design Museum  
in Helsinki, 2013–2014.



m Bookplates designed by students from the typographic workshop of the School of Arts  
and Crafts (ŠUR) in Bratislava, 1931.



n Screenshot of the kindred.stanford.edu website, Nicholas Jenkins, 2013.

http://kindred.stanford.edu


o Photogram on cardboard from the film La Chinoise (1967) by Jean-Luc Godard.



o Double-page from an issue of Caractère Noël (1954) designed by Maximilien Vox. 



p Bic, Agence Française de la Propagande (French propaganda agency), Paris, Raymond Savignac, 
240 × 160 cm, Bibliothèque Forney.



q Sans titre (Untitled), Benoît Buquet, 2014.



r How to make the complex spatial area of a campus intelligible, linking its form/design to the 
scientific content that will drawn up there. Detail of research undertaken for an architecture 
competition for the campus of Condorcet, 2015.



s Poster storeroom, Les Silos, Maison du Livre et de l’Affiche, Chaumont. In the foreground: 
framed posters in special crates for transportation, here back from loan for an exhibition;  
in the background: donated posters conserved in tubes. 



t Le Corbusier, study for the cover of his book Ronchamp, 1957, 202 × 190 mm, gouache and pencil 
on paper, Fondation Le Corbusier.



u Photogram from Baisers volés (Stolen Kisses), directed by François Truffaut, 1968.



v Composition avec la lettre X, hand press, 297 × 458 mm, 1927–1928, the Netherlands.
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a The film’s main character, John Nada, enables us to understand that seeing 
is essentially about making sense of things. His sunglasses – a metaphor of 
our way of looking – are also, at an epistemological level, a metaphor of our 
way of knowing and understanding the world around us.

Vivien Philizot has been researching her thesis ‘Design graphique, entre 
construction sociale du champ visuel et construction visuelle du champ social’ 
(Graphic design, from social construction of the visual to visual construction  
of the social), supervised by Pierre Litzler at Strasbourg University (Visual Arts) 
since 2011.

b This image shows an employee of Monotype’s Type Drawing Office in 
south London adapting typographic characters for the hot metal process. 
The work of these offices is frequently overlooked (and rarely credited), 
but played a vital role in the production of characters throughout the 20th 
century, notably for mechanical composition and photocomposition. My 
research project ‘International Cross-Currents in Typeface Design: France, 
Great Britain and the USA in the Phototypesetting Era’ enabled me, among 
other things, to shed light on the contribution made by these employees 
whose job consisted of adapting the work of a typeface designer to the 
needs of the typographic industry.

Alice Savoie presented her thesis ‘International Cross-Currents in Typeface 
Design: France, Great Britain and the USA in the Phototypesetting Era’, supervised  
by Paul Luna, Fiona Ross and Alan Marshall at Reading University (Department  
of Typography & Graphic Communication) in 2014.

c Muriel Cooper opened the way for digital graphics in the 1970s with the 
Visible Language Workshop at MIT. There, designers had to learn to 
programme so that ‘their work was more than a straightforward reflection 
of the tools that created it’. Now that software rules in the world of graphics, 
how can graphic designers reclaim their tools, and how can they be helped 
to do so?

Nolwenn Maudet has been researching her thesis ‘Substrates et instruments 
co-adaptifs pour le graphisme’ (Substrata and co-adaptive instruments for graphic 
design), supervised by Michel Beaudouin-Lafon at INRIA, at Paris-Sud University  
and at the CNRS (Design, human-machine interaction) since 2014.

d This specimen, from the collection of book historian Nicolas Barker, had 
never been studied before I discovered it in his collection in London when 
researching my doctoral thesis.

Sébastien Morlighem presented his thesis ‘The ‘modern face’ in France and Great 
Britain, 1781–1825: Typography as an Ideal of Progress’, supervised by Rob Banham  
and Paul Luna at Reading University (Department of Typography & Graphic 
Communication) in 2014.

e This exhibition of Cuban posters was held in the museum’s principle gallery 
where the spotless walls reinforced the visual appeal of the exhibits – their 
striking colours and effective simplification of forms – at the risk of playing 
down their original aim, that of revolutionary combat. My thesis examines 
what happens when graphic design appears in modern art museums. Does it 
necessarily have to be considered transformed into a work of art in order to 
earn recognition?
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Clémence Imbert has been researching her thesis ‘Le graphisme au musée d’art 
moderne. Statuts de l’objet imprimé dans les expositions du Moma, du Stedelijk Museum 
et du Mnam/Cci depuis 1970’. (Graphic design and the modern art museum. The status of 
the printed object in exhibitions at MOMA, the Stedelijk Museum and the MNAM/CCI 
since 1970), supervised by Jean-Philippe Antoine and Catherine de Smet at Paris-8 
University (Arts) since 2012.

f How should one respond to this ironic interactive game the screen of which 
also serves as its instructions? Successive divisions occur with every winning 
click, ending up with the graphics display resolution of the game’s opening 
scene. There really is a winning formula, a winning pixel! But the game 
betrays its rules and quits in random mode.

Gilles Rouffineau presented his thesis ‘Entre jeu et récit, les conditions de 
l’expérience esthétique dans les éditions numériques off-line’ (Between game and story: 
conditions of aesthetic experience in offline digital publications), supervised by Anne-
Marie Duguet at Paris-I University (Arts and the Science of Art) in 2006.

g The uncluttered, restrained arrangement of the printed area and the attention 
that Jan Tschichold gives to honorary titles (especially his own)  
is evident in this visiting card. This kind of document led me to question the 
place and strategic positioning of a typographer like Jan Tschichold within 
society as well as within the production process.

Victor Guégan has been researching his thesis ‘Révolutions fonctionnaliste et 
plastique dans la nouvelle typographie (1917–1935) (Functional and visual revolutions in 
The New Typography, 1917–1935), supervised by Pierre Arnauld at Paris-IV University 
(History of Art) since April 2009.

h Dynamic visualisation and digital simulation are central to the exploration of the 
role of design in representing science today and its rapport to the different ways 
of transmitting sophisticated, specialist images. The ani mation (from which 
these screen shots are taken) produced by NASA’s Jet Propulsion Laboratory 
in 2012, made to visualise the spread of debris from the Fukushima catastrophe, 
was given particular attention in this thesis (Back Cover, no 6, special issue on 
Japan, 2014). The textural rendering, software and nature of the data treated 
shift the question of aesthetic factors beyond mere ‘visualisation of information’.

Anne-Lyse Renon has been researching her thesis ‘Design et esthétique dans  
les pratiques de la science’ (Design and aesthetics in scientific practice), supervised  
by Victor Rosenthal at the EHESS Paris (Anthropology) since 2010.

i Gilliéron’s linguistic geography provides a new way of looking at the 
philology of romance languages. His field surveys use a graphic system 
specially for transcribing dialects. In his publication Französisches 
Etymologisches Wörterbuch, Walther von Wartburg used material provided  
by Gilliéron’s studies as well as his phonetic alphabet.

Sarah Kremer has been researching her thesis ‘Étude et développement d’une série 
de caractères typographiques phonétiques étendus pour la numérisation du FEW de 
Walther von Wartburg. Impact de la mise en forme typographique sur la lecture et la 
rédaction d’un contenu scientifique’ (Study and development of a series of extensive 
phonetic typographic characters for the digitisation of Walther von Wartburg’s 
Französisches Etymologisches Wörterbuch), supervised by Yan Greub at Atilf, at the 
CNRS and at Nancy University since 2014.
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j This image is taken from the article ‘Adobe, le créatif au pouvoir?’ (‘Does Adobe 
give designers power?’ published in the review Strabic.fr in July 2011. This text 
marked a turning point in my research, shifting the focus from my initial subject 
on writing and reading interfaces to towards the notion of the programme.

Anthony Masure presented his thesis ‘Le Design des programmes: des façons  
de faire du numérique’ (Designing programmes: ways of working with digitisation), 
supervised by Pierre-Damien Huyghe at Paris-I University (Arts and the Science  
of Art, Aesthetics) in 2014.

k The output, practices and considerations of the popular workshops around 
1968 have travelled beyond the confines of their short period of existence 
and limited territorial sphere, to resonate as strongly as ever in today’s 
struggles.

Jil Daniel has been researching her thesis ‘Création des images graphiques dans  
le cadre de Mai 68 en France: modalités et rayonnements’ (Creating graphic images 
within the context of May 68 in France: conditions and sphere of influence, supervised 
by Leszek Brogowski at Rennes–2 University (Aesthetics).

l Photograph of a poster on the ground in ‘Don’t Shoot the Messenger’,  
an exhibition held at the Design Museum in Helsinki in late 2013, examining 
the current status of international graphic design. This image gave rise to a 
course entitled ‘A Bullet to a Manifesto’ which I taught at the Academy of Arts 
in Tallinn in 2014, which subsequently served as one of the starting points  
for my research.

Léonore Conte has been researching her thesis ‘Manifestes, déclarations, 
programmes en design graphique du XXe siècle à nos jours, contribution aux systèmes  
de pensée et d’action d’une discipline’ (Graphic design manifestos, statements and 
programmes from the 20th century to the present: their contribution to the thought and 
practice processes of the discipline) supervised by Jean-Philippe Antoine et Catherine  
de Smet at Paris-8 University (Visual Arts, Musicology) since 2015.

m This page from the Czech review Typografia made me aware of the importance 
and quality of typographic and graphic design education in Central Europe 
between the wars. Part of my thesis, ‘La Lettre dans l’art des avant-gardes 
1909–1939’ (The letter in avant-garde art 1909–1939) explored this subject. 
These images were part of a minute body of limited information that inspired 
me to focus on the Slovak avant-garde, about which very little was known  
at the time. My research into this field is ongoing, in collaboration with 
Bratislava’s newly created design museum.

Sonia de Puineuf presented her thesis ‘La Lettre dans l’art des avant-gardes 
européennes entre 1909 et 1939: le signe-passeur du modernisme’ (The letter in avant-
garde art in Europe 1909–1939: the sign as conveyor of modernism), supervised  
by Serge Lemoine at Paris-IV University (History of Art) in 2006.

n Kindred Britain is an online publication that aims to summarise research  
on the history of Britain’s main families. The way it is organised, both 
graphically and digitally, illustrates the close relationship between archives 
and argument, database and narrative, and lastly, between design and 
publication, found in emerging formats of electronic scientific publishing. 
The discovery of this case study at the start of my research work determined 
many of its subsequent developments.
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Robin de Mourat has been researching his thesis ‘Publication numérique et design 
dans les sciences humaines et sociales: enjeux esthétiques et politiques de l’édition  
des documents de recherche’ (Digital and design publications in the humanities and 
social sciences: the aesthetic and political issues surrounding the publication of research 
documentation), supervised by Nicolas Thély at Rennes–2 University (Visual Arts)  
since 2013.

o In order to draw up a genealogy of Jean-Luc Godard’s influences on the 
graphic arts and typography, two images were compared. Their colour 
scheme was the same – blue, white and red on a black background – and 
they both used typography by Roger Excoffon. An unexpected comparison 
made credible by the family relationship between the two men: Maximilien 
Vox was Godard’s uncle.

Paule Palacios-Dalens has been researching her thesis ‘Le Graphiste à la caméra: 
graphie, typographie, montage et mise en page dans l’œuvre cinématographique et 
imprimée de Jean-Luc Godard (1959–2010)’ (The graphic designer behind the camera: 
writing, typography, editing and layout in the cinematographic and printed work of 
Jean-Luc Godard, 1959–2010), supervised by Jean-Louis Boissier and Catherine de Smet 
at Paris-8 University (Arts) since 2012.

p When a Bic poster designed by Savignac (1907–2002) was discovered on the 
wall in the hallway of a theatre being used as a temporary exhibition space, I 
took a leap 30 years back in time. It showed me the evocative power of the 
image, and its duration over time, and the unjust anonymity suffered by 
these image-makers of modern times, otherwise known as poster-designers.

Diego Zaccaria presented his thesis ‘L’Affiche de théâtre et ‘l’espace public’: la 
scène polonaise, française et italienne, des années 1960 à nos jours’ (‘Theatre posters and 
‘public spaces’: theatre in Poland, France and Italy from the 1960s to now’), supervised 
by Thierry Dufrêne at Grenoble–2 University (History) in 2006.

q 25 August 2014, between Winslow and Flagstaff, not far from a meteor crater. 
I turned off the motorway to investigate an interesting-looking abandoned 
geodesic structure. Then I spied a signpost and decided to take a closer look 
at it. Its chronological concretion reminded me of my thesis, presented in 
2011, and more specifically, of a piece of history and visual culture, both of 
which continue to guide my work today. I had to photograph this structure 
that was no longer able to support the fragility of its message in its entirety. 
Eight hours later, I would be back in Los Angeles, the city I had first 
discovered six years’ earlier, during a decisive time of research spent at the 
archives of the Getty Research Institute.

