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A b s t r a c t
Architectural magazines are artefacts of visual and material cultures; they are also instruments 
through which those cultures are enacted. Developing its argument in the context of Melbourne 
Australia in the 1980s and ‘90s and within a particularly rich vein of architectural culture, this thesis 
adopts as its primary case-study and object of analysis, the independent architectural periodical 
Transition. Many of the practices and theories explored in Transition made their way into architec-
ture from across disciplinary boundaries, making it a means of translation. The magazine provided a 
way of gathering and folding architectural design, graphic design, literary theory, philosophy, and art 
together into a single, printed, distributable object. Transition was also often at the centre of contro-
versies, used politically in the formation of groups and anti-groups, and professionally, in the accumu-
lation of credibility required to further academic and practice-based careers.

Architecture's printed periodicals are complex objects which occupy a locus at the intersection of 
several disciplines. Students of architectural history, literary theory, the history of the book, journal-
ism, and graphic design all have a legitimate claim to these research objects. Scholars from different 
academic worlds bring with them varying disciplinary ‘toolkits’ and theoretical positions—a reality 
that has problematised the development of a systematic program of architectural magazine scholar-
ship to date. This thesis therefore, adopts a necessarily multidisciplinary approach in its consideration 
of Transition. It deploys a number of analytic and descriptive tools, including techniques and theo-
ries drawn from historical and analytic bibliography, sociology, graphic design theory, architectural 
theory, and social semiotics. In developing its multiple accounts, a rich description is produced.

The approach taken here has an overarching position predicated on the work of scholars in the Sociol-
ogy of Science, especially Actor-Network Theory (ANT). By considering Transition as both an ‘actor’ 
and a ‘network’ it recognises the agency of the magazine in the activities it was recording. Problema-
tising the intentionality of the magazine's producers in this way provides a disruption to simple no-
tions of cause and effect. The periodical is shown to be both ‘text’ and ‘object,’ simultaneously 'shaping' 
and 'shaped by,' an architectural culture. 

Key Propositions:

1) Architecture is a socio-material discipline; it is assembled out of tangible, local, and concrete things, 
bodies, and technologies.

2) The media formats adopted in the communication of architecture play a significant role in the 
translation, construction, consolidation, and distribution of architecture’s disciplinary knowledge.

3) Architectural magazines are simultaneously historical sources and cultural artefacts. They act on 
and are shaped by architectural cultures.

4) Architectural magazines are agents that both record and shape the formation of architecture’s disci-
plinary knowledges and practices.
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Pre f a ce :  Fro m  D i s co u r s e s  to  Th i n g s  ( a n d  B a c k 
Ag a i n )
For several years I have been fascinated by the architectural production of the 1980s and 1990s, 
characterised by its heady mixture of theoretical anxiety and formal exuberance. In pursuing this 
interest—which has gone on to become this research project—I was intent on unravelling this period, 
describing its fluxes, flows, and protagonists as it played out in the context of Australian architecture. 
I certainly had questions in mind: How did theory come to influence practice? What have been the 
impacts of advances in representational technologies on the construction of knowledge? How had cul-
tural studies, feminist theory, linguistics, and postcolonialism come to register such a strong impact 
on the discipline during these years? In approaching these questions I sought a source and archive 
that might neatly trace the permutations of this period, following the contours of its debates and 
controversies. Accordingly, I identified the magazine Transition as a record of Australia’s developing 
architectural discourse.

Published between 1979 and 2000, Transition has been described by other writers as one of the most 
significant voices in Australian architecture.1 It was a testing ground and clearing-house for critical 
literary theory, cultural studies, and poststructuralist theory, and a medium for experimentation in 
both architectural and graphic design. With the exception of one unpublished undergraduate honours 
project by Melinda Payne, at the University of Western Australia (1995), no sustained research had 
been carried out on Transition.2 Former editors were seemingly either too busy after having become 
senior and respected members of the architectural establishment, or too wounded by the fraught and 
fractious relationships that were part and parcel of the magazine’s operation to begin to reflect on this 
period.

Initially I approached Transition as other authors have approached other architectural magazines, 
identifying it as a site of discourse, and a suite of texts describing the discursive formations of Aus-
tralian architecture. The artefact of the magazine—the thing itself—somehow seemed less significant, 
especially if one was to accept Michel Foucault’s injunction that in the case of printed texts, the “mate-
rial unity of the volume [is merely a] weak, accessory unity in relation to the discursive unity of which 
it is in support.”3

Things however, have a peculiar way of communicating with their inquirers, letting them know what 
they are or and what they are not. And material objects, magazines included, are very talkative. In the 
case of Transition the “little parallelepiped” turned out to be incredibly important, and in many ways, 
the major player in the story.

1. See for instance, Sandra Kaji-O’Grady and Julie Willis, “Conditions, Connections and Change: Reviewing 

Australian Architectural Theory 1880–2000,” Architectural Theory Review 8, no. 2 (2003): 227.

2. Melinda Payne, “Transition: Discourse and Distance” (Bachelors Diss., University of Western Australia, 1995).

3. Michel Foucault, Archaeology of Knowledge, (London; New York: Routledge, 2002), 25.
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This short narrative is offered to explain the approach adopted in this research project, an approach 
which has more in common with the socio-material imperative of those scholars working in the So-
ciology of Science, than it does with the critical literary theory which has provided the basis for many 
other contemporary studies into architectural magazines.

Things that Talk
As the full collection of magazines had not yet been digitised, sourcing the printed volumes became 
my first task. The Education Fine Arts and Architecture Library at UWA holds a partial collection 
and became my first stop. This was also the first time the magazine began to talk back. Raring to get 
started with my candidature freshly approved, I arrived at the library:

I’m here to study your Transition magazines

The librarian looked up apologetically:

I’m sorry, the compactus has flooded. Some magazines have been damaged. 
The others are inaccessible.

Oh.

No one had bothered to tell either the driving rain of the night before, the leaking sill tray of the alu-
minium double glazing system, or the paper and cardboard of the UWA journal collection that they 
were merely a weak accessory unity. They seemed fairly primary.

You might try the Curtin University library, they should have some.

My telephone conversation with the Curtin University librarian was the second time the magazine 
talked back.

Hello, I’m a UWA postgraduate student. I need to access your Transition 
magazines for my PhD.

I’m sorry but print journals are no longer housed in the library. They have 
been archived.

As it turns out, Transition was less popular with Curtin’s architecture students than might have been 
expected and in the interest of increasing the library’s shared study spaces they had been archived in a 
storage facility in a nearby industrial suburb. 

Can I drive out to the warehouse and go through them there.

I’m sorry; the warehouse is only accessible to Curtin staff.

Might I request they be sent to my library at UWA.
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That would require a forklift driver to collect the archive-box in which they 
are shelved in the warehouse. You will have to wait but even so we can only 
scan individual articles. It’s not possible to courier whole volumes.

Oh.

The ostensibly weak immaterial unity of the magazine was again showing itself to be remarkably re-
sistant to inquiry. Just to get access to one article would require the cooperation from the following: a 
photocopier, a courier, a warehouse, a forklift, a driver, a shelf, and an archive box.

Thanks anyway but I need entire volumes so I will have to try something 
else.

My naive enthusiasm to unravel Australian architecture’s complex field of discourse and social rela-
tions was by this point becoming a little frayed. I had an idea. Remembering seeing some issues of 
Transition on a shelving unit in the office of one of my supervisors, I walked up the stairs to the third 
floor, through his anteroom and knocked on the heavy timber door. No answer. I tried the handle. 
Locked! Material things asserted themselves again. I knew the magazines were there, less than one 
metre away but the door resisted, preventing me getting any closer to them. It turned out that my su-
pervisor was away in France for the entire summer break but I certainly could not wait three months. 
I had a final, bright, if slightly desperate idea. Royal Melbourne Institute of Technology (RMIT) had 
published Transition, so surely they would have a full collection. I rang their library and finally re-
ceived some good news. The magazines were available. 

A week later I hefted the stack of magazines down off the shelf and waddled over to a desk in RMIT’s 
Swanston Street Library. Throughout the duration of the 2,700 kilometre, four-hour flight; hour long 
taxi ride from Tullamarine airport; sweaty, noisy walk down Swanston street; and up several flights 
of stairs to the library in RMIT Building 8, I had begun to suspect that the weak unity of the volume 
was perhaps rather integral to the magazine’s ability to make others, including me, act. I subsequently 
began to rethink my approach to the magazine. 

Recognising that it would be impossible to separate discourse from the artefact in which it is in-
scribed, this thesis has gone on to consider Transition as neither pure ‘site,’ nor pure ‘discourse,’ but as 
a technology and a design-object with a social life which might be described through careful interro-
gation. For this reason, the magazine’s typography, graphic layout, distribution networks, paper stock, 
format, and technologies of printing, distribution, and binding are considered as important as the 
intentions of the academics and practitioners who made up its editorial staff, board, contributors, and 
readership.

This research project directs its investigation toward two concerns: First, to the way the magazine was 
assembled, and second, to the way it contributed to assembly of the discipline of architecture in Aus-
tralia. What is made clear is that these two concerns are necessarily and reciprocally related.
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Three Sections

The term ‘section’ is used in bibliographic studies to refer to “a unit of paper that when folded, gath-
ered, and sewn or glued together with similar units constitutes the book block.”4 This thesis is accord-
ingly, broken into three ‘Sections.’

Section 1—Composing:
Provides an introduction to the thesis and defines the object of research. In providing a critical review 
of the literature it identifies a lacuna in existing scholarship. It also describes the theoretical and meth-
odological basis of the research: its aims, assumptions, and limitations. This first section also identifies 
the archival sources and corpus of texts which make up the material for the study.

Section 2—Gathering:
Considers the magazine object, describing Transition as a shared object, capable of gathering its 
makers and readers into networks of production, distribution, and reception. It uncovers how the 
magazine, through mediation and material resistance, was able to translate content inscribed in it, 
thus problematising notions of authorial intentionality.

Section 3—Folding:
Concludes the thesis, identifying the characteristics which made Transition exceptional and propos-
ing that these may be characteristics of other architectural periodicals. The final passages of the thesis 
point to changing media forms being adopted by architects and designers, noting the necessity for 
future research.

4. Online Dictionary for Library and Information Science, s.v. “Section,” by Joan M. Reitz, accessed June 26, 

2017, http://www.abc-clio.com/ODLIS/odlis_s.aspx.
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S e c t i o n  1 :  Co m p o s i n g 
Composition:

In printing, the process of preparing copy, assembling type, and making up 
type and display matter into pages. In letterpress, these tasks are accom-
plished by the compositor. In medieval manuscript illumination, the overall 
design of a page or miniature, especially the ensemble formed by its parts.5

This is the first section of the thesis. Drawing an analogy to the bibliographic term ‘Composition’ 
defined above, its purpose is to collect, compose, assemble, and lay-out the primary materials for this 
research project. 

There are three chapters in Section 1:

Chapter 1.1 introduces Transition as the principal case-study of the thesis and argues for its scholarly 
significance.

Chapter 1.2 provides a critical review of existing research dealing with architectural periodicals, ex-
panding to consider emerging research on periodicals from scholars working in other disciplines. 

Chapter 1.3 concludes the first section by ‘laying-out’ the theoretical basis and methodology adopted 
by this project. It also clarifies the assumptions of the thesis, including its strengths, originality, and 
potential limitations.

5. Online Dictionary for Library and Information Science, s.v. “Composition,” by Joan M. Reitz, accessed June 26, 

2017, http://www.abc-clio.com/ODLIS/odlis_s.aspx.
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1 . 1  D e f i n i n g  t h e  O b j e c t  o f  R e s e a rc h 

Magazine:

Noun:
1. A periodical publication containing articles and illustrations, typically 
covering a particular subject or area of interest […]
2. A chamber for holding a supply of cartridges to be fed automatically to 
the breech of a gun […]
3. A store for arms, ammunition, explosives, and provisions for use in mili-
tary operations […]

Origin:
Late 16th century: from French magasin, from Italian magazzino, from Ara-
bic ma zin, ma zan ‘storehouse’, from azana ‘store up’. The term originally 
meant ‘store’ and was often used from the mid-17th century in the title of 
books providing information useful to particular groups of people […]6

Introduction

Over the course of the twentieth century, architectural and design magazines have been adopted in 
ways that reflect the etymological breadth of the term ‘magazine’ above. Illustrated print periodicals 
have been widely distributed and thus provide a manifest log of developing architectural cultures in 
different geographic locales. They have also been adopted militaristically, the weapon of choice for 
young architects seeking to advance their own careers while launching the odd pot-shot at compet-
itors. There is also something of the storehouse in the magazine format which, through the simple 
technologies of photo-offset lithographic printing, imposition, and binding, can collect and hold in 
close proximity an array of texts, typographic elements, and visual materials.

In providing an introduction to the thesis this chapter has three aims: First, to provide the reader with 
a preliminary background into the texts, objects, actors, and institutions examined in more detail 
throughout the remainder of the thesis; second, to assert the relevance of this study within contem-
porary scholarship; and finally, to present a historical narrative which shows how the Transition was 
implicated within a network of cultural activity. This chapter provides a contextual grounding for the 
second chapter of this thesis: a critical review of the literature which clarifies the relationship between 

this and other scholarship in the field. 

What was Transition?

In their review of Australian architectural theory, Sandra Kaji-O’Grady and Julie Willis argue that after 
Robin Boyd, who was without doubt Australia’s most prolific architectural commentator and public 

6. Oxford Dictionaries, s.v. “Magazine,” Oxford University Press, accessed June 26, 2017, https://en.oxforddic-

tionaries.com/definition/magazine.
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intellectual, “it is perhaps the journal Transition which […] has had the most influence.”7 Founded in 
Melbourne in 1979 as a quarterly publication by the then-recent architectural graduates, Ian McDou-
gall and Richard Munday, Transition attempted to “keep architectural practitioners engaged in theory, 
and academics engaged in practice.”8 The magazine was fundamental to architectural debate in Aus-
tralia until it eventually ceased publication in 2000. Although initially envisioned to be wholly inde-
pendent, Transition soon attracted funding and other support from the Royal Melbourne Institute of 
Technology (RMIT), meaning that by 1984 it was being released under the RMIT Publishing imprint. 
Over the ensuing years, the independence of Transition remained contested, with questions about its 
relationship to the school a recurring source of controversy and conflict. 

Although it remained a low-volume publication, Transition was broad in scope, both in the topics it 
explored and its geographic reach. Centred on RMIT, and at times adopting an editorial stance paro-
chial about connections to the city of Melbourne, it still managed to draw contributors from a broad 
geographical and disciplinary range.

The significance of Transition to Australian architecture cannot be overstated, but it is important to 
recognise the unlikelihood of its success. As has been argued elsewhere, Transition was anything but 
a coherent organ of a rational group, and it certainly did not speak with a common, collective voice.9 
The magazine’s editorial policy was recondite and editors were regularly replaced. Its graphic style and 
layout were constantly being adjusted, changing with incoming editors and sometimes for no appar-
ent reason. It was a forum for internecine fighting between editorial staff and other senior figures, 
with these exchanges inscribed in print and recorded for posterity. Transition was a medium for 
public name-calling and vitriol, polemic and apologia; articles were “stolen” and lawsuits threatened;10 
editing was inconsistent and many contributors had a devil-may-care approach when it came to the 
citation of sources. Nevertheless, this mangle, this incoherent, lurching, thrilling mess, for a time was 
able to gather together texts, buildings, institutions, and humans in such a way that it became one of 
the most important actors within Australia’s architectural culture.

In the “Editorial” to Transition no. 50 (1996), retiring editor Peter Brew recognised the magazine’s 
enduring significance, suggesting it would be “a monument to all those who have contributed to it: the 
subscribers, the sponsors, the writers.”11 Brew hoped that in the future the magazine “may well prove 

7. Kaji-O’Grady and Willis, “Conditions, Connections,” 227.

8. Kaji-O’Grady and Willis, “Conditions, Connections,” 227.

9. Mark Sawyer, “Call-and-Response: Group Formation and Agency Enacted through an Architectural 

Magazine, its Letters and Editorials” (presented at the Society of Architectural Historians, Australia and New 

Zealand 2015: Architecture, Institutions and Change, Sydney, Australia, 2015).

10. Stanislaus Fung claimed that his article “The ‘Sydney School’?” had been published without his knowl-

edge. Claiming piracy, Fung threatened the editors with legal action if reparations were not made in the 

form of several complimentary copies. See, Stanislaus Fung, “Act of Piracy,” Transition 4, no. 4 (1986): 47; 

Stanislaus Fung, “The ‘Sydney School?’,” Transition 4, no. 3 (1985).

11. Peter Brew, “Editorial,” Transition, no. 49/50 (1996): 6. 
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to be a catalyst for the writing of a critical history of the period, so well has it charted the paths and 
interest of the profession.”12 While this author shares Brew’s enthusiasm for the magazine, this thesis 
does not aspire to be the critical history Brew was hoping for. It is far less interested in charting the 
history of Australian architecture than in describing how an artefact embedded in an architectural 
culture was working to transfer and translate ideas, concepts, theories, and practices across geographic 
and disciplinary boundaries, consolidating them within Australian architecture’s disciplinary knowl-
edge.

As with other architectural magazines that have been subjected to scholarly research, Transition was 
without question interested in the language of architecture—even going so far as to adopt the sell-
ing-line, ‘Discourse on Architecture.’13 As a corpus of texts, it provided a forum for experimental 
writing about architecture and a vehicle for its distribution. It was therefore, implicated in the linguis-
tic formation of the discipline. It is also important to recognise the magazine and others like it are 
material objects through which the design practices of the late-twentieth century were performed. 
Being published at the time during which computer mediation rapidly and radically changed graphic 
design, print publishing, and architectural design practices, only serves to make Transition and other 
magazines of this era more interesting.

Most of the individuals working as production assistants on Transition—and therefore responsible 
for graphic design, layout, and production—were either students, or recent graduates of architecture 
and not of graphic design or visual art. The magazine provided a bridge between the technologies and 
practices of the architectural design studio and those of other creative disciplines. The emergence of 
digital design technologies and practices became manifest as physical techniques of graphic design—
rub-down transfers, photo-typesetting, and manually pasted-up layout boards—gave way to fully 
digital production—digital typography, desktop publishing, computer-mediated layout and proofing, 
and computer manipulation of photographs and other graphics. In some instances the peculiarities of 
print production processes, including their inherent flaws, were adopted reflexively by architectural 
practitioners and made visible in the built architecture of Melbourne.

12. Brew, “Editorial,” Transition, no. 49/50 (1996): 6. A note on citation conventions in this thesis: Editorials, 

letters, introductions, and other magazine texts are referred to often throughout this thesis. When the text 

being cited has been provided a headline in the magazine itself—as with Brew's editorial "Editorial" in this 

note—it is cited using Chicago Style conventions for magazine or journal articles. In cases when no title is 

given, texts are cited using lower case (for example, Ian McDougall, editorial in Transition 1, no. 1 (1979): 3. 

Because a single author may have contributed multiples of the same type of article to different issues of the 

magazine, a full citation is used even for secondary references. This is done to prevent ambiguity and make 

locating the original text straightforward.

13. In periodical publishing a ‘selling-line,’ or ‘strapline,’ is the short line of text below the Masthead and 

describes the main characteristics of the magazine. A 'Masthead' is the “The title, motto, or similar device, 

of a newspaper or journal, printed in a conspicuous place, usually at the top of the first page or front cover. 

Hence in extended use (by metonymy): the publication itself; the rights to such a publication.” See, Oxford 

Dictionaries, s.v. “Masthead,” Oxford University Press, accessed June 26, 2017, https://en.oxforddictionaries.

com/definition/masthead.
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Figure 1. Transition covers (1979-2000).



Contemporary scholarship in architectural history and theory is beginning to recognise the impor-
tance of architectural periodicals and accordingly there has been a spate of recent studies into the 
journals, magazines, pamphlets, and broadsheets of various architectural cultures.14 Coinciding with 
this interest in the specialist magazines of architecture has been a broader scholarly interest in maga-
zines from scholars working in the cognate fields of media studies, journalism, and the social scienc-
es15—investigations which provide opportunities for transdisciplinary collaboration and an expansion 
of methodological approaches.

Despite the current global interest in both specialist and general magazines and journals, the ar-
chitectural periodicals of Australia have been somewhat neglected.16 The volume collecting work 
presented at the 2004 international research colloquium, Architectural Periodicals in the 1960s and 
1970s: Towards a Factual, Intellectual and Material History, includes a comprehensive bibliography 
of relevant scholarly sources at that time.17 Included with that bibliography is a listing of significant 
monographic studies of architectural periodicals organised by geographic location. While the period-
icals of other countries had been subjected to multiple investigations by different scholars—there are 
ten for Architectural Design (UK), eight for Architectural Record (USA), nine for Architectural Review 
(UK), and eight for L’Architecture d’Aujourd’hui (France)—only one Australian publication is included: 
Melinda Payne’s essay “Reading The Journal: Moments in the History of Transition.”18 That article was 
completed while the periodical was still operating and, in a potent example of the recursive potential 
of written texts, published in Transition no. 59/60 (1998). 

14. See, Mitchell Schwarzer, “History and Theory in Architectural Periodicals: Assembling Oppositions,” 

Journal of the Society of Architectural Historians 58, no. 3 (1999); Joan Ockman, “Resurrecting the Avant-Gar-

de: The History and Program of Oppositions,” in Architecture Reproduction, ed. Beatriz Colomina (New York: 

Princeton Architectural Press, 1988); Hélène Jannière and France Vanlaethem, “ Architectural Magazines as 

Historical Source or Object? A Methodological Essay,” in Architectural Periodicals in the 1960s and 1970s: To-

wards a Factual, Intellectual and Material History, ed. Hélène Jannière, Alexis Sornin, and France Vanlaethem 

(Canada: Institut de recherche en histoire de l’architecture, 2004); Beatriz Colomina, Craig Buckley, and Urtzi 

Grau, eds., Clip/Stamp/Fold: The Radical Architecture of Little Magazines, 196X to 197X (Barcelona, Spain: Actar, 

2010).

15. For example: David Abrahamson and Marcia R. Prior-Miller, eds., The Routledge Handbook of Magazine 

Research: The Future of the Magazine Form (New York: Routledge, 2015). This source indicates the methodo-

logical breadth of contemporary magazine research. Also relevant is The Journal of Magazine & New Media 

Research available at: https://aejmcmagazine.arizona.edu/journal.html.

16. This is despite Hogben and Fung’s “Reading Australian Architectural Journals as Historical Sources” being 

a foundational text. See, Paul Hogben and Stanislaus Fung, “Reading Australian Architectural Journals as 

Historical Sources,” Architectural Theory Review 2, no. 1 (1996).

17. See, “Bibliography,” in Architectural Periodicals in the 1960s and 1970s: Towards a Factual, Intellectual and 

Material History, ed. Hélène Jannière, Alexis Sornin, and France Vanlaethem (Canada: Institut de recherche 

en histoire de l’architecture, 2008), 295-316. Held at the Canadian Centre for Architecture (CCA) in Montreal.

18. That essay is an edited version of Payne’s Bachelors dissertation of which the appendix, with interviews 

with key Transition figures, has been an invaluable primary source. See, Payne, “Transition: Discourse and 

Distance.”
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Another notable compendium of contemporary architectural magazine research, Clip/Stamp/Fold: 
The Radical Architecture of Little Magazines: 196x to 197x, is similarly lacking in Australian examples.19 
These omissions should not be taken as evidence that architectural magazines have not been impor-
tant contributors in the formation of Australian architectural cultures as much as perhaps an indica-
tion of the continuing concentration of scholarship on North American and European case-studies.

In contextualising the impact of written texts on the practices of architecture in Australia, Ka-
ji-O’Grady and Willis assert that, “the influence of a single journal, person, or architecture firm upon 
a smaller nation can perhaps be greater than larger nations where competition is wider and more 
diverse.”20 Robin Boyd is one author they single out for special mention, contending that, as a writer 
of national and international importance, he was “able to shift architectural thinking substantially 
through both his architecture and his polemical articles and scholarly books”21 Architectural historian 
Philip Goad has similarly written on Boyd’s role as a producer of the little magazines Smudges and 
Lines through which he began to establish a position for himself within the discipline even while still 
an architecture student in Melbourne.22 By identifying the periodical Transition as the next-most-im-
portant voice after Boyd, Kaji-O’Grady and Willis confirm its significance and recommend it for 
further study.

Although Kaji-O’Grady and Willis’ assertion about the primacy of Transition is difficult to test in any 
definitive way, there are indicators of the magazine’s importance which can be considered under three 
subheadings. Transition as: i) ‘historical record;’ ii) ‘mediating technology;’ and iii) ‘collective cultural 
object.’ These criteria are given further articulation below and detailed analysis in Section 2.

The Magazine as Historical Record
The 1980s and 90s was a period of exuberant and prolific design activity in Melbourne, much of which 
focused around the production of independent art, music, and architecture magazines like Transition. 
The intense cultural activity of this period was captured in the recent (2013) exhibition, Mix Tape: 
Appropriation, Subculture, Critical Style, curated by Max Delaney at the National Gallery of Victoria 
(NGV). As no catalogue was printed for this event, the artefacts of the cultural activity of that period 
were, after being temporarily brought together in one place, subsequently returned to their ephemeral 
and fragmented states in any number of private and public collections.

Transition traces the development of the discipline over an extended period. Located at the intersec-
tion of the history of architecture and the history of print publications, Transition affords scholarly 
access into these two fields of inquiry and also their domains of intersection. The longevity of the 
publication—which carried on for twenty-one years—means it can be read as a record of disciplinary 

19. In 671 pages there are no references to an Australian magazine. See, Colomina, Buckley, and Grau, Clip/

Stamp/Fold.

20. Kaji-O’Grady and Willis, “Conditions, Connections,” 227.

21. Kaji-O’Grady and Willis, “Conditions, Connections,” 227.

22. Philip Goad, “Robin Boyd and the Art of Writing Architecture,” in Semi-Detached, ed. Naomi Stead (Mel-

bourne: URO Media, 2010), 182-83.
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change over time. In many cases, the magazine is the only (semi)permanent record of the events that 
made up the architectural culture of those years: unless printed, interviews with visiting international 
speakers, exhibitions, and various competitions remain outside the material and textual record of the 
period. 

The Magazine as Mediator
Transition is also a ‘mediator.’ It did not simply convey information: it transformed it, and in doing so 
participated in the creation of new disciplinary knowledge. By appropriating and translating terms, 
concepts, and ideas from other disciplines and other geographies, it facilitated the movement of prac-
tices and knowledge across disciplinary boundaries, changing the way people spoke about architec-
ture in Australia as well as the way it was represented. As Kaji-O’Grady and Willis have recognised, 
Transition was to a degree, exclusive within the “smaller nation” of Australia,23 the limited number of 
competing voices important because it amplified the magazine's potential to act on local culture. Tran-
sition was a privileged vehicle through which distant voices and projects were distributed. Scholarship 
on Transition provides an insight into the processes of translation, appropriation, and resistance by 
members of a culture who thought of themselves as peripheral, yet still somehow related to events and 
discourses in the cultural centres of Europe, North America, and Japan.

The Magazine as a Collective Object
Transition was also a site for collective action. It did not operate in a cultural vacuum, but was related 
to many other texts, practices, institutions, firms, clubs, and individuals. The magazine was only one 
node, albeit an important one, within a network of relationships that made up Australia's architectural 
culture of the 1980s and ‘90s. Description of these networks makes visible processes of collaboration 
between design disciplines, as well as forms of social activism and tribalism between groups.

As a self-styled, peripheral voice of dissent in Australian architecture, Transition provided a locus for 
avant-garde opposition to the traditional institutions of Australian architecture, especially the Royal 
Australian Institute of Architects (RAIA) and its official publication Architecture Australia.24 The mag-
azine’s somewhat ambiguous relationship with RMIT meant that changes in writing style and editorial 
policy can be read as a response to the ‘publish or perish’ imperative beginning to be felt by academics 
throughout the late 1990s under nascent Australian Federal Government research assessment and re-
porting regimes.25 These policies impacted on the tenor, style, and genres of architectural writing and 
Transition was required to position itself in relation to these pressures.

A Narrative

The final section of this introductory chapter provides an example of how the magazine was impli-
cated in its three domains of action—a narrative which has Transition recording history, mediating 
knowledge, and assembling the discipline. The following passages have been reconstructed from an 

23. Kaji-O’Grady and Willis, “Conditions, Connections,” 227.

24. The RAIA became the Australian Institute of Architects (AIA) in 2008.

25. See, Ruth Neumann and Alan Lindsay, “Research Policy and the Changing Nature of Australia’s Universi-

ties,” Higher Education 17, no. 3 (1988).
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audio transcript of the opening of the The New Classicism? exhibition in 1986.26 This was typical of 
numerous events that took place in Melbourne during Transition’s publication, where emerging archi-
tects took the opportunity to exhibit works of ‘critical architecture’—work, often unbuilt, which was 
informed by narratives of social, political, or disciplinary critique. Through the reconstruction of this 
event, it is possible to draw out some of the links between the magazine and the architectural culture 
of the time.

The New Classicism?
The year is 1986. A number of, primarily young, men and women, are meeting in a small art gallery in 
Melbourne, Australia. It is raining outside. Their loosely structured discussion skips quickly across the 
surface of an array of disparate ideas. Resting for mere seconds on each, they move quickly from Pla-
tonic philosophy, to semiotic theory, the English Romantic poet William Blake, the New Testament, 
feminism, postcolonial theory, phenomenology, and the media mogul Rupert Murdoch. Before long 
they land, almost inevitably on ‘capitalism.’ Listening to this conversation from the outside—distanced 
in both space and time—there is a strange coherence to this discourse which touches down on small 
fragments of ideas, absorbs and translates them, and then moves on transfigured.

The space of the gallery itself has been transformed into a landscape of odd and inscrutable objects: A 
coffin of black coated form-ply held together by an assortment of building-site detritus; a monstrous 
toy-like contraption that threatens to walk across the room on its spindly legs; a miniature triumphal 
arch, constructed from empty washing-powder boxes instead of stone. The walls are hung with draw-
ings and these are similarly perplexing: a skyscraper with the plan-form of a Nazi swastika; collages of 
high-tech weaponry; a trophy-like object overlaid, pop-art style, on a repeating grid of smaller images.

The convenor of the event, Transition editorial board member and regular contributor to the maga-
zine, Conrad Hamann, opens the evening’s discussion:

I welcome you to a new exhibition on the new classicism in Australian 
architecture—put on with the Gallery of Monash University and RAIA’s 
Victorian chapter […]

He goes on:

The exhibition is […] about the implications of the classical condition in ar-
chitecture. It is involved in two neglected aspects of Australian architecture: 
buildings that housed institutions; and, buildings involved with the city, 
outside the spectrum of Australian architectural historiography—the house, 
and the individual confronting the landscape [which is] a tired myth […]

A number of students, graduates, and architects are presenting their work this evening. They include 
Transition production assistant, Stephen O’Connor; regular contributor, Alex Selenitsch; Norman Day, 

26. Dialogue in this section is taken from an audio recording of the event held at the RMIT Design Archives. 

Audio recording of the New Classicism? opening at Monash Gallery, 1986, Halftime Club Collection, RMIT 

Design Archive, accessed, September 2014, transcript by author.

21.



who is both an architecture critic for Melbourne's The Age newspaper and former editor (1976-77) of 
the RAIA periodical Architect (Vic); and Suzanne Dance, a member of both the Halftime Club and 
Women in Architecture. Franceso Timpano, and Anne Butler—both Halftime Club members—are 
presenting a joint project. The organiser of the exhibition, Halftime Club founding member and 
Transition contributor, Ivan Rijavec is present, as is another Halftime Club founding member, Howard 
Raggatt. Founding editor of Transition and inaugural member of the Halftime Club, Ian McDougall, 
is tonight presenting his Joseph Furphy Institute which, he says, engenders a celebration of the “verve 
and naïve desire for culture epitomised by early institutions [for] bringing culture to the Antipodes.”27 

Some audience members seem slightly bemused by the sheer breadth of topics addressed by the ex-
hibitors through their drawings, objects, and presentations. When challenged by an audience member, 
Rijavec sums up the pluralistic and exploratory mindset of 1980s Melbourne architecture succinctly:

Architects in 1986 [are] not morally bound to any kind of philosophy […]. 
For me the joke has worn off [of] supporting some kind of moral position 
that no one gets the grasp of. Today it is ok to just kind of get up and do 
anything—as long as you do it well.

Another panellist describes the attitude of Melbourne exceptionalism which was symptomatic of the 
time: 

There seem to be cities, or parts of the world where people don’t necessarily 
talk and condone certain action in this way. Melbourne is not that sort of 
city. Melbourne is a city that seems to condone some sort of radical reap-
praisal every now and then. We have it built into every one of our insti-
tutions—this [exhibition] is simply in that plane. It is a continuation of a 
tradition in this city—to have a go at radically reappraising something like 
we’re doing. There seems to be some conviction between anyone living here 
for some time that this is what we should be doing. I don’t know why […] 
I’ve just been involved in Sydney doing the awards assessment there and it 
doesn’t occur there. I don’t know why. I don’t want to particularly pick on 
Sydney—because there is a tradition of doing that […]

This derisory statement about Sydney and its architecture seems to amuse the audience, who respond 
with knowing laughter. He continues:

But there is no tradition there [in Sydney]. I don’t know if it is the geogra-
phy, or the topography, or the harbour. But there is some big difference in 
the way we are willing to do these things and take quite considerable artistic 
and personal risks that don’t seem to occur in some places. 

There was nothing especially uncommon about Monday night, July 28, 1986, the Monash University 
gallery. Any number of events held in Melbourne in the 1980s or ‘90s would have served to illustrate 

27. The work of Melbourne architect Peter Crone was discussed by Hamann in Crone’s absence. 
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the grouping together of young architects to engage in broad-ranging and vigorous debate, making 
reference to ideas, theories, and philosophies that seem to have little to do with the practicalities of 
building. 

The young attendees are integrated together into loose networks, groups, and alliances which confer 
identities on their members. Most are members of the Halftime Club—an affiliation of early career 
Melbourne architects—and it is true that the audio recording from which this narrative is reconstruct-
ed has been taken from the Halftime Club’s archive. Many are related to the magazine Transition, 
holding positions as editorial staff, sponsors, or contributors. More than a few are employed by the 
Royal Melbourne Institute of Technology (RMIT). Several are members of Women in Architecture, a 
group which had begun alongside Transition and the Halftime Club, seven years prior, in 1979. This 
narrative allows a glimpse into their world while also providing an opportunity to illustrate some of 
the ways Transition became entangled with other cultural events of the time.

Transition as a Historical Record
Brew’s suggestion that Transition be used as the means of constructing a “critical history of the peri-
od”28 indicates that the potential for the magazine to be read as a historical record was not lost on 
those involved in its production. In the case of The New Classicism?, it is not difficult to see how the 
magazine performed such a role. Less than one year after the events described above, the exhibition 
became the subject matter for two review articles in Transition, no. 20 (1987), by two different authors. 
Haig Beck, a former editor of UIA International magazine; and Michael Anderson, a recent RMIT 
graduate and part-time lecturer, provided somewhat divergent critical assessments of the success of 
the event.29 

Aside from a short-run of exhibition brochures—copies of which are no longer available—and the 
audio transcript from which the narrative above has been reconstructed, Transition reviews provide 
the only permanent record of this event. The fact that it is recorded in this way, described in texts and 
images, inscribed in ink on paper, allows this event to take up a position in the lineage of Australian 
architectural history. Without this printed record it would be unlikely to provide a source for con-
temporary scholarship and would likely be absent from the accumulated historical knowledge of the 
discipline. Publication in Transition translated an ephemeral event into a piece of printed and distrib-
uted material culture—one that can be referenced, argued over, debated, and pored over in scholarly 
accounts such as this one.30

Transition as a Mediator
Although magazines like Transition narrate histories, they are never merely transparent accounts. 
The magazine may provide the sole historical record of this event but like all historical accounts it is 

28. Brew, "Editorial," Transition, no. 49/50 (1996): 6. 

29. It was common practice in Transition to have multiple reviewers for one exhibition and publishing them 

consecutively allowed multiple voices and interpretations of one event.

30. Other authors have raised the idea that architectural magazines might be read as historical records and 

in the context of Australian architectural publishing Hogben and Fung’s “Reading Australian Architectural 

Journals as Historical Sources,” is a seminal text.
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necessarily selective, including some details and omit-
ting others. Like all printed texts, magazines perform 
a mediating role. Most obviously, any contemporary 
‘reading’ of the exhibition is already mediated by Beck 
and Anderson’s ‘writing’ of it. In compressing the space 
of the gallery and its collected objects into the limited 
confines of the double-A4 spread, things necessarily 
‘fall out’ of the account.31 Beck, in his review, alludes 
to the imperfect relationship between authorial intent 
and readerly reception, saying: “Interpretation, even for 
those fully initiated into both Classical and architec-
tural codes, is bound to be intellectually difficult. For 
the few who make the effort, it will be rewarding. But 
for many […] the artists’ encoding will be either too 
esoteric or too banal.”32

In the translation from the gallery to the pages of 
Transition, changes occur—some work is absent, some 
is emphasised. Some translations arise as an outcome 
of editorial or political intent and others are contingent 
on the technologies and techniques of print production 
and distribution. Paul Dourish and Melissa Mazmanian 
have argued that the technology of printing emphasises 
“persistence and durability” over the “sociality, flexi-
bility, and relationality of the spoken word,” meaning 
that the consequences of representational practices are 
indeed significant.33 Here, even the way the informa-
tion is distributed on the page, including the relation-
ships between texts and images, has implications for 
the way that knowledge is translated and received. 
These contingencies are explored throughout the re-
mainder of this thesis.

The exhibition is transformed, via the process of pho-
tography, into nine, postage-stamp-sized, ink-printed, 

31.The most obvious omission is exhibition organiser Ivan 

Rijavec’s Tower project. Although mentioned in Anderson’s 

review, no image is included.

32. Haig Beck, “Exhibition review: New Classicism?,” Transi-

tion, no. 20 (1987): 32.

33. Paul Dourish and Melissa Mazmanian, Media as Materi-

al: Information Representations as Material Foundations for 

Organizational Practice (Oxford University Press, 2013), 9.
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Figure 2. Howard Raggatt, Resurrection 
City II, 1986.

Figure 3. Suzanne Dance, Toy, 1986.

Figure 4. Ian McDougall, Joseph Furphy 
Institute, 1986.
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Figure 5. New Classicism? exhibition as recorded in Transition no. 20 (1987).



reproductions and these provide a visual record. To prepare these images for photo-offset lithogra-
phy—the filter through which images in Transition were necessarily passed—the once brilliant colours 
of Dance’s reappropriated Ajax and Spree cartons have been filtered through a coarse halftone screen 
and compressed into high contrast black and white. Ironically, the models and maquettes—O’Con-
nor’s Toy, Dance’s Arch, and Raggatt’s Resurrection City II—survive this process better than the draw-
ings. The shadows from the gallery lighting is rendered into their three-dimensional forms and passed 
through to their reproduction in ink. The drawings fare worse and are reduced in both quality and 
scale to the degree that they have become almost indecipherable. Their role being to act as markers, 
evidence that a drawing did exist, in some place, at some time.

Like The New Classicism? exhibition, Transition was both ‘collective’ and ‘performative.’ It brought 
groups of architects, students, and academics together and was made, distributed, and received 
collectively Magazines are necessarily hybrid. They never have only a single author because making a 
magazine is a group activity. Assembling Transition required many individuals getting together in the 
real, physical spaces of the city, usually the upper floors of commercial buildings in Melbourne’s CBD, 
which because of their dilapidated condition, could be let at below-market rates. 

Many of the individuals involved as editorial staff, designers, or regular contributors have subsequent-
ly gone on to hold positions of authority and influence within the institutional centres of Australian 
architecture. The enthusiastic young individuals involved in publishing the magazine have become 
many things: government architects; deans and heads of architecture faculties; established senior 
academics; and national and state representatives for the RAIA. Some of the practitioners who run 
Australia’s most established and highly-awarded architectural firms were, in their youth, directly 
involved with Transition.

A Conclusion and some Questions

This chapter has introduced Transition magazine and positioned it within a cultural and historical 
context. It has argued that this publication is worthy of study by considering it as a record, a mediator, 
and a collective cultural object. Through sustained and detailed case-study analysis of Transition, the 
remainder of this thesis addresses five primary concerns:

1) How might architectural magazines assist in the construction of architecture’s disciplinary knowl-
edge—including the appropriation, translation, and distribution of knowledges and practices from 
other disciplines?

2) How might architectural magazines assist in the formation of architectural groups and anti-groups, 
with their attendant languages and anti-languages?

3) How has the aggregation of design practices—made possible through the introduction of new tech-
nologies—transformed design practices in the shared domain between the disciplines of architectural 
and graphic design?

4) How might an architecture magazine act as a ‘material agent’ which, through mediation and mate-
rial resistance, works outside the direct intentions of the people producing it?
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5) How have techniques of representation, processes of production, and relationships between texts 
and images in Transition, assisted in the construction of architecture’s disciplinary knowledges and 
practices in Australia?
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1 . 2  A  C r i t i c a l  R e v i e w  o f  t h e  L i te r a t u re
Chapter 1.1 identified Transition magazine as a research object and provided several reasons why it is 
worthy of study. It also introduced the idea that Transition was operating simultaneously as a histor-
ical record, a mediator of disciplinary knowledge, and a collective object situated within networks of 
cultural activity. 

This chapter (1.2) identifies a scholarly lineage for this research project through a review of the rel-
evant literature. It aims to go beyond simply listing and summarising magazine scholarship to date, 
providing instead a critical assessment, paying special consideration to the strengths, limitations, and 
appropriateness of a variety of scholarly approaches. It addresses three questions: First, what is the 
current state of scholarship and who are the most significant authors? Second, which theoretical and 
methodological approaches to magazine studies are in current use, and how suitable are these for this 
study? Finally, how does existing scholarship relate to work being carried out by scholars working in 
other disciplines—are there possibilities to share knowledge across disciplinary boundaries?

For the remainder of this chapter, the terms ‘journal’ and ‘magazine’ are adopted as synonymous with 
the term ‘periodical’—each deployed according to popular usage to describe categories of serialised, 
non-newspaper publications. As scholars working to give journals and magazines a theoretically 
sound basis for classification note, the distinction between these, and potential subcategories of ‘lit-
tle-magazine,’ ‘academic journal,’ ‘trade magazine,’ ‘professional newsletter,’ and ‘technical magazine,’ 
remains ambiguously problematic.34

An interesting characteristic of architectural periodicals is their relevance to other field of scholarship. 
Students of history, bibliography, sociology, media studies, literary criticism, and journalism all have 
legitimate claims to architectural periodicals as research objects. Even when considered narrowly as 
“historical sources”35 it is unclear whether they are most appropriately categorised under the ‘his-
tory of architecture,’ ‘history of graphic design’, or ‘history of the book.’ This multiplicity and their 
relevance beyond architecture have been obstacles to their coherent analysis because each discipline 
laying claim to this intellectual terrain brings its own classifications, terminologies, and methodolog-
ical ‘toolkits.’ Although the volume of research is expanding, there remains little consensus or shared 

34. For the application of magazines, see, Marcia R. Prior-Miller, “Magazine Typology: Using Operational 

Classification Theory,” in The Routledge Handbook of Magazine Research: The Future of the Magazine Form, ed. 

David Abrahamson and Marcia R. Prior-Miller (New York: Routledge, 2015). 

35. See, Hogben and Fung, “Reading Australian.”
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language which might afford the basis for comparative analysis,36 however, the potential benefits of an 
interdisciplinary approach have been noted by several authors.37

Architectural periodical research is a relatively young field of scholarly endeavour—the first doctoral 
theses were only undertaken in the 1970s.38 That “first wave”39 of magazine scholarship continued into 
the early 1980s, with scholars adopting nineteenth-century architectural magazines as research ob-
jects.40 Hélène Jannière and Steve Parnell have each noted how early forays into magazine scholarship 
tended to consider magazines as transparent historical sources, used to reconstruct the development 
of modern architecture in North America and Europe. A limitation of what have been described as 
“theoretically neutral”41 readings of magazine texts is the tendency to disregard the fact that architec-
tural magazines construct, more than simply record, architectural cultures. Early studies were similar-

36. See, David Abrahamson, “Brilliant Fragments: The Scholarly Engagement with the American Magazine.,” 

in The American Magazine: Research Perspectives and Prospects, ed. David Abrahamson (Ames: Iowa State 

University Press, 1995).

37. Jeremy Aynsley and Kate Forde, “Introduction,” in Design and the Modern Magazine (Manchester, UK: 

Manchester University Press, 2007), 3; Kathleen L. Endres, “Methodological Studies: Interdisciplinarity is the 

key,” in The Routledge Handbook of Magazine Research: The Future of the Magazine Form, ed. David Abraham-

son and Marcia R. Prior-Miller (2015).

38. No theses prior to 1973 were identified. 

The 1976 international conference organised by the Art Libraries Society (ARLIS) and the subsequent edited 

book, were foundational to art and design magazine scholarship. See, Trevor Fawcett and Clive Phillpot, 

eds., The Art Press: Two Centuries of Art Magazines (London: Art Libraries Society; Victoria and Albert Museum, 

1976). 

39. Jannière and Vanlaethem, “Architectural Periodicals,” 46.

40.Several of these early studies focused on César Daly and his Revue Générale de l’Architecture. See, Richard 

Becherer, “Between Science and Sentiment: César Daly and the Formulation of Modern Architectural Theory” 

(Cornell University, 1980); Ann Lorenz van Zanten, “César Daly and the 'Revue Générale De L’Architecture'" 

(Harvard University, 1981). Others considered the early American professional journals, thus reconstructing 

the development of modern architecture in North America. See, Robert Prestiano, “'The Inland Architect': 

A Study of Contents, Influence and Significance of Chicago’s Major Late Nineteenth-Century Architectural 

Periodical" (PhD, Northwestern University, 1973); Mary Woods, “The 'American Architect and Building News' 

1876-1907 “ (PhD, Columbia University, 1983); Susan Doubilet, “A Critical Survey of the Architectural Record 

1891-1938, and the American Architectural Periodicals it Absorbed, 1876-1938” (PhD, Colombia, 1981); Dan-

iel Platt Gregory, “Magazine Modern: A Study of the American Architectural Press 1919-1930” (PhD, Universi-

ty of California, Berkeley, 1982).

41. Jannière and Vanlaethem, “Architectural Periodicals,” 46. See also, Steve Parnell, “Architectural Design, 

1954-1972: The Architectural Magazine’s Contribution to the Writing of Architectural History” (Phd, Universi-

ty of Sheffield, 2011), 65.
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ly inattentive to the position of the magazines within broader histories of print publishing and graphic 
design.42

More recent research has been attentive to the constructive potential of architectural periodicals. Beat-
riz Colomina’s work has been particularly important in examining the reciprocity between architec-
ture and the modern media.43 Colomina argues that modern architecture is a media construct because 
it is only through the mass media and the twentieth century’s “emerging systems of communication” 
that modern architecture was even possible.44 Colomina’s account clarifies the relationship between 
the Modern Movement architects and the media, showing it to be far from ambivalent. Le Corbusier, 
for example, was well aware of the potential of the press to influence society and Colomina’s assess-
ment of the productive relationship between editorial and advertising content of his L’Esprit nouveau 
neatly draws out this connection.45

Kester Rattenbury’s 1989 doctoral thesis reached a similar conclusion about the complex relationship 
between architecture and the media.46 Like Colomina, Rattenbury identified the architectural media 
as construction sites through which architecture—as a social, cultural, and political activity—is pro-
duced. For Rattenbury, architecture is “not just conveyed but actually defined” by the systematic way it 
is represented through “drawings, photographs, newspaper articles, lectures, books, films, conferences 
and theoretical books,”47 and her edited book, This is Not Architecture: Media Constructions,48 high-
lights how the media with its “many forms of representation, with their limitations and biases, feeds 

42. For an historical account of architecture and publishing, see, Mario Carpo, Architecture in the Age of Print-

ing: Orality, Writing, Typography, and Printed Images in the History of Architectural Theory (Cambridge, Mass.: 

MIT Press, 2001). For the relationship between architecture and bibliography, especially the material form of 

the book, see, André Tavares, The Anatomy of the Architectural Book (Zürich; Montreal: Lars Müller Publishers; 

Canadian Centre for Architecture, 2016).

43. Colomina has fostered a new generation of magazine scholars out of the Media and Modernity Program 

at Princeton University.

44. Beatriz Colomina, Privacy and Publicity: Modern Architecture as Mass Media (Cambridge, Mass.: MIT Press, 

1994), 14. 

45. See, Colomina, Privacy and Publicity. Especially, Chapter 4, “Publicity.” Colomina develops her argument 

via a series of investigations into Adolf Loos and Le Corbusier—exploring these key figures of the Modern 

movement through their archives, publicity materials, photographs, and especially Le Corbusier’s periodical 

L’Esprit nouveau.

46. L.K. Rattenbury, “Architecture in the Media” (PhD, Oxford Polytechnic, 1989).

47. Kester Rattenbury, “Introduction,” in This is not Architecture: Media Constructions (London: Routledge, 

2005), xxii. 

48. Kester Rattenbury, ed., This is not Architecture: Media Constructions (London: Routledge, 2005).

30.



directly into the architecture we make and discuss.”49 Thus she asserts that the media defines rather 
than describes architecture. This argument reaches a fascinating conclusion in her extension of this 
logic to architectural theory itself, for she claims that “architectural theory appears as the pinnacle of 
this construction of mediation” precisely because this kind of writing refers to forms of media—in-
cluding other authors and representations—as its main source of interest, over and above architectural 
objects themselves.50

Magazines have been adopted by scholars as either transparent historical sources—as in the earliest 
theses, or as mediating construction sites—as in the accounts of Colomina and Rattenbury. Other 
foundational works have considered how magazines—with their centrality to networks of architects, 
theorists, and institutions—have contributed to the construction of social relations. A sociological in-
terpretation was pursued by Hélène Lipstadt in her doctoral thesis on Daly and his Revue Générale de 
l’architecture, which differs from her contemporaries by arguing that the magazine was more than just 
a source, but was implicated in the social and political realities of those producing it.51 This has been 
expanded in her more recent work which has adopted the sociology of Pierre Bourdieu as a means of 
providing a fully developed sociological account of architecture as a “field” of cultural production.52

The Object of Magazine Studies(?)
A foundational survey shows that, even when carried out by scholars of architectural history and 
theory, this field is very diverse in interests and methods. As scholarship into architectural magazines 
has become more established, a number of international conferences have included sessions specif-
ically relating to magazines.53 Several research symposia dedicated to architectural magazines since 
the mid-1970s provide convenient ‘core-samples’ of the methodologies and interests characterising 

49. See, Rattenbury, “Introduction,” xxiii. Problematising Nikolaus Pevsner’s infamous aphorism about the 

distinction between a bicycle shed and Lincoln Cathedral, Rattenbury asserts: “if he’d only put the bicycle 

shed in one of his books, it would have become architecture.” Rattenbury, “Introduction,” xxii. For the original 

claim as made by Pevsner: See, Nikolaus Pevsner, An Outline of European Architecture (Middlesex England: 

Penguin, 1964), 15.

