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INTRODUCTION

I am writing this essay on designing philosophy for fellow designers, in the
belief that it may offer some useful insights into our everyday practice. I am
also writing it conscious of a design tradition in which elegance, simplicity,
truth to materials, function and above all a deep respect for people and the
environment are at the core of what we do as designers.

I take philosophy to be something one does in order to help oneself and oth-
ers make sense of everyday life. For me it is also an extension of what I do in my
daily practice as an information designer: making information accessible and
usable to people so that it makes sense to them.

In this essay I am offering what I hope will be accessible and usable design
philosophy that will make sense to fellow designers, which will improve our
capacity to think about the everyday matters we deal with, and which will be
a contribution to a design tradition. In particular, this essay concerns the rules
we designers use to guide our practice.

In taking this approach to doing philosophy, I am following the injunction
of Ludwig Wittgenstein when he wrote to his friend Norman Malcolm (1984,
p.93) saying:

-« what is the use of studying philosophy if all that it does for you
is to enable you to talk with some plausibility about some abstruse
questions of logic, etc., & if it does not improve your thinking

about the important questions of everyday life.

I will also be following Wittgenstein’s approach to dealing with philosophical
matters through ordinary language and using some of his methods of argu-
ment, supplemented with some information design methods of problem solv-

ing that emerge out of contemporary information design practice.
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AT ODDS WITH THE MAINSTREAM
My approach to doing philosophy puts me at odds with the mainstream ‘aca-
demic turn’ in philosophy, to use Saarinen and Uschanov’s apt phrase (1998).

With some notable exceptions like Russell, Wittgenstein and
Sartre, the history of philosophy in the twentieth century has
exclusively been the history of university philosophy. --- It seems
to us that the key turn in philosophy this century has not been the
linguistic turn, nor the epistemological turn, nor the logical or

formalistic turn, but the academic turn.

It also puts me at odds with the mainstream academic design research commu-
nity which has recently turned its attention to design philosophy: one whole
issue of the Design Studies was devoted to the subject in 2002; a new publishing
venture Design Philosophy Papers was launched on the Internet in 2003 (http://
www.desphilosophy.com/dpp/home.html); the recent Design Research Soci-
ety Conference Common Ground had a stream devoted to the topic; and the
PhD design list (http://www.jiscmail.ac.uk/lists/phd-design.html) has had a
number of discussion threads about design philosophy.

Even though I have participated in some of this activity and read with great
interest many of the contributions, like many practicing designers I find much
of this corpus disconnected from my everyday practice and difficult touse as a
basis for improving my capacity to think about the everyday matters that I deal
with. This may, of course, be my fault. No doubt, there will be those who will
delight in pointing this out to me.

Nonetheless, from where I view the ‘academic turn’ in design philosophy,

it goes against my designerly sense of elegance, simplicity and respect for the
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user: in this case those of us who try to read this writing in search of insight.
But rather than offer a critique of its modes and manners, I prefer to engage
in something constructive using the ordinary language available to us. I offer
some thoughts on what we do as designers and I explore how we might use that
language productively in the future to extend our design work.

I think it is premature to join the academic turn’s eager embrace of abstrac-
tions. At the very least, we need to exhaust the ordinary everyday usages at our
disposal before we deem them inadequate and create new usages, new words;
time enough to embrace specialist terms and jargon, but only when absolutely
necessary and without rushing to embrace academic discourse. If we are to
create neologisms and specialist terms, then let us apply the same sensibility
to such language as we have applied to the design of books and chairs, instead
of following the halting attempts of academics. Moreover, if designing is to be
genuinely participatory and involving of both professional and lay people as
our designers, then we have some obligation to conduct our conversations in
language that is widely shared and even enjoyed.

However, before we can do so, we need to free ourselves of intellectual shack-
les—ways of thinking and methods that still dominate most of the academic
research and lay thinking into the nature of rules.

THE BLOCKED ROAD
Semantics, syntactics and pragmatics
In the last century, three categories—semantics, syntactics and pragmat-
ics—were used extensively as a way of dealing with different aspects of rules,
particularly as applied to language.

One of the clearest and most accessible definitions of these three terms is to
be found in a slim volume by Charles Morris, published in 1938: Foundations of
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the Theory of Signs. In this volume, one of the seminal texts in linguistics, Mor-
ris articulated the framework through which most of the research and thinking
in linguistics, computer science, information design and many other social
phenomena involving rules were studied in the 20th century. Each of these key
terms—semantics, syntactics and pragmatics—have been used to describe a
particular aspect of language. To paraphrase Morris’s definitions: semantics
is concerned with the relation between words and the things they stand for
or represent, what we think of in popular discourse as the meanings of words;
syntactics is concerned with the relations between words, what in popular
terms we refer to as grammar; and pragmatics is concerned with the relation
between words and their users, what in popular terms we would describe as
speech or reading.

These three types of relationships—and it is extremely important to see these
terms as defining relationships—not objects—are generally accepted as cover-
ing the range and scope within which we can study rules, whether linguistic,
or, as in my own case of information design, the hybrid yet indivisible combi-
nation of language and graphics.

In Morris’s formulation and in most other theoretical treatments of the
subject, the three types of relationship are treated as having the same status,
the same right to existence under the sun. They are treated as three aspects of
language, but seen through different approaches and methods. However, in
practice semantics and syntactics are treated as more important. The argu-
ment, broadly put, is that the way we use language (pragmatics) is determined
by what words mean (semantics) and by the grammatical rules we apply to put-
ting the words together (syntactics). That is, pragmatics is secondary to, and
dependent on, semantics and syntactics.

The arguments I present here totally upend this view. Pragmatics, I will

VISIBLE LANGUAGE 41.2 106



argue, is not only more important than the other two, but semantics and syn-
tactics have no existence outside of pragmatics. Indeed, I suggest that any
semantic or syntactic analysis is a pragmatic invention. Far from being real and
valid subjects in their own right, I argue that semantics and syntactics are gen-
erated, constructed through pragmatics. This upending has profound practical
implications for design.

WHY PRAGMATICS RULES
The arguments in favor of my thesis must stand up against one powerful prop-
osition of classical linguistics which sustains the superior ontological status of
semantics and syntactics: namely that there are fundamental rules underly-
ing usage. Certainly, observations of people and societies point to many areas
of consistent usage, whether in language, graphics or other communicative
forms. It is argued that this observed consistency must be the product of an
underlying rationale or process. The proposition that my arguments have to
counter is that semantic and syntactic studies open up for scrutiny this under-
lying rationale.

I offer three arguments against this central proposition of classical linguistics

and three observations.