Benoît Buquet presented his thesis ‘Art & design graphique des années 1950–1970: 
contribution fragmentaire à une histoire visuelle partagée’ (Art and graphic design from 
1950–1970: fragmentary contribution to a shared visual history), supervised by Thierry 
Dufrêne at Paris-X University (History of Art) in 2011.

r The thesis endeavours to show how the representational methods used by 
marketing for questions of branding and corporate identity are detrimental 
to the intelligibility of public institutions and regional authorities, and  
how these strategies are even frequently impolite and perceived as such.  
In parallel with the critical analysis of numerous projects undertaken 
between 1980 and 2015, the research summarises the development of the 
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methods of the various disciplines involved in this domain. By analysing  
the difference between identity and identification, it shifts the focus from 
questions of visibility of heavy-handed branding strategies towards 
approaches that have visual and verbal languages at their centre, to allow 
for multiple interpretations, rhizomatic identity, the integration of context 
and the co-ordination of diverse forms of expression. A series of case studies 
has been elaborated on the way in which universities define themselves, not 
through branding or an administrative flow chart but rather through an 
interpretation of the knowledge that is produced, handed down, circulated 
and stored there. Various design methods enable this approach to be applied 
to other public spheres.

Ruedi Baur has been researching his thesis ‘Entre identité et identification,  
les valeurs civiques des systèmes de représentation territoriaux’ (Between identity  
and identification: civic values of territorial representation systems), supervised  
by Pierre Litzler at Strasbourg University since December 2010.

s Museological research concerning graphic design collections is virtually 
non-existent, in France and abroad, even though the issue of these 
collections has been and continues to be raised periodically. Since the 
beginning of the 21st century, however, an autonomous legacy of graphic 
design has been being built up within French public institutions. Its origins 
lie principally with existing poster collections (BNF, Musée des Arts 
Décoratifs, Centre International du Graphisme in Chaumont), but other 
objects and projects are also conserved and considered for reasons specific 
to the discipline (publishing, typography, commissions). The study of 
professional practices regarding the ‘conserved object’ and the development 
of this legacy within public collections therefore provides another way  
of looking at the history of graphic design.

Éric Aubert has been researching his thesis ‘Les Collections de design graphique: 
l’invention d’un champ patrimonial (Graphic design collections: inventing a legacy), 
supervised by Jérôme Glicenstein and Catherine de Smet at Paris-8 Univerity (Visual 
Arts, Musicology) since 2014.

t Le Corbusier was responsible for the design of many of his books. An 
important part of my research consisted of studying the numerous archive 
evidence of this work, namely the different stages of working models, 
correspondence with publishers and graphic designers like Pierre 
Faucheux, from whom he learned a lot, and Jean Petit, in whom he placed 
his trust at the end of his life.

Catherine de Smet presented her thesis ‘Le Livre comme synthèse des arts: édition 
et design graphique chez Le Corbusier, 1945–1965’ (The book as a synthesis of the arts: 
publishing and graphic design in Le Corbusier’s work, 1945–1965), supervised by 
Jean-Louis Cohen at the EHESS Paris (History of Art) in 2002.

u This image, from François Truffaut’s film, Baisers volés (1968), is both a catalyst 
and a key document of my research. It is about the presence of books in  
films and the way in which films have once again come to feature in books. 
But it is also about enquiry and context as seen in the objects designed  
by Pierre Faucheux.

With regard to the rapport between the physical form of a book and 
cinematic form, the notion of credits has often been used for creating the 
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rhythm and layout of front matter for book clubs. Having worked for the 
Club Français du Livre and the Club des Libraires de France in the 1950s 
and 1960s, Pierre Faucheux referred to the ‘cinematic balance’ in books,  
by which he meant the dynamic movement that he insisted books needed  
to be given, and which he saw as a metaphor of film.

In Baisers volés, there are anecdotes relating to the nature of research/
spirit of the research project that are amusing to consider. Antoine Doinel, 
played here for the third time by Jean-Pierre Léaud, is just back from doing 
his military service. After various adventures, he gets a job with a detective 
agency where he soon finds himself as both investigator and player in a 
murky case of adultery. As an initiation story, Baisers volés therefore finds 
Doinel searching for clues while participating in their dramatisation.

In another passage in the film, Doinel, swaddled in a blanket, is 
reading a detective novel by William Irish, published by Livre de poche in 
1967–1968, La Sirène du Mississipi (Mississippi Mermaid), a story of subterfuge, 
murder and detectives. Truffaut himself made the eponymous adaptation  
of the novel in 1969 in which, as if in a game of echoes, he includes an 
adulterous scene similar to the one in Baisers volés, with a cuckolded husband 
ripping his wife’s underwear in the bedroom – scene of the adultery.

The cover of the Livre de poche edition of Irish’s novel illustrates this 
shift from one film to the other. While we see Doinel reading the first edition 
of the novel with its white cover illustrated with an engraving and a floral 
border, the cover of the new, 1969 edition of the book is featured in a 
photogram made from Truffaut’s film of it. The paperback, part of the Livre 
de poche collection for which Pierre Faucheux was the art director from 
1964, thus becomes an object-clue – in this instance, of a game of citations, 
but also of this context of mass-market culture which was nearing its peak 
in the mid-1960s. It’s not surprising, therefore, to see Antoine Doinel 
progress from being a detective to becoming a television repair man.

Catherine Guiral is researching her thesis ‘Pierre Faucheux’s Lines of Flight, 
mapping the works of a French Graphic Designer (1950s–1980s)’, supervised by Sarah 
Teasley and David Crowley at the Royal College of Art (History of Design).

v Hendrik Nicolaas Werkman was a Dutch typographer and printer as well  
as author and self-taught artist – the very personification of the avant-garde 
figure operating on the fringes of and beyond normal codes of behaviour. 
The work of this experimental figure still speaks of exceptional and 
exemplary freedom, defying all classification, compartmentalisation or 
desire to separate graphic design, typography and art. His destiny was 
tragic, arrested and executed in 1945, shortly before the liberation of the 
Netherlands. That same year, Willem Sandberg was appointed director of 
the Stedelijk Museum whereupon he dedicated a retrospective to Werkman. 
Despite this, and the admiration in which he is held by some people, 
Werkman has remained a figure in the shadow.

Roxane Jubert presented her thesis ‘Constitution et développements de la 
typographie et du graphisme en Occident aux époques moderne et contemporaine’ 
(Creation and development of typography and graphic design in the West in the modern 
and contemporary periods), supervised by Serge Lemoine at Paris-IV University 
(History of Art and Archaeology) in 2004.
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This panorama of doctoral projects was drawn from a selection of ongoing and completed 
theses within the fields of graphic design and typography. The list can be found on  
cnap.graphismeenfrance.fr.
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We are only ‘the interpreters of interpretations’; so Montaigne – who is himself echoing Plato’s 
description of the rhapsode as έρμηνέων έρμηνής [interpreter of interpreters] in the Ion’.

—George Steiner, Antigones 

In 2014, during a day-long seminar in Paris organized by the Design en Recherche 
association at the École Nationale Supérieure de Création Industrielle – Les Ateliers 
(ENSCI), designer and academic Robin de Mourat raised this question: ‘What is 
research when it comes to designers?’ That question prompted consideration of 
the methodologies employed in the field of design2. What interests me here is the 
adverbial clause in that question – ‘when it comes to’ – which suggest a 
mechanism of conjunction and coexistence that I am currently exploring for a 
Ph.D. thesis nearing completion under the supervision of Dr. Sarah Teasley and 
Professor David Crowley in the Department of the History of Design at the Royal 
College of Art in London, focusing on the work of the French graphic designer 
and urbanist Pierre Faucheux (1924–1999).

Marquard Smith raised the question of research as method – and, in parallel, 
the question of practice-based research – in a conference titled What is Research in the 
Visual Arts? Obsession, Archive, Encounter, organized in 2007 by Michael Ann Holly and 
himself3. At the time, doctoral students in a number of different fields were raising 
a series of issues related to the lack of clarity on the status of practice-based 
research, and the list of questions discussed by Smith in his paper4 might easily  
be summed up by a why and a how: why consider research through practice as an 
autonomous type of research, and how can it be assessed? Smith attempted to offer 
some answers during a workshop held at Tate Britain at the time when artist 
Simon Starling, shortlisted for the 2005 Turner Prize, was exhibiting Shedboatshed 
(Mobile Architecture No 2). Smith argued that this artwork ‘both embodied and evidenced 
its research, its process, its research methodologies, the morphologies of thinking 
around it…’. For those reasons, Smith stressed that ‘the gallery at Tate in which 
Shedboatshed had been installed was a perfect place to debate the nature of practice-
led research5’. The ensuing discussion among theorists and practitioners in the 
working party diverged into two points of view. The theorists affirmed the quality 
of the research yet regretted the lack of preliminary written material that could 
document and legitimize a research project, so essential to its validation. 
Conversely, practitioners felt that had Starling’s work been submitted for an 
academic Ph.D., it would have merited acceptance because his work had subsequently 
been legitimized by institutions such as galleries, museums, and the press.

Introductory Note to Research on Pierre Faucheux’s Work1

Catherine Guiral
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View of administrative offices built by Pierre Faucheux in Hassi-Messaoud, Algeria,  
in the early 1970s. The building was designed using the Open system patented by 
Faucheux, which entailed pre-fabricated structural elements designed to rationalize 
construction processes like a Meccano set. The Open system employed ‘various 
materials in a modular approach using simple assemblies’.
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A prototype of a luminous clock using the ‘Bitz’ system (circa 1970): a grid of 12 × 12 
dots organized into three sections (12 × 2, 12 × 5, and 12 × 5) respectively representing 
hours, minutes, and seconds.
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Since that apparently inconclusive discussion – so irreconcilable did  
the two viewpoints seem – the British system has gradually incorporated  
and defined the parameters of practice-based research. There has emerged a 
‘methodological consensus that now seems to be built on the so-called ‘project-
research’ model […] that is to say, a type of ‘active’ research located and engaged 
in the process of a design project. [This latter] is similar to existing 
methodological models such as ‘action research’ […] and ‘grounded theory’ […] 6’ 
Within this context, it might be pointed out that graphic designer and publisher 
Stuart Bailey, co-founder of Dot-Dot-Dot magazine and co-curator of shows 
including the Richard Hollis exhibition7, recently completed a practice-led Ph.D.  
at the University of Reading. Brilliantly conducted and titled Work in Progress: 
Form as a Way of Thinking, it partly incorporates his dense output as publisher, 
writer, and curator8.

Practice-based research might therefore be defined as a ‘model of metho-
dological coexistence’9 involving two mutually enriching approaches. My research 
on Faucheux’s work seeks, in fact, to interrogate and implement that coexistence. 
A seminar organized by the Centre National d’Arts Plastiques (CNAP) in September 
2014 provided an occasion to address the issue and to outline a portrait of 
Faucheux10, a major figure in French publishing during the post-war economic 
boom as well as a graphic designer and urbanist. In the catalogue of an exhibition 
on three decades of French design, hosted by the Centre de Création Industrielle 
in Paris in 1988, which alphabetically organized designers into two categories, 
Faucheux and his work were listed under ‘colour, graphic design, textiles’ rather 
than ‘interior design and product design’11. Yet the double page devoted to 
Faucheux, although obviously discussing his career as a ‘publishing artist’ (artiste 
du livre), also briefly mentioned his research in the field of architecture, which 
since 1949 had led him to ‘study systems designed to industrialize construction 
and spatial structures12’. Indeed, the richness of Faucheux’s graphic design work 
was such that it often overshadowed his work as an urbanist and spatial organizer 
(agenceur d’espaces). He liked to describe himself as an ‘architect of books’ and 
‘composer of spaces’ (écrivain de l’espace), so that his actual architectural work was 
little discussed or displayed, except for a solo show at the Musée d’Art Moderne  
in 197813 and the parallel publication of his autobiography that same year14.  
Yet it is crucial that we grasp the dialogue that this abundantly productive 
designer generated between these two practices dominated by notions of space 
and modularity.

While Faucheux’s work for numerous publishers reflects the eclecticism and 
‘permanent innovation’ noted by historian Richard Hollis15, as well as the 
diversity visible in the covers he designed with his studio in the second half of the 
1960s for the Livre de Poche imprint16, his more systematic work in architecture 
and urbanism owed much to his encounters and collaborations with other people, 
mainly the architect Le Corbusier, designers Charlotte Perriand and Jean Prouvé, 
engineer Robert Ricolais, and architect Michel Jausserand17.