50. Rattenbury, This is not, xxiv.

51. Hélène Lipstadt, “Pour une Histoire Sociale de la Presse Architecturale: la Revue Generale de l’Architec-

ture et Cesar Daly (1840-1888)” (PhD, Ecole des Hautes Etudes en Sciences Sociales, 1979).

52. Hélène Lipstadt, “The Building and the Book in César Daly’s Revue Générale de l’Architecture,” in Architec-

tureproduction, ed. Beatriz Colomina and Joan Ockman (New York: Princeton Architectural Press, 1988). See 

also, Hélène Lipstadt, “Can ‘Art Professions’ Be Bourdieuean Fields of Cultural Production? The Case of the 

Architecture Competition,” Cultural Studies 17, no. 3-4 (2003).

53. The European Architectural History Network (EAHN) 2014 conference in Turin Italy for example had ses-

sions dedicated to: “The Published Building in Word and Image;” and, “The Medium is the Message: The role 
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the field at any point in time.54 The (2004) conference, Architectural Periodicals in the 1960s and 1970s: 
Towards a Factual, Intellectual and Material History, at the Canadian Centre for Architecture (CCA), 
Montreal, is particularly significant in the development of scholarship in this area and a useful refer-
ence point.

In their introductory essay to the Montreal conference proceedings, Hélène Jannière and France Van-
laethem provide a critique of architectural magazine scholarship.55 They argue that researchers were, 
at the time of their writing, still searching for a methodological approach suitable for architecture’s 
magazines: in their words, the field was yet to “define its object of research.”56 As a critical assessment 
of scholarly research dedicated to architectural publications up to the end of the twentieth century, 
Jannière and Vanlaethem’s “methodological essay,” is exemplary. Read in conjunction with the bib-
liography of books and articles related to architectural magazines included in that publication,57 the 
volume provides a rigorously researched, although not exhaustive, assessment of the state of magazine 
scholarship at the turn of the century.58 Focusing their review around research colloquia held between 
1976 and 2005,59 they argue that in spite of three decades of dedicated research, a fundamental ques-
tion remains to be answered: “What, in fact, is the object of the study of magazines, the one that most 
effectively expresses its specificity?”60 Pointing to the material nature of magazines—their typography, 
layout, graphic content, and text-image relationships—they argue that their material form has been 
overlooked by scholars.

Given the contribution to magazine scholarship provided by that work, it is not necessary to repeat 
here Jannière and Vanlaethem’s bibliographic exercise. Rather, the remainder of this chapter builds 
on that work, updating it to account for subsequent scholarship, and considering literature omitted 
from previous compilations. Work on Australian periodicals, which have a particular relevance to this 
study, are given special consideration.

54. This is consistent with a point made by Hélène Jannière and France Vanlaethem. See, Jannière and Vanla-

ethem, “Architectural Periodicals,” 42.

55. Note that the proceedings were only released in book form in 2008 after a four year interregnum.

56. Jannière and Vanlaethem, “Architectural Periodicals,” 60.

57. “Architectural Periodicals.”

58. Jannière and Vanlaethem, “Architectural Periodicals,” 42.

59. Jannière and Vanlaethem consider as most significant: i) the 1976 international conference held in Lon-

don and organised by the Art Libraries Society (ARLIS) and the subsequent edited book; ii) the symposium 

The Building and the Book: Architectural Publishing in America, at Colombia University (1986); iii) the sympo-

sium at the Yale School of Architecture on the Yale periodical Perspecta (2000); iv) a study day held at the 

College de France, Paris, by the Ecole nationale des Chartres (2000) which adopted techniques from analytic 

bibliography; and iv) another French language colloquia, Les avatars de la ‘litterature’ technique. Formes 

imprimees de la diffusion des savoirs lies a la construction—a event joinly organised by the Centre d’histoire des 

techniques and the Institute national d’histoire de l’art and the CCA (2005). Jannière and Vanlaethem, “Archi-

tectural Periodicals,” 42-45.

60. Jannière and Vanlaethem, “Architectural Periodicals,” 60-61.
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Projects of Magazine Collection: Classification, Reconstruction, and 
Resurrection

In a preface to the Montreal conference proceedings, Gerald Beasley and Alexis Sornin categorise 
the divergent research therein, breaking it up into three distinct methodological approaches: “close 
reading, graphic analysis, or archival research.”61 While classification according to methodological ap-
proach is valid, it is true that most magazine research has been some imprecise mixture of this tripar-
tite schema. An alternative way to classify magazine research would be to group scholarship according 
to its aims or ‘ends,’ rather than methods or ‘means’—thus recognising that scholarly research is itself 
a productive activity through which disciplinary knowledge is constructed. 

In this chapter, magazine research is categorised into two kinds of projects:

1) Projects of Magazine Collection: ‘Classification’, ‘Reconstruction’, and ‘Resurrection’

2) Projects of Magazine Theory: ‘Linguistic’, ‘Sociological’, and ‘Materialist’

This admittedly imperfect method of classification is an alternative to Beasley and Sornin’s methodo-
logical grouping, providing another way of parsing magazine research. It highlights that, in the decade 
since the Montreal conference, and despite a proliferation of magazine studies, the field is still not 
much closer to defining its elusive object of study.

Projects of Classification
A number of recent scholarly works have demonstrated a common interest in establishing the limits 
of the field of magazine studies. These projects of magazine classification are boundary-drawing 
exercises, concerned less with interpreting the content of magazines per se than with assembling their 
raw data. Jannière’s bibliography might be considered as such a project. In seeking to collate magazine 
research, including that from non-Anglophone researchers, it provides a valuable resource in-and-of-
itself. Such projects provide a baseline for comparative analysis and data for other interpretive work.62 

A survey of the field of Latin American journals carried out for the 2001 publication, Revistas de Ar-
quitectura de America Latina63 constitutes another potentially useful resource, however, copies of this 
publication are not widely available outside of South America. The recent (2015) conference The Site 
of Discourse: Thinking Architecture through Publication, Lisbon, Portugal, was the latest international 

61. Gerald Beasley and Alexis Sornin, “Preface,” in Architectural Periodicals in the 1960s and 1970s: Towards a 

Factual, Intellectual and Material History, ed. Hélène Jannière, Alexis Sornin, and France Vanlaethem (Canada: 

Institut de recherche en histoire de l’architecture, 2008), 11.

62. An update to the bibliography compiled by Jannière during her PhD. See, Hélène Jannière, “Representer 

et diffuser l’architecture moderne: les revues francaises et italiennes, 1923-1939” (PhD, Ecole des Hautes 

Etudes en Sciences Sociales, 1999).

63. Ramón Gutiérrez, Patricia Méndez, and Florencia Barcina, eds., Revistas de Arquitectura de América Latina, 

1900-2000 (San Juan, Puerto Rico: Nueva Escuela de Arquitectura, Universidad Politecnica de Puerto Rico, 

2001).
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symposia dedicated to architectural magazine research. This event, part of the larger Site of Discourse 
Research Project, claims to be undertaking a scientific study of architectural publications built on a 
“strong empirical base” using georeferencing, timelines, and indexation to consider periodicals, espe-
cially those connected to Portugal.64 As the proceedings from that conference are still to be released, 
and research from the broader project has not yet emerged, it is difficult to assess how successful it has 
been in its scientific aims. This interest in the scientific study of architectural magazines does however 
sit within an historical lineage, for as early as 1975, the German librarian, Rolf Fuhlrott, had proposed 
a ‘scientific’ approach—adopting techniques from analytic bibliography for magazine classification 
and indexation.65 It is also notable that online cataloguing, indexing, and scanning endeavours are 
now appearing with projects such as USModernist Library, and The Building News slowly increasing 
the numbers of architecture magazines available for scholarly research.66

Projects of classification have not been restricted only to scholarly research. Although the physical 
archive of the globally-touring Archizines exhibition has been transferred to the National Art Library 
of the Victoria & Albert Museum, the project also maintains a curated, online archive.67

Although exercises in collecting magazine metadata are not specifically concerned with interpreta-
tion, they are still constructive. Bibliographies and indexes of architectural magazines perform an 
analogous role to the various anthologies and compendia of architectural writing which have worked 
to canonise certain texts and authors in recent decades—a phenomenon that has been noted by sever-
al authors.68

There are potential benefits that might arise out of these projects of classification. Most notably, they 
provide a basis for comparative analysis and allow tracking of ideas across cultures, geographies, 
and time. These exercises in collecting and categorising the raw data of the field are also considered 
by some to constitute a necessary precursor to interpretive work. In their analysis of the Australian 
professional journal The Salon, Hogben and Fung claim: “This journal, well-known to most historians 
of Australian architecture, is the only one which has been indexed in detail, and so can facilitate our 

64. The Site of Discourse, accessed July 30, 2017, http://sitediscourse.org/archive/.

65. See, Rolf Fuhlrott, Deutschsprachige Architekturzeitschriften: Entstehung und Entwicklung der 

Fachzeitschriften für Architektur in der Zeit von 1789-1918 [German-language Architectural Magazines: The 

Origins and Development of Magazines Specializing in Architecture from 1789 to 1918] (Munich: Verlag Doku-

mentation, 1975).

66. See, USModernist, accessed March 3, 2018, www.ncmodernist.org; The Building News, accessed March 3, 

2018, www.builderindex.org.

67. Bibliographic data is included on this site with links to the ‘zines’ themselves. See, Archizines, accessed 

June 6, 2016, http://www.archizines.com/About

68. For the role of anthologies in introducing foreign authors into Australia see, Kaji-O’Grady and Willis, 

“Conditions, Connections,” 221-23. For the role of anthologies in “memorialising the writings” of certain au-

thors, see Karen Burns, “Ex Libris: Archaeologies of Feminism, Architecture and Deconstruction,” Architectural 

Theory Review 15, no. 3 (2010): 248.
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work.”69 Such claims lead one to consider what exclusion from an index or bibliography might pre-
suppose? The criteria according to which particular magazines are selected for indexation are indeed 
important because these choices shape the boundaries of disciplinary knowledge. Being left out of 
bibliographies and collections may effectively relegate a magazine to a state of academic purgatory 
where it is unavailable for interpretive work.

Projects of Reconstruction
It has not been unusual for magazines to print distilled versions of their own histories at significant 
historical moments. These provide a way of both ‘taking stock,’ and revisiting significant moments in 
the discipline as refracted through the magazine. The Architectural Review and Architects’ Journal are 
two English-language examples which both published a condensed version of their own history in 
celebration of their respective centenary years.70 Philip Goad’s review of Architecture Australia is an 
analogous Australian example.71 Also published on the occasion of a one-hundredth birthday, Goad 
claims that professional journals like Architecture Australia “mirror the shifting tastes, passions and 
practical issues facing a group of professionals,” and importantly, “[w]hen collected together, such 
publications become critical historical documents that depict the development and shaping of a pro-
fession.”72

The ability to publish a condensed revision of one’s own history is unique to the periodical format 
which, in being serially published, is able to look back at key intervals and comment on its own past. 
A common feature of magazines subjected to stock-taking exercises is their longevity of publication. 
To have sufficient stock to account for, requires an extended publication span, thus linking this kind 
of project to long-running professional magazines such as the three examples above, each of which 
having achieved one-hundred years continuous publication.73

69. Hogben and Fung, “Reading Australian,” 17. For the indexation of The Salon, see, Desley Luscombe and 

Stanislaus Fung, The Salon (1912-1917): Studies and Indices (Sydney: RAIA Professional Development Unit, 

1996). Hogben and Fung see their work as a continuation of the approach of Susanne Lichtenstein’s read-

ing of Architectural Record. See, Susanne Lichtenstein, “Editing architecture: 'Architectural record' and the 

Growth of Modern Architecture, 1928-1938” (PhD, Cornell University, 1990).

70. Lyall Sutherland, “The Architects’ Journal Centenary Issue,” Architects’ Journal, no. March 9 (1995); Lyall 

Sutherland, “The First 100 Years,” Architectural Review, no. May (1996). This observation made by Parnell, 

“Architectural Design,” 62-63.

71. Philip Goad, “One Hundred Years of Discourse: Architecture Australia 1904-2004,” Architecture Australia 

93, no. 1 (2004).

72. Goad, “One Hundred Years,” 19.

73. Long-running professional magazines have also been the subject of monographic studies and the 

reprinting of selected material. See, David Travers, Arts & Architecture, 1945-1954: The Complete Reprint, ed. 
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(Hong Kong; Los Angeles: Taschen, 2006).
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These short histories, which are necessarily condensed to fit editorial constraints, have a constructive 
effect in the way that both ‘the history of architecture’ and ‘the history of the magazine’ is rewritten. 
Although Goad argues for their status as “critical historical documents”74 there are some particulari-
ties in the way these reconstructions present magazine histories. Their necessary brevity requires them 
to emphasise several key themes at the expense of many other minor ones, to celebrate the major play-
ers to the exclusion of the myriad small and anonymous contributors, and to recast the journal into 
an unfolding history developing toward an immanent present presupposed by the time the author is 
writing.75 Notably, these texts are more celebratory than critical. Indeed, they represent an ambiguous 
mix of genres—sitting somewhere between editorial, reportage, and self-promotion.

Projects of Resurrection
A number of recent projects have aimed to resurrect the pamphlets and periodicals of progressive, 
avant-garde architects and theorists of the twentieth century: architecture's so-called ‘little magazines.’ 
The term ‘little,’ is important, as this condition of littleness has become a prevalent, if vague, classifica-
tory designation for subsequent researchers.76 Denise Scott Brown introduced the term to architectur-
al writing in her 1968 article “Little Magazines in Architecture and Urbanism.”77 Prefacing her assess-
ment of the magazines of the 1960s with an historical account of the magazines of the early European 
Modern Movement—L’Esprit nouveau, De Stijl, and G—Scott Brown argued that some periodicals in 
her own era were fulfilling a similar avant-garde role.78 For Scott Brown, little magazines act as both 
“weather vane[s] for the profession” and an opportunity for young practitioners to experiment.79 Her 
description is worth quoting in full:

74. Goad, “One Hundred Years,” 19.

75. Goad, selects as his key themes: “Excellence in Architecture,” “Humour and Satire,” “The Place of the City,” 

and “Issues of Difference.” He reinforces the significance of figures such as George Sydney Jones, Arthur 

Stephenson, Glenn Murcutt, and Robin Boyd and focuses on the graphic design of the most striking covers 

especially “Kate Gollings’ portraits of well-known Australian architects [which were used] to market the mag-

azine.” Goad, “One Hundred Years,” 26.

76. There is general scholarly consensus that the usage of the term ‘little’ refers to the independent literary 

periodicals of the early twentieth century with Margaret Anderson’s The Little Review deemed especially sig-

nificant. See, Véronique Patteeuw, “Architecture, Writing and Criticism In The 1960s And 1970s,” Architectural 

Theory Review 15, no. 3 (2010): 283. For an historical account of these literary publications refer, Ian Hamil-

ton, The Little Magazines: A Study of Six Editors (London: Weidenfeld & Nicolson, 1976). 

For an attempt at establishing definitive criteria for the condition of ‘littleness’ in architectural magazines 

see, Patteeuw, “Architecture, Writing,” 286.
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Planners 34, no. 4 (1968).
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Little magazines are usually one-track—led by one guiding spirit, trying 
to make one point, the vehicle of a single school of thought, and usually 
representing that school at its most iconoclastic. Little magazines are often 
scurrilous, irresponsible, and subversive of the existing order. They are writ-
ten by young men and often emanate from the schools; a school may have 
its own vehicle, glossy and well-turned, and in its back rooms be supporting 
unofficially, this other venture. Little magazines are hand-made and usually 
ill-kempt in appearance, but with a certain flair. They may attempt to follow 
in layout and graphics the same style that they preach in their content, or 
the style of an art movement sympathetic to their cause. They are badly 
distributed and marketed and difficult to obtain even by direct approach to 
their authors. And they are short-lived.80

In being "short-lived" these avant garde periodicals do not make suitable candidates for the self-reflec-
tive stock-taking exercises considered above—their brevity simply does not provide sufficient stock 
to account for. These avant-garde periodicals have however, been subject to their own reconstructive 
projects over the past decade, and a number have even been granted a kind of ‘second-life’ through 
facsimile reproduction in book form. Scholarly interest in architectural magazines has seen the release 
of reissues, translations, reproductions, reading guides and compendia, essentially resurrecting these 
historic documents and sometimes the reputations of their authors for a new generation of readers. 
Beneficiaries of this treatment include a translation of G into English;81 an edited reading guide to the 
IAUS journal, Oppositions;82 and a translation of key texts and projects of the French Utopie group.83 
The magazines ABC,84 Sovremennaia Arkhitektura,85 and Veshch/Gegenstand/Objet86 have all been 
recipients of similar attention in recent years. Although the avant-garde little-magazines have been the 
primary beneficiaries of these resurrection projects, scholarly journals such as Yale’s Perspecta,87 and 
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83. Craig Buckley and Jean-Louis Violeau eds., Utopie: Texts and Projects, 1967-1978, (London: Semiotexte, 

2011).
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professional journals, including Arts & Architecture,88 and Domus have also recently benefited from 
reconstruction in facsimile form.

The most significant recent, large-scale research project dealing with the avant-garde magazines of the 
twentieth century has been Clip/Stamp/Fold project, carried out by Colomina and a group of post-
graduate students working within the Media and Modernity program at Princeton University. Clip/
Stamp/Fold was a multifaceted affair that engaged with a range of media formats, including a series of 
travelling exhibitions,89 interviews with key respondents, and the 2007 conference, Little Magazines: 
Then and Now 192x to 200x at Princeton. It culminated in the 2010 publication of Clip/Stamp/Fold: 
The Radical Architecture of Little Magazines 196x to 197x—a compendium of talks and interviews and 
representation of graphic content from many of the magazines surveyed. Also emerging out of this 
project have been doctoral theses by project participants many of whom have relied on Clip/Stamp/
Fold interviews as primary sources.90

In their introduction, co-editors, Colomina and Craig Buckley, describe the emergence of the 
self-published, small-circulation magazines of the 1960s and 1970s as an “exuberant moment”91 in 
post-World War II architectural culture. The reconstructive agenda of their own project is explicit 
as they claim theirs as “an attempt to recover” this heady era.92 Others involved in the project have 
had similarly instrumental intentions. Interviewed about his role with the radical magazine October, 
art-critic and historian Hal Foster warns against the foreclosure implicit in the “premature historici-

88. See, Travers, Arts & Architecture; Charlotte Fiell and Peter Fiell eds., Domus 1928-1999, (Taschen, 2006).
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sation” of the magazines of the 1980s,93 because the publications of that period—including his own—
remain an open project. Rather than allowing these magazines to be “murdered once more”—which 
Foster believes will happen if they are turned into “doctoral projects one by one”—he argues that they 
be granted a second-life—“allowed to rise again.”94 

Parnell has been critical of the work emerging out of the Clip/Stamp/Fold project, arguing that it:

Neglects any methodological primer and deracinates any inclination of 
architecture being a political entity in favour of a hagiography of editors’ 
biographies via interviews, a tendency to gravitate to the celebrated names 
of today, an obsession with the magazines’ covers and preference for pro-
duction methods and technologies over actual content.95

Rattenbury has been more restrained in her critique—although in her review of the exhibition at the 
AA in London (2006), she recognises that the ‘recovered’ architects and theorists featured are “roughly 
the same people that are operating today: Peter Cook, Kenneth Frampton, Rafael Moneo, Oriol Bohi-
gas, Hans Hollein, Cedric Price, Peter Murray, Bernard Tschumi, Anthony Vidler, Peter Eisenman, 
Steven Holl and Colomina herself all figure in this story.”96 Rattenbury also acknowledges the project’s 
reconstructive agenda, suggesting that: 

Its formula of success—its cunning, research-savvy format, its primary fixa-
tion on the recent past, its economical styling, its placing of style before con-
tent, its shift from raw, unfettered language and idea to mannered research 
[…] probably tells us more about our own time than about theirs.97

Alongside these reproductions have emerged autobiographical accounts, by now established academ-
ics, reflecting on their formative experiences with iconoclastic publications. Sanford Kwinter’s account 
of his involvement with the independent publication Zone, for example, provides a fascinating insight 
into the architectural culture of the 1980s and ‘90s, uncovering a period of intense debate and insti-
tutional consolidation.98 Joan Ockman’s autobiographical narrative of her time as an editorial staff 

93. “New York-Paris: Yve-Alain Bois, Hal Foster, and Rosalind Krauss discuss October, Macula, and Zone, Store-
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member of Oppositions is an intriguing fly-on-the-wall account.99 So too is Suzanne Frank’s edited 
“insider’s memoir” of the IAUS—a chapter of which is given over to consideration of Oppositions as 
“the little magazine that was the chief mainstay of the Institute’s reputation.”100

Early on, Colomina recognised the productive relationship between artists, architects, and the media, 
arguing that the avant-garde of the early twentieth century “saw in publishing, exhibitions, and public 
events another context of production.”101 She cites the publication of the Futurist manifesto on the 
front cover of the Le Figaro newspaper, “before there was anything that had materialised as Futurist 
art,” as evidence that media constructions have “often preceded the artistic product itself.”102 It is useful 
to turn Colomina’s recognition of the productive capacity of the architectural media back on projects 
like Clip/Stamp/Fold. What are the implications of granting periodicals a second-life through their 
‘re’-reproduction in book form? If, as Colomina has suggested, publications are capable of preceding 
artistic production itself, what are the effects of these retrospective, rearguard, republishing projects?

A difficulty inherent in all the projects considered above is that they run the risk of lapsing into 
nostalgia or apologia. Projects like Clip/Stamp/Fold have been successful in resurrecting some major 
players and admitting them back onto the field, but as Rattenbury and Parnell have each recognised, 
they have done so in ways that tend to reinforce, rather than challenge, current hierarchies and rela-
tionships. Autobiographical accounts by architecture’s celebrated elites struggle to retain their critical-
ity, while narratives retold by individuals connected to an original publishing project can even become 
overtly instrumental—engaging in a project coterminous with that of the original publication.103 In 
the reading guides and primers, like those published for Oppositions and Perspecta, selective editing 
cannot help but to canonise certain authors at the exclusion of others, while introductions that in-
struct the reader on how to read the texts that follow, implicate republished magazines in an ongoing 
project which is still very much alive.

Projects of Magazine Theory: Linguistic, Sociological, and Materialist

The ‘projects of magazine collection’ studies above have in common attempts to demarcate the field 
of magazine scholarship and resurrect its players. What they do not attempt is a systematic, critical 
examination of architecture and its institutions as these have been related to the production and re-

99. Ockman, “Resurrecting the Avant-Garde.”
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ception of magazines. A second group of projects are unified by their attempts to do just that. Extend-
ing the early critical interests of Colomina, Rattenbury, Lipstadt, and Lichtenstein,104 a more recent 
generation of scholars have continued to interpret architecture’s practices and institutions through 
consideration of its magazines. In doing so, a number of distinct theoretical trajectories have been ex-
plored, making it necessary to consider these ‘projects of magazine theory’ within the broader context 
of contemporary architectural theory.

In their assessment of the field of contemporary architectural theory, Hilde Heynen and Gwendolyn 
Wright argue that it was not until after the 1970s that architectural theory developed into “a full-
fledged, full-time academic discipline.”105 This development they relate to the influence of poststruc-
turalist literary theory, and nascent radical social and political agendas,106 the result of which being the 
emergence of a “fluid and diverse field of multiple, sometimes incommensurable theories” and along 
with it the recognisable figure of the specialist “architectural theorist,” who in disciplinary terms, 
“became increasingly detached from the practising architect.”107 In tracing the emergence of theory 
and the figure of the theorist, Crysler, Cairns, and Heynen similarly relate the distribution of theory, 
and especially its “modes of production and dissemination,” to the circulation of printed texts108 be-
cause it has been through “publications, conferences, and courses” that architectural theory has been 
translated and disseminated.109 Especially significant in the transmission and translation of nascent 
architectural theory have been periodical publications—with Oppositions and Assemblage (USA), AA 
Files (UK), Archis (Netherlands), and Lotus International (Italy) foremost among them.110

Acknowledging the debt that contemporary architectural thinking owes to these publications, it is 
worthwhile considering how architectural theory relates to media production, especially in light of 
Rattenbury's assertion that it is architectural theory itself that emerges as the “pinnacle” of the “con-
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struction of mediation.”111 This claim is indeed significant for the study of architectural magazines, 
because in accepting it, one is lead to the conclusion that writing about architectural magazines is, by 
definition, a form of architectural theory. As a metadiscourse and a kind of writing about architecture 
that always already comes ‘pre-mediated,’ it necessarily implicates an author in a type of architectural 
theorising, meaning that even purportedly neutral histories of architectural magazines are already 
arguably ‘doing’ architectural theory. 

In architectural magazines, historiography and criticism of architectural objects is regularly inflected 
and transformed by the lenses afforded by disparate theories, meaning that any discourse constructed 
is inherently theoretical. Mitchell Schwarzer, for instance, has argued that Oppositions (1973-1984) 
and Assemblage (1985-2000) were each instruments used to “reformulate the linkages among architec-
tural history, theory, and criticism.”112 The inherent 'messiness' of architecture's magazines and their 
tendencies to mix established genres, makes it difficult to separate out different kinds of architectural 
discourse into neat categories: criticism, historiography, theory. This thesis therefore, does not distin-
guish precisely between such genres, because, as is shown in the analysis of Transition in Section 2, 
magazine texts are themselves, in many cases, difficult to neatly categorise according to genre.113 

It is true that architectural magazines might be of special interest to architectural historians and theo-
rists, and perhaps of limited interest to other scholars, however, architectural theory also carries with 
it disciplinary peculiarities which are amplified when applied to the study of architectural magazines. 
To complicate matters, the magazines which are studied using the knowledges of architectural theory 
have traditionally been some of the most fecund pools from which these ideas were borne into archi-
tectural debate in the first place. 

Accepting that this intellectual field remains changeable and undecided, it is useful to consider re-
search projects on architectural magazines in relation to how their various authors have engaged with 
distinct theoretical trajectories, termed here: ‘linguistic,’ ‘sociological,’ and ‘materialist.’ Although this 
thesis employs interdisciplinary methods, by recognising its own position in relation to these trajecto-
ries of disciplinary thought makes, is above all else, a work of architectural theory.

Linguistic Trajectory
Jannière has also recognised the influence of architectural magazines on the development of nascent 
architectural theory. In her study of the French reviews, she argues that L’Architecture d’Aujourd’hui 
and Architecture Mouvement Continuité were essential to developing architectural criticism, which 
was at the time still “a la recherche de ses instruments [‘in search of its instruments’ (author’s transla-
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tion)].”114 As these periodicals cycled through theories and concepts from sociology, anthropology, 
semiotics, and the natural sciences, they eventually consolidated into “les reflexions sur l’architecture 
comme langage | reflections on the nature of architecture as a language [author’s translation].”115 This 
is manifest in a recourse to either Italian typo-morphological analysis, or linguistics and semiotics 
under the influence of Robert Venturi, Geoffrey Broadbent, and Charles Jencks’ interest in signs and 
meaning.116 The so-called ‘linguistic turn’ in architectural theory, signalled by this attention to archi-
tecture as a kind of language, has a half-life still evident in contemporary scholarship of architectural 
magazines.

The idea of architecture as a form of language, introduced by Jencks, Baird, and Venturi,117 was based 
on an appropriation and interpretation of aspects of the ‘Paris School’ of structural or formal lin-
guistics. Linguists working in other traditions have noted the prevalence with which “ideas from the 
domain of linguistics” came to be applied “to non-linguistic modes of communication.”118 In archi-
tecture, as in the visual arts, the Semiology of Swiss linguist Ferdinand de Saussure has at times, been 
conflated with the Semiotic of American pragmatist philosopher Charles Sanders Peirce—the two 
amalgamated as a way of reading architecture as a formal communication system.119 Linguists working 
within the tradition of the East Anglia School of Critical Linguistics, who have been influenced by the 
functional linguistics of M.A.K. Halliday120 have noted the peculiar way this thinking has been adopt-
ed in the arts, particularly in university courses in “media studies, art, and design” where it is still 
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widely taught “under the heading ‘semiology.’”121 Gunter Kress and Theo van Leeuwen for instance, 
argue that students in art, design, and architecture courses continue to learn a hybrid form of formal 
linguistics which can be traced to this marriage of Peirce and Saussure and are regularly instructed 
in concepts of “‘langue’ and ‘parole;’ the ‘signifier’ and the ‘signified;’ ‘arbitrary’ and ‘motivated’ signs; 
‘icons,’ ‘indexes’ and ‘symbols.’”122 This they regard as pedagogically inconsistent, given that the struc-
tural inflection of semiology has, in many of these departments, been broadly substituted by post-
structuralism.123

As students and scholars in architecture departments began to ‘deconstruct’ these formal systems of 
language during the 1980s and ‘90s they were following a pattern established in literature departments 
a decade or so earlier.124 The influence of French literary theorists Jacques Derrida and Roland Barthes 
was keenly felt in Anglophone universities, where it was facilitated by theoretical journals and prim-
ers which translated literary ‘deconstruction’ into terms comprehensible to architects.125 Although 
the emphasis in deconstruction diverges from the linguistics favoured by Venturi, Baird, and Jencks, 
architecture’s role as a formal communication system remains intact.126

An understanding of both architecture and architectural magazines as constituting semiotic systems 
which might be decoded either by methods of critical close reading or deconstruction has underwrit-
ten some architectural magazine scholarship. Colomina’s critical reading of Le Corbusier and Adolf 
Loos in Privacy and Publicity is a foundational example.127 In it, architects, Loos and Le Corbusier, are 
granted authorial agency over the meanings they code into the media they create, while it is the task 
of the researcher to decode what they meant. 

There are reasons why semiology might be an appropriate technique for analysing architecture maga-
zines. Because they are full of linguistic signs—written and visual—they are clearly a kind of language. 
There are also potential difficulties with a strictly semiological approach, including the potential to 
overstate the agency of authors and understate the ways in which a material object might construct 
its own meanings. In concentrating on the meaning of texts alone, linguistic analysis is also overly 
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hermeneutic, paying insufficient attention to the networks of production, distribution, and reception, 
which are inseparable from practices of architectural publishing. Bibliographer Donald McKenzie 
has also noted that, in being ‘speech-based,’ Saussure’s linguistics has overlooked other “formalised 
languages” that are non-verbal, arguing that “dialects of written language—graphic, algebraic, hiero-
glyphic, and […] typographic—have suffered an exclusion from critical debate about the interpreta-
tion of texts because they are not speech-related.”128

While still interested in language and texts, other contemporary magazine research has developed 
from a different theoretical basis. Poststructuralist theory, and in particular the writing of the French 
philosopher of history, Michel Foucault, has characterised architectural theory since his appropriation 
by theorists during the 1980s. Foucault’s description of the institutions of the hospital and the prison 
were initially disseminated within architecture by the Italian architectural historian Manfredo Tafu-
ri,129 but it was only after Foucault was translated and made useful in articles in architectural period-
icals that the full potential of his theories to architecture, was recognised. In simplifying Foucault’s 
notion of “discourse,” and “discursive formations,”130 into terms that made sense to architects, texts 
such as Paul Hirst’s “Foucault and Architecture”—published in AA Files in 1993— continued to claim 
for architectural objects a place in a linguistic system.131 Hirst claimed, “buildings or groups of struc-
tures can be regarded as statements, and their relations to discourses specified,”132 thus ensuring that 
architecture continued to be considered as a kind of language even though it was one in meaning was 
socially constructed rather than formally structured.

Hogben and Fung’s foundational work on architectural magazines acknowledged the importance of 
Foucault’s thinking, arguing that in “[d]rawing on the work of Michel Foucault and Roland Barthes, 
it would be possible to delineate the specific features of the discussions published in architectural 
journals and to articulate their changing regularities.”133 Presupposing their own interests in decided-
ly Foucauldian terms, they concerned themselves with “tracing the thresholds of statements” in The 
Salon which they characterise as a site “for enunciation” within the discipline.134 Crysler’s research on 
architectural periodicals also relies on an interpretation of Foucault, adopting notions of discourse, 
and its relationship to institutional knowledge to describe how in the decades 1960 to 2000 archi-
tectural journals helped establish the limits of architecture’s institutional knowledge.135 For Crysler, 

128. D. F. McKenzie, Bibliography and the Sociology of Texts (Port Chester, NY: Cambridge University Press, 

1999), 34.

129. Heynen and Wright, “Introduction,” 42.

130. Foucault, Archaeology 121.

131. Paul Hirst, “Foucault and Architecture,” AA Files, no. 26 (1993).

132. Hirst, “Foucault and Architecture,” 52. 

133. Hogben and Fung, “Reading Australian,” 15.

134. Hogben and Fung, “Reading Australian,” 17.

135. C. Greig Crysler, Writing Spaces: Discourses of Architecture, Urbanism, and the Built Environment, 1960-

2000 (New York: Routledge, 2003), 4. 

45.



journals constitute “academic gatekeepers” which limit the boundaries of what it is possible to both 
say and know,136 meaning that they are part of what Foucault would term a “field of stabilization”, 
through which the “enunciation” of certain statements is made possible in certain contexts and at 
certain times.137

An argument against this understanding of ‘discourse’ is that it may have the unintentional con-
sequence of turning material ‘things’ into immaterial ‘statements.’ When Hirst claims that “a dis-
course—a ‘discursive formation’—refuses the obvious distinction between a brick and a word; both 
may be elements of a discourse,”138 he uses Foucault to dissolve even something as solid as masonry 
into a linguistic element, interpretable alongside other linguistic elements. This dematerialising 
impulse is evident in Crysler’s consideration of the Journal of the Society of Architectural Historians; 
Assemblage; Traditional Dwellings and Settlements Review; International Journal of Urban and Re-
gional Research; and Society and Space.139 In emphasising discursive formations, what is missing from 
Crysler’s account is any material trace of the journals themselves. The recognition that they are bound, 
printed, distributed, three-dimensional objects, which circulate within groups, and are related to 
other material entities, is absent from this discourse-reliant interpretation. Aside from a photographic 
reproduction of a front cover of each title, marking the beginning of each chapter of Writing Spaces, it 
seems to be taken as inconsequential that the discursive formations only become visible because they 
were first laid down in wet ink, on sheets of pulped and bleached timber, which were subsequently 
folded trimmed, bound, and mailed out to subscribers.

Pre-empted by developments in the field of the Science and Technology Studies (STS), social scien-
tists, archaeologists, and other scholars of material cultures have become increasingly critical of the 
scholarly emphasis on language around the end of the twentieth century.140 Some have even argued 
that this emphasis has had the unintended consequence of “marginalising objects and hiding materi-
ality from view.”141 An overly linguistic interpretation of social relations is targeted by particle-physi-
cist-turned-sociologist, Karen Barad who writes, “Language has been granted too much power,” be-
cause within contemporary scholarship it seems that, “Language matters. Discourse matters. Culture 
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matters. There is an important sense in which the only thing that does not seem to matter anymore is 
matter.”142 

Some theorists studying architecture magazines have become aware of the need to include materiality 
into their account, and recent magazine scholars have thus adopted another of Foucault’s concepts: 
the dispotif, and especially its interpretation in terms of the “apparatus” by Italian philosopher Giorgio 
Agamben.143 Hsieh and Buckley have each adopted these concepts in their magazine research. For 
example, by drawing on the dispotif and apparatus in the context of the Japanese New Wave magazine 
Architext, Hsieh considers the magazines as part of “a strategic network” that included “a heterogene-
ous set of elements, including discourses, institutions, architectural forms, philosophical propositions, 
and so forth.”144 Buckley, on the other hand, adopts an union of Foucault’s dispotif and Louis Althuss-
er’s appareils ideologiques as the theoretical bases for his notion of the “graphic apparatus,”145 through 
which he describes the implications of collage and photomontage in various social and geographic 
contexts.

As well as materialist arguments, there have also been linguistic objections to the way that Foucault’s 
notion of discourse has been applied—criticisms particularly relevant here. Norman Fairclough, a lin-
guist in the tradition of Halliday, is broadly sympathetic with Foucault’s examination of the relation-
ship between language and institutional power, however, he has argued that there are difficulties in 
the way that Foucault has been adopted.146 Instead Fairclough adopts Halliday’s social semiotic theory, 
describing his approach as falling within a tradition of textually oriented discourse analysis, distin-
guishable from discourse analysis in the social sciences in the tradition of Foucault which “generally 
pay little close attention to the linguistic features of texts.”147 Because textually oriented discourse anal-
ysis limits itself to linguistic objects, it provides a robust notion of discourse visible in actual samples 
of texts. This is particularly suitable for empirical analysis of media texts, affording a basis for com-
parative analysis between samples and consideration of changing patterns over time. Kress and Van 
Leeuwen have extended Halliday’s approach to include visual texts—images, photographs and other 
graphic materials—which, they argue, constitute a “visual grammar.”148 The approach to textual and 
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visual analysis undertaken in the remainder of this thesis develops in a manner broadly sympathetic 
to Halliday, Fairclough, and Kress and van Leeuwen.

Sociological Trajectory
Theories drawn from sociology and anthropology have also impacted on the interpretation of mag-
azines in recent scholarship. For example, Mitchell Schwarzer’s description of the role played by the 
journal Oppositions in the sparring between the New York ‘Whites’ and the Philadelphia ‘Grays,’ is a 
compelling narrative of the relationships between social groups during a tumultuous time in North 
American architecture. In marking out the terrain for what would become architecture’s ‘theory wars,’ 
these groups recognised the potential of the architectural periodical for pursuing conflicting social 
and political agendas.149

The sociology of Pierre Bourdieu has developed a particular valency for scholars of architectural 
publishing. Lipstadt has been influential in translating Bourdieu into architectural debate, extending 
her early interest in the social field of magazines to consider other of architecture’s cultural activities 
in Bourdieusien terms.150 Parnell has also adopted an interpretation of Bourdieu in his considera-
tion of the social role of Architectural Design (AD) during the period of Monica Pidgeon’s editorship 
(1954-1972).151 Interpreting the relationships of significant individuals, Parnell identifies architecture 
as a “field of cultural production,” with architectural periodicals a “subfield” within that field.152 He has 
argued that the editors of AD used their position to generate “cultural capital,” and thus influence the 
way the architectural history of the period was written.153 

Ari Seligmann has also adopted Bourdieu, this time to interpret the ANY conferences, and by exten-
sions, their attendant ANY publications, which were important to architecture’s theoretical debate in 
the years 1991-2000.154 Seligmann identifies Garry Stevens’ The Favored Circle as the key text which 
first “appropriated Pierre Bourdieu to understand the field of architecture.”155 Extending Stevens’ ap-
propriation of Bourdieu in order to consider ANY’s “construction of disciplinarity,” Seligmann argues 
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that ANY was a form of “productive media,” and instrumental in “shaping contemporary architectural 
culture.”156

Sociological approaches to magazine scholarship offer benefits to purely language based accounts, 
however, these might also be improved if the material nature of the magazine-object was also consid-
ered. As scholars studying the transfer of knowledge have begun to recognise, organisations and tech-
nologies are simultaneously social and material, meaning, according to sociologist Paul Leonardi, that 
“the appropriate unit of analysis of ‘technology’ is the artefact and the appropriate unit for ‘organising’ 
is people interacting with each other and the artefacts that enable or constrain them”157 Magazines are 
objects that are collectively made and distributed within groups, and they have the capacity to organ-
ise relationships between their many makers and consumers. Further examination of the effect that 
patterns of magazine distribution across geographic space have had on the circulation of ideas would 
be of benefit and this is historically inseparable from their material form. Recent changes in commu-
nications technologies, particularly rapid increases in computer-mediation, make this an appropriate 
juncture to consider the historical importance of the printed form of texts.158 While the consideration 
of computer mediated architectural discourse through blogs, social media, and other digital forms is 
certainly important, it remains outside the scope of this thesis.

Materialist Trajectory
In their methodological essay, Jannière and Vanlaethem asked a question, “What, in fact, is the object 
of the study of magazines, the one that most effectively expresses its specificity?” Their position is that 
the specific nature of architectural magazines lies in the “interaction between editorial policy and the 
magazine’s material nature.”159 Although sociological and linguistic analysis of magazines has become 
commonplace, fewer scholars have considered the material nature of magazines as contributing to 
their specificity. For instance, Crysler, and Fung and Hogben’s respective language based accounts fail 
to recognise magazines as three-dimensional material objects that circulate within organisations and 
groups. The materiality of magazines is also given relatively short shrift in more sociological analyses 
introduced above.

Jannière has become more attentive to the “spatial relationships” of words and images in the profes-
sional architectural magazines of the 1920s and ‘30s. She argues L’Architecte, L’Architecture vivante, 
and Quadrante generated “semantic associations” within “the physical space of the magazine” through 
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a series of “juxtapositions, collisions, or effects of distance between word and image.”160 In describ-
ing these relationships, Jannière defers to El Lissitzky’s concept of “book space” as a way to consider 
text/image relations by going beyond simply considering typography, or photography.161 Buckley’s 
doctoral thesis has also begun to consider techniques and material practices as contributors to the 
meaning-making of architectural magazines. Its interest in typography, photomontage, and graphic 
design is a welcome addition to scholarship,162 as is his recognition of the significance of previously 
overlooked aspects of periodical publishing, including the half-tone screen, transfer lettering, and 
photo-offset lithographic printing.163

Frédéric Pousin’s exploration of the spatial relationships between texts and images in architectural 
periodicals is important in that it does not rely solely on semantic meaning to explain the material 
effects of magazines. Pouisin cites the Sociology of Science, and in particular Bruno Latour’s Sci-
ence in Motion, to argue that relationships between texts and images in the architectural press have 
implications for the way that knowledge is constituted. In his account, disciplinary knowledge does 
not precede its representation, but is reliant on it—new ways of thinking require new techniques of 
visualisation.164 Pousin’s interpretation of architectural magazines diverges from those semiotic or 
discourse-based readings but still has a discernible lineage within architectural theory. Crysler, Cairns, 
and Heynen for instance, have noted the influence of Latour’s thinking on contemporary architectural 
theory. In particular, his description of contemporary technologies and the way that material objects 
may have “gathering or relational effects”165 has been taken up by architectural theorists, developing 
a particular currency for those attempting to reconsider Martin Heidegger’s concept of ‘gathering’—a 
concept which was itself introduced and disseminated in theoretical architectural periodicals through 

160. See, Hélène Jannière, “Juxtapositions and Semantic Collisions of Text and Image in Architectural Maga-

zines of the 1920s and 1930s,” in Investigating and Writing Architectural History: Subjects, Methodologies and 

Frontiers: Papers from the Third EAHN International Meeting (Turin: Compangnia di San Paolo, 2014), 247. 

161. Jannière, “Juxtapositions,” 248. In the notes to that article Jannière translates a passage from Theo van 

Doesburg, “Das Buch und seine Gestaltung,” Die Form, Zeitshrift fur gestaltende Arbeit, 21 (1929), 569 [Jan-

nière, citing van Doesburg, writes “The book is to be read, from left to right and from top to bottom. But at 

the same time it is to be seen, the whole page at a glance. Due to this simultaneous process (acoustial-opti-

cal), the modern book has been enriched by a new ‘plastic’ dimension. The old phrase structure was passive 

and frontal, while the new phrase structure is active and spatio-temporal.” For a recent account of the archi-

tectural book as a material body, see, Tavares, The Anatomy. .
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articles such as Christian Norberg-Schulz’s “Heidegger’s thinking on architecture,” published in 1983 
in the Yale journal Perspecta.166

Another Clip/Stamp/Fold alumna, Lydia Kallipoliti, also cites Latour in her discussion of the AD sup-
plement, Cosmorama, and its role in the British pop avant-garde of the 1970s, particularly how it con-
tributed to a move toward space-age materials and technologies, ecological and systems theories, and 
“soft” rather than “hard” architecture.167 Through her PhD thesis and subsequent articles,168 Kallipoliti 
characterises AD as a “receptive vessel”169 and Cosmorama as a “series of selective perspectives that 
reconstructed the globe out of little pieces.”170 Between 1967 and 1974, Cosmorama provided spatial 
and material demarcation within the pages of AD where experimentation into new technologies and 
materials could occur. Kallipoliti demonstrates that the subversive practices of Cosmorama exerted a 
form of agency on its host publications, resulting in “AD’s increasing openness to alternative material 
enterprises,” meaning that the magazine effectively “ended up directly resisting what its own publisher 
represented: the organised indexing of materials and information that can be tamed, manipulated and, 
can form cumulative knowledge for a standard architectural practice.”171 Kallipoliti’s work considers 
an architectural magazine as a complex network of agencies, in which human authors, editors, adver-
tisers, and readers are drawn together in conflict and controversy.172 

The possibilities of Latour’s thinking for the study of visual material has been drawn out most usefully 
by cultural anthropologist Elisabeth Edwards in her forensic, systematic, and materialist examination 
of photographic media and archival practices.173 By restricting her analysis to a form of radical empir-
icism, and tracing the tiny translations of such banal processes as half-tone screening and labelling, 
she is able to consider the way that histories are materially performed.174 The idea that the materiality 
of magazines actually matters in other important ways is expanded in the methodology developed in 
Chapter 1.3.
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168. Lydia Kallipoliti, “Materials off the Catalogue,” Thresholds 31 (2013); Lydia Kallipoliti, “The Soft Cosmos,” 

2013.

169. Kallipoliti, “Mission Galactic,” 277.

170. Kallipoliti, “Mission Galactic,” 279.

171. Kallipoliti, “Mission Galactic,” 282.

172. Andrew Higgott also refers to the role of Cosmorama in the media construction of architectural 

modernism in the UK. See, Andrew Higgott, Mediating Modernism: Architectural Cultures in Britain (London: 

Routledge, 2007), 146.

173. Elizabeth Edwards, “Photography and the Material Performance of the Past,” History and Theory 48, no. 4 

(2009).

174. For Latour's own materialist, empirical account see, Bruno Latour, The Making of Law: An Ethnography of 

the Conseil dÉtat (Cambridge: Polity, 2010); Bruno Latour and Steve Woolgar, Laboratory Life: The Construction 

of Scientific Facts (Princeton: Princeton University Press, 1986).

51.



Transition and Australian Magazines

Chapter 1.1 indicated that writing on Australian architectural magazines has been less prolific than 
research centred on magazines from other continents. There is however, scholarship that prefaces 
and contextualises this study of Transition.175 Boyd is widely recognised as Australian architecture’s 
most prolific author whom, O’Grady and Willis have argued, was “able to shift architectural thinking 
substantially through both his architecture and his polemical articles and scholarly books.”176 Other 
authors have considered how Boyd took advantage of the periodical format to develop a position 
within Australian architectural debate, beginning with the production of student magazines Smudges 
and Lines.177 

Hogben has studied Australian architectural periodicals in some detail. With his Master’s thesis’ 
analysis of the official journal of the RAIA,178 and in subsequent articles, he has examined the role 
of advertising in Architecture Australia.179 Hogben’s work is reliant on a semiotic interpretation of 
advertising material in Architecture Australia, influenced by his reading of both Judith Williamson’s 
Decoding Advertisements: Ideology and Meaning in Advertising, and Robert Goldman’s Reading Ads 
Socially—works predicated on Marxist concepts of ‘ideology’ and ‘hegemony.’180 His collaborative 
work with Fung is of international significance and widely cited in the literature.181 Significantly, one 
of Hogben’s articles on Architecture Australia was published in the final issue of Transition no. 61/62 
(2000), concluding a dialogue that had been established between the two magazines early in Tran-
sition’s publication history.182 Hogben has also considered the ephemeral events mediated through 
architectural magazines, including The Pleasures of Architecture conference (1980), and his discussion 
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of both Architecture Australia and Transition is noteworthy,183 especially his characterisation of Archi-
tecture Australia as a “battlefield over issues of discourse [and] an intersection of various interests,” 
and Transition as a “vehicle for critical discourse” which contributed to the rise of postmodernism 
in Australia.184 His other works have considered the mediation of American architectural styles into 
Australia through representation in Arts & Architecture.185 

Andrew Leach has also considered Transition and its relationship to Architecture Australia, contrasting 
the critical writing emerging from the two periodicals. Like Hogben, Leach has characterised Transi-
tion during its earliest years as a “clearing-house” of critical writing and an important contributor to 
the development of “discourse” in Australian architecture.186 

Transition has also been subjected to ‘stock-taking’ exercises’ similar to the ‘projects of reconstruction’ 
considered above. The first of these, by long-standing editorial board member Leon van Schaik, “Ten 
Years of Transition in Review,” was published in Transition no. 29 (1989)—that volume also distributed 
with an index of articles from the first twenty-eight issues.187 Unlike most other independent publica-
tions, Transition’s relatively long—twenty-one year—publishing span allowed another review article in 
1998. Payne’s “Reading the Journal: Moments in the History of Transition,” owes a debt to Colomina’s 
foundational work by offering a critical re-reading of key moments of Transition.188 This article is an 
amended extract from her Bachelor’s Honours Dissertation completed at the University of Western 
Australia (UWA) in 1995, where she had come into contact with individuals connected to Transition 
who had been employed in temporary teaching positions in Perth during the early 1990s.189 This work 
contains previously unpublished interviews with key Transition members who were at that time, still 
very much involved with the project.

In recent years, Transition has also benefited from reflective articles by former editorial staff. Former 
editors, Ian McDougall, and Conrad Hamann, have each written on their recollections of the maga-
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zine and argued for its significance to local culture.190 The institution with which Transition was most 
intimately involved, RMIT University, has also been the subject of critique and analysis. Granville 
Wilson’s Centenary History provides an historical background of the University, including a brief 
account of other periodical publications arising out of that institution in the decades prior to Transi-
tion.191 Kaji-O’Grady has recently written on the design practices emerging out of the RMIT Masters 
by Invitation program.192 Doug Evans,193 Leon van Schaik,194 and Peter Brew195 have each written their 
accounts of Melbourne’s architectural culture of the final decades of the twentieth century. 