Three Arguments
1. Neither semantic nor syntactic properties of language
are observable in themselves. We only have ‘access’ to
these properties through instances of language use. To use
the terminology of theories in this area: we can only study
competence through performance; we can only study
langue through parole; we can only study cognition through
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behavior; we can only study the unconscious through con-
versation; and so on. The object of study is never observed,

always inferred.

2. Within any theory of semantic or syntactic structuring or
rules we also need a theory that explains how these struc-
tures or rules determine behavior (or action depending on
your theoretical preferences). Such styles of thinking reso-
nate well with dualist philosophical claims about the links
between mind and body, spirit and action. And they suffer
from the same logical flaws and reductio ad absurdum.

3. Any theory that presupposes underlying rules that pow-
erfully determine behavior or action must also account for
our daily encounter with aberrant behavior and changes in
consistent usage. Why do people break so-called ‘under-
lying rules; rules that are supposed to determine their
actions? How do people invent new ways of acting consis-
tently, supposedly changing the underlying rules? Again,
these are not new questions and are similar to other earlier
challenges to functionalist thinking.

The classic tactic in defense of ‘underlying rules’ is endless elaboration: every
exception creates a new rule. But the deployment of this tactic exposes a costly
aspect of sustaining a belief in the existence of semantic and syntactic features
of language. This belief requires elaborate and costly academic institutional
frameworks within which to sustain the endless elaboration. Faith is, as ever,
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greatly demanding of individual and collective effort. Yet despite the effort
deployed in order to ‘create’ the impression of a body of knowledge there are
three repeated observations made by researchers that bedevil attempts to turn
these so called ‘fields of study’ into useful bodies of knowledge.

Three observations
1.None of the theories that fallinto this broad church—from
psychoanalysis to transformational grammar and cognitive
science—are predictive of peoples’ behavior or actions. In
their defense we are given two explanations. First, these are
young sciences and we need more research. Second, these
are theories of interpretation or hermeneutics, ways of
understanding that enrich our world. The first explanation
must await the verdict of time, but the second one is dis-
ingenuous; it may be true, but such theories derive much
of their rhetorical force from the implicit and sometimes
explicit claim that they actually explain human conduct.
Plausible post-factum ‘explanation’ is good story telling,
no more nor less. But it is not a useful body of knowledge in

any scientific sense.

2. More damningly, if one is concerned about rigor, these
theories offer no methods of proof that enable us to distin-
guish between discovery and invention. A typical feature of
such theories is that they offer a dense and multi-variable
complex explanation of human action, far more dense and
complex than the phenomenon they seek to account for. In

P
//
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simple terms, they always present us with more unknowns
than knowns. As most high school students learn: to solve a
set of equations containing unknowns, you always need the
same number of equations as unknowns. It doesn’t matter
how many equations you have, how elaborate or complex
they are; 100 equations and 100 unknowns can be resolved,
100 equations and 101 unknowns cannot. Behind the
wealth of elaboration and scholarship, there is at best an

unresolvable uncertainty and at worst, nothing to resolve.

3. Most compellingly, however, is a simple fact that many
of us have ‘discovered’ in design when we test our design
with people: namely the best predictor of future action
is previous action, not an appeal to underlying reasons or
causes. It is for this reason that our work in information
design always involves testing designs with those who use
them (Fisher & Sless, 1990; Sless, 1092).

On the basis of the three arguments I have offered and the three observations
I have just made, I want to assert my thesis that pragmatics is at the very least
ontologically superior, and probably all we have, all else being invention and
good story telling.

We can take a much simpler view of the consistent usage in language than
that offered by appeal to the abstractions of semantics and syntactics. Simply,
consistent usage occurs because it works. There is a simple and compelling
utility in consistency. If we learn the rules, we can take part in the game. One

needs no greater depth of explanation.
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RULES
Preliminary points

Some important points are in order before my main discussion on rules.

First, I am talking here about human action—things people
do. I am not talking about behavior—responses to stimuli.
My interest is in what people do in the world, not what

causes human behavior.

Second, such simplification or deflation of arguments is
not the same as reductionism. I am not reducing something
complex to its simpler constituents and thereby losing a
holistic view. Rather, I am suggesting that the complexity
does not exist in the phenomenon itself. It is an unneces-
sary human invention—an inflationary form of thinking
that results in ever more elaborate and complex schemes to

‘explain’ something that does not need explanation.

Third, I would suggest that the inflationary tendency in
design is most apparent in academic design research.
This may have something to do with the current political
economy of the academic world. One is more likely to get
research funding for studying something complex rather
than something simple. Reductionism may be out of favor

in the academy, but inflationism is in.

My preference is for synthesis and, where possible, radical simplification.

DESIGNING PHILOSOPHY
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I want to say something general about such rules—what they are and how we
might productively apply our current insights about them to the long-term
intellectual development of our design practice. To do so I turn to the philoso-
phy of language. Language is the most sophisticated and well developed social
practice for which we have articulated rules; and it is also the area of social
practice that has been most rigorously and imaginatively explored by philoso-
phers, particularly in the last century.

In Wittgenstein's footsteps

In developing what I have to say about rules, I am drawing heavily on Ludwig
Wittgenstein’s seminal contribution to the philosophy of language in the 20™
century. I cannot point to a single text in which the reader might find the exact
point of reference on which I am drawing. Wittgenstein never resolved or fin-
ished his work. He constantly revised his thinking. Moreover, Wittgenstein’s
work is impossible to just dip into and get much sense out of a single quotation
or even a collection of such quotations. Only through a careful reading of the
progression of his thinking and knowing the background to his thinking—the
philosophical ideas or arguments with which he was disagreeing or agree-
ing—can one make sense of his work. This makes his work difficult to access
and probably impossible without the necessary background.

For the general reader, the excellent biography by Ray Monk (1991) may be
illuminating. For the more technically-minded reader, with a knowledge of the
philosophy of language, José Medina’s excellent analysis of the development of
Wittgenstein’s thoughts on rules would be useful (Medina, 2002).

For me, the most inspiring of Wittgenstein’s writing is his later work; in
particular I am drawn to the insights in the collection of fragments that made
up his final work, On Certainty (1969). In particular, I am drawing on Wittgen-
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stein’s method of arguing. Happily, it is possible to articulate those methods of

arguing in ordinary language, without reference to the technicalities of philo-

sophical debate from which they emerged.

Wittgenstein uses two relatively simple methods in his later work.

DESIGNING PHILOSOPHY

First, when faced with a question about the meaning of a
word or phrase, he exhorts us repeatedly to look at ordinary
usage of that word or phrase. Wittgenstein was interested
in the words and phrases used by the philosophers of his
time; words such as ‘knowledge; ‘truth, ‘certainty, ‘logic’
and so on. He argued, and repeatedly demonstrated, that
by looking at ordinary usage, many abstract philosophical
ideas, like those mentioned above, just dissolve. Moreover,
he argues that such terms only make sense in philosophical
arguments when they are taken out of any specific con-
text of use—and this results in an unproductive spiral of

abstraction.