It is the constant dialogue between architecture and writing, between 
typographic grammar and systems of composing space, that is the theme of shows 
recently hosted by the Pompidou Centre, the Brno Biennial, and the École 
Supérieure d’Art in Cambrai18. Adopting the notion of coexistence mentioned  
in the introduction, these projects should be viewed as a kind of marginalia to  
my written research, which reinforces the broad lines of a much-needed 
historical, cultural, and technical contextualization based on study of Faucheux’s 
commissions and works.
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View of Crystal Maze IV – 1 + 2 + 3 = 3 Notre Distraction Favorite, a project by the Agence 
du Doute for the 4th Nouveau Festival at the Pompidou Centre, Paris, 20 February– 
11 March 2013.
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Still from the film Crystal Maze – The Crystal Voyeur, by Brice Domingues, text by 
Catherine Guiral, with the participation of Alexandru Balgiu, Thierry Chancogne, 
Jérôme Dupeyrat and Fabrice Mabime. Screened and performed at the 4th Nouveau 
Festival at the Pompidou Centre, Paris, 9 March 2013.
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Detail of documentation enabling visitors to identify and contextualize the large- 
scale poster-presentations of items exhibited in the room featuring furniture built  
by designer Vincent Fortin. 26th Brno Biennial, OFF programme, 17 September– 
29 October 2014.
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View of installation and large-scale posters for Musiques d’autrefois, échos d’aujourd’hui :  
A Study Room on the Works of Pierre Faucheux, 26th Brno Biennial, OFF programme,  
17 September–29 October 2014.
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In an article published in the Democratic Review of 1844, Edgar Allan Poe 
explained that he specifically sought to buy books with ‘ample margins … for the 
facility it affords [him] of pencilling suggested thoughts…19’ The annotations made 
in the margins of books have an immediacy initially appealing to the annotator 
him-or herself, yet they are also asides that constitute, claimed Poe, a ‘fabric of 
intelligibility’. They are ‘scribblings [that] would have interest for others’ 
provided that the fragile balance between these texts and the context of their 
scribbled emergence be maintained20.

It is no coincidence that the author who wrote about the pleasure of writing 
in the margins of book is also the one generally credited with inventing a marginal 
literary genre – the detective story. In their diary, the Goncourt brothers noted on 
16 July 1856: ‘Pow, a new literary world, pointing to the literature of the twentieth 
century. Scientific miracles, fables on the pattern A + B […] No more poetry, but 
analytic fantasy […] the basis of the novel transferred from the heart to the head21’ 
The margins of the work of research, then, are riddled with the spirit of an 
investigation that exhibits its clues, exposing the relationships that might exist 
among them. During a visit to a show titled Pierre et Astérique22, which delineated 
research into Faucheux’s use of the figures of circle and ellipse23, doctoral student 
Clémence Imbert and I discussed her essay, ‘Un dispositif dans le dispositif: Les 
expositions de design graphique contemporain’ (A System within the System: 
Exhibitions of Graphic Design24). It was an enlightening exchange on the paradox 
of exhibitions devoted to graphic design, itself understood as another organizing 
system which is authoritative and which thus invisibly guides – through choices 
that are distinctly less invisible – the reader’s experience. As historian Jérôme 
Glicenstein has explained, ‘An exhibition is amongst the most ambiguous entities 
possible: it is simultaneously a material entity, since it is a singular, contextual 
presentation of something, and an immaterial entity in so far as it implies a set  
of relationships between objects themselves and also between those objects,  
a place, and an audience, and even between members of that audience25’.

It is not merely a question of displaying books and objects, but of exhibiting 
– in the sense of revealing or exposing – the factual as well as the perceptual aspect 
of those objects26. It is understandable that the above-mentioned catalogue  
on three decades of French design included an article by critic Pierre Restany  
on ‘objects-plus’, namely everyday industrial objects whose ‘previous meaning  
is still implied even as a new meaning emerges27’ from the act of summoning, 
seizing, and appropriating them28. The additional meaning of the object is 
revealed, as least in the practical part of my research, through ‘operative 
scenarios’ (scénario-dispositifs), a term borrowed from film critic and historian 
Michel Marie, who distinguishes them from ‘programmatic scenarios’ (scénario-
programme). Starting from Francis Vanoye’s work, Marie explained that, unlike  
a programmatic scenario that ‘organizes episodes into a structure ready to  
be shot’, an operative scenario is one that is ‘open to the vagaries of shooting,  
of encounters, of the author’s ideas suddenly surfacing in the here and now29’. 
This narrative strategy, which did not go unnoticed by Nouvelle Vague film-
makers, tends to suggest that every narrative framework requires one or  
more authors.

Invoking the cinema and authorship raises the possibility that these 
exhibition projects could also be approached from the angle of Glicenstein’s 
proposition that an exhibition, ‘whether temporary or permanent, whether  
the work of one or several authors, whether seeking objectivity or being overtly 
narrative, always stems from a form of fiction that uses artworks to its benefit30’. 
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View of the ESA Cambrai gallery with a set of Pierre Faucheux’s works on urban 
planning and the organization of space, notably his research into the redevelopment 
of the Paris neighbourhood of Les Halles in the late 1960s.
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View of the operative scenario for Pierre et Astérique – L’Espace des indices, ESA Cambrai 
gallery, 23 March–24 April 2015.
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An exhibition is a ‘binder’ that brings components together to form new 
constellations of meaning. As stressed during a paper on my research delivered  
at the CNAP seminar in 2014, the practice-based research that I conduct in  
a marginal conversation with my analytical research hinges on the concept of 
‘montage’ and the ways montage might be understood as an exploratory tool  
to trigger confrontations that lead to further questions.

The principles behind montage (collision, suture, and also distance) are 
employed to generate sequences – visual phrases – that may invoke the work  
of Faucheux, largely composed of everyday objects, and set it against the works  
of other artists and designers, contemporary or otherwise. Such was the case  
for the proposal, made in conjunction with Brice Domingues and Jérôme 
Dupeyrat, for a Crystal Maze on Faucheux for the 2013 Nouveau Festival at the 
Pompidou Centre at the invitation of Catherine de Smet and Bernard Blistène.

As off-beat variants on a British TV programme of the 1990s, Crystal Mazes 
could be understood as potential mechanisms for presentations and exhibitions 
organized by the Agence du Doute, founded by myself with Domingues and 
Dupeyrat31. The methods employed by the Agence du Doute (whose name 
potentially evokes detective novels32) are not very different from the display walls 
used by detectives or investigators to establish interconnections between given 
events and objects until there emerges a series of potential deductions that will 
engender a line of interpretation, a guiding thread, a thing. The reasoning (ratio) 
dear to Poe is used to solve a puzzle or problem that gives rise to various 
arrangements which themselves become interpretations of things.

In short, doing and showing are obviously complementary to the study and 
analysis underpinning research. The exhibitions I organize, related to my research 
on Faucheux, therefore function like a cinematic editing table, a way of visually 
testing and sometimes reconsidering part of the written material. A heuristic 
process thus emerges in which Faucheux’s interpretations of objects drive the 
mechanism of an interpretative object – the exhibition.
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1 I would like to thank Véronique Marrier 
for inviting me to present an overview of my 
research project. A longer French version of this 
article will be available on the Academia site (rca.
academia.edu/CatherineGuiraldeTrenqualye) as 
well as on cnap.graphismeenfrance.fr.

2 ‘Faut-il rédiger les méthodes de la 
recherche en design?’, a day-long seminar 
organized by Design en Recherche, a group 
founded in 2013 to bring together doctoral 
students and recent post-docs working on 
contemporary themes in the study and practice of 
design. See designenrecherche.org/#/
evenements/methodes. (Unless otherwise 
mentioned, sites mentioned in these notes were 
accessed in November 2015.)

3 This conference on practice and research 
in the visual arts was held on 27–28 April 2007 at 
the Clark Institute, Williamstown, Massachusetts.

4 Marquard Smith, ‘Introduction: Why 
‘What is Research in the Visual Arts? Obsession, 
Archive, Encounter’, in Michael Ann Holly and 
Marquard Smith (eds.), What is Research in the 
Visual Arts? Obsession, Archive, Encounter (New 
Haven: Yale University Press, 2009), pp. x–xxvi.

5 Smith, ‘Introduction’, pp. xvi–xvii.

6 Robin de Mourat, Ioana Ocnarescu, 
Anne-Lyse Renon and Marine Royer, 
‘Méthodologies de recherche et design: un 
instantané des pratiques de recherche employées 
au sein d’un réseau de jeunes chercheurs’, Sciences 
du Design, 1 (2015), pp. 68–75.

7 The show on the work of English graphic 
designer Richard Hollis was organized by design 
historian Emily King and by Stuart Bailey. It was 
held at the Libby Sellers gallery in London in 
2012, then again at the Pompidou Centre in Paris 
during the 2013 Nouveau Festival.

8 Stuart Bailey, ‘Work in Progress: Form as a 
Way of Thinking’, Practice-based Ph.D., 
University of Reading, 2010–2014. Available 
online: dextersinister.org/library.html?id=289.

9 De Mourat et al., ‘Méthodologies…’, pp. 71 ff.

10 See cnap.graphismeenfrance.fr/livre/
journee-detude-lhistoire-du-design-graphique.

11 Design français 1960–1990: Trois décennies, 
copublished by the Agence pour la Promotion de 
la Création Industrielle (APCI) and the Centre 
National des Arts Plastiques (CNAP) to 
accompany the exhibition of the same name, held 
from 22 June – 26 September 1988 at the Forum 
du Centre National d’Art et de Culture Georges 
Pompidou in Paris.

12 See Margo Rouard (APCI) and Françoise 
Jollant Kneebone (CCI) (eds.), Design français 
1960–1990: Trois décennies (Paris: APCI/Centre 
Georges Pompidou, 1988), pp. 138–139.

13 Faucheux: Écrire l’architecture, Exhibition at 
the Musée d’Art Moderne de la Ville de Paris, 19 
April – 28 May 1978. The documentary film PRR 
FCHX, made in 2013 by Adrien Faucheux, adopts 
a welcome distance when presenting some of 
Pierre Faucheux’s residential and urban 
projects, such as the Siné House and the 
revamping of the Musée d’Art Moderne de la 
Ville de Paris in 1972.

14 Pierre Faucheux, Écrire l’espace (Paris: 
Laffont, 1978). Marie-Christine Marquat 
interviewed Faucheux between 1993 and 1994;  
the text, published as Pierre Faucheux: Le magicien 
du livre (Paris: Éditions du Cercle de la Librarie, 
1995), includes an important chronology by  
André Derval.

15 See Richard Hollis, ‘Permanent 
innovation’, Eye 5: 10 (1995), eyemagazine.com/
feature/article/permanent-innovation. See also 
Samuel Vermeil, ‘L’écho d’un langage trouvé: 
Notes sur le travail de Pierre Faucheux’, Marie-
Louise 2 (2006), pp. 2–13. Finally, I might refer 
readers to a volume I co-edited with Jérôme 
Dupeyrat and Brice Domingues following a 
seminar organized in 2011 at the Institut 
Supérieur des Arts de Toulouse (ISDAT), 
L’Écartelage ou l’écriture de l’espace (d’) après Pierre 
Faucheux (Paris/Toulouse: B42/ISDAT, 2013), 
published with support from CNAP.

16 At that time Guy Schoeller, the new 
director of the Livre de Poche, asked Pierre 
Faucheux to become art director of the imprint. 
Faucheux then founded the Atelier Pierre 
Faucheux (APF), where he employed the likes  
of Pierre Bernard, Bernard Flageul, Pascal 
Vercken, Anne-Marie Veujoz, Jérôme Faucheux 
and Josseline Rivière, the latter working with  
APF and Faucheux from 1971 to 1990.

