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Abstract

Locotypes is a practice-based research project that is intended to suggest an alternative approach to traditional ways of designing

and reading wayfinding signage systems. This is an alternative approach that will not follow the traditional universal* approach of
design for effective signage application. The aim of the project is to suggest a rethinking of visual conformity as the main objective in
designing a wayfinding signage system.

The research question is: what are the opportunities and impediments to designing a
wayfinding signage system that acknowledges and is equally influenced by the local
as well as global characteristics of a particular system?

This practical research project takes on a hypothesis that the approach of prioritising GLOBAL* visual conformity typical of the
standard signage systems fails to reflect the mix of culturally specific and multi-cultural profiles that are peculiar to the “actual
specific local”* contexts. I am intending to explore an alternative way of designing a coherent wayfinding signage system which can
be read from both a LOCAL* and GLOBAL point of view. This system could potentially change the traditional notions of developing
a wayfinding signage system and triggers further explorations in design industry.

Footnote*: Refer to glossary on p.143 for the
specific meanings of this term.




Introduction

Locotypes is a practice-based project that is intended to suggest an alternative approach to traditional ways of designing and reading
wayfinding signage systems. The practical work represents 80 percent of the research project and the exegesis comprises the
remaining 20 percent of the submission.

In this research my key design objective is to identify and adapt the cultural uniqueness of a specific local context to establish an
iconic representation that acknowledges the visual variations between local sites. The research question brings up the possibilities
and impediments of designing a wayfinding signage system in a multi-cultural environment that aims to highlight the diversity of
different cultures rather than ignoring it.

This is an experimental research project in that it does not aim to suggest a wayfinding signage system for a purely pragmatic
outcome. Rather, it suggests a different approach of designing and a different understanding of a system that challenges the
rigid boundaries of the standardised signage system. The project could potentially change the traditional notions of developing a
wayfinding signage system, thus triggering further explorations from the design industry.

I have selected the Mass Transit Railway (MTR) in Hong Kong as a local context as the ‘vehicle’ for this research. The culturally
diversified environment of Hong Kong and its international city status offer a pertinent site for exploration. I intend to design a series
of signage icons/pictograms for each local station for the MTR and to develop a series of unique profiles to represent each of these
locals stations that coherent together create a system. The stations chosen range from the most culturally Western to the most Eastern
areas of the city.

In this exegesis the visual content is meant to be the primary focus to “explain” my project. The written text should be seen as a
support of the visual. It is a visual documentation that catalogues the project contents from:
1. Establishing a critical position for the project — considering the background of systems and in particular “the
wayfinding signage system” as a graphic design context
2. Explaining the specific physical context (site) chosen
3. My Final outcomes
4. My working methodology
5. The evaluation and conclusion of Locotypes

specific meanings of this term.

Footnote*: Refer to glossary on p.lT for the
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In the following chapter | will discuss the theoretical background and
systems. | will also comment on the similarities and differences in o

approaches to a number of different historical and contemporary s
systems and how it relates to my wayfinding signage system.



——— 1.The United States Department Of Transportation

Symbol Signs

The United States Department of Transportation system is an example of a signage
system that is standardised in both design approach and visual outcome. I am
commenting on this as one example of a signage system that is still in use, but also
represents an historical benchmark for signage systems. I acknowledge that there are
some other examples that employ a similar approach - such as the Tokyo International
Airport signage system.

This standard transportation signage system is commonly called “Department of
Transportation Symbol Signs” (D.O.T. Symbol Signs) and was produced by the
American Institute of Graphic Arts (AIGA) in 1974 for the universal need of public
communication.

The D.O.T. Symbol Signs were produced by making references to real objects/
people from twenty-four countries. It was believed to be effective and legible and to
communicate a wide range of complex messages to individuals of different ages in

a diverse range of cultural groups universally. The first thirty-four pictograms were
produced in 1974 while another sixteen pictograms were added in 1979 and together
they formed a series of fifty pictograms of the D.O.T. Symbol Signs. I have compiled
( Fig. 1) together with a world map to illustrate the universal* approach of the
signage system.

8/9

The D.O.T. system borrowed sources

from both the Tokyo International Airport
pictograms and also the signage system of
1972 Olympic games in Munich that was
designed by the German graphic designer Otl
Aicher who was named as the father of the
“look” of the Olympic games.

This signage system is also very much
influenced by the Vienna sociologist and
philosopher Otto Neurath (1882-1945). He
coined the acronym Isotype (International
System of Typographic Picture Education)
in 1936. It was intended to establish a
global standard for an ordered system as a
universally readable visual language.

Footnote*: Refer to glossary on p.143 for
the specific meanings of this term.

Fig. 1. AIGA. (2006). D.O.T. Symbol Signs.
Retrieved April 17, 2006, from http://www.
aiga.org/content.cfm?ContentID=147

Critical Analysis

It has been established that there are many attempts to create a universal pictorial
language that could visually communicate messages across a diverse range of cultures
without having to use written languages to translate.

However, in some of the specific contexts, the universal sign might not fit comfortably
in certain circumstances. For example, there may be a problem when a men’s bathroom
sign is used in Fiji where men wear skirts. Although the message is effective, it does not
reflect the cultural ritual/realities of the local site. I consider this to be a compromised
outcome that is always flawed because minority groups of the population have been

left out.

The simplified outcome in D.O.T. Symbol Signs is visually bound to a narrowly similar
look which could not reflect the differences within a multi-cultural environment as we
are all different individuals. Besides, it also simplifies the complexity of visual research
data and denies the cultural uniqueness in a specific cultural context.

The universal approach of the D.O.T. tends to deny both differences and complexity of

visual research data within a multi-cultural environment. An example of a contrast to

Colors is an internationally renowned
magazine since 1991 formed in Italy by
Fabrica which is the Benetton’s research
centre. It is a multilingual magazine which
covers a range of themes such as race
relations, religion, war, ecology, health
and travel.

this is Colors magazine which celebrates the diversity and differences of cultures. The
subtitle of the magazine is “a magazine about the rest of the world.”

The following are a number of extracts from the Colors book that emphasise the
diversity and differences in a multi-cultural environment.
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It is intended to celebrate the differences between us 3

And at the same time to show how, despite the differences
in how we do it, we all eat and smell and laugh and cry and
fuck and look ridiculous (in or out of our clothes).