Second, when faced with questions about the articulated
rules of usage—grammar, logic, syntax, codes of practice—
he exhorts us to look at the community of users and their
shared practices. Wittgenstein’s principle preoccupation
was with the articulated rules of logic, mathematics and
language. In his earlier work he took the view that underly-
ing all language use was logic. He came to doubt this and
later considered it a mistaken view. In his later work he
argues that the rules of logic or mathematics, or any other
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activity for which one could articulate a set of rules, could
be seen as rule-following practices agreed by a community
of practitioners. Thus the rule in mathematics that says
that 2 + 2 = 4 is not an expression of some fundamental
universal truth, but rather an agreed rule of practice by
mathematicians. This makes the rules of mathematics on
a par with say, the rules for playing chess—human inven-
tions that are useful in a particular context. They only have
their ‘fundamental’ properties within that context. Taken
out of context, such rules are empty unproductive spirals

of abstraction.

These two simple methods—looking at usage and looking at the context of
usage—resonate well with designing. This is, after all, what contemporary
designers try to do! Moreover it provides an important raison d’étre for the
practice of designing collaboratively. I believe it also provides a basis on which
we can extend the insights that design philosophy can offer our everyday

practices.

Where do rules come from?

The fact that one can teach rules and maintain the stability of their usage
over a period of time has an unfortunate side effect with which Wittgenstein
wrestled in his philosophical arguments. Because the rules can seemingly
stand apart from the actual practice they articulate, they seem to have an
independent existence. This has led many people to think of rules as not only
separate from practice, but in some respect superior to practice. After all, once
articulated, rules are followed and this makes it seem that the rules are the
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more important of the two.

As I have already suggested, this type of thinking has led many to believe that
syntactics and semantics are in some sense more important than pragmatics.
But this cannot be the case, as I will demonstrate below. Wittgenstein brings us
back to earth. With these thoughts in mind, I shall proceed to look at some of
our ordinary usages and the rules they give rise to.

Over millennia of social practices, people have developed many shared ways
of doing things, across many aspects of our lives. We invent new practices all
the time: some lapse, others persist. As designers, we learn to follow agreed
ways of doing a large amount of what we do. Aesthetics, styling, composition,
layout and presentation are all designerly concerns that draw on established
ways of doing things. At the same time, we create new ways of doing things—
new styles or arrangements. Sometimes we create new ways of doing things
that extend existing practices. At times we create totally new practices that
undermine and negate previously agreed ways of doing things.

These agreed designerly ways of doing things—social practices that per-
sist—are sometimes investigated and then articulated as rules. A rule, as I use
the term here, is an agreed social practice that has been articulated. In other
words, rules follow practice; practice does not follow rules.

This process of investigation and articulation has been called by Frayling
(2002) the ‘Normative Tradition of design research’—a tradition that was the
heartland of design research in the 19th century. Frayling also comments that
research into these types of rules “in the digital age, is making a comeback”
(2002, p.5).

I’'m not so sure it has ever gone away. Those of us involved in information
design research still regard it as the heartland, with many important contri-
butions to this type of research in the last century and continuing into this
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(Engelhardt, 2002; Horn, 1998; Neurath, 1936; Richards, 1984; Twyman, 1979;
Waller, 1987).

In typographic design, as an example, there are many articulated rules: how
much space to allow between sentences, how to indicate the start of a new
paragraph, when to use bold, italics, caps, small caps and many others. These
rules have been articulated in style manuals and they provide prescriptive rules
of typographical layout (Walker, 2001).

Once a rule has been articulated, we can use it as a basis for guiding action.
In that context we can say that rules precede and guide action. Indeed, we say
that people follow rules.

But rules can only be followed once they have been articulated. As an exam-
ple, the publishers of this journal issue a style guide to authors. This is a set
of rules about how we should set out paragraphs, headings, references and so
on—a design guide. In writing this paper, I try to follow this design guide. This
is much easier than my sending in a manuscript and receiving it back from the
editor full of corrections because I have not conformed to the editor’s normal
way of doing things. Our human capacity to make articulated rules available
to each other is very powerful: it enables us to teach others a particular social
practice and, of course, enables us to maintain that practice over a period of
time.

Rules, therefore, are human inventions that follow practice. Rules are how
we ‘explain’ practice to each other and they arise out of our desire to explain to
others what we do. The great power of rules is that they enable people to share

common practices by means other than laborious trial and error and copying.

Research by design
These practices and their articulated rules can only be researched and devel-
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oped through actually doing design. This type of research emerges out of
practice, largely outside the academy. Professional and lay designers, in col-
laboration with those who use the designs, develop newly shared practices. In
the case of information design it occurs in the collaborative struggle to make
sense out of emerging communicative opportunities, like email and the World
Wide Web.

Such research, which later gets articulated into rules, is one way in which
both experts and laypeople make contributions to our collective knowledge. It
is collaborative designing at work. It is only when researchers try to articulate
it as a set of rules, such as the studies mentioned above, or it takes on a pre-
scriptive form, such as a publisher’s style guide, that it finds its way into the
academy. By that time, however, the practices have been largely developed and
agreed. Of necessity, most of the serious consideration of precedents, trial and
error, experimentation and refinement takes place through the everyday prac-
tice of trying to make things work in the world. In other words, it is, as Frayling
describes it, ‘research by design’ (Frayling, 1993). For those who assert that
(Friedman, 2002) “ [s]o far, the category of research by design has proven fruit-
less,” I suggest they take a long and careful look at this ancient and still prac-
ticed form of design research.

In information design (my own field) there is a vast, though scattered, body
of practice for which rules of usage have been articulated. Some of this body of
articulated rules is used in the education of graphic designers, technical illus-
trators, map makers, statisticians, architects, photographers, editors and writ -
ers. Doubtless, practicing designers in other areas can point to a similar corpus,
as could many other professionals who have developed regular practices which

have been articulated as rules.

2
-
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FROM LANGUAGE TO DESIGN

I want to suggest that ordinary language activity and its rules on the one hand,
and design and its rules on the other hand, are different manifestations of the
same thing. I am therefore extending Wittgenstein’s insights on language into
design.

Wittgenstein’s preoccupation was with ordinary language conversation
and what makes sense to people engaged in such conversations. Language,
like other artifacts, is something we have made collaboratively with oth-
ers over millennia. Indeed, one could argue that language is the most ancient
and sophisticated ongoing collaborative design project that people have ever
undertaken. It is constantly being tested, refined and changed to meet user
needs; its features get discarded or added depending on user needs. I find the
idea of language as prototypically a collaborative design project compelling.

