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Portfolio of Reflections



1: Introduction – Methodology[footnoteRef:1] [1:  As the methodology section is common to all three reflections, I have set it out here at the start rather than rehearsing and repeating it in each of them. I have proportionately divided up the word count of this section and accounted for it in each of the separate reflections. ] 

The following three reflective pieces use Gibbs' Reflective Cycle as a framework. Gibbs’ reflective cycle was developed by Graham Gibbs in 1988 (Gibbs 1988) as a theoretical to give structure for students reflective writing on learning experiences. This framework was chosen because it provided a structure for examining learning experiences and promoting reflexive thinking. Reflexive thinking being  an active consideration of the reasons supporting and leading the conclusions of knowledge gained (Dewey 1933). The Gibbs’ model is particularly apt in supporting  learning and planning from things that either went or didn’t go well. 

For reasons of suitability and consistency the same model is adopted in all three reflections. The Gibbs’ model comprises 6 stages · Description of the experience
· Feelings and thoughts about the experience
· Evaluation of the experience, both good and bad
· Analysis to make sense of the situation
· Conclusion about what you learned and what you could have done differently
· Action plan for how you would deal with similar situations in the future, or general changes you might find appropriate.

 Fig 1: (Source Reflection Toolkit: Gibbs’ Reflective Cycle University of Edinburgh 2020)
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Fig 2: (Source Reflection Toolkit: Gibbs’ Reflective Cycle University of Edinburgh 2020)

2: Vacuum Lamination 

Description

A practical group session involving instruction and a “dry run” practice set up to check we were using the materials and technique appropriately followed by an actual “live” use of the technique.



Feelings

As someone with dyslexia, whose strength is practical production and physical design of furniture, I am primarily a kinesthetic learner and therefore found the practical basis of this session to be a particularly suitable form of learning experience. This practical approach was also necessary given that we were exploring a practical technique, which would not be fully explained simply by written, visual or auditory based methods.

I was aware of the technique before but owing to the nature and expense of the technique I had only limited experience with it  and was excited to explore its potential, particularly as the technique relates to my preferred area of design namely making wooden furniture.


Evaluation 

The group size worked well in that we knew each other, and it was small enough to develop the necessary sense of trust and knowing of each other (Brown 1994), particularly important given the need to teamwork and differing interests and backgrounds of us all. It was also of an appropriate size that we could all input and be involved.

The group interaction was positive as it was necessary to work as a group to properly set up and position, hold in place and glue the pieces of the chair. Belbin’s team roles theory (Belbin was evident as the group utilised each person’s strengths meant that issues, (including unexpected ones), with different elements of the task were brought out.

Analysis

The session overall was appropriate to the technique. In particular, the opportunity to experience the practical difficulties in a supportive environment of the various stages from positioning the pieces, gluing the pieces to the sucking out of the air and sealing the hole. Unexpectedly, it raised questions as to how suitable this technique would be when working alone.


Conclusion

The session confirmed several of my initial preconceptions as to its utility in the design and production process. I had considered it to be a particularly useful technique in the production of furniture being especially suited to providing an equal clamping pressure. The technique is especially useful in relation to curved wood like chair backs.

The session however reinforced the view that owing to its complexity, cost and time-consuming nature this is not a technique that is suited to mass production of pieces and will be restricted to bespoke or one-off designs.

Action Plan

My primary interest is in the design and production of one-off pieces, particularly including non-standard shapes of reclaimed wood, therefore I will be keen to explore opportunities to use this technique again and research how I may access it.


3: Photoshop

Description

A session divided into an initial demonstration of a technique of cutting out and placing images and altering backgrounds using Photoshop. This was followed by a practical hands-on  guided session in which participants attempted the techniques with individual help from the lecturer as needed.

Feelings
My learning styles are primarily kinesthetic and thereafter visual and therefore having the process projected on to a large screen followed by attempting the technique in practice suited my learning styles more than the accompanying auditory explanation. Prior to the session I had limited experience of photoshop and had experienced it as a complex and detailed programme. I was therefore slightly nervous as to whether my lack of previous experience would impede how I responded  to the session.

Evaluation

I found the session useful as in general terms it served to demystify elements of Photoshop and give me confidence in using the programme. In specific terms the skills taught were directly beneficial to techniques I might use in practice. 