In an instructive first-person narrative of the insularity and parochialism characteristic of the period, 
former Transition editor Karen Burns has provided a personal account of what she terms, “the in-
tense homosociality of architecture […] encountered in the then Melbourne architectural community 
[italics in original].”196 An outsider’s view of that city’s intense, and sometimes insular, design culture 
has been recorded in two articles by Rochus Urban Hinkel197 who, as a European émigré to Australia, 
experienced an initial “sensory and intellectual irritation” toward the architectural production of Mel-
bourne.198 The (2013) exhibition, Mix Tape: Appropriation, Subculture, Critical Style, curated by Max 
Delaney at the National Gallery Victoria (NGV) resurrected Transition and a number of other publi-
cations for a popular audience.199 The globally touring Archizines exhibition, curated by Elias Redstone 
was hosted at the RMIT Design Hub in early 2013 and included representatives of local architectural 
periodicals.200
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Other Approaches

This chapter has argued that for architectural historians and theorists, the distinction between source 
and object has sometimes been difficult to locate. Scholars working in the related disciplines of ‘the 
history of graphic design’ and ‘the history of the book’ have some unique advantages in this regard, 
because their disciplinary interests in typography, graphic design, printing, binding, and imposition 
are directly visible in their object of analysis, meaning that they benefit from treating the medium as 
inseparable from the message, collapsing the distinction between source and object.201 Jannière and 
Vanlaethem’s essay highlights recent developments in the discipline of the “history of the book” as an 
offering benefits to the study of architectural magazines.202 This claim is given further weight in the 
suggestion by McKenzie that a book is not simply a form of linguistic communication, or a “remark-
able object,” but should be thought of as a “technology” which emerges “as the product of human 
agency in complex and highly volatile contexts.”203 McKenzie proposes the term “sociology of texts”204 
to describe his own approach—a form of bibliography that, by “focusing on the primary object, the 
texts as a recorded form,”205 and as objects which are “locatable, describable, attributable, datable, and 
explicable,”206 makes social motives visible. Given the argument made in this chapter that architectural 
magazines are simultaneously linguistic, material, and sociological, McKenzie’s approach holds prom-
ise for the study of architectural magazines.

Design historians Jeremy Aynsley and Kate Forde have also been attentive to the benefits of an in-
terdisciplinary approach, claiming that “the cultural and economic concerns that magazines hold in 
tension, their synthesis of text and image, even their three-dimensionality, are ideal territory for the 
interdisciplinary methods of design history.”207 Their, 2007, edited collection, Design and the Modern 
Magazine, which emerged out of the History of Design Project run by the Royal College of Art and 
the Victoria and Albert Museum ,208 is unified by its attention to the specificity of the magazine 
format. A range of “interdisciplinary methods” are visible in the scholarly work included in that vol-
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ume.209 Indeed, the serial and ephemeral nature of periodicals is taken as a distinguishing feature, as 
is the fact that magazines emerge from “a division of labour between editors, advertisers, journalists, 
illustrators, typographers, designers, and […] stylists.”210 

Rick Poynor’s monographic study of Herbert Spencer’s Typographica211 and Alex Seago’s study of 
the Royal College of Art’s ARK magazine212 are two other recent projects which have benefited from 
treating magazines as both source and object. A number of popular, as distinct from strictly scholarly, 
publications have taken the design of magazines as their subject matter.213 

Other scholars have enlisted Kress and van Leeuwen’s theory of “visual grammar”214 to argue that 
magazines develop visual languages of images, typography, and other printed elements; these lan-
guages develop as magazine makers try to “communicate about ideas that have complexities which 
cannot be expressed only in words.”215 Paul Cleveland adopts the concepts of “visual language,” “visual 
grammar,” and “visual power” to study the graphics of two very different magazines: The Australi-
an Women’s Weekly and, The Face.216 As a practising designer, he is interested in the way that design 
technologies, in particular software tools used in digital design, leave their “own coded system[s].”217 
Cleveland’s approach, which interprets the complex interactions between written and visual texts, 
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tested through empirical and sociological analysis of reader interpretation, is unique within magazine 
scholarship to date.218

Scholars working outside of the design disciplines have also been analysing the role of magazines 
within contemporary societies. Linguist Veronika Koller has also adopted Kress and van Leeuwen’s 
visual grammar to study the visual metaphors used in business magazines, arguing that it provides a 
way of understanding graphic design as more important than just arbitrary arrangements of type and 
image, preferring instead to consider it as part of a mechanism which “serves to express and anchor 
particular cognitive features characterising discourse.”219 She contends that the visual metaphors used 
in Time, The Economist, Business Week, and Fortune, are “design features [that] like language, express 
and shape discourse and its cognitive foundations.”220

Magazine Exceptionalism

Cleveland and Koller’s separate work arise from a recognition that magazines have certain features 
and characteristics which make them different from other media forms. The term “magazine excep-
tionalism,” first used by media theorist David Abrahamson, acknowledges that although forms of 
“journalistic media” share many characteristics, magazines may also be unique in significant ways.221 
Central to this notion is the realisation that “in some profound and interesting ways, the magazine 
form is genuinely a different one,”222 for which Abrahamson cites two causal factors: Magazines are 
exceptional because there is very little distance between editors, authors, and readers, who are often 
the same people; and also because they are not read in a passive way for information but with an 
intention by both the reader, and the editor/author that they might act as catalysts for social action.223 
A range of approaches have emerged to deal with the exceptionalism of magazines, as scholars in the 
disciplines of communications studies, media studies, and journalism have attempted to lend coher-
ence to their own sub-regions of the field, which has generally also taken a social constructivist view 
of magazines.224
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In his introductory essay to the (1995) volume, The American Magazine: Research Perspectives and 
Prospects, Abrahamson notes that scholarly engagement with magazines in the disciplines of journal-
ism and media studies, was, at the time of his writing, a fragmented collection of isolated efforts.225 He 
argues that while “brilliant fragments” have arisen, they have done so in isolation from one another, 
without a central scholarly apparatus linking them into a coherent field of scholarly inquiry.226 The re-
cently published (2015) Routledge Handbook of Magazine Research lends coherence to this fragmented 
field, extending the earlier compendium, The American Magazine, and updating the Bibliography of 
Published Research on Magazine and Journal Periodicals published by Marcia Prior-Miller through 
Iowa State University.227

Co-edited by Abrahamson and Prior-Miller, who have disciplinary backgrounds in journalism and 
mass-communication respectively, it is unsurprising that this resource is concerned primarily with 
the fields of journalism, media-studies, and communication studies. It indicates a thriving interest in 
magazine research developing parallel to, and largely independently from scholarship on architectur-
al magazines by architectural theorists and historians. These ‘other approaches’ are bringing greater 
coherence to previously vague issues, including magazine typology;228 models and methods of analy-
sis;229 and editorial roles and practices230 and in proposing updated models for visual and content anal-
ysis, some studies have moved beyond semiology and art-historical techniques to consider techniques 
of visual framing analysis,231 and quantitative methods of source and citation analysis.232 Interdisci-
plinary methods have potential for architectural magazine scholarship, particularly for researchers 
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attempting to move past vague and unqualifiable notions of ‘discourse,’ ‘meaning,’ and ‘social-relations’ 
in their own work. The significance of these ‘other approaches’ and the reason for introducing them 
into this literature review, is that they offer strategies and tools for reading, analysing, and understand-
ing the magazine format in ways that have not yet been sufficiently considered in the more narrow 
sub-field of architectural magazine scholarship. 

Conclusion: Architectural Magazine Exceptionalism(?)

In recognising that the theoretical ‘tool-kits’, assumptions, terms, and concepts that have traditionally 
been brought to bear on architectural magazines originate in, and even constitute, a field of architec-
tural theory, this chapter has problematised the relationship between construction and critique when 
it comes to these research objects. Architectural theory provides scholars with ways of understand-
ing architecture as a social, cultural, and material enterprise. This critical survey of the literature has 
discussed the origins of some of its theoretical assumptions—many of which have been drawn from 
other disciplines and circulated through architectural periodicals. Theories of language and sociology 
have impacted particularly strongly; to a lesser degree, but still noteworthy, is an understanding of 
both architecture and architectural publishing as forms of material practice.

If the sheer volume of recent scholarship on architectural magazines combined with the elusiveness 
of methodological consistency is any indication, then perhaps a corruption of Abrahamson’s original 
term might be in order? What might it mean to consider ‘architectural-magazine-exceptionalism:’ a 
recognition that these objects, which have special valency for the discipline of architecture may be 
both similar to, and different from, other forms of media? Embedded in this, admittedly awkward, 
term is an acceptance that magazine research requires ways of thinking about these research objects 
as simultaneously three-dimensional made objects, forums for discourse and communication, and, 
catalysts for social collaboration and political activism. Theorising architectural magazines in gener-
al and Transition in particular, therefore, requires an approach which affords equal consideration to 
both the linguistic and material aspects of architectural magazines, as well as a way of dealing with the 
complex interactions between these two intellectual domains. Chapter 1.3 develops precisely this kind 
of methodology.
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1 . 3  M e t h o d ( o l o gi e ) s  a n d  M a te r i a l ( i t i e ) s
Text and object: A methodology for magazine studies

Chapter 1.1 offered a brief introduction to the Australian architectural magazine, Transition, and the 
context in which it was operating. Chapter 1.2 surveyed the global field of magazine scholarship and 
provided a critical review of the literature. This chapter, which concludes Section 1, outlines the meth-
odology adopted by this thesis and describes its theoretical basis. 

Three premises, drawn from the information presented thus far, together provide a foundation for 
this chapter:

First, in response to the question of whether architectural magazines should best considered as textual 
sources, or design objects233—it is clear that they are both. Architectural magazines play a ‘semiotic’ 
role, communicating meaning between members of “interpretive communities,”234 but they play also 
a ‘relational’ role, consolidating and catalysing networks of collective activity. Like other printed texts, 
magazines have the capacity to both ‘mean’ and ‘act.’ They are read, looked at, worked on, argued over, 
cut up, stacked on shelves, thrown across rooms, and posted around the world in mailbags.

Second, for a research project to adequately account for the magazine as simultaneously text and 
object, it must be theoretically and methodologically equipped to do so. This requires a way to talk 
about both the ‘meaning,’ and the ‘acting’ of architectural magazines, and the interplay between these 
two domains. Chapter 1.2 pointed out a lacuna in magazine scholarship, where architectural mag-
azines were approached as either a textual source or design-object, recognising that some authors 
have tried to work their way past this text/object dialectic by casting architectural magazines either in 
relation to Foucault’s ‘dispotif,’ Agamben’s ‘apparatus,’ or Latour’s ‘relationalism.’235

Finally, there is untapped potential in the concept of magazine exceptionalism. Chapter 1.2 proposed 
a corruption of Abrahamson’s term to consider the prospect of ‘architectural magazine exception-
alism’—an acknowledgment that just as magazines are in important ways different to other printed 
texts, architectural magazines may have characteristics which make them unique.

This thesis therefore, considers Transition as both text and object, and pays particular attention to the 
complex interplay between these two conditions. It develops a hybrid methodology: the Sociology 
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of Science, and in particular Latour’s concepts of “relationalism,”236 “actor-networks”237 and “material 
resistance”238 which are adopted to account for the magazine-object; and the social-semiotic theory 
of Halliday, as well as its extension by other linguists, used to consider the magazine-as-text and to 
parse its semiotic content.239 This chapter introduces these theories, explaining their contribution to 
the unique methodological approach adopted herein. It is also outlines the aims, assumptions, and 
limitations of the project.

Originality
This thesis satisfies the criteria of originality in a number of ways: 

The literature review carried out indicated that Transition had not previously been subjected to sus-
tained analysis, interpretation, or historiographical research.240 Although scholars have acknowledged 
the magazine as one of Australian architecture’s most important voices, little scholarly research has 
been dedicated to describing the magazine and its networks. This project begins to fill in that void.

The methodological approach adopted by this thesis is unique, and thus contributes to the resources 
available for future magazine research. By developing a hybrid approach and treating Transition as si-
multaneously ‘text’ and ‘object,’ it offers an enhanced theoretical understanding, and a methodological 
approach, which other scholars might use to move past the lacunae in magazine research identified in 
the literature review in Chapter 1.2.

As argued in Chapter 1.2, scholars working in the fields of architectural theory and historiography 
have tended to adopt either the discourse of Foucault, or the semiology of Saussure, Peirce, and others 
in their analyses. The undertaken literature review did not reveal any instances in which either Halli-
day’s functional linguistics, or Kress and van Leeuwen’s “visual grammar” and “multimodal discourse” 
have previously been applied to architectural magazines. By bringing concepts used by magazine 
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scholars working in other disciplines, into a context where they may be considered by architectural 
theorists, this thesis offers new ways of thinking about how writing and design might shape architec-
tural discourse and disciplinary practices.

The magazine-as-object

The Sociology of Science, Actor-Networks, Material Resistance, and Relationality
It is significant that McKenzie chooses to describe printed books in the way he does—as neither 
simply a text nor an object, but a kind of “technology” implicated in “complex and highly volatile 
contexts.”241 Former Transition editorial staff have recalled the magazine in similar terms: one impor-
tant element related to many others within a densely connected “cloud of things.”242 Scholars working 
within the Sociology of Science have offered explanations of how one might consider such a ‘cloud’ 
and language to describe how actors operate within a kind of network. 

Preferring the term ‘network' to 'cloud,' Latour, John Law, Michel Callon and Madeline Akrich are 
among those thinkers who argue that it is pointless to consider knowledge, facts, or social relations 
without also considering how these phenomena are materially performed through localised practices 
and relationships.243 Through empirical research, they have demonstrated that even ostensible “mat-
ters of fact” which underwrite modern forms of knowledge should really be considered contingent 
“matters of concern,”244 reliant on material practices and associations between human and non-human 
actors.245

One aim of these scholars has been to describe the role of technical objects in the “arrangements of 
peoples and things.”246 Akrich, for instance, highlights the gathering potential of technical objects 
which, she argues “simultaneously embody and measure a set of relationships between heterogeneous 
elements.”247 It is significant that McKenzie’s description of the printed-text-as-technology comes very 
close to the way these thinkers have employed the term ‘technology’ in their accounts.248 Physically 
located technologies, including magazines, should be considered in relation to one another and also 
to the myriad other actors—people, groups, institutions, materials, and finances—with which they are 
related in networks of production, distribution, and consumption.

241. McKenzie, Bibliography , 4.

242. Greg Missingham, interview by author, February 22, 2016.

243. See, Latour and Woolgar, Laboratory Life.

244. Latour, Reassembling the Social, 114.
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Latour describes technology as “society made durable,” by which he means that the description of 
even mundane technical objects will allow insights into the way social realities are organised.249 The 
attraction of architectural theorists to Latour’s thinking has been recognised by other authors. Hélène 
Frichot has argued that it allows architectural theory to come to terms with the “ever-circulating 
networks between humans and non-human actors, material and immaterial forces”250 which archi-
tects are compelled to face on a daily basis. Reinhold Martin goes as far as to propose that by adopting 
Latour’s thinking might be a way for architects operating within the contradictions of late capitalism 
to do “’critical’ architecture and still get paid for it.”251 

Latour also highlights the role that printed media play in the consolidation of relationships between 
people and things, arguing that what he terms "inscriptions," are capable of both literally and figu-
ratively “drawing things together.”252 The material form of texts is important because, by becoming 
“immutable” and “mobile,” inscriptions can be fixed in the finite form of the printed page, even while 
their capacity to be distributed across great temporal and geographic distances is multiplied.253 In this 
respect, Latour’s description of “immutable mobiles” is commensurate with the way Crysler, Cairns, 
and Heynen have described architectural periodicals as distribution networks for theory.254

Central to Latour’s sociology is Actor-Network Theory (ANT). In ANT an ‘actor’ is understood 
simply, as any “thing that acts.”255 Actors might be human or non-human, but either way are drawn 
into associations with each other to form a ‘network.’ This network is not synonymous with the tech-
nical networks of infrastructure, nor is it what Latour refers to as the “double click information” of 
the world-wide-web.”256 Latour describes networks instead in ontological terms, as “nets thrown over 
spaces [in which] [e]very branching, every alignment, every connection can be documented.257 In 
ANT, a network is not an object, but a description of the relationships between actors. It is, in La-
tour’s words, simply “the summing up of interactions through various kinds of devices, inscriptions, 
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forms and formulae into a very local, very practical, very tiny locus.”258 In this thesis, the relationship 
between Transition and other publications, institutions, authors, readers, and technologies can be 
described as precisely this kind of network.

One way ANT differs from other social theories is in its ontological ‘flatness.’ Because there is no 
recourse to superstructural accounts of society,259 there is no a priori expectation of which actor will 
act; all are given equal consideration, and any might be subjected to empirical analysis. Some actors, 
because of their particular sets of relationships, can demonstrate particular efficacy in affecting other 
actors; this however, is circumstantial and not predetermined. 

John Law has identified as “centres of accumulation,”260 or “obligatory passage points,”261 those 
actors which are found at the centre of a “political universe” and therefore “the places through which 
everything is made to pass.”262 Latour similarly refers to densely connected actors at the centre of 
relational networks as “oligoptica,” describing these as sites from which “sturdy but extremely narrow 
views of the (connected) whole are made possible.”263 These are useful concepts for this project, as they 
accurately describe the historical role of globally interconnected architectural institutions and their 
attendant publications in the appropriation, consolidation, and distribution of architectural theories 
and practices.264 Crysler has used similar language to argue that theoretical journals act as “academ-
ic gatekeepers,”265 and Mary McLeod has characterised both the AA and the IAUS as “international 
exchange centre[s].”266 These are interpretations of architectural institutions and magazines commen-
surate with the notion of the centre of accumulation and the obligatory passage point. As the most 
important magazine of architectural theory and discourse in Australia for much of its publishing span, 
it is reasonable to characterise Transition in similar terms.
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In ANT, some actors, because of their particular sets of associations, have the potential to significantly 
impact other actors. These “mediators,”267 might be distinguished from others which are simple “inter-
mediaries”268 by means of the former’s ability to “transform, translate, distort, and modify the meaning 
or the elements they are supposed to carry.”269 Mediators therefore, do more than pass on information 
unchanged; they actively translate information and fundamentally affect other actors.270

Following Latour, and defining architectural periodicals like Transition as mediators, allows for their 
consideration as more than either simple historical sources or design-objects, characterising them 
instead as participants in the formation of social groups and as active in the construction of disci-
plinary knowledges. The concept of the mediator is doubly significant in the context of magazine 
studies because it provides a bridge between the meaning-making potential and the material efficacy 
of the printed magazine text. Latour describes his theory as being based on “material resistance”271 
and as Edwards has shown, the materiality of texts is integral to their mediating potential.272 The term 
mediation has also been used by semioticians and linguists to describe the role played by the material 
form of textual communication devices.273 Adopting concepts from the Sociology of Science allows for 
a ‘thicker’ understanding of semiotic mediation, making it possible to consider the meaning-making 
potential of material objects.274 In Transition, these materialities include the magazine’s binding, paper, 
ink, and wire stitching which cohere together in the technological form of the magazine and which, 
as the analysis in Section 2 demonstrates, are capable of demonstrating material agency and affecting 
meaning in ways not necessarily anticipated by a human author or editor.

Other scholars have described how physical artefacts might configure and enable human interaction 
and these insights are also useful to this thesis; the concept of the “boundary object,” introduced by 
Susan Leigh Star and James Griesemer is especially supportive.275 In analysing scientific communities, 
Star and Griesemer recognise that the development of new ideas, concepts, and theories is not nec-
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essarily hampered by the inability of a research group to reach agreement. In the groups they studied 
“consensus was rarely reached, and fragile when it was, but cooperation continued, often unproblem-
atically.”276 This realisation led them to conclude that groups working on an “evolving set of practices” 
at the “intersection of the professional, amateur, lay and academic worlds [...] require marginal objects 
that are similarly able to occupy intersecting social worlds.”277 

They therefore describe “boundary objects” as technologies which span multiple social worlds; and are 
“both plastic enough to adapt to local needs and the constraints of the several parties employing them, 
yet robust enough to maintain a common identity across sites”—providing them with the capacity to 
act as bases for communication, collaboration, and translation.278 In this thesis Transition is considered 
as something of a boundary object. Drawing contributors from a broad range of disciplinary back-
grounds and from across distant geographies, it proved to be highly productive despite being both the 
site and subject of recurring controversy and conflict.

The Magazine-As-Text

Functional Linguistics, Visual Grammar, and Multimodality
The previous section argued that the materiality of Transition should be foregrounded, and that 
considering the magazine as a technical object might show something important about the magazine 
and the network of other actors to which it was related; concepts from the Sociology of Science have 
been introduced for this undertaking. There is, however, a challenge to a materially-biased method, 
and this stems from the source/object dialectic which has recurred to problematise the development 
of this thesis thus far. Magazines may be material objects but they are also full of texts. A magazine 
would be most usefully considered a materio-discursive assemblage—an intersection between the 
world of texts and the world of things. Also, magazines are textually diverse, containing both verbal 
texts in the form of written language, and visual texts in the form of drawings and photographs. As 
three-dimensional objects they also have kinetic qualities, and given the serial way in which spreads 
are revealed to a viewer/reader, they may even be described in cinematic terms. As Jannière has noted, 
magazines allow these different communication modes to operate in a complex interplay within the 
“restricted framework” of the printed page.279

As is indicated by the Transition, "Discourse on Architecture," language was a primary concern for 
those involved with the magazine—an interest further confirmed in the first “Editorial” which stated:

The question cannot be whether or not there should be less talk; the ques-
tion should be, how can more be arranged? If the opportunities to build 
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continue to diminish, talk will be as close as many will get to architecture 
[...]280

In a 2016 interview with the author, founding editor Ian McDougall described Transition as a “learned 
discussion” through which he and his peers were attempting to create “a generation of people who 
could write” about architecture and through which they might “invent a language” to communicate 
their work and ideas.281 Given this evidence, it would be unsatisfactory to ignore the linguistic aspects 
of Transition and focus only on the magazine’s materiality.

In this thesis, analysis of texts proceeds according to an interpretation of Halliday’s functional linguis-
tics and its extension by other linguists. Textually oriented discourse analysis is adopted for interpret-
ing linguistic data, and for comparing textual samples from different sources and over time. Fair-
clough’s Analysing Discourse: Textual Analysis for Social Research has been taken as a useful working 
guide herein. Written to provide a “usable framework for analysing spoken or written language for 
people in social sciences and humanities with little or no background in language study”, who “often 
need to say more detailed things about their language data than they feel equipped to,”282 this text is 
well suited to appropriation by an architectural theorist.283 Other works by Fairclough, and Halliday's 
foundational works, help to extend this introduction284

Most importantly, Halliday’s linguistics is an understanding of the social role of language. Language 
performs three “metafunctions”—which he terms the “ideational,” “interpersonal,” and “textual,” 
respectively.285 The ideational metafunction of language is the ability of language to “represent objects 
and their relations in a world outside the representational system.” The interpersonal metafunction 
of language is its ability to “project the relations between a producer of a […] sign, and the receiver/
reproducer of that sign,” meaning that language use configures systems of social relations. The tex-
tual metafunction of language is derived from its capacity to “form texts, complexes of signs which 
cohere both internally with each other, and externally with the context in and for which they were 
produced.”286 Transition’s relationship to other architectural publications might be considered in terms 
of this kind of textuality.

In Halliday’s linguistics, the concept of grammar is considered in terms of social construction, rather 
than formal structuring. The term "grammar" is used to “describe a social resource of a particular 
group, its explicit and implicit knowledge about this resource, and its uses in the practices of that 
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group.”287 A "grammar" is a set of abstract, routinised, textual practices and norms that come about 
through the communication activities of speakers and listeners. Through convention, routinisation, 
and agreement, social groups begin to use language with predictability. These norms are subject to 
change over time, as new lexico-grammatical structures (phrasing) and new semantic units (words), 
are developed by language users. The most important semantic unit is the ‘clause,’ and analysis of 
grammar, especially the structure of clauses, provides a way of interpreting how communication is 
structured, and how it structures relationships between communicators. Functional linguistics pro-
poses that a range of choices for structuring an item of communication is available to the communica-
tor, making it possible to analyse a clause for its significance.

As outlined in this chapter, architectural magazines communicate in a variety of ways. Linguists fol-
lowing Halliday term different semiotic resources “modes.”288 Written language is one semiotic mode; 
visual representation another. Kress and van Leeuwen have extended Halliday’s work to consider the 
visual mode, arguing that “like linguistic structures, visual structures point to particular interpreta-
tions of experience and forms of social interaction.”289 In doing so they have developed what they con-
sider to be “a quite general grammar of contemporary visual design in ‘Western’ culture, an account 
of the explicit and implicit knowledge and practices around a resource, consisting of the elements and 
rules underlying a culture-specific form of communication.”290 Media theorist, Carol Holstead, has 
offered a concise description of Kress and van Leeuwen’s visual grammar. Its relevance to the study of 
illustrated magazines makes it worth quoting in full:

Kress and van Leeuwen identify three elements: One is narrative, a path 
for the viewer to take when reading an image. Another is modality, or cues 
within an image […]. Most directly applicable to magazine design is com-
position, which can be used to evaluate single photos, as well as designs 
that combine text, images and other graphic elements in print or on screen. 
Applied to a magazine spread, the grammar of composition might help 
determine how to arrange texts and photos to emphasize what is most im-
portant. Layout of page elements using size, weight and contrast also creates 
meaning.291  

For analysis of visual material this thesis adopts Kress and van Leeuwen’s concept of “visual grammar” 
and their foundational text Reading Images.292 This interpretation of semiotics is selected because it 
provides a degree of theoretical and methodological parsimony: Kress and van Leeuwen, also operate 
within the tradition of Halliday, and adopting two well-aligned methods of textual analysis means 
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that terms, concepts, and theoretical bases are largely commensurate in the analysis of both verbal 
and visual texts. Although Kress and van Leeuwen claim their method for interpreting visual texts is 
sufficiently general to “encompass oil painting as well as magazine layout, the comic strip as well as 
the scientific diagram,”293 this author retains reservations about subjecting conceptual or ‘high-art’ to a 
reductive semiotic analysis. Magazines, however, are intended to function explicitly as communicative 
devices and are, without question, subjected to routinisation and normalisation into accepted gram-
mars of graphic design, thus making them well suited to this kind of interpretation.294

Multimodality and Magazine Grammar
Although magazines are clearly able to communicate through both visual and verbal means, Jannière 
has also recognised the complex interplay of these elements within the framework of the printed 
magazine spread.295 Ellen Lupton has similarly argued that the “traditional unity of the text” was 
challenged in typographic and graphic design experimentation of the1980s, and that analysis of “con-
temporary magazines reveals that the picture has not, in fact, replaced the word, but rather that words 
have become more material, more embodied, more pictorial.”296 Kress and van Leeuwen themselves 
argue that contemporary communication media are best described as “multimodal.”297 They argue 
that by expanding the semiotic resources available, new forms of media which emerged in the twen-
tieth century, constituted a divergence from the mono-modality of previous media.298 A message may 
be communicated through a number of semiotic modes—in the case of magazines these include the 
verbal, visual, and kinetic. With the introduction of digital technologies, and in particular the person-
al desktop computer, these can in theory, “be operated by one multi-skilled person, using one inter-
face, [and] one mode of physical manipulation.”299 It is possible to trace the aggregation made possible 
with digital technologies in the pages of Transition, which in being published between 1979 and 2000, 
is itself a material record of first-generation digital-desktop-publishing technologies.

Four Ways of Reading
As a kind of text there are—at least—four ways an architectural magazine might be read: 
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First, as a collection of verbal/written texts, made up of established “genres”300 associated with the 
magazine format, which include ‘building review,’ ‘editorial,’ ‘essay,’ and ‘letter to the editor.’ Associat-
ed with these are also examples of “genre mixing,”301 in which new textual genres emerge through the 
hybridisation of existing ones. Written texts can also be read individually or serially within the context 
of a given volume—they are “intertextually” related.302

Second, Transition is a collection of images, including illustrations, photographs, technical drawings, 
renders, and other graphic elements read visually. Aspects of graphic design which make a magazine 
unique include its identifiable “visual grammar.”303 Like written texts, images can be interpreted as 
individual semantic units, read serially, or as textually linked through use of colour, recurring motifs, 
layout, and composition. 

Third, the magazine spread might also be read through the notion of ‘book space’ in which it is the 
privileged spatial unit and the site in which juxtapositions between text, image and typography most 
regularly occur.304 Because it is in multiples of the double-page spread that magazines are most often 
designed by their producers and consumed by their readers, the material limit of the spread is an 
important spatial delineator.

The fourth way to ‘read’ Transition is an extension of the previous three: considering the serial format 
of the magazine as a corpus of texts which, despite being broken down into discrete units for printing 
and distribution, continues to develop over time. A magazine is thus a long, slow narrative written by 
any authors, over many years. Some elements, including typographic style, layout, logotype, and other 
graphic elements, establish the coherence of this diachronic text, and become conventionalised with 
time and usage into a recognisable visual style.305

As the focus of this thesis is on the specificity of the magazine format, it is the final two ways of read-
ing the magazine—compositionally and serially—that are the most significant here. This thesis follows 
those authors who have described the double-page spread as a privileged unit of magazine discourse, 
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and the seriality of spreads as a way of organising a reader/viewer’s experience by way of what Heller 
has referred to as the “cinematic pacing allowed by page turning.”306 The insistence on the materiality 
of the magazine in this thesis is not a way of suggesting that other forms of media texts, even digital 
ones, are not also subject to mediation. Rather, this argument claims that the specific qualities of dif-
ferent kinds of media texts will change the way that textual content is received, and these changes will 
be contingent on both medium and format. Translation occurs regardless of whether texts are verbal, 
visual, kinetic, and so on. Reading a magazine which has been digitised, on a computer screen, may 
open up different ways of interpreting the texts than if the same magazine was read in printed for-
mat.307 Specific ways in which this kind of mediation occurred in the paper and ink of Transition are 
considered in detail in Chapter 2.2. That chapter provices examples of the specific mediating effects of 
the magazine format as an intersection of text and object, admitting that other formats will also have 
their own ways of mediating. These other formats however, are outside the scope of this particular 
research project.

Mediation: The Intersection of Text and Object
Mediators have been described above as actors capable of making things happen. The term ‘media-
tion’ also has a usage in semiotics, referring to the role of materiality in the transmission of a mes-
sage.308 The medium of the print magazine format therefore includes the form of the bound object, 
the method of binding, the paper stock, and the ink used in printing; any of these might translate or 
augment the meaning transmitted in a printed text. In this intersection between the ‘mode’ of a text, 
and its materialisation in the ‘medium’ of the printed magazine, a fruitful locus should be recognised. 

As the sociology of science has demonstrated, materialities are far from mute, and even the most 
skilled artist is subjected to resistance by recalcitrant materials which ‘act-up:’ paint that dries too 
quickly; ink that runs; mis-registration of printing; and mixed-up proofs, are all instances in which 
the materiality of texts acts as a ‘mediator’ in the broader sense. McKenzie has suggested that because 
books are subject to “typographic and material change […] it must follow that any history of the book 
[…] must be a history of misreadings.”309 An expanded concept of resistance and mediation makes it 
possible to consider how the materiality of texts contributes to such misreadings. Isolating instances 
of translation caused by the materiality of Transition indicates a mediator at work, resisting the com-
munication acts of its authors, or changing them in sometimes unexpected ways.

A Magazine as a Technical Object
This chapter has characterised Transition as a technical object and a material actor in a relational net-
work. Realising that this object also happens to be full of texts—a bound ‘discourse on architecture’—
it has also recognised the necessity to speak meaningfully about language in Transition. Halliday, 
Fairclough and Kress and van Leeuwen have been identified as providing the basis for this. Impor-

306. Steven Heller, “Esquire and its Art Directors: A Survivor’s Tale,” in Graphic Design History, ed. Steven Heller 

and Georgette Ballance (New York: Allworth Press, 2001), 55.

307. For the "materiality" of digital texts, see, Dourish and Mazmanian, "Media as Material." 

308. Kress and van Leeuwen, Reading Images, 216.

309. McKenzie, Bibliography and the, 25.

71.



tantly, interpreting Transition’s visual and verbal texts is compatible with the approach taken more 
generally. Although Latour does not rely on Halliday as the basis of his own semiotics, ANT still relies 
on the interpretation of texts to make visible the traces of actors at work.310 Halliday’s linguistics is not 
altogether dissimilar from the pragmatic and socially-constructivist relationality proposed by ANT. 
These two schemes approach their respective tasks of description in a consistent manner. Points of 
change, disruption, translation, and transformation are taken to indicate a breakdown in the natural-
isation of language and also in the description of relationships. Where Latour talks about opening up 
“black-boxes,”311 Fairclough argues that lexico-grammatical disruptions, or what he terms “cruces” in 
language, are indicative of instances of social change, as existing discourses and genres are challenged 
and new ones emerge.312 Fittingly, the textual examples selected for development in this thesis are 
typically drawn from instances of antagonism within the networks of Transition.

Even with this new understanding of boundary objects, mediators, and actor-networks, how, in prac-
tical terms, does one go about studying a magazine as a technical object? According to Latour, techni-
cal objects emerge from a complex bundling of actors which, when everything is running smoothly, 
become naturalised.313 The implication is that, when things are running without disruption, “even 
highly complex technical objects” can hide “their artificiality under the illusion of integrality.”314 This 
naturalising process only becomes apparent when things go wrong, or “when networks fall apart.”315 
Casper Bruun Jenson has argued that in order to describe how things are related, “what matters is 
to become able to trace the transformation of unstable sets of actors before they are “black-boxed” 
and naturalised,”316 and this provides a cue for how one might approach the description of the mag-
azine-technology. To understand how Transition was implicated in its ‘cloud of things,’ it becomes 
necessary to identify points at which its smooth operation was disrupted. Accordingly, this study 
proceeds via the investigation of points of change, disruption, or conflict.

310. Relying on Algirdas Julien Greimas, Latour interprets “semiotics as a toolbox.” See, Bruno Latour, Robert 

Crease, Don Idhe, Casper Bruun Jenson, and Evan Selinger, “Interview with Bruno Latour,” in Chasing Tech-

noscience: Matrix for Materiality, ed. Don Ihde and Evan Selinger (Bloomington: Indiana University Press, 

2003), 22.

311. Latour, Reassembling the Social, 39.

312. Indicated by changes in meaning of semantic units, changes in the way a meaning is worded, met-

aphoric language, nominalisation of complex processes into simple nouns, and so on. See, Fairclough, 

Discourse and Social Change, 232-38.

313. Latour, “Technology is Society,” 109.

314. David J. Madden, “Urban ANTs: A Review Essay,” Qualitative Sociology 33, no. 4 (2010): 584.

315. Madden, “Urban ANTs,” 584.
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A Risky Account

Inscription/Description | Assembly/Reassembly
Central to ANT is the role played by texts or what are also termed “inscriptions.”317 Written and visual 
texts are devices through which networks are traced and through which collective life is made visible. 
According to Tommaso Venturini, using ANT to “trace a phenomenon means converting it into a 
piece of writing.” It matters not whether the phenomena being investigated are “nuclear forces, legal 
bindings or neural synapses” because the analyst will “eventually deal with words, charts or num-
bers.”318 

To take advantage of the specific nature of the magazine as a research object requires two conceptu-
al moves. The first is to take advantage of textual nature of architectural magazines—if architectural 
magazines are a gathering and binding of various inscriptions, then it should be possible to reverse 
this process and thus make visible the processes of their collective making. What has been ‘in’scribed 
can also be ‘de’scribed.319

The second move required is to accept the role of descriptive texts in tracing networks and making 
them visible. Latour advocates for the production of “risky accounts,”320 by which he recognises that 
any text produced in the description of actor-networks will be partial, situated, and reflexive. Risky ac-
counts do not avoid or unnecessarily simplify the complexity of the social realities they are describing, 
but accept this messiness as necessary. They also accept that texts produced by an analyst might also 
become actors and feed-back on the collective activity they are describing.321

With these two moves, the previously insoluble source/object distinction quickly falls apart. Instead 
of being the most inscrutable of research objects, architectural magazines and the many ways they 
participate in the assembly of collective life, become readily knowable. What could be a more direct, 
more appropriate way to interpret inscriptions than through their description? And what is the result 
of this descriptive activity? It is another text—a reassembly.322

317. Latour, “Drawing Things Together,” 45-47; Bruno Latour, “On Recalling ANT,” 47, no. S1 (1999): 19.

318. Tommaso Venturini, “Building on Faults: How to Represent Controversies with Digital Methods,” Public 

Understanding of Science 21, no. 7 (2012).

319. See, Akrich, “The Description.”

320. Latour, Reassembling the Social, 133.

321. Through this research, the capacity for feed-back was evident. When carrying out interviews it became 

clear that some respondents had read this author’s early conference papers and formulated answers in such 

a way that these earlier texts were integrated into their responses. Others admitted to meeting one another 

prior to be interviewed to refresh their ‘collective memory’ of historical events.

322. Latour defines a good account as “one that traces a network” which he means “a string of actions where 

each participant is treated as a full-blown mediator.” A good textual account is a “narrative or a description, 

or a proposition where all the actors do something and don’t just sit there. Instead of transporting effects 
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of a new translation.” See, Latour, Reassembling the Social, 128-29.
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Although this thesis has outlined the relevance of actor-networks, material resistance, and relational-
ity, the following chapters in some ways resemble a social-historical narrative. This is, to some degree, 
unavoidable: the characters and events described are indeed ‘historical,’ and the relationships in which 
they are imbricated makes a kind of ‘society.’ This narrative does differ from other social historical 
texts though: it attempts to reassemble networks and make them visible by textualising all actors 
including non-human ones; locates instances of mediators at work; and focuses on translation, even 
when it might appear banal to a ‘critical’ historian. It should be noted though that ‘description’ in this 
thesis is not synonymous with ‘debunking.’ It aims not at deconstruction but careful examination. 
This is a text that attempts to make clear the immense amount of work, attention, care, and collective 
activity involved in making some ‘thing’—regardless of whether it is a building, a magazine, a club, a 
theory, or a culture.323

This is not (quite) ANT
Although this investigation is predicated on concepts drawn from Latour and others in the Sociology 
of Science, it cannot be considered a true ANT account. Traditionally ANT scholars have adopted an 
ethnographic approach, requiring extended periods of fieldwork in which the analyst is embedded 
within a community to observe and participate in the networks, practices, and relationships being 
described.324 Transition began publication in 1979 and ceased in 2000—the sixteen year interregnum 
between the cessation of the magazine and this project renders any kind of embedded account impos-
sible. This study is therefore, and by necessity, a reconstruction of Transition and its networks through 
historiographical research. Fortunately, Transition has a number of characteristics which help amelio-
rate some effects of temporal distance.

First, the magazine is itself both a textual and material archive. Indexed into its sixty-one issues, it 
affords a chronologically ordered corpus of texts, images, and other data. In most cases, sponsors, 
editorial staff, board members, and contributors are credited in the magazine, providing a data set that 
can be compared across a twenty-one year period. Significant occurrences in the networks of Transi-
tion are inevitably inscribed in the magazine itself.

Second, the technologies and practices used to make the publication are directly visible in the de-
sign-object of the magazine, which manifests the technologies of its own production and makes 
available to forensic analysis such technological developments as: the move from photo-typesetting 
and rub-down transfer lettering to digital typography; hand drafting to computer-aided drawing and 
three-dimensional rendering; and manually-screened bromides and transparencies to digitally manip-
ulated photography.

Third, as an ethnographic source recording the activities of a social-group, Transition is the proverbial 
‘open book.’ When read as an extended conversation that spans the entire period of the magazine’s 

323. See, Latour, “The Promises of Constructivism.”

324. For instance, Albena Yaneva was situated for months within the Rotterdam offices of Rem Koolhaas’ 

Office of Metropolitan Architecture. See, Albena Yaneva, The Making of a Building: A Pragmatist Approach to 

Architecture (New York: Peter Lang, 2009).
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publication, the letters, and editorials are particularly revealing of conflict, controversies, and simple 
differences of opinion.325

Finally, the availability of archival material pertaining to both Transition and the Halftime Club held 
in the RMIT Design Archive, Melbourne, makes the magazine available to reconstruction.326 

Assembling and Enhancing the Corpus

A number of procedures were undertaken prior to any analysis of data or interpretation of texts. These 
included: the review of literature as outlined in Chapter 1.2; archival research of both Transition and 
the Halftime Club; and written and oral interviews with key respondents.

Enhancing the Corpus—Archival Research and Interviews
It has been argued above that the printed volumes of Transition magazine collectively constitute a 
corpus of written and visual texts. The corpus of Transition has been expanded in three ways for this 
project:327

First, through the collection of existing literature on Transition, paying special attention to texts pub-
lished by Transition contributors and collaborators. The architectural culture in Melbourne is uniquely 
self-reflexive and many individuals related to Transition have subsequently written about their in-
volvement with the magazine; a number of these texts are detailed in the literature review of Chapter 
1.2.

Second, through archival research. The RMIT Design Archives holds a collection of archival mate-
rial pertinent to Transition, including correspondence between editors, copy-edited manuscripts, 
imposition layouts, press-clippings and other useful ephemera. Analysis of the archive was carried 
out during September 2014 and has proven to be an invaluable source, contextualising and expand-
ing the material printed in the magazine, and offering a deeper understanding of Transition and its 
relationships. There are limitations to the archival material, important enough to note here. The most 
significant limitation is the archive’s incompleteness. The period during which Paul Morgan, Harriet 
Edquist, and Karen Burns were each editors and co-editors (1987-1994) is relatively well documented; 

325. For the significance of letters to the editor see, Bill Reader and Kevin Moist, “Letters as Indicators of 

Community Values: Two Case Studies of Alternative Magazines,” Journalism and Mass Communication Quar-

terly 85, no. 4 (2008). Several former Transition editors, interviewed for this research project, confirmed that it 

was the policy of the magazine to include any and all written correspondence received. Many letters printed 

in the magazine are explicitly critical of the editors or of RMIT, further confirming an inclusionary editorial 

policy, even when it came to self-criticism. Leon van Schaik, interview by author, February 24, 2016.

326. Latour concedes that “when objects have receded into the background for good, it is always possible—
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Social Change, 227.

75.



however, periods prior and subsequent are poorly represented. No information is held relating to the 
first five years of Transition’s operation. Even for the period that is relatively well documented, many 
key documents are not present. There are, for instance, no minutes of editorial meetings or editorial 
board meetings. Other archival material has also been surveyed. The archive of the Halftime Club has 
been another valuable source.328 That collection includes audio and video recordings of Halftime Club 
Meetings and detailed minutes of the first several years of meetings which provide a commentary on 
the development of Transition and clarify the intersection of the two projects.

Third, through interviews with key respondents. A review of the available literature led to the identi-
fication of twenty-five individuals, who were subsequently approached for interviews; two rounds of 
interviews were carried out between February and April 2016. This group of key Transition respond-
ents included former editors, editorial board members, regular contributors, artwork/production 
assistants, and editorial assistants. Of this initial group, twenty individuals agreed to be interviewed. A 
standardised, written questionnaire, designed for comparative analysis, was sent to respondents with 
the intention being to follow up with semi-structured interviews with a smaller group of respondents. 
The response rate to the initial questionnaire was poor—only five were returned within the agreed 
time-frame. Given this poor rate of return, oral interviews were organised. These took place in person 
in Melbourne between February and March, 2016, and one interview was conducted via telephone 
prior to this period. A total of seventeen oral interviews were conducted. These included editor 
(seven), editorial board member (six), managing editor (one), artwork/production assistant (seven), 
editorial assistant (four), regular contributor (one), and executive editor (one).329 Of the five written 
questionnaire received, three individuals were reinterviewed as part of this round of oral interviews 
and are included in the above values.330

This interview data has been supplemented by interviews with key respondents conducted by Melinda 
Payne for her 1995 Bachelor’s dissertation at UWA.331 Payne interviewed five respondents, including 
editor (four), and editorial board member (two).332 Of the five respondents interviewed by Payne, 
three were reinterviewed for this project. The temporal distance between these two sets of interviews 
offers both opportunities and limitations. A major limitation relates to the variability of human 
memory, which might perhaps explain some of the inconsistencies in the reports which emerged 
separated by an intervening period of twenty-one years.

328. The narrative of The New Classicism? exhibition recounted in Chapter 1.1 was drawn from the archive of 

material related to the Halftime Club, which is also held at the RMIT Design Archive in Melbourne. 

329. A number of these individuals held multiple roles which accounts for the double-counting. The individ-

ual referred to as ‘contributor’ in this instance had no official role with the magazine.

330. Two respondents to the written questionnaire were not reinterviewed, including international editorial 

correspondent (one), and editorial assistant (one).

331. Payne, “Transition: Discourse and Distance.”

332. One individual held two roles which accounts for the double-counting.
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Limitations
Limits to time and human resources are factors that any research project must deal with, and this 
project has been no exception. Limited to the three years of a standard Australian doctoral degree, the 
density of material and textual networks uncovered provided a seemingly infinite number of threads 
available for a project to pursue. The project has therefore been necessarily selective, pursuing an 
interest in architectural magazine exceptionalism, the printed magazine as mediator, and the networks 
of Transition.

The archival material available for this thesis has been valuable; however, there were gaps in the archi-
val record. In response, the magazine itself— Transition as the printed-periodical-as-technology—has 
been treated as the primary source, and deferred to in the case of conflicting reports or missing data. 

The interviews have proven invaluable, however these also have limitations. Not all requested inter-
views were granted, and some key respondents had either passed away or were otherwise uncon-
tactable. Many interviewees admitted that their memories of specific events or processes were either 
incomplete or unclear. In the cases of unclear reports, the practice has been to seek a further corrob-
orating source. In cases of conflicting reports, the magazine has been deferred to as the primary ar-
chive. Gordon Woolf ’s How to Start and Produce a Magazine (or Newspaper), has also proven a useful 
resource when respondents were unable to recall with precision, the processes used in the design, 
layout, and production.333 Woolf ’s is a practical, rather than critical, guide to independent magazine 
production. First published in Australia in 1986 during the early period of Transition’s operation, it 
has been updated at regular intervals to reflect changing printing and desktop publishing technol-
ogies. It therefore proved to be a useful working guide to the technologies, processes, and practices 
available to the magazine’s producers.

Conclusion

This thesis is not intended to act as a biographical history of the major figures involved with Transi-
tion; it instead focuses on the periodical itself, tracing its way outward to describe its networks and re-
lationships. Attention is always turned back to the printed magazine as the “very local, very practical, 
very tiny locus” and site of “interactions through various kinds of devices, inscriptions, forms and for-
mulae.”334 Transition’s typography, written and visual languages, and its capacity to act as a mediator 
are foregrounded in this account; the practices of design, production, distribution, and reception are 
all given due consideration. Thinking about Transition in this way provides a way to convert a period 
of Australian architecture into a coherent text, but one that doesn’t rely primarily on biographies of 
major historical figures, or an unfolding story of periods and styles in the development of its narrative. 

This chapter, which concludes Section 1, has identified the theoretical bases and methodological 
approach adopted by this study. By thickening up the concept of ‘mediation,’ as used in semiotics, to 
consider Transition as a mediator in the tradition of the Sociology of Science, the magazine-technolo-
gy is considered as the privileged site in which text and object intersect. 

333. Gordon Woolf, How to Start and Produce a Magazine (or Newspaper) 2nd ed. (Wangaratta, Vic: Worsley 
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334. Latour, “On Recalling ANT,” 17.
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Section 2 interrogates the research questions set out in Chapter 1.1 through detailed case-study anal-
ysis of Transition, focusing especially on instances of disruption, change, and controversy. It demon-
strates that the magazine was no mere passive intermediary for the strong agencies of human authors, 
but rather acted through material resistance to shape disciplinary knowledges and the practices of 
architecture in Australia.
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S e c t i o n  2 :  G a t h e r i n g

Gathering:

In binding, the process of assembling and arranging in correct sequence the 
folded sections of a book […]

In medieval manuscripts, a gathering (called a quire) consisted of one or 
more parchment or vellum bifolia (usually four) nested inside each oth-
er, hair side facing hair side and flesh side facing flesh side, sewn through 
the back fold to leather or hemp cords that attached the book block to the 
boards. The unit of work in medieval scriptoria was usually the gathering 
[…] 

In modern binding, a gathering consists of a single sheet, or several sheets, 
of paper folded to form a single group of leaves in a book or other printed 
publication. Used synonymously with signature in bibliography.335

There are three chapters in Section 2:

Chapter 2.1 describes the constantly evolving editorial direction of Transition. Organised around 
changes in editorial and production staff, it begins to outline a network of actors that included the 
magazine, RMIT, and the Halftime Club. 

Chapter 2.2 describes the making of the magazine in terms that are socially and materially perform-
ative, describing the collective nature of magazine assembly, as well as the capacity of the printed 
magazine to act as a mediator.

Chapter 2.3 identifies the clubs, groups, individuals, organisations, events, and magazines which were 
gathered together because of their relationship to the magazine.

Together these chapters show how Transition was able to gather actors into networks. The magazine 
is itself described in Latourian terms as an actor-network—bundled in such a way that it was able to 
make things happen.

335. Online Dictionary for Library and Information Science, s.v. “Gathering,” by Joan M. Reitz, accessed June 26, 

2017, http://www.abc-clio.com/ODLIS/odlis_s.aspx.
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2 . 1  E d i to r s ,  D i re c t i o n s ,  a n d  D i re c to r s
Jannière and Vanlaethem have claimed that the specificity of architectural magazines emerges from 
the “interaction between editorial policy and the magazine’s material nature.”336 This begs the ques-
tion: What does it mean for a magazine to have an editorial policy and what does it mean to be an 
editor? This chapter shows that these ostensibly simple questions are not so easily answered. The 
editorial direction of Transition is shown herein to be meandering, contested, and multiple—never a 
simple matter of fact but rather a “matter of concern” and a centre of controversies.337 

In tracing Transition from its founding in 1979 until its eventual demise in 2000, this chapter makes 
visible the cast of actors drawn together by the magazine. The discussion is organised around regu-
lar instances of editorial regime change, during which editors and production staff were replaced by 
new teams, often with very different ideas about how the magazine should operate and what its focus 
should be. Changes in editorial staff occurred at intervals when the magazine had become controver-
sial, times during which connections were being remade and alliances renegotiated. Partly as a result 
of the shared-studio arrangement common to Melbourne at the time, which allowed studio colleagues 
to be enlisted for the more labour intensive aspects of magazine production, incoming editors also 
tended to be accompanied by changes in design and production staff. This meant that editorial change 
was registered in the graphic design, format, and typography of the magazine. What this chapter indi-
cates is the degree to which the editorial control of the magazine remained contested across time, with 
individuals seldom able to agree on even such basic things as what an editor’s responsibilities should 
be, who they should be responsible to, and even who owned the magazine.