17 With Jausserand, Faucheux notably 
worked on modulable spaces as part of a 1966 
proposal for theatres of the future. As to Le 
Corbusier, Faucheux himself said that reading  
Le Corbusier’s Vers une Architecture, published in 
1923, was ‘a revelation’. Looking at the 
furnishings Faucheux designed for the Milan 
Triennale in 1964 (a simple system of modular 
furniture, seen in archives now in the Institut 
Mémoires de l’Édition Contemporain [IMEC]),  
it is hard not to think of Le Corbusier’s 1925 
design of Standard shelving units, based on a 
theoretically infinite number of possible 
configurations. (I would like to thank the team  
at IMEC and Marjorie Delabarre for their help  
on this point).

http://rca.academia.edu/CatherineGuiraldeTrenqualye
http://rca.academia.edu/CatherineGuiraldeTrenqualye
http://designenrecherche.org/%23/evenements/methodes
http://designenrecherche.org/%23/evenements/methodes
http://dextersinister.org/library.html%3Fid%3D289
http://cnap.graphismeenfrance.fr/livre/journee-detude-lhistoire-du-design-graphique
http://cnap.graphismeenfrance.fr/livre/journee-detude-lhistoire-du-design-graphique
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18 Crystal Maze IV: 1 + 2 + 3 = 3 Notre distraction 
favorite, in collaboration with Brice Domingues 
and Jérôme Dupeyrat, 4th Nouveau Festival, 
Centre Pompidou, 20 February – 11 March 2013; 
Musiques d’autrefois, échos d’aujour    d’hui: A Study 
Room on the Works of Pierre Faucheux’, 26th Brno 
Biennial, OFF Programme, 17 September– 
29 October 2014; in collaboration with Brice 
Domingues, an operative scenario Pierre et 
Astérisque – l’espace des indices in the gallery of the 
École Supérieure d’Art de Cambrai, 23 March– 
24 April 2015. I would like to thank Brice 
Domingues, Alexandru Balgiu, Pierre Boggio, 
Arnaud Daffos, Thierry Chancogne, Jérôme 
Dupeyrat, Vincent Fortin, Fabrice Mabime, Radim 
Peško and Camille Platevoet for their generous 
collaboration. At the invitation of Yvan Poulain, 
another Crystal Maze event on Pierre Faucheux’s 
work will be presented at the Musée Calbet: CMIX 
– Quérir Choisir: Pierre Faucheux et l’esprit de collection, 
16 January–16 April 2016 (thanks to Jérôme 
Faucheux and to Boris Donné for help in coming 
up with the title of this ninth Crystal Maze).

19 Edgar Allan Poe, ‘Marginalia’, Democratic 
Review (1844), xroads.virginia.edu/hyper/poe/
marginal.html, accessed June 2016.

20 Ibid.

21 Jules and Edmond de Goncourt, Pages from 
the Goncourt Journals, translated by Robert Baldick 
(New York: New York Review Books, 2007),  
pp. 19–20.

22 See note 18 above. The show was held in 
the ÉSA gallery at the invitation of its director, 
Jean-Michel Géridan.

23 It would seem that Faucheux pursued  
the circular theme in much of his output, whether 
as a circle proper (a recurring reference in  
the ‘Points’ imprints designed by Faucheux for  
Le Seuil publishers in early 1970), or his studies 
for the construction of domes and spheres, and 
also the grids of triangles that permitted modular 
permutations of the new premises of the Musée 
d’Art Moderne de la Ville de Paris in 1972, or even 
the geometric composition of the title sequence 
for Armand Mattelart’s documentary film La 
Spirale, in 1976. This might perhaps be viewed –  
in potential anticipation of the text by Laurent  
Le Bon and Anne Lemonnier – as a very Dada 
interest in ‘the centrifugal and the centripetal’ 
(see Laurent Le Bon and Anne Lemonnier, 
‘Planète Dada’, Marie-Louise, pp. 14–15). Instead,  
it was probably more an obsessive fascination,  
as evidenced with other objects, potentially 
incarnated by the ESA Cambrai project.

24 Clémence Imbert, ‘Un dispositif dans le 
dispositif: Les expositions de design graphique 
contemporain, Marges 20 (Spring-Summer 2015), 

pp. 86–99. Clémence Imbert is currently 
completing a doctorate at the Université Paris-8 
under the supervision of Jean-Philippe Antoine 
and Catherine de Smet, on the question of the 
exhibition of graphic design. I am grateful to her 
for our conversations.

25 Jérôme Glicenstein, L’art: une histoire 
d’expositions (Paris: Presses Universitaires  
de France, 2009), p. 11.

26 On the question of exhibition books and 
artists’ books, see notably Jérôme Dupeyrat’s 
thesis, defended in 2012 at Université de Rennes 
II: Les livres d’artistes entre pratiques alternatives à 
l’exposition et pratiques d’exposition alternatives, 
supervised by Leszek Brogowski (halshs.archives-
ouvertes.fr/tel–00772314/document). See also 
Mireille Vial, ‘Le livre exposé: Enjeux et méthodes 
d’une muséographie de l’écrit’ (bbf.enssib.fr/
consulter/bbf- 2000–02–0106–006).

27 Pierre Restany, Les Objets-plus, et leur 
présentation informationnelle par Bernard Derniaux 
(Paris: La Différence, 1989), p. 12.

28 Pierre Restany, ‘Les ‘objets-plus’’, in 
Rouard and Kneebone, Design français 1960–1990…, 
pp. 74–89.

29 Michel Marie, Godard: La Nouvelle Vague et  
À Bout de souffle (Paris: Armand Colin, 2012, p. 53.

30 Glicenstein, L’art…, pp. 12–13.

31 The Crystal Mazes explore not only easily 
spotted visual devices (as seen, for example in  
Du coq à l’âne, Anne Huet’s 2007 video documentary 
on the work of director Agnès Varda, where 
documents prompt hands to ‘converse’, but also 
trick films and Erwin Piscator’s staging of spaces. 
In an article for Close Up magazine 1932, Polish 
critic Zygmunt Tonecki discussed Piscator’s 
blend of film and theatre and listed four types  
of film adaptable to the stage, including ‘film-
comment’ and ‘trick film’, which introduced, 
respectively, the idea that a film projected during 
a play could serve either as a visual commentary 
or as a distantiating accompaniment to the 
narrative being staged. See Zygmunt Tonecki,  
‘At the Boundary of Film and Theatre, Close Up,  
IX:1 (March 1932), pp. 31–35).

32 One thinks, for instance of detective 
Nestor Burma’s Fiat Lux agency, invented by 
author Léo Malet in 1942, or the No. 1 Ladies 
Detective Agency run by Precious Ramotswe,  
as created in 1998 by Scottish novelist Alexander 
McCall Smith. The name Agence du Doute also 
functions like an aftershock to the seismic impact 
of the Bureau du Doute, founded by Alexandra 
Midal at the École des Beaux-Arts in Toulouse. 
See www.agencedudoute.org.
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Research of various forms has long existed in the ‘Graphic design’ option at the 
École supérieure d’art et design Grenoble-Valence (ESAD): symposia and 
publications, study days and, naturally, published works by the teaching staff. 
Since 1995, an awareness of the relationship between design practice and the use 
of digitalization has emerged spontaneously out of different types of activities.  
In 2000, well before the framework of the Bologna Process was created, the 
symposium entitled ‘Design… graphique?’ led to a publication of the same name 
relating digital publishing to philosophical approaches. In 2008, a travelling 
exhibition from London, ‘Forms of Inquiry’, was mounted at the Lux National 
Theatre in Valence. Two years later, a study day discussed electronic readers, 
bringing together designers, former students of the school and major figures in 
the field of digital humanities. This led to the publication of Lire à l’écran. At ESAD 
itself, some of us have been involved in the first lines of research supported by  
the DGCA (Direction générale de la création artistique) and furthered by the 
University of Paris 1 – ‘Art et programmation’, ‘Search Terms: Basse def’… – and 
we have benefitted from research assistance (theory and art criticism) approved 
by CNAP (Centre national des arts plastiques) in areas of personal research.

A major change has taken place since that time, giving research an 
institutional and official framework as part of the reforms taking place (and 
continuing today) in schools of art, driven by the assimilation of our teaching into 
the higher education system as defined by the Ministry of Higher Education and 
Research. This change, amongst other things, takes the form of funding assigned 
to research by the DGCA which is answerable to the Ministry of Culture and 
Communication. Thus, in 2011, a first allocation of funds was granted to the École 
supérieure d’art et design Grenoble-Valence for research into Enjeux du design 
graphique. Une pensée de la relation [Issues and relationships in graphic design]. Then, 
in 2013, a second grant was awarded for the creation of a research topic entitled 
‘There is no knowledge without transmission’. These two areas of research, one 
following shortly after the other, have in common the question: how does graphic 
design contribute to the transmission of knowledge?

Material considerations in the construction of the research
The consequences of the creation of this institutional framework are important: 
the relationship between research and teaching, the transition of individual 
research to collective research and hence the need to create stable teams,  
to establish partnerships and design programs of work, etc. This leads to  

Work in progress, research in the ‘Graphic Design’ option  
at the École supérieure d’art et design Grenoble-Valence

Annick Lantenois, Gilles Rouffineau
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a multiplication of requirements and, in particular, a readiness to seize 
opportunities for extra funding making it possible to assist ambitious and 
multidisciplinary – but demanding – projects. In order to identify and develop 
these projects, a department for the administration of research becomes 
necessary. This leads in turn to the official setting up what are effectively 
contractual obligations that conform to the national plan, the provision of 
relevant teaching, the need to consider research area interests when appointing 
new members of staff, the creation of teacher-researcher posts, etc. To become 
fully operational, these conditions would require the appointment of more staff  
if the teaching offered to first and second cycle undergraduates is not to be 
impoverished. In an economic context of stagnation or cuts, research is often 
obliged to depend on good will or uncertain individual career plans. Given the 
lack of clear and explicit aims, even if temporary and very likely reversible, the 
present-day figure of the voluntary teacher-researcher in schools of art and design 
will not be able to pursue any ambitious or long-lasting research project.

Nevertheless…
This rationalization of research practice through its institutionalization has 
helped unite the centers of interest of involved teachers in a long-term joint 
project where a diversity of approaches is respectedA. In other words, the new 
situation has changed the working methods of teachers interested not only in 
research itself but also in pedagogy. It was in this context that the research course 
‘There is no knowledge without transmission’ was born, a course that fits well 
into the category of ‘research unit’, a requirement in university research 
programs.

Area of research
The unit is structured around the following question: what is the role of the 
graphic designer in the production and transmission of knowledge in the digital 
age? From this, a logical relationship is established with the digital humanities. 
This cross-disciplinary study is based on the premise that intellectual practices 
cannot be separated from the technical milieu contemporary with them. It 
considers questions of design and the potential action of design on the production 
of knowledge, together with the conditions of their diffusion and uptake. For us, 
this meeting of research into graphic design with research conducted in the 
digital humanities forms part of a critique of the economics of knowledge and its 
effects on the status and conditions of production and of the diffusion of the 
sciences in general and the human sciences in particular. In relation to this,  
one of the issues faced by the research unit concerns the limits within which the 
research can develop: how far can so-called ‘applied’ research and its corollary,  
its dependence on economics, be included? How can research described as 
‘experimental’ be considered alongside matters of function and use inherent  
in graphic design?

The research unit consists of four strands: the archeology of digital 
publishingB, visual programmingC, the visualization of historical narrativesD,  
a consideration of Freinet’s pedagogy and digital designE. Far from being separate 
entities, these areas are closely interlinked. It was in this way that the development 
of a chronological graph showing the evolution of computer systems between 
1980 and 2015, consisting of several layered timelines, came about (see the 
illustration on pages 136–137). This document makes it possible to establish rapid, 
precise and reliable diagnoses in the research into the archeology of media and 
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B Archeology of digital publications. Gilles Rouffineau

The program ‘Archeology of digital publications’ is devoted to the history of 
graphic interfaces and interactions. The aim is to consult and identify the most 
original and most important of these in order to construct a critical culture of 
publications on CD Rom. Unfortunately, increasing obsolescence means that it  
is technically difficult or even impossible to gain access to these programs. 
Equipment of the period still in working order has to be used or an attempt at 
software emulation since very few publishers offer software upgrades. Among 
those who have done so are ZKM of Karlsruhe, with the porting of Masaki 
Fujihata, Kiyoshi Furukawa and Wolfgang Münch’s Small Fish in 2011, or, in the 
same year, Flammarion, who brought out Metamaus, a new multimedia version  
of Art Spiegelman’s Maus, originally published in 1994 by Voyager Company:  
an indication of their acquired historical value.

In March 2015, the following figures came together in Valence to relive this 
history1: Bob Stein for Voyager Company, New York; Ryan Nadel for Metamaus, 
Vancouver; Catherine Dixon, co-author, with Eric Kindle, of Typeform Dialogue,  
a prototype devoted to typography, begun at Central Saint Martins in London;  
Yves Bernard of IMAL, Brussels, for Resurrection Lab, an on-line software 
emulation project; Jens Barth of Berlin, developer of the porting system for Small 
Fish; and Yves Citton, to provide a historical context for the archaeology of the 
different media.

Four studios were provided for the students with a temporary laboratory 
consisting of some twelve consultation points adapted to this archeology.

Projects for emulation and partial reprogramming are running at the 
moment, including Robert Winter’s Symphony No 9 by Ludwig Van Beethoven. 
Anarchive’s projects recording the work of multimedia artists also feature in this 
research program. The monograph on Antoni Muntadas is now downloadable  
for emulation for Mac OS X2. A study day was organized as part of the event 20 ans 
d’Anarchive at the Centre Pompidou at the end of March. Attended by artists 
featured in the catalogue and many other collaborators, the study day looked at 
the issue of the likely duration of digital publications.