We're all different and we're all the same.
Diversity is good.
That's what Colors is about

there are only way$ to deal with diversity.
>kill it with violence--all the people that are different:
proud history but now too--rwanda, bosnia
>kill it with money--strangle it slowly--with coke,
- macdonalds, benetton, hollywood
scelebrate it--find the way to regale and learn from multi-
culturaliam

The world would be a very boring place if all you could do
= every night is have spaghetti alla Bolognese

w1
E Or caviar. Night after night after night, caviar. You could Qs
die. You would die. : T Jeb
Biaiviy
- The world would be a very boring place, if everyone wore
Armani suits, or jeans or dashikis. Or even nothing.
1 If everyone did the same thing, it would be a drag.
- ’ Because if you liked other people’s desserts or shoes or
music, you might not want to kill them
3 So it is just a practical ided that we should not Kill other
people’s cultures. We should investigate them and learn
3 from them and maybe even enjoy them.
E And that's not a left or right idea, its just practical. Self-
; deviesd serving even.
The magazine begins in
New York Clty (e Besides, it is a well known fact that if you want to change
_typically harassed and the world, you should start by changing the minds of the
young.
muggy day. MK .
— Its easier. (51409
--they haven't made up their minds
E --just ask any cigarette marketer
And it's more worthwhile--they live longer
And they're much more fun than old people anyway
E Especially to young people for whom a variety of
experiences and flavors is the lifeblood of education and
development
So we made Colors
E -a magazine that would change peoples minds
-about the ides that diversity is good
-for young people
E and if it was going to do any good we needed it to be global
e why global--any mag, any medium designed for the future NV
has to be global &
hollywood movies are tested for gloval appeal befre e
B funding
everybody crosses borders--travelk is the worlds largest .
. and fastest grwing industry Vv Fig. 2. Kalman, M., & Peltason, R. (Ed).
&)‘L‘Z/R A (2002). Colors. London: Thames and
e il Hudson, p. 114.
¢ K4

Fig. 3. Kalman, M., & Peltason, R. (Ed).
(2002). Colors. London: Thames and
Hudson, p. 34-35.




12/13

Fig. 5. Mustienes, C. & Hilland, T. (Ed).
(2004). 1000 Signs. Koln: Taschen,
p. 337-399.

This is a collection from my research data of a range of bathroom signs in response to

actual specific localised* sites - that preserves the cultural uniqueness of each specific Footnote™: Refer to glossary on p.143 for

context. However, these localised signs do not intend to challenge the current visual the specific meanings of this term.

conformity of a universal signage system.

Fig. 4. Kalman, M., & Peltason, R. (Ed).
(2002). Colors. London: Thames and
Hudson, p. 40-41.
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4. The Bits Font

Paul Elliman is a British designer who designed the Bits Font. He developed his ideas
from an on-going process of observing and collecting everyday junk objects.

He then compiled these different objects and unified them to become one coherent
system. Consequently he removed the material quality and colour of the original object
by scanning and digitising them to develop a visual unity for the font system.

The font has been simplified to a fixed medium by scanning as silhouettes, so that the
visual form of each letter varies and yet is seen as part of a coherent whole.

Critical Analysis
It is a novel visual language system that Elliman puts together because most typefaces
are visually coherent and conform narrowly to a primarily readable form.

Elliman’s project questions the assumption that practicality (immediate legibility) is

the key function of a font; instead, through combining different objects he actually has
developed a readable and interpretable system for font design. The function of a typeface
is shifted and it becomes an unusual font to look at as opposed to considering only

the legibility for reading. For this unified font system (although it has different forms,
sizes, weights etc), each letter is to be read in relation to others as a whole rather than as
individual units by themselves.

This font is visually compelling not because of each of the individual letters but as
a whole system (global) and yet each letter (local) is unique, though not necessarily
legible. Elliman has offered an alternative notion to the design and reading of

font system.

The Hong Kong designer Freeman Lau applied wrapping design in his 3-D form of

the Watson’s bottle for distilled water to celebrate the 100 years aniversary of Watsons
Water Company in 2003. Lau invited another eleven local artists and designers to
design a series of designs for the wrapping of the bottle for a monthly launch throughout
I have compiled each design (local) and redesign in this format (Fig. 7) to illustrate the
parallel design approach to the British Airways. The changeable identity as the artists
and designers were given the restriction of using the confined structure (the bottle) to
The changeable identity is most compelling when the different styles and forms of each
design are placed one next to another simultaneously. Each design targets a subgroup
(local)* in each month. And all twelve designs together form a coherent unity (global).
This implies that to understand the design of each unit within a system we need to

Footnote*: Refer to glossary on p.143 for the specific meanings of this term.

understand the design of the whole structure as a system.
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Critical Analysis
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Fig. 9. Mascota Expo de Hannover Twipsy.
(2006). Retrieved July 18, 2006, from http://
www.mariscal.com/
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——— 5. The Hanover Exposition Mascot

Twipsy is a mascot that was designed by the Spanish graphic designer Xavier Mariscal.
His work won the competition to be for the Hanover Exposition in 2000. The mascot
was aimed to represent the theme of culture, nature and science for the Hanover
Exposition.

Twipsy is part of a changeable identity that is recognisable mainly through its distinct
elongated arm. The black outline form is a design feature used to sustain the structure of
the identity.

Mariscal has morphed Twipsy with a series of other familiar characters such as Mickey
Mouse, Snoopy and Popeye by combining the other characters’ unique structural forms
with the structure of Twipsy.

Critical Analysis

The structure of Twipsy stays the same while he morphs with the structure of different
characters to construct a new character. It is a way of creating a recognisable entity but
also reflects the differences of each character. This is another example of preserving
the cultural aspects (character) of a local unit but also capable of fitting that unit into a
coherent system (global).

The D.O.T. Symbol Signs are visually bound to a very similar look. The universal approach does not
reflect the complexity of today’s world. While the others are changeable sign systems, the British Airways
identity and Watson’s Bottle identity are changeable only within a confined structure. The Bits font and
the Hanover Mascot have parallel design processes and objectives. Both Elliman and Mariscal have
deconstructed and reconstructed their visual research data to create a changeable and yet coherent
output. The changeable sigh systems are also most compelling when they are read as a whole system.
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In this chapter | will explain the name Locotypes, the design structure
(background) of the signage system, semiotics theory in relation to the
signage system and the reading of Locotypes.