The Nature of Controversies
Given that the editorship has been described above as ‘controversial,’ it is necessary to provide an 
account of the nature of controversies as they are seen in ANT. According to Venturini:

Controversies are situations where actors disagree (or better, agree on their 
disagreement). The notion of disagreement is to be taken in the widest 
sense: controversies begin when actors discover that they cannot ignore 
each other and controversies end when actors manage to work out a solid 
compromise to live together. Anything between these two extremes can be 
called a controversy.338

Studying situations of disagreement is useful because these “constitute the best settings for observing 
the construction of social life.”339 Even contests that seem trivial to an outsider are taken very seriously 

336. Jannière and Vanlaethem, “Architectural Periodicals,” 61.

337. One individual credited as an editor in the front matter of several issues denied ever holding such a 

role. Interview with former Transition editor, February 24, 2016.

338. Tommaso Venturini, “Diving in Magma: How to Explore Controversies with Actor-Network Theory,” Pub-

lic Understanding of Science 19, no. 3 (2010): 261.

339. Venturini, “Building on Faults,” 796.
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Figure 6. Excerpt from “Editorial,” 
Transition no. 49/50 (1996).



by those involved. These are situations in which actors negotiate social relationships and begin to form 
collectives and groups.340 These are also situations in which a principal contention of ANT is made ev-
ident, because, according to Venturini, “in controversies, any actor can decompose in a loose network 
and any network, not matter how heterogeneous, can coagulate to function as an actor.”341 This means 
that the editorship and control of a low-volume, independent, Australian architectural magazine was 
no inconsequential thing—the direction and control of Transition were of supreme importance to 
those involved with the magazine, and these individuals have subsequently been highly significant to 
the shape of Australian architectural culture.

Tracing the editorial direction also highlights the complex network that included Transition, the Half-
time Club, and the magazine’s principal institutional benefactor, RMIT. The description that follows is 
somewhat Machiavellian, paying as much attention to career progression, architectural commissions, 
friendships, and self-promotion as to ideology, class, and so-called ‘social factors.’ This is done inten-
tionally, the aim being to flatten these disparate concerns and make them commensurable. Transition 
is certainly not the only architectural magazine that changed cast and focus across its period of publi-
cation, and these processes of change have been described in other magazines by other scholars.342

The Traces of an Editorial Direction
It was not until 1996, some seventeen years after its first issue, that an editorial policy was expressly 
noted in Transition. A foreword contributed by Leon van Schaik—then Dean of the Faculty of Envi-
ronmental Design and Construction at RMIT—proposed that the role of the editor was sixfold, being 
to:

i) seek out, record and promote contemporary architectural events in-
cluding competitions, lectures, visits by architects to Australia, papers and 
interviews, buildings, research, exhibitions;

ii) promote interaction between contemporary architectural critics and 
writers especially in Australasia and SE Asia;

iii) promote architectural writing, nurturing new writers through book 
reviews, new building reviews etc.;

340. Venturini, “Building on Faults,” 796.

341. Venturini, “Diving,” 262-63.

342. Domus editor Vittorio Magnago Lampugnani was removed from his position in 1995, following disa-

greement with that magazine's financial stakeholders about the direction he was taking that publication. 
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Figure 7. Meeting minutes of the Halftime Club, June 2, 1979.



iv) hold open but responsible editorial criteria, viz: does the work present 
a useful way to discuss the present condition of architectural praxis?; is it 
helpful to discuss the work?;

v) formulate the journal content experimentally: in writing: in transcript: in 
photo essays: in parallel footnote response layout;

vi) design the journal with incremental improvements of the format.343

Van Schaik’s “Foreword,” which also iterated the value of the magazine as a link between “academia 
and practice,” appeared at the end of a period of intense conflict over the editorial control of the mag-
azine during which its relationship with RMIT was being publicly contested—a controversy described 
later in this chapter.344 

Although not an official policy, and not published in the magazine itself, an earlier document had 
been important in setting an original course for Transition. In February of 1979, two architectural 
graduates, Ian McDougall and Richard Munday, presented their proposal for a new architectural pe-
riodical to a meeting of early-career architects in a terrace-house in the Melbourne suburb of Fitzroy. 
The minutes of the first meeting of what soon after became the Halftime Club, contain a paraphrased 
version of their presentation. McDougall and Munday’s magazine was supposed to gather like-minded 
young architects together and establish a context for their architectural production and professional 
careers. Their still unnamed periodical was being “initiated to help bring readers, writers and think-
ers, who may otherwise be unaware of each other, under the one architectural umbrella, and in turn 
help promote good architecture.” Its “literary goal” was fourfold, including: i) “Historical and critical 
analysis of architecture,” ii) “Polemics,” iii) “Processes and sources of design,” and iv) “Manifestos.”345

It is no coincidence that the two graduates chose this meeting to present their publishing project. The 
magazine and the club emerged together and involved many of the same people. Although Mark Rag-
gatt has subsequently argued that “[t]he magazine and the club provided the medium and the method 
by which a generation of architects made and tested their propositions for architecture” their relation-
ship was more complex and mutable than strictly causal.346 To describe their co-emergence it is neces-
sary to travel a little further back in time and to a now infamous event of controversy and conflict.

On an evening in March, 1978, around one-hundred architects, students, graduates, and other inter-
ested parties had gathered together for what has been described by one attendee as a “let it all hang 

343. Leon van Schaik, "Foreword," Transition, no. 49/50 (1996): 3.

344. van Schaik, "Foreword," Transition, no. 49/50 (1996): 3. 
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Figure 8. Duties to be carried out by the Transition editor (early 1990s).



out encounter”347 to vent their various dissatisfactions with the functioning of the Royal Institute of 
Architects (RAIA) and its official magazine Architecture Australia.348 Organised by Graeme Gunn, 
Peter Corrigan, and Norman Day, and chaired by Evan Walker and Len Hayball, the venue selected 
was The Last Laugh Theatre Restaurant and Zoo, a cabaret venue established by the impresario John 
Pinder in the Melbourne suburb of Collingwood, which had only recently been renovated by Edmond 
and Corrigan (1976-77). According to attendee Conrad Hamann, Corrigan, Day, and some other Mel-
bourne architects perceived the RAIA as overly concerned with the interests of large, Sydney-based, 
commercial practices to the detriment of smaller design-led firms. There was also dissatisfaction with 
the editorial policy of the RAIA’s official journal Architecture Australia, which some in the audience 
considered as insufficiently critical in its appraisal of architectural projects, and unfairly biased to-
wards the publication of work by Sydney practices to the detriment of their Melbourne colleagues.349 
The intention for this assembly at the Last Laugh was that it might provide an opportunity for archi-
tects who felt peripheral to the official ‘voice’ of architecture in Australia to discuss the possibility of 
forming an alternative organisation, better able to serve their interests. Among those present were 
architects, architectural historians, educators, and journalists.350 An invited guest was Federal Austral-
ian Labor Party Senator John Button, who according to Hamann, was “something of a political friend 
to architects at the time.”351

There were some unfortunate oversights in the planning of this evening that compromised its success. 
Hamann recalls “two fatal problems:" the first being that two or three microphones were on the stage 
and open simultaneously; and the second, that “the bar was kept open” throughout the proceedings.352 
Intended as a constructive and collaborative meeting of like-minded professionals, this quickly de-
teriorated into a vinous, vitriolic and altogether insalubrious affair. It is as a punctuation point to an 
already unsuccessful evening that an important non-human actor in this narrative makes its appear-
ance. A glass carafe recently emptied of its contents launched from the rear corner and travelled in 
an arc across the room. What happened next has entered into Melbourne’s architectural folklore and 
has been mythologised to the point that there are almost as many versions as there are tellers of the 
story. In one report it was not a carafe but a bottle; in another it was the unfortunate Senator Button 
who was hit; in a third, it was architect John Denton who bore the brunt of the aerial assault. In the 
eyewitness account retold here, the projectile, intended for architect Bernard Joyce deviated slightly 

347. Conrad Hamann, interview by author, February 25, 2016. This event was subsequently discussed in 

correspondence to the Victorian Architect magazine. See, Neil Clerehan, “Psst!,” Architect (Vic) October (1978); 

Daryl Jackson, “Tsk!,” Architect (Vic) October (1978).

348. ” See, Goad, “The Modern House,” 83-84.

349. Hamann, interview by author, February 25, 2016.

350. Conrad Hamann, e-mail message to author, May 3, 2016. Special guests at the event included Senator 

Button, Professor Patrick McCaughey (Monash University), David Yencken (Australian Heritage Commission), 

and Lance Wright (visiting editor from the Architectural Review magazine). Minutes of the meeting, courtesy 

of Norman Day. Quoted in Goad, “The Modern House,” 84.

351. Conrad Hamann, e-mail message to author, May 3, 2016.

352. Conrad Hamann, e-mail message to author, May 3, 2016.
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Figure 9. Transition issues produced in the sharehouse 
at 78 Blessington Street, St Kilda.



mid-flight before landing squarely on the unsuspecting head of architect, Bill Corker. Hamann recalls 
hearing a “commotion […] and there was Bill Corker on the ground, having been hit. We were collec-
tively ordered out soon after.”353 Following what was perhaps a fitting conclusion to an ignominious 
evening, the event was halted and the bar closed, while the milling crowd dispersed into the gloomy 
Melbourne night.

The evening at the Last Laugh was just one in a series of attempts to establish an alternative to the 
RAIA and its official journals. One individual pushing this agenda was Melbourne architect Peter 
Corrigan. Corrigan had completed his architectural training at Melbourne University in 1966, after 
which he had travelled to North America for postgraduate studies at Yale University (1969) where 
he came into contact with Louis Kahn, Vincent Scully, Robert Venturi, Denise Scott Brown, Steven 
Izenour, Charles Moore, and Paul Rudolph.354

On his return to Melbourne in 1974, Corrigan had re-established himself within the architectural 
community, continuing his architectural and theatre set design practices with partner Maggie Ed-
mond.355 He also took up a part-time teaching position at RMIT offered to him by then Dean of the 
Faculty of Architecture and Building, Graeme Gunn.356 It was in this role that he became something 
of a mentor to a generation of emerging Melbourne architects who sympathised with his irreverent 
approach toward architecture, his willingness to integrate pop iconography in his buildings, and his 
desire to engage with Australia’s suburban conditions.357 Many of the individuals introduced through-
out this narrative were, at one time or another, taught by Corrigan, and/or employed in the Edmond 
and Corrigan office.358

Following the aborted meeting at the Last Laugh, Corrigan travelled to Sydney where he met with 
other influential architects, including Philip Cox and Howard Tanner, to discuss the possibility of an 
alternative architectural journal, which he hoped would better represent the interests of smaller prac-

353. Conrad Hamann, e-mail message to author, May 3, 2016. 

354. Conrad Hamann, Cities of hope: Australian Architecture and Design by Edmond and Corrigan, 1962-92 

(Melbourne: Oxford University Press, 1993), 31-34. Corrigan published articles on some of these individuals 

in the Australian architectural media. See, Peter Corrigan, “The Venturis,” Architecture in Australia 61, no. 1 

(1972).

355. In 1975 the pair set up the firm Edmond and Corrigan.

356. Hamann, Cities of Hope, 34. See also, Peter Corrigan, “Other Times, Other Ways.,” Architecture Australia 

100, no. 2 (2011): 82.

357. Doug Evans has described Corrigan’s influence on Australian architecture during the 1980s and ‘90s. 

See, Doug Evans, “The Changing of the Guard: The Social and Cultural Reflections of Community in 1970s 

Melbourne Architecture,” Fabrications: The Journal of the Society of Architectural Historians, Australia and New 

Zealand 15 (2005). See also, Peter Corrigan, “Learning From Suburbia,” Domus 663, July/August (1985): 6-7.

358. See, Vivian Mitsogiannni, “The Laughter of Liberation/The Authority of Vision,” Architecture Australia 92, 

no. 2 (2003).
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Figure 10. Meeting minutes of the then “Unnamed Architecture Club,” January 16, 1979.



tices like his own. Corrigan reportedly found little support during this trip, those he met with arguing 
that Architecture Australia was already doing an adequate job.359

While Corrigan’s agitation for an alternative institute of architects was ultimately unsuccessful, it 
did provide a catalyst for Transition; McDougall has argued that its emergence was directly linked to 
these failed attempts. In his assessment, the magazine emerged directly in response to the thwarted 
“ambitions of the people who were trying to set up the new institute, against what was seen as the old 
money, old business type of control of architectural interests.”360 This support translated into financial 
and other benefaction for the magazine from unlikely sources, which McDougall refers to as “odd 
people,” and “an atmosphere” where McDougall, Munday, and their peers could start up a magazine 
“which stood for what that [opposing sentiment] couldn’t achieve” on its own.361

A Polemical Vade Mecum
The first issues of Transition were produced on a residential street in St Kilda. Identified in the inside 
front cover as the location of “Transition Publishing,” the ‘office’ at 37 Blessington Street, was in reality 
a share-house occupied by recent architectural graduates McDougall and Munday, who each sublet a 
portion of the residence from Corrigan, while their former teacher and mentor intermittently occu-
pied a unit at the rear of the property. As well as sometimes residing ‘out back’ of the Transition office, 
Corrigan was a force driving the progress of the magazine—he encouraged Munday and McDougall 
in their editorial efforts, sought financial assistance,362 identified new talent to work on production, 
and bore a considerable influence on its editorial direction.363 He was therefore, from the earliest days, 
a figure both literally and figuratively ‘behind’ Transition.364

McDougall and Munday had themselves only fairly recently relocated to Melbourne. Around 1976, as 
students of architecture at the University of Adelaide in South Australia they were advised by a sympa-
thetic instructor that their design interests were developing in a direction out of step with the program 
at that university. They recognised in Corrigan a like-minded figure and a potential mentor, and this 
attracted them to Melbourne in general, and RMIT in particular.365 Their student peer and eventual 

359. According to Hamann the response Corrigan received in Sydney was “Oh well, the institute journal does 

that perfectly well.” Hamann, interview by author, February 25, 2016. 

360. McDougall, interview by author, February 26, 2016.

361. Melinda Payne, “Interview with Ian McDougall,” in Transition: Discourse and Distance (1995).

362. According to Leon van Schaik, it was Corrigan who approached RMIT for financial assistance for the 

magazine when the editors had been unsuccessful in securing an institutional backer. van Schaik, interview 

by author, February 24, 2016.

363. McDougall recalls that: “Corrigan and Norman Day used to ring up on Friday nights […] and say ‘now 

what you should be doing is […].’” McDougall, interview by author, February 26, 2016.

364. Corrigan is credited as an editorial board member between 1984 to ’94, and again between 1996 and 

’98. 

365. It was Munday’s idea that Corrigan “was someone we could study with.” McDougall, interview by au-

thor, February 26, 2016.
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collaborator Michael Trudgeon, an individual who went on to have a significant impact on the graphic 
design and visual identity of Transition, recalls the significance of their arrival in Melbourne:

They were extremely clever. They were not afraid of new ideas and they 
weren’t afraid of people […] I remember when they first arrived, the two 
of them sitting side by side. I think they both had leather jackets on […] 
sitting in the front desk of a Corrigan lecture […] They were a unit and very 
impressive.366

Both McDougall and Munday had a pre-existing interest in what Munday has termed “fringe publish-
ing,”367 having been involved in the production of magazines while in Adelaide. Their previous asso-
ciation with student and independent publications had shown them that “a small publication brought 
out from the kitchen table" could be effective in bringing about cultural change, if it was "under the 
control of people who saw themselves as being on the fringe."368

The first issue of Transition was published shortly after McDougall and Munday graduated from their 
architectural studies. The year 1979 also saw the formation of some significant architectural clubs in 
Melbourne. The relationship between Transition and the Halftime Club is of special significance: the 
two emerging from the same small group of people and sharing similar interests. According to Corri-
gan, who was a speaker at several Halftime Club meetings, “there was a type of symbiotic relationship” 
between the Halftime Club and the magazine because they were “part of a community [of] similar 
people involved in both endeavours.”369 McDougall and Munday were also founding members of the 
Halftime Club and the trajectories of the club and the magazine continued to intersect until Transition 
ceased publication. 

The Halftime Club had originally been conceived of by another recent Melbourne architectural gradu-
ate, Grant Marani,370 who thought it beneficial for early-career architects to continue an informed and 
critical dialogue after leaving university, and felt that a club format would be the best way for “getting 
together to help each further their ideology and critique.”371 Marani also had a relationship with Corri-
gan, having worked in the offices of Edmond and Corrigan following his own graduation, and this 
association afforded him the resources he needed to pursue his idea. Corrigan recalls Marani taking 

366. Michael Trudgeon, interview by author, March 3, 2016.

367. In Adelaide Munday had been involved with a student magazine called Fabric and McDougall had con-

tributed drawings and text for Another One for Mary. Payne, “Interview with Ian McDougall.”

368. McDougall completed his studies at RMIT, whereas Munday finished his degree in Adelaide before 

returning to Melbourne in 1978. Payne, “Interview with Ian McDougall.” 

369. Payne, “Interview with Peter Corrigan.” 

370. Marani completed his architecture degree at Melbourne University (1979).

371. Introduction, 1979, Halftime Club Collection, RMIT Design Archives. McDougall has himself described 

the Halftime Club as “a college of doing with the camaraderie of an idea collective.” See, McDougall, “Making 

a Culture,” 647.
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advantage of office resources: “He’d [Marani] type the bloody minutes on our typewriter [...] Grant 
[Marani] ran it from the office: his name, his idea. He showed all the initiative and all the energy to get 
it established.”372

A circular composed by Marani and sent out to prospective club members prior to the first meeting 
articulated his intentions:

I believe that an architecture ‘club’ would be, for many, a rewarding and 
fruitful experience. We can learn and gain strength from each other by shar-
ing ideas and experiences as we struggle through the confusion, anger, and 
despair of the architectural pyramid.373

That document also acknowledged McDougall and Munday’s nascent publishing activities, recognis-
ing the potential for a productive relationship between their magazine and Marani's club, which at this 
early stage, were intimately linked. According to Marani:

It would be useful to provide the above and other information to interested 
people outside the ‘club’ via some form of periodical. Two recent architec-
ture graduates, Richard Munday and Ian McDougall, are currently working 
towards a publication which fortunately will be closer to (what I consider to 
be) the ideals of the ‘club’ than are the official journals of the R.A.I.A., which 
tend to favour ‘beautiful music’ architecture seemingly published as a token 
acknowledgement rather than for true architectural merit.374

Although precisely what was meant by "beautiful music" architecture was not defined, it is significant 
that even at this early juncture, the magazine and its editorial direction were already being defined 
and characterised in terms of ‘difference’ or ‘opposition’ to a prevailing norm—in this case, the RAIA 
and its “official journals.”375 The idea of establishing a position on the periphery of officially sanctioned 
architectural discourse was cultivated by the magazine and the term ‘fringe’ was often adopted to 
locate this virtual site of opposition.376 The controversial nature of fringe positions, and the role of the 
magazine in establishing them, is considered in detail in Chapter 2.3.

372. Payne, “Interview with Peter Corrigan.” For Marani’s account of this period see the interview, Grant Ma-

rani and Mark Raggatt, “Grant Marani,” in Mongrel Rapture: The Architecture of Ashton Raggatt McDougall, ed. 

Mark Raggatt and Maitiú Ward (Melbourne: Uro, 2015).

373. Introduction, 1979, Halftime Club Collection, RMIT Design Archives

374. Introduction, 1979, Halftime Club Collection, RMIT Design Archives

375. It is fair to assume Marani is referring to Architecture Australia and the Victorian Architect magazine.

376. McDougall uses both the terms “fringe” and “fringe publishing” to describe his activities. See, Payne, 

“Interview with Ian McDougall.”; McDougall, interview by author, February 26, 2016. 
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Figure 11. Introduction to the Halftime Club, composed by Grant Marani (1979), and circulated to 
prospective members.



After gauging support through his circular, the first meeting of Marani’s architectural club was held in 
January, 1979, in a terrace-house in Carlton.377 Although the name ‘Halftime’ was not selected until a 
later meeting, the printed records clearly identified the club’s intended audience, membership criteria, 
and aims, formatted as a series of questions and answers between unidentified interlocutors:

“Who is the club aimed at?”

Principally young (under 30) architects. Anyone can become a member as 
long as they are interested in architecture and in taking an active part in the 
'club's' proceedings.

“Could the aims of the 'club' be clarified?”

By intelligent discourse improve an individual’s ability to analyse and criti-
cise architecture. Formation of architectural ideologies is also considered as 
being an essential aspect of the ‘club’ [Punctuation as per original].378

The relationship between the club and the periodical that later became Transition was further consoli-
dated at the second meeting, this time at a terrace-house on Brunswick Street, Fitzroy.379 This is where 
the club received its official name, selected in recognition of the fact that members were at a ‘transi-
tional’ stage in their architectural careers—finished with their formal education but still finding their 
place within established professional hierarchies.

It was at this meeting that McDougall and Munday presented on the progress on their architectural 
periodical. In the agenda circulated before the meeting, the magazine was even given the working 
title, Half-Time380 and although this tentative name had been dropped by the time of the meeting, it is 
clear how intimately the two—journal and club—were related. This change in name is an important 
point of translation and modification in the Transition narrative.

McDougall and Munday saw a role for the club in running the magazine, hoping that following a 
period of six “pilot issues […] an institution, or preferably, members of Half-Time would be prepared 

377. The address noted in the meeting minutes is 392 Cardigan Street, Carlton. See, Halftime Club Minutes 

of Meeting, February 6, 1979, Halftime Club Collection, RMIT Design Archive. The club’s founding members 

are listed on this document and include R. Leonard, Julie Eizenberg, Kai Chen, Phillip Schemnitz, K. Se-

combe, Ian McDougall, Richard Munday, Peter Craig, Hank Koning, Howard Raggatt, George Hatzisavas, M. 

Koivistoinen, Peter Kohane, Des Smith, L. Lee, S. Hill and Grant Marani.

378. Halftime Club Minutes of Meeting, February 6, 1979, Halftime Club Collection, RMIT Design Archive

Note that the spelling of the name of the club is inconsistent throughout the archival record (i.e. Half-time, 

Halftime Club, Half Time Club, and so on). For the sake of consistency, in this thesis ‘Halftime Club’ is used 
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379. Halftime Club Minutes of Meeting, February 6, 1979, Halftime Club Collection, RMIT Design Archive

380. Agenda No. 1, 1979, Halftime Club Collection, RMIT Design Archive
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Figure 12. Halftime Club agenda for meeting held February 6, 1979.



to continue its management.”381 The minutes record an enthusiastic response to this suggestion from 
club members:

Half-Time, as a club with similar ideals and aspirations, should support this 
periodical whole heartedly [sic]. We should sponsor it both financially and, 
more importantly, by contributing articles.382

Contained in these foundational texts, recording the earliest discourse of the club, is a general con-
sensus that the mandate of Transition was the prosecution in print of the Halftime Club’s founding 
agenda.383 For this group of young architects, the magazine became the medium of choice in the con-
struction and distribution of their “architectural ideologies.”384 

The affordances of the magazine format were clearly recognised by the Halftime Club, which did later 
establish its own journal. Backlogue was billed as the “official journal of the Halftime Club” and in its 
three issues (1992, 1994, and 1999) provided a critical response and counterpoint to Transition. Al-
though the two shared many of the same contributors, their relationship was antagonistic. Backlogue’s 
sporadic release marked points at which many club members considered that Transition had diverged 
from its founding mandate and was not adequately advocating for their work or ideas. The relation-
ship between the club and the magazine was further problematised when RMIT became the principal 
funder of Transition in 1984. Although the periodical remained ostensibly independent, the university 
sought to exercise some control as a return on its financial investment385 and this relationship, in-
cluding recurring disputes about Transition’s proper role, ensured that the magazine remained at the 
centre of controversy and disagreement.386

With Corrigan an active figure behind the scenes, and Halftime Club colleagues providing financial 
and moral support, McDougall and Munday continued to work as co-editors up until Transition 3, 
no. 2 (1983). Sydney-based journalist Cathy Peake was credited as a third co-editor for three of these 
issues, her inclusion as “Sydney Editor” signalling an intention to expand the magazine’s geographic 
reach outside of Victoria.387 McDougall and Munday’s partnership ceased when Munday, following 

381. Halftime Club Minutes of Meeting, February 6, 1979, Halftime Club Collection, RMIT Design Archive

382. Halftime Club Minutes of Meeting, February 6, 1979, Halftime Club Collection, RMIT Design Archive

383. McDougall cites the special Halftime Club and Victorian Public Works Department issue of the maga-

zine (Transition no. 18/19, 1986). Payne, “Interview with Ian McDougall.”

384. Halftime Club Minutes of Meeting, February 6, 1979, Halftime Club Collection, RMIT Design Archive

385. van Schaik, interview by author, February 24, 2016.

386. McDougall aimed to keep the magazine “out of RMIT” and to stop the university “using it as promotion-

al vehicle.” Payne, “Interview with Ian McDougall.”

387. Peake’s involvement began with Transition 1, no.04 (1980). For the last issue Peake is listed as “Sydney 

Editor” and her Darlinghurst street address listed. See, front matter, in Transition 2, no. 2 (1981).
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Figure 13. Transition cover design attributed to Michael Trudgeon.



the example set by Corrigan, left Melbourne in 1983 to pursue his own postgraduate studies in North 
America.388

After the fifth issue—Transition 1, no. 4 (1980)—the production of the magazine moved from Mc-
Dougall and Munday's share house dining table and began to be assembled at the design office the 
young editors shared on the top floor of a terrace building on Alma Road, St Kilda, which was also 
within walking distance of their home. Their studio colleague at Alma Road—architect and Halftime 
Club member Ivan Rijavec—contributed illustrations to several early issues. Other free labour was 
provided by graduates, students and family members, whose contributions were recognised in the 
front matter of each release.

Another RMIT architectural graduate, Michael Trudgeon, is arguably the individual who had the 
most lasting impact on the visual identity of Transition. Trudgeon also had connections to Corrigan, 
having been taught by him at RMIT and employed in the Edmond and Corrigan office.389 In paral-
lel to his architectural degree, Trudgeon pursued an education in visual art at the Phillip Institute of 
Technology, Melbourne, where he had contact with notable artists including Peter Kennedy, Betty 
Churcher, Don DiCarlo, Peter Booth, Dale Frank, Henry Talbot, and Helmut Newton.390 Trudgeon 
was therefore given the opportunity to experiment with techniques of screen-printing, graphic design, 
and poster design, all of which became important to Transition’s developing visual style.

Trudgeon’s first contribution to Transition was a drawing set from his RMIT student major project. 
His proposal for a multi-use auditorium in the form of a gigantic record-player was published in 
Transition 1 no. 3 (1980).391 A parallel projection of the project used for the cover illustration. Trudg-
eon was subsequently asked by McDougall and Munday to take a greater role in the graphic design 
of the magazine, and the following seven issues were produced more or less under his artistic direc-
tion.392 Trudgeon had prior experience in the design and production of independent magazines, and 
with a group of friends had been responsible for both the fashion and lifestyle magazine Crowd, and 
the independent music cassette-magazine Fast Forward.393 Trudgeon worked on Fast Forward (1978-
82) with Bruce Milne from Au Go Go Records and Andrew Maine from 3RRR radio. That magazine 
which was intended to provide national and international exposure for Melbourne bands, eventually 

388. Munday undertook postgraduate studies at Yale and was co-editor of Perspecta no. 23 (1987).

389. After graduation, Trudgeon taught with Corrigan for a year and they collaborated on the design of the 

Edmond and Corrigan monograph, Cities of Hope for which Trudgeon adopted a style of graphic design 

which he describes as being focused “entirely around a kind of movement from order to chaos.” Trudgeon, 

interview by author, March 3, 2016. See, Hamann, Cities of Hope.

390. Trudgeon, interview by author, March 3, 2016.

391. Michael Trudgeon, “3345: A Project,” Transition 1, no. 3 (1980).

392. Trudgeon was responsible for the cover design of Transition 1, no. 4 (1980); layout and design until 

Transition 3, no. 3/4 (1984); and, the cover of Transition 4, no. 1 (1984).

393. Trudgeon has recalled that, “all of us who moved to Crowd had architecture and design backgrounds or 

art backgrounds.” Trudgeon, interview by author, March 3, 2016.
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Figure 14. Michael Trudgeon, "3345: A Project," in 
Transition 1, no. 3 (1980), front cover and internal 
spread (4-5).
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Figure 15. Other magazines by Trudgeon. Crowd 
7, February (1985), front cover; and Crowd 8, 
March (1985), front cover and typical spread (Top 
row). Fast Forward no. 12, (August 1982) front 
cover and inside spread (Bottow row).
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became a “victim of its own success” when its producers were “selling more overseas” than they were 
in Melbourne and could no longer afford to operate after a major distributor in San Francisco default-
ed on payment.394

Trudgeon’s other magazine projects continued alongside Transition, making for some interesting 
exchanges of design motifs. His awareness of Japanese logo design, post-punk and new-wave graph-
ic design soon found their way into Transition, as he extended his earlier experimentation with 
screen-printing into cover design, taking advantage of mis-registration of printing inks and layering 
imagery through tracing paper overlays. His time controlling Transition’s visual design ended with the 
publication of Transition 3, no. 3/4 (1984), however, even after this time he remained an important 
influence on the magazine’s design.395

Munday’s departure in 1983 resulted in an increased workload on McDougall, who claims that “the 
magazine almost folded when Richard [Munday] left.”396 An ongoing source of anxiety was ensuring 
Transition’s financial viability. Cover sales and subscriptions were never sufficient to offset publication 
costs—commercial printing being the most significant of these. When McDougall and Munday had 
first conceived of the magazine, they immediately sought financial support through the benefaction 
of architects, firms, and other interested individuals, who were subsequently credited as sponsors 
on the magazine cover. Transition 2, no. 2 (1981) was the sixth issue of the magazine and the end of 
the magazine’s ostensible ‘pilot period,' however, the editors still not been successful in securing an 
institutional backer. This was not from want of trying, and many potential funders were approached, 
including the publishers of the adult magazine Penthouse.397 The continuation of the cash-strapped 
magazine was assured when RMIT took over financial support of the magazine in 1984. The universi-
ty had originally injected 10,000 dollars funding in 1981, but with Transition 3, no. 3/4 (1984) began 
officially publishing the periodical under the RMIT Publishing imprint, effectively turning an enthu-
siastic but amateur, kitchen-table publishing operation into an institutionally supported and fiscally 
secure one. With RMIT’s decision to fund the magazine, an editorial board was appointed, responsible 
for identifying and employing editors, securing funding and offering oversight and advice. The maga-
zine’s relationship with the university also provided an opportunity for the publication of student and 
faculty work and as historian of RMIT, Granville Wilson, has recognised, ensured that the magazine 
was “well-tuned to keep the faculty in the forefront of architectural thinking.”398 

After Munday’s departure, the magazine’s editorial direction was in a state of flux as it moved rapidly 
through the control of a number of editors and editorial teams. The members of the inaugural edito-

394. Trudgeon, interview by author, March 3, 2016. See also, Michael Trudgeon, “Fast Forward Cassette Mag-

azine (1978-1982),” RMIT Design Archive Journal 3, no. 2 (2013).

395. Note that Trudgeon also designed the cover to Transition 4, no. 1 (1984). Interviews with respondents 

responsible for producing the magazine even into the late 1990s have claimed Trudgeon as their most 

important visual influence. 

396. McDougall, “Making a Culture,” 647. 

397. Hamann, interview by author, February 25, 2016.

398. Wilson, Centenary History, 72.
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Figure 16. Editorial board used in place of editors as listed in the front matter to Transition 4, no. 1 (1984). 



rial board, Ian McDougall, Conrad Hamann, Greg Missingham, and Peter Corrigan, were credited 
collectively as editors for Transition 3 no. 3/4 (1984).399 Also created around this time was a team 
of so-called “interstate editors,”400 which at first included representatives in Sydney and Perth, thus 
expanding the potential geographical reach of the periodical, while also developing relationships with 
academic institutions across Australia.401

A Historical Record: Projective or Critical ?
In 1984 the board expanded further to include architecture student Kim Halik.402 Having studied ar-
chitecture at Melbourne University, Halik became involved “quite indirectly in Transition and then the 
affiliated group of the Halftime Club” after meeting McDougall at a talk at the Melbourne University 
Student Society, and was soon after introduced to Munday and Halftime Club colleague Shane Mur-
ray.403 Halik shared theoretical interests with his new friends, including what he has termed “modern 
philosophy” and especially the writing of Friedrich Nietzsche, Massimo Cacciari, and architectural 
historian Manfredo Tafuri.404

Halik was subsequently appointed co-editor with RMIT student and regular Halftime Club attendee 
Paul Morgan for two issues (Transition 4, no. 3, 1985; and Transition 4, no. 4, 1986).405 Morgan had 
previous experience in independent architectural publishing, having served as co-editor of Helter 
Shelter with RMIT staff member Alex Njoo in 1981, and for an undergraduate architectural design 
studio taught by Norman Day in 1982, Morgan had elected to publish a periodical entitled Architec-
ture Student Magazine.406 This student magazine published articles on Robin Boyd, Kazuo Shinohara, 
and, in an editorial coup, featured an exclusive interview with North American architect Frank Gehry 
who was visiting Australia on a speaking tour.407 

399. Missingham, Corrigan and McDougall were all RMIT faculty members while Hamann was teaching at 

Monash University at the time. Multiple interview respondents cited Corrigan as a vocal member of the 

editorial board, often responsible for both appointing an editor and then later having them removed after a 

period of service.

400. front matter in Transition 4, no. 1 (1984).

401. In its first incarnation the list of interstate editorial correspondents included: Neville Quarry at NSW 

Institute of Technology and Peter Myers (Sydney); and, Geoffrey London and Bill Busfield, based respectively 

at the University of Western Australia (UWA), and WA Institute of Technology (WAIT) in Perth. 

402. Halik had contributed a review article to Transition 1, no. 3/4 (1984) and assisted with the production of 

that issue. See, Kim Halik, “Architecture As Idea,” Transition 3, no. 3-4 (1984). Halik was credited as co-editor 

for Transition 4, no.1 (1984); and Transition 4, no. 2 (1985)

403. Payne, “Interview with Kim Halik.”

404. Payne, “Interview with Kim Halik.”

405. McDougall, Hamann, Missingham and Corrigan continued to make up the editorial board at the time.

406. Hamann, “Paul Morgan Architects: Emphases and Associations,” 3.

407. The Gehry interview was carried out by Morgan’s student colleague Robert McIntyre. Paul Morgan, 

interview by author, March 2, 2016.
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Figure 17. Transition issues co-edited by Morgan 
and Halik.



Like the magazine’s founding editors, Morgan and Halik had both trained as architects, and because 
drafting, design, and illustrative skills are in common to both architectural and graphic design, these 
young editors had the requisite technical skills to control magazine production as well as editorial 
content. The aggregation of these roles meant that being an editor continued to be a process of both 
‘making’ and ‘writing’—the production of designed objects and texts all carried out by a small group 
of people.408

Halik’s preferred key texts and theoretical references sat awkwardly with Morgan’s, which ultimately 
made for an uncomfortable editorial relationship. Halik’s interest in Tafuri led him to the conclusion 
that a form of “historical criticism,” might act as an alternative to what he has termed “(post?)mod-
ernist revisionism and the obfuscatory excesses of architectural theory.”409 These excesses he saw rep-
resented most clearly in the work of architect/theorists Peter Eisenman and Bernard Tschumi. Morgan 
on the other hand was fascinated by the productive possibility of relating “architecture and writing”410 
and took special interest in written texts that supported “speculation, experimentation and conceptual 
architecture,”411 writing which might be considered productive of design ideas, or in Tafuri’s language, 
“operative.”412

Given that the two “did not exactly share the same point of view on architectural criticism,”413 Halik’s 
and Morgan’s editorial relationship was primarily a working one, concerned with “the mechanics of 
getting the magazine produced.”414 It is therefore unsurprising that their editorial pairing did not last 
long. Their final contribution together was Transition no. 17 (1986)—a special issue, part magazine 
and part exhibition catalogue, which featured work from the exhibition, Artists and Architects ‘86.415

Following this hybrid issue, Halik was replaced by another RMIT student, Karen Burns, who joined 
Morgan as co-editor. Burns had recently transferred her studies to RMIT after completing undergrad-
uate and postgraduate studies in European History and Art History at Monash University, where she 
had been taught by Hamann. During her studies at Monash, Burns had become interested in Austral-

408. This aggregation of multiple semiotic roles in the single individual is explored by Kress and van Leeuw-

en in their discussion of “multi-modal discourse.” See, Kress and van Leeuwen, Multimodal Discourse, 2.

409. Payne, “Interview with Kim Halik.”

410. Morgan, interview by author, March 2, 2016.

411. Morgan, interview by author, March 2, 2016.

412. According to Anthony Vidler, Tafuri makes a distinction between “critical history and operative criti-

cism”Anthony Vidler, Histories of the Immediate Present: Inventing Architectural Modernism (Cambridge: MIT 

Press, 2008), 163.

413. Payne, “Interview with Kim Halik.”

414. Payne, “Interview with Kim Halik.”

415. The exhibition, held between June 5 and June 27, 1986, at the George Paton Gallery in South Yarra, was 

curated by Val Austin. Three critical essays follow the depictions of the work accompanied by artists’ exege-

ses. The poster for the event was design by Transition production assistant Stephen O’Connor.
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Figure 18. Frank Gehry interview in RMIT Architecture no. 2, 16-17.

Figure 19. Helter Shelter, front cover. Figure 20. RMIT Architecture no. 2, front cover.



ian architecture and, in particular, the work of Edmond and Corrigan.416 After a brief period overseas, 
Burns enrolled in an architecture degree at RMIT, and for a time shared a studio with Morgan.417 She 
did not complete her degree, primarily because shortly after arriving she was employed to teach in 
the faculty’s history and theory course. Burns had also worked briefly for the commercial publisher, 
Thomas Nelson, and this, along with her training in art and architectural history, meant that when a 
replacement was sought for Halik, she was considered an appropriate choice. Burns recalls that within 
the first five months of her studies at RMIT, she was approached to become a co-editor of Transition, 
an invitation made collectively by Missingham, Hamann, and Corrigan. According to Burns:

Greg [Missingham] and Conrad [Hamann] were on the [editorial] board; 
Peter [Corrigan] was involved. It [the position of Transition editor] was 
never anything that anyone applied for. It was all kept within an inner circle 
and you were invited.418

The funding provided by RMIT allowed for an administrative team to assist with the business side of 
the publication. By the final issue in this period of rapid editorial change, sparked by the departure 
of Munday, the official team of magazine producers had expanded from the original two, to a cast of 
twenty individuals, credited with various roles including editor, managing editor, editorial assistant, 
editorial board member, founding editor, front cover designer, interstate editor, financial administra-
tor, and faculty administrator.419

In 1987, Morgan left the magazine to devote more time to his architectural practice. His position as 
Transition editor was filled by Harriet Edquist, a former lecturer in Fine Arts at Melbourne University, 
who had contributed a review essay to the special Architects and Artists ‘86 exhibition catalogue edi-
tion, and previously provided editorial assistance to Burns and Morgan on Transition no. 20 (1987).420 
Although Edquist had no previous experience in editing or publishing, she had a scholarly interest 
in local architectural history and a pre-existing relationship with Corrigan, and it was he who ap-
proached her about taking up the position to provide Burns with support as co-editor.421

An Art Journal— An Affaire des Femmes
Like Burns, Edquist took up a position teaching history and theory at RMIT while producing Transi-
tion. This pairing of Burns and Edquist became the magazine’s most enduring editorial partnership. 

416. Burns was introduced to editorial board member, Missingham, through his wife, who was her student 

colleague at Monash University. Karen Burns, interview by author, March 2 2016.

417. Burns, interview by author, March 2 2016.

418. Burns, interview by author, March 2 2016.

419. A number of unofficial assistants were also recognised. See, front matter in Transition, no. 18/19 (1987).

420. Harriet Edquist, “Artist and Architect,” Transition, no. 17 (1986).

421. According to Edquist, her involvement with the magazine began quite simply: “Peter Corrigan asked 

me one day to come in and help—and I did.” Harriet Edquist, interview by author, February 22, 2016.
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Figure 21. Transition issues co-edited by Morgan 
and Burns.



Beginning in 1987 with Transition no. 21, and continuing until 1992, they released fourteen separate 
volumes—a number of these being so-called ‘double-issues.’ Their final contribution together was a 
special monograph edition dedicated to the architect and critic Robin Boyd, published as Transition 
no. 38 (1992). 

Around the time of Burns and Edquist’s appointment, another individual who would become a major 
factor in Transition’s longevity and success joined the faculty at RMIT. In 1987 Leon van Schaik was 
appointed as the Head of Architecture, replacing John Woollett, who, having held the position since 
1982 had begun RMIT’s financial commitment to Transition.422 Van Schaik, arrived in Melbourne 
from the Architectural Association (AA) in London, bringing with him a commitment to faculty pub-
lishing and a willingness to fund it.423 Shortly after his arrival, he was approached by Corrigan, who 
requested he use his position at RMIT to support the magazine, which was otherwise “about to close” 
because of a lack of funding.424 Van Schaik saw Transition as “a crucial part of the business of getting 
people to take a stand, put down their ideas, [and to] argue about them,” and this made it a necessary 
part of “a vigorous design culture.”425 He agreed to expand the school’s funding for the magazine, and 
created a part-time faculty position to formally employ the editor. This later became two separate po-
sitions, an editor and an editorial assistant, an arrangement that continued until the magazine ceased 
publication. Creating these faculty positions effectively tied the choice of editor to their employment 
at the university—a situation which brought with it a number of complications and added to the con-
troversial nature of the magazine’s editorial direction.

As a consequence of RMIT “having a financial stake” in Transition, van Schaik soon began to chair 
the editorial board meetings.426 Although he has argued that the role of the board was primarily about 
“giving advice to the editors,”427 and not for reviewing articles or intervening in editorial decision 
making, others have argued that the increased involvement of the university became a source of ten-
sion. Morgan, for instance, believes that it “goes some way to explaining the flows in editorial direc-
tion over the years.”428 In his thinking:

[When] Transition came into the academy in the 1980s it was often pulled 
in two different directions. Was it a journal of discourse on architecture by 

422. Corrigan had also approached Woollett for funding. Hamann, interview by author, February 25, 2016.

423. van Schaik, interview by author, February 24, 2016.

424. van Schaik, interview by author, February 24, 2016.

425. van Schaik, interview by author, February 24, 2016.

426. Corrigan and Hamann were board members and joined by van Schaik, Jillian Garner, Roger Wood, Rich-

ard Fooks, Brenda Marshall, Alan Powell, and George Tibbits, who served at various times during Burns and 

Edquist’s co-editorship. See, front matter in Transition, no. 35 (1991).

427. van Schaik, interview by author, February 24, 2016.

428. Morgan, interview by author, March 2, 2016.
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graduates/architects for architects, or a quasi ‘refereed journal’ [...] by archi-
tecture academics for architecture academics?429

Morgan recognised that Transition was caught between competing interests, with the requirements of 
predominantly practising architects at times contrasting with those of career academics—a distinction 
with real implications for the editorial course the magazine charted. 

With the security of RMIT funding, the magazine was able to improve its regularity of release. As 
“architecture academics”—Morgan’s term—Edquist and Burns took advantage of their academic 
networks to solicit contributions from writers from cognate disciplines and other geographic locales. 
The amount of material available for publication subsequently expanded, the result of which was that 
their issues were regularly exceeding one hundred pages (fifty leaves)430—a significant increase from 
the twenty-four pages (twelve leaves) of the magazine’s first issue.

Transition’s production office was mobile, travelling throughout the RMIT campus. For a long period 
during Burns and Edquist’s editorship, they were housed in small demountable buildings on the roof 
of RMIT Building 9. With neither Edquist nor Burns being experienced designers, they relied on as-
sistance from the RMIT student body for technical aspects of magazine production. Art direction and 
graphic design over their co-editorship was largely the purview of three RMIT students: Dean Cass, 
Vanessa Bird, and Anthony Gionfriddo.

With the appointment of Burns and Edquist, came pronounced changes to the magazine’s editori-
al focus, especially in relation to the social and political aspects of architecture. They attempted to 
make the magazine more disciplined and academically rigorous than the polemic and manifestos that 
had been a feature of the Halftime Club’s brand of discourse and which had been a stated aim of the 
magazine at its founding. Influenced by feminist theory, poststructuralism, and literary criticism, the 
two editors demanded an enhanced theoretical articulation and coherent for the written content of 
the magazine, using it to foster students and other emerging writers in the field of architectural theory 
and history, who had limited avenues to publish their work.431

As a non-architect and therefore something of an outsider, Burns recalls her introduction to this 
social world as challenging, partly due to what she perceives as the “intense homosociality of architec-
ture […] in the then Melbourne architecture community [italics in original].”432 According to Burns:

Entry to the writers I most needed to read to deal with this problem [of 
Melbourne’s homosociality] was solved by local conditions: the circulation 
of [Meaghan] Morris and Elisabeth Grosz (in person and text) in the small 

429. Morgan, interview by author, March 2, 2016.

430. For example: Transition no. 22/23 (1987) has 112 pages (including cover); Transition no.27/28 (1989) has 

180 pages (including cover); and, Transition no.38 (1992) has 308 pages (including cover). 

431. Edquist, interview by author, February 22, 2016.

432. Burns, “Ex libris,” 252.
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Figure 22. Transition issues edited by Burns and Edquist. Transition no. 36/37 (bottom-centre on this page) 
edited by Edquist alone following Burns resignation. 



magazine, art world and Melbourne University departments in 1987, 1988 
and onwards. The intersection of post-structuralism, feminism and archi-
tecture was by and large, in those early years in Melbourne, an affaire des 
femmes.433

Edquist shared with Burns the opinion that although “feminism was one of the discourses that was 
really powerful,” feminist theory had been largely absent from architectural debate in Australia.434 
She contends that both editors being women “was really quite a powerful thing in itself,” because it 
allowed feminist discourse to “seep into” the magazine during their co-editorship.435 Given their pri-
mary disciplinary backgrounds, Burns and Edquist viewed architectural discourse differently to how 
it had been perceived by the practising designers responsible for the magazine before them. According 
to Edquist, because they “came out of arts school,” architecture was considered as a “cultural object” 
that should be treated in the same way as an “art object,” and for which one would apply “the same 
sort of critical apparatus to deal with.”436 Because the pool of local writers was still developing, find-
ing suitable material for Transition required expanding the pool of writers available, and the editors 
actively canvassed international contributors. Their assistant, Gionfriddo, recalls how the magazine 
under Burns and Edquist was opened up to “international traffic” as the editors started “fielding arti-
cles from foreign academics.”437

It is perhaps significant that, unlike McDougall, Munday, Halik, and Morgan who had edited the 
magazine before them, neither Burns nor Edquist had completed training in architecture, and nei-
ther were practising designers. The “stencils, trade literature, and budgets,”438 against which Marani 
had prescribed the Halftime Club—and by extension Transition—as an antidote, were not aspects of 
architecture with which they had an intimate awareness. Recalling that the convergence of practice 
and theory was a primary motivation behind the emergence of Transition and the Halftime Club, it is 
understandable that there was some resistance to the editorial direction taken by the magazine under 
Burns and Edquist, and a, perhaps unjustified, perception that the magazine began to publish fewer 
and fewer examples of local architecture. A letter from architect Doug Evans, published in Transition 
no. 34 (1990) was highly critical of the editorial direction at that time. Prompted by his “misgivings 
about the apparent trend in the contents of Transition,” Evans carried out his own content analysis, 
choosing as the basis of his comparative survey copies of AA Files and Skala claiming them as “jour-
nals which fill similar, if not identical, roles in their respective architectural cultures to the one Transi-
tion aspires to.”439

433. Burns, “Ex libris,” 252.

434. Edquist, interview by author, February 22, 2016.

435. Edquist, interview by author, February 22, 2016.

436. Edquist, interview by author, February 22, 2016.

437. Anthony Gionfriddo, interview by author, March 1, 2016.

438. Introduction, 1979, Halftime Club Collection, RMIT Design Archives

439. Doug Evans, letter in Transition, no. 34 (1991): 103.
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Figure 23. Comparative content 
analysis by Doug Evans, published as 
a letter-to-the-editor in Transition, no. 
34 (1990).



Evans’ interpretation of the data was, to his mind at least, damning of the trajectory of the magazine. 
He claimed that in twelve previous issues—counting backward to Transition 4, no. 3 (1985), when 
Halik and Morgan took over the editorship—there had been a steady reduction in the “discussion of 
new and recent architecture, built and projected.” Discussion of “individual current architects and 
their work” and “reviews of architectural competitions” had also reduced, while there had been a cor-
responding increase in “social, cultural and artistic material” which he described as either “peripher-
ally related or unrelated to architecture.”440 Evans' prediction for the magazine was dire, if it continued 
to chart that course, claiming that “if this trend is not reversed […] it seems (to me) to threaten the 
credibility of Transition’s position as a serious journal of critical discourse on architecture.”441

Without disputing Evans' quantitative methods, there is obviously not a perfect correspondence be-
tween topics which different parties considered a “critical discourse on architecture,” and this diver-
gence is related to the disciplinary backgrounds of different writers. For their part, editors Burns and 
Edquist used their final “Editorial,” in Transition No. 38 (1992), the special monograph on Boyd, to 
stress the importance of architectural discourse in extending “the boundaries of discussion to include 
all the arts and observations on the society.”442

According to Cass, who was both production assistant and managing editor around this time, the fact 
that Burns and Edquist were not architects and instead came from training in art history and literary 
studies was important in this debate. Broadening the scope of writing on architecture to include au-
thors from disciplinary backgrounds outside of architecture, also meant including new theoretical as-
sumptions and frameworks.443 This meant it was no longer just “architects writing on other architects,” 
but rather writers from other disciplines using discourses of cultural studies, literary theory, and 
feminist theory and mapping them onto architectural objects.444 Cass has claimed that this multiplica-
tion of disciplinary viewpoints was not always popular with those architects whose work was written 
about, mainly because what was published wasn’t necessarily the “framework of the architect them-
selves [and how they may have] wanted to talk about the work.”445 This invariably became a source of 
controversy during this period of the magazine’s publication.