Analysis

I was aware of Photoshop and of the context that in certain areas of design and visual presentation it is regarded as the industry standard programme and one of which I should be aware and have at least a basic proficiency. I am also aware  that it is a powerful and complex programme with many ‘layers’ of uses.

Conclusion

As stated above I found the specific technique and confidence building elements of the session to be beneficial and would be better able to deal with future client expectations as to the use of Photoshop. In this context the session served to change my mind and perspective on the use of Photoshop and to be less dismissive of its potential uses and application in my practice, potentially in particular in a commercial environment or in publicity or promotion of my work.

However, I still feel that my primary use for design technology is in 3D modelling and that, whilst a certain amount of this is possible that other packages are better suited to my needs.

Action Plan

I aim to explore further the uses and tools in Photoshop to see if they are applicable to my work practice and potentially undertake further training in the programme. However, I am more likely to concentrate on developing my knowledge of other packages, which I see as more directly useful and relevant to my particular area of work in furniture design and production.


4: Model Making

Description

Two sessions both comprising of an initial talk about model making approaches, rationale and skills followed by the practical application of skills to my own final project.

Feelings

Very positive approach to these sessions as highly practical and of direct application to the work I am doing on my key part of process.  I am experienced in model making and was keen to use this opportunity to enhance my skills.

Evaluation

The sessions offered the opportunity to develop model making skills especially using blue foam, the use of which I was less familiar with than wood. These technical sessions were designed in such a way that the second part was structured to allow you to work on your own individual final project. This involved solo working with the input of the lecturer. The structure being two sessions with a period apart also gave time for reflection between the sessions to identify areas in which guidance specifically tailored to my project would be of help.

Analysis

Model making is a key part of the design process in that it enables one to see both if the project / design will actually work at the basic levels and thereafter to hone and refine the details of the project.

The structure of the sessions and thinking about them reflectively using the Gibbs method was particularly relevant to me in these sessions. Given my previous experience of model making including pre my studies in a non-academic structured way I had developed certain ways of thinking. The sessions therefore promoted what Bolton describes as the “process of letting go” or “thoughtfully unthinking”  (Bolton 2001) to discover things about the skills, process and role of model making.

Conclusion
The sessions were of directly relevant practical application to my final project work and have reinforced my conception and belief in the centrality of model making to the design process. The use of model making allows the exploration of both the practicalities of the design and ways to improve and hone the concepts.

Model making is a quick effective and low-cost way of exploring these matters and allows for changes to be made relatively easily and quickly. In addition,  it can be used to show the concept to potential clients. The use of model making, and reflectivity facilitates the exploration of artistic inspiration and yet allows time to reflectively subject such ideas to scrutiny (Adams 2002). These sessions highlighted to me the value of visualising and scrutinising ideas in my design process with a view to producing a finished product that is both original and practical.

Action Plan

Having had the value of the concept of model making both reinforced and expanded I will practice and hone my model making skills. In addition, I will give further thought to how I incorporate model making into my workflow and practice. In particular, I will give thought to how I can best use model making to review issues and concepts within my designs.