Designing for me as an information designer is about making artifacts col-
laboratively. We designers not only invent new practices—new usages of the
material and symbolic worlds—through the creation of new objects and sym-
bols—but we also codify some of what we invent into rules so that others can
take part in the new practices.

If the arguments I have developed above, following Wittgenstein, are sound,
then design rules are, like language rules, something which people articulate as
aresult of actual usage—through design. Design rules, like language rules, are
not the result of logic or underlying causes; rather, they are constructed, after
the event, from usage; rules are our way of articulating agreed social practices.
They do not exist prior to usage, they only come into existence following usage.
They are, in fact, inventions rather than discoveries. Designers invent rules in

order to give coherence to practice.
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LIBERATING RESPONSIBLE DESIGNERS

The cumulative consequences of these arguments are enormously liberating
for designers, but with the addition of some important responsibilities. As
designers we are relieved of a great burden of explanation. We do not have to
provide alogical or causal explanation for the practices we invent, nor the rules
we articulate to share those practices with others.

None of this argument should be used to suggest that designers are in some
sense free from taking account of the material, psychological, social, economic
and environmental conditions in which they work and in which their designs
will be used. On the contrary, these are and always have been important and
legitimate concerns of anyone who wants to engage in responsible design prac-
tice. But I would distinguish between the factors that designers should properly
take account of in the scoping stage of a project and the creation of new social
practices which is at the heart of the design process, that do not have their basis
in either logic or causation.

However, the argument does suggest that as designers we do not have to
legitimize the practices we invent in terms of psychological, social, cultural,
material causes or in terms of logical coherence. Rather, we can invent practices
and see where they take us. This is, of course, liberating, yet with that libera-
tion comes a new responsibility. As there is no basis in either logic or science to
the practices we invent, we cannot appeal to those traditions to legitimize our
inventions.

If we, as designers, wish to legitimize the inventions we create, we—the
designers—have to provide the evidence in their support.

For example, we cannot claim that our designs will work because we have
followed a logical process to arrive at a solution. Following a logical process

may be valuable to us in organizing our activity and bringing some order into

DESIGNING PHILOSOPHY 119



a complex incoherent problem domain, but in itself it offers no guarantee that
the resulting design will work. Formal methods will always have only a limited
role in design problem solving, whether those formal methods have their basis
in logic or any other already articulated rules. Rules have a special place in
human affairs: they can be followed, changed, broken, ignored, even subverted;
people can invent new practices or choose to ignore existing ones.

The same applies to the application of scientific knowledge. For example, we
could not claim that our design will be usable because we have taken account
of human factors research findings. Nor could we claim that our designs will be
environmentally appropriate if we take environmental issues into account.

Such formal methods or scientific knowledge may be valuable in narrowing
the range of potential problems that a new design might create. Indeed, it can
be argued that any responsible professional designer should take account of
these and any other factors that might affect the quality of what we create. But,
in themselves, neither formal methods nor scientific knowledge offer a guar-
antee or evidence that a new design will work, will be usable or will be envi-
ronmentally appropriate. The onus of proof—providing the evidence—rests
squarely on designers’ shoulders.

Such a conclusion may not be welcomed by those who pin their hopes for the
future of design as ‘science or technology’ in which taking account of other
people’s knowledge will result in successful design. This I take to be the core of
Friedman’s recent bold claim (2002, p.10): “Design is of necessity in transition
from art and craft practice to a form of technical and social science focused on
how to do things to accomplish goals”’

Friedman is, of course, not the first to make such a claim. David Jonassen
(1982, p.x), for example, made a similar claim twenty years ago in the field of
text design: “...a scientific approach to text design...exists as a counterpoint to
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the artistic and unsystematic approach to text design and layout that has pre-
vailed since petroglyphs were first inscribed on walls.”

Interestingly, what many of us in text design have been taught, through prac-
tice, is that the ‘prescientific’ approach to text design and layout was far from
‘unsystematic’ and that ‘artistic’ contributions to our knowledge and practice
are at the heart of what we most value. The fact that little if any of this taught
know-how, we internalize through experience, finds its way into the ‘scientific
research’ literature, makes it no less real nor less valuable.

Undoubtedly, claims about the superiority of science and technology over
art and craft will continue. But we should resist them; they undervalue the
importance of rules as discussed here to which the arts and crafts have made,
and continue to make, significant contributions. Indeed, if one is playing the
futurology game, one could easily argue the contrary case, saying that design
is ‘of necessity’ in transition from technical and social science to art and craft
practices. I prefer a much more ecumenical approach. Moreover, my concern
here is not with the future but rather with what we are doing now and how we
should make sense of that to each other.

My conclusion about the need for evidence is also unlikely to be welcomed
by those who rely on the normative tradition of ‘established’ rules as a defense
of contemporary practice. This is not an argument for ignoring or dismiss-
ing established rules, far from it. Such rules are the bedrock of contemporary
practice. We learn our craft as designers by learning these rules and we pass on
what we learn through them. However, through practice, we continually find
new circumstances not covered by existing rules and in some instances we cre-
ate new practices that we then articulate as rules.

Whether or not the new practice and its articulated rules are actually usable

or appropriate, however, is not something that we can determine in advance
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of their application. Only evidence of successful application can enable us to
assert that a design using a new practice will work.

Neither the application of scientific knowledge nor the observance of estab-
lished rules allows us to escape the need for designerly evidence to establish a
claim about whether a particular design works or not.

This is a very practical matter concerning our everyday practice. Part of what
we do every day is to seek ways to legitimize the value of what we do. If we don’t
provide evidence that shows the value of design know-how, we don’t eat. I have
suggested that we cannot use either logic or science to legitimize our practices;
we therefore have to offer our own types of evidence, based on our practices,
systematic methods and, of course, results. Some of us already do this (Fisher
& Sless, 1990; Rogers et al., 1995).

For those educators and researchers working to legitimize design in higher
education, it might be more useful to look towards those of us who are provid-
ing designerly evidence to our clients on a routine basis, rather than trying to
legitimize design in higher education by turning it into yet another ‘technical
and social science’—thereby losing the very thing that makes us distinctive and

able to offer a distinctive contribution to the world.

DESIGNING RULES, DESIGNING PHILOSOPHY
With the idea of generating new practices and articulating rules for those prac-
tices as something distinctive that we designers do, I want to come full circle
returning to philosophy and our everyday concerns.

At a recent conference on designing information for older tourists, I was
struck by a discussion we had with one of the speakers, Karin Nijhuis of the
Netherlands Board of Tourism. Karin is concerned with the design and devel-

opment of an ‘inclusive internet platform’ —www.holland.com. In the discus-
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sion, Karin shared with us some of the difficulties in designing a suitable set of

categories for grouping information in a way that was useful to a diverse range

of tourists. For example, some information is directed specifically to older peo-

ple, but as many older people do not think of themselves as older, nor do they
want to be thought of as associating with older people, they will not respond
to a category system based on tourists’ ages. In other words, Karin was trying,

through practice, to develop a set of useful rules for guiding future practice.