Faculty members employed at RMIT during the 1980s and ‘90s have recalled that period as rife with 
factional tensions, describing these in term as both generational—the ‘old guard’ versus the ‘young 
Turks;’ and, disciplinary—professional practitioners versus career academics.446 The latter years of 
Burns and Edquist’s editorship was certainly characterised by factional tension, much of it relating to 

440. Evans, letter in Transition, no. 34 (1991): 103.

441. Evans, letter in Transition, no. 34 (1991): 103.

442. “Editorial,” Transition, no. 38 (1992): 10.

443. Dean Cass, interview by author, 2016.

444. Cass, interview by author, 2016.

445. Cass, interview by author, 2016.

446. Morgan, interview by author, March 2, 2016; John Ting, interview by author, 2016.
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Figure 24. Transition issues edited by 
Morgan during his second term.



the editorial direction of Transition, with disputes spilling out into the pages of the magazine itself.447 
Evans’ letter provides a fair indication of the dissatisfaction that some vocal practitioners felt with the 
magazine, and although Burns and Edquist had been very successful in garnering institutional and 
government funding through the Visual Arts and Craft Board of the Australia Council for the Arts, 
and the Victoria Ministry of the Arts, the number of local architectural practices actively sponsoring 
the magazine had fallen to just three when their last issue was released in 1992.448

Burns left Transition after the publication of Transition no. 35 (1991), describing the situation toward 
the end of her term as “highly political.”449 As reconciling the conflict and real-politick became in-
creasingly difficult, she gave up her position as editor to pursue an academic career.450 Edquist held 
onto her position for one further issue but came under increasing pressure. In 1991 the editorial board 
met to vote Edquist out of her role, bringing to a close a long chapter in the narrative of Transition 
during which its editorial interests and direction had diverged significantly from the polemical vade 
mecum initiated by McDougall, Munday, and their Halftime Club colleagues in 1979.

A Site of Production—Instrumental Texts
After the controversial ending of Burns and Edquist’s editorship, the editorial board returned to a 
known quantity, appointing Morgan as editor for a second term. Morgan had edited the magazine 
during the mid-1980s, charting it through its initial integration with the university, and at the time of 
his reappointment was employed by RMIT to assist van Schaik with the Master of Architecture pro-
gram. His second term began with the publication Transition no. 39 (1992).451 He used his “Editorial” 
of that issue to signal an “editorial reorientation,” accompanied by changes to the printed volume’s 
design and format. This re-directing of the magazine was prompted by Morgan’s interest in interrogat-
ing “architecture’s often difficult relationship with theory,” considering the ways in which knowledge 
from other disciplines “enters into architecture.”452 His appointment caused some tension among 
RMIT faculty unhappy with the nature of the removal of his predecessor Edquist, and although he has 
described “the disquiet” as having been directed more toward van Schaik and Corrigan, this was still 
an “uncomfortable and lonely time” for the returning Transition editor.453 By the time of his appoint-
ment, the editorial board had grown to include nine members with Judith Brine, Richard Fooks, Peter 
King, Robyn McKenzie, Allan Powell, Felicity Scott, and Roger Wood all taking positions.454 Accord-

447. Evans, letter in Transition, no. 34 (1991): 103.

448. Including Allom Lovell and Associates, Hassell Group, and Peter Elliot. See, front matter in Transition, no. 

38 (1992).

449. Burns, interview by author, March 2 2016.

450. Burns undertook a PhD at Melbourne University and has remained in academia.

451. Morgan, interview by author, March 2, 2016.

452. Paul Morgan, “Editorial,” Transition, no. 39 (1992): 5.

453. Morgan, interview by author, March 2, 2016.

454. Corrigan and van Schaik continued to hold a role on the board. See, front matter in Transition, no. 39 

(1992).
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Figure 25. Backlogue 1, (1992), front cover.



ing to Morgan however, Corrigan and van Schaik remained the most “significant figures,” and were 
both “quite clear as to the direction that they thought the magazine should go.”455 As with other chang-
es in editorship, the appointment of Morgan resulted in a regime change of production staff. Morgan 
has described the benefits of producing the magazine from a university context, which provided him 
the opportunity to take advantage of “the creative potential” of RMIT architecture students, in this 
instance Peter Hennessey and Vivian Mitsogianni, who joined Gionfriddo in designing and produc-
ing the magazine.456

Morgan’s second tenure as editor was short-lived, responsible for only five issues—ending with 
Transition no. 42 (1993)—he nonetheless brought immediate changes to the magazine’s design and 
its editorial direction. Morgan’s first act was the “reorientation” he announced in his first editorial.457 
Acknowledging the debt owed to his predecessors, Morgan asserted the need to direct Transition to be 
more instrumental in its approach to architectural theory:

Previous editors Karen Burns and Harriet Edquist promoted an examina-
tion of the susceptibility of architecture to forms of societal change. This 
new maturity brings us to a fine awareness of the consequences of theory for 
architectural production.458

Under this new bearing it was important that Transition pursue a relationship with theory that was 
more “operative” than Morgan considered possible under the “critical frameworks” of Burns and 
Edquist. According to Morgan the “corollary of the surge in theory” was an increasing “plasticity 
of boundaries between culture and design studies and disciplines,” and he argued that it was “on 
these boundaries and in these gaps that opportunities for experimentation and production” would 
emerge.”459 He hoped that pursuing a new relationship with architectural theory in Transition might 
produce architectural concepts and ideas, and give rise to new design experiments.460 Morgan’s intent 
for Transition was that it should provide a site in which the transgression of disciplinary boundaries 
might be encouraged and exploited, and this involved a form of ‘projective’ architectural writing. In 
his “Editorial” to Transition no. 41 (1993)—entitled “Beyond Theory Anxiety”—he reasserted the need 
for a more productive relationship between theory and practice, citing Howard Raggatt’s “A Zone of 

455. Editorial board meetings were held at Edmond and Corrigan’s offices on Little Lonsdale Street, Mel-

bourne, and were, according to Morgan, “pretty serious affairs.” Morgan, interview by author, March 2, 2016.

456. Morgan, interview by author, March 2, 2016.

457. Morgan, “Editorial,” Transition, no. 39 (1992): 5.

458. Morgan, “Editorial,” Transition, no. 39 (1992): 5.

459. Paul Morgan, “Editorial: Beyond Theory Anxiety,” Transition, no. 41 (1992): 5.

460. Morgan, “Editorial,” Transition, no. 39 (1992): 5.
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the Blur”461 published in that issue, as exemplary of “experimental design work [in which] architectur-
al and cultural theory is implicit rather than overt.”462 

A Brewing Backlog(ue)
Around the same time as Morgan was announcing his editorial reorientation, another group of young 
practitioners associated with RMIT and the Halftime Club were delivering a slightly more strident 
rebuke to the critical frameworks employed by Transition under Burns and Edquist. In 1991, with 
the editorship of the Transition becoming increasingly controversial, the editorial board had begun 
canvassing potential new editors. Although Morgan was eventually appointed, another candidate was 
Peter Brew, a Halftime Club member who was part of a “third or fourth generation from its founding,” 
and was in his own words “something of a neo avant-garde” because his nostalgia for the format and 
style of the architectural clubs of the 1970s.463 

Brew had previously been involved with the production of architectural media. He had been a Tran-
sition editorial assistant under Burns and Edquist in 1987, and had previously served on the board of 
the Architect magazine, the official periodical of the Victorian Chapter of the RAIA. Brew, with fellow 
architectural students, Neil Masterton, Peter Raisbeck, Alex Lawlor, and Craig Gillett, had also been 
responsible for the Burning Down the House radio program which aired on Melbourne radio station 
3RRR between 1986 and 1989 and was used to promote discussion of topics related to Melbourne 
architecture.464 After graduation, he continued to be involved in architectural publishing and had pro-
vided assistance to McDougall when he had taken up the editorship of Architecture Australia.465

According to Brew, the Transition editorial board was considering appointing a new editor and he was 
being considered for the job.466 He submitted an agenda for the magazine only after he had “canvassed 
this idea”467 with the group he shared a studio with, and with whom he regularly collaborated on pro-

461. Howard Raggatt, “A Zone of the Blur,” Transition, no. 41 (1992).

462. Morgan, “Editorial: Beyond Theory Anxiety,” 5.

463. Peter Brew, interview by author, February 23 2016.

464. 3RRR had previously been subsidised by RMIT University. Brew has argued that “students and the 

fringe” embraced the radio primarily because of its immediacy and cheapness when compared to print pub-

lishing. 3RRR, “The Architects—show 093—last show for 2006: Burning Down the House,” accessed http://

rrrfm.libsyn.com/the_architects_show_093_last_show_for_2006_burning_down_the_house. 

465. Brew, interview by author, February 23 2016.

466. Brew, interview by author, February 23 2016.

467. Brew, interview by author, February 23 2016.
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Figure 26. Spreads from UWA School of Architecture Catalogue (1992), showing 
student work from Raggatt and McDougall’s co-taught Level-2 studio, "Fringe 
Benefit Taxonomy."
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jects and competitions.468 Although he had originally been told that he “had the job,”469 in November, 
1991, the board decided on Morgan as their preferred candidate and offered him the position instead.

This series of events, beginning with discontent about the editorial direction of the magazine under 
Burns and Edquist, and culminating with his disappointment at being snubbed by the board, led 
Brew and his studio-mates to produce their own periodical, which they saw as the most effective way 
to register their dissatisfaction with Transition and RMIT’s control of its direction.470 In March 1992, 
they launched Backlogue, the official “journal of the Halftime Club.”471 The first volume—Backlogue 1 
(1992)—is a massive, 305-page, tome.472 Co-edited by studio mates Peter Brew, Felicity Scott, and Paul 
Minifie, with Dean Boothroyd as managing editor, the volume was designed in the studio they shared 
in the Majorca Building in Melbourne’s city centre.473 Other studio colleagues provided production 
and design assistance.474 Envisioned as a “kind of omnibus or yearbook,”475 it was a way of channelling 
into a single printed object the frustration of this generation of Halftime Club members who felt that 
Transition had diverted too far from its original course by no longer publishing and promoting the 
work of local designers, becoming instead an avenue through which university faculty members were 
pursuing “academic advancement.”476 Even the name, Backlogue, was selected to connote a “suggestion 
of frustration or build up” of work awaiting publication.477

Attributed jointly to Scott and Brew, the “Editorial” to Backlogue 1 (1992), expressed a position not 
dissimilar to that laid out by Morgan in his roughly contemporaneous Transition editorial. Brew 
and Scott argued that “critical modes of discourse,” and in particular “literary, feminist, and political 

468. The group at the time included Brew, Paul Minifie, Felicity Scott, Vivian Mitsogianni, Peta Carlin, Ian Da-

vidson, Alex Lawlor, Fiona Nixon, Dean Boothroyd, and Neil Masterton. Brew, interview by author, February 

23 2016.

469. Brew, interview by author, February 23 2016.

470. Brew has described this series of events as being the “genesis of Backlogue.” Brew, interview by author, 

February 23 2016. Anthony Gionfriddo, who was employed by RMIT Publishing at the time, has attested to 

the perception that Backlogue was intended as a “counter to Transition” because Brew and his studio mates 

were unable to get control of the Transition editorship at that time.” Gionfriddo, interview by author, March 

1, 2016.

471. front matter in Backlogue 1 (1992).

472. It was released by released by “Half Time Publications,” an organisation set up for this purpose. See,front 

matter in Backlogue 1 (1992).

473. Majorca House is located at the intersection of Flinders Lane and Degraves Street

474. Neil Appleton, Alex Lawlor, Fiona Nixon, John Ting, Vivian Mitsogianni, Ian Davidson, Peta Carlin and 

Tim de Bono have been credited for their assistance. See, front matter in Backlogue 1 (1992).

475. Brew, interview by author, February 23 2016.

476. Brew, interview by author, February 23 2016.

477. Brew, interview by author, February 23 2016.
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theory,” had shown themselves incapable of moving beyond “an informed reading of the architectural 
project.”478 According to the young Backlogue editors, the critical frameworks favoured by Burns and 
Edquist were suitable for retrospective critique, but were insufficiently projective. In their reasoning, 
these “critical modes of discourse” were “incapable of sustaining a continuous discussion centred on 
architectural production"479 meaning they had little to offer the practising architect engaged in the 
projective aspects of design. This was something the editors considered truly problematic, because 
these individuals and activities had been the original interests of Transition.

Go West Young Man
With Brew unsuccessful in his attempt to gain the editorship of Transition, he also missed out on the 
associated RMIT faculty position that went with it. As Morgan and his team used the magazine to 
examine the productive, projective possibilities of architectural writing, Brew took up a teaching po-
sition on the other side of the country, again following a path that had been established by his friend 
and mentor McDougall.

Around 1992, McDougall and Raggatt had moved to the School of Architecture at the University of 
Western Australia (UWA), where they were employed as visiting professors through their relationship 
with Geoffrey London, and where they were responsible for teaching level-two and level-three design 
studios. Snubbed by the editorial board, Brew followed his mentors west and took up a contract teach-
ing position at that institution. On arriving at UWA Brew was also joining fellow Melbourne expatri-
ate and Halftime Club member, Michael Markham, who, following Corrigan’s example had recently 
returned to Australia from postgraduate studies in the USA. Markham had studied at the University 
of Chicago under Stanley Tigerman, where he was mentored by Daniel Libeskind, an old friend of 
Corrigan; John Whiteman; and Catherine Ingraham. Both Markham and Brew had previously been 
involved with Transition, Brew as an editorial assistant to Burns and Edquist, and Markham as a 
contributor of written and visual material during Morgan, and Burn and Edquist’s respective editor-
ships.480 The eventual (1994) appointment of Brew to the role of ongoing Transition editor, and his 
later clash with RMIT management—which prompted van Schaik to reiterate the magazine’s editorial 
policy and its link to academia—can be traced to events occurring at UWA around this time.

Their new employer, UWA, had previously contributed funding to both Backlogue and Transition.481 
London, then Head of the School of Architecture at UWA, had been a long-standing (beginning 

478. Peter Brew and Felicity Scott, “Editorial,” Backlogue 1 (1992): v.

479. Brew and Scott, “Editorial,” Backlogue 1 (1992): v.

480. Markham designed the cover of Transition no. 20 (1987), and contributed an article on Walter Burley 

Griffin. See, Michael Markham, “The Griffin Incinerators,” Transition, no. 24 (1988).

481. See, front matter in Backlogue 1 (1992).
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1984) Transition interstate editorial correspondent and an intermittent contributor of articles.482 The 
displaced Melbournians employed in Perth, maintained their interests in architectural publishing. 
McDougall and Raggatt injected their enthusiasm for magazines into their design studio teaching: 
Figure 26 is a reproduction of student work produced in their level-two studio, Fringe Benefit Taxono-
my, illustrated with images sourced from international and locally published architectural magazines 
and modified by their students. For their part, Brew and Markham were instrumental in the publica-
tion of a series of A5-format, duotone printed volumes, each dedicated to the recovery of a notable 
but historically neglected figure of Western Australian architecture. The series began with a recon-
sideration of Jeffrey Howlett—then a sessional design teacher at UWA. It continued with a review of 
Geoffrey Summerhayes, and continued with several further volumes.483 These projects were a mixture 
of publishing and performance, the book being accompanied by an exhibition at UWA’s Lawrence 
Wilson Art Gallery dedicated to the recovery of these figures.484

Although there was resonance between the editorial position taken by Morgan in Transition no. 39 
(1992) and that forwarded by Backlogue 1 (1992), Brew and his associates were not satisfied with the 
direction taken by Transition under Morgan’s management, their discontent being framed in rela-
tion to both the magazine’s editorial direction as well as its graphic design. Callum Fraser, who later 
worked as Brew’s production assistant, has claimed that during this period the magazine lost track 
of its origins: “Transition wasn’t doing its job, it wasn’t publishing the interesting theoretical projects 
and engaging with academics who were actually putting together design and theory in a meaningful 
way.”485 This new diversion began to make a second volume of Backlogue “urgent.”486

482. Geoffrey London’s Transition bibliography includes, Geoffrey London, “Fremantle—A Contemporary 

View,” Transition 4, no. 2 (1985); Geoffrey London, “The Merlin Hotel,” Transition 4, no. 4 (1986); Geoffrey 

London, “London Observed,” Transition, no. 24 (1988); Geoffrey London, “Forrest Place, Perth: A Case Study 

for Urban Architecture,” Transition, no. 30 (1989); Geoffrey London, “Companion City Forum,” Transition, no. 

35 (1991).

483. Michael Markham and Meghan Nordeck, eds., Geoffrey Summerhayes: Architectural Projects (Nedlands: 

School of Architecture, University of Western Australia, 1993); Peter Brew and Michael Markham, eds., Jeffrey 

Howlett: Architectural Projects (Nedlands: School of Architecture, University of Western Australia, 1992).

484. Brew and Markham were involved directly in the first two issues. This project of historical recovery 

continued through for a number of years with the support of Geoffrey London and Simon Anderson. Sub-

sequent volumes include, Simon Anderson and Meghan Nordeck, eds., G.W. Finn Architectural Photographs 

and Projects (Nedlands: School of Architecture, University of Western Australia, 1995); Simon Anderson and 

Meghan Nordeck, eds., Krantz + Sheldon Architectural Projects (Nedlands: School of Architecture, Universi-

ty of Western Australia, 1996); Duncan Richards, Geoffrey London, and Simon Anderson, eds., From Pillar 

to Post: Architectural Projects by UWA Graduates (Nedlands: School of Architecture, University of Western 

Australia, 1996); Geoffrey London and Duncan Richards, eds., Modern Houses: Architect designed houses in 

Western Australia from 1950 to 1965 (Nedlands: School of Architecture, University of Western Australia, 1997).

485. Callum Fraser, interview by author, January 14, 2016.

486. Fraser, interview by author, January 14, 2016.
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Figure 27. Transition by Backlogue no. 44/45 (1994), front cover.



As well as teaching design and publishing local historiographies, while at UWA Brew and Markham 
began compiling material for what was intended to become a second Backlogue. Their geographic lo-
cation and institutional affiliation gave the material they collected a distinct Western Australian bias, 
with Brew's own account making visible the myriad personal and professional relationships which 
helped shape the magazine’s contents and direction:

The paper by Liz [Elizabeth] Grosz came about because a group of us had 
enrolled in her class; Michael [Markham] had studied in Chicago with 
[Daniel] Libeskind and had been a colleague of Ben Nicholson at Char-
nley-Persky House [the headquarters of the Society of Architectural His-
torians]; Jennifer Hocking had returned from Princeton and put forward 
the Paulette Singley article; [Sean] Pickersgill and [William] Taylor were 
colleagues of Markham at UWA; Meghan Nordeck had helped us with the 
Howlett and Summerhayes [publications]; [Ross] Jenner had become some-
what of a co-conspirator.487

Finishing their teaching at UWA after the 1993 academic year, Brew and Markham returned to Mel-
bourne to assemble the material they had been collecting. RMIT faculty had become aware that the 
volume’s release was imminent—possibly when the university was approached for funding. Given the 
criticism Backlogue 1 (1992) had directed toward Transition and by extension RMIT, it is unsurprising 
that the news of a second volume was met with some concern. Fraser recalls the response by RMIT 
and the Transition editorial board as one of considerable anxiety:

When Leon and those boys at RMIT realised that Backlogue 2 was coming 
out and ‘fuck’ it was just going to totally demolish everything about Transi-
tion [...] I think they started to get nervous.488 

Van Schaik has characterised Backlogue as “a hugely angry and polemical production” into which 
“years and years of pent up energy” were poured,489 and it is true that the publication of Backlogue 1 
(1992) marked a point of crisis and controversy in the networks surrounding Transition. In an effort 
to defray some of the anger of a second volume, or at the very least to direct it toward a more appro-
priate target, a decision was made to integrate the two publications. In practical terms this meant ap-
pointing Brew as Transition editor, and offering him the associated RMIT faculty position, with Fraser 
employed as his production assistant.490

For Brew “having set up rivalry between Backlogue and Transition [...], the best way to end it” was 
for the former to “be consumed.”491 He was however, conflicted about whether to accept the editor-

487. Brew, interview by author, February 23 2016.

488. Fraser, interview by author, January 14, 2016.

489. van Schaik, interview by author, February 24, 2016.

490. Brew, interview by author, February 23, 2016.

491. Brew, interview by author, February 23, 2016.
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Figure 28. Transition issues edited by Brew.



ship because he was wary that “the subscription base and sponsorship had dwindled since RMITs 
assumed responsibility for its production.” Print and production costs were relatively high and the 
board had been quite insistent on time constraints for quarterly release, even though “they had never 
put out four issues a year.”492 Brew eventually agreed, but only after consulting McDougall, who had 
resigned from the board just prior to Edquist and Burns appointment as co-editors, and had taken up 
the position of editor at the competing Architecture Australia (1990-92), where he had expanded the 
“Discourse” section which had first been initiated under Tom Heath in 1984 at least partly in response 
to the emergence of Transition. 

With Brew’s appointment, McDougall re-joined the editorial board, seeing it as an opportunity to 
“nose it [Transition] across if it starts to sway” and to prevent “RMIT using it as promotional vehicle 
alone.”493 Fraser accepted the role of production assistant but was equally reticent, describing it as 
“doing a deal with the devil,”494 in which “Transition bought Backlogue by offering Brew the editor-
ship, paying for the production costs, and ensuring distribution.”495 In the end a deal was struck that 
saw this second volume of Backlogue released as the hybrid issue, Transition by Backlogue no. 44/45 
(1994). This volume, in which two editorial projects forcefully collided, is discussed in greater length 
in the next chapter.

A Polemic Historiography—Recovering the Past
With Fraser as his production assistant, Brew was responsible for five issues, finishing his tenure as 
editor with Transition no. 49/50 (1996).496 Although provided space within RMIT Building 8 and as-
sistance from architecture students there, they also had the support of their studio-mates working out-
side the university in Yule House, on Little Collins Street in the Melbourne CBD.497 Changes brought 

492. Brew, interview by author, February 23, 2016.

493. Payne, “Interview with Ian McDougall.” Other members of the editorial board at the time were John 

Denton, Vivian Mitsogianni, Judith Brine, Sand Helsel, Roger Wood and Shane Murray. Corrigan left the 

editorial board during the period of Brew’s editorship. Murray, who had been an early collaborator with 

McDougall and Munday and had assisted with the production of their early issues, joined with McDougall’s 

return.

494. Fraser, interview by author, January 14, 2016. 

495. Fraser, interview by author, January 14, 2016. 

496. Transition no. 44/45 (1994); Transition no. 46 (1994); Transition no. 47 (1995); Transition no. 48 (1995); 

and, Transition no. 49/50 (1996). Markham was co-editor for the first of these only.

497. Michael Wright, Fiona Smith, Samantha Slicer, Zahava Elenberg, Damian Rodgers, Vicky Lam, Alex 

Lawlor and Damian Rodgers are officially credited for editorial and production assistance. Gionfriddo has 

described decision to take aspects of the magazine’s production “outside the faculty” as the “great schism” in 

the magazine’s trajectory. Gionfriddo, interview by author, March 1, 2016.
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Figure 29. Cover of special RMIT Storey Hall monograph with the wrap-around cover slip designed as a way 
to turn it into Transition no. 51 (1996).



about by Fraser and Brew were referential to the first issues published by McDougall and Munday.498 
In Brew’s words, he and his collaborators were trying to release the “perfect Transition.” They knew 
what a Transition should look like and the first issues released by McDougall and Munday were the 
ideal they aspired to emulate.499

Brew and his collaborators also had distinct ideas about the content suitable for Transition, believing 
that work published should be local, related to practice, and should participate in establishing a local 
critical historiography—a process that Fraser has described as helping to create “a continuous path to 
the present.”500 Ironically, it was Brew and his team’s urgent commitment to clear the backlog of local 
work awaiting publication that ultimately helped lead to their replacement. After an initial period of 
exuberance, the team began to face a challenge familiar to many of their predecessors—simply put, 
there was insufficient high-quality, locally-relevant material available for them to meet RMIT’s desire 
for a quarterly release schedule. In their thinking, the arbitrariness of this schedule was at odds with 
gathering and publishing the kind of content they were searching for, which is perhaps why Backlogue, 
although originally intended as “an annual,”501 was only released on three occasions (1992, 1994, and 
2000) and each time as a lengthy volume, emerging at junctures when there was a surfeit of material 
awaiting publication.

Brew’s inability to “deliver a journal four times a year”502 proved the source of controversy between his 
editorial team and the university. Van Schaik, who was at the time both Chair of the Transition edito-
rial board, and Dean of what was then RMIT’s Faculty of Environmental Design and Construction, 
became increasingly frustrated with the magazine’s infrequent release. The culmination of this frustra-
tion was manifest in a public editorial tête-à-tête between interlocutors Brew and van Schaik printed 
in Transition no. 49/50 (1996), which was Brew’s final volume as editor. Brew used his “Editorial” in 
this issue to explicitly criticise the magazine’s alignment with RMIT, portraying it as at odds with the 
Transition’s founding agenda; the affiliation with “the academy”503 was negatively impacting the maga-
zine and Brew called for the “independent editorial board” to show the “courage to unshackle it.”504 

Brew’s use of the magazine as a platform from which to launch attacks on its benefactor proved the 
final straw for van Schaik, who added his own “Foreword” to the offending “Editorial,” signing it 

498. Fraser cites McDougall and Munday’s early issues of Transition as a graphic precedent but he was equal-

ly interested in the Yale University periodical Perspecta. Brew cites as graphic precedents Trudgeon’s early 

covers as well as Le Corbusier’s L’Espirit Nouveau to which he was attracted because of the polemical way in 

which the architectural periodical was framed as a manifesto. Brew, interview by author, February 23 2016; 

Fraser, interview by author, January 14, 2016.

499. Brew, interview by author, February 23, 2016.

500. Fraser, interview by author, January 14, 2016.

501. Brew, interview by author, February 23, 2016.

502. Brew, interview by author, February 23, 2016.

503. Brew, “Editorial,” Transition, no. 49/50 (1996): 9.

504. Brew, “Editorial,” Transition, no. 49/50 (1996): 9.
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Figure 30. Transition issues with van Schaik as 
‘Executive Editor.’



as Transition’s “Executive Editor” and thus positioning himself a level above Brew in any editorial 
hierarchy.505 It was in this context that van Schaik espoused the editorial policy of the magazine, as 
reproduced at the beginning of this chapter. He also used this text to advertise the board’s intention 
to replace Brew, and appoint guest editors, each responsible for a single themed issue while he him-
self retained the controlling position of executive editor. A further response to criticism of RMIT’s 
relationship with the periodical was provided in another editorial written by van Schaik, this one for 
Transition no. 52/53 (1996), in which he dismissed the “editorials of the latest wave of Transition” 
which had launched “a shrill campaign against an abstraction referred to as ‘the academy’.”506 Van 
Schaik used this text to indirectly assert RMIT’s ownership of Transition, using the analogy of Vittorio 
Magnano Lampugnani, whom he referred to as a “sacked editor” of Domus magazine, to ask of Transi-
tion’s readership: “can an editor take a magazine where its owners do not want to go?”507

A School Magazine—Promoting the Faculty
While awaiting expressions of interest from prospective guest editors, van Schaik released two issues 
as editor (Transition no. 51, 1996; and, Transition no. 52/53, 1996). His first was another hybrid in 
which an RMIT Publishing monograph on the newly completed (1996) RMIT Storey Hall by Ashton 
Raggatt McDougall was enveloped in a hastily designed cover-slip thus turning it into an issue of 
Transition. For two subsequent issues (Transition no. 54/55, 1997; and Transition no. 56, 1997), he did 
succeed in bringing in guest editors. Given the controversial nature of her removal, it is somewhat 
ironic that the first of these was none other than Edquist, who used her guest-edited Transition no. 
54/55, 1997 to publish the written work of final year student authors she had been supervising in the 
architectural history and theory stream at RMIT. Edquist believed that many emerging scholars were 
talented writers and might have promising academic careers, but were being disadvantaged because 
there were limited avenues in which their written work could be published. She therefore dedicated 
her guest issue to remedying this state of affairs, effectively turning Transition into an instrument for 
promoting the writing of several emerging scholars.508

This discussion of editors and their various directions begins to show the degree to which the mag-
azine was available to be very different things to different people. There was never just one editorial 
direction but a number of intersecting and overlapping ones: it was for McDougall and Munday, a 
corpus of useful texts applicable for the emerging design practitioner; for Morgan, a site for exper-
imental and projective writing; for Brew, a way of connecting to a recent but forgotten past; for van 
Schaik, an avenue for promoting RMIT faculty achievements, and for Edquist, an instrument for 

505. van Schaik, “Foreword,” Transition, no. 49/50 (1996): 3.

506. Leon van Schaik, “Editorial,” Transition, no. 52/53 (1996): 7.

507. van Schaik, “Editorial,” Transition, no. 52/53 (1996): 7.

508. RMIT students, Mathilde Lockert, Sheila Nash, Rachel Ritson, Victoria Gurr and Chris Walker were ben-

eficiaries with amended versions of their research projects published in this issue. Edquist has argued that 

“Aboriginal housing, architecture for health, baby clinics and health services […] and, women in architec-

ture” have subsequently become “ARC [Australian Research Council] grant territory.” Edquist, interview by 

author, February 22, 2016.
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A: Books
A1 Authored research∗ 5.0
A2 Authored other 2.0
A3 Edited 1.0
A4 Revision/new edition 1.0

B1: Chapters in books∗ 1.0
B2 Chapters other 0.5

C: Journal articles
C1 Article in scholarly refereed journal∗ 1.0
C2 Other non-contribution to refereed journal 0.5
C3 articles in non-refereed scholarly or professional journals 0.3
C4 Letter, note or book review 0.1
C5 Editorship 1.0

D: Major reviews 1.0

E: Conference publications
E1 Full written paper—refereed proceedings∗ 1.0
E2 Full written paper—non-refereed proceedings 0.3
E3 Extract of paper 0.1
E4 Edited volume of conference proceedings 1.0

F: Audio—visual recordings 0.5

G: Computer software 0.5

H: Technical drawing/architectural & industrial design/working model 0.5

I: Patents 2.0

J: Other creative works
J1 Major written or recorded work 2.0
J2 Minor written or recorded work 0.2
J3 Individual exhibition of original art 1.0
J4 Representation of original art 0.2
J5 Curatorship of major exhibition; production of CD recording 0.1

K: Entry in dictionary or encyclopedia
K1 Major entry in A1 publication 1.0
K2 Minor entry in A1 publication 0.2
L: Other public output

Substantial scholarly contribution to newspaper or magazine 0.1
∗DETYA 1999 revised scheme items that now only count for research funding.

Figure 31. Australian Government (DETYA) publications weightings during the 1990s.



developing promising young writers into career academics. That Transition could be all these things at 
once, serving all these different interests, indicates that the magazine is truly an exceptional thing.

Edquist’s guest issue was succeeded by one guest-edited by Catherine Murphy (Transition no. 56, 
1997), “devoted in part to the [RMIT] Centre for Design’s sixth Winter School,” of which Murphy was 
the program manager.509 Released as the “Architecture + Green” special issue, it indicated a growing 
engagement with discourses of environmental sustainability in the built environment, and its de-
signer therefore selected a green coloured ink as a visual analogy to the magazine’s environmentally 
‘green’ textual content. With its emphasis on sustainability, and its unashamed connection to the 
RMIT teaching program, Murphy acknowledged her contribution as something of a divergence from 
the magazine’s usual set of interests, although she closed her editorial with the reassurance to regular 
readers that her volume “as well offers its reader the usual fare of critical argument in the latter part of 
the issue.”510

The issues by van Schaik and his guest editors were designed on campus at RMIT. Van Schaik’s re-
search assistant Mark van den Enden, who was at the time enrolled as a student in the RMIT Master 
of Urban Design program and had been assisting in the production of other RMIT publications, 
was given responsibility for design and production of Transition.511 Even with van Schaik in charge, 
resourcing the magazine remained a challenge and according to van den Enden, it was still “run on 
the scent of an oily rag,” with RMIT students brought in to provide free production assistance. Van 
den Enden’s responsibilities with Transition “grew, and grew, and grew”512 until he was controlling the 
graphic design and layout, and also beginning to take charge of editorial responsibilities including 
copy-editing, and soliciting articles from authors.513 As a graduate architect and urban design student, 
adapting his knowledge and expertise to the production of a magazine proved to be an autodidactic 
process with existing knowledges adapted to new tasks.514 Fraser’s issues provided a graphic precedent 
and “a rich sort of history”515 which van den Enden attempted to follow while also attempting to estab-
lish his own visual style.516

A Learned Journal—Navigating Peer-Review

509. Catherine Murphy, “Editorial,” Transition, no. 56 (1997): 6-7.

510. Murphy, “Editorial,” Transition, no. 56 (1997): 7.

511. According to van den Enden, these other print publications, which included 38 South, “weren’t compet-

ing” with Transition but were able to exist with it in a “complementary way.” Mark van den Enden, interview 

by author, February 29, 2016.

512. van den Enden, interview by author, February 29, 2016.

513. van den Enden, interview by author, February 29, 2016.

514. van den Enden recalls, “I just put it together; I did it with no experience and learned on what I was do-

ing.” van den Enden, interview by author, February 29, 2016.

515. van den Enden, interview by author, February 29, 2016.

516. van den Enden, interview by author, February 29, 2016.
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It was around this time that the direction of the magazine began to change again, not driven by the 
design ideologies of its producers as had been the case with Morgan and Brew, but in response to 
external pressures which arose because of Transition’s close relationship to RMIT. Changes in uni-
versity funding policies in Australia around this time meant there was an increasing requirement 
for academics to cite, and be cited in, peer-reviewed academic journals. Changes to the Australian 
Commonwealth Government’s Higher Education research policies had begun in the 1980s with the 
establishment of so-called ‘Special Research Centres’ by the Commonwealth Tertiary Education Com-
mission (CTEC) and then the instantiation of the Australian Research Council (ARC)—the goal of 
these measures being to promote university research, which was seen to be in the national economic 
interest. In Australia, these schemes were the precursors to the current Higher Education Research 
Data Collection (HERDC) scheme.517

According to Neumann and Guthrie, “the ‘marketization, and ‘performance measurement’ of aca-
demic activities such as teaching and research” has seen university funding allocations directly linked 
to the publication of academic research in peer-reviewed journals.”518 They have also noted that in 
the early 1990s, as these schemes took effect, universities in Australia were experiencing an “era of 
performance based funding [in which] the development of outcome measures of research has been 
undertaken by the research quantum publications collection (RQPC).” This measure, which has “in-
volved the collection and classification of publications,” has been to a large degree responsible for the 
allocation and distribution of money to Australian universities.519 The emergence of these policies and 
schemes affected the magazine in a number of ways, impacting the editorial direction of Transition, 
the makeup of its board, and, even the kind of texts published in the magazine.520

Much of the controversy surrounding the editorship and editorial direction of Transition described so 
far has been related to the implicit 'value' of different kinds of writing. Under these nascent funding 
schemes, establishing the worth of a publication output became a relatively simple equation: the worth 
of a text directly linked to whether or not it had been ‘peer-reviewed.’ Figure 31 shows the weighting 
given to publications by the Australian Government's Department of Education, Training and Youth 
Affairs (DETYA) during the 1990s. Implicit in this simple table is a new, metricised way of establish-
ing value: being peer-reviewed an article effectively doubles the worth of text (from 0.5 to 1.0), while 
being published in a journal which has been designated as peer-reviewed makes it more than three 
times more valuable than if it appears in a “scholarly non-refereed or professional journal”—the latter 
being how Transition as it had been produced up to that time would be designated. In this context, 

517. Neumann and Lindsay, “Research Policy,” 310. 

518. Ruth Neumann and James Guthrie, “The Corporatization of Research in Australian Higher Education,” 

Critical Perspectives on Accounting 13, no. 5-6 (2002).

519. Neumann and Guthrie, “The Corporatization,” 729.

520. Gionfriddo, who retained a role with RMIT Publishing until the late 1990s has recalled this as an on-

erous and difficult period for academics working in the architecture department. Gionfriddo, interview by 

author, March 1, 2016.
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“editorship” also has a numeric value (1.0) associated with it meaning that being an editor increased 
one’s worth as an academic.521 

As academic performance ratings and faculty funding became increasingly affected by publication of 
articles in peer-reviewed journals, there came, perhaps unsurprisingly, a correlated pressure to find 
suitable publication avenues.522 The emergence, in 1996, of the peer-reviewed Architecture Theory 
Review out of the University of Sydney might be seen as one manifestation of this pressure. Edquist 
noted the arrival of this new player in her “Editorial” to her guest-edited issue: “Last year the De-
partment of Architecture at the University of Sydney brought out a new journal Architectural Theory 
Review […] the Review has entered the world with a mission, to fill a perceived void in this country’s 
publishing.”523

Although by his own admission, van Schaik had no intention of seeing Transition becoming a peer-re-
viewed academic journal, preferring for it the more ambiguous term “learned journal,” there was still 
pressure for it to deliver a scholarly dividend on RMIT’s financial investment.524 With limited local 
avenues for Australian academics to publish peer-reviewed writing on architecture, Transition came 
under pressure to adopt a role of peer-review journal by proxy.

Burns and Edquist had clearly seen value in the indexation and classification of the magazine, and 
had written to the Avery Index of Architectural Periodicals as early as 1991, seeking to have Transition 
included. It was not until 1996, however, in the final of Brew’s issues, that the possibility of formal 
review was noted in the magazine. In the front matter to Transition no. 49/50 (1996), the journal has 
seen an addition to the publishing information and colophon, to include a line of text not present 
in previous issues: “Transition referees material deemed significant by the editor and the board.” 525 

This vague and innocuous inclusion, offering ‘review’ is a trace of the pressures being placed on the 
magazine. This notice was repeated in slightly modified forms in the following five volumes. It was not 
until the publication of Transition no. 59/60 (1998) however, that this process was clarified and put 
into terms now familiar to academics who have submitted research articles to peer-reviewed, academ-
ic journals:

Each issue of Transition includes refereed research articles. In this edition 
“Harold Desbrowe-Annear and the City Beautiful” by Harriet Edquist is a 
refereed research article. Practitioners and researchers are invited to submit 
articles for confidential and anonymous refereeing. The preferred length is 
between 2000-4000 words and the Harvard system of referencing should be 

521. Neumann and Guthrie, “The Corporatization,” 730.

522. See, Neumann and Guthrie, “The Corporatization.”; Ruth Neumann and Alan Lindsay, “Excellence at 

Risk?: The Future of Research and Research Training in Australian Universities,” The Australian Quarterly 59, 

no. 2 (1987); Neumann and Lindsay, “Research Policy.”

523. Harriet Edquist, "Editorial," Transition, no. 54/55 (1996): 6.

524. van Schaik, interview by author, February 24, 2016.

525. front matter in Transition, no. 49/50 (1996): 2.
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Figure 32. Transition issues edited by Hocking.



used. Three copies of the article should be submitted, as well as a Macintosh 
diskette using MS Word software (if possible). Articles should include a title, 
a 50 word abstract, the author’s name, address, telephone, fax, email, and 
50-100 words of biographical information. Authors will receive the referees’ 
decision as soon as possible after submission and re-submission.526

Despite this printed clarification, the actual peer-review process remained recondite—a number of 
former editors and editorial board members interviewed by the author remain unsure as to whether 
any formal procedures existed at all. What is significant though, is the degree to which it was im-
portant for the magazine to achieve a level of academic credibility if it were to be considered a seri-
ous ‘discourse on architecture’ in the face of changing academic and institutional criteria and value 
systems. Latour and Woolgar have used similar language to discuss the impact of citation counts and 
peer-review on the development of a career in the natural sciences, arguing that “[l]ists of publications 
are the main indicators of the strategical positions occupied by a scientist. Names of co-authors, titles 
of articles, journals in which they have been published, and the size of the list together determine the 
scientist’s total value.”527 Other scholars have written on the impact of citation counts on the devel-
opment of an academic career within the modern university system and especially the role played by 
journals in this system.528

Later issues also saw a greater proportion of work directly related to RMIT, occurring in parallel to 
changes in the way Transition was funded. Paying for the magazine’s production had always proved 
challenging. Although never audited by an official periodical auditing bureau, its distribution num-
bers were low, generally less than one-thousand copies, which meant apart from in-kind arrangements 
with other local magazines—Art & Text, Tension, Arena, Pataphysics—and specialty bookstores which 
stocked Transition—notably The Arts Bookshop which was one of the first bookstores in Melbourne 
to begin to import texts on postmodern theory—the magazine had generally been unsuccessful in 
attracting commercial advertisers, and therefore relied on subscribers, with any shortfall made up by 
sponsors, the most significant being RMIT.

In their early years, McDougall and Munday had relied on the benefaction of various architectural 
firms for their operating budget. The number of firms sponsoring Transition varied over the years, 
largely dependent on who was editor at any time. Murphy’s issue of Transition no. 56 (1997) is the 
last in which any form of corporate sponsorship is noted in the magazine.529 This might be taken to 
indicate one of two things: either, because the magazine had been thoroughly institutionalised, other 

526. front matter in Transition, no. 59/60 (1998): 2.

527. See, Latour and Woolgar, Laboratory Life, 213-14. 

528. Julie Battilana, Michel Anteby, and Metin Sengul, “The Circulation of Ideas across Academic Communi-

ties: When Locals Re-import Exported Ideas,” Organization Studies 31, no. 6 (2010).

529. Eleven architects and firms are credited; there are two institutional sponsors (the Department of Archi-

tecture and Design, RMIT, and Arts Victoria). See, front matter in Transition, no. 56 (1997).
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Figure 33. Front cover of Transition, no. 61/62 (2000), the first and only edited by King and the the final issue 
of the magazine.



sponsorship was not sought; or, that the magazine had lost its attractiveness to architectural practic-
es.530 Either way, the direction of Transition had clearly changed, as had its audience and support base.

When van Schaik took on the position of executive editor he also retained a position on the editorial 
board.531 For a period, therefore, he exerted an extraordinary level of control over the magazine, hold-
ing concurrently the positions of editor, executive editor, editorial board member, and Head of the 
faculty responsible for supplying its funding. He also contributed several articles during that period.532 
However, even with this level of influence, van Schaik had difficulties similar to those experienced by 
his predecessors in achieving a regular quarterly release schedule. Of the four issues under his control, 
two were so-called ‘double issues’ (Transition no. 52/53, 1996; and Transition no. 54/54, 1997), and 
one was a monograph on the new RMIT building Storey Hall, which had been prepared as a separate 
RMIT Publishing release but was repackaged to turn it into Transition no. 51 (1996).533 In an editor’s 
note in that issue, van Schaik explained his rationale for releasing this monograph as an edition of 
Transition, relating it to both delays in Brew’s previous issue, and “unprecedented demand” for the 
publication of the Storey Hall project.534

Following the experiment with guest editors, the editorial board sought to give the magazine some 
stability by appointing a permanent editor.535 Jennifer Hocking, another Melbourne architectural 
graduate and Halftime Club member, was appointed to the role, which she held for two issues—Tran-
sition no. 57/58 (1997) and Transition no. 59/60 (1998). Hocking had also been employed at UWA 
around the same time as McDougall, Raggatt, Brew, and Markham. By the release of the second of 
her two double-issues, RMIT had become the sole financial sponsor of the magazine; this occurred at 
the same time that the journal began explicitly advertising its capacity to offer academics anonymous 
peer-review. In a moment of meta-discursive self-reflection, Hocking published in Transition no. 
59/60 (1997) a shortened version of Melinda Payne’s UWA Bachelor’s dissertation, "Transition: Dis-
course and Distance," which had been staged as a “series of productive ‘readings’” of the magazine.536 
Amended and republished in the magazine as, “Reading the Journal: Moments in the History of 

530. front matter in Transition, no. 59/60 (1998).

531. front matter in Transition, no. 55/53 (1996).

532. van Schaik’s Transition bibliography during that period includes: Leon van Schaik, “Preface,” Transition, 

no. 51 (1996); Leon van Schaik, “Ushida Findlay Partnership,” Transition, no. 52/53 (1996); Leon van Schaik, 

“Stephen Bram,” Transition, no. 52/53 (1996); Leon van Schaik, “Ruins of the Future,” Transition, no. 52/53 

(1996); van Schaik, “Editorial,” Transition, no. 52/53 (1996); Leon van Schaik, “Asia Design Forum,” Transition, 

no. 52/53 (1996); Leon van Schaik, “Book Review,” Transition, no. 56 (1997). 

533. Leon van Schaik, editor’s note in Transition, no. 51 (1996).

534. According to an editor’s note printed on this slip, “The double issue of Transition No. 49/50 has been so 

long in production that Transition has negotiated to issue ‘RMIT Storey Hall’ as issue 51.” van Schaik, editor’s 

note in Transition, no. 51 (1996).

535. front matter in Transition, no. 59/60 (1998).

536. Payne, “Transition: Discourse and Distance,” [3].
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Transition,” it should be considered an example of a project of magazine reconstruction, as described 
in Chapter 1.2.537

Something Else Entirely
After Hocking’s two double-issues, the position of editor was offered to Peter King. The production of 
his single issue was bedevilled by miscommunications and mishaps which compromised the credibili-
ty of the magazine, and with its aborted release the diachronic text that was Transition reached its con-
clusion. Transition no. 61/62 (2000) found itself at the centre of controversies and conflict, its editorial 
direction so different from previous issues that some former production staff are reticent to consider 
it an issue of the magazine at all. Fraser for instance, prefers Hocking’s Transition no. 59/60 (1998) as 
the final "real" Transition, claiming that this issue was the “death knell” of the magazine, which is why 
Hocking adopted a black cover, symbolic of a coffin shroud538

King’s issue is quite unlike any other Transition and this might be related to several contributing 
factors: a new team of production staff meant an abrupt change in the graphic style; complete insti-
tutionalisation at RMIT reduced off-campus collaboration; while an ambiguous relationship between 
the editor and the editorial board meant that King felt he “had to answer to nobody.”539 Then there was 
King’s disciplinary background, which was substantially different from any previous editor. As a writer 
and director of avant-garde theatre, King was perhaps an incongruous selection for role of Transition 
editor. He was not an architect, architectural historian, journalist, graphic designer, or publisher when 
appointed to what was at the time Australia’s longest-running independent architectural periodical. 
Architectural theorists have written on the productivity of personal friendships in helping shape the 
trajectory of architectural movements and it was a result of such a productive friendship that theatre 
director King found himself within the Transition network.540

In the relationship between Australian architecture and theatre, Corrigan was a figure of central im-
portance, working in parallel in architecture and theatre design throughout his career. It is particularly 
telling that the Edmond and Corrigan monograph Cities of Hope: Remembered, is split in two—one 
part dealing with architectural design and the other with theatre design. Particularly noteworthy is 
the non-hierarchical way in which the two disciplines are treated in that volume. The printed book 
runs in two directions: a paperback ‘push-me, pull-you’ which asks the reader to rotate the volume 
one-hundred-eighty degrees in both directions left-right and top-bottom depending on whether they 
decide to read a book about theatre design, or one about architecture.541 Other scholars have recog-
nised the formal and aesthetic congruences between these two aspects of Edmond and Corrigan’s 

537. Payne, “Reading the Journal.”

538. Fraser, interview by author, January 14, 2016. 

539. Peter King, interview by author, February 27, 2016.

540. See, Igea Santina Troiani, “The Politics of Friends in Modern Architecture: 1949-1987” (PhD, Queensland 

University of Technology, 2005); Stevens, The Favored Circle.

541. See, Cities of Hope Remembered: Australian Architecture by Edmond and Corrigan, 1962-2012; Cities of 

Hope Rehearsed: Australian Stage Design by Edmond and Corrigan, 1962-2012, (Port Melbourne: Thames & 

Hudson, 2012).
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production542 and Corrigan himself has written on the intersection of these design practices.543 The 
interest here is not in pointing out formal similarities as much as describing the relationships made 
possible through his transgression of disciplinary boundaries. It was, for instance, through a shared 
interest in the theatre that Corrigan and King were introduced to one another early in their respective 
careers. Corrigan had designed a set for a Melbourne University production of Thomas Otway’s Venice 
Preserv’d (1975) in which King was a performer. Part of Corrigan’s set was a “huge nest of ropes” and 
with King the only cast-member who successfully figured out how to use this apparatus to swing his 
body around the stage, they consequently “became mates.”544

After setting up his own production company in 1985, King staged a number of productions which 
had distinctly architectural themes: Usurper of the Plains carried references to both Giuseppe Ter-
ragni’s Danteum and to work of the Soviet filmmaker Sergei Eisenstein; Axes Edge, was conceived as 
a “performance and meditation on [Romaldo] Giurgola’s new permanent Parliament House;” and a 
later work, Mahony Masks, was based on Marion Mahony Griffin’s then unpublished manuscript, The 
Magic of America.545 His friendship with Corrigan led to a teaching appointment at RMIT, where he 
ran architecture, landscape architecture, and interior design studios.546 Around 1992, he was ap-
proached to join the Transition editorial board which, he has recalled, was part of a strategic move 
by other board members, then trying to establish sufficient support to vote Edquist out of her role as 
editor.547

King brought a new team of RMIT students for design assistance and technical support, which partly 
explains the lack of visual continuity between his issue and preceding ones.548 Unlike earlier issues, 
which were often partly assembled in multidisciplinary shared studios around the city, this volume 
was produced entirely in-house at RMIT using university facilities and resources. The complete 
institutionalisation of the magazine meant fewer opportunities for studio-mates to be brought into 
production roles, and which therefore reduced opportunities for design collaboration. That issue also 
included a number of “refereed” articles.549 The front matter to this issue being the last time an edi-

542. See for instance, Jennifer Taylor, “Theatres of Dreams: Buildings by Peter Corrigan,” Architecture and 

Urbanism 272, no. 5 (1993).

543. See, Peter Corrigan, “Australian Architecture and the Stage, 1979,” Architecture Australia 68, no. 4 (1979). 

544. King, interview by author, February 27, 2016.

545. King, interview by author, February 27, 2016.

546. King, interview by author, February 27, 2016.

547. King retained a position on the editorial board up until the release of Brew and Markham’s Transition 

by Backlogue no. 44/45 (1994). The front matter in Transition no. 61/62 (2000) makes no mention of the 

board—a divergence from earlier issues when the board had been listed prominently on the inside front 

cover.

