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ESSAY PLAN

What to include: 3 KEY WORDS
                               MIN 3 KEY IMAGES
                               = UP TO 3 ARTISTS AND THINKERS
                               Map of the writing structure.
                               Include and write about images.

HOW TEXTS ARE LINKED TO MY PRACTICE OR THE PRACTICE OF OTHERS

Writing Structure

Introduction 100 words.
 Keywords = 700 words each

FORM – Oxford Dictionary Definition

… in relation to…
PLATO – theory of Forms – the Routledge companion to aesthetics - 2005
MA – Japanese spatial concept – structural parts creating a FORM. 
FRANK LLOYD WRIGHT – architect - Frank Lloyd Wright: between Principle and Form – 1992
FUNCTION OVER FORM – discussion – Notes of the synthesis of form - 1971 
AESTHETIC – is form just an aesthetic element of design?
TIM INGOLD ORGANIC FORMS

TACTILE - Oxford Dictionary Definition

Know more than what you can see – to touch something, visual communication
MICHAEL POLANYI -Key text – The Tacit Dimension – 1966
KNOWLEDGE
JOHN BERGER - WAYS OF SEEING

OBJECT – Oxford Dictionary Definition

OBJECT AS THE BODY – The Tacit Dimension – 1966
KARL MARX + JEAN BAUDRILLARD = the value of object – communism vs capitalism

100-200 words - How have they led to a question to research and write about for my dissertation 
All linked through aesthetic and function, 
3 key elements of design – the aesthetic function of art – 2004

FORMED RESEARCH QUESTION, LEADING TO FUTHER FOCUS AND EXPLORATION / RESEARCH – 25/50 words
Human interaction with design – influenced by beliefs, experience and knowledge.
Research how people interact with my own design over summer.

Dissertation Proposal 

The three chosen keywords in this written finding are Form, Tactile and Object. By discussing these three unrelated keywords, my aim is to discover, decode and look for any links between them. This will be achieved by contextualising the words, relating to philosophers, key thinkers and relevant artwork. It is important that I also create a link to my own personal practice, all whilst understanding the cultural practices surrounding the three keywords. At the end of my discussions on each name, my goal is to develop a specialised area of research that will help me create a fully formed research for my dissertation.

Form is a complex word that can be interpreted and used in various ways with a variety of meanings. For instance, grammatically it can be used as a noun or a verb, whether it is a form, or something being formed. With this in mind, the most obvious definition of form is that form is the ‘visible shape or configuration of something’ (Oxford English Dictionaries, 2019). Additionally, a form can be used to describe ‘a particular way in which a thing exists or appears’ (Oxford Dictionaries, 2019). This refers to the physical representation and interpretation of form in how forms are made, established, constructed and structured. This relates to theories and practices such as MA, which is a Japanese spatial concept looking at the idea of negative space. This is the space between two structural parts and together they create a form. This highlights the relationship between structure and the form itself. Demonstrating how design is ‘formed’, (an example of the word being used as a verb). This is in line with the statement written in the book Notes on the Synthesis of Form, which states that ‘the ultimate object of design is form’ (Alexander, 1971, p. 15).

[image: ]In relation to my own work, a form described as a ‘style, design, and arrangement in an artistic work’ (Oxford English Dictionaries, 2019) correlates with my personal viewpoint that form is an aesthetic element of art and design dependent on how something appears and is presented. The image below contains my own work. It is cut imagery, which represents positive and negative forms of colour, material, pattern and scale. This echoes the definition of form itself which is described by Oxford English Dictionaries as to ‘bring together parts or combine to create’. Together these forms combined create a composition. According to Anderson and Cohen, a composition is the ‘arrangement of visual elements to communicate intention’ (2006, p. 27). This indicates that my piece is a display of shapes which represent visual elements. It can be argued that this composition of forms is in itself a form where constructions can be adapted and manipulated for visual aesthetic qualities ‘to make it into a specific shape or form’ (Oxford Dictionary, 2019). The method for the piece is to change the layering of the different forms both through horizontal movement and also the placement of individual forms to create depth and perspective. In response, users appreciated the encouragement of interactivity and the pursuit of creative-thinking skills, this is supported by Gilbert where ‘the viewer is forced to dissolve and re-form structure and, in the process, recapitulates his or her own development’ (1992, p.134). Figure 1 – Reimagine your own Still Life (2019) [wood and acrylic)


The aesthetic attribute of forms is key within my practice. The term aesthetic originates to the eighteenth century, when philosopher Alexander Baumgarten used it to ‘refer to cognition by means of the senses, sensuous knowledge’ (Gaut and Lopes, 2005, p. 255). This makes it clear that such attributes influence how individuals see and think of form. Although, ‘According to one of the most fundamental axioms of modernism, form follows function’ (Alexander, 1971, p. 110) clearly states that function is more important than the shape and the aesthetic attributes of form. Van der Velde, the predecessor of the Bauhaus once praised all industrial products for their beauty, ‘all these articles are beautiful because they are exactly what they should be’ (Whitford, 1992, p. 18) (Palmer and Dodson, 1995, p. 110). Expressing that the function of the object makes them aesthetically pleasing rather than their form. The process of design is described as ‘the process of inventing physical things which display new physical order, organization, form, in response to function’ (Alexander, 1971, p. 1).  Alexander talks about the irregular world, that ‘tries to compensate for its own irregularities by fitting itself to them, and thereby takes on form’ (Alexander, 1971, p. 15). These irregularities are the functional origin of form.