1. The Story of the Name Locotypes
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Negotiating the Global Components

Fixed Design Elements
Changeable Design Elements

Colour / Structure

An early idea of mine was to use the name Letitiatype. It does seem too L t-t- t
personal now, but the logical opposite to the international/universal Isotype etila ype
system is an individual/personal system.

e

Then | was thinking about an alternative name by using the word Localtypes
to emphasise how the wayfinding signage system is made up by different Localtypes
local sites.

Finally | decided to use the word “Loco” to suggest a combination between L
“Local” — an individual/personal system and “Iso” — the international/universal OCOtypeS
system to become “Locotypes”.
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Negotiating the Local Components

Chinese language / Visual language

Changeable Design Influences
e.g.

Fixed Design Influences

2. The Design Structure



London: Lawrence King Publishing in 2005.
of Mr. Ligac” by Peter Bilak, Dot Dot Dot,

From “Stereotypes on the Street or in Search
3,56-62

Footnote*: My reference here is from 7ype
and Typography by Baines, P. & Haslam, A.,

d by the Receivers

Ine

Determ
The philosopher Jacques Derrida* stressed that the meaning of a sign is determined by

ion is

the receiver or reader, rather than the transmitter. Therefore signs themselves have no
experiences and background. The meaning of the sign is likely to be distorted and “lost
In the article “Stereotypes on the street or in search of Mr. Ligac” Peter Bilak questions
the visual consistency and stereotyping in European signage systems and sums up by
writing that “This text emphasises that all languages are local, and suggests the use

of working laterally of reading a culture through its own symbols, it also serves as a
simple reminder that nothing is neutral. Increasing the legibility of the world through

Different receivers interpret signs differently depending on their own personal values,
(receiver) will interpret differently. Because simply everyone will not read the same

a standard system for universal application is less effective since individual reader

This suggests the need for reflecting the multi-cultural elements of a sign and that
The following photocopied pages are a number of extracts from texts that have

in translation” when there is no agreement between the receivers.

uniformity denies the richness of experience.”
influenced my thinking in the research process.

3. Semoitics
The Interpretat
absolute or fixed meaning.

thing.

Kowloon Tong
Mong Kok
Causeway Bay
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In contrast to the modernists’ rational approach
Ed Fella offers an expressive irreverance to both
the form of letters and the delightful disorganiza-
tion of structure. The envelope top, while not
typography, reveals the origins of the typographic
doodles which are extended into his commercial
work. The results seem unplanned, amateurish
scribbles developed from a starting point without
sense of what the end might be. The reader has
to interpret the information, enjoying or enduring
the idiosyncrasies of the form.
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on modernism, with its belief in the designer’s role as author. From the 1960s
onwards, post-structural thinkers began to re-examine the way in which language
is received and interpreted. Roland Barthes, Michel Foucault and Jean Baudrillard
began to attack Saussure’s assertion that the signs in language - the words

- are neutral. By analyzing and questioning the structuralist principal that
meaning is built through a system, Barthes began to dismantle the structure,
All three developed ideas that challenged the assumed precepts in a range of
fields, including literature, language, advertising, architecture and politics.

The basis for their analysis lay in the questioning of absolutes. For these
poststructuralist thinkers, most ideas contained a dualism: certainty contains
within it uncertainty, while fixed meaning embraces interpretation. In many
respects this philosophic questioning of structuralist ideas revisited a far earli-
er debate. The early Greeks had contemplated the relationship between mind
and body. They questioned how external things related to their internal mean-
ing: how the outward appearance of an object related to its essential nature. Is
the essence of a vase defined by its external clay form, they asked, or by its con-
tainment of the inner space or void?

In his influential book Of grammatology (1967), the philosopher Jacques
Derrida devised the term ‘grammatology’ to describe the study of writing. He
saw writing as a copy of the spoken word and typography as something that
mechanically formalizes the copy. For Derrida, the material forms of language
- writing and speech - together represent meaning. The ‘reading’ of the repre-
sentation, the interpretation by the viewer or listener, is not determined by
the transmitter but by the receiver. The reader brings his or her own ideas and
experiences to a message; language is defined by interpretation. In this way,
structuralism was itself dismantled or ‘deconstructed’. Roland Barthes extend-
ed the deconstructivist belief in interpretation still further, suggesting that the
interior essence of self is actually defined by external readings. He proposed
that the author’s role of constructing meaning through form had been
usurped by the reader’s ownership of meaning through interpretation. The
result: ‘the death of the author’. Deconstructivist ideas were given physical
forms in architecture, design and typography. Such physical artefacts made
visible the radical nature of the ideas, but have often been belittled as a super-
ficial style rather than the manifestations of a critical approach.

A bitter and somewhat childish debate, which is often reduced to ‘my ism
is bigger than your ism’, has raged between those who maintain that modern-
ism lives on as an unfinished project and those who claim to have witnessed its
last rites. Accusations fly from both sides about the misrepresentation of each
party’s argument. It is clear that not all modernist typography is authoritarian,
structured imperialism, delivering a specific fixed and indisputible message
to the eye of its readers. It is equally clear that not all deconstructivist work
is illegible style-based nonsense paying no attention to content, or is a mass
of mixed messages based entirely on individual interpretations. Such crude
polarization is perhaps a product of the protagonists spending too long in the
rarefied air of academic debate.

Fig. 10. Baines, P., & Haslam, A. (2005).
TBype and Typography. London: Lawrence
King Publishing, p. 36.

‘agreement

Three versions of signs
for man and woman,
Left- runes.
Below - symbols used by
the American d‘epaﬂment
of transport. ;
Right - signs from the
font Creation 6 based on -
the runes. Designed by
the author for the
Religion issue of 'Fuse’
magazine issue no.8.

There are two exceptions to this rule but
the fact that we can readily identify them as
exceptions only reinforces the overriding rule
that ordinary signs are constructed from
arbitrary relationships. There are of course

. onomatopoeic words which in some way

imitate the things they represent through the

~sounds they make. A dog for example could
be described as a ‘bow-wow'. A gunasa
‘bang-bang’. :

The second exception is where the
sequence of sounds which make up the word
or the signifier, is constructed from two
separate signs which might describe an

~ action or the construction of the object it
represents. A ‘keyboard’ for example
- describes the object used for typing words. It

- is quite literally a board which holds the keys.