In November 2015, the archaeologist Jean-Paul Demoule was invited speak 
at the research seminar about the choices to be made in the ‘ethics of restoration’.
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C Visual programming. Proposal for an operative graphic design.  
Dominique Cunin

Computer programming consists of a description of a series of instructions to  
be carried out by the machine: elements composed of alphanumeric signs are 
assembled one after another to construct expressions. The general organization, 
syntax and semantics of these expressions make up languages. For some fifty 
years, computer science has presented numerous attempts to substitute the 
textual elements of programming with arrangements of graphic symbols.  
This research has generated a major scientific literature and multiple software 
experiments. This area of research, much of which is in English, has led to the  
use of the term visual programming languages (VPL).

Dominique Cunin began his research by constructing a historical panorama 
of this culture of visual programming so as to identify its origins and present-day 
position3. Two workshops allowed the third-year students to use the tools 
available in this field. The first of these is NodeBox4, a tool able to produce 
visualizations of data initiated by Frederik De Bleser at the Sint Lucas School of 
Arts, Antwerp. Using the visual dataflow paradigm (like the famous Max/MSP), 
this software tool is suitable for use by a non-specialist.

The second workshop (fluxus) was dedicated to livecoding using the textual 
program created by Dave Griffiths5. The program code appears on top of the 
graphics that the code is generating. Interpreted ‘on the fly’, the source code and 
its visual result are constructed in real time, making the link between text and  
the image it produces very immediate for both the author and the viewer.

This kind of relationship, but inverted, constitutes the matter to be 
investigated in the subsequent stages of this research. If it is possible to 
engender graphics with the aid of a textual program, can graphics engender 
programs? Would it be possible to ‘program’ by drawing or by adjusting visual 
forms? A theoretical approach and the outline of a software proposal point  
the way forward.

http://www.sintlucasantwerpen.be/
http://www.sintlucasantwerpen.be/
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Livecoding: workshop (fluxus) with Milovann Yanatchkov, invited by Dominique 
Cunin, ESAD-Valence, October 2014.
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D Visualizing the historical processes. Annick Lantenois

This aspect of the research looks at two ways of thinking: the first about how we 
think about time; the second about how we construct history. These two strands 
converge in chronology, one of the tools used in measuring time, and move 
forward in an apparently linear continuum.

Although we take it for granted, the tripartite organization of time – past, 
present and future – is not a universal given. The rejection of the past by the 
historical avant-gardes and the deconstruction of narratives of transcendence at 
the end of the twentieth century point to the deactivation of this kind of temporal 
organization6. And yet we continue to use timelines, an intellectual construct  
that only took on the form as we know it today in the eighteenth century. This 
horizontal axis, divided into regular, dated intervals and offering a global overview, 
is a graphic translation of history. History is a narrative or a collection of 
narratives – which is to say that history too is a construct.

Historians use the potential of digitalization to handle large quantities of 
disparate data. But there might be another route for research besides that based 
on data – one based on the representation of historical narratives. Is it possible  
to design dynamic tools that would allow us to perceive historical processes in all 
their complexity? Can we use graphics to convey the contradictions, asynchronies 
and relationships of historical events?
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Apple – a Chronology, 1984–2015. This tool, still in development, was designed  
to diagnose obsolescence in the context of the ‘Archaeology of Digital Publishing’ 
programme by Dominique Cunin and Gilles Rouffineau.
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E Freinet’s pedagogy and digital design. Lucile Bataille

Design, as summed up by Vilém Flusser, is the point where art and technology 
converge. Nourished by these two entities, it emerges as a discipline in its own 
right, one that creates a tension between modern society and its organization.  
As techniques advance, so too does design; it aids progress by helping us to 
understand the world. The technological, economic and social upheavals of 
recent decades have brought us face to face with new methods for presenting 
information. Support/message relationships and definitions have totally 
changed, requiring us to find our place in relation to production, cultural and 
economic models.

One of the roles of design, besides its involvement in this major evolution,  
is to prepare individuals to take a critical approach to information and the forms 
in which it is presented. A proposal for the sharing and pooling of techniques  
in today’s learning models implies a familiarity with digital processes acquired  
at school. More specifically, the role of graphic design in this process needs to  
be understood.

In setting up a dialogue between pedagogy and graphic design, it is 
important today to define an epistemological framework permitting a historical 
reading of learning and its application.

In this methodological approach, Freinet’s pedagogy is an example of  
the creation of a tension between learners and teachers, leading to a pooling  
of knowledge. Célestin Freinet brought printing materials into the classroom, 
enabling pupils to work closely with the types of media used at that period.  
A man very much ahead of his time, he saw that education needed to advance  
in a progressive way, embracing technology. His political convictions led him  
to introduce children to typography, believing this to be a way to help people 
understand one another and thus act as an instrument for social change.

How can Célestin Freinet’s methods be revived for the digital age? To what 
extent can graphic design contribute to the spread of this culture?
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digital publications according to computer types, operating systems, data formats 
and software. A dynamic version of this tool is in course of production in 
partnership with PAMAL (Preservation & Art – Media Archaeology Lab) at the 
École supérieure d’art d’Avignon and IUT (Institut Universitaire de Technologie) 
at the University of Avignon and the Pays de Vaucluse. It could be adapted to 
other chronologies and, consequently, contributes to lines of research into the 
visualization of historical narratives.

Publications
The content of this unit builds on the thematic research strand entitled Enjeux du 
design graphique. Une pensée de la relation [Issues and relationships in graphic design] 
developed between 2011 and 2012 and already concerned chiefly with the place 
and modes of operation of graphic design in the transmission of knowledge. 
Three publications, the proceedings of study days, laid the theoretical foun-
dations for this program. Particular emphasis is laid on the importance of text. 
Text is chosen above other media as the best method for exchanging and sharing 
the results of a piece of research. We believe it is all the more important to keep 
these conditions in mind given that theoretical approaches devoted to graphic 
design are still rare in France. The publishing house éditions B42 thus has an 
important place as partner in the research unit. Its publications, examining  
the relationship of graphic design with different types of knowledge practices 
(history, architecture, reading), anticipate the connections made between the 
research unit and digital humanitiesF.

That said, graphic design is equally concerned with the production of forms 
and visual syntaxes, the study of which is every bit as important as text in the 
culture of design. The risk of seeing ‘scientific research’ and ‘creative quest’  
as being in opposition would be to risk ignoring the cognitive and aesthetic 
experience of objects or design devices. It is for this reason that the unit brings 
together not only theoreticians but also graphic designers. The installation 
entitled ‘Écran, Mobile, Butor’ is an example of this need to create a dialogue 
between written text and the plastic artsG.

Research and teaching
Is research directed by teaching? Should teaching support research? Whatever 
the case, we always stress that it should be the students themselves who choose 
their DNSEP [Diplôme national supérieur d’expression plastique] project, 
equivalent to a Master’s degree awarded by a university. Since, at the moment, 
there is no postgraduate course for research students, research is mainly carried 
out by teachers who do not always have the official status of researchers. 
Nevertheless, the research carried out in the option is present in the teaching  
in two ways. The first is diffuse and shows strong interconnections between 
pedagogy and research. Thus, although not directly linked to the unit, the 
approach underpinning all research is adopted by the students involved in the 
on-line magazine From—To9. The first two years of the review’s existence resulted 
in the publication of a printed edition. The second way is direct. An introduction 
to research has been introduced as a formal element in fourth- and fifth-year 
teaching courses, particularly through the preparation of the final dissertation.  
In addition, regular research seminars organized by teachers and postgraduates 
attached to the unit are open to undergraduates. Fifth-year students have, for 
three years, taken on the organization of three seminars, inviting a speaker 
(designer or theoretician) whose work has links with aspects of some of the 
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F Publications

Seeing Architecture [Voir l’architecture. Contribution du design à la production des saviors], 
edited by Gilles Rouffineau and Annick Lantenois, jointly published by B42 and 
ESAD Grenoble-Valence, 2015.

Our daily lives depend as much on the architecture of the built environment 
as on that of digital data. The same questions of structure, organization, access, 
passage, visibility and identity protection permeate and link our different uses  
of these constructions. These essays examine critical moments in the perception 
of these architectures.
 
Passing on History [Transmettre l’histoire. Contribution du design à la production des 
saviors], edited by Gilles Rouffineau, jointly published by B42 and ESAD Grenoble-
Valence, 2013.

The six essays contained in this book seek to shed light on the role played  
by graphic, publishing and museographical devices in the creation and 
transmission of historical knowledge. They focus on issues of design related  
to these devices.

Lire à l’écran. Contribution du design aux pratiques et aux apprentissages des savoirs dans  
la culture numérique, edited by Annick Lantenois, jointly published by B42 and 
ESAD Grenoble-Valence, and Lux National Theater, Valence, 2011.

Graphic and typographic design influences the organization, access to and 
receiving of content. It also has an effect on the structure itself of the content,  
in processes and in relationships. Thus it has a major role to play in the conditions 
in which we read and write on the various screens available to us.
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G Écran, Mobile, Butor

The book leading to the development of the prototype ‘Écran, Mobile, Butor’ installed 
at the Lux Center in Valence in November 2013 and, in March in the following 
year, at the Gaîté Lyrique in Paris, is probably a reminiscence of the second-year 
bibliography on the exploration and restitution of a place or part of a city. This 
choice is also a punning reference to one of Alexander Calder’s mobiles – objects 
that were the inspiration for some of Michel Butor’s literary forms – and to the 
mobility or portabilty of present-day screens. It similarly conveys the moving 
reality in which digital books, tablets and phones set us, the internet offering  
us highly decontextualized composite and fragmented texts. Mobile marked the 
starting point.

Basing itself on the work by Michel Butor published in 1962, this project 
using enhanced reality found its place and time with a group of fifth-year 
students. Following a proposal by Dominique Cunin, this learning activity took 
place at a point when the previous research program has finished and the course 
beginning in 2014 had not yet started. A study day in Paris related to this project 
in enhanced spatial awareness brought together designers, programmers and 
theoreticians in the area of digital reading7.

A new and original scenographic display included images, some of which 
operated as markers of enhanced reality. With the use of portable tablets, these 
opened the way to a wealth of documentation relating to the book, its conception 
and its reception. Archive film, interviews with Michel Butor, commentaries and 
images and other oral and written documents8 made clear why Roland Barthes,  
a champion of Butor, was able to say in Literature and Discontinuity: ‘What Mobile 
violated was the very idea of the book’. Even today, we are struck by how his 
typographical design departs from the literary form of the novel, releasing the 
writing into a poetic space.
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‘Écran, Mobile, Butor’ Margot Baran, Jordane Cals, Lorène Ceccon, Éléonore 
Jasseny, Alice Jauneau, directed by Dominique Cunin, Gaîté Lyrique, March 2014.
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diploma projects. Some of the dissertations produced from the fourth year 
onwards have resulted in the publication of articles in .txt 1 et .txt 2, collections  
of texts and interviews edited and typeset by the students and published 
collaboratively by B42 and ESAD. While this introduction to research is aimed 
chiefly at the fourth and fifth year students, the academic year 2014–2015 saw five 
third-year students involved in a project set up by Joël Chevrier, physicist and 
teacher at the University of GrenobleH.

The element of this program embarked on in Valence takes as its point  
of departure the smartphone. These are investigated from the point of view  
of devices able to represent time and gesture.

Meanwhile…
The development of research, on which the continued existence of art schools 
largely depends, is an absorbing process but one that, as we said at the beginning 
of this article, is not as simple as it might seem from this account of our activities. 
Despite the many problems, our aim is the creation of a postgraduate course, 
something that would involve the effective participation of the postgraduate 
school of Grenoble University. Is the route to take that of the creation of a DSRD 
(Diplôme supérieur de recherche en Design) along the lines of the DSRA (Diplôme 
supérieur de recherche en Art)? What future stages should be designed that would 
be useful when working with research students, some of whom would be likely  
to present a thesis? It is difficult to say at this point. Whatever the case, the 
important thing is to establish new and productive links with laboratories and 
researchers… in France and in Europe. In 2014, we presented a plan for the 
creation of a postgraduate course in research partnership with LustLab in the 
Netherlands. This project, for want of funding, got no further than the initial 
stages. We are presently in discussions with the A/Z Studio in Zurich for a long 
production workshop on the web interfaces set up within the research unit in 
2016. This last project, too, depends on the future of the research unit which, 
officially, comes to an end at the end of 2016. Its continuation will be considered 
this year. Caught between the desire to develop research and the pressures of 
material reality: to be continued in 2017, 2018, 2019, etc.
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H Dialogue between design and science

The fact that fruitful and continued exchanges resulted from the cooperation 
between this physicist, author of the DeSciTech Project, and DNAT students 
says much about the inadequacy of the term ‘support’ as far as research is 
concerned! Here, it was not a matter of inserting the project into the program 
financed by ANR, nor, for those students involved, of taking on the role of 
researchers. At yet these third-year students participated, in their own way and 
modestly but with application, in exploring the premises of the program 
designed to investigate ‘how an alliance between science and design can open  
up new directions for the formulation and appropriation of scientific knowledge 
by a variety of actors in society’.