Three things can be learned from Karin’s problem.

DESIGNING PHILOSOPHY

First, the problem of categories is a design problem. It has to
do with creating a new structure, albeit a conceptual one.

Second, this type of conceptual problem and many others
have become commonplace, everyday issues in a range of
design disciplines. It is obvious, of course, in information
design where organizing information in new ways is at the
heart of what we do. The conceptual problems can also be
found in the design of IT products and services, though in
IT they extend beyond the problem of categories. Many
new products, like mobile phones, radically transform
everyday social practices. In my own personal and profes-
sional world, as in the worlds of many others, the newly
designed IT products have transformed my working and
family life and how I define myself and my relations to oth-
ers. The link between the ‘objects’ we design—the design
domain—and the ways we define who we are—the philo-

sophical domain—have become obvious in our time. This
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link brings philosophy and design closer together. After all,
the richest source of experience in exploring the nature of
concepts, categories and who we are is the history of phi-
losophy. Designers, therefore, can turn to philosophy for
help to guide their work.

Third, and most importantly, this example illustrates a sig-
nificant shift in the nature of design and philosophy in our
time. Had we been discussing the nature of categories in
any domain at a conference in an earlier age, the challenge
would have been to come up with The True Set of Cat-
egories. For centuries philosophers and scientists saw their
task as revealing the nature of the world as it existed. Their
task was discovery and what they aimed to discover was the
absolute truth. But in this conference discussion, we were
not concerned with absolutes. We were discussing design-
ing an appropriate set of categories for a specific context.
We were engaging in work that Wittgenstein would have
recognized as philosophical. The implication of treating a
design task as a philosophical task suggests not just a link
but a merging of activities.

Another way of viewing this merging is to point to the obvious fact that much
of the world we live in is of our own making. Our focus is on trying to make
sense of what we have done and are doing in creating our world, rather than on
trying to make sense of a world seemingly created with usinit. As designers we
donot discover, we invent. And as Wittgenstein’s insights about language sug-
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gest, we invent new practices and articulate rules to share those practices with
others. Philosopher becomes designer and designer becomes philosopher.
This merging is for me one of the most exciting challenges of our time, one
that has the capacity to reshape how we practice our art and craft and how we
might reshape the intellectual and teaching activity in our academies. As the
title of this paper highlights, we are in the business of designing philosophy.
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Abstract

This research evaluates websites from 200
‘non-deviant’ and 200 ‘deviant’ non-profit
organizations to better

understand the relationship between the type
of advocacy group and the visual imagery
used for self-representation. Seventeen of 21
variables measured for this study found no
difference between non-deviant and deviant
non-profit organizations’ visual representa-
tions on the Internet. These findings poten-
tially complicate the notion of a diverse
communicative sphere. As non-profits face
the responsibility of representing themselves
to potentially millions of viewers online, it is
suggested that

self-imposed ‘normalizing’ restrictions

on visual constructions of organizational
identity may be inevitable. The societal
implications of homogenized imagery from
non-profit organizations online

are discussed.
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Non-profit groups have long charged that media misrepresent their purpose
or polarize their issues.’ Their frustration has stemmed from the deeply held
belief that those who control power within society also create the predominant
mass ideology of citizen organizations.? However, the arrival of the Internet
has allowed for organizations to present their own ideology to a truly mass
audience—without any mediation —for the first time in history. Certainly,
organizations have long had access to print outlets in the past, but the cost of
advertising could be particularly prohibitive to cash-strapped non-profit orga-
nizations and the audience reach of the Internet provided exponential promise.
The Internet has permitted groups to define their own terms “within which
reality is experienced, perceived, and interpreted.”?

In creating their own visual ideology, non-profit organizations now control
the implicit boundaries where particular information is included and excluded
for potentially millions of people. Yet, it is possible that with the capability
to reach the masses, non-profit organizations may have to pay greater atten-
tion to the powerful moderate ‘mainstream’— the majority of those exposed
to their message. While the inception of the Internet has been heralded as an
advancement for diversity, democracy and a heterogeneity of voices, the actu-
ality—in terms of self-representation—could actually be far more homogenous
representations. This possibility has deeper implications for groups that devi-
ate further from societal norms.

Therefore, this research explores the generally overlooked intersection
between non-profit organizations and visual constructions of organizational
identity on the Internet. The Internet has been heralded as a democratizing
and heterogeneous communication tool, particularly for non-profit citi-
zen organizations. Yet, a thorough examination of visual content on the Web
that substantiates this position has not followed. With remarkably little data
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exploring this facet of cyber-communication, this research asks whether non-
profit organizations that deviate more from accepted norms in society use
equally deviant visual representations to get their message out. This area of
overlooked research must be examined if scholars are to better understand the

widely assumed heterogeneous forces of the Internet.

ACTIVISM ON THE NET

Non-profits are defined as “two or more individuals who organize in order to
influence another public or publics through action that may include education,
compromise, persuasion tactics or force” Their success depends in large part
on their ability to access and to use political allies, media coverage, money and
public awareness.’ For the most part, non-profit groups are, or begin as, mar-
ginal or powerless groups.® Certainly, there are exceptions, such as the lobbying
powerhouses of the National Rifle Association or the Sierra Club. However, the
overwhelming majority of non-profit organizations remain largely powerless in
society’ given that they fall outside of mainstream media’s norms of inclusion®
and they are faced with tight budgetary constraints that hamper their ability
for promotion otherwise. Non-profit organizations and social movements are
often shut out of mainstream media as they “challenge a major aspect of soci-
ety, either its authorities or cultural codes, from outside the political process,
often employing unconventional actions.”?

However, because of the inherent capabilities of the Internet, new hope has
arisen that non-profit organizations will be able to gain credibility and power in
their struggle for social change. The technology of the Internet has allowed for
horizontal and vertical flow of communications,'® physical connectivity, data
communality and interactivity." With no central control point,” the Internet

has allowed non-profits and citizen groups to produce, receive and distribute
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information almost instantaneously” from both a visual and textual perspec-
tive.

Many scholars have framed the Internet as space for thriving democracy
and plurality where non-profit groups can become more powerful’® and
individuals can become more civically engaged' due to their unique, singular
voice.”® These arguments rest on a supposition that as Internet users become
increasingly exposed to a multiplicity of perspectives, a Habermasian pub-
lic sphere will develop. Certainly, previous technologies were seen as equally
democratic in promise during their inception.” Yet, it has been argued that
what differentiates this medium is that the Internet, unlike other communica-
tion technologies, is less centralized, accessible to heterogeneous and diverse
public intervention and not defined by a one-way or top-down communica-
tion model.?° It is important to note that online communities can, and often do,
manifest themselves off-line as well. Howard Dean’s real world ‘Meet-Ups’ are
just one example of overlapping community spheres. However, the power of
the Internet to potentially foster civically-engaged communities, both offline
and online, is indisputable.