Semiotic analysis

Ferdinand de Saussure, used the theory of sign, signified and signifier (Chandler, 2017). The sign in this case is a physical object, the signified which is what the sign portrays such as shape, colour, or texture. Then finally the signifier is what a sign is such as a word, image, or gesture.
I am going to be looking at the work of Hiroshi Sakaguchi who is a traditionally trained Japanese carpenter or ‘Daiku’. He specializes in making anything from traditional Japanese roofing/framing to furniture and garden gates (Ki Arts, 2023). I am going to be analysing one of Sakaguchi’s wooden bathing tubs or ‘Ofuro’. A bath can signify cleanliness or calm/relaxation. Sakaguchi’s ofuro will be analysed using three elements of semiotic analysis. These are material, colour and weight. 
These soaking tubs are made from solid Alaskan yellow ceader, with all-traditional techniques. The joinery used are lap joints to join all 4 corners of the tub and the bottom is rebated in (Bullar, 2013). The use of these types of joinery ensures that the wood itself is taking the pressure of the tub full of water. As you can see in the photo these tenon joints look completely different to westerner joints. The reasoning behind this is that this is a traditional Japanese joint so this is what would have been used to assemble a traditional ofuro.  This join signifies traditional Japanese woodwork. As well as this, all surfaces of this tub are planned by hand using a traditional pull plane ‘Kanna’ which is pulled towards you rather than pushed like a westerner's hand plane (Odate, 1998) The reason this is constructed in this way is as follows, it is built from solid wood for a few reasons, firstly as it is a traditional material, secondly it is a great insulator keeping the tub warm for longer periods. Finally, the natural scent of the wood is believed to give a calming effect, which links to what a bath signifies. 
[bookmark: _Int_LxoDFHAn]Being made from ceader the ofuro is usually a cream colour but can vary as the same spices of wood can be many different shades/grains due to where or how it is grown meaning not a single ofuro will have the exact same colour or wood grain. The reasons for not painting it is that firstly it is not what would have been done traditionally also it would take away the beauty which is incredibly important for Japanese master craftsmen as everything is about the beauty and good craftsmanship. The natural colour signifies tradition and natural beauty of the wood. 
The weight of the ofuro is also a very important factor as it would be lighter than a cast iron bath but heavier than a modern fiberglass bath. The reason it is constructed from timber is for a few reasons. Firstly the aesthetics, the look of the wooden four is more aesthetically pleasing than if it was cast iron. Another reason is installation and modification. Being made from wood it is going to be lighter/easier to instal and customize as wood is much more forgiving than other materials. 
In this example, the bathtub was the sign, signified by the words ‘bath’, ‘tub’ and ‘ofuro’. The signifier ‘ofuro’ also signifies in English-speaking cultures that the object is from a non-English speaking country. The other elements signify the object as being traditional Japanese woodwork. 
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(Fig. 3 Ofuro by Hiroshi Sakaguchi)

Object and shape
Object: Hand plane 
Word: Shape
[image: A picture containing sketch, drawing
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Description automatically generated]In essence, a hand plane is used for flattening, smoothing, and shaping, but there are hundreds if not thousands of different specialty planes. The first ones originated thousands of years ago. Up until the late 1800s they consisted of a wooden body with a flat sole, sharp metal blade, and a wooden wedge which both sit in an angled mortice in the body of the plane. This could be adjusted with a few light hammer taps to the blade and or the plane body. “Leonard Bailey started making cast iron planes with Stanley in 1869. In the 1870 catalog Stanley offered an impressive line of 28 different sizes and types” (Garrett, 2003). These planes were revolutionary, making the plane’s depth, lateral movements, and whole function considerably simpler, especially for first-time users.
(Fig 4. Cast iron plane) 							(Fig.5 Wooden plane)

[bookmark: _Hlk132140654]The dictionary definition of shape is as follows “the outward form of someone or something as produced by their outline” (Waite, 2012). What I take from this is that anything and everything that has an outline is some form of shape. However, an artist may say “the name ‘shape’ is given to any area on a surface which can be distinguished visually by a boundary or an edge from the space which lies around it. We humans have an inbuilt ability to perceive, identify, learn and communicate about shapes in our environment” (Martin, 2003).
The main link between the object and the chosen word is the things you can do with a bench plane. In this case, I’m going to look at two different hand planes and their uses. These are the Stanley bailey No4 plane (fig.9) and the No113 Stanley compass plane (fig. 6). The Stanley bailey No4 plane is incredibly versatile, used to hone and smooth down wood to its final dimensions/shape, predominantly used to square up timber. This can be in the form of a square table top, hexagonal beams or posts and anything in between. This plane thrives in making angular shapes. On the other hand, the No113 Stanley compass plane is completely different as it is a specialized tool used for small or large internal and external curves on things like curved furniture. They are even used in the construction of wagon wheels and woolen wheels. This plane has a flexible sole that can be adjusted to the desired curvature required using an adjustable screw. These only scratch the surface of the different kinds of planes available usually with different shaped bottoms for different shapes, textures and sizes to tackle any project you throw at them. For example, I like this workbench by Paul Sellers (Fig 8.) which looks simple, yet used five different types of planes for specific parts of the construction, from flattening to cutting grooves and rounding edges. In conclusion the main link between planes and shape is what you can make using them.
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(Fig 6. 113 compass plane)                                                  (Fig 7. Wagon wheel)
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(Fig 8. Rubo workbench)                                                         (Fig 9. Stanley Bailey No4)
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