In contrast to previous definitions of form, Plato, a key thinker has his own theory of Forms. Christopher Janaway expresses in the book The Routledge Companion to Aesthetics that ‘Plato has a god [which] bring Forms into existence, though elsewhere they exist eternally, and no one creates them’ (Gaut and Lopes, 2005, p. 5). The emphasis is on his idea that Forms are abstract and unchanging concepts that exceed time and space and exist in the realms of Form. Janaway describes his use of the theory as anomalous (Gaut and Lopes, 2005). According to Oxford English Dictionaries anomalous means ‘deviating from what is standard, normal, or expected’ (Oxford English Dictionaries, 2019), this confirms that Plato’s theories were abnormal in comparison to today’s definition. With this being said, Plato does refer to the ‘ordinary craftsman [who] ‘looks to the Form’ for guidance in constructing a physical bed’ (Gaut and Lopes, 2005, p. 5), which relates to today’s designer’s way of working in seeking inspiration from the profile to create a form. This also connects to the idea of how all definitions of form are related, using knowledge we are able to decode, and redesign form itself.

With every form, comes with the ability to touch it. Whatever the form is, it is tactile. It is ‘of or connected with the sense of touch’ as well as being ‘designed to be perceived by touch’ (Oxford English Dictionaries, 2019). In its simplest form, an object being tactile has the ability to be touched. Touch is a part of the 5 known senses; to see, to hear, to smell, to taste and to touch. Senses play an important part in the way art and design communicate with an audience. Personally, within my practice, I use the senses sight and touch to build the foundation of a design. Using the audience’s ability to see in order to visually communicate my intentions and concept as well as making my work as tactile as possible, allowing the user the opportunity to touch and feel the materiality. With this in mind, there are reasons to believe that the senses, with a key focus on sight and touch in this discussion, are both linked due to knowledge.

Knowledge is an important sub keyword in this discussion, it is the ‘awareness or familiarity gained by experience of a fact or situation’ according to Oxford English Dictionaries (2019). Using ‘both knowledge in the world and knowledge in the head’ (Norman, 1988, p. 188) highlights the differences of what we believe we know and what we see in the world and how this defines us as humans and the way we look at things around us. In the key text The Tacit Dimension (1966), Michael Polanyi talks about awareness, expressing ‘I shall reconsider human knowledge by stating from the fact that we can know more than we can tell’ (Polanyi, 2009, p. 4). He describes how humans can acknowledge a person’s face but cannot say how they do this. This ‘act of communication displays a knowledge that we cannot tell’ (Polanyi, 2009, p. 5). The same theory can be applied to an object and everyday things; humans can acknowledge how to hold a cup by using our senses, looking and touching. However, cannot seem to explain how we are able to gather this information just from our senses. 

For example, in this particular case just by looking at this glass jug by Jochen Holz for Hay Design 2019 the user knows how to hold and touch it. This indicates the relationship
[image: ]between touching and seeing. This is due to knowledge, the ‘primitive knowledge of external objects perceived by our sense’ (Polanyi, 1966, p. 29). It is a combination of intellectually knowing that the purpose of a handle it to hold, move and lift and further enhanced by emotional, consciousness and tactile knowledge of the body, using your hands as tools to raise the object itself. This is further supported by the idea of ‘Knowledge felt, and knowledge understood’ (Gilbert, 1992, p. 193) Figure 2 – Jochen Holz for Hay Design. 2019. Glass Jug. [glass]


A fundamental text to include in the discussion of knowing more than what you can tell is John Berger’s Ways of Seeing. Throughout the book, the key thinker expresses that ‘seeing comes before words. The child looks and recognizes before it can speak (Berger, 1971, p. 7) This is a relation to Polanyi’s theory of tacit knowledge, where Berger states that how we see and perceive things visually is affected by our existing knowledge of the particular subject, object, environment or form. He confirms by saying that ‘the way we see things is affected by what we know or what we believe in (Berger, 1972, p. 8) 

 
Berger uses the word tactile within the context of 2D images or/and paintings, referring to how they have the ability to visually communicate to the audience through the sense of sight. Although, he also expresses that the sense of touch is also communicated, by saying ‘every square inch of the surface of the painting, whilst remaining purely visual, appeals to, importunes, the sense of touch’ (Berger, 1972, p. 90) This implies that an image has the ability to make the viewer want to touch or hold an object or thing that it includes. He describes how ‘the eye moves from fur to silk to metal to wood to velvet to marble to paper to felt, and each time what the eye perceives is already translated, within the painting itself, into the language of tactile sensation’ (Berger, 1972, p. 90).
[image: Watermelons]Figure 3 – Tim O’Kane, Watermelons (2008) [oil on panel]


Tim O’Kane’s Watermelons is an example of this statement. It includes fruit and pattern which are of pleasing composition and display, appearing to be tactile. A painting being tactile ‘means to play upon the spectator’s sense of acquiring the real things which the image shows’ (Berger, 1972, p. 141) This implies that something 2D can be tactile through the use of colours, forms, and texture. Humans want to ‘touch something is to situate oneself in relation to it (Berger, 1972, p. 8). This painting influences an individual to want to reach forward and grab a watermelon.