The sheer abundance of content on the Internet suggests a strong level of
diversity. The Pew Internet and American Life Project found that there were
104 million Internet users in the United States in 2002, which translated to
roughly 56 percent of the population.? In 2006, over one billion people world-
wide, or 15 percent of the total population, used the Internet® and in the United
States, 73 percent of all American adults in 2006 were online.” As more people
go ‘wired, the Internet inevitably becomes more diverse. While college edu-
cated, highly paid white men inhabited early cyberspace,* U.S. women now
slightly outnumber men on the Internet.* Further, minorities and families with

modest incomes continue to grow.?* African-Americans, along with middle-
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income families, are the major group responsible for the sharp rise in home
broadband adoption in the United States.?” Given these increases in diversity,
the assumption could be made that there has also been a concomitant increase

in diverse—and sometimes deviant—visual elements on the Internet.

DESIGN AND DEVIANCE

Deviance has emerged as an important conceptual categorization in differenti-
ating citizen organizations.?® Admittedly, in their effort to change widespread
thinking or alter accepted political policies, citizen groups by their very defini-
tion, deviate from the norm. Yet, some groups deviate further from accepted
societal values than others. Standards of deviance within social organizations
have historically been constructed onloose political grounds. Meaning the fur-
ther away from moderate centrist views, such as similarity to the majority of
Americans and the amount of change advocated, the more deviant the group.*
Organizations can deviate from the mainstream along almost any conceivable
axis, such as occupation, sexuality, politics, philosophy, economics or vio-
lence.

Extremist groups, conceptually similar to the categorization of deviance, are
said to demonstrate dogmatic intolerance, expressed in varying form and pos-
sess a rigid obedience to an authority that has been shaped by group unity and
ideology.>°

There is a diverse range of rhetoric found in the non-profit community, mov-
ing from the militant to the moderate.?' More deviant groups have historically
represented themselves through direct persuasive imagery that could often
utilize violence3 or subversive design techniques, such as instability and frag-
mentation. In doing so, these groups have challenged design techniques and
popular aesthetic conceptions. A classic image of Huey P. Newton, the Min-
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ister of Defense of the Black Panther Party, demonstrates such challenges in
imagery (figure 1). In this iconic poster, Huey Newton stands in the foreground
holding a machine gun. In doing so, this image clearly utilizes violence for its
message. The poster is designed in complete symmetry except for one crucial
element—Huey Newton holding the gun. This destabilizing image is purpose-
fully placed in the foreground to grab the attention of the viewer. Directly
behind him, Newton’s face is replicated and blown up to envelop almost the
entire page. He stares off into the distance as a martyr for his people. Lines of
motion pull from all sides directly to him, as the figurehead of the movement. If
there was any doubt as to his stature in the party, his photo is replicated seven
times across the top of the page. The repeated emphasis of Huey Newton as the
symbol for the Black Panther party is meant to challenge the viewer—and soci-
ety at large—to consider the power of this man and this party.

These challenges stem from the need for those seeking social change to
exercise the “symbolic capital” of visual images in the absence of “electoral
clout or (in most cases) economic influence’”’3* In a modern world domi-
nated by images not words,* non-profit groups—Ilike all others operating in
this modern, visual, communicative sphere—have had to rely upon direct,
emotionally charged imagery to invoke participation. Dramatic visuals are
often the result of “heightened inventional requirements”® facing groups
who are desperately searching for public participation and awareness. Conk-
lin® agrees and argues, “images and ideas, not common identity or mutual
economic interests, mobilize political cooperation among people separated
by wide distances and differences of language, culture and historical experi-
ence” One only need examine the case of Greenpeace to comprehend the
true power of dramatic visuals. This environmental organization swiftly

gained global power and prominence after “deploying dramatic visuals”3® in
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Figure 1 A classic image of Huey P. Newton, the Minister of Defense of the Black Panther Party,
demonstrates such challenges in imagery.
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Figure 2 http://www.greenpeace.org/international/photosvideos/photos ra
Big Ben: London, UK. P
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Figure 3 http://www.greenpeace.org/international/photosvideos/photos/riodejaneiro
Christ statue: Rio de Janeiro.



equally dramatic locations (figures 2 and 3). This is not to say that mainstream
organizations never use challenging imagery. Only that one has to wonder
if more deviant organizations might rely on more dramatic imagery to better
communicate their philosophical distance from the center.

These visuals have so much dramatic impact because they reproduce infor-
mational cues, that individuals use to construct their perception of social
reality.?® Gattegno*° first argued that sight itself is simultaneous, comprehen-
sive and synthetic in its analysis. Indeed, visual images are central to how we
represent, make meaning and communicate in the world around us.”# Research
has shown that different techniques and aesthetic approaches signify different
meanings to viewers. For example, the overall design of a web page itself can
suggest sophistication, seriousness and professionalism if it follows a struc-
tured, aligned construction.*> When elements are aligned, there is an invisible
line that connects items and indicates their relationship. Without any align-
ment, a design can appear haphazard and unstructured.

In deconstructing design, experts have generally agreed upon several guides*
that have implications for deviance: unity, balance, rhythm and contrast. These
widely accepted design techniques, when skillfully used, create cohesiveness,
professionalism, serenity and calmness.* When manipulated, these tech-
niques can also translate into disorder, tension, a sense of chaos and division.
For example, balanced designs have been found to denote strength* whereas an
unbalanced design creates uneasiness. Whereby a symmetric design denotes
formality, tradition and conservatism, an asymmetrical design proves to have
a dynamic tension.+®

Williams and Tollett¥ suggest that type on web pages can appear more
sophisticated and professionalized if a few simple rules are followed: type
must be readable; not in too many colors, not too large, stable in movement and
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unblinking. Typography that breaks these rules often appears either subversive
or elementary. Further, these authors have argued that organization, structure,
a navigation menu and a simple background in a website appear more profes-
sional.4®

Images themselves are profoundly important in creating meaning for the
viewer. Messaris+® argues that visual images elicit emotions, serve as photo-
graphic proof and establish an implicit link between the image itself and some
other emotion or thing. More deviant non-profit groups have historically rep-
resented themselves through direct persuasive imagery that utilizes violence or
sexualized imagery®° to denote the direct-action orientation of the organiza-
tion. Symbols have also been widely used by organizations because these visual
constructions effectively and succinctly communicate the ideology of that
organization to the viewer.5' For example, when symbols such as an American
flag are used, the meanings associated with that flag (patriotism, democracy,
capitalism, freedom, etc.) are transferred to that organization in the mind of
the viewer. However, when well-known symbols are manipulated in some way,
the opposite of the symbols’ intended meaning is often conferred.