548. Dan Austin and Fiona Gruber are credited as assistant editors, with Aaron Sterns sub-editor. See, front 

matter in Transition, no. 61/62 (2000). 

549. There are six refereed articles in total—more than any previous issue. 
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torial policy was articulated in the magazine. In this case however, it was neither an articulation of 
the aims of the publication, nor an espousal of the ideologies of its editors, but rather a description of 
the processes by which articles would be reviewed and thereby authorised as academically credible. 
Unlike McDougall and Munday’s original ideal that Transition be a vade mecum for young practition-
ers, this had become a publication by academics for academics.

By this issue, there had been a significant increase in the number of postgraduate research degrees 
being undertaken in architecture departments in Australian universities. There were, however, still 
only limited opportunities to publish peer-reviewed academic writing on architecture.550 This was the 
context in which King’s editorial contribution took shape—an increasing requirement for academic 
staff in architectural departments to publish, accompanied by a deep suspicion about these forms of 
writing by Transition’s traditional support base of practitioners, individuals, whom at least one inter-
viewee has described as “ratbag intellectuals.”551

One concern expressed by a number of those interviewed for this thesis, is that peer-reviewed, 
academic writing has little use-value for design practice. There was also a concern that specialised 
academic articles removed Transition’s focus from the intersection of theory and practice—in the very 
specific geographic, social, and political site of late-twentieth-century Melbourne—and abstracted it 
into an esoteric system of footnotes, citation indexes, and publication counts that might be useful in 
advancing an academic career but had little practical applications in the everyday practices or culture 
of design. Because the conventions associated with referencing and reviewing have, traditionally, 
been developed in relation to written texts, it was far more difficult to authenticate and legitimise 
knowledge represented through drawings, building, photography, and other non-verbal, non-written 
communication. The challenges of publishing design projects, which traditionally engage modes of 
communication other than writing, in peer-reviewed journals eventually resulted in the release by the 
Committee of Heads of Architecture Schools of Australia (CHASA) of a series of CHASA Refereed 
Design Scheme Catalogues in the late 1990s, which attempted to formalise review processes for ‘re-
search by design.’ This process was generally considered a failure, and not broadly accepted as legiti-
mate research output, and was subsequently abandoned soon after.552

King has argued for the importance of processes of “confidential and anonymous refereeing” and this 
was the path according to which he attempted to further steer Transition.553 For King, these processes 
provided evidence of intellectual rigour and made writing more credible. For his own peer-reviewed 

550. King contributed to Transition no. 61/62 (2000) a translation of Salomon de Caus’ Hortus Palatinus, de-

rived from his PhD research being undertaken at RMIT under the supervision of van Schaik. See, Peter King, 

“Hortus Palatinus,” Transition, no. 61/62 (2000).

551. Gionfriddo, interview by author, March 1, 2016.

552. For the instantiation of the CHASA scheme in 1986, its subsequent evolution into the Association of 

Architecture Schools Australasia (AASA), and a description of the process by which design work was peer-re-

viewed, see, Patrick Beale, “Introduction,” in AASA Refereed Design Scheme 1999-2000, ed. Bill Busfield and 

Patrick Beale (Nedlands: University of Western Australia, 2001), 5.

553. King, interview by author, February 27, 2016.
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Figure 34. Spread and extract of copy-editing, erroneously printed in Transition, 
no. 61/62 (2000), 122-23. 
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Figure 35. Typographic errors in the “Letter to Philip Hunter,” published in Transition, no. 61/62 (2000), 8-9. 



“Different and Deeper”554 he was attempting to “test how far you could cite, with all clarity [Gilles] 
Deleuze and [Felix] Guattari without plagiarising them.”555 This understanding of conventionalised 
forms of academic writing as necessarily more intellectually rigorous is in stark contrast to McDou-
gall’s original intention for the magazine—to frame it as a productive polemic.556

Like Transition no. 49/50 (1996), which marked the end of Brew’s editorship, Transition no. 61/62 
(2000) was a long time in production. A number of miscommunications leading up to its print run 
meant that the volume was delayed, and when eventually released was full of errors, and according 
to King at least, not intended for distribution. At the time of this final issue, Shane Murray, a long-
term editorial board member and frequent Transition contributor, was temporarily acting as Head of 
School at RMIT. The new editorial team was struggling to meet the deadlines imposed for publica-
tion. The previous issue of the ‘quarterly’ magazine had been released in 1998, but by the end of 1999 
their issue was close to completion.557 King has speculated that Murray had become irritated about 
the length of time the magazine was taking to publish, a delay exacerbated by the editor’s decision to 
include German and Latin texts which required translation into English.558 

Transition had traditionally emerged as a collective endeavour, the product of a chain of actors that 
included the editor, production staff and assistants, members of an editorial board, RMIT, a commer-
cial print-house, and a distributor, that saw it circulated to libraries and bookstores across Australia. 
In the case of Transition no. 61/62 (2000), miscommunications in this chain meant that the volume 
managed to develop a life of its own, and despite the best efforts of its editor to limit its circulation, 
continued to find its way to into the hands of readers. 

A Direction of its Own 
The first sign of something amiss with this issue is the long list of errata pasted into the page facing 
the contents list. Closer inspection reveals other anomalies. For instance, the article “Tall Tales 
(But True)” by Peter Lyssiotis has been printed in a different typeface to other articles and includes 
hand-annotated copy-editing of corrections and editor’s comments.559 King’s editorial vision was 
ambitious, particularly in his inclusion of Latin and German texts; most errata relate to grammatical 
errors in translation. One typographic error which must have seemed particularly egregious, but is 
noticeable absent from this list, is the misspelling of van Schaik’s name in the by-line to his contribu-
tion, “Letter to Philip Hunter”560 where he is instead credited as “Leon von Schiak.” 

554. Peter King, “Different and Deeper: The Dimensions of Play,” Transition, no. 61/62 (2000).

555. King, interview by author, February 27, 2016.

556. McDougall had “tried to avoid it [Transition] being an academic paper” and has gone as far as to argue 

that “peer-assessed papers [in architecture] are mostly rubbish.” McDougall, interview by author, February 

26, 2016.

557. King, interview by author, February 27, 2016.

558. King, interview by author, February 27, 2016.

559. Peter Lyssiotis, “Tall Tales (But True),” Transition, no. 61/62 (2000).

560. Leon van Schaik, “Letter to Philip Hunter,” Transition, no. 61/62 (2000): 8.
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King has recalled the “aftermath and the pseudo-drama” that followed this printing with the clarity of 
an absurdist fiction:

It came back [from the printers] and I thought 'Fuck, I never authorised 
this. What happened?' And I turned to page eight and I saw that [van Schaik 
credited as von Schiak] and I thought ‘Fuck! That’s not really going to cheer 
Leon up.’561

Realising this kind of typographic error has the propensity to quickly develop into controversy, he 
enlisted the services of his RMIT design students who, in return for a complimentary copy of the 
offending magazine, were asked to paste an errata slip into the magazine.562 King’s next concern was to 
prevent the magazine’s wider distribution, fearing that it would be issued to universities or other insti-
tutions where the problems in its printing would be deleterious to the credibility of the periodical and, 
by extension, RMIT.563 Despite desperate attempts to limit its circulation, as if animated by a life-force 
of its own and a desire to be read, the magazine kept finding its way to readers. According to King:

I thought ‘we don’t want it to be given to anybody else, [but] two days later 
I saw Harriet [Edquist] at Druids café and she said ‘oh good, there’s another 
Tranny’ and I thought ‘No! What is she doing with it?’ and then I saw Ian 
McDougall and he said ‘oh good, there’s another one out’ and I thought 
‘how does he know and where did he get his copy?’564

By this point King was certain that “something was really out of control” in the chain that included the 
editor, editorial board, and RMIT Publishing.565 The magazine had begun to determine a direction of 
its own and was moving in ways that could no longer be easily anticipated.566 Around that same time, 
he met van Schaik in another roadside encounter outside RMIT’s Swanston Street campus, and was 
informed that his magazine was sufficiently problematic that it could not be distributed in its current 
form. Van Schaik suggested that before any further action was taken it would be need to be reviewed 
by an external advisor to assess whether it should even be distributed, and one of the experts asked to 
arbitrate on this issue was Harriet Edquist. Given that, in 1991, it was King who had been appointed 
to the board to help remove her from her as editor, it is perhaps fitting that it was she who was asked 
to rule on the value of his own editorial contribution. 

561. King, interview by author, February 27, 2016.

562. King, interview by author, February 27, 2016.

563. King, interview by author, February 27, 2016.

564. King, interview by author, February 27, 2016. Druid’s Café is a small eatery adjacent to the RMIT’s Swan-

ston Street campus and popular with students.

565. King, interview by author, February 27, 2016.

566. King, interview by author, February 27, 2016.
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After this incidental meeting with van Schaik, King heard no more about the matter and assumed that 
RMIT Publishing had been advised to retract the magazine.567 Invalid and disowned by its editor, the 
magazine was still somehow released. The error-filled, typographically flawed, yet ostensibly peer-re-
viewed journal was never intended to be mailed out to subscribers around the country. Ironically, this 
issue, which ‘shouldn’t exist,’ is held in many Australian library collections—including the National 
Library of Australia—and in the corpus collection for this project was one of the issues most readily 
available for research: there are multiple copies held in university libraries, including the UWA library 
in which this project began, and a number of private faculty collections. A large proportion of the 
material from that issue is also available online.

Postscript
There is a final twist in Transition’s meandering editorial journey. After King’s aborted release, he was 
not asked back for another issue. Van Schaik and the editorial board wanted to continue publishing 
the magazine with a new editor; McDougall had other ideas. The magazine’s founder had the foresight 
to apply for rights to the Transition logotype as a trademark in 1987568 and in 1999 re-registered the 
name ‘Transition Publishing’ with the Australian Securities and Investments Commission (ASIC).569 
Believing that the magazine had diverged too far from its original bearing, he withdrew the name and 
logotype from use—effectively putting an end to the faltering publication.570 In his 1996 “Editorial,” 
van Schaik had posed the question: “can an editor take a magazine where its owners do not want to 
go?”571 In a curious situation, which emphasises the tension over the control of the magazine which 
earlier had been publicly contested by Brew and van Schaik, RMIT were prevented from releasing a 
publication they had been funding for the previous sixteen years. In this final controversy the ‘own-
ership’ of the magazine, which had been authenticated through reference to its logotype and name by 
an agency of the Australian Government, was precisely what was used to confound the editorial board 
and RMIT’s desire to continue publishing Transition.

This chapter set out to test Jannière and Vanlaethem’s assertions about the specificity of architectural 
magazines, and in particular, the role that an editorial policy might play in establishing this specifici-
ty. Consideration of Transition has shown that editorial policies can be implicit and vague. There can 
even be ongoing disagreement about such straightforward matters as who an editor is, and what this 
role should entail. In the case of Transition, editors and production staff used the magazine to pros-
ecute their own agendas. Some even used their position to explicitly criticise the magazine’s major 
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funder and supporter. The magazine was certainly the “centre of a political universe”572 drawing actors 
and institutions together into increasingly complex relationships. It was also controversial and its 
editorial policy difficult to define.

There were a number of important figures who had a considerable impact on the magazine’s operation 
and editorial interests, and some might be referred to as ‘directors,’ whether or not they actually took 
up the official role of editor for themselves. Corrigan was a continual presence behind the magazine, 
being responsible for appointing and firing editors, securing money for its continuation, and encour-
aging young architects to write. Van Schaik was committed to funding the publication and created 
new positions through which to assert control. McDougall had a hand in both beginning and ending 
the magazine—birthing it into the world through a combination of manual labour and enthusiastic 
proselytising, and then euthanising it by withdrawing its legal and visual identities from use. 

The many twists, turns, and tacks of the magazine’s editorial direction, were apparent to some of its 
producers who were involved with Transition for long enough to be able to view it as a enduring and 
variable project. In a presentation to Barcelona Architectural Communications Conference held in con-
junction with the UIA (1996), executive editor van Schaik presented Transition as:

a publication that valued ‘difference’ within the tenets of its editorial. A 
shifting editorial policy meant a change of direction for the magazine every 
two years. For example, for two years, the Melbourne-based magazine was 
pre-occupied with feminist theory, for two more years it considered the 
Antipodean (meaning that anything beyond Australia was considered as 
‘other’). Transition’s current [1996] ideological orientation is towards local 
and international content, and a consideration of the architectural project 
that is ‘almost cinematic.'573 

This chapter has worked to problematise the agency of editors, proposing that directions and redirec-
tions are often caused by contingency and complexity. Perhaps then, rather than ‘editorial policy,’ a 
better term is ‘direction,’ the latter being ambiguous enough to mean either the agenda of some ‘direc-
tor,’ or simply the bearing along which a magazine was moving at any particular time—which may not 
be easily attributable to any particular individual or group. The contingency in the second usage of the 
term seems the most appropriate to describe the lurching motion of Transition and its many directors.

572. Law, Aircraft Stories, 153. See also, Latour, “Where are the,” 234.

573. See, Mark van den Enden, “Contradiction in Architectural Communications,” Transition, no. 52/53 (1996): 
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2 . 2  H ow  to  M a k e  a n  I s s u e  o u t  o f  S o m e  ‘ Th i n g’
Introduction

Jannière and Vanlaethem have related the editorial policy and materiality as together responsible for 
the specific nature of the architectural magazine format.574 Chapter 2.1 problematised the first half 
of this statement, demonstrating that for Transition at least, ascribing any singular, coherent edito-
rial policy was not a simple task. This chapter brings a destabilising imperative to the second half of 
Jannière and Vanlaethem’s statement, arguing that the material nature of the magazine was similarly 
contested and complex. The printed volume is considered here as an assemblage: an object in which 
various elements including typography, layout, graphic design, and images come together in ways that 
are sometmes, but not always, under the control of the people tasked with creating it. 

Gathering
Crysler, Cairns, and Heynen assert that Latour’s concept of “gathering” has had particular utility for 
architectural theorists attempting to account for the “relational effects” of contemporary technolo-
gies.575 Chapter 2.1 showed that within Melbourne’s architectural culture, Transition was demonstrat-
ing a gathering potential, bringing together editors, assistants, architects, firms, institutions, and clubs. 
The term ‘gathering’ also has a usage in bibliographic studies where it is used to refer to “a single sheet, 
or several sheets, of paper folded to form a single group of leaves in a book or other printed publica-
tion.”576 Within this usage is captured the performative origins of print publishing, when prior to ma-
chine automation, gathering a book was a manual activity. Bibliographer Philip Gaskell has delivered 
an evocative description of the material performance of book gathering:

When the heaps of all the sheets of a book had been dried and piled togeth-
er again, they were set out in signature order on a long table, with the first 
recto pages upwards and to the near side. Then the gatherer […], took off 
the top copy of the last sheet of the book and then walked along the line of 
sheets, taking off one copy of each in turn until he had gathered a complete 
copy of the book in sheets.577

Prompted by these dual understandings of gathering, this chapter describes the assembly of the 
printed volumes of Transition. The magazine is shown to be both a product of collective making, and a 
shared object drawing together various groups, individuals, and institutions.

574. Jannière and Vanlaethem, “Architectural Periodicals,” 61.

575. Crysler, Cairns, and Heynen, “Architectural Theory,” 13.

576. Online Dictionary for Library and Information Science, s.v. “Gathering,” by Joan M. Reitz, accessed June 26, 
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577. Philip Gaskell, A New Introduction to Bibliography (Oxford: Clarendon Press, 1972), 143-44.
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Latour and Albena Yaneva have argued that for “architectural theory [to] become a relevant field for 
architects,” it would require engagement with the pragmatics of design practices.578 In their words, 
it will only be by “generating earthly accounts of buildings and design processes, tracing pluralities 
of concrete entities in the specific times of their co-existence” that architectural theory will “become 
a relevant field for architects.”579 Following this advice, although this chapter describes the minutiae 
of magazine production, the text has a distinctly theoretical interest. It is a pragmatic description of 
the making of an architectural magazine that is still a kind of architectural theory. In describing the 
activities of magazine producers in this way, there is commitment to the premise that theorising the 
design disciplines need not require abstraction away from the localised sites and procedures through 
which those disciplines are themselves assembled. This chapter therefore, adopts Latour’s term “thing” 
to consider Transition as a “contested assemblage."580 It is useful to take a symmetrical approach to the 
term ‘assemblage’ in this context: as Transition’s makers were ‘assembling’ an issue of the magazine out 
of visual, textual, and typographic elements, they were also ‘assembling’ the discipline in Australia as 
they consolidated institutional relationships, constructed new knowledges, and invented novel and 
formalised ingenious representational practices.

The narrative form of the description herein is in itself significant, because it is through the produc-
tion of texts that networks are traced and collective life reassembled. What is attempted in this chapter 
is, in Latour’s words, a “zoom-free” account in which “[c]ontext is doled out when necessary to give 
[the reader] just enough to move to the next step.”581 This chapter therefore, would best be considered 
an ‘ant’s-eye,’ rather than a 'gods-eye,' view.582 It conforms to Latour's advice that in order to under-
stand the way social realities are constructed, the best approach is to "just observe and describe."583 In 
this instance, a descriptive approach provides a way of defamiliarising the conventionalised practices 
of magazine production, establishing both proximity and distance, and thus presenting them in a new 
light. The reader should not expect an historical overview of print publishing, or a social history of 
Australian architectural magazines and their editors. Instead it is constructed such that “the reader 
learns about the site, the precedent, the cases, the functions, morsel by morsel, just when it is need-
ed.”584 

578. Bruno Latour and Albena Yaneva, “Give Me a Gun and I Will Make All Buildings Move: An ANT’s View of 

Architecture,” in Explorations in Architecture: Teaching, Design, Research, ed. Reto Geiser (Basel: Birkhauser, 

2008), 88-89.

579. Latour and Yaneva, “Give Me,” 88-89.

580. Yaneva, The Making, 202.

581. Bruno Latour, The Making of Law: An Ethnography of the Conseil d’Etat (Cambridge, UK; Malden, MA: 

Polity, 2010), x.

582. See, Donna Haraway, “Situated Knowledges: The Science Question in Feminism and the Privilege of Par-

tial Perspective,” in Simians, Cyborgs and Women: The Reinvention of Nature (London: Free Association Books, 

1991), 189. 

583. Venturini, "Diving," 259.

584. Latour, The Making, x. This author remains cognisant of the artificiality of such a procedure and aware 

of the capacity of such a text to feed-back on the collective activity being described. 
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Chapter 1.3 argued that the materiality of architectural magazines is significant, but also made the 
point that other forms of media texts, even digital ones, are also subject to mediation. This chapter 
considers some of the specific qualities of the magazine which impacted the way that textual content 
was translated and received. These changes, and the magazine's capacity to mediate, were contingent 
on medium, format, and technologies of reproduction.

An Ant’s-Eye View

A pile of Transition magazines is sitting on my desk; the physical challenge posed by the collection of 
these specimens has been recounted in the Preface to this thesis. That story involves numerous actors: 
librarians, leaking sill trays, forklifts, archive boxes, aircraft, researchers, taxis, and photocopiers all 
of which played a role in assembling this corpus. The stack of forty-nine bound volumes—many are 
double issues—is a daunting pile. There are hundreds of contributors, thousands of pages, millions of 
words. Not to mention the photographs, drawings, and typographic elements, all of which contribute 
to the magazine’s multimodal communicative potential. 

To properly ‘lay out’ the magazines requires more space—my cramped student-desk simply does not 
afford the required surface area. I transfer the pile to the dining-room table—the only horizontal sur-
face large enough to lay out and view multiple, double-A4 spreads at one time. Opening up the first 
volume—Transition 1 no. 1 (1979)—I place alongside it the equipment required for its description. 
The tools are simple enough: a ruler, magic tape, magnifying lens, scissors, scalpel blades, A4 paper, 
Rotring brand ink markers, and a catalogue of commercial typefaces. Beside these implements sits a 
Letraset catalogue (1980) purchased on EBay, and a cheap digital camera (Figure 37).

It is striking how much this act of description recalls the production of this same artefact thirty-seven 
years prior. Before RMIT eventually provided the makers of Transition with digital desktop publishing 
equipment, making an issue of the magazine was an entirely analogue affair. Magazine production 
remained relatively unchanged through the subsequent editorships of McDougall and Munday, Halik 
and Morgan, and Morgan and Burns, and only began to change in the late 1980s with the introduc-
tion of digital design tools.585 McDougall has described the early days as a “cottage industry (of) fringe 
publishing,”586 and a process that involved “IBM Selectric typewriters, strip galleys, art gum, and big 
negatives.”587 Spreads were laid out on McDougall and Munday’s “dining-room table” in the St Kilda 
share house they rented from Corrigan, before being sent out to a commercial print-shop for printing, 
gathering, folding, and binding.588 

Trudgeon has offered a first-person account of independent magazine production—including Transi-
tion—in Australia during the early 1980s, which is instructive enough to justify quoting at length:

585. Digital design tools were first noted in 1989. See, front matter, in Transition, no. 27/28 (1989).

586. Payne, “Interview with Ian McDougall.”

587. McDougall, “Making a Culture,” 647.

588. Several print-shops were used over the publication span of the magazine. The first issue was printed by 

the now defunct, Globe Press , Fitzroy.
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Figure 37. A site of inscription and the tools and implements required for its description.



You ended up with a fusion of techniques. You would have ruled up the 
page. You would have determined your margins. You would have deter-
mined the ‘real-estate’ of the spread. You would have calculated, using the 
type size and the leading that you wanted, how much space it would occupy. 
Then you would have to look at the illustrations and determine how big you 
wanted them to be. So it was a mathematical calculation and very close to 
architecture—so architectural training was brilliant.

[…] it was very architectural. We were working on these large, layout boards 
which were cardboard with a very fine blue grid on them. You would meas-
ure up using blue pencil because the graphics cameras […] don’t expose 
blue. You end up with all these blue dimensions and lines everywhere, and 
then you put the graphics down directly onto that base. 

To prepare for four-colour process printing, you would get very heavy, very 
stable acetate sheet which you would bond to the top and you draw on it 
with Rotring or Letraset registration markers. I’d often draw it by hand. Be-
cause I would do it on an architectural drafting desk everything was regis-
tered which is perfect for screen-printing, which is effectively the mother of 
contemporary printing. 

[…] You then end up with these layers, because when it gets turned into 
printing plates it is all pulled apart and stuck back together again before it 
is handed back to you. On each of these layers you then put art in black and 
white, and on a drafting desk you might produce artwork that [was very] big 
and then you would take it to the graphic camera and reduce it.589  

Magazine lay-out is described by Trudgeon as "very architectural," firstly because it took advantage 
of architectural drafting equipment—drafting tables, set-squares, and Rotring markers—and also 
because it required a series of mathematical calculations to sub-divide the "real-estate" of the spread 
into an orthogonal grid which could be colonised by text and images. This was a process for which 
architectural training and the surface of the drafting table had particular affordances. It is easy to see 
why architectural students and graduates became proficient amateurs in print production: trained in 
the creation of visual material, they were often also enthusiastic authors of written content, with the 
textual genres of the ‘treatise and ‘manifesto’ holding an historical provenance within the tradition of 
architectural writing.590

The camera being used to capture imagery for this thesis uses digital circuitry rather than chemi-
cally-treated film, but that small difference aside, the elements on this dining-room table are not so 
different to those used by McDougall, Munday, Trudgeon, Marani, Rijavec and their colleagues back 

589. Trudgeon, interview by author, March 3, 2016.

590. For the genre-specific features of the architectural treatise see, Francoise Choay, The Rule and the Model: 

On the Theory of Architecture and Urbanism (Cambridge: MIT Press, 1997). 
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in 1979. Processes of inscription and description both involve the following: a table; an architectural 
graduate with an interest in Australian architecture; and implements for writing, drawing, and meas-
uring. In both instances these are the residue and paraphernalia left over from a modern university 
architectural education.

These similarities aside, a question remains: From which point is it most appropriate to launch a 
narrative that traces the making of Transition? One option would be to start at page one of issue one; 
however, like the proverbial Borgesian map, the description that would emerge would be a facsimile 
of the magazines already at hand, for these texts already trace a kind of ‘magazine-shaped’ network.591 
Latour’s advice is that to understand how collective activity is assembled, the best place to begin is in 
media res—in the middle of things.592 He has used the analogy of a fisherperson’s net with its interwo-
ven threads to describe the “physically traceable” and “point-to-point connections” which make up an 
actor-network.”593 To borrow this metaphor, magazine description requires a loose thread as a way in 
to the weave.

A Loose Thread
I flick through the spreads of Transition 1 no. 1 (1979) trying to identify such a thread. I treat the 
pages gently; the issue is on loan and the thin paper is beginning to show the effects of thirty-seven 
years of rough handling, becoming fragile and browning at the edges where the sheets have been 
exposed to ultraviolet light. 

This browning indicates a relatively high lignin content, and along with the thinness of the sheets and 
their satin sheen, suggests the issue has been printed on calendered magazine stock. The calendering 
process involves smoothing uncut paper leaves through heavy rollers, the effect of which is to smooth 
the paper surface, giving a low-gloss finish improving the “apparent density, gloss, [and] ink holdout” 
of paper so treated, providing it with good image carrying capacity at a relatively low cost.594 Calen-
dered paper is often used for magazines because it is cheaper than ‘coated’ stocks made through the 
application of china clay to the paper surface. Those higher quality and more expensive coated stock 
are typically used in the production of visually demanding publications where the quality and longev-
ity of reproduction is of highest importance. The paper used for this issue of Transition is also quite 
thin: the caliper of each leaf is just 0.08mm—roughly equivalent to a commercial press sheet with a 
density of 60gsm (also known as paper ‘grammage’), thus indicating a trade-off between quality and 
longevity. It is inexpensive and its capacity to reproduce images is relatively good, however, because 

591. Jorge Luis Borges, “On Exactitude in Science,” in Collected Fictions, trans. Andrew Hurley (New York: 

Penguin, 1998), 325.

592. Latour, Reassembling the Social, 27.

593. Latour, Reassembling the Social, 132. See also, Latour, We Have Never, 118.

594. The calendering process enhances the “apparent density, gloss, ink holdout, and smoothness” at the 

expense of other paper qualities meaning that the “brightness, compressibility, ink absorbency, opacity, 

porosity, stiffness, and thickness” of the paper is reduced. See, PrintWiki Free Encyclopedia of Print, s.v. “Cal-

endering,” accessed July 13, 2017, http://printwiki.org/Calendering. 
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Figure 38. Transition 1, no. 1 (1979) laid out as a cinematic series of spreads.Figure 38. Transition 1, no. 1 (1979) laid out as a cinematic series of spreads.
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the paper is thin and has no coating, its durability is deleteriously affected.595 Fragility and a tendency 
toward rapid deterioration are therefore built into the magazine at the level of its paper specification 
and these are related to the accepted temporal qualities of the magazine format. Benson has rec-
ognised that “[m]agazines bridged the gap between the one-day-relevant newspaper and the more 
expensive, permanent book. They could deal with news and popular subjects and could lie around the 
house for a while before being thrown away."596 In this case magazine discourse might best be de-
scribed as 'semi-permanent.'

The pages of this volume have been ‘gathered’ and ‘bound’ into an A4-portrait format. Aside from 
the red ink used for the logotype and selling-line, black (K) ink has been used to reproduce all texts 
and images regardless of whether the original image was in full colour. The front and rear covers have 
been printed on the same stock as the rest of the magazine, suggesting they were ‘imposed’ to form a 
single gathering with other magazine pages.597 A number of standard imposition layouts are used in 
commercial printing, and this relates both to the size of the press being used, and the size and number 
of pages to be printed. This issue is a multiple of eight pages long (twenty-four pages total), indicating 
a likely layout of three quarto-impositions of eight pages each (four pages on each side of an uncut 
SRA2 sheet) (Refer Figure 40 and Figure 41).

The imposition chosen, along with the paper specification, exert further material constraints on the 
magazine’s content. A publication imposed in this manner may be eight, sixteen, or twenty-four pages 
long; however, it cannot be twenty-three, twenty-five and so on. Magazine discourse therefore, has 
material limits ‘imposed’ by the schedule selected. After filling the twenty-four available pages of 
Transition, the next increment available to McDougall and Munday would be thirty-two pages, but 
this would also add the expense of etching another aluminium litho plate and producing another 
gathering. The alternative would be to wait another three months or so for the publication of the next 
issue. The weight of paper is, therefore, translated into a temporal measure of the magazine’s ‘periodi-
cal’ release—the last page quite literally constitutes the last word, or at least the last word of that issue. 

After six spreads, the reader arrives at the middle of this issue: made obvious by the visibility of four, 
dull, lines of steel—the only element made of neither paper nor ink. These are the folded ends of the 
wire-stitching—staples—which have been used to ‘bind’ the gathered sheets together. The twelve 
leaves have been folded across the spine and “saddle-stitched” into what some printers refer to as a 
‘flat.’598

595. Supercalendering produces the glossiest finish that can be applied to paper without coating it. This 

paper may have a high proportion of pulp and is used primarily in the production of magazines, catalogues, 

and brochures. See, Online Dictionary for Library and Information Science, s.v. “Calender,” by Joan M. Reitz, 

accessed June 26, 2017, http://www.abc-clio.com/ODLIS/odlis_s.aspx

596. Richard Benson, The Printed Picture (New York: Museum of Modern Art, 2008), 224.

597. In later issues an octavo imposition was used, resulting in sixteen-page sections.

598. Parnell, “Architectural Design,” 146.
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Figure 39. Centre spread of Transition 1, no. 1 (1979) with 
close-up of wire-stitching. 
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Figure 41. Transition 1, no.1 (1979), reconstruction of possible quarto 
imposition layout.



Reversing the flicking of the pages takes the reader/viewer backwards through the magazine—con-
trolling both the pace and direction in which spreads are viewed allows one to experience what Heller 
has described as the “cinematic pacing allowed by page turning.”599 The overall visual impression here 
is one of medium-grey. The body text has been printed in nine point ‘Univers’ typeface, set tightly on 
ten point leading, with three columns of text on most pages. Body text is fully-justified into 12.5 pica 
wide orthogonal blocks with narrow gutters. The density of the text makes it seem as if the magazine’s 
producers have a lot to say and limited space to get their message across. Heads are generally set in an 
Italic version of ‘Times.’ The result of the typographic style with its solid set, fully justified, columns 
is a dense grey printed area of the page—more book or newspaper than magazine-like.600 McDougall 
cites three graphic precedents for these first volumes of Transition and their influence is evident in 
these text-heavy pages with their accompanying thumbnail images.

The A4, saddle-stitched format with its centrally-aligned cover, greyscale photographic reproduction, 
simple logotype, and single spot colour was intended to refer to the RAIA’s Architecture magazines of 
the 1950s.601 Given that the editors started Transition as an alternative to the RAIA and its journals, 
there is some irony in this nostalgic reference. The second periodical referenced is more esoteric. The 
text-heavy presentation of Transition, and its traditional seriffed logotype, recalling the medical jour-
nal The Lancet, a resemblance the young editors hoped would signal to readers that it should be read 
by practising architects in the same way that Lancet was read by medical professionals. According to 
McDougall, this involved presenting a magazine that was “quite dry” and this was done to help it seem 
more serious and authoritative.602 This magazine was intended, in both visual style and written dis-
course, to be technical, difficult, and jargonised; this its young editors hoped would make it ‘exclusive,’ 
therefore limiting its comprehension to a preferred readership of a certain group of practising archi-
tects, those educated in architectural history and theory and with an interest in postmodernism—the 
ideal reader being an individual very much like their mentor, Corrigan.603

The third precedent for Transition was not a periodical but a book. Robert Venturi’s Complexity and 
Contradiction in Architecture, first published in 1966, was easily the most influential text for this 
generation of Melbourne architects and aspects of its graphic design and typography were adopted 
in the layout of Transition.604 Both its 1966 first edition and ‘77 second edition—more contempo-

599. Heller, “Esquire,” 55.

600. According to William Owen: “The standard magazine feature grid has three columns […] Because 8-9pt 

is the smallest type legible to the average reader, and that size has an optimum column width of 12-14 

picas; three such columns fit on an A4 page. William Owen, Modern Magazine Design (Iowa: Wm. C. Brown, 

1992).

601. “We were interested in the old Architecture [magazines] from the [19]50s.” McDougall, interview by 

author, February 26, 2016.

602. McDougall, interview by author, February 26, 2016.

603. According to McDougall, Transition was intended to be: “technical [and] jargonised, but jargonised for 

us [...as] architects not academics.” McDougall, interview by author, February 26, 2016.

604. McDougall, interview by author, February 26, 2016.
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Figure 42. Diagrammatic representation of the process of photo-offset lithography and the mediating 
effects of technologies used in the reproduction of textual and visual materials.
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Figure 43. Visual comparison of precedents for graphic style of Transition. Top Row (L-R): 
Architecture Australia covers of the 1950s (January-March, 1984 pictured); The Lancet medical 
journal (Volume 1. 1977 pictured); and Venturi’s Complexity and Contradiction in Architecture (1966 
first-edition and ‘77 second-edition pictured). Bottom Row (L-R) Transition 1, no. 1 (1979), and 
Transition1, no. 2 (1979), front covers.
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Figure 44. Visual comparison of precedents for graphic style of Transition 1 no. 1 (1979). Complexity and Contradiction in 
Architecture, first edition (1966) (Middle Row); second edition (1977) (Bottom Row).



raneous with Transition’s release—pre-empt the Australian magazine’s typographic style and small 
grey-scale imagery. Venturi’s book relied on thumbnail, grey-scale images set as ‘sidenotes’ to the text 
in a wide outer margin, and this was how text/image relationships were established in Transition. 
The 1977 edition of Complexity and Contradiction used for its logotype a seriffed display face based 
on Nicolaus Jenson’s ‘Romans’. Although the ‘Times’ selected for Transition bears similarities to that 
face, it is worth noting that the magazine adopted an italic version for its logotype, thus differentiating 
it from Venturi’s more upright ‘Romans’. The red ink used to accentuate the Transition logotype and 
selling-line is also reminiscent of Complexity and Contradiction with the covers of the 1966 and '77 
editions both adopting red spot-colour to distinguish salient typographic elements.

Although the first issues of Transition were influenced by Venturi’s book, the Australian magazine 
inverted the American’s typeface selections. Eschewing modern typographic good-practice—in which 
seriffed faces which are more legible when close-set are used for body texts, and bold sans faces are 
reserved for heads and logotype to be recognised at greater distances—Transition effectively reversed 
Venturi’s typographic schema.605 The sans-serif ‘Univers’ face they chose is difficult to read in its dense 
grey blocks, whereas the italic, seriffed logotype and heads, strangely mimic giant hand-written cur-
sive. The position of the logotype, roughly halfway down the page, makes it difficult to recognise in a 
retail magazine display rack and, being relatively small, provides little visual impact. While there was 
certainly reference to Venturi, Architecture Australia, and The Lancet in this first issue, these models 
have also been translated into a form that is altogether new, and in many ways deliberately contrarian.

Photo Offset Lithography—A Chain of Mediators
Throughout the period of Transition’s publication, there were changes in the technologies used in 
graphic design, typography, and print publishing, particularly when computers mediated desktop 
publishing was enlisted in the process. One thing that did not change was the final point through 
which architectural discourse was required to pass before distribution. Like so many other magazines, 
Transition was printed using a photo-offset lithographic press. A development of the pre-industrial 
planographic printing process of chromolithography, photo-offset lithography is the most widely used 
technique for the commercial reproduction of visual and textual content in printed form, and con-
sideration of its potential to mediate textual content remains relevant to contemporary media prac-
tices.606 It was the development of photo-offset lithography, along with cold photo-typesetting in the 
1960s which graphic design historians hold partially responsible for the prolific underground press 
of the late 1960s.607 The process of photo-offset lithographic printing can therefore be construed as a 
kind of obligatory passage point. An account of the photo-offset lithographic process is included in 
Appendix A (see also, Figure 42).

One theoretical aim of this thesis is the development of a ‘thicker’ understanding of "mediation"—a 
term used by linguists and media theorists to acknowledge the role played by materiality in the 

605. For ‘good-practice’ in combining typefaces see, Robert Bringhurst, The Elements of Typographic Style, 

(Point Roberts, WA: Hartley & Marks, 2001), 105-06.

606. For chromolithography see, Benson, The Printed Picture, 254.

607. See, Heller, Merz to Emigre, 187.
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Figure 45. Illustration of the evolution of typographic technologies 
with the ‘Selectric Composer’ considered the logical endpoint. This 
diagram is included as an illustration to Frutiger’s article published 
in the IBM Journal of Research and Development 12, no. 1 (1968). 
The caption accompanying the image in its original printing reads, 
“The evolution of composition: (a) handwriting; (b) wood engraving 
and hand press; (c) movable type and flat press; (d) modern hot-
type composition and letterpress; (e) photocomposition and 
offset printing; (f ) cold-type composition using the IBM SELECTRIC 
Composer.”



meaning of texts.608 Sociologists of Science use the same term to describe how “material resistance” 
has a translative effect on information.609 In Latour’s account, “mediators” are those actors, including 
non-humans, which do more than pass on information unchanged but rather “transform, translate, 
distort, and modify the meaning or the elements they are supposed to carry.”610 The relationships that 
develop between texts and images in their material presentation in architectural magazines are also 
significant because they impact comprehension. It has been argued that new ways of thinking require 
new techniques of visualisation.611 This claim is supported by one made by Dourish and Mazmanian, 
who follow social anthropologist Jack Goody in arguing that “what can be set out on the page—with 
the representational capacities of different lexical devices—shapes what can be known.”612 If rep-
resentation precedes knowledge, then for any idea to be drawn into an architectural magazine, it first 
has to be made representable in print—a process that requires mediation.

The process of photo-offset lithographic printing can also be broken down into a series of discreet 
stages. Each is a gate through which information must pass and each makes certain demands on mate-
rial being reproduced. At each point of transfer, information is susceptible to translation and these 
contingencies can be considered a form of material agency, capable of recasting the meaning of texts 
in multiple small, yet often significant, ways. In some instances, the impact on visual and written texts 
is relatively benign, and in such cases the technology of reproduction is an intermediary, passing on 
information unchanged. In other instances, the meaning of texts may be radically altered, and in such 
cases technologies become mediators, either amplifying messages inscribed by text producers, or else 
contradicting them. In either case the printed volume of the magazine and its technologies of repro-
duction become mediating actors that co-author texts with human producers.

A Loose Thread—Mistakes and Mistranslations
It is during this cinematic journey through the spreads of the magazine that a loose thread shows 
itself. On page nine, directly below a small grey-scale reproduction of a cubic, white house is an unu-
sual caption:

 9. R. Meier: Douglas House, Mich. (1971-73)

Captions in this volume have generally been set underneath images using a bold ‘Univers’ face. This 
one alone is different. Firstly, it is a finer typeface; and secondly, it alone has been typed onto a tiny 
slip of paper and pasted into the magazine. In this volume, this element alone has escaped the com-
mercial processes of the modern print-house, and the conventionalised processes of imposition, 
printing, gathering, binding, and folding. The fact that it has escaped these processes makes it signif-
icant: by its presence it makes them visible. The little sliver of paper, which is beginning to lift off the 

608. See, Kress and van Leeuwen, Multimodal Discourse, 63.

609. Latour, “On Actor-Network,” 370.

610. Latour, Reassembling the Social, 39. 

611. Pousin, “Visuality as Politics,” 172-73. 

612. Dourish and Mazmanian, Media as Material, 9; Jack Goody, The Domestication of the Savage Mind (Cam-

bridge: Cambridge University Press, 1977).
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Figure 46. Spread of Transition 1, no. 1 (1979), 8-9 (Top). Detail of 
erratum slip and original caption (Bottom).



page at one corner, is the first of many translations which can be used to trace the making of an issue 
of Transition. It is a miniature disruption; a tiny bifurcation.

Setting Type
To make written texts reproducible by photo-offset lithography manuscripts are converted into ‘set’ 
typefaces. In Trudgeon’s account, this involved taking “essays produced on typed sheets by the au-
thors” to a typesetting agency and instructing them as to the desired column width, type size, and 
leading for the spread. Several different typesetting agencies were contracted by the makers of Tran-
sition and these are recorded in the front matter to each issue.613 In the earliest issues, these con-
sultants used the process of photo-typesetting to translate handwritten and typed manuscripts into 
column-width galleys, ready to be trimmed to length before their collage-like assembly on blue-lined 
layout boards.

The development of photo-typesetting during the 1960s has been described as a major innovation 
in the trajectory of typography. This method, which relied on the ‘cold’ optical effects of lenses and 
films rather than ‘hot’ metal pieces and molten lead, has been characterised as a first step toward the 
later digitisation of typography.614 Although the relatively inexpensive process of photo-typesetting 
made production of independent magazines such as Transition economically feasible, the fact that it 
required external consulting agencies with specialised equipment still made it more expensive than 
if the editors would have used a portable typewriter, or hand-lettering and Xerox machine to do the 
job—a form of do-it-yourself production that had been adopted in the punk and counter-culture 
magazines of the 1970s.615 The reliance on consultancies introduced other actors into the collective 
making of the magazine, and meant that the magazine’s producers could not directly oversee some as-
pects of production. The possibility for translation to occur through miscommunication was therefore 
increased as galleys, manuscripts, faxes, proofs, and prints circulated through the city.

Manually editing photoset galleys after they have been set is a task both time consuming and prone to 
errors. McDougall has explained some of the challenges: 

For the corrections, you would find the typos [typographic errors] and you 
would have to go back [to] get these restriped and you’d have to cut them 
out, recut it, and put these new strips in. So you got these funny spaces, 
these jumps in the spaces, because we weren’t very good at it [author's em-
phasis].616

613. This issue was typeset by Map Reproductions, Little Collins Street, Melbourne.

614. According to Meggs, the reduction in cost was a “major advantage of phototype” the result of which 

being that at the beginning of the 1960s “most display typography was the hand-set, cold-metal type of 

Guttenberg’s day […]. By the end of the decade, metal type was virtually a thing of the past.” Meggs, A Histo-

ry, 355-56.

615. See, Heller, Merz to Emigre, 200-04.

616. McDougall, interview by author, February 26, 2016.
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Figure 47. Progressive Architecture spread (page 68-9) with Eisenman’s House II on the recto.



This lack of technical expertise in the magazine's producers, is also of significance, as their inability 
to fully control the more technically precise processes of print publishing and magazine production 
effectively amplified the magazine's capacity to resist their intentionality.

The small captioning erratum on page nine escaped even this process of textual reassembly. A typo-
graphic afterthought, it has been pasted into the magazine only after the volume had been printed, 
folded, and bound. It is a point at which the conventionalised processes of magazine production 
have broken down and its exclusion from these conventionalised processes helps make them visible, 
highlighting the collage-like processes of assembly in which any error translated directly into fiddly, 
time-consuming work and the enrolment of other actors. In this particular caption, the error was 
not noticed in pasting up the typeset galleys and made its way through to the end of the printing and 
binding process, meaning that simply recutting and pasting was not an option.617 

In this instance, it is likely that the technology enlisted to set this little slip was the IBM ‘Selectric 
Composer’ typewriter.618 McDougall has described how RMIT had invested in one of these machines, 
and he and his colleagues made use of it for composing the body-type of articles.619 This portable 
electric typewriter had advantages over many other typewriters of the time: it was designed to output 
camera-ready, optically justified, column-width galleys; characters were proportionally spaced, giving 
the operator fine control over typographic style; and perhaps most importantly, it had an interchange-
able ‘golf-ball’ style type-head which could be removed and replaced allowing a number of typeface 
and point size selections.620 The ‘Selectric Composer’ thus offered a kind of proto-desktop publishing 
long before the widespread availability of specialised computer programs. While the machine offered 
a range of typefaces, these choices were finite, having been put through a process of pre-selection 
before inclusion on the machine—a process that involved redesigning faces to make them appropriate 
and securing contracts with commercial type foundries to license their typefaces.621

617. For a discussion of the role of clippings, cuttings, and scissors as "agents," see Anke te Heesen, "News, 

Paper, Scissors: Clippings in the Sciences and Arts Around 1920," in Things That Talk: Object Lessons from Art 

and Science, ed. Lorraine Daston (New York: Zone Books, 2004), 297.

618. McDougall and his colleagues “bought a machine that would do letter quality—an IBM golf-ball com-

positing machine” which they used to type up the body-text columns themselves. Only after composing the 

columns did they take the text “down to the typesetter.” McDougall, interview by author, February 26, 2016.

619. Adrian Frutiger, “The IBM Selectric Composer: The Evolution of Composition Technology,” IBM Journal of 

Research and Development 12, no. 1 (1968).

620. In her analysis of Time Out, Emily King has argued that technological advancements including the in-

vention of this machine and socio-political events such as strike action attempt to “dismantle the magazine’s 

equal wage policy” were both factors in the development of the covers over time, thus revealing a complex 

interplay between technologies, social actions, and graphic design. King, “Time Out,” 60.

621. Adrian Frutiger had re-designed his ‘Univers’ face specifically for the ‘Selectric Composer’ model. See, 

Frutiger, “The IBM Selectric.”
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Figure 48. IBM ‘Selectric Composer’ catalogue cover.

Figure 49. Detail of ‘golf-ball’ style typehead.



A Very Little Cover Up
A corner of the fragment of paper onto which the problematic caption has been typed is starting to 
lift off the page. The glue which has held it in place for almost four decades is starting to lose its grip. 
One of the scalpel blades from my (2017) dining room table is well suited to the task of working away 
at the corner encouraging it to let go. The slip eventually falls away revealing a line of text on the page 
below:

9. P. Eisenman: House 11 (1969)

The young editors, or whichever of their friends was responsible for captioning the images, might be 
forgiven for mixing up the work of Eisenman and Meier. Both were members of the so-called “New 
York Five,”622 and shared a preoccupation with the white cubic forms of early Le Corbusier, designing 
houses that took these perfect Modernist volumes and subjected them to a series of formal manipu-
lations. The work of both architects was publicised widely in the architectural press during the 1970s. 
For two Australian architectural graduates and their friends working on a St Kilda kitchen table 
in 1979, this misattribution was perfectly understandable.623 Their experience of the work of these 
North American architects was limited to photographic representations received in mediated form 
via the few international architectural periodicals available to them at the time and interviews for this 
research project have shown that the pool of textual material available in Australia at the time was 
scarce. Corrigan was a notorious bibliophile and his personal collection of architectural books and 
periodicals was one of the most extensive in Australia.624 Munday and McDougall’s relationship with 
Corrigan provided a source of architectural imagery; however, other sources were extremely limited. 
Translation was, therefore, at least partly related to geographic isolation and the physical circulation 
of printed material across the Pacific Ocean, and partly through making do with sources that were 
locally available.

The original misattribution of this project to Eisenman is even further complicated by the numbering 
of the project within that architect’s oeuvre. Although his House X was built in 1975, the “Chronolog-
ical List of Buildings & Projects” in the monograph Eisenman Architects: Selected and Current Works 
(1995) makes no reference to a House XI. Although he did produce unbuilt designs for House El Even 
Odd (1980) and House 11a (1970) toward the end of his series of formal investigations, what has 
occurred in Transition is almost certainly a case of mistaken identity: Perhaps the use of two integers 
‘1’ was intended to signify the number two as in Roman numerals (II)? In any case, the attribution is 
wrong on two counts: a wrongly identified image of a building that doesn’t exist.

622. See, Colin Rowe, “Introduction to Five Architects,” in Architecture Theory Since 1968, ed. K. Michael Hays 

(Cambridge, Mass: The MIT Press, 2000).

623. Others credited include Jane Munday, S.K. Chen, and David Sutherland. See, front matter in Transition 1, 

no. 1 (1979).

624. See Ian McDougall, “10 Lessons from Corrigan,” Architecture Australia 92 (2003): 87.
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It is also possible that this translation occurred when the manuscripts were sent out to be typeset.625 
Perhaps the typesetting consultant misread two capital ‘I’s,’ inadvertently turning this into an eleven? 
The cause of this tiny translation, which in the scheme of things is fairly minor, may never be com-
pletely clear. Its presence does however, begin to make visible the collective activity required in the 
making of the magazine. It also foregrounds how difficult it is to attribute any one of the myriad acts 
of assembly to any single individual. Making Transition was a group exercise that involved the editors, 
their friends and family, professional agencies, typed manuscripts, dining-room tables, paper, ink, sta-
ples and many other actors. And these needed to be gathered together in a very specific way if an issue 
was to be successfully made out of an amalgam of disparate elements. Indeed, given the complexity of 
assembling even this twenty-four page volume, what is most surprising is that there is only this single 
erratum slip: the odds of success seem so small and the opportunities for translation so great that it 
would suggest that there should be many more.

The list and The Screen: Devices of Gathering and Mediation

Arriving at the next instance of translation in this description simply requires following this dou-
bly-inaccurate caption to where it leads. The rear cover of the volume has been printed with a list 
entitled, “Photo Credits” (Figure 50). This list, which clarifies the origin of the problematic Eisenman/
Meier image as the March 1972 issue of the North American magazine Progressive Architecture might 
be described as a gathering device. It draws together a disparate set of elements—photographs, draw-
ings, and other images—and makes them comparable, locatable, and describable. This list is signifi-
cant because it begins to clarify the relationship between this magazine and other texts published in 
other parts of the world.626

From this humble starting point it is possible to trace outward to begin to investigate the extent of the 
textual network which this issue of Transition has gathered and mediated. Twelve books and mag-
azines have been collected in the “Photo Credits.” Two local architects—Kevin Borland and Swetik 
Korzeniewski—have been identified as sources of photographic material. A review of the March 1972 
issue of Progressive Architecture reveals something peculiar: Meier’s Douglas House is not printed in 
that volume.627 The photograph/caption/credit relationship is now not doubly, but triply inaccurate, 
and the hapless reader is no closer to identifying the provenance of the image, nor clarifying its now 
ambiguous relationship to the adjacent text discussing “Peter Eisenman’s houses and projects.”628

A review of the list of “Photo Credits” exposes a number of other inconsistencies: some sources are 
incorrectly identified; others are supplied without author, editor, or page number, making the citation 
abstruse; still others, including Meier’s Douglas House, are simply not found in the textual source 

625. See, front matter, in Transition 1, no. 1 (1979).

626. Manifest textuality is the process wherein “specific other texts are overtly drawn upon within a text.” 

See, Fairclough, Discourse and Social Change, 117. 