However, this type of second order signifier is
only of use in English and does not transfer to
other languages. A ‘keyboard’ in English is
‘teclado’ in Spanish. So we can see that the
relationship between the sound and the thing
it represents is learned. It is its use in social
practice that helps us to understand its
‘meaning. Saussure also pointed out that

I
Ilanguage is not just a set of names that is

| chosen at random and attached to objects or
; ideas. We cannot simply replace the arbitrary
| name for one object in one language for the
iname in another language. Whereas the
Engllsh language uses the word ‘key’ to
'represent something which we press to
type or open a door or play on a piano or a
significant idea or moment all from the same
signifier, the translation into French would .
throw up a range of different words. Similarly
there are signifiers in one language which
have no direct translation into other forms of
language. Each language has a series of
arbitrary signifiers which exist independently
of any other language or dialect. Languages
do not just find names for objects and ideas
which are already categorised; languages
| define their own categories.
. Allthat is necessary for any language to
exist is an agreement amongst a group of
people that one thing will stand for another.
‘Furthermore, these agreements can be made
quite independently of agreements in other
| communities. Saussure proposed that this
‘was true of any language, or dialect.

Fig. 11. Crow, D. (2003). Visible Signs: An
introduction to semiotics. Switzerland: AVA
Publishing SA, p. 20.



8

SIYNLIONYLS DNISATVNV

asjoym-—1red jo douepiodurr oY) JYSIYSIY SUONE[DI deWSeIUAS (1ewm
-wre1d “§-2) waysAs apna awos Aq panmbar aq Aew 1o deudodde sg
popiedar A[[EUONULAUOD a18 AU} JOYRYM JO SISEq () UO U3SOYd
are yoym s1os wiSipered woiy s1ayIudis Jo Juryur oyl 4q pajeald ar
swvUAS 1910 Yord 0] PaJR[al 9q ABWI 1X3) JWES ) UIYIIM SJuau
-0 YoIyM Ul SABM SNOLIEA OU) JIe SUONER[dI dnewSejuis ‘siag
-uSis [ensia jo wdeuks B S judwasnIoApe pajuld vy swSejuds
Yo ureuod ued swdeuks :(Lg] “PIqY) Jloq usamidq Suipjoy
2ouapuadapIaIuI JO UOHE[AI € YIIM ‘S)IUN JA[[BWS Jo pasodwiod ‘syun
1o81e] skem(e oIe o191}, “s1oideyo pue sydeiSered a1e 00) OS SPIOM Jo
wdeuks v s1 ‘ooueisur 10§ ‘adudjuas e ‘afenduey uy (yordxaur pue
1o1dxa Y30q) SUOHUSATUOD PUE SINI JNOBIUAS JO YIOMIUEL) B UIYHM
opeW I8 SUONPUIQUIOd YoNg ° UIeyd, B PI[[Ed ‘dInssneg SuImOf[o)
‘SOWINAWIOS — JX3) B UIYIM J[Oym [nj3uluesw e SWLIOJ YIIyM SId
-yruSis Supoeldjul JO UONBUIQUIOD A[IOPIO UR SI wSDIUAS W
* [e1INAU, J0U ST WNIPAW 9} UBIONOIWAS € 0} (UIIUOI OIS
© Sunoapal se udds 9q sny) ued dFessaw ay) S| WnIpawr ay), 1By
(08-T161) UBYNTON [[BYSIRIA ISHOSY) BIPIUI UBIPEUET) ) JO WISH
-oyde oy ‘SOANBUIdIE A} WOIJ JIIP PIsn JIUST pue wWnIpaur ay)
yoIyM Ul sKem OU) WOY SUIUEAW SALIGP SIX3) BIpawW Je[noned pue
‘swdipesed os[e a1e 91uad Jo wintpaw Ay (3dim pur SAJOSSIP ‘9pey
9no se yons) joys SuiSueyd jo skem opnpoul swdipeied ‘UOISIAIJR)
PUE W[y U] "3pOW [BQIOA AL} 0} PAUYUOD 10U A1 SWIIPEIL]
(4121 ‘€861 2anssnes) SUOHEIO0SSE
yons 0} (Jopio padife A[UOWIWO) I0) pud OU Sem I} ﬁﬂi
ol "(xuyns 10 xyaxd pareys e se yons) piom e jo yed Ajuo 0} Jji
S pue “usis o} Suons woiy paSuel pur ISIAAIP UM SILIE]
-tuns yong ‘(swikuouks ‘§:9) Sujuvaw 1o (ssuoydowoy 52) wuLiof Ul
SONIIB[IMIS PAAISIdd PAPA[OUL pue UONBIOOSSE [Bjudw, 03 paliafed
oy ‘suonejal onewsipeied, Aq juesw A[[euLiou st jeym uey) [EULC)
SSO] PUEB I10PBOIQ SeM SUOLR[dI OATIRIOOSSE, JO UONOU §2INSSNES
* DAIJSBIU0D, SB UJIS O SN} URD SUONE[AI dNBWSIPRIR] 1%} e jo
Sulueow pariojoxd oy sadeys (soanoalpe ‘3'a) jos wipered JuWS
ay) woyy Jayjoue uey) Joyyer (piom renonted e '§+9) 1oyIudis auo Jo
asn 9y [, IOYIOUE JO 210YD Y} SIPN[OXd U0 JO 2010Yd AL “Ioyjoue
ynm apqeaoerdar Ajjernjonns st 10s wiipered oy jo Jequidw U0 gxal
-u05 UOAIS € U] "SUNOU IO SQIdA SB [ons swiipeied [eonewweis ¢

’

101 95en3Ue[ [INJRU U] JUSIDHIP Apuedoyrusis s1 yoed yorym ul ing
441050180 SUIUIAP SWOS JO SIOQUIGWI [[E A8 YIIYM SPIYIUFIS 10 S1d
-gIugis PAJRIOOSSE JO 135 B Sl wSpered v (p71 ‘L861 SUIeH 01
‘ggpl UBUHAALLS ‘—1T1 “PiqY) PagIuBIs ay) JO [9A3] Ay} UO pue 19y
-u1s oY} JO [2A3] 2y U0 desado ued sdiysuone|al onewdipered