In creating imagery for a specific audience, designers often pay close atten-
tion to attracting the interests of their constituency. Designers must presum-
ably balance the needs of their audience against the agenda of the organization,
the design interests of the non-profit and the organization’s budget. Each one
of these important facets in the creation of an aesthetic online presence is,
in it’s own right, central to the output. Kaye and Medoff? point out that “an
online site may be perfectly designed from a company’s point of view, but if it
does not attract users or encourage repeat visits, the site is not worth the time
and resources of upkeep.”> Obviously, the same applies to non-profit orga-
nizations. For the aesthetic of a site to be successful, the design must reflect
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the content provided and attract the organization’s core audience. Yet, the
dilemma is that there is not simply one single public that visits a site. Rather,
there are several publics who may navigate through an organization’s site that
are in no way homogeneous.>* Giussani* writes that the biggest challenge to
those uploading content on the web is that they must “take into account all
of these elements, the wild diversity of the public, the different cultures, the
different media tools and to make something coherent.”s® Some scholars have
argued that there is a broad range of layout and design diversification on the
web that reflects the heterogeneity of Internet users.*’

This research examines whether this suggested visual heterogeneity actually
applies to all types of non-profit organizations. Are the most deviant groups on
the Internet represented through common, non-confrontational imagery and
standard design techniques or do their visual constructions equate with their

professed ideologies?

HYPOTHESES
Given previous research that suggests the Internet is an arena for divergent
voices to be seen, the following hypotheses are offered to determine whether
deviant organizations use concomitant imagery to represent themselves on the
Internet:
H1 / Non-deviant non-profit organizations will be more
likely than deviant non-profit organizations to utilize the
skillful design techniques of unity, balance, rhythm and
contrast to denote order, cohesiveness, professionalism,
serenity and calmness.
H2 / Non-deviant non-profit organizations will be more
likely than deviant non-profit organizations to incorporate
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a professional design emphasizing organization, align-
ment, anavigation menu and a simple background.

H3 / Non-deviant non-profit organizations will be more
likely than deviant non-profit organizations to use sophis-
ticated and professional approaches to typography (as
evidenced by easy readability, small type sizes, unblinking
type, static type and aligned type).

H4 / The visuals of a non-deviant non-profit organization
will be less likely than deviant non-profit organizations to
utilize subversive symbolism, or violent, sexualized, con-

frontational or deviant imagery.

While practice of logo design dates back to ancient Greece, it has been intrinsi-
cally tied to business, and therefore, mainstream, normalized interests. Early
logos that used to differentiate mason marks, for example, have become crucial
visual identities for any type of business in modern society. The presence of a
logo, in and of itself, suggests a connection with mainstream, normalized capi-

talistic ideologies. Therefore:

H5 / Non-deviant non-profit organizations will be more
likely than deviant non-profit organizations to incorporate

alogointo their design.

Given previous research that suggests the Internet is an expanding democratic
sphere that encompasses a wide range of diversity, it is suggested that all non-
profit organizations would be best served by conveying a unified textual and

visual representation. Rather than concealing the mission of a deviant orga-
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nization behind innocuous graphics, this research suggests that the Internet

allows for transparency in visual communication.

H6 / The visual content of non-deviant non-profit orga-
nization web pages and deviant non-profit organizations
web pages will be more likely to communicate textual
content than to communicate disjointed visual and textual
messages.

METHODOLOGY
Content Selection and Coding
Two hundred mainstream web pages were selected randomly based on
inclusion in Guidestar, a database of 850,000 IRS-recognized (U.S. Internal
Revenue Service) nonprofit organizations and World Advocacy, publicized
as the “world’s premier list of advocacy groups.”s® This was done to purpose-
fully gather a spectrum of organizations that are not confined to one political,
geographical or ideological location, yet are located in a public index defined
by inclusion in the mainstream IRS-recognized database. A further 200 web
pages were randomly selected from the American Family Foundation, the Anti-
Defamation League and Altervistas. The American Family Foundation®® and the
Anti-Defamation League,®® assemble URL’s of ‘deviant’ web citizen organiza-
tions, such as neo-Nazis, religious cults, militias, Satanists and racist groups
for educational or informational purposes. Altervistas,® on the other hand, is a
database of URL’s that are “weird and bizarre” Only non-profit citizen organi-
zation web pages were used from the Altervista database.

A randomized content analysis of the front pages of 400 web pages was then
completed. Coders were instructed to code only what ‘pops up’ when the home

,
,
HOMOGENIZED IMAGERY ]_41 -
.
W I X Wuou
SRR
£§22 <0 -
Zuzs
Yo Z > P
Em'—zoezx
)

eod8gn

o wn X =
EJDB)—§<
NS ng T
O w P w0
n o W 0

mzm§o

)

in o



URL is typed in. If the page automatically goes to a second page without any
user intervention, then both pages were coded. Two coders were selected from
a graduate program that emphasized visual imagery in mass communication.
Coders were instructed about the coding scheme together to help facilitate dis-
cussion and questions as a group. The coders worked from a randomly ordered
list of all 400 websites that combined (200 ‘deviant’ organizations and 200
‘non-deviant’ organizations).

Coders were trained in determining design guides such as unity, balance,
rhythm and contrast as well as symbolism, apparent violence and sexual con-
tent in imagery. Coders were also instructed to classify the design of the web
page itself along traditional design classifications of proportion, movement,
contrast and unity. Finally, students were given training about different typo-

graphical treatments in web page design.

Operationalization of Variables

Given the often-subjective nature of visual communication, the following
terms were operationalized for the purposes of this study to ensure a higher
level of reliability in coding the variables.

Unity / Determined through proximity, repetition or con-
tinuation. These forms of unity can communicate specific
ideological, geographical or symbolic cohesiveness to
the reader.®* This concept is closely related to the Gestalt
theory of visual cognition, which states that through vari-
ous methods of unification there is a resulting perception
that the whole is substantively different than the sum of
its parts. For the purposes of this research, if an element

VISIBLE LANGUAGE 41.2 142

63 SEE LAUER AND

62 SEE LAUER AND
PENTAK, DESIGN BASICS.

PENTAK, DESIGN BASICS.



HOMOGENIZED IMAGERY

was grouped within a pre-determined space with another
element, then these elements were identified as unified by
proximity. If more than one element was recurring within
a specific space then these elements were unified through
repetition. Images that were grouped through a visually
continuous line or by their directional unanimity were uni-
fied through continuation.