The project’s underlying thesis is as follows: the model of the construction 
of knowledge produced by scientific research rested for a long time on the 
principle of the extension of possibilities.

This model, which ignored the usages and modalities of practice, produces 
disembodied knowledge and no longer today enlivens society. It struggles even to 
form itself, condemning it, at best, to confinement in vitro or, at worst, to oblivion.

Design, envisaged not so much as a discipline in itself, but rather as 
something translating an openness, mobility and interaction with other 
disciplines, is something that can give renewed meaning to scientific and technical 
innovation. Through dynamic and open interaction, avoiding prescriptive or 
programmed paths, it may enable science to regain its dynamic place in situ.
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1 enjeuxdudesigngraphique.fr/journee-
detude-mars–2015–2.

2 anarchive.net/muntadas/cd-rom/
muntadas.app.zip.

3 enjeuxdudesigngraphique.fr/
programmation-visuelle-etat-des-lieux.

4 nodebox.net.

5 pawfal.org/fluxus.

6 See Hartog, 2003.

7 gaite-lyrique.net/centre-de-ressources/
ecrans-mobile-butor.

8 enjeuxdudesigngraphique.fr/journee- 
d-etude–2014.

9 from.esad-gv.fr/to.

http://enjeuxdudesigngraphique.fr/journee-detude-mars%E2%80%932015%E2%80%932
http://enjeuxdudesigngraphique.fr/journee-detude-mars%E2%80%932015%E2%80%932
http://anarchive.net/muntadas/cd-rom/muntadas.app.zip
http://anarchive.net/muntadas/cd-rom/muntadas.app.zip
http://enjeuxdudesigngraphique.fr/programmation-visuelle-etat-des-lieux
http://enjeuxdudesigngraphique.fr/programmation-visuelle-etat-des-lieux
http://nodebox.net
http://pawfal.org/fluxus
http://gaite-lyrique.net/centre-de-ressources/ecrans-mobile-butor
http://gaite-lyrique.net/centre-de-ressources/ecrans-mobile-butor
http://enjeuxdudesigngraphique.fr/journee-d-etude%E2%80%932014
http://enjeuxdudesigngraphique.fr/journee-d-etude%E2%80%932014
http://from.esad-gv.fr/to
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What of research carried out in the field of typography, into its history, forms and 
uses, while type design doesn’t stop to dazzle with an almost exhausting vitality? 
If there are, in certain countries such as Great Britain, institutions, schools  
and departments which have long supported several approaches, research  
in typography in the here and now is trying hard to consolidate while also 
diversifying. The 2014 edition of Graphisme en France appraised this for the first 
time1, and this text builds on that, describing perspectives which lead to new 
models of post-Master research at the mercy of available means and funding,  
and scientific and institutional partnerships on a local and international scale.

De-sign-e, ESAD Amiens: a progressively rising star
As the writer Jean-Christophe Bailly underlined during a seminar organised in 
2003 by choreographer Susan Buirge, ‘research is only the extension of learning, 
it is even what decides that thought is continuous learning. What is added to 
learning in its true sense is the magnetism of the directors, it is the birth and  
the determining of a hub, of the hub’s dimension2’. In this sense, the postgraduate 
course of the École Supérieure d’Art et de Design d’Amiens has played, since  
it was established ten years ago, this role of extension of learning, by causing  
to emerge not one, but several hubs, sketching little by little a star programme: 
De-sign-e.

This postgraduate course has been through several phases, a literally 
‘searching’ process, which has above all led to working by trial and error, 
mistakes and giving up, but also discoveries, surprises and crystallisations. A first 
research project was soon the result: GestualScript, a visuo-gestual analogue 
system for designing sign language. It was initiated by a graphic design tutor, 
Patrick Doan, who was joined by Dominique Boutet, a doctor in linguistics,  
and by four former students from ESAD who had gone on to become apprentice 
researchers3. One of the members of the team, Claire Danet, as well as Doan,  
are currently preparing a thesis supervised by Olivier Gapenne, director of the 
doctoral school of the Université de Technologie de Compiègne (UTC), an 
institution which, enthusiastically, proposed a new project to the team, DeScript 
(Design of a learning environment and production of scriptural gestures)4.

If the postgraduate course became in 2010, with the name Typography & 
Language, a space for instruction in typeface design over a period of 18 months, 
punctuated by activities which focus on creating a climate suited to research: 
study days linked to exhibitions aimed at students, as well as at professionals, 

Typography, learning to research

Sébastien Morlighem
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Ladislas Mandel, extract from a tapuscript for an intervention during the conference 
Graphicus, Turin, 5 October 1976.
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View of the exhibition ‘JACNO – cinq lettres en capitales’ which took place 15 October 
to 4 December 2015 at the École Supérieure d’Art et de Design d’Amiens.  
Typeface by Hugues Gentile, Typography & Language postgraduate course.
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were devoted in 2014 to the Didot family and, in 2015, to the Renaissance typeface 
punchcutters Robert Granjon and Pierre Haultin. They reinforce the on-going 
partnership that has existed for five years between ESAD and the Amiens’ city 
libraries, whose collection of ancient books (around 60 000) is a wonderful 
terrain for exploration from which a number of initiatives have taken shape, 
going from discovery visits to in depth study of manuscripts, early printed books 
and rare texts.

Furthermore, a pedagogical collaboration can cause unexpected results.  
At the invitation of Yoan de Roeck, fourth-year graphic design tutor, a type 
design project inspired by Marcel Jacno’s lettering mobilised the six students 
from the postgraduate course (class of 2014–2016) under the supervision of 
Alice Savoie, researcher-tutor. They were able to benefit from the generosity  
of Éric Pascalis, who opened the doors of de Roeck’s archives, of which Pascalis 
is the guardian since the death of the graphic designer in 1989, for them. The 
success of this experience rapidly gave rise to another: an exhibition entitled 
‘JACNO – cinq lettres en capitales’, for which the students and their tutor took 
care of the scientific commission, establishing an unseen kind of dialogue 
between the documents (models, original designs, posters) from the archives 
and their own typefaces, arranged with and at the service of selected quotations 
by Jacno. In parallel, concerning the opening of a new branch of De-sign-e fully 
invested in typography across several themes, the first partnership convention 
has recently been defined between ESAD and the Musée de l’Imprimerie et  
de la Communication Graphique in Lyon. A pilot project around the archives  
of type designer Ladislas Mandel, held by the museum for several years,  
has already begun; it is especially dedicated to the development of the Galfra 
typeface family, designed by Mandel at the end of the 1970s for the Italian 
telephone directory. The implantation of this project was facilitated thanks  
to a grant from the Conseil Régional de Picardie, awarded to the first researcher-
student from this new branch, Dorine Sauzet (who received her training  
at the École Supérieure Estienne before joining the postgraduate course in 
September 2014)5. She will therefore ‘learn to research’ under the supervision  
of Alice Savoie – whose own thesis, ‘International cross-currents in typeface 
design: France, Britain and the USA in the phototypesetting era’, supervised  
in May 2014 at the University of Reading, looked at certain aspects of Mandel’s 
work for photocomposition. A process of transmission and training has 
therefore begun.

Other projects and partnerships with two British universities are being 
looked at, but the main challenge to come for ESAD Amiens will be to build its 
own post-Master model while inscribing research as a durable part of its plan  
for the future and gradually initiating students to contribute to it in a way that 
relates to their studies.

ENSADLab Type, Paris: an encouraging experiment
In contrast, the laboratory ENSADLab Type, a research group created in 2007  
by André Baldinger and Philippe Millot at the École Nationale Supérieure des Arts 
Décoratifs (ENSAD), recently was obliged to suspend its programme. Four projects 
were completed by small groups of students under the supervision of Baldinger 
and Millot:
– Horizontal/Vertical (2007–2009), a comparative study of page layout culture  
in the West and in China, in partnership with the University of Fine Art  
in Hangzhou;
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– ELT SorbonRomain/ELT SorbonGothique (2007–2009), an historical study 
followed by the design of two distinctive families inspired by the first roman 
typefaces cut in France for the Université de la Sorbonne in 1470;
– ELT Incision/ELT Gaston (2009–2012), a study on readability followed by the 
design of two type families for reading on digital devices;
– ELT Times/Times Sans (2012–2014), a new historical study dedicated to a  
‘great classic’ of 20th century typography, which was then reinterpreted and 
accompanied by a sans serif version.

Besides the first, each project made up of one part of a typotheque where 
production was collective and stimulating: ‘Working intensely in a small group 
brought several advantages’, Baldinger remembers. ‘In a limited time period,  
we were at the same time faster, more critical and freer in our research and  
our design work. We were therefore able to simultaneously confront various 
hypotheses and solutions, and our analysis of these documents was very 
advanced. The history of typographic forms was a source and an inspiration  
for these projects: the past and its historical knowledge can nourish all design.  
At every stage, we tried to combine history with today’s know-how and 
knowledge, with a coherent, conceptually contemporary and innovative vision 
and development’.

The laboratory work was suspended en 2014. Its disappearance is regrettable 
in a context that is more favourable than ever to the multiplication of approaches 
to research in typography. As no report has yet been carried out, it would be 
interesting, among other things, to know what the students of ENSADLab Type 
learnt from their experience, and what part of it they now use in their 
professional practice.

ANRT, Nancy: a successful relaunch
Since it reopened its doors in October 2013 at the heart of the École Nationale 
Supérieure d’Art de Nancy and headed by Thomas Huot-Marchand, the ANRT 
(Atelier National de Recherche Typographique) has proved to be impressively 
dynamic in launching research projects. If certain projects come directly from the 
researcher-students and were carried out during their period of study (18 months 
since the start of the 2015–2016 academic year), others, conceived in collaboration 
with scientific laboratories will be developed over several years. In this way, 
Thomas Bouville (2013–2014) and David Vallance (2014–2015) teamed up to initiate 
the programme Re-typographe, carried out in partnership with LORIA 
(Laboratory Lorrain de Recherche en Informatique et ses Applications). It’s goal  
is to reconstruct archives through a dynamic digital transformation, notably 
thanks to software developed by the Centre d’Études Supérieures de la Renaissance 
de Tours pour l’Étude d’Ouvrages Anciens.

Elvire Volk Léonovitch (2014–2015) is running the project PIM (Font for 
Coin Inscriptions) initiated by Florence Codine, curator in charge of Merovingian 
coins in the department of Coins, Medals and Antiques in the Bibliothèque 
Nationale de France (BNF). She created Meroweg, a typeface adapted to the 
retranscription of information gathered from reading coin inscriptions and 
dedicated to integrating already-identified stylistic variants with future ones. 
Nevertheless, the most considerable advance towards post-Master research 
concerns researcher-students who have progressed to Ph.D. student status.  
After completing the Typography & Language postgraduate course, Sarah Kremer 
joined ANRT in autumn 2013 to develop a series of extended phonetic typefaces 
for the digitalisation of an etymological dictionary: the Französisches Etymologisches 
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top Work session for the ELT Sorbon project, January 2009. Philippe Millot,  
André Baldinger, Perrine Saint-Martin, Anthony Dathy.
bottom Selection of research bibliographies for the ELT-Times project, 2014.
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Wörterbuch (FEW), published between 1922 and 1968 by the Swiss lexicographer 
and philologist Walther von Wartburg. This project, carried out in collaboration 
with the laboratory ATILF (Analyse et Traitement Informatique de la Langue 
Française) turned into a thesis the following year co-supervised by Alice Savoie 
for the ANRT and Yan Greub, head of research at the CNRS, for ATILF.

‘The initial goal was to correctly encode the ensemble of the specific 
typefaces used in this dictionary’, she explains. ‘The first year was about meeting 
the main actors of the project, and to work out what the challenges were. It ended 
with drafts of new proportions for future typefaces and radical modifi cations to 
typographic styles used for each level of information […] The project is currently 
beginning a new phase: the setting up of a rough online model of the computerised 
dictionary […] It’s the moment to test the effectiveness of the coding strategy that 
I’ve envisaged until now. Several areas of work have already been centred on its 
organisation and on the description of the microstructure of the articles in FEW, 
but no one has yet looked at the dictionary from the angle of its graphic structures. 
This analysis phase will go hand in hand with my typographic production’.