. "50p02 OJuT paziueSio aIe suls yorym y3nomny
SULIOJ [BINJONNS dY) e A (ASUSS e SUTIS YOIYM UIYIM JXAIU0D
pimonns € apiaoid swdipered pue swejuds 'suone[al snewidejuks
rvﬁ onewsSipered s)1 ioq Aq pauruLIap si USIS € J§, an[eA, YL
(Zz1 “PiqL) 1X3) Y} WIOY JuaSGD e YIIYM s1oyIusis 0} A[[enixo}
-1l 19§21 suope[al snewdipered o[rym Ix3) AU} UIPIM juasaid-02
siogtuSis JaYI0 0) AJ[enixejenul 19J91 suone[al anewdejuds Ajeiod
WA, “uoyPULLJip IAJOAUL ASY} — S}SENUOD [RUOHOUNY dIE SUOLIE]SI
onewSipered ‘voneurquiod jo sanijiqissod aie suonepl onewdejuis
ayp “(,Sues, 10 paIp, IM SOUSIUIS AUWIES I} UL PIOM IST[ Ay} JO
juawaoedal ayy “§'0)  SIYI-L0-SIY}-L0-SIY), JO U0H22]aS Y} JO Jey) S
wSipeied oy jo oueyd oy S[IYM (,PALId UBW 3y}, “dUJUIS ) Ul se)
'.S.V:u.w_ﬁ.unu-ﬂﬁ. JO uoypUIquod AY) JO ey} S1 wdeuAs ay) Jo
auepd oy "(1-¢ 231 2as) oneuwidipered oy} SI SIXe [BINISA ) pue
onewSejuks oY) SI SIXE [BIUOZLIOY dy} IOUYM ° SOXE, SB pajuasaid
{510 Sie SUOISUSWIIP OAY SS3YJ, 'SISA[EUE OHOMWDS ISI[EINONLS Ul
U0 A3y © SI UOHOUNSIP AU 'PISN MOU ST WIS S UOSGONE[ UBLIOY
g ‘(171 ‘€86 2INSSNES) SUOHR[I 2ADIDOSSD INE] Y} PI[[ed

saxe iewbipesed pue dnewbejuds L' 3WNDIA

sixe onewbeluis

au

=
(o)

-— paradigmatic axis —»

notwring

8. No smoking

Hazardous chemical

0

8

sJIsvd IHL SDILOINZS

5. Positive terminal

guistics was

imagining

Lin

A
@

e
2
a 3
.m :
3 852
T
© £
.a.n.m w
n,

| 3

stz
PRS T
g5gd
.._o.ﬂmm.l.w.
iiz
domx

iiz:
.,.-1..9».3.4...

ists were

Fig. 12. Crow, D. (2003). Visible Signs: An
introduction to semiotics. Switzerland

Publishing SA.

: AVA

p. 61.

]



35/36

SIYNLONYLS ONISATVNY

(18qO[3) "WAISAS S[OYM B SB PBal 9q JSNW S[BJO] [BNPIAIPUT

Jo suSIs [[e pueiSIapUN 0} ‘0I0JIAY], "USIS WOOIY)R] S, USWIOM
) yum uostredwod £q poojsiopun 9q ued susrs WooIyieq

s, uow oy ‘ojdwrexa 10, "uSIs yorea Jo Jurueow Iy Jo9Je susIs
Y} udam3aq SAIysuoneR[aI QY [, ‘1 1)k 10 10Joq SQ0S Jeym
SurIopIsu0d ouanbas onewIeiuAs v ur paguelie J0 pasiuLsIo
are suSIs Jey) Aeam Yy uo juopuadop st uSis e Jo Jurueow Y
$18933ns SIY [, "90uanbas [BUONIUSAUOD/IEaUI] © Ul pauonisod
are swerd03ord Juaropip oy ‘A[TeonIoA weisAs Yy Je Sunjoo|

‘Suruesw swes oy Surary Iym suonelrdioyur

[BNSIA JUAISHIP sey uSIS Yoea 9T — SNOWAUOUAS ST ugIs
[oea 1oy A\ Surpeas onewdipered e s1s933ns 11 ‘A[[eIuoziioy
wasAs oy Je Juryoo] ‘ojdwexa 10, *oouanbas onewdeiuks
JIeQUI| QU} SB MIIA [BOO[/[BO1}IOA AU} PuE ‘9oudnbos
onewsdipered oy} se MIIA [8QO[S/[LIUOZLIOY ) 0} JOJAI |
‘SOXE 0M) UO PBaI 9q Ued W)sAs aSeusSis Jurpuyhem AN

4 "SWId) YJ0q JO SUOnIuyap
QU) 0} PUS OU SeM JIJY) By} JOAIMOY PISSAIS INSSNeS 198
® se sonI[enb JUQIQIP 9ARY OS[E JNQ UOWIWOD Ul SUIYIoWos

ARy Yoy SuJIs JO uonod[[od e st wiSipered € o[Iym ‘Q0UUIS

® S ons 9ouanbas 1eaul] € ur pasiue3Io a1 yorym sugis
JO UOTIOJ[0D © ST WSBIUAS B JeY) PAYSI[GLISd SBY 2INSNSes

‘ugIs yoes puelsiopun

0) J9PIO0 Ul AINONIS oY) Uryim sdiysuone[al ayj puejsiopun
0] SBY JOATODAI Y} “OINJONAS B ury)im usis yoea puejsiopun o}
Jey) PAYSI[qeIS? Sey ,QINSSNES 9P PUBUIPIO ‘WIsAs a5eusIs
SurpugAem Aw 0} 9)e[a1 1LY} SONLIB[IUWIS SWOS dARY SULIS)
yjoq moy pue  wSipered,, pue  wSejuks,; SWId) ONJOIWIIS

9y} Jo suomne[al [eanjonys Ay} ure[dxa (s [ SUIMO[[0J 9y} uf
wbipeied pue wbejuAg