Balance / An element frequently used to demonstrate
strength and professionalism or isolation and uneasiness.®
Accordingly, these emotions are found in symmetrical
balance and asymmetrical balance. Radial balance and
crystallographic balance are often used to denote a sense
of overwhelming emotion or chaos. Radial balance was
found when all of the elements radiated or circled out from
a common central point whereas crystallographic existed
when all elements within a web page carry equal emphasis
over the whole format. If any obvious usage of balance was
found, it was categorized within these four options.
Rhythm / Categorized as either progressive or alternating.
Progressive rhythm was detected when elements gradually
shifted in shape, color, value or texture within the frame,
creating a quiet sense of serenity. Alternating rhythm was
present when elements interchanged with one another in a
consistent and regulated pattern creating a tenser, dynamic
emotion.

Contrast / Occurs when two elements or more are mark-
edly different, with the greater difference providing greater
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contrast. Contrast can occur by using differences in size,
value, color and type.®* More contrast emphasizes differ-
ence and divisiveness while less contrast communicates a
calmness.

Structure / Arranged elements that mutually connect
through parallel or perpendicular alignment.

Organic / Elements that are free form and do not neces-
sarily have perpendicular or parallel alignment with one
another.

Navigation menu / A graphical or textual ‘map’ that guides
users through the site and gives users easy access to the
pages they want.®

Symbols / A widely accepted sign or object that stands for
or represents another thing, often an abstract concept.
Logo / A symbol or letter representing a non-profit orga-
nization.

Deviance / Differing from the norm or from the accepted
social and/or moral standards of society.

Confrontational / Challenging or hostile.

Professional / Demonstrating great skill or experience.

Analysis Technique

The study utilized descriptive statistics to describe the variables of interest. Inter-

observer reliability coefficients were utilized to provide an indication of the reli-

ability of the coding scheme used. Chi-square correlations, the Mann-Whitney

test when variables are ordinal, expected values, adjusted residual scores, simple

percentages and frequencies were utilized to answer the stated hypotheses.
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PRE-TEST OF DEVIANCE

To ensure a higher level of validity in determining deviance, coders were
asked to stop after coding the first 75 web pages. From these, 15 ‘very deviant’
or ‘somewhat deviant’ organizations and 15 ‘not deviant at all’ or ‘somewhat
not deviant’ organizations were randomly selected. These thirty web pages
were then shown to 100 students in an Introduction to Mass Communication
course, who then completed a survey about their conceptions of the organi-
zations’ deviance. This was an essential additional step (beyond measuring
intercoder reliability for this variable) due to constantly shifting constructions
of deviance. Groups that were at one time deemed deviant have become an
integral part of the cultural landscape.®® Students, in particular, were sampled
because their age is generally similar to the average age of participants within
many non-profit organizations. Students from the Introduction to Mass Com-
munication course in particular were sampled due to their apparent interest
in mass communications (gauged by their enrollment in the course) and their
limited amount of knowledge in the subject as evidenced by their enrollment in
an introductory course. If an acceptable level of similarity between the coders
and outside students were to be found then the study would be continued. If a
significant difference were to be found then the results would be evaluated and
appropriate changes made.

The results from this initial pre-test of deviance were found to be promising.
In comparing the randomly sampled 15 ‘very deviant’ or ‘somewhat deviant’
organizations and 15 ‘not deviant at all’ or ‘somewhat not deviant’ organi-
zations against student conceptualizations of deviance, there was strong
uniformity. Out of thirty organizations, 27 had more than 50 percent of the
students agreeing with the coders’ categorization of deviance. This suggested
ahighlevel of reliability in coding this central variable. Therefore, coders were
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instructed to continue with the study.

RESULTS

Intotal, there were 22 variables coded for this study to examine the six hypoth-
eses across all 400 organizations. Through use of the Cohen’s kappa measure
of agreement, two coders generated a 69.2 percent inter-coder reliability
agreement in coding all non-profit organizations’ level of deviance. The first
four variables examining unity, balance, rhythm and contrast in the web page
design generated 67.6 percent inter-coder reliability. The remaining variables
(logo, structure, alignment, navigation menu, background, violent imagery,
sexual imagery, apparent symbolism, type readability, type size, blinking type,
moving type, alignment of type) generated a much higher 86.9 percent inter-
coder reliability. The final four variables that gauged the visual elements of the
web site front pages as a whole (visuals conveying content, professional design,
visuals as confrontational, visuals as deviant) produced a 74.2 percent inter-
coder reliability. Inter-coder reliability values greater than 75 percent indicate
excellent agreement beyond chance alone, while values between 40 and 75
percent indicate fair to good.®

Frequencies

Unity through repetition was found to be the overwhelming (65.5 percent)
source of unity in design (example in figure 4). Only 3.3 percent of the 400
front page web pages were found to have no apparent use of unity, suggesting
a strong sense of cohesiveness on web page content. Most of these 400 web
pages used asymmetrical balance (46.8 percent) followed by no apparent use
of balance (29.3 percent), symmetrical balance (21.8 percent) and radial bal-
ance (2.3 percent). In accordance with previous research, the preponderance of
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asymmetrical balance denotes a rejection of formality, tradition and conserva-
tism and a communication of dynamic tension.

The majority of web pages had no apparent use of rhythm in the design (73.5
percent). The most common rhythm technique used was alternating rhythm
(23.3 percent). Contrast was rarely used. Eighty five percent of all web pages
‘did not use contrast’ or ‘did not use contrast very much. This suggests there
was no striking imagery denoting strong difference in visual web page content.
Rather, web pages relied more upon communicating calmness in their opening
pages.

An overwhelming 96.3 percent of web pages were ‘very aligned’ or ‘some-
what aligned. A very high 82.7 percent of these 400 web pages had a naviga-
tion menu and only 19.5 percent of non-profit organizations used a pattern as
their background in their website front page. However, when coders were asked
directly if the design was professional, results were much more mixed. In total,
35.7 percent of web pages were found to be ‘unprofessional’ (example in figure 5)
and 64.3 percent of all 400 web pages were found to be ‘professional’ (example
in figure 6).

In further coding of professionalism and sophisticated approaches to design,
the overwhelming majority of web pages used a normal type size (89.5 percent),
did not use blinking type (84.8 percent) and did not use moving type (90.3).
The alignment of type on a web page tended to be mixed (47.3 percent) or was
simply left justified (36.0) percent.

When initially examining the web page, coders were asked to ascertain the
meanings behind only the visual imagery and the design. As much as it is pos-
sible, coders were asked to make initial judgments of the page images and
design without reading the words first. The majority of web page visual content
was found to be ‘not confrontational’ (example in figure 7) (86.5 percent). Fur-
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Figure 4 Abstracted example of unity through repetition website based on a representative action-oriented non-profit site.
Figure 5 Example of a very unprofessional website.
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