As for the thesis by Éloïsa Pérez, its origin is in her end of diploma project  
at ENSAD in 2013, entitled ‘The role of graphic design in the transmission of 
knowledge, applied to the textbook’. The study of certain graphic systems in use 
in the learning materials made her realise the need to give rise to a greater 
sensitivity to graphic design in teachers and students so that they can understand 
the new work tools that she wants to offer them, which led her to work on the 
education system, on pre-school, and on a starting block of education: writing. 
Immediately after her diploma, she continued this research when she decided to 
enrol both at the ANRT and at CELSA (Centre d’Études Littéraires et Scientifiques 
Appliquées): ‘The discipline of information and communication sciences has 
produced concepts for studying design objects which are very interesting to 
mobilise, as much as for integrating them as for interrogating them and shaking 
them up. They demanded distance in order to observe them, something that was 
missing for me as a graphic designer engaged in a production of forms at the heart 
of my research at the ANRT. In this sense, this Masters has been for me essential 
for becoming familiar with a more sustained written production and for acquiring 
a different methodology that is still complementary with that of graphic design 
[…]. My thesis project, codirected by Emmanuël Souchier (CELSA) and Charles 
Mazé (ANRT), will start in April 2016. It looks at what typography brings to 
learning to write (writing for the moment in the wide sense: on the scale of the 
sign, format and space, and therefore from the development of the written gesture 
up to the elaboration of an idea), and is situated at the crossroads of three 
domains of knowledge: graphic design, information and communication sciences 
and the sciences of education. Theory and practices are placed at the same level 
and the challenge is in the equilibrium of the two to drive the research and  
to deliver it at the end’.

Other projects have been recently committed to by ANRT, such as a study 
on books made with stencils between 1650 and 1850, with the Department of 
Typography & Graphic Communication (University of Reading) and the Centre 
d’Études Supérieures de la Renaissance de Tours, or the typographic development 
of Vocabulary of Ancient Egyptian (VEGA) in partnership with LabEx Archimede 
(Université Paul Valéry Montpellier) and the company Intactile Design. In a 
context where French universities are becoming highly precarious6, research  
in typography, as takes place in schools of art and design, is finding, as it goes,  
its equilibrium between several types of projects: assembling material and 
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top Tremissis from Banassac (Lozère) with the name of Childebert II (570 – 596).  
The inscription reads CHARIBERTUSREX, late 6th Century.
bottom Meroweg typeface designed by Elvire Volk Leonovitch as part of her project 
at ANRT. The stylistic variations of the capital letters allows numismatists to auto-
input formal characteristics of the letters on the coin, here CHARIBER[TU]SREX 24  
These variations of forms bear witness to important historical information: studio, 
era, etc.
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Extract from the article CaballiCare (2, 6a) from Französisches Etymologiches Wörterbuch 
(FEW) viewed at a scale of 170 %. It is followed by three images showing the major role 
played by several typographic components used frequently: stylistic variations italic 
and bold, numbers and capitals, as well as punctuation marks. The Walther type 
family, designed by Sarah Kremer, which makes up this series of extracts – as well  
as the ensemble of this edition of Graphisme en France – is specifically adapted to  
the particular greyscale of FEW. The capitals and numbers are open and economic, 
the punctuation is monolinear, the italics and bolds present distinctive colours and 
rhythms. The proportions and the weights of the ensemble of the designs for the 
Walther family stabilise the bloc of text while favouring a selective and transversal 
reading, as is typical when consulting the FEW. 

caballicare reiten.
I. 1. Reiten. — Afr. chevauchier „aller à cheval‘ (seit 11. jh.), mfr. nfr. chevaucher, 

apr. cavalcar, cavalgar Bonis, agask. chibauchar ARom 16, 409, Jers. ch’vauchir, 
Hérém. tsožyĕ Lav 83, sav. çheveujhe [θəvœδẹ], mdauph. tsivo tsā́,  bdauph. chivaucá, 
Caussade cabalgá, bearn. cabauca, cabauga. — Übertragen afr. chevauchier „dominer 
(les passions) ‘ PhNavarre; apr. cavalcar „combattre; remplir les devoir d’un  
chevalier‘.
caballicare reiten.
I. 1. Reiten. — Afr. chevauchier „aller à cheval‘ (seit 11. jh.), mfr. nfr. chevaucher, 

apr. cavalcar, cavalgar Bonis, agask. chibauchar ARom 16, 409, Jers. ch’vauchir, 
Hérém. tsožyĕ Lav 83, sav. çheveujhe [θəvœδẹ], mdauph. tsivo tsā́,  bdauph. chivaucá, 
Caussade cabalgá, bearn. cabauca, cabauga. — Übertragen afr. chevauchier „domi-
ner  
 (les passions) ‘ PhNavarre; apr. cavalcar „combattre; remplir les devoir d’un che-
valier‘.caballicare reiten.

I. 1. Reiten. — Afr. chevauchier „aller à cheval‘ (seit 11. jh.), mfr. nfr. chevaucher, 
apr. cavalcar, cavalgar Bonis, agask. chibauchar ARom 16, 409, Jers. ch’vauchir, 
Hérém. tsožyĕ Lav 83, sav. çheveujhe [θəvœδẹ], mdauph. tsivo tsā́,  bdauph. chivaucá, 
Caussade cabalgá, bearn. cabauca, cabauga. — Übertragen afr. chevauchier „domi-
ner  
 (les passions) ‘ PhNavarre; apr. cavalcar „combattre; remplir les devoir d’un che-
valier‘.
caballicare reiten.
I. 1. Reiten. — Afr. chevauchier „aller à cheval‘ (seit 11. jh.), mfr. nfr. chevaucher, 

apr. cavalcar, cavalgar Bonis, agask. chibauchar ARom 16, 409, Jers. ch’vauchir, 
Hérém. tsožyĕ Lav 83, sav. çheveujhe [θəvœδẹ], mdauph. tsivo tsā́,  bdauph. chivaucá, 
Caussade cabalgá, bearn. cabauca, cabauga. — Übertragen afr. chevauchier „domi-
ner  
 (les passions) ‘ PhNavarre; apr. cavalcar „combattre; remplir les devoir d’un che-
valier‘.
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Éloïsa Pérez, Les Prélettres, writing application for very young children, preschool 
workshop, Nancy, May 2015.
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bibliographical corpuses; historical studies; digital recreations of writing systems 
and emblematic or ignored typefaces. It does this with a variable economy, 
dependent on state, regional and local subsidies, but above all with support from  
a network of university departments in France and abroad, scientific laboratories 
and cultural institutions which bring them multiple documentary resources  
as well as technological, methodological, and even epistemological support.  
The circulation of the first results takes place for now through the medium of 
conferences, international colloquiums and detailed articles. It is probable that 
more substantial publications, in print or online, will see the day in the next few 
years once certain projects will have been completed or sufficiently developed. 
An, encouraging sign of things to come is the recent release of the retrospective 
catalogue published by ANRT with Les Presses du Réel, ANRT Archives 1985–2006. 
This unique editorial object presents works of the majority of the Atelier’s former 
participants, which gives an idea of potential research which could emerge from 
its collection.

Let’s hope that the young researchers who invent and animate this still fragile 
research in the company of their supervisors will be in the position to open up 
sustainable paths and, who knows, new paradigms.
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1 See Alice Savoie, ‘Designing Research in 
Typography’, Graphisme en France, 2014, p. 51–62.

2 Jean-Christophe Bailly, ‘Rechercher’, in 
L’Élargissement du poème, Paris, Christian Bourgois, 
coll. ‘Détroits’, 2015, p. 100–101.

3 In order to be able to continue the project 
GestualScript, the team is currently developing 
Typannot over a period of two years, a functional 
system of annotation for sign language which 
should be made available to the research 
community once it is completed.

4 In addition, ESAD opened a DNSEP-
Masters in Graphic Design with a Digital Design 
pathway which is part of a joint course with the 
Master in User-Centred Design with a Innovation 
and Complexity pathway at UTC.

5 This grant was awarded before the fusion 
of the regions Nord-Pas de Calais and Picardie  
for two consecutive years. 

6 On this subject, read Christophe Granger, 
La Destruction de l’université française, Paris,  
La Fabrique, 2015.
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‘Students will carry out research and may introduce external references, either 
visual or in the form of short notes, drawn from the field of contemporary design. 
These additions will be ‘designer’s notes’ similar to the ‘typesetter’s notes’ used  
in the early days of Libération’. At the time of writing, it is October 2015 and I don’t 
know what form these ‘designer’s notes’ will take in the book in progress. The 
information comes from two teachers running a workshop at the École Européenne 
Supérieure d’Art de Bretagne (EESAB) in Rennes, Brittany, which is devising  
the layout for the book in question, on Grapus. The texts for the book, written 
(with one exception) by doctoral students at the École des Hautes Études en 
Sciences Sociales (EHESS) and the Université Paris-8 (Vincennes–Saint-Denis) 
following a two-semester seminar jointly led by Béatrice Fraenkel and myself,  
will each explore one aspect of the output of this French collective design group 
from the late 1960s to its break-up in 1990.

Genesis (and institutions)
Production of the book by young graphic designers is the final stage of a research 
project begun in 2014 in the goal of studying the links between political commitment 
and graphic design in the decades following the events of May 1968, taking 
Grapus as an example. The trainee designers, in turn, were expected to carry out 
practiced-based investigations into their subject, enriching that subject-matter 
through their own ‘designer notes’. The joint seminar was a logical extension of 
the two directors’ research and teaching careers: over the years Béatrice Fraenkel, 
a senior lecturer at EHESS, has welcomed many designers into her seminar on the 
anthropology of writing, while graphic design has long been the focus of my own 
work as an art historian. Yet neither of us would have embarked on such a project 
if it hadn’t been for a meeting organized by one of the founders of Grapus, Pierre 
Bernard1. Inspired by the Affiche-Action exhibition at the Hôtel National des 
Invalides2 in Paris, Bernard contacted the curators, Fraenkel and Valérie Tesnière 
(director of the Bibliothèque de Documentation Internationale Contemporaine, 
BDIC), and got us all together to explore the idea of a possible show on Grapus. 
Although, for various reasons, subsequent developments diverged from Bernard’s 
initial expectations, a collaborative research project emerged, made technically 
feasible by favourable academic circumstances – institutional encouragement 
often plays a role in the development of such research projects. The BDIC is part 
of Université de Paris Ouest (Nanterre–La Défense), which had just hitched up 
with Paris-8 in an umbrella institution dubbed Université Paris Lumières.  

A Grapus Curriculum – Chronicle of a Research Project

Catherine de Smet
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The latter offered to fund all undertakings that would quickly cement the new 
alliance. This call for projects came at a perfect time. Our proposal was doubly 
relevant to the respective histories and specializations of BDIC and Paris-8.  
The BDIC’s collection of written and visual material on contemporary history and 
international relations contained many graphic documents and political posters, 
as witnessed by its string of exhibitions over the past decades. Paris-8, heir to  
the experimental university founded in Vincennes in the fall of 1968, was a focus 
of the struggles in which Grapus occasionally took part (see the Exister Vincennes 
poster of 1979), and graphic design is today an integral part of its visual arts 
department and associated research unit3, as exemplified by its patronage  
in November 2014 of an international symposium on ‘Graphic Design: Forms  
of History’4. Although two of us applied for funding, there were four institutions 
to carry out the project once EHESS and EESAB became involved5. One hitch, 
however, was the word doing the rounds among my colleagues at Paris-8: Don’t 
reply to the solicitations of this suspicious new entity, which has nothing to do 
with the Université de Paris except in name, and whose vaunted ‘enlightenment’ 
(lumières) looked like a ploy, indeed a harbinger of shady dealings. There seemed  
to be some truth to the allegations. Hence a dilemma. But what the hell – we went 
ahead anyway.

Procedure (and human factors)
The project was quickly divided up. A day-long workshop would bring us all 
together at EHESS in December 20146; speakers included Hector Villaverde,  
a graphic designer of the same generation as Bernard and Gérard Paris-Clavel 
who recounted the crucial journey he made, as had the other two, to the Warsaw 
studio of Henryk Tomaszewski (but Villaverde made the trip from Cuba, where  
he still lives). Various joint sessions were planned. Whereas the EHESS/Paris-8 
seminar focused on Grapus, the BDIC opted to hold an international exhibition 
devoted to politically committed design of the 1970s and 1980s, in which Grapus 
posters would be displayed alongside those of other graphic artists active at  
the time7. At EESAB in Rennes, graphic-design teachers Isabelle Jégo and Kevin 
Donnot would jointly lead two successive workshops. The first year, joined by 
archivist Alain Rodrigue, they went with a group in search of individuals who 
privately held works by Grapus and would discuss them in front of the students’ 
camera8. The second year, the teachers would coordinate the group producing  
the book that resulted from the seminar.

In the spring of 2014 a few preliminary sessions with volunteer students  
in the master’s and doctoral programmes enabled us to lay the groundwork  
for the seminar. A core group emerged, some of the participants being already 
familiar with, indeed specialized in, graphic design, whereas other knew almost 
nothing about it. Their backgrounds varied, ranging from information and 
communication sciences to political science, art history, anthropology, modern 
literature, and art-school graphic-design courses. The multi-disciplinary nature 
of the project, embodied right from the start by Fraenkel’s and my respective 
specializations, was thus intensified by the varied educations of the young 
researchers involved. We therefore had to establish a shared foundation of data 
and analysis over the weeks.