Wiy ‘sAneLreu jo saipmys [eurioy ur ofedua qus si1sA[euy "SSA[YpIoN
st sisk[eue [exmonns ey 1sa88ns o) jou s suy ‘Joromoy (8861
$S2IY pue 23pPOH "3'3) SON0IUIAS PAJUILIO AJ[EID0S dI0W © 2e[nuLIoyay
03 3235 0} SI9YIO SUIPEI] S[IYM ISINOISIP, UO SNOOJ B JO Inoaey g
1211250)] SONOIWAS UOPUBQE O} SISLIOAT) A0S Pa LRI v__o.sosuw.
UBDINSSNIES 9 JO 21nJa) A2 B SI SIY [ "PAIILJO WdIsAs oy YOTyM sany
-I1qissod [eoneuweIs oy Jo SuLd) ur A0S POAISIUOD SeM sugis ._3
123250} Sunjul| SYT “YIOMAWEIS SIY UNPIM PAII3[Sou sem um.:.muw_v
el Jueaw asn S)1 U0 uey) Joyler waisds ofenSue| ayy uo w:uah
SIS ‘SuSIS PAIBOST UBY) IR 2SLNOISIP TUO puadap uones
-lunwwoo pue Funjuryy ‘usis ay jo ajdwexs Arewnd Yy} se Eai
[ENpIAIpuL 3y} pajean ay aonoeid Ul “IoAdMOH “(LZ] ‘€861 2Inssneg)
(SUSTS e SOA[ISWAY) YoTyMm saxa[duwroo ur paziuesio ‘su3is jo sdnoi§
nq ‘sudts onsm3ury o3uis Juisn £q seApesmo ssoxdxs jou op am
Aj[ewwiou, jeyy pajou os[e o IOYI0 YOBS 0 SUSIS Jo dwysuoneas
3y Jo ouepodwr [eonaloay) oYy paziseydwe 9smnod Jo ‘amssneg

uoisuawip >newbeluis ayy

‘spaaooid sisAjeue
oy se soyoroadde om) 259y} USMIBQ Y)I0J PUBR YOBq OAOUI O} PIdll
01 A1 st ysA1eue oy “2on0wxd Uy ([ [ ‘7L6] SSNeng-1A9] PuR g
‘SLET AI0WAYT 30 gy /961 SAYMEE) SHUN 5OY) UI] YOIA SUOH
-B[31 dnpwSeiuks ayy AJIsse|d 0} AJfeuy pue ‘sasse[o onewsipered ojul
syun 2s3y) dnoad 03 uay * * * syun JueoyuSis [ewnuTUr OjuI, $I¥A)
SpIAIp 0] sem  Funyenspun [esrSojorwas oy jo red juepodun Ue,
1By} pangIe saypieg PUB[OY TOAMOY (7] ‘€861 2Inssnes) syuIWa[d
Juamnsu0d ayy woxy spremdn unpom Aq wayss oy jonnsuod o) A1)
1OUUED JUO :,SIUSWA[R JUSMINSUOD S AJruapr o} ‘sisKjeue Jo ssaooid
e Aq ‘aiqissod saw009q 11 yomym woy ‘yuiod Juniels oy s1 JJOYM
pajun e se woiss ayy, (3joym e se wosAs oFenSuey o1y uo Suisnooy
‘a8IN00 Jo ‘sem OyM) amssneg o) Suipioooe ysA[eue ay) 10, “SWFEIUAS
POULIOJ-[[2M UL IDYJOUB [)IM 13S U0 JO suoneuiquod a[qissod il
Os[e pue sjos onewdipesed Juead[al ay) jo [[e jo diysioquisur Ay 4iod
Surkyroads saajoaur weisAs onorwas Aue jo uonduosap oy [, “UOHE0SH
Ul paIdpISuOd 2q jouued SUOISUIWIP OM) 3y} Jey) pue ‘OjoyM B SE
WASAS 3y} 2[oe) 03 sey sndI0d 10 1x3) © Jo siskfeue ororwas Ayl el

!:QEQ aq pjnoys 11 ‘Aja1eredas suoneja1 onewsdipered pue onew
_BgyuAs SSNOSIP [[IM am YSnoy)[y "uInal [[im om yorgm oy o1doy € —
§ap0o-qnS PUE $OPOD UIPIM SUOROUN J1dy) Futiofdxo — wolss € Jo
yed se susis jean sisk[eue onewsipered pue onewSeuds yog
‘(sewely [enpiaipul jo uonisodwos ayy
saugas-ua-ostu ul) AydesSojoyd [[us ur osfe punoj swdejuAs [eneds
ay apnoul Inq (sjoys jo Surouanbas oy :25puow Ul PASIuLW A1E
gorgn) swiseiuAs [e1odwd) yons o) pauyuod Jou dIe SWILIUAS dnw[y
fremoy "Surpeal paniajord judloyIp e aunb oAey pnod sjoys jo
2ouenbos IoYIOUR UIYIM Pasn Joys swes dy L ‘(S)oys Suimo[joj pue
Furpasad yyim )1 Suuredwoo) sisAjeue ojeWSeIuAS pue Co:mwo spuny
SATIBUIR)[E JO 98N 9y} (M ‘A[SNOIOSUOD AJLIBSS323u jou ‘N Fulred
-wod) sisA[eue onewsdipered yoq uo spuadap J0ys [enplAIpul UB JO
goneieidiopul Ino ‘wijy jo ased Ay uj JuswadueLie onewdeiuls oy
JuRIuOo pue sdo10yo dnewdipered 03 30[qns oOs[e SI WIOY IOAIMOH]
woisuowp onewdipered e S1 U2 u0> J[IYM UOISUIWIP O1BWSLIUAS
B 81 uriof ‘Sutwiely siy) uf (S6 ‘P661 1P 12 SANeMYL) La)put-)oalgns
Jo 251045 o) se peoiq se d9q ued uorsudwiIp dSnewsipered oY) ‘amny
=0N1S [BN)X3) Y} SI UOISUDWIP JNBUIFRIUAS S} A[IYM ‘QIUdT B UMpIp
'SA0YS 0) 1By WOJJ S[qUIASUD 912|dw0d © Ul dUIl) dWIES dY) I8 SPUIWID
JuaIaIp jo uonisodeixnl ayy s1 uorsudwip dnewdeiuks ayJ, "(sooys
‘sIsnon ‘sjey se yons) Apoq ayy jo 1ed duwies ayy Uo Wy dwes Ay}
18 UI0M 9q JOUUBD UOIYM SWAJI dY} Ak sjuawd]d onewdipered ayp
wRshs juowred, oy jo syuowepe opewdeiuks pue onewSipered
A pauipno (£961) seyueg puejoy ‘soxe onewsdipered pue onew
-Bejusks J10q sey 9one1d [eININo J0 JX2) AU JO AINJONIS Y]
swdejuds [erodwo) pue eneds yjoq apnour — qap
SPIM PIOAY AU} PUB UOISIAJ[I) ‘BUIDUID ‘BUIBIP SE [ONS — SWIAISAS
sMotwes Auepy Aydeifojoyd pue Sunured ‘Suimelp ur punoj are
Suonerax onewSejuks jpyodg (0L “pIqr) A[SNOUB)NWIS UOISUDWIP
S0 ueyy asow yojdxa ues, (sSep [eonneu pasuesur ay) sIAYIUTIS
[ENSIA Je) pajou ( ureyo & wiioy, pue  J9YIOUE JOYE duo pajuasaid are,
P srogrusis A1onpne, paziseydwa oym) Jjaswiny d1nssnes “sdiys
“Houpas jpyvds yuasaidal ued Aay) nq ‘(o1snw pue yooads ur se —
[P10duia) sy pue) [enuenbos, se pauygap U)o oIk SWILIUAS
(921 “piqy) (o[oym oy uo puadap sued oy pue
'n oY) uo spuadap ajoym ayy, Jey) passans ainssnes sdiysuone(al