An object is defined as ‘a material thing that can be seen and touched’ (Oxford English Dictionaries, 2019). This confirms that form, tactile and object are all related and linked contextually and practically. They have a relationship due to human’s use of senses and knowledge. In order to interact with an object, an individual uses their senses of sight and touch as an activity where they are ‘always looking at the relation between things and ourselves’ (Berger, 1972, p. 9). This demonstrates how humans perceive themselves amongst objects in the environment. Michel Polanyi describes how humans see and interact with objects. In the book The Tacit Dimension, he states that ‘the way we see an object is determined by our awareness of certain efforts in our body’ (Polanyi, 1966, p. 13). This correlates with Berger’s idea that we create a relationship between ourselves and the object due to our knowledge and self-awareness. He continues to state that 

‘our own body is the only thing in the world which we normally never experience as an object, but experience always in terms of the world to which we are attending from our body (Polanyi, 1966, p. 16) 

As humans through knowledge we recognise our body forms. We are amongst all the other things/ objects in the world. This allows humans to interact with objects because we know ‘our body is involved in the perception of objects’ (Polanyi, 1966, p. 29)

[image: ]Interaction is a ‘communication or direct involvement with someone or something’ (Oxford English Dictionaries, 2019), in this case, can be seen between humans and objects as illustrated in my design below. It is an interactive piece that encourages users to compose their own still life using varied objects. Due to the human senses of sight and touch they develop the knowledge of how to hold, place and display these objects in the appropriate slots. This is an example of how ‘true knowledge lies in our ability to use it’ (Polanyi, 1966, p. 17). Figure 3 – Siwan Thomas (2019) Reimagine your own still life [wood and acrylic]


[image: https://freight.cargo.site/w/1500/q/67/i/e4c7a5bcb33617b48f17d85acc5a4d4961fbc87c97ffda3d84e765665cbcc145/Wang---Sderstrm_Table-Of-Contents_101_Highres.jpg]Additionally, objects can also interact with other objects. Wang & Söderström creates models that represent physical forms and objects. Figure 4, shows how each object is designed to interact with one another, creating relationships through material, scale and texture. They all have a purpose on the table, ‘all objects correspond to some social purpose and the form which is created for them is appropriate to it; in this appropriateness lies their beauty’ (Palmer and Dodson, 1995, p. 110).Figure 4 – Wang & Sderstrm, (2017) Table of Contents 101 [3D printed objects, biodegradable plastic, cork, wood, stone filaments]


In context to objects, usefulness and value are discussed in the conflicting views of Jean Baudrillard’s and Karl Marx. From a communism point of view, Baudrillard argues that ‘usefulness is central’ (Palmer and Dodson, 1995, p. 116), furthermore, expressing that ‘all objects that correspond to needs will be produced rather than only those objects which are profitable’ (Palmer and Dodson, 1995, p. 116). This is in contrast to Marx, who believed that objects should be made to the demands of the capital, with a focus on the ‘exchange value’ which is what ‘makes capitalist relations possible’ (Palmer and Dodson, 1995, p. 116). According to Karl Marx, the function of art is to ‘advance the economic interests of certain groups of individuals within society (Iseminger, 2004, p. 78)

The desire or need for objects is also discussed in that ‘the life of objects cannot be understood in purely economic terms; we must refer to the dimension of desire or need as well as that of demand’ (Palmer and Dodson, 1995, p. 111). In terms of objects, people tend to desire what they want but a need is something you cannot live without. Within design, there has been much debate in the regards to the relationship between desire and need. 

I have reached a point where I have the ability to reflect and to foresee. Upon reflecting on the readings and research I have gathered, it is clear that there is a common link between Form, Tactile and Object that includes the concept of human senses and knowledge. We use our senses, experiences and knowledge to interact with and to understand art and design. When looking at design, ‘we are seeking to understand or to appreciate them, or to improve our current level of understanding or appreciation’ (Gaut and Lopes, 2005, p. 321). This had led me to undertake a focused research journey, researching how people interact with design and what affects their aesthetic and sensuous ability to interact. Plato suggested that ‘art puts us in touch with the eternal and the absolute, or that it provides a privileged form of knowledge’ (Gaut and Lopes, 2005, p. 13). I aim to research and confirm such statements.

My focused research gatherings have led me to create a fully formed research question. My proposed question is ‘How does an individual’s knowledge, experience and senses affect how they interact with design? With each sub-question exploring each attribute. What senses does an individual use to interact? How does personal experience or perception (self-efficacy) affect how an individual interacts with design?
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