To Léo Favier’s ringing question, ‘What, you never heard of Grapus?’ 
(Comment, Tu Ne Connais Pas Grapus, Leipzig: Spector Books, 2015), we replied: ‘Yes, 
but we haven’t heard enough9’. Grapus and its abundant output are now topical. 
They find an echo in the issues of today – collective work, civic commitment and 
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resistance, impact of visual media – and a young generation of graphic artists now 
willingly looks to Grapus. But no monograph providing an overview of the group’s 
twenty years of activity has yet been published, nor has any major retrospective 
been held. The amount of documentation is limited. One student in the seminar, 
who was also writing her master’s thesis on Grapus, decided to study critical 
response to the collective and the reasons for this historiographical gap10. Blogs 
abound with photographs of the group, reproductions of its posters, and quotations. 
Favier’s book, composed of interviews, is a slightly modified version of his 2011 
diploma thesis11, which was printed in only 150 copies and thus sold out almost 
immediately, indicating lively interest in the subject.

Our goal was to identify those aspects of the collective project that would be 
the object of research and substantive analysis throughout the year. We informed 
the five original members of Grapus of our intentions, and invited them to com-
municate with us. Favier’s book proved very useful, for the comments of the 
founders, some of their colleagues, and other people close to the collective was  
a valuable resource. It provided a fulcrum and also saved us time – we would try 
to avoid repetition and to contribute something new.

Nearly thirty years have passed since the demise of Grapus, and its members 
are wary not only of partial analyses of its graphic oeuvre but also of errors  
of interpretation potentially induced today by a lack of historical and political 
contextualization. Nor do they necessarily have a shared outlook on their joint 
history, which is more or less remote (François Miehe withdrew in 1979, after 
having founded Grapus with Bernard and Paris-Clavel in 1970, while Jean-Paul 
Bachollet joined in 1975 and Alex Jordan in 1976). In fact, some of the five are more 
inclined than others to recount the saga. Differences do not end with diverse 
relationships to the past: a serious break occurred when Bernard was awarded  
the Erasmus Prize in 2006. The Netherlands awarded him the prize for career 
achievement, twenty years of which were spent with Grapus, during which  
a collective signature pointedly underscored the impersonal nature of the work 
(as indicated by the group name, in cursive script, found on every studio 
production). But the book and exhibition associated with the prize retroactively 
introduced subtle distinctions in attribution felt to be incompatible with the rule 
adopted by the group12. Our request for a meeting therefore did not encounter 
equal enthusiasm from all former members of the group. But we persisted, and 
the project’s academic backing reinforced our argument about the impartiality  
of our goal. Finally, all five men accepted our invitation. We received them one  
by one, after which they proved very open to students’ questions and authorized 
consultation of their archives (after an anxious wait on our part). They contributed 
to our bibliographic recension and provided a critical reading of the essays in 
order to confirm the accuracy of the information supplied.

Work (collective and individual)
In between these special sessions devoted to meetings with members of Grapus, 
which took place over several months, the seminar focused on background 
reading and methodological discussions. Together we read what Grapus had  
read in its early years, seeking to shed light on the context of the day. Sergei 
Chakhotin’s The Rape of the Masses, a book on Marxist psychology reprinted in 
France in 196813, made a distinction between good and bad propaganda based  
on real-life examples, and reminded us of the importance accorded to propaganda 
by the ‘Stalinist riffraff’ that founded the collective. Indeed, the three young men 
ironically adopted Grapus as a pun on the French insult of ‘Stalinist crapules’ 
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Grapus, production document for exhibition poster, Grapus, held at De Beyerd 
Centrum voor Beelde Kunst, Breda, Netherlands, and at Zonnehof, Amersfoort, 
Netherlands, 1985, 27 × 32 cm.
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(riffraff), thrown at them by their political adversaries. The term ‘propaganda’ 
had no pejorative connotations in the Grapusian idiom of the late 1960s and early 
1970s, but rather evoked an activist stance stemming from individual membership 
of the Communist Party, and reflected an attempt to achieve those ends through 
graphic design. Four or five decades later, however, it is not easy to grasp such 
motivations. These days, a master’s student does not always distinguish between 
‘Communist’ and ‘left-winger’, and although he or she might wax enthusiastic 
about John Berger’s deconstruction of our ways of seeing, as did members of 
Grapus when the French translation of Ways of Seeing was published in 197614, 
everything needed to be set in perspective. A similar chronological and conceptual 
reconstruction was required for Roland Barthes’ famous 1964 analysis of a Panzani 
advertisement15, in order to adopt a necessary critical distance with respect to 
the use made of Barthes’ analysis by Bernard and Paris-Clavel in a booklet titled 
Vers une Rhétorique Visuelle (Toward a Visual Rhetoric), which was an anthology  
of practical exercises in the semiology of imagery that they conducted at the 
Institut de l’Environnement after May 196816. In addition to these temporal and 
generational gaps, there were cultural differences that are harder to measure.  
We never really knew what one participant took from the seminar, having arrived 
from a distant Asian country and being totally unfamiliar with French history, 
but who registered for the course due to a stated connection with his own 
Marxist convictions (about which we also remained ignorant, since he vanished 
after one semester).

Research takes time, and writing up the results in the form of an essay takes 
even more; the numbers attending the seminar shrank during the final stage  
of work. Given the heterogeneity of the group, we discarded the idea of a joint 
project in which responsibilities would have been allocated in order to attain  
a single predefined goal. Nor did we attempt to put together a coherent whole  
that covered the entire history of Grapus. On the contrary, each of the eight 
authors chose their subject as a function of their master’s or doctoral research. 
We nevertheless discussed the subjects together, and we also felt it would be 
interesting to address some secondary issues rather than focusing solely on  
the posters, on the collective’s most popular or striking works. Exploration thus 
followed two complementary lines: interviews with participants (Grapus 
members, colleagues, and people who dealt with the group) and analysis of works 
(notably based on the group’s archives now held by the city of Aubervilliers, 
hence on the terrific resource of sketches and dummies that provided insight into 
the final products). We made many discoveries that we have not be able to exploit, 
at least for the moment – a long list of future subjects of research could be drawn 
up. Some angles were dropped for lack of time, such as the role of women  
(Favier interviewed only seven women, as opposed to nineteen men, despite  
equal division of the two sexes within the collective across the over lifetime of  
the group). The title of such an investigation might have drawn inspiration from 
one of the films by the Rennes team in which Alain Le Quernec, who organized  
a Grapus exhibition at the Saluden Gallery in Quimper in 1979, banteringly 
recounted his first telephone contact: ‘Hello? Madame Grapus?’

The process was long, for the texts went through many revisions. Then the 
EESAB workshop took charge of coordinating operations with the publisher, B42 
(photo sessions, layout, etc.). The publisher’s commitment translated into a more 
ambitious publication than grants from Université Paris Lumières and our own 
institutions would have allowed. Also ambitious was the experimental aspect  
of this project, involving research and active participation in a shared goal by 
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academic students from a university alongside graphic design students from  
an art school. If the conditions were acrobatic, the outcome was thrilling: a book  
on Grapus as well-documented as possible, shedding light on various, sometimes 
unexpected aspects and including many illustrations, many of them previously 
unpublished 17. (Will it appear with or without ‘designer’s notes’? Wait and see: 
the book is not yet finished.) At the very least, in our modest way, we sought  
what all research in this field aspires to: a book that is academically rigorous and 
visually adventurous – the potential interchangeability of those two adjectives 
also being part of the curriculum.
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Pierre Bernard and Gérard Paris-Clavel, Vers une rhétorique visuelle, inner pages of 
bound booklet based on the ideas of Roland Barthes and Jacques Durand, produced 
for the Communications Seminar, Institut de l’Environnement, Paris, 23 May 1970,  
21 × 29.7 cm.
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1 Born in 1942, Pierre Bernard died on 
November 23, 2015, so unfortunately did not live 
to see the results of his initiative.

2 Affiche-Action: Quand la politique s’écrit dans  
la rue, exhibition by the BDIC at the Hôtel 
National des Invalides, Paris, November 14–
February 24, 2013.

3 Since 2011 four doctoral theses on graphic 
design have been undertaken at the École 
Doctorale Esthetique, Sciences et Technologie  
des Arts (EDESTA) within Paris-8, as have several 
master’s theses. Students from differing 
educational backgrounds (applied arts, graphic 
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Grapus, cover of the catalogue for the exhibition Qu’est-ce qu’une campagne publicitaire?, 
Centre de Création Industrielle (CCI), Paris, 1975, 21 × 29,7 cm.
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Graphisme en France, and Don’t Brand My Public Space! (edited by Ruedi Baur and 
Sébastien Thiéry, Lars Müller Publishers). She oversaw the publication of the 
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Éditions B42). All her work pivots around the dialogue between the history of 
graphic design and the new questions facing the practices of this discipline today.
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Haultin. Créer la typographie à la Renaissance’ (‘Robert Granjon and Pierre 
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Revival’, 2011). Sébastien founded and directs the ‘Bibliothèque typographique’ 
collection for the publisher Ypsilon Éditeur. He is also the co-author of several 
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and books, and gives conferences all over the world.

Éloïsa Pérez is a graduate of the École Nationale Supérieure des Arts Décoratifs  
in Paris and of CELSA-Paris Sorbonne (renowned school for the information  
and communication sciences), and works as a graphic designer and typographer. 
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design course at the École Supérieure d’Art et Design Grenoble-Valence. He is 
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directed the research unit ‘Il n’y a pas de savoirs sans transmission’ (There’s no 
knowledge without transmission) together with Annick Lantenois. His recent 
publications include Minor Photography: Connecting Deleuze and Guattari to Photography 
Theory (Lieven Gevaert Research Center); 23rd International Poster and Graphic Design 
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architecture) – all 3 published by Éditions B42. Forthcoming publications: La Table 
de matières (Garnier Classiques); Academic Writing: International Approaches, written 
with Brian Street (Routledge); Éditions off-line: projet critique de publications 
numériques 1989–2001 (Off-line publications: a critical analysis of digital publishing 
1989–2001), the 404 collection, B42.
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Décoratifs in Paris. Her books, Le Corbusier. Architect of Books (2005) and Vers une 
architecture du livre. Le Corbusier: édition et mise en pages, 1912–1965 (‘Towards an 
architecture of books. Le Corbusier: publishing and book design 1912–1965’, 2007), 
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Alice Twemlow is founding chair of the SVA Department of Design Research, 
Writing & Criticism in New York City, a graduate program devoted to study of the 
ways in which design, in all its manifestations, is produced, mediated, consumed, 
and disposed of, and what that means. She now lives in Amsterdam where  
she teaches on the MA in Design Curating and Writing at the Design Academy 
Eindhoven and curates design exhibitions for the Onomatopee gallery. Twemlow 
has an MA and a Ph.D from the History of Design program run jointly by  
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currently developing her doctoral thesis about the history of design criticism  
into a book to be published by MIT Press. Twemlow writes about design, for 
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 Pierre Bernard (1942–2015) 
Pierre Bernard founded the Grapus collective in 1970 together with François 
Miehe and Gérard Paris-Clavel, later joined by Jean-Paul Bachollet and Alex 
Jordan. He taught at the École Nationale Supérieure des Arts Décoratifs, 
where many of the graphic designers whom he helped train also attended 
the design workshop he ran there. His achievements include the visual 
identities for the Louvre, the Pompidou Centre and the French national 
parks association. He was a member of the Alliance Graphique Inter-
nationale, and in 2006 he was awarded the Erasmus Prize for his work  
in the public domain.

 Évelyne Chat (1948–2015) 
Évelyne Chat and her husband Philippe Chat, who died in 2012, made a 
substantial contribution to spreading and gaining recognition for graphic 
design committed to promoting major causes. They guided the work of 
numerous graphic designers and were very largely responsible for the 
diffusion of images and graphic projects throughout the town of Fontenay-
sous-Bois where they taught at the school of visual arts, and founded the 
annual international poster competition ‘Graphisme dans la rue’ (Graphic 
design in the street), as well as the Salon de l’éphémère (Salon of ephemeral 
work), and the Galeru.

 Adrian Frutiger (1928–2015) 
Adrian Frutiger, a Swiss typeface designer, moved to France in the early 
1950s where he worked at the Deberny et Peignot foundry before setting up 
his own studio. He designed a number of famous typefaces, notably Univers, 
Frutiger, Avenir and Roissy. He also taught at the École Nationale Supérieure 
des Arts Décoratifs, and published numerous texts on his work. He received 
many prizes and distinctions during his lifetime, and is known throughout 
the world. 

Tributes
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