627. Eisenman’s House II [two] was pictured and discussed in, Mario Gandelsonas, “On Reading Architecture,” 

Progressive Architecture, March (1972): 82-87. See, Peter Eisenman, Diagram Diaries (London: Universe, 1999), 

221 for reference to a House 11a—an unbuilt project for Kurt Forster.

628. Philip Drew, “Mannerism and Contemporary Architecture,” Transition 1, no. 1 (1979): 9.
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Figure 50. A device of gathering: the enrolment of a network of distant 
actors and a textual network by means of a simple list.
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Kevin Borland Swetik Korzeniewski



indicated. For example, Image "1"—a reproduction of an interior photograph of the entrance hall of 
Michaelangelo’s Biblioteca Laurenziano [sic.] Florence—has purportedly been sourced from Trewin 
Copplestone’s (ed.) World Architecture: An Illustrated History (1968). While that volume does contain 
images of that building (on facing pages 246-47), these are not the same as that reproduced in Tran-
sition. It is more likely that the image was taken from Christian Norberg-Schulz’s book, Meaning in 
Western Architecture.629 That text—which research has shown to be the source of several other images 
in Transition—has also been incorrectly cited in the Transition “Photo Credits” as “Meaning in Archi-
tecture,” most likely being confused with Norberg-Schulz’s essay printed in George Baird and Charles 
Jencks (editors) 1969 book of that same name.630 Once again, unintentional translations provide a 
point from which the magazine can be opened up by descriptive activity. The presence of these many 
small errors also leads to an important question: what use is an incomplete, inaccurate, and ambigu-
ous list? 

Markers of intertextuality, such as footnotes and image credits, perform a textual function. They are 
signposts within a system of manifest textuality, enrolling distant texts and authors into an argu-
ment.631 They are also associated with particular forms of writing.632 The footnote is taken by Crysler, 
as an indication of writing of an academic nature—and he thus considers Assemblage as an “academ-
ic journal,” equivalent to such recognised field journals as the Journal of the Society of Architectural 
Historians (JSAH).633 The presence of footnotes and image credits are therefore markers of scholarly 
exactitude, and indicators of authoritativeness. If nothing else, identifying source material demon-
strates editorial ‘good manners.’ Their importance though, goes beyond this. These practices are 
important because they mobilise and enrol distant and varied actors in support of the argument being 
prosecuted in a text and they are therefore another form of gathering. In spite of all these minor errors 
and mistranslations the “Photo Credits” remains useful, mainly because it draws together disparate 
sources of visual media and allows them to be represented in a single register. This list makes things 
which are otherwise very different—orthographic drawings, photographs of buildings and models, 
sketches, etchings, and paintings—comparable and equivalent. 

There is another way in which visual information is made commensurable in the magazine. If the list 
has been described as a device of ‘gathering,’ then the technological actor described next is a device of 
‘mediation’ which transforms visual imagery into a format which is maximally reproducible using the 
photo-offset lithographic press.

629. See, Christian Norberg-Schulz, Meaning in Western Architecture (London: Studio Vista, 1975), 269; Trewin 

Copplestone, ed. World Architecture: An Illustrated History (London: Paul Hamlyn, 1966), 246-47.

630. Christian Norberg-Schulz, “Meaning in Architecture,” in Meaning in Architecture, ed. Charles Jencks and 

George Baird, (London: Barrie and Jenkins, 1969).

631. For an account of the way that texts enrol actors into actor-networks, see, John Law, “The Heterogene-

ity of Texts,” in Mapping the Dynamics of Science and Technology, ed. Michel Callon, John Law, and Arie Rip 

(London: The Macmillan Press, 1986); Law, “Laboratories and Texts.”

632. See, Anthony Grafton, The Footnote: A Curious History (London: Faber and Faber, 1997).

633. Crysler, Writing Spaces, 13.
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Figure 51. The “Photo Credits” list on the rear-cover 
of Transition 1, no. 1 (1979) considered as a device of 
gathering. 



Devices of Mediation
To prepare for their reproduction, images require pre-processing to allow their translation to the 
surface of a printer’s litho plate. This is especially the case for images that have a continuous gradation 
of tones, as is the case for paintings, rendered drawings, and photographs.634 When printing a con-
tinuous-tone, grey-scale image, one ink colour (black) is used to represent intermediate tonal values 
between the white of the page and full ink coverage.635 To achieve intermediate tones of grey, pho-
tographic originals and other continuous-tone images are translated into an array of tiny dots, each 
using the same ink colour and with a constant distance between their centres. The radius of each dot 
varies according to the tonal value of that portion of the image. Darker areas have larger dots; lighter 
areas smaller. The human eye interpolates between them, interpreting a resultant image, not as thou-
sands of microscopic black dots, but as a full range of grey values that transition relatively smoothly 
from white to black. The smoothness of this transition relates to the density of the dots—the higher 
the density, the smoother the resulting perceived image.636 

To achieve this transformation an image is photographed through a transparent plate of either glass or 
plastic plate, the surface of which has been etched or printed with an orthogonal grid of lines. These 
screens have traditionally been available in standard line densities, measured in lines-per-inch (lpi); 
denser grids result in more dots and a smoother reproduced image. Screening images is a potential 
source of visual artefacts and it is usually preferable to use original photographic exposures or neg-
atives. In cases where originals are not available, images may be reproduced from another printed 
source, either copied out of a book or another magazine. These images, which have already previously 
been subjected to a screening process, need to be screened a second time. Re-screening images can 
have undesirable consequences, often resulting in an increase in visual artefacts and a decrease in 
image fidelity. In some cases the interaction between the two screens can create a moiré pattern in the 
resultant image.637

Transition Translation
In all, there are thirty-three images reproduced in Transition 1, no. 1 (1979). The printed images are, 
without exception small, coarse, and high-contrast. Mid-tones are poorly reproduced and images tend 
to be overexposed in light areas, whereas dark areas have printed almost completely black. Although 
the error-filled list of “Photo Credits” has been identified as a source of misdirection and ambiguity, 
it was still useful in indicating the original sources of (some) images reproduced in this issue. There 
is no question that those images identified, have been modified in their reproduction, most obvious-
ly through scaling, cropping, and/or desaturating from colour originals; re-screening has also had a 
noticeable mediating effect. The consideration of the combined effects of these translations shows the 

634. Line drawings and other full-tone images which have no gradation in their colour can be pasted 

straight onto a layout board. See, Woolf, How to Start, 30.

635. This discussion relates specifically to greyscale images. Full-colour process printing is an expansion of 

this logic using four different litho plates to each print a separate ink colour—Cyan, Magenta, Yellow, Black 

(C,M,Y,K)—in series.

636. For an explanation of this process, refer, Benson, The Printed Picture, 254-57.

637. To avoid moirés, experienced technicians rotate the new screen to a different angle to the original.
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degree to which visual reproduction, and especially the half-tone screening process, mediates visual 
content.

The photographic reproduction of Condominium One, at Sea Ranch, California (1964-65), printed to 
illustrate Jeff Turnbull’s article “Morality and the Architecture of Charles Moore,” shows the effects of 
all of these transformations and is therefore an instructive example.638 The image was sourced by the 
producers of Transition from a 1978 Architecture and Urbanism special monograph on Moore. The 
two representations of the project have been reproduced here in Figure 52—the relative size difference 
of the images maintained.639 

In Architecture and Urbanism, a photographic original has been reproduced in full process-colour 
printing and shows clearly the coastal heath and vegetation in the foreground, while the rising terrain 
of the Sonoma Mountains makes a distant background. The most salient element in the image is the 
condominium building itself which is depicted in its rural setting, part of a master-planned communi-
ty of Sea Ranch. Variations in the grey-brown timber cladding clearly mark the building’s weathering 
on its coastal site and the wide framing has the condominium in an expansive countryside, absent of 
other buildings. 

When reproduced in Transition the image has been cropped tightly and scaled down to thumbnail 
size, presumably to make it conform to the invisible blue column-grid disciplining the layout. This 
cropping and scaling has made the building ambiguous in both scale and setting. The foreground 
vegetation and the background mountains have both been eliminated and the size of building has 
become indeterminate. By cropping tightly to the edge of the building, the setting becomes open to 
interpretation and could be a suburban residence on a city street. This medium-scale building, which 
contains ten separate dwellings, could easily be interpreted as a single family home. The scaling of the 
image and its desaturation from full process-colour to high contrast black-and-white has obliterated 
fine detail, making it diagrammatic. The timber cladding is no longer easily identifiable and the clear 
blue sky has been reduced to a dull grey. 

None of these changes to the image should be construed as necessarily ideological or part of an 
intentional program to reframe the image by Transition’s editors—although that remains possible. 
Cropping and scaling can be directly related to the arbitrary constraints of the 12.5 pica column grid 
specified for the layout. Desaturation can be related to the economic benefits of single colour printing 
which is much cheaper than full colour process printing in which multiple litho plates (CMYK) must 
be produced for each imposition. The effect of these transformations does however, allow for new 
interpretations of the image and some of these make it well suited to the discourse and polemics of the 
group of young Melbourne architects producing the magazine. The tight cropping for example, which 
negates the rural setting, makes the image available to illustrate a discourse of suburban architecture, 
which was a constant preoccupation of Transition’s producers. Even the grey-scale reproduction 

638. Condominium One was designed by the MLTW partnership: Charles Moore, Donlyn Lyndon, William 

Turnbull Jr., and Richard Whitaker (1965). See, Jeff Turnbull, “Morality and the Architecture of Charles Moore,” 

Transition 1, no. 1 (1979).

639. “The Work of Charles W. Moore,” Architecture and Urbanism, May 1978: 18.
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Figure 52. Comparison of MLTW, Condominium No. One, 
Sea Ranch, California, as printed in Transition 1, no. 1 
(1979), 19; and, Architecture and Urbanism on facing page.



makes more sense in the famously dreary context of Melbourne than the crystal-blue north Califor-
nian horizon.

Every image in Transition 1, no. 1 (1979) has been passed through a mediating line-screen. This has 
occurred regardless of whether the original was a full-tone line drawing or a continuous-tone image. 
In this first issue of Transition, a line-screen of a density of 133 lpi has been used.640 This is a relative-
ly coarse screen, more commonly used for cheap and disposable newspaper publications than for 
high-quality graphic presentations—far coarser than the 300 lpi which represents the upper capability 
of the etched aluminium litho plate and which result in dot patterns which are virtually “invisible to 
even the best naked eye [meaning] the half-tone finally drops out of sight."641 The low-density screen 
used in Transition results in poor image fidelity and a half-tone dot pattern clearly visible to the naked 
eye. Images reproduced in Transition often also required re-screening because they were sourced not 
from photographs or film negatives of European or North American photographic archives but from 
the limited pool of print publications available to this remote group of Australian producers,

To illustrate how re-screening half-tone images from other print publications translated visual infor-
mation and opened up new interpretations, refer to the illustration of “An Italian Villa” by A.J. Down-
ing (Figure 53). The right column represents how this image was reproduced in Transition to illustrate 
Jeff Turnbull’s article, “Morality and the Architecture of Charles Moore;” the centre column repre-
sents its reproduction in the book, The Place of Houses by Charles Moore, Gerald Allen, and Donlyn 
Lyndon, from where the producers of Transition sourced the image;642 and the left column shows the 
image as originally printed in Downing’s publication, The Architecture of Country Houses.643

In Downing’s book, the image is a constructed perspective drawing—a typological example of the 
ideal features of a “villa in the Italian Style.”644 Printed using a letter-press, the image has been etched 
or woodcut onto a block and then intaglio printed on a recto page facing the written text. It is clearly 
a delineated illustration, not a photograph, a fact made evident in the style of depiction of the two 
human figures walking in the foreground, and particularly in the way the clouds defining the sky 
behind the villa have been constructed from a series of lines. Mid-tones have been achieved by vary-
ing the spacing of the horizontal and vertical lines in the etching, as can be seen in the magnification 
at the bottom of Figure 53.

To prepare for its 1974 reproduction in The Place of Houses and the photo-offset lithographic press, 
the image has been screened. The original etching from Downing’s book has been photographed 

640. This may have been due to the photocopying of images from other printed publications, rather than 

re-screening through a process camera.

641. Benson, The Printed Picture, 256-57.

642. Charles Moore, Gerald Allen, and Donlyn Lyndon, The Place of Houses (New York: Holt, Rinehart, and 

Winston, 1969), 125.

643. Downing’s book was first published in 1850. The image reproduced here has been sourced from A.J. 

Downing, The Architecture of Country Houses (New York: Dover, 1969), 316.

644. Downing, The Architecture, 316.
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through a line-screen with the resulting half-tone dot pattern clearly visible in the magnified portion 
of the image shown in the central column at the bottom of Figure 53. Some resolution has been lost 
in this translation and the clarity of the mid-tones, particularly around the fenestrations, has been 
sampled down into a dark grey/black with little differentiation. Another noteworthy transformation 
to the image has occurred through the cropping of the clouds, with the background now a ‘sky’ made 
up of the unprinted white page. This may have been done for compositional reasons—the image is set 
in a wide outer page margin and has another illustration above it for which the etched sky has been 
retained and screened. 

Compare the way the image appears in Transition. Because the magazine’s producers did not have 
access to Downing’s original, they have relied on its reproduction by Moore, Allen, and Lyndon. They 
have apparently re-screened this already translated image, introducing even more visual noise in the 
process. The lower density screen used for Transition makes visibl the dot pattern, even to the naked 
eye. Re-screening the image has also introduced a light grey mid-tone to the image above the building 
where it was paper-white in the transitional phase. Because the etched lines describing the clouds were 
cropped out in the intermediate stage, evidence of its origin as a drawing—not a photograph—has 
been reduced. Process cameras generally don’t expose the colour blue, which is why blue pencil was 
traditionally used in the lay-out of magazine column grids and notes. A result of this ‘colour-blind-
ness’ of the camera is that when reproduced in ink, the blue sky in a photographic original often prints 
as a very pale-grey.645 

The result of this chain of translation, which occurs through processes of screening and re-screening 
is to make the image appear more ‘photograph-like’ and therefore more difficult to distinguish as a 
drawing when considered alongside other images in Transition. Half-tone mediation in Transition 
operated as a function of the availability of certain source images, and economic constraints that 
specified certain paper-stocks and ink colours. Its effect was to render difference between images into 
similarities, thus making comparable the work of local practitioners and international models. It also 
helped to assimilate photographs and drawings into a consistent visual style which a former Transition 
production assistant has described as like “a fog” that covers everything, binding visual texts together 
“instead of separating them.”646

The mediating effect of screening and re-screening images extends to changes in image fidelity related 
to the density of the screen used. Compare the full-page, full-bleed reproduction of Michaelangelo’s 
Biblioteca Laurenziana, Florence, printed in Norberg-Schulz’s Meaning in Western Architecture, with 
its scaled and cropped reproduction in Transition. The two are shown side-by-side in Figure 54 show-
ing the relative size difference of the two image blocks. Analysis of the relative half-tone densities of 
the two images has shown that the image in Meaning in Western Architecture has a significantly higher 
density than the reproduction in Transition.647 A magnified section of each image is also shown in 

645. Woolf, How to Start, 30; Trudgeon, interview by author, March 3, 2016.

646. Stephen O’Connor, interview by author, February 24, 2016.

647. Image resolution increases exponentially as a square of the line density and even an extra 52 lpi makes 

significant differences in image fidelity: in a square inch of the image the number of dots representing 

visual information is approximately doubled (133x133=17, 689; versus, 185x185=34,225).
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The Architecture of Country Houses

Figure 53. Mediation and translation of Downing’s drawing of an Italian Villa: Left column is the image as printed 
in Downing’s book; Centre column shows the conversion of etched lines into a half-tone dot pattern in The Place 
of Houses; Right column is the presentation of the drawing in high-contrast, low-resolution in Transition.
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The Place of Houses Transition 1, no. 1 (1979)



Figure 54 making the difference apparent. Scaling has also had an impact—the image block in Tran-
sition is far smaller than its source, further decreasing the number of dots available to represent the 
same visual information.648 With the different screen densities, this size difference means that Nor-
berg-Schulz has had over two million dots to represent this work of Mannerist architecture, whereas 
the Australians have made do with a touch over sixty-three thousand.

Some things have been lost in translation; other things have been gained. In Transition, the image has 
become more diagrammatic. It has a far less nuanced reproduction of mid-tone greys and the dif-
ferences between solid and void have changed from a smooth gradation of mid-tones into a sharply 
delineated binary of almost-white or almost-black. The biggest, most geometrically simple elements, 
those which Kress and van Leeuwen would describe as the most “salient”649 visual features, survive 
to be relatively recognisable in the translation. Fine detail and any representation of materiality are 
bluntly stripped away.

These translations can be related to factors that might be considered as both ‘social’ and ‘material.’ 
The use of coarse screens relates to a degree to the paper stock specified and printing method used. 
Thin calendered paper has limits to its ink carrying capacity which in turn can require coarser screens 
which carry less ink and with a concomitant reduction in the resolution of printed images. Screening 
and re-screening images is also related to the kinds of visual material available to respective magazine 
producers, which were very different in Melbourne, Australia, circa 1979, than they were in the cul-
tural centres of Europe and North America.

The similarities between this issue of Transition and Venturi’s Complexity and Contradiction in Archi-
tecture have already been related to decisions made in formatting, image/text relationship, and typo-
graphic style. There are also obvious differences in the processes of screening and rescreening images. 
Peruzzi’s Palazzo Massimo alle Colonne, Rome, was printed in both publications. Venturi’s image 
is screened at approximately 150 lpi and printed on coated offset paper. Even at its small size (83 x 
63mm) it retains relatively good differentiation between mid-tones, showing the buildings fenestra-
tions and detailing, illustrating adequately the complexity and contradiction proposed in the written 
argument.650 

The image credits to Venturi’s book indicate that, although in some instances he also relied on re-
printing images from existing printed sources, he also had access to private and public photographic 
archives.651 The image of the Palazzo Massimo alle Colonne has been attributed to “Alinari,” suggesting 

648. The block is 55x42mm in Transition; 190x210mm in Meaning in Western Architecture. 

649. Kress and van Leeuwen, Reading Images, 200-03.

650. Note that the 1977 second edition, which was more contemporaneous with the release of Transition 

has been analysed here. See, Venturi, Complexity and Contradiction, 45.

651. Venturi, Complexity and contradiction, 133. This image was also used in Pevsner’s Outline of European 

Architecture. See, Pevsner, An Outline, 212;471.
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Figure 54. Comparison of the image size and half-tone screen density used for Michaelangelo’s Biblioteca 
Laurenziana in Norberg-Shulz’s Meaning in Western Architecture (Left), and its mediation in Transition 
(Right).



access to the Florence photographic archives of Fratelli Alinari when compiling images for the book.652 
Other archives listed include: Hirmer Fotoarchiv, Munich; Museum of Modern Art, New York; Bildar-
chiv Foto Marburg, Marburg/Lahn; and, Bibliotheque Nationale, Paris. This is a decidedly larger pool 
of original photographic resources than those available to the more geographically remote producers 
of Transition who were reliant on the reproduction of an image of this building from Norberg-Schulz’s 
Meaning in Western Architecture, which has then been rescreened and further modified in its transla-
tion.653

For his part, Norberg-Schulz also had access to photographic originals in European and North Amer-
ican archives. According to his “Picture Credits,” a number of archives had been used.654 In Meaning in 
Architecture, the image of the Palazzo Massimi was sourced directly from the Bergamo photographer, 
Pepi Merisio. It has a screen density of approximately 185 lpi; whereas in Transition it has only 133 
lpi. The lower-resolution, low-fidelity, rescreened image in the Australian periodical has lost the detail 
of both Venturi, and Norberg-Schulz’s printings. Flattened into a diagrammatic and undifferentiated 
version, it has been stripped of the subtlety of detail, and materiality of either of the other two repro-
ductions, or the original photographs.

It was not only continuous-tone images like the photograph of Sea Ranch that were screened for 
reproduction in Transition. Full-tone images—line-drawings, sketches, plans—should theoretically be 
printable using photo-offset lithography without this treatment; however, these too have been subject-
ed to the mediating effects of the half-tone screen. The screening of line-drawings has implications 
for the compositional relationships between images so treated, and other magazine elements in the 
context of the magazine spread. 

Compare the sketch of Charles Moore’s Kresge College in the Architecture and Urbanism monograph 
with its reproduction in Transition, shown here in Figure 55. Screening Moore’s sketch has had the 
unintended outcome of framing the image within a rectangular block of light grey. In the original 
publication the image floats freely within the white space of the spread—one wing of the college creat-
ing a diagonal vector that projects across the spread and establishes a dynamic compositional relation-
ship with surrounding texts and images. In Transition the sketch is no longer visually embedded ‘in’ 
the space of the spread, rather it sits ‘on’ the page.

It is useful to consider why magazine producers subjected full-tone drawings to this kind of mediation 
when this should not have been strictly necessary. As a consequence of their architectural training, the 
graduates assembling Transition were technically proficient in the creation of visual texts, including 
drawings, photographs, and sketches. They were however, decidedly less expert in the processes spe-
cific to print production—the use of the process camera for instance. Their lack of control over some 
of these processes increased the potential for material resistance to influence the magazine’s produc-

652. The Alinari archive is now home to the photographic collection of James Anderson. Research suggests 

Anderson as the photographer. See, “Palazzo Massimo alle Colonne, Rome.,” Alinari, accessed July 24, 2017, 

http://www.edu.alinari.it/search.aspx.

653. Norberg-Schulz, Meaning in Western, 265.

654. See, Norberg-Schulz, Meaning in Western, 445.
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Figure 55. Full-tone line-drawing in Transition (Top) 
and Architecture and Urbanism (Bottom). Note that the 
screening of the image in the Australian magazine has 
resulted in a pale-grey frame around the image.



tion. Although in these early issues this may have occurred through the use of a photocopier rather 
than a process camera, interviews with former Transition production assistants indicated that the 
decision to screen line-work was often made in an effort to increase the clarity of fine linework and 
hatching which was otherwise prone to being lost in the reproduction when photographed, because 
their skills with the more technical equipment of print publishing—including the operation of the 
process camera—were those of interested amateurs.655

This style of reproduction can be traced to pragmatic and contingent causes but this did not stop it 
becoming conventionalised and meaningful to magazine producers and readers. Low quality, coarse-
ly screened, high contrast reproductions of images became, by default, the visual style adopted in 
Transition. Even after technologies for image processing improved and with the introduction of digital 
tools in the late 1980s and ‘90s, nostalgia remained for these small, coarse, thumbnail images. This 
was especially the case during the period of Brew’s editorship and Fraser’s design of the magazine. It is 
therefore necessary to consider the potential of these small, coarse black and white images to commu-
nicate meaning to the interpretive community who produced and read the magazine.

Meaning and Screening
The meaning of image-screening should be considered in terms of the effect it had on both the 
ideational and interpersonal functions of the messages being conveyed.656 At an ideational level, low 
quality, coarse half-toned, high contrast, black and white reproductions have implications for the ca-
pacity of images to represent objects and ideas. Images so reproduced become vague and interpretive-
ly flexible. For instance, Downing’s etched illustration, as it moved through technologies of mediation, 
became more ‘photograph-like’ and increasingly difficult to differentiate from photographs of the 
work of both international and local architects reproduced alongside it.

Technologies, processes, and material resistance have been important contributors to the establish-
ment of image meaning in Transition, especially in shaping the visual communicative norms of a 
group of magazine producers and consumers. Specifications for paper stock, imposition layout, and 
ink colour were rationalised on economic grounds, but also resulted in a printed-technology that 
resisted a singular interpretation of texts. The process-camera and half-tone screen impacted the avail-
ability of images in support of certain written arguments. The geographic peripherality of this group 
of magazine makers, especially the distance from photographic archives in Europe and North Ameri-
ca, further shaped visual norms as images circulating locally in books and magazines lost fidelity and 
were translated through re-screening.

In the above examples of articles, Transition authors, Philip Drew and Jeff Turnbull, were each interro-
gating aspects of Post-Modern architecture, considering its appropriateness in an Australian con-

655. Gionfriddo has recalled that “the problem was that if you didn’t screen it [the line-drawing] you lost all 

the fine line work and that’s why we ended up screening some.” Gionfriddo, interview by author, March 1, 

2016.

656. Refer Chapter 1.3. 
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Figure 56. Comparison of international precedents printed in Transition (Left column), with the work of local 
practices (Right column): a) Madonna Family Inn, California, 1958, b) Giulio Romano, Palazzo del Te, Mantua, 
1525-35, c) MLTW, Condominium One, Sea Ranch, California, 1965, d) AJ Downing, Villa in the Italian Style, 
1850, e) Michaelangelo, Biblioteca Laurenziana, Florence, 1525, f ) ArGroup, Clyde Cameron College, Albury, 
1975, g) Swetik Korzeniewski, Kids Activities, Newtown, 1979, h) Peter Crone, Briggs House, Lancefield, 1979, 
i) Norman Day, Gunner House, Roland Flat, 1977, j) Edmond and Corrigan, Parish Church of the Resurrection, 
Keysborough, 1976. Note how the mediating half-tone screen has resulted in visual equivalence between 
very different projects in very different contexts.
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text.657 The images were used to support and illustrate their arguments but were also modified through 
mediation in quite particular ways: most notably, by being translated into more diagrammatic ver-
sions of the sources from which they were drawn, retaining the most salient geometric features—such 
as triangular pediments—while being stripped of materiality and fine detail. The result was to make 
images available to written arguments and this was assisted by creating visual equivalence between 
very different architectural projects in very different contexts—Rome, California, Newtown, and Wo-
donga.

Not all of the visual material published in Transition was appropriated from other magazines or books. 
The producers also relied on local architects to supply images of their work in the form of drawings, 
and photographic originals. In the above "Photo Credits," two Australian architects have been cited as 
sources of visual material: Melbourne architect, Kevin Borland; and Sydney architect, Swetik Ko-
rzeniewski. McDougall’s relationship with Borland partly clarifies this source of illustrative material.658 
After graduation, McDougall had spent some time working for architect Max May who formed the 
partnership ArGroup with Borland and which worked on the Clyde Cameron College project (Wo-
donga, 1976-77) pictured on page ten of the first issue. The decision to feature Korzeniewski’s renova-
tion of the Kids Activities building in Newtown, New South Wales (NSW), is a less obvious selection, 
especially given the editors’ self-professed interest in Melbourne and its architecture.

McKenzie has suggested that because books are subject to “typographic and material change” it fol-
lows that the history of books is also a “history of misreadings.”659 The little erratum pasted into Tran-
sition 1 no. 1 (1979), is the source of one such misreading, and provided a convenient loose thread 
through which to begin tracing the assembly of this issue. It is another misreading, or perhaps more 
accurately a ‘misspelling,’ in this list which moves this description away from the rear-cover and back 
into the middle of things once again. 

In the “Photo Credits” Korzeniewski’s first name “Swetik” has been recorded as the phonetically sim-
ilar “Svetik.” This minor misspelling could indicate that whomever was charged with assembling this 
list was not completely familiar with this individual and his name, which was unusual by Anglophone 
standards. It could also be another simple typographic mistake—a ‘v’ inadvertently substituted for 
a ‘w’ at the typesetters. Either way this misspelling provides an opportunity from which to begin to 
track back through the gathered spreads of the magazine. 

Korzeniewski’s Kids Activities project was considered sufficiently important to the magazine’s pro-
ducers that a photograph of its gabled façade was used as the sole illustration on the front cover as 
well as the central spread of the magazine—the two most valuable pieces of ‘real-estate’ in any print 
periodical. The centremost spread in any saddle-stitched publication has affordances which differen-

657. They did this through their respective understandings of Italian Mannerism, and stylistic inclusivity in 

North American architecture. See, Drew, “Mannerism “; Turnbull, “Morality.”

658. During his employment with May, McDougall became friends with fellow Halftime Club stalwart Shane 

Murray, who also later became a member of the Transition editorial board. Shane Murray, interview by 

author, 2016.

659. McKenzie, Bibliography, 25.
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Figure 57. Centre spread of Transition 
1, no. 1 (1979) and detail of 
Korzeniewski’s article.



tiate it from other spreads and provides a unique opportunity for texts and images to span across the 
fold line without being broken. Even in this first issue of Transition, there is some limited attempt to 
compose this spread more dynamically than other articles in which the newspaper-like logic of top-
to-bottom, and left-to-right reading dominate, there are few other indications that this potential was 
taken advantage of.660 Even in this heavily illustrated article, the magazine makers found themselves 
constrained by the rationality of the blue-lined grids. This relates to the format of the material being 
pasted down—rectangular image blocks and a rectangular page and also of the method of production, 
particularly the employment of the drafting table, set square, and ruled grid which has been used to 
divide up each page in a rational, orthogonal fashion.

Korzeniewski’s “Kidstown” exegesis is certainly an example of a multimodal text, combining written 
description and visual representation. Of the eight image blocks on the spread, three are measured 
orthographic drawings, two are conceptual sketches, one is a photograph of a cardboard scale-model, 
and two are photographs of the building under construction and complete. The magazine’s ability to 
gather different kinds of visual material into close proximity is evident here; so too is the multimo-
dality of the architectural design process. The camera and the half-tone screen again make disparate 
things commensurable, comparable, and printable. This spread further demonstrates the degree to 
which the half-tone screen imposed itself, mediating all visual material. Providing they pass through 
the line-screen, the textual genre of the ‘exegesis’ is clearly open to many different kinds of visual rep-
resentation. 

Korzeniewski’s article also allows for the enrolment of distant actors in a manner that is not strictly 
‘academic.’ In this instance, Korzeniewski has used poetic, even mystical language, to describe his 
project as well as his personal “attitude to making architecture.”661 This article, framed on either side 
by Drew and Turnbull’s illustrated essays, clearly follows different rules and conventions to those two 
scholarly articles with their prolific footnotes and reference lists.

Clearing Houses, Chinese Whispers, and Aural Chaos

Room, rooms, or Rooms? 
The examples pursued in the previous section have indicated that there were instances in which the 
magazine format, through the resistances and affordances of its technologies of reproduction, acted 
on visual material. Written texts were also subjected to distortion and modification as verbal language 
moved from typed manuscripts, into edited and typeset articles. Leach has characterised Transition 
as a “clearing house of critical writing.”662 The argument made here is that this clearing house was 
not a passive conduit but was rather actively modifying the meanings of the texts it was being used 
to distribute. Korzeniewski’s article provides a good example of how the speech of distant actors was 

660. The text on this spread is set in two differently spaced grids. There are eight images printed on this 

spread. Image blocks generally respect the three column primary layout; however, one image runs across 

the margin and graphically mediates the two-to-three-column transition.

661. Swetik Korzeniewski, “Swetik Korzeniewski Kidsville,” Transition 1, no. 1 (1979): 13.

662. Leach, “Transition to ‘Discourse’.”
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integrated into magazine texts and how this sometimes distorted meanings, making them vague and 
open to interpretation.

Page eleven of Transition 1 no. 1 (1979) carries an introduction project by the magazine’s editors who 
describe Korzeniewski’s project as “heterogeneous” and containing a “catalogue of influences.”663 The 
manner in which the editors have gathered other actors and represented them in their text is signifi-
cant. Korzeniewski is introduced by his full name and institutional affiliation as a “lecturer in architec-
ture at the University of Sydney.” The North American architect Louis Kahn has also been introduced 
by name and described as an influence on Korzeniewski’s work. They then refer more esoterically to 
“Venturi,” who is announced by surname only. This implied familiarity with the North American ar-
chitect Robert Venturi indicates how central he was to the thinking of the editors.664 The fact that this 
individual could referred to elliptically, indicates that to be ‘Venturian’ had already become axiomatic 
at the printing of this first issue and also makes certain assumptions about the pre-existing knowledge 
of their intended readership. There is an even more recondite reference to a certain “mystic/psycholo-
gist” who is only later, in Korzeniewski’s text, identified as the Swiss psychoanalyst Carl Jung.665 In this 
very short introduction a number of actors are gathered: Kahn, Venturi, Korzeniewski, and Jung are 
all enrolled to support the editors’ reading of the project.

In his exegesis on the following spread, Korzeniewski has deferred to Kahn as an influential figure 
whose ideas have been important to his own design philosophy. It is the way Korzeniewski draws 
other actors, particularly the speech of Kahn, into his article that is of significance—primarily because 
it provides opportunities for translation. 

The previous section traced images through series of modifications; a similar exercise is possible with 
the verbal quotations attributed to Kahn by Korzeniewski:

Architecture is the art of making spaces.

In this architecture is distinguished from its sister arts—

painting and sculpture. 

Louis Kahn’s definition—“architecture is the thoughtful 

making of spaces”, was made even more particular in his view

that “Architecture begins with the making of Rooms.” 

[punctuation and layout as per original]666

663. Ian McDougall and Richard Munday, Editors’ introduction to “Swetik Korzeniewski Kidsville,” Transition 1, 

no. 1 (1979): 11.

664. McDougall and Munday, Editors’ introduction, 11.

665. McDougall and Munday, Editors’ introduction, 11.

666. Korzeniewski, “Swetik Korzeniewski Kidsville,” 13.
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Figure 58. Louis Kahn. Architecture comes from The Making of a Room. 1971. Used as an 
illustration to Kahn’s essay “Silence and Light.” 



207.

Figure 59. Excerpt from Louis Kahn, “The Room the Street and Human Agreement,” Architecture and 
Urbanism, January (1974), 6-7.



Kahn’s voice has been admitted to the text through these two quotations; however, because no cita-
tion, footnote, or reference list has been provided, his precise contribution remains esoteric and anec-
dotal. Although these statements lend weight and credibility to Korzeniewski’s own design philosophy, 
the absence of textual markers makes it impossible for a reader to test the veracity of these statements 
or ascertain how they may have been modified for use in this context. 

Research carried out for this analysis suggests a number of possible sources. The first quote: “archi-
tecture is the thoughtful making of spaces,” is the title of an essay by Kahn, printed in the Yale Uni-
versity journal, Perspecta, 1957.667 This aphorism is largely unchanged in its reproduction in Transi-
tion. Establishing the provenance of the second statement, “Architecture begins with the making of 
Rooms,” is more problematic, appearing to be a combination of at least two different sources. In an 
article “The Room, The Street and Human Agreement,” published in Architecture and Urbanism, 1973, 
Kahn claimed that “The room is the beginning of architecture (Figure 59).”668 If this essay was Ko-
rzeniewski’s source, then Kahn's clause has been transformed substantially. In English, the “theme” of 
a clause—the “element which serves as the point of departure of the message” and which is considered 
by Halliday as “that with which the clause is concerned”—is located at its beginning.669 In this appro-
priation of Kahn, the theme has been changed from ‘the room’ to ‘Architecture,’ while the process of 
‘making,’ has also been introduced where it was absent in the original.

It is also possible that the source was a composite text/image produced by Kahn as an illustration for 
his essay “Architecture: Silence and Light” reproduced here in Figure 58 from an edited transcript of 
a lecture given by Kahn to students of the Department of Architecture at Eidgenössische Technische 
Hochschule (ETH) Zurich, 1969.670 If this is the source, Korzeniewski’s appears to be a slight misquo-
tation of the hand-lettered line of text at the top of this image. This appropriation does not explain 
the pluralisation of ‘Room,’ to ‘Rooms,’ though, nor the change in the capitalisation scheme. In Kahn’s 
composite, "The Making," the verb nominalised through the addition of the definite article 'the' and 
their combined capitalisation. In Korzeniewski’s usage, only the term ‘Rooms’ has been emphasised, 
with ‘making’ reduced in relative importance. By nominalising ‘Making,’ Kahn’s diagram obscures the 
actors—human or otherwise—actually carrying out this making work.671 Korzeniewski's appropria-
tion is equally ambiguous, but it does seem to favour performance and process over the idea of "The 
Making" as an a priori entity. These are arguably small differences, however, they are useful in illus-
trating how the movement of messages between texts, and their typographic treatment—handwritten 
versus typeset—may begin to inadvertently translate textual meaning. 

667. Louis Kahn, “Architecture is the Thoughtful Making of paces,” Perspecta 4 (1957): 2-3.

668. Louis I Kahn, “The Room, the Street and Human Agreement,” Architecture + Urbanism January (1973): 7.

669. Halliday, An Introduction, 38.

670. See, Louis I. Kahn, Silence and light (Zurich: Park Books, 2013).

671. "Nominalisation" is a linguistic process whereby, “[i]nstead of representing processes which are taking 

place in the world as processes (grammatically, in clauses or sentences with verbs), they are represented as 

entities.” See, Fairclough, Analysing Discourse, 12-13. 
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Figure 60. Letters from Ken Woolley and Conrad Hamann 
published in Transition no. 22/23 (1987) reveal authors 
very much aware of the mediating capacity of mediating 
technologies to rewrite texts.



It is especially useful to refer to the double-page spread in Transition that contains facing pages ten 
(verso) and eleven (recto) to see how the varied writing practices of different individuals were able 
to be gathered into a single spatial unit. The editors’ introduction to Korzeniewski’s poetically vague 
exegesis has been juxtaposed with the final paragraphs of Drew’s more scholarly “Mannerism in Con-
temporary Architecture” thus making visible conflicting attitudes about writing conventions and style, 
which chapter 2.1 argued were highly controversial. It also testifies to the inclusivity of the magazine 
format and its capacity to fold disparate textual genres into a complex whole. Drew has provided the 
reader with twenty footnotes which explicitly identify the intertextual relationships of his article and 
clarify the source of other voices integrated into his text. There is also a selected bibliography of fifteen 
texts, which readers can consult to check the veracity of his appropriations, or otherwise enhance their 
understanding of his argument. Korzeniewski’s article and the editors’ introduction on the other hand, 
contain no such markers, operating instead through a mix of vagueness, anectdotalism, and rhetoric.

Korzeniewski’s elliptical appropriation of Kahn is just one instance of textual distortion and admitted-
ly, in itself not especially significant in the development of Australian architectural discourse. What it 
does show though, is that translation is not easily attributable to just one individual in the chain that 
goes from author, to editor, to reader. It remains unclear who capitalised ‘Rooms’ but not ‘making’ in 
the quotation, nominalising one but not the other,but there are very real implications for this kind 
of typographic mishap as the interpretation changes from architecture as a performative act—that of 
‘making’—to a consideration of ‘Rooms’ as a priori entities. The accumulation of these many small 
distortions cannot help but begin to re-form texts in ways unanticipated by their authors.

This is one example of how textual translation in Transition was sometimes subtle, providing sourc-
es of contradiction and ambiguity rather than completely re-writing an article; others texts suffered 
modifications that were far more blunt. Letters to the editor from disgruntled authors and confused 
readers appear regularly throughout the corpus as another trace of translation in action. Separate 
letters from Conrad Hamann, and architect Ken Woolley printed in Transition no. 22/23 (1987) 
(Figure 60) indicate authors aware of the mediating capacity of editorial technologies. An interview 
with Woolley, taking place in what Hamann has referred to as “aural chaos”672 found itself noticeably 
changed as the message moved from the vocal chords of Woolley, to the tape-recorder, written tran-
script, and then the typeset article. Taking the edited article with good humour, Woolley still found it 
necessary to make a number of clarifications in his letter the editor, which he hoped “might one day 
assist someone trying to analyse what I said.”673 If nothing else, the difference between a “frivolous” 
and a “brutalist” building, which the original has Woolley attributing to German architect Oswald 
Matthias Ungers, is sufficiently divergent to alter the meaning of that section of his interview, all other 
problems outlined in the letter notwithstanding.

Another example of the print technology’s ability to rewrite texts is visible in an article written by 
Greg Missingham and printed in Transition 4 no. 4 (1986). In “Dao Nunda: A metacritical frame, 

672. Conrad Hamann, letter in Transition, no. 22/23 (1987): 107.

673. Ken Woolley, letter in Transition, no. 22/23 (1987): 107.
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Drew on Murcutt, and on Australianness in Architecture,”674 Missingham attempted to construct a 
theoretically sound basis for architectural criticism based on his interpretation of Wayne Attoe’s book, 
Architecture and the Critical Imagination.675 There is, however, something strange about the article as 
printed in the magazine. The first passage, reproduced (Figure 62), is especially disconcerting. After 
a mystical epigraph attributed “with apologies to Lao Zu,” the article launches into the subject matter 
with an urgency bordering on the incoherent. The first sentence reads:

Attoe exhibits the Anglo-American reticence in matters polemical, so that 
Marxist criticism doesn’t rate a mention and any politically founded critical 
intent is, presumably, either to be discovered in or allocated to the darker 
reaches of Doctrinal criticism or, perhaps less likely, Advocatory criticism—
subsets of, respectively, Normative and Interpretive criticism.676

Eschewing convention, the reader is launched midway into an argument. Architectural critic Wayne 
Attoe, the theme of this sentence, is identified only with the esoteric “Attoe,” thus making bold as-
sumptions about the reader’s familiarity with this obscure individual. The terms ‘Doctrinal,’ ‘Advo-
catory,’ ‘Normative,’ and ‘Interpretive’ which are adjectives in common usage, are given first letter 
capitalisation, opening up interesting potential interpretations. These introductory sentences seem to 
assume too much about a reader’s existing knowledge of both Attoe, and what could only be special-
ised terms.

Interviews have revealed that this disconcerting introduction was, in fact, subjected to a process of 
translation. The carefully composed text of Missingham’s original manuscript was scrambled on the 
layout table during the collage-like practices of magazine assembly: the manuscript was typeset as in-
tended, and galleys cut to fit the blue-pencil grid, but the relative positions of the trimmed galleys was 
inadvertently jumbled and the text fixed in the wrong order, temporarily by the art-gum on the layout 
board, and then permanently by the printer’s process camera and the photo-offset lithographic press. 
The text as it should be read was supplied to the author by Missingham (Figure 62) and is clearly more 
respectful of authorial conventions, developing its argument in a more coherent way.677

Readers of Transition were aware that the way language was used in the magazine was not always 
coherent. In an ironic letter, architect and Halftime Club member Stephen Ashton forwarded the 
hypothesis that the magazine’s editorials were themselves composed through the random mixing of 
pre-prepared clauses. In his 1986 letter “Secret Out,” reproduced here in Figure 61, Ashton suggested 
that the abstruseness of the typical Transition editorial arose because these texts were composed in 
a manner not altogether dissimilar to the way Missingham’s jumbled prose had been manipulated. 

674. Greg Missingham, “Dao Nunda: A Metacritical Frame, Drew on Murcutt, and on Australianness in Archi-

tecture,” Transition 4, no. 4 (1986).

675. See, Wayne Attoe, Architecture and the Critical Imagination (Chichester; New York: Wiley, 1978).

676. Missingham, “Dao Nunda,” 41.

677. Greg Missingham, “Dao Nunda: A Metacritical Frame, Drew on Murcutt, and on Australianness in Archi-

tecture,” in private collection.
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Figure 61. Letter from Stephen Ashton, published in Transition 4, no. 4 (1986), speculating that the typical editorial has been 
composed using the Surrealist technique of automatic writing.



According to Ashton, “[a]fter much study of these articles, the technique finally started to dawn on 
me. There must be a way of assembling attractive phrases of erudite appearance in such a manner as 
to negate any sense in the finished article.”678 Although intended as a tongue-in-cheek response to the 
challenging writing style of Transition’s editors, it is worth noting that in some instances he may not 
have been too far from the truth.

Outlining these brief examples here demonstrates that the processes of magazine assembly impacted 
the way texts were edited, reproduced, and presented to a reader: in the first example the speech of 
Kahn was subtly refigured through citation practices. In the second, the tape recorder and interview 
transcription translated Woolley’s voice in a series of ‘Chinese whispers.’ In the third, practices of 
magazine production and the way typeset galleys were pasted down onto blue-lined layout boards 
bluntly manipulated the ordering of the text. In each case translation was working to problematise 
authorial intentions and the magazine artefact and the technologies and processes of its production 
mediated content through their material resistance.

The Material Performance of Hand Lettering

A single erratum pasted into Transition 1 no. 1 (1979) provided this chapter with a loose thread—a 
starting point to begin a description of the making of this magazine. Teasing at this loose thread and 
following it through a single printed volume has already shown multiple instances of vagueness, dis-
tortion, and mediation. The list of “Photo Credits” on the rear cover of the volume has been described 
as a device of gathering, used to map the location of Transition in relation to other architectural texts. 

Also on the rear cover of this first issue appears another gathering device: a list of those actors who 
provided financial support for this first issue. Prior to RMIT financial support these sponsors were 
relied on to fund the magazine’s production and vital to the continuation of the publication. For this 
first issue the actors who provided financial supporter were Halftime Club members, local architec-
tural firms, and individuals connected to the world of architectural publishing.679 These relationships, 
and the potential for mutual benefit through alignment with an architectural magazine, are drawn out 
more fully in the next chapter. Here, it is the typographic style of this list which is of primary interest.

Unlike the cover-lines on the front cover which have used the sans-serif face ‘Futura,’ this list has 
adopted the ‘Univers’ face.680 Both Adrian Frutiger’s ‘Univers’ and Paul Renner’s ‘Futura’ are derived 
from the original sans-serif ‘Akzidenz Grotesque’ and both are historically related to the forms of 
Modernist typography which arose in Germany during the 1920s as typographers including Jan Tsch-
ichold, El Lissitzky, Herbert Bayer, and Max Burchartz, pursued sans-serif typography with an ideo-

678. Stephen Ashton, “Secret Out,” Transition 4, no. 4 (1986): 48.

679. Then editor of Architecture Australia, David Watson, and its former editor Donald Gazzard, were both 

credited. 

680. ‘Univers’ was adapted by Frutiger specifically for use on the Selectric Composer. See, Frutiger, “The IBM 

Selectric.”
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Figure 62. Missingham’s article as printed (Left), and as intended by its author (Right). 



logical fervour.681 The difference between the two is particularly evident in the capital ‘M’ of ‘Futura’ 
which has pointed intersections and converging outer vertical strokes, which varies noticeably from 
the parallel vertical strokes and flat ends of the ‘Univers’ capital ‘M’ (Figure 63).

One reason that two, slightly different, sans-serif faces were used in this one issue might be related to 
the practices of magazine assembly. This thesis has already described the double-page spread as a priv-
ileged semantic unit. For the makers of Transition, it was also a convenient material unit according to 
which magazine making could be broken up and allocated to different producers. Productions assis-
tants on Transition have reported the relative ease with which series of double-page spreads could be 
delegated to different individuals, who might even be working in different studios across Melbourne’s 
CBD and inner suburbs.682 Interviews with editors and production staff have also indicated that covers 
were often the responsibility of a different designer to whoever was working on the other magazine 
spreads, and to confirm this, ‘cover design’ is often credited separately to ‘layout’ in the magazine’s 
front matter.683

Before the widespread availability of computer-mediated-communication-technologies, the distribu-
tion of magazine elements in geographic space was only made possible by travelling bodies, carrying 
parts of the magazine with them. Trudgeon has recounted his regular travel back and forth between 
his own shared studio in Fitzroy and that occupied by McDougall and Munday in St Kilda, from 
where he would collect printed material to work on.684 The movement of people and magazine spreads 
throughout the geographic space of Melbourne also helped introduce individuals to this network of 
magazine production. Burns, who ultimately went on to become Transition’s longest serving editor, 
was first introduced to the magazine and its producers only after travelling to McDougall and Mun-
day’s Alma Road studio to view the spreads of Missingham’s 1981 “exposition” on Corrigan, which 
had been laid out on studio benches in preparation for sending to the commercial print house.685

As well as adopting a subtly different typeface than internal spreads, the lettering on this cover makes 
visible another trace of magazine making. Close inspection of the cover-lines, logotype, selling-line, 
and contents list, indicates some unusual characteristics: First, there is a noticeable variation in the 

681. For Tschichold, this was because it offered a rejection of the nationalist sentiment and nostalgia of Ger-

man blackletter faces. See, Jan Tschichold, The New Typography: A Handbook for Modern Designers (Berkeley: 

University of California Press, 1995), 212.

682. O’Connor, when assisting Morgan in the mid-1980s, was allocated a number of spreads to work on and 

each of which might be considered an internally coherent unit for design purposes. O’Connor, interview by 

author, February 24, 2016.

683. Morgan would “take turns with fellow students designing the covers.” Morgan, interview by author, 

March 2, 2016. According to O’Connor responsibility for cover design was sometimes delegated to Trudg-

eon even after he had given up other design responsibilities on the magazine. O’Connor, interview by 

author, February 24, 2016.

684. Trudgeon, interview by author, March 3, 2016.

685. Burns, interview by author, March 2 2016. See, Greg Missingham, “Peter Corrigan’s Architecture: A Kind 

of Exposition,” Transition 2, no. 1 (1981).
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 Futura ‘M’ Univers ‘M’

Figure 63. Another kind of gathering: the sponsors list in Transition 1, no. 1 (1979) and details of variation in 
typographic style on front and rear cover.



baseline alignment of letterforms, which jump around slightly on the page; second, tracking and 
kerning between characters is inconsistent; and finally, some letterforms are incomplete—missing a 
serif foot, the end of a stroke, or a cap here and there.686 These variations are enough to suggest that for 
this issue of Transition 1 no. 1 (1979), and as with other early volumes, the technology for setting type 
on covers, was neither the highly accurate process of phototypesetting, nor the ‘Selectric Composer.’ 
Something else has been used in this instance, a system which has transferred small variations and 
imperfections to the page—precisely what mechanical typesetters were designed to avoid.

Bibliographer Nicolas Barker has argued that letters, like buildings, are ‘made’ things. According to 
Barker, because letter forms constitute a “continuum within bibliographic studies,” their “archaeolog-
ical” study can “restore the crucial fact, the process by which letters were made, and the hand of the 
man who made them.”687 The “crucial fact” revealed in this instance is that the lettering of the Tran-
sition cover leafs bears the hallmarks of collage-like hand assembly and makes visible another typo-
graphic technology integral to the magazine’s production: rub-down transfer lettering. 

Rub-down transfer lettering of which the proprietary brand ‘Letraset’ was used for Transition, was 
cheap, mobile, flexible, and at that time, widely used in the production of magazine and advertis-
ing graphics. Architects also used it for annotating drawings as it was well suited to the lettering of 
large-format working drawings. Collections, such as the Letraset ‘Architectural Sheets’ range, were 
even targeted specifically at architects.688

Lettering with rubdown transfers is a process where each letter in the system is constructed individ-
ually. A stencil “cut freehand” from a thin masking film. From this stencil is produced a silkscreen 
master and the characters “screenprinted in reverse of a polyethylene carrier sheet and overprinted 
with a low-tack adhesive” before sheets are packaged for distribution.689 To set type, the first char-
acter required is placed face down on the sheet to be lettered while the backing sheet is rubbed with 
a special tool called a ‘burnisher’—an exhausted ball point pen also works well. Through rubbing 
and pressure, the character is transferred from the carrier sheet to the page; the process repeated for 
each subsequent character until a line of text is completed. Although it involves movement from left 
to right, this repetitive process of peeling, rubbing, and moving prompts an interaction between the 
hand and the page quite unlike traditional forms of writing.