Z8

§$21Sv8 3IHL SDOILOIN3S

‘08 'duo "

‘ra[puey)) £q sdIseq Oy, :SONONUAS WOI) pue
‘-1 "d uo " ‘mo1D) Aq sudig 2]q1s14 wWoIj
paserydered st yderSered siyy :.9)0up00q

"Z00T Ut 98papnoy 0K
MIN “( “Iopuey)) £q $2150q 2y ] (S21101UIS
WOIJ ST 21 OUAIRJI AN :49J0U)00]

Fig. 13. Chandler, D. (2002). Semiotics: The
basics. London; New York: Routledge,

p. 80-83.
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——— 4. The Reading of Locotypes EE—
To make sense of Locotypes it helps to review this wayfinding signage system by
considering the two dimensions — of the horizontal and the vertical.

The system has been chosen to represent the range of cultures in Hong Kong and has
been placed in an order (left to right) from the most international — Airport to the most
Chinese — Wong Tai Sin stations.

Looking at the system horizontally or as a coherent whole, viewers can distinguish
the transition and translation within each sign from one station to another.

the specific cultural uniqueness of the signs, and how

Looking at the system vertically, viewers can perceive
they are also coherent within the station.
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The Horizontal View of Locotpyes

The Vertical View of Locotypes
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Wong Tai Sin

Sham Shui Po

Sheung Wan

Causeway Bay

Mong Kok

Wan Chai

Kowloon Tong

Central

Airport

The Colour Codes of Each Sign

Men’s Bathroom

Bathroom
Up (Exit)




Wong Tai Sin

| have explained the name Locotypes as a combination of morphing both words “Local” and “Iso”, the
negotiation between global and local design components. | have discussed how semiotics theory relates
to my project, in a way it highlights how interpretation is deternmined by receivers. | have also drawn a
comparison in between my system’s horizontal and vertical axes “syntagm” and “paradigm” in relation to
my system and the multiple dimensions of readings.
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Three / Methodology

1. Gathering - Magpie
2. Making - Deconstruction and Reconstruction
3. Documenting and Anaylsing - Diary
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1. Gathering - Magpie

Metaphorically I have positioned my working process as a Magpie*. This method Footnote*: Refer to glossary on p.143 for
shows how I have gathered my primary and secondary research data. The method is the specific meanings of this term.
parallel to Paul Elliman’s approach as he also developed his ideas from observing and

collecting everyday junk objects. The value of this methodology is that it foregrounds

the role of a design researcher and practitioner as an observer and a participant in the

In this chapter | will explain the three methods which | have used in the
research process. They are Magpie, Deconstruction and Reconstruction
and Diary. | will also discuss some examples from other artists/designers

“real world”.

in relation to my methods. . Lo . -
o Here are the visual design influences of one of the women’s bathroom signs within each
specific station.
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2. Making - Deconstruction and Reconstruction

Trial and error experimentation enables me to deconstruct and reconstruct the concepts/
ideas in the wayfinding signage system. The value of this methodology is that it enables
the role of a researcher to create a different reading/interpretation such as morphing the
fixed and changeable design influences.

Parallel to my design method, Qing Lo, a Professor in Taipei Univeristy of Education,
has discussed his painting method of Mountain Huang stating that “#& |12 f1 JTC4L
DB AP, WALl B I RORIERET U, Bk, @
g PEGI T, RO A RIS SR R EES. 7 (1993: p.42) In English
it reads that the Mountain Huang was being constructed by large pieces of fragments,
but it can also be viewed from a “deconstructive” point of view. He uses the methods
of “transforming”, “mis-interpretating” and “collage” by combining and overlapping

)

symbols and markings from different centuries.

He expresses his vision of the mountain in his paintings by employing a deconstructing
and reconstructing methodology. He has created this different way of interpreting the
Mountain Huang which has become his own made up visual language.

These are some of the workbook pages in the design process when I morph the
following:

1. Visual language and pictograms

2. English language and pictograms

3. Chinese language and pictograms

4. Chinese and English languages

5. Chinese/English languages and pictograms

These methods were originated from my
experience of playing with Lego bricks in
my childhood.

Fig. 14. Lo, Q. (1993). Deconstructing
Mountain Huang. Ink on paper.
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3. Documenting and Anaylsing - Diary
Diary is the third method which I have chosen to describe my documentation, process
and progress.

85/86

This method has a personal and poetic quality through my documentation. It is a
subjective approach to my objective visual research data collecting. I document
my process and exploration through extracting and selecting the main ideas for
further developments.
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These methods enabled me to firstly gather visual research data by observing from everyday objects.
Then | started making by a process of deconstruction and reconstruction. | then documented the
research exploration as a cyclical process where | shift back and forth from developments to refinements.




Four / The Evaluation of
Locotypes

1. The Advantages
2. The Disadvantages



In this chapter | will discuss both the advantages and disadvantages

of the Locotypes. The advantages are to suggest some possibilities for
the system, whilst the disadvantages are to acknowledge the inevitable
compromised outcome within the wayfinding signage system.

5]
]
(@
')
=
@)
Q
@)
—
O
=
H




;¥ T H e e R
o e ¥ M e =
oA RS MY L) B
vl T T Y T T
b T MR R RY AR

mﬂﬁH




——— 1.The Advantages

The changeable design elements (Footnote 1) are able to reflect the cultural uniqueness
of each station. For example I used shredded paper strips, sewing and modelling clay.
The fixed design elements have given a coherent unity to the system. For example I used
monochromatic colour and the rectangular frames.