686. For example, the irregular letter-spacing between the ‘T’ and the ‘r’ on the banner for: Transition 1 no. 1 

(1979); and, Transition 1 no. 2 (1979). The baseline alignment of the term ‘Jeff Turnbull’ on the contents page 

of Transition 1 no. 1 (1979) is the clearest illustration; however, further evidence is available on the contents 

page of Transition 1 no. 2 (1979) where the letter-spacing in the term ‘exhibition’ is noticeably inconsistent. 

Also in that issue, on page two the baseline alignment of the term ‘replies’ shifts noticeably by letter. There 

are also several characters on that same page— most noticeably the ‘s’ and ‘i’ in the term ‘designs’—that 

indicate incomplete transfer of letterforms.

687. Nicolas Barker, “The Future of Typographical Studies,” in Form and Meaning in the History of the Book: 

Selected Essays (London: British Library, 2003), 229.

688. Letraset, “Graphic Art Materials Reference Manual,” (Letraset, 1983), 229-34.

689. Jane Lamacraft, “Rub-down Revolution,” Eye (0960779X) 22, no. 86 (2013): 85-86.
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Figure 64. Variations in letterforms indicating the use of transfer-lettering 
on the cover of Transition 1 no. 1 (1979).

serif foot missing

letterform incomplete

inconsistent baseline



An attempt to replicate this procedure gives evidence of just how prone it is to subtle inaccuracies and 
how much practice is required for mastery. Gauging letter spacing is a craft, requiring patience and 
fine control to maintain consistency and to adjust kerning. Baseline alignment, and leading between 
lines, are controlled by lining the sheet up to pencil drafted guidelines, meaning that subtle—and 
sometimes not so subtle—variations become almost unavoidable. It is also not uncommon for parts 
of the letter form to transfer imperfectly; small pieces left behind are lost in translation—serif feet and 
other fine details are especially prone to being left on the backing sheet.

Heller has described rub-down transfer lettering as an artefact from the “interregnum between hot 
and cold type, and between photo, and digital composition,”690 and Jane Lamacraft has argued for its 
historical significance, claiming that even a “generation before home computers, Letraset’s dry trans-
fer lettering made desktop typography possible.”691 This was a typographic technology with which the 
producers of Transition were already familiar from their architectural training and professional expe-
rience. Rub-down transfer lettering provided flexibility in the creation of display faces for headings, 
logotypes, and logos. It fitted neatly into the collage-like processes of assembly for the magazine and, 
because it didn’t require expensive and specialised woodcuts, stencils, or metal type for display faces, 
it afforded the amateur typographer relative freedom. Along with the 'Selectric Composer,' the two 
minor typographic innovations helped reduce the reliance on specialist typesetting agencies, making 
possible a form of do-it-yourself desktop publishing long before the widespread availability of digital 
design tools.

The First Logotype
Recall in the previous chapter that, having applied to trademark the Transition logotype, McDougall 
was able to assert ownership of the magazine and prompt its closure. Describing the evolution of 
this visual/textual element, therefore, provides an effective way to take this narrative away from this 
first issue, across time and through the book-space of the magazine corpus. It also provides a way to 
consider changing typographic and graphic design technologies which impacted the way issues of the 
magazine were assembled.

Figure 63 contains a reproduction of the cover of Transition 1 no. 1 (1979). The logotype and sell-
ing-line have been set in an italic Roman typeface—‘Times’ as adapted for Letraset. The combined 
effect of the serifs and the italicisation is to make these elements appear ‘writerly’ The term ‘transition’ 
itself implies a movement from one state or condition to another; an idea which is emphasised and 
amplified by the forward movement of the logotype with its left-to-right lean. The typographic style, 
therefore, in this instance, directly amplifies textual meaning. The idea that the act of writing might 
help Australian architecture move smoothly from a past to a future, without a violent rupture, is for-
warded both textually and typographically.

That Letraset ‘Times’ italic logotype, continued to be used with little modification for three issues 
in total. Aside from changes to the ink colour and unintentional variations in tracking and base-
line alignment, it used pre-made letters taken from a proprietary lettering system. The relationship 

690. Steven Heller, Pop: How Graphic Design Shapes Popular Culture, 104.

691. Lamacraft, “Rub-down Revolution,” 79.
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Figure 65. “Architectural Sheets” range in Letraset 
Catalogue 1986 (Top); Letraset ‘Compacta Bold’ transfer 
sheet with some characters missing (Bottom).



between text and image on these early covers also indicates their collage-like assembly, although with 
very little interaction, overlay, or integration between typography and image blocks. Though invisible, 
the blue-pencil grid and orthogonal lines of the drafting table are still present in the final composition, 
disciplining the location and orientation of the image blocks and typographic elements, and prevent-
ing overlap. 

Translation One: The Second Logotype
The first significant translation of the logotype can be seen on the cover of Transition 1 no. 4 (1980) 
(Figure 66). Trudgeon’s design expertise had first been engaged with the previous issue and, perhaps 
as a result of his involvement, a new form emerged. Gone is the serif ‘Times’ italic with its reference 
to handwritten script, in favour of light modern sans serif face. Situated at the top of the magazine, it 
has been set with wide letter-spacing to ensure that the single word ‘T-R-A-N-S-I-T-I-O-N’ colonised 
the entire width of the A4 page. Rub-down transfer lettering appears to have been used, but this time 
a lighter, upright, sans-serif face has been selected. In the composition of this cover there is an in-
creasing mobility of magazine elements within the space of the spread. The logotype has migrated to 
the top of the page where it would be more visible in a magazine rack, while the selling-line has been 
divorced from it, rotated ninety degrees, and sent to the bottom right-hand corner. The result of this 
mobility is the compositional and textual fragmentation of the elements: the relationship between the 
magazine Transition and an emerging ‘discourse on architecture’ has already become less direct, more 
ambiguous and contingent.

Coarse black and white print reproductions of photographs of visiting international architects Mi-
chael Graves, Rem Koolhaas, and George Baird overlap one another on the A4 cover; their haphazard 
stacking breaks the limits of the ruled border used to frame them. The cover lines have also been 
rotated, this time to forty-five degrees, and printed to run over the topmost image in the stack. This 
cover demonstrates an emerging acknowledgement of the processes of its own assembly. Trudgeon 
has attempted to make it possible to trace in the final composition, the order in which elements have 
been stacked on the layout board before being flattened by the process camera. The internal spreads of 
the magazine, however, are little impacted by this growing dynamism. Set in two, twenty pica columns 
of nine point ‘Univers,’ on ten point leading, they retain the conservative and text-heavy typographic 
style of previous issues.

Translation Two: The Third Logotype
The next significant translation to the magazine logotype appears on the cover of Transition 3 no. 3/4 
(1984) (Figure 67).This issue, the last designed by Trudgeon, is also the first in which RMIT is noted 
as the publisher. Again, the Letraset system has been employed, but in this case the letterforms them-
selves have been subjected to a series of formal distortions. The selected sans-serif ‘Compacta’ face has 
been altered, with the ‘T’ noticeably broadened to make it reminiscent of an architect’s T-square. The 
slanted ‘O’—not a true italic—maintains the dynamic left-to-right cant, concentrating movement in 
a single character. Trudgeon’s art school background, his interest in Japanese logo design and callig-
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Figure 66. Transition 1, no. 4 (1980) with letter-spaced, sanserif logotype.



raphy, and his experience designing logos for Crowd and Fast Forward have allowed him to modify 
standard proprietary letterforms to create a new visual identity for the magazine.692

This final issue designed by Trudgeon signals the consolidation of the exuberance and experimenta-
tion of his previous work on the magazine which had explored the visual, tactile, and kinetic possibili-
ties of the magazine format by using tracing paper overlays, landscape formatting, and misregistration 
(Figure 13). Through these simple devices he attempted to problematise text-image relationships and 
thus prompt a more complex way of reading/viewing the magazine. The inclusion of RMIT’s crest on 
the rear-cover is another kind of trace, recording the institutionalisation of the previously independ-
ent magazine. The new logotype might therefore be seen as part of an attempt to make the magazine 
more professional and refined, moving away from an unmodified, ‘off-the-shelf ’ lettering system to 
provide a more overtly designed and distinctive visual identity.

It is significant that these modifications to the ‘Compacta’ letterforms were later ‘translated’ into con-
trol over the magazine’s editorial direction. The design of the logotype, and particularly the changes 
made by Trudgeon were enrolled in the controversy over the magazine’s ownership. When McDougall 
applied to trademark the logotype designed by Trudgeon, the way it has been recorded on the Austral-
ian Government’s intellectual property index is significant.693 Designated as a “Fancy” trademark, it 
has been defined by its “block capitals with slanted O.”694 Its unique graphic quality was therefore one 
factor which allowed this typographic element to be enrolled as an actor the fracas surrounding the 
ownership of the magazine.

Translation Three: Seeing Double
The Transition no. 22/23 (1987) cover, the second released under the co-editorship of Burns and Ed-
quist, (Figure 69) adopts two different logotypes simultaneously: a letter-spaced, seriffed Roman face 
with thick vertical strokes has been overlaid on Trudgeon’s modified ‘Compacta.’695 The selling-line 
has migrated back to the top and is again related to the logotype compositionally, typographically, and 
through the use of ink colour—the relationship between the magazine and architectural discourse 
is once again asserted. This volume with its double logotype is doubly significant, for prior to even 
opening the cover, its material weight in comparison to previous issues, indicates that some change 
had taken place.

692. He has described this as a case of reverting to his “core set of interests” which at the time included 

Japanese logo design and calligraphy. He considered important because they demonstrated the “idea that 

writing [and] the way you manipulate graphics can be an expression of content.” Trudgeon, interview by 

author, March 3, 2016.

693. “IP Australia is the Australian Government agency responsible for administering patents, trade marks, 

designs and plant breeder’s rights.” See, Australian Government, “IP Australia,” Australian Government, 

accessed July 18, 2017, http://www.australia.gov.au/directories/australia/ip-australia. 

694. Australian Government, “IP Australia”.

695. The face used could not be identified with precision. It appears to be an adaptation of Monotype’s 

‘Plantin.’
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Figure 67. Transition 3, no. 3/4 (1984). Front cover (Top) showing the modified Letraset 
‘Compacta’ logotype designed by Trudgeon. Rear cover (Bottom) has been printed with the 
RMIT crest.



Burns and Edquist took advantage of their academic connections to solicit articles from academic 
authors based in Australian and international universities.696 Their success in this endeavour resulted 
in more material to print and therefore thicker volumes. Saddle-stitching, which had been used for 
early issues of Transition, is an inexpensive and efficient method for binding loose leaves, however this 
method, “in which signatures are nested on top of each other along a ‘saddle’ bindery line and stitched 
together with staples,”697 is only appropriate for documents of shorter lengths and ceases to be suitable 
for documents thicker than around one-hundred pages.698 For volumes that exceed this limit, alterna-
tive methods of binding are employed.

Perfect-binding is a process commonly used for longer publications: magazines, pulp fiction and pa-
perbacks. In this process, “signatures [or gatherings] are assembled by stacking one on top of another 
on a bindery line [...]. The spine edges of the signatures are milled off and glue is applied. The cover 
is wrapped on and pressed against the glue.”699 Only after the printed volume has been assembled is 
it trimmed to size; the result of which is a ‘perfect’ alignment between the edges of the cover and the 
edges of the interior leaves. 

Perfect-binding also introduces a spine to the printed volume and this has semiotic, as well as mate-
rial implications. In the case of Transition, the spine also had political implications as it differentiated 
the volumes produced by different groups of magazine makers with their respective interests. As a 
cover is effectively transformed from two conjoined planes into three, the spine becomes an important 
element in the display of information—a reader is able to identify specific volumes of a periodical 
when lined up on a bookshelf. It also effectively adds a third face to the cover’s potential image-bear-
ing surface, mediating the transition between front and rear covers.700 For Transition no. 22/23 (1987), 
Trudgeon’s modified ‘Compacta’ logotype was wrapped across all available faces, taking advantage of 
the real estate afforded by the front and back covers as well as the ten millimetres or so strip provided 
by the spine, and in doing so becoming a primarily visual, rather than typographic, element.

The thicker, perfect-bound volumes produced by Burns, Edquist, with production assistants Cass, 
Bird, and Gionfriddo, were less visually exuberant than Trudgeon’s era of tracing paper overlays, 
misregistration of coloured inks, and landscape formatting, and this was part of a deliberate attempt 
to improve the appeal of the magazine to retailers. Transition had an arrangement with the distributor 
Manic Exposeur which saw the periodical stocked in newsagents throughout Melbourne and special-
ist bookstores across Australia. When, in 1987, RMIT student Dean Cass was appointed to design the 
magazine, he began to discipline the magazine’s layout and “give it a far more professional look” which 

696. Gionfriddo, interview by author, March 1, 2016.

697. Constance J. Sidles, Barbara Karg, and Rick Sutherland, Graphic Designer’s Print + Color Handbook 

(Gloucester, Mass.: Rockport Publishers, 2005).

698. See, Online Dictionary for Library and Information Science, s.v. “Saddle-stitching,” by Joan M. Reitz, ac-

cessed June 26, 2017, http://www.abc-clio.com/ODLIS/odlis_s.aspx. 

699. Sidles, Karg, and Sutherland, Graphic Designer’s, 414.

700. One of the perceived “disadvantages” of saddle-stitching is that it “has no spine, so cannot print text or 

graphics here.” See, Sidles, Karg, and Sutherland, Graphic Designer’s, 416.
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Figure 68. Saddle-stitching versus perfect-binding: relative 
differences in image-bearing potential of the magazine cover.
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he hoped would “make it appeal to people other than architects” which was in direct contravention to 
Munday and McDougall's original intentions for exclusivity.701 On his appointment, he had surveyed 
retailers who had been asked to stock the magazine. Many of these were less than satisfied with the 
more avant-garde experimentation of Trudgeon’s era, primarily because the tracing paper covers were 
prone to tearing, making them unsaleable. They were also unenthusiastic about the landscape format 
employed between 1982 and 1984 which made identifying the magazine logotype near impossible 
when displayed in a standard retail magazine rack.702

These thicker, perfect-bound volumes of Transition were also an indication that the editorial direction 
had changed—with the more expensive bindery method funded by their institutional benefactor— 
and that Transition was turning into a journal to serve the interests of university academics rather 
than a polemical instrument of a group of avant-garde practitioners. Van Schaik, for instance, has 
recognised the degree to which there was a sense of “nostalgia for the earlier, more pamphlet-like ones 
from a lot of people,” meaning that Burns and Edquist “came under some criticism for their bigger 
issues which, in van Schaik’s terms, started to look very "journal-like and traditional.”703

It was during Burns and Edquist’s editorship between 1987 and 1989 that RMIT supplied the Tran-
sition production office with an Apple Macintosh II desktop computer, and an early version of the 
desktop publishing software Aldus ‘PageMaker.’704 Typographic practices changed radically with this 
first introduction of digital tools which more broadly, signalled the end of the commercial phototype-
setting. Through ‘PageMaker’ and its equivalents, computer operators could digitally control typeface 
selection, tracking, leading, and make other fine adjustments to typographic style.705 Nascent digital 
typography offered magazine producers increased flexibility and new opportunities to experiment. 
The range of available typefaces expanded from the twelve standard type-heads of the ‘Selectric Com-
poser’ to the dozens available using the ‘PageMaker’ software.706 The use of Post-Script fonts, includ-
ing proprietary font families that could be downloaded to output devices, significantly increased the 
selection of typefaces available to desktop publishers.707 With this expanded selection, Bird settled on 

701. Cass, interview by author, 2016.

702. Cass, interview by author, 2016.

703. van Schaik, interview by author, February 24, 2016.

704. First been released for Macintosh in 1985. See, Keith Thompson, “PageMaker Remains Chief Composer,” 

Infoworld 8, no. 23 (1986). Transition no. 27/28 (1989) is the first instance in which the use of digital type-

setting is made explicit, although it was at the time still being done by an outside consultant “via Apple 

Macintosh.” See, front matter in Transition, no. 27/28 (1989).

705. Charles Bigelow and Donald Day have described these challenges particularly in relation to the poor 

legibility of the first generation of digital typographic tools. See, Donald Day and Charles Bigelow, “Digital 

Typography,” Scientific American 249 (1983).

706. There were a limited number of fonts available for the ‘Selectric Composer.’ These were in the first 

instance limited to Press Roman, Bodoni, Aldine, Pyramid, and Univers. See, G.A. Holt, “The IBM Selectric 

Composer: The Philosophy of Composer Design,” IBM Journal of Research and Development 12, no. 1 (1968).

707. Thompson, “PageMaker,” 39. 
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Figure 69. Transition no. 22/23 (1987), front cover, showing dual logotype.



‘Palatino’ for the body text of her articles because, when set on twelve point leading and fully justified 
in two, seven centimetre columns, she felt it was a typographic equivalent of the “clear, more legible 
language” favoured by editors Burns and Edquist.708

This new technology precipitated a period of hybridity between the manual processes described above, 
and the wholly digitally-mediated magazine production used in Transition’s final issues. Despite the 
incursion of digital design tools, making a magazine was still not a completely digital process, but rather 
what Edquist has described as a “mash-up between digital and analogue” in which many tasks still had 
to be done “by hand.”709 On taking over design duties from Cass, Bird has described this interregnum as 
a “period in which desktop publishing was an emerging technology” meaning that “production was a 
hybrid form with text supplied and laid out electronically, and images hand sized from trannies [trans-
parencies], photographs, or bromides.”710 

Magazine production in this digital/analogue hybrid period remained a collaborative activity involv-
ing editors Burns and Edquist, and production staff Cass, Bird, and Gionfriddo, who worked “cheek 
by jowl”711 in the one-room Transition office. The introduction of digital tools also had implications 
for the way the magazine producers collaborated. Cass explains the reason for the shift to digital 
desktop publishing in pragmatic terms, relating it to the ability to distribute production tasks more 
effectively across the design team and to reduce the need to “send it all out at once and getting the 
galleys done [at a typesetter] and then have a week of late nights pasting up.”712 

The magazine continued to draw individuals together in activities of ‘making’, but changes in tech-
nology also changed human interaction and collaboration. The assembly of magazine spreads was 
now easily done by a single skilled individual using a computer terminal.713 The A4, portrait-format 
Apple Macintosh screen was reportedly the “biggest monitor at the university” which evidence of the 
“willingness on the part of the department and the faculty to invest good resources in publishing.”714 
Digital design tools also afforded non-designers inclusion in the design process. Burns and Edquist 
had direct visual access to the work as it was being assembled, and even though Edquist, by her own 
admission, “had no idea about design,”715 the visual interface of the computer monitor, and the instan-
taneous feedback it allowed while under the control of a skilled operator, allowed her to participate in 
design decisions. According to Cass, the introduction of digital design technologies meant that the ed-
itors were able to see the layout “on a computer screen and influence it [the design] as [the designers] 

708. Vanessa Bird, interview by author, 2016.

709. Edquist, interview by author, February 22, 2016.

710. Bird, interview by author, 2016.

711. Edquist, interview by author, February 22, 2016.

712. Cass, interview by author, 2016.

713. Cass, interview by author, 2016.

714. Gionfriddo, interview by author, March 1, 2016.

715. Edquist, interview by author, February 22, 2016.
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Figure 70. Hand annotated amendment to “Notes to Contributors” for prospective authors (1990) 
recognising that the production office had recently become “computer literate.”
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Figure 71. Fax from Morgan to RMIT management requesting computer upgrades (Left); message from 
RMIT staff member advising on costs of computer upgrades for the Transition production office (Right).
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were moving through it.”716 Digital technologies therefore, provided a way for individuals with design 
training, and those without, to communicate and collaborate in design practices.717

A Double Bifurcation: Two Magazines, Two Logotypes, One Volume
The logic guiding this narrative so far has relied on the identification of translations, distortions, and 
loose threads to provide opportunities for bifurcations in the descriptive text. The cover of Transition 
no. 44/45 (1994) (Figure 72), is significant in this regard. Bearing not one but two logotypes, this is a 
single printed volume with two identities—a bifurcation par excellence.

That issue of Transition by Backlogue no. 44/45 (1994), co-edited by Brew and Markham immediately 
following their return from Western Australia, has been described as a source of editorial controver-
sy. In this chapter, it is the cover of that perfect-bound volume, in which a full-bleed, colour image 
has been wrapped around the three available faces that is of particular significance. Although some 
typographic elements—the issue number, postal address, and cover price—are compositionally ‘on 
top’ of this background image, the two logotypes, ‘TRANSITION’ and ‘BACKLOGUE,’ are assimilated 
seamlessly within it: an integration of text, image, and architecture only been made possible through 
the enrolment of new design technologies.

Created by Brew’s studio-mate Paul Minifie, this image is an early, yet sophisticated example of the ca-
pability of digital three-dimensional computer modelling software applications.718 This image-making 
technology is a departure from those preceding it because it allows typography to be modelled’ along 
with other imagery. In this cover, lettering and architectural objects have been created together, using 
the same tools and techniques. The whole assemblage has then been subjected to a ‘rendering’ process 
in which a view of the model has been fixed into a continuous-tone, photograph-like image. The inte-
gration of text, image, and architecture has been resolved into a seamless composition in which even 
the letterforms throw shadows onto the building. Discourse is again acting on architecture, but in this 
cover it is a visual, rather than a textual analogy of the process. 

This cover should be seen as an extension of the issues produced by Morgan’s design team, which had 
been noticeable for their digitally produced imagery. The cover of Transition no. 41 (1993) (Figure 
72) is illustrated by a full-bleed, full-colour digitally rendered image of a three-dimensional model 
of Raggatt’s speculative project, a House for the Superman, the model and digital image produced by 
Minifie, while employed in the offices of ARM using software ‘Autocad’ and Iconix ‘Renderman.’719 
Digital tools completely changed the way print publications were assembled, as there was no longer a 
requirement for manual assembly and layout, and perhaps most significantly, increased the degree to 
which type and image could to be conceived in similar terms and manipulated using similar oper-

716. Cass, interview by author, 2016. Interview

717. Three-dimensional computer models have been identified as objects that mediate specific knowledge 

and provide common objects for collaborative work. Carlile, “Transferring, Translating,” 556.

718. Minifie has used an early version of Autodesk ‘Studio 3’ to create a digital model and render of a build-

ing. front matter in Transition, no. 44/45 (1994).

719. See, front matter in Transition, no. 42 (1993).
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Figure 72. Computer modelled and rendered front covers by Paul Minifie: Transition no. 44/45 (1994) (above); 
Transition no. 41 (1993) (below).



ations. According to Kress and van Leeuwen, although magazine layouts may contain perspectival 
imagery, their collage-like assembly means that “these have been subordinated to a structure that can 
no longer be said to be perspectival” and therefore, ideas of “‘in front of ’ and ‘behind’ lose their idea-
tional dimension, and become textual principles only”720 Digital technologies, which create a seamless 
integration of type, image, and architecture, only further problematise these distinctions.

Elizabeth Grosz, an internationally recognised feminist theorist, had been an important figure for 
co-editors Burns and Edquist. Grosz was also appropriated by Brew and his team, but for very differ-
ent ends. The treatment of Transition no. 44/45 (1994), including its wraparound cover which helped 
conceptualise it as “an object [which was] three-dimensional,”721 can be traced to their interpretation 
of Grosz’s writing and, in particular, her article “Space, Time and Bodies” printed within that vol-
ume.722 Other graphic innovations in Transition no. 44/45 (1994) include the ‘flip-book’ treatment of 
projects by Markham and Toby Reed in which serial images printed on consecutive pages invite the 
reader to kinetically engage with the magazine to achieve a cinematic effect of moving images.723 At 
the rear of the magazine are a series of die-cut pages into which is mounted a compact disc of Rag-
gatt’s spoken word prose (Figure 73). These tuneless “Not Songs” are another kind of response to what 
Marani had in 1979 referred to as the ‘beautiful music architecture’ of the RAIA and its journals. In a 
celebration of the multimodal potential of the magazine format, the die-cut pages into which the CD 
was mounted have been printed with an introduction to the verbal performance by Ross Jenner.724 The 
Transition by Backlogue dual-logotype is therefore, a single trace of two changes: firstly, technological 
innovation in the combination of type and images; and secondly, the (re)convergence of the trajecto-
ries of the Halftime Club and the magazine its founding members had initiated.

The Politics of the Baseline Shift
The next logotype translation occurred just two issues later, with the release of Transition no. 47 
(1996) (Figure 75). Another cover with two separate logotypes indicates some disturbance. This issue, 
produced edited by Brew and designed by Fraser, again makes visible a collision of interests the out-
come of which was two logotypes forced to co-exist within the material framework of the A4 cover. 
The larger of the two—an adaptation of Trudgeon’s modified ‘Compacta’—sits roughly a quarter of the 
way down the page where it has been ‘knocked out’ of a band of black ink to reveal an image. Below 
it is a second logotype, apparently derived from the original Times logotype used by McDougall and 
Munday in 1979 and set in an equivalent position to where it appeared on the early covers—halfway 
down the page and justified to the right-hand side.

The use of two logotypes here occurred as a register of political protest. Brew and his design team 
were not afraid to use the magazine to make criticisms of RMIT. In particular, they were interested in 
looking back to the earliest years associated with their own contribution and the avant-gardism and 

720. See, Kress and van Leeuwen, Reading Images, 131-32.

721. Brew, interview by author, February 23 2016.

722. Elizabeth Grosz, “Space, Time and Bodies,” Transition, no. 44/45 (1994).

723. Brew was influenced by Assemblage in this device. Brew, interview by author, February 23 2016.

724. Ross Jenner, "Not an Introduction to Howard Raggatt's Not Songs," Transition, no. 44/45 (1994).
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Figure 73. Spread from Transition no. 44/45 (1994) showing die-cut pages designed to house Raggatt’s “Not 
Songs.” The CD itself has long-since been separated from this specimen printed volume. 
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Figure 74. Comparison of Letraset logotype from Transition 1, no. 1 (1979) (Top) with Fraser’s 
digital homage on the cover of Transition no. 47 (1995) (Bottom). The letterforms have been 
scaled to twice their original printed size but their relative sizes are maintained.
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Figure 75. Dual-identity logotype use on Transition no. 47 (1995), front cover.



energy of McDougall, Munday, and their peers. When employed by RMIT to design the magazine, 
Fraser was instructed to use the newer ‘official’ version of the logotype for his covers; however, in a 
small, yet significant, act of defiance, he elected to use both new and old at the same time. This was 
a way of bowing to institutional pressure while at the same time making it clear that he wouldn’t be 
prevented from “recalling the earlier issues.”725

According to Fraser the characteristics that made the original logotype distinctive were its “strange 
tracking and seriffed font.”726 It was these typographic peculiarities he attempted to emulate with his 
homage. Of course the ‘strange tracking’ of the original had emerged because it had been constructed 
using rub-down transfer lettering which is difficult to align precisely, making minor inconsistencies 
commonplace. It was these typographic anomalies that Fraser considered integral to the original and 
he even attempted to replicate the inconsistencies of the hand-lettered original using digital typo-
graphic tools. Mimicking the errors associated with hand-assembly using precise digital tools may 
seem wilfully contrarian, however, it should also be seen as a symbol of political intent and an attempt 
to register the neo-avant-garde credentials of that editorial team. The use of visual signs and sym-
bols—in this instance the logotype—were an important way of exercising political agency, especially 
for university students, whose ability to influence architectural debate through official channels was 
limited or nil. The idea that agency could be exercised, and protest registered, unofficially through 
magazine design was liberating, and was of course the imperative that had led to the founding of the 
magazine in the first place.

The Right to Form
A final translation in the magazine logotype and selling-line can be seen in the final controversial 
issue edited by King. He and his production staff discarded the split identity, dual-logotype used 
by Fraser and Brew, adopting instead a Roman face with only superficial similarities to the original 
Letraset ‘Times’ Italic. Their logotype has lost the lean from left to right of the original and therefore 
the connotation of movement/transition has also been lost in this translation. The "awkward tracking" 
which Fraser had used digital means to recreate and the hand-construction of the original Letraset 
lettering has also been regularised and a further layer of meaning lost.

Transition had previously been published with the selling-line “Discourse on Architecture” and in the 
early issues the typographic treatment and compositional aggregation of the logotype and selling-line 
was sufficient to suggest that they be read as one clause: ‘Transition [is a] Discourse on Architecture.’ 
For King’s one and only issue the magazine has become ‘Transition: The Right to Form.’ 

Not only did King and his production team change the selling-line, they also modified the typograph-
ic style and graphic layout more generally, abandoning the densely set two or three column grid in 
favour of columns of ten point ‘Palatino’ on twelve point leading, recalling the typographic treatment 
under Burns and Edquist. The text/image relationship, which had been conventionalised over the 
previous twenty years, was also changed. Abandoning the small, grey-scale or duotone images in the 
outer margins, which previous designers had used as visual footnotes to written texts, King’s volume 

725. Fraser, interview by author, January 14, 2016.

726. Fraser, interview by author, January 14, 2016.
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Figure 76. Transition, no. 61/62 (2000), front cover.



preferred larger, page-width, grey-scale images interspersed throughout the texts, with many taking 
up a full page each. In an unprecedented move for this magazine, a set of full colour plates is bound 
into a single gathering in the centre of the volume.727 Transition no. 61/62 (2000) also retained the 
perfect-binding, which had been in place to accommodate the increased length of the volumes since 
the late 1980s. 

The result of these formatting decisions—perfect binding with a thick cover stock, chopped-down A4 
dimensions, central colour plates, more generous typesetting, and the increased page-limit necessi-
tated by delays in printing—have turned this ‘double-issue’ into a volume that was more ‘book’ than 
‘magazine’-like. If the thicker, more journal-like volumes of Burns and Edquist had been met with 
suspicion, King’s was rejected outright by some previous magazine producers, who have claimed that 
it is not a “real” Transition at all, and should have been released with a different name altogether.728

Conclusion: Erratum to Errata 

This chapter has managed to trace a kind of network. Through recourse to lists, figures, errata, half-
tone screens, paper stock, Letraset transfers, and computer monitors, what has emerged is a descrip-
tion of the making of Transition. Not once has the text resorted to a detailed analysis of the magazine's 
contents—it has not required reading even a single full article. Yet it has still managed to chart a path 
through the magazine from the first issue in 1979 to the final one in 2000, beginning by pulling on a 
loose thread, peeling back a sliver of paper to show the bifurcation beneath and then following where 
it lead. The problems with the final issue of Transition have already been identified, and the list of 
errata pasted by King’s students onto the inside cover of each volume has been described as a trace 
of controversies.729 If the single erratum slip pasted into the first issue represented a proverbial loose 
thread, this final, more extensive list, provides a way of metaphorically tying this chapter to the one 
that precedes it, arguing that conflicts and controversies are just as likely to have typographic, or mate-
rial causes, as they are social, political, or ideological ones. 

Chapter 1.1 posed several questions, one of these being: How might an architecture magazine act as a 
‘material agent’ which, through mediation and material resistance, works outside the direct intentions 
of the people producing it?

So how might the discussion in this chapter contribute to an understanding of Transition as an ma-
terial agent and a mediator? Firstly, it brought human makers and non-human technologies together 
into complex relationships. The material nature of magazine production required the gathering of 
many individuals in the pubs, hotels, shared studios, and other spaces of Melbourne. As an object 
that was collaboratively assembled, it was also one with an authorship shared by many makers. As it 
was assembled, so too did it assemble its producers, into relationships that were not just social, but 

727. King claims to have used as a structuring device the “rondo form” of musical composition to organise 

the magazine’s contents, with excerpts from Peter Hallberg’s “The Flaneur’s Gaze” used as a framing device 

to punctuate and provide a rhythm to the other texts. King, interview by author, February 27, 2016.

728. Fraser, interview by author, January 14, 2016.

729. King, interview by author, February 27, 2016.
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also material. As a site and centre of controversies the magazine remained an undecided affair until 
the final moment when the concerns of each issue were 'fixed' by the process camera and photo-offset 
lithographic press. This chapter has argued that these technologies had affordances and resistances of 
their own which imposed and imprinted themselves onto the magazine's content. 

Secondly, Transition mediated semiotic content by translating it in a myriad of ways. Not all of these 
translations were highly significant, but many of them were unanticipated. Galleys were jumbled, 
corrections mixed up, texts and images collided on the surface of the double-page spread. Many 
small and contingent translations, related to the methods of its collaborative assembly and to the 
specific materiality of the magazine format, came together to create a discourse, that while not always 
coherent was nonetheless tightly bound and gathered. The limited technical expertise of the young 
architects, students, and graduates assembling Transition, further amplified the magazine's capacity 
to resist their intentions. The low budget and do-it-yourself mentality of many of the processes used, 
further contributed to these contingencies because magazine makers were compelled to make do with 
what was locally available in order to make their discourse visible, durable, and distributable. Changes 
to the bindery method necessitated by increased page limits had political implications which could 
not have been foreseen, while the kinetic nature of the magazine, the seriality of its spreads, and its 
capacity to be handled and looked at, as well as read, opened up multiple possible interpretations.

Traces not Traced; Paths not Followed
This chapter has now traced the making of a magazine. By following a path, working from translation 
to translation, it has described a network of production that implicated humans and technologies in 
complex and sometimes volatile relationships, Throughout this discussion, the capacity of the mag-
azine to mediate and translate visual and written texts has been repeatedly foregrounded. The loose 
thread chosen has presupposed a certain path through the material, and has meant that other traces 
have not been followed and there are of course, other routes which one might follow through the 
garden of forking paths that is the Transition corpus.730

Tracing any one of these would result in a slightly different story to the one that has unfolded above; 
a different description that would enrol a different set of actors—human and technological—in its 
account. What would remain constant though, is the sheer amount of work involved in the making 
of a magazine. Although each issue is full of texts, the print-magazine was never merely a discursive 
formation. It was the outcome of physical labour, involving the cooperation of many collaborators that 
were required to come together in order to make an issue out of some ‘things.’ Although ostensibly 
under the direction of one or two editors, and a more-or-less distant editorial board, its network of 
production was far broader. The credits printed on the inside front cover of each issue begin to make 
visible the array of family members, studio-mates, Halftime Club colleagues, and student supporters 
recruited into roles of formal or informal assistance. The following chapter further positions Transi-
tion within networks of collective activity that made up Melbourne’s architectural community in the 
later decades of the twentieth century.

730. Jorge Luis Borges, “The Garden of Forking Paths,” in Collected Fictions, trans. Andrew Hurley (New York: 

Penguin, 1998). 
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2 . 3  A  C l o u d  o f  Th i n g s  |  A  N e t wo r k  o f  Te x t s

It was never really just the magazine731 

- Harriet Edquist, former Transition editor

It [Transition] was part of a cloud of things that contributed to Melbourne 
getting a sense of its own importance.732 

- Greg Missingham, former Transition editor and editorial board member. 

Introduction: A Cloud of Things
The previous chapter described the ‘making of a magazine,’ considering the printed volume as a tech-
nology for gathering together human producers and non-human technologies. Transition was con-
sidered a kind of actor-network assembled out of paper, ink, staples, editors, production staff, com-
mercial printers, half-tone screens, typesetting agencies, Letraset transfers, galleys, desktop publishing 
software, and countless other actors. Further, Transition was one of Australian architecture’s most 
important voices, and an actor capable of influencing the development of Australian architectural 
theory. This could only be the case because its constituent parts were tightly gathered and bound in a 
very particular way.

It was in those instances when there was some disruption—be it an erratum, misattribution, transla-
tion, or mediation—that the loose constellation making up the magazine became visible and open to 
description. This should be no surprise given that, according to Venturini at least:

The basic tenet of ANT is that every actor can be decomposed into a net-
work and that every network can be connected tightly enough to become 
a single actor. What used to be a single actor can suddenly dissolve in an 
explosion of conflicting agents and what used to be a loose constellation of 
agents can solidify into a unique source of action.733

Actors are never isolated but are always “composed by and components of networks.”734 This means 
that, as well as being composed of heterogeneous parts, actors are enrolled in other actor-networks.735 
The epigraph to this chapter indicates the degree to which individuals involved with Transition were 

731. Edquist, interview by author, February 22, 2016. 

732. Missingham, interview by author, February 22, 2016.

733. Venturini, “Building on faults,” 806.

734. Venturini, “Diving,” 266.

735. See, “Glossary,” in Mapping the Dynamics of Science and Technology, ed. Michel Callon, John Law, and 

Arie Rip (London: Macmillan, 1986), xvi.
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aware of its imbrication in a social world that included other publications, institutions, individuals, 
clubs, places, and events, in an aggregation which Missingham has referred to as a “cloud of things.”736

A sketch created by an unidentified Halftime Club member is reproduced in Figure 77. This diagram 
makes visible some of Transition’s connections, tracing the shape of this cloud.737 According to Kress 
and van Leeuwen’s visual grammar, diagrams like this are best thought of as “conceptual” rather than 
“narrative” visual structures, which often “represent the relation between the participants of a sys-
tem.”738 The ability to represent connections, both abstractly and visually, has been recognised by the 
anonymous Halftime Club author who used vectors to describe a network connecting four nodes: 
“Transition,” “Educational institutions,” “1/2 Time,” and “exhibition spaces.” The vectors are drawn 
without arrows, eschewing any strict hierarchy and implying a two-way connection.

Kress and van Leeuwen describe such diagrams as “modelled on a form of social organisation which 
is a vast labyrinth of intersecting local relations, [and] in which each node is related in many different 
ways to other nodes in its immediate environment.”739 Latour’s thinking is premised on just this kind 
of relational ‘flatness.’ In his sociology, the role of the analyst is simply to “follow the actor’s own ways” 
as they construct their own social realities, instead of imposing a priori structuring categories on their 
behaviour.740 This network diagram, therefore, provides an appropriate way of approaching this social 
world and in this chapter, the actors and activities represented by these nodes are traced under the 
following headings: i) Educational Institutions; ii) Clubs, Groups, and Associations ("1/2 Time" in the 
original diagram); iii) Events, Conferences, and Lectures ("Exhibition Spaces" in the original dia-
gram), and, iv) Text Production ("Transition" in the original diagram). 

This chapter contributes to the thesis’ theoretical argument by making four points: First, Transition 
was a contested object in which multiple agencies and interests intersected. Second, forms of social 
activity were associated with text production, which made otherwise ephemeral events durable. Third, 
and subsequent to the previous two points, the magazine provided an efficacious technological form, 
becoming the medium of choice for Melbourne’s young architects and academics. Finally, the printed 
technology assisted in the consolidation, stabilisation, and durability of social realities. The magazine 
was ‘made’ by groups, but it also helped to ‘make’ groups which benefit from the durability and inex-
pensive mobility afforded by the printed volume.

736. Missingham, interview by author, February 22, 2016.

737. 1/2 Time Purpose, Halftime Club Collection, RMIT Design Archive

738. Kress and van Leeuwen, Reading Images, 84-85.

739. Kress and van Leeuwen, Reading Images, 84-85.

740. Latour, Reassembling the Social, 29.
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Figure 77. List of Halftime Club purposes, including a network diagram describing how the club is 
related to other actors within Melbourne's architectural culture. The diagram has been redrawn by 
the author for clarity on the facing page.
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Educational Institutions

RMIT was central to Transition’s enduring success. Despite the relationship being a recurring source 
of conflict and controversy, the university provided employment, funding, student labour, office space, 
production equipment, and the expertise of professional and technical service staff. Although Tran-
sition was the longest running publication and assumed a high profile, a number of other magazines 
emerged out of this context. Prior to Transition, this included the architectural periodicals, Jargon, 
An Indulgence, and Archetype.741 During Transition’s term of publication, other official faculty publi-
cations were released by RMIT Publishing: Agenda, 38 South, Urban Policy and Research, Eco Design, 
and The Interior, each promoted aspects of RMIT’s design programs. Other publications received 
RMIT funding while remaining ostensibly independent, and some of these are considered later in this 
chapter.

There are, furthermore, historical factors that made RMIT a centre of magazine production, and four 
are of special significance here. First, is the emergence of RMIT as a trade-school, or ‘working-man’s 
college.’ Second, is the school’s geography, and in particular its inner-city campus location. Third, 
is the appointment of Heads of the School of Architecture who were willing to support faculty pub-
lishing. Finally, and perhaps as a result of the preceding three factors, was RMIT’s ability to act as a 
progressive ‘other’ to its principal competitor, the more traditional, academically focused University of 
Melbourne.

A Working-Man’s College
RMIT was founded in 1887 as Melbourne’s Working Men’s College. The rudimentary architectural 
program which began in the first year of its founding was primarily interested in “raising the standard 
of trade practice.”742 According to its course prospectus, its aim was to “supplement the knowledge and 
experience obtained by pupils and others while serving in the offices of professional men in practice, 
but it is not intended in any way to take the place of such training.”743 Throughout the development of 
this vocational trade-college into a university, the architecture program continued to develop around 
an apprenticeship-style system of evening classes which encouraged students to find work in profes-

741. Jargon was a “student-initiated paper featuring the work and personalities of the Department of 

Architecture […which] flourished in the 1960s.” An Indulgence was an “occasional paper produced by Jason 

Pickford in collaboration with Alex Njoo, Alex Selenitsch, Peter Downton, and Greg Missingham. Archetype 

was primarily an “outlet for the display of student work,” and was published for five years beginning in 1969. 

Wilson, Centenary History, 41; 64;139. 

742. Wilson, Centenary History, 3.

743. Prospectus for Working Men’s College, 1900, quoted in Wilson, Centenary History, 4.
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Figure 78. Spaces of the Transition office: a) 
Blessington Street, St Kilda; b) Alma Road, St Kilda; c) 
Brunswick Street, Fitzroy (Crowd office); d) Stalbridge 
Chambers, Little Collins Street, Melbourne; e) 
Majorca Building, Flinders Lane, Melbourne; f ) RMIT 
Building 9, Latrobe Street, Melbourne; g) Yule House, 
Little Collins Street, Melbourne; h) RMIT Building 8, 
Swanston Street, Melbourne.
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sional offices during the day. Evening classes also made it possible for practising architects to teach, 
often in part-time positions, while still running architectural offices. Transition has, so far, been as-
sessed as an instrument to “keep architectural practitioners engaged in theory and academics engaged 
in practice.”744 If this was the case, it arose as an extension of the evening class structure and trade-col-
lege pedagogic philosophy already in place at RMIT, rather than as a radical diversion from it.

A side-effect of this apprenticeship-style, evening class delivery was the opportunities it afforded for 
inter-disciplinary excursions. For example, Trudgeon was given the opportunity to pursue simulta-
neous studies in architecture at night at RMIT, and visual arts during the day at the Phillip Institute 
of Technology. Many of the skills and techniques he was exposed to in his art studies he subsequently 
brought back to architecture. These techniques and referents, which included screen-printing, graphic 
design, and logo design, found their way into architectural magazine design and provided future gen-
erations of designers with a basis for their own visual experimentation in Transition.

The Geography of Collaboration: An Inner-City Campus
A second factor which made RMIT a fruitful locus for design magazine production relates to its 
geographic location and distribution of spaces. As an inner-city campus, acquiring sufficient space for 
course delivery had proven challenging from the institution’s earliest days. Because of spatial pres-
sures, RMIT architecture students had not, traditionally, been provided dedicated on-campus studio 
space, but were supported—both officially and unofficially—in setting up shared studios in buildings 
within the Melbourne CBD and inner suburbs, which were able to be let cheaply because of their poor 
condition and lack of commercial appeal. What emerged was a network of small, creative studios 
throughout the city which were outside the direct supervision of university faculty. These provid-
ed opportunities for collegiality, collective action, and also tribalism between groups. Students and 
practitioners from other creative disciplines, including from fashion, graphic design, visual arts, and 
industrial design, shared some of these spaces, providing opportunities for inter-disciplinary collabo-
ration and the translation of ideas and references across disciplinary boundaries.

A number of these spaces also became the homes of fledgling architectural offices, allowing emerging 
practitioners to continue collaborative relationships with students, while at the same time operating 
a business with a Melbourne CBD address, relatively inexpensively. ‘Design’ became a term and an 
activity that spanned disciplines, and Burns has noted that the degree to which "design" was seen as 
an activity that moved across disciplines including, fashion design, furniture design, jewellery design, 
and architecture.745

At various times, aspects of Transition’s production were carried out in one or another of these shared 
studios. After the initial period at the house on Blesssington Street, St Kilda, McDougall and Munday 
assembled the magazine in their shared office in Alma Road, also in St Kilda, and within walking 
distance of their share-house. Trudgeon would travel regularly to the Alma Road studio from his 

744. Kaji-O’Grady and Willis, “Conditions, Connections,” 227.

745. Burns, interview by author, March 2 2016.
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Figure 79. RMIT Publishing in-house publications (1994).



own shared studio on Brunswick Street, Fitzroy, where he was producing Crowd and Fast Forward.746 
During the early 1980s, while under Paul Morgan’s editorship, Transition was produced in a studio 
in the Stalbridge Chambers building on Little Collins Street, in the Melbourne CBD—a space shared 
with fashion designer Martin Grant amongst others. The studio was also occupied irregularly by 
friends and partners, swelling the core group and making for a collaborative situation in which indi-
viduals could split into various configurations to work on projects and competition entries.747 After 
graduation, Brew occupied a shared studio space with a number of students and recent graduates in 
the Majorca House building on Flinders Lane in Melbourne.748 His group included Halftime Club 
stalwarts Paul Minifie, Felicity Scott, Vivian Mitsogianni, Alex Lawlor, Fiona Nixon, Dean Boothroyd, 
and Neil Masterton. The Majorca House studio was where much of the first volume of Backlogue 1 
(1992) was produced, and a number of Brew’s studio-mates there were enlisted for production and 
design tasks on subsequent volumes of Backlogue.749

Even after RMIT took over the financial support of the periodical, the magazine’s office was still 
mobile. For a long period during Burns and Edquist’s co-editorship and in a physical manifestation of 
the magazine’s selling line, discourse ‘on’ architecture, the Transition office was a demountable build-
ing on the roof of RMIT Building Nine, perched directly atop the architecture faculty.750 When Brew 
took over the editorship of Transition in 1994 some aspects of the magazine’s production were again 
moved outside of the university—this time to a studio he had been sharing with other RMIT gradu-
ates in the Yule House building on Little Collins Street in the Melbourne CBD.

Supporters and Patrons
A third aspect of RMIT which made it well-suited to magazine production was the appointment of 
individuals who were committed to faculty publishing. Graeme Gunn (Head of Architecture 1972-73; 
Dean of Faculty of Architecture and Building 1973-82) was the first to provide financial support to 
Transition, committing 10,000 dollars in 1981751 after being petitioned by Corrigan on his return from 
Yale.752 John Woollett (Head of Architecture 1981-82; Dean of Faculty of Architecture and Building 
1982-87) continued to find funding for the periodical after his appointment; however, it was ulti-

746. Murray also ran his architectural practice out of this building for a time. Trudgeon, interview by author, 

March 3, 2016.

747. O’Connor, interview by author, February 24, 2016; Morgan, interview by author, March 2, 2016.

748. A number of personal and professional relationships grew out of this studio group: Peter Brew and 

Alex Lawlor subsequently married as did Vivian Mitsogianni and Dean Boothroyd. Felicity Scott went to the 

USA where she became a founding editor of Grey Room in 2000 and Fiona Nixon and Paul Minifie started a 

practice together. Brew, interview by author, February 23 2016.

749. Minifie was credited with the cover design and typesetting, while production and design were the 

responsibility of Lawlor, Carlin, Boothroyd, Davidson, and Fraser. See, front matter in Transition, no. 44/45 

(1994).

750. Gionfriddo, interview by author, March 1, 2016.

751. For these dates and appointments see, Wilson, Centenary History, 47-114.

752. Hamann, interview by author, February 25, 2016.
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Figure 80. Pataphysics covers and detail 
view of front matter in Pataphysics c 
(1989) acknowleding the “generous 
assistance” of RMIT and ARM.
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Figure 81. Pamphlet advertising Hamann’s monograph of Edmond and Corrigan, Cities 
of Hope, interleaved into Transition no. 42 (1993) which was used as a vehicle for its 
distribution to subscribers. Note that the image used for the cover is the facade of Edmond 
and Corrigan’s renovation of RMIT Building 8 which was, at the time of this issue, both the 
location from which the architecture program was delivered, and the site from which the 
magazine was being produced by Morgan and his team. 
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mately the selection of van Schaik as Head of Architecture in 1986 which ensured the longevity of the 
magazine. Having been influenced by Alvin Boyarsky while at the AA, van Schaik recognised the po-
tential mutual benefit of the magazine/university relationship and formalised a funding arrangement 
to release Transition on the RMIT Publishing imprint and also formalised the editor role as a faculty 
position.

RMIT Publishing was also responsible for other periodical publications, and these were used to 
enhance the profile of architecture and design courses and were implicated in the network of texts 
that circulated around the university. There were other magazines, which while not released through 
RMIT Publishing, nonetheless received faculty funding: Backlogue, which, despite its criticism of 
RMIT and Transition, received financial support; Mongrel and Subaud, released on Dean Boothroyd’s 
Mongrel Publishing imprint; and the polemical large-format Pataphysics, edited by RMIT students 
Yanni Florence and Leo Edelstein. Operating in parallel to Transition and pursuing many of the same 
themes and contributors, Pataphysics also helped introduce French post-structuralist theorists into 
Melbourne’s architectural culture.753

It is useful to consider how practice-based RMIT, with its commitment to architectural publishing, 
may have been perceived in comparison to other architectural educational institutions in Melbourne, 
and what the role of Transition was in establishing its identity. Interviews with respondents who were 
then architecture students, indicate a degree of mobility in the student cohort, largely dependent on 
their attraction to individual teaching staff. McDougall and Munday for instance, were first drawn 
by the prospect of studying with Corrigan, who had achieved notoriety through the publication of 
his work and articles he had authored for Architecture Australia during the 1970s.754 O’Connor, who 
worked as a Transition production assistant during the mid-1980s, is among those who have credited 
the employment of McDougall and Raggatt at RMIT as the primary reason for transferring his own 
studies from Melbourne University.755 

There was a degree of competitiveness between RMIT and Melbourne University and the former ben-
efit from its relationship with Transition as an avenue to publicise, both nationally and internationally, 
the