While the universal approach tends to disregard the cultural differences in a
multi-cultural environment, my wayfinding signage system intends to encourage an
appreciation of the diversity of cultural differences.

The legibility of the Mong Kok station signs is one of the most unusual examples for
both universal and local viewers. For this pictogram I have overlayed the Chinese
language and visual language on top of each other. The use of positive and negative
spaces helps to shift the hierarchy of reading and creates multiple readings in one
visual form.

99/100

Footnote 1: See details description on
page 28.

Paper Strips Sewing

-1 A

Modelling Clay

)

\ -
Bs

Positve Space
Wiiten Languages (Chinese)
Black Foreground

rimary Reading

FodE E A3

Comparing my system to the British Airways
and the Watson’s bottle identity, neither

design processes are parallel to my system.

For instance the cultural references used for

the British Airways design must be adapted

to fit within a very confined tailfin structure
whereas my design systems are not bound———
to a structure which makes them much

less compromised.




——— 2. The Disadvantages

The use of monochromatic colour and the rectangle frame help to hold the different
signs together from each station as a system, however the simplification of the colour
and structure is a compromised outcome. For example, the text of Airport station needed
to be reversed to a white background although it was black originally. Also the Wong Tai
Sin’s paper has a distinctive pink colour which I have removed.

The Airport and Central stations have two rectangle frames while the rest of the stations
have one. This is because the text in the flipping type and the lift numbers structures
originally overlap within a rectangle frame which deforms the outcome. It leads to a
compromised outcome in that the signs are not as visually consistent with the other
stations.

Originally this station was based on an envelope shape that had to be simplified to fit
into the system — distorting the reference to the iconic Wong Tai Sin “chim papers” from
the temple.

The interesting dilemma* I found is that while foreigners should be familiar with the
most international station — the Airport, they will be confused by the most Chinese
station — Wong Tai Sin. This is because the sign is the most localised and is now
unfamiliar to the universal viewers. The local viewers could probably understand

the signs of the Airport station through the Chinese language. However, the Chinese
character is distorted through deconstruction and reconstruction and has become less
familiar to the local viewers when comparing with the traditional Chinese calligraphy of
Wong Tai Sin station.

Because of these disadvantages, it became clear that to be familiar with the system
it must be learned — which takes time.
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Wong Tai Sin

Original - Airport

Original - Central

Locotypes - Central

s 3

Locotypes - Airport

18 o P

Original structure Locotypes
% %
W, W

Footnote*: Over the page I have overlayed
multiple layers of semi-transparent tracing
paper to visually imply the dilemma of the
legibility in my system.



In summary, Locotypes is a wayfinding signage system that answers to some of the aspects of the
current system’s approaches - as discussed in the previous chapter. However, there are also a lot of
compromises that occur in the design outcome and the negotiations of reading between universal and
local viewers. This suggests that Locotypes is also a compromised outcome which requires a learning
process to understand it.




Five / Conclusion



Locotypes did not follow the universal approach which visually bound signs to a
narrowly similar look that was unable to reflect the complexity of today’s context.
Rather, this wayfinding signage system questions the possibilities and impediments of
visual conformity and emphasises the diversity of cultural elements in the system. I
also have foregrounded the potential of applying cultural elements to highlight cultural
diversity in this wayfinding signage system.

It might be possible that multi-culturalism could be represented by this wayfinding
signage system. However, I realised that the design process is always a compromise
when negotiating between the global and local design components as a coherent system.
Through the research process, I realised that the universal approach, localised approach
and Locotypes inevitably are lost through transitions and translations.

The value of my research project, I believe, is in the way that I have thoroughly

and visually explored the questions and problems that are relevant to contemporary
graphic design. Although I haven’t found a final conclusive answer to the “problems”

in the research question, rather, I have raised further questions from those problems*
and looked for alternatives and possibilities. However, I think the process of visual
exploration is the most useful and revealing issues/aspects of research for graphic design
in the “real world” as a Magpie through observations and collecting from everyday

lives. I believe the loose-ends and the open-ended outcome created by raising questions

is more useful than aiming for a flawless/purely pragmatic* outcome.

Footnote*: Refer to the appendix chapter for
further explanations.

Footnote*: I also believe that (as with my
project) Paul Elliman’s aim was more about
researching through the design process than
designing for a purely pragmatic outcome.
The fact that his Font has been picked up
and used for “real” applications is probably
amusing to Elliman.




Six / Appendix



What if?

Diversity of visual research data = a simplified sign

A key question in my research was, what
happens when | simplify the diversity

of visual research data to become a
simplified sign?

So to answer to this, | have created the
“middle ground” of this system named
as the “X” station which simply has no
unique personalities to represent it.
The “X” station can also be seen as a
combination of all of the other stations.

| have overlayed/morphed all of the
visual research data from each station
and printed inside the French-fold pages
to illustrate that the simplified outcome
has hidden/ignored the diversity of
cultural differences.
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What if?

Diversity of visual research data = a complex sign

Another question in my research arose
about the logic of representing the
diversity of visual research data by
integrating everything on top of each
other to imply the diversity of visual
research data within a multi-cultural
environment.

For example why didn’t | just combine all
of the men’s bathroom signs to create

a mega-sign? This is what it might have
looked like. (Opposite page)
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Seven / My Exhibition o
Documentation
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Glossary
Universal = Here I refer to “universal” as for a wide range of audience. (E.g. All of the
possible visitors to Hong Kong)

Local = Here I refer to “local” as each individual station within the system. (E.g. The
“Causeway Bay” station)

Actual Specific Local = Here I refer to “actual specific local’ as the “real” and existing
visual elements within a specific local context. (E.g. The visual elements in Switzerland)

Global = Here I refer to “global” as a coherent whole of the system. (E.g. The MTR
system)

Changeable = Here I refer to “changeable” as having different design elements within a
coherent structure.

Design influences = Here I refer to “design influences” as each cultural uniqueness that
influences the form of the icon/pictogram in each station.

Media (media is the plural for medium) = Here I refer to “media” as the materials which
represent the cultural uniqueness of each specific location within the system.

Magpie = A kind of bird that loves to collect bright/shiny and unusual objects and keep
them in their nests. Such behaviour makes them unique and different from other species.



Margolin, V. (1989). Design Discourse: History, theory, criticism. London: The University of Chicago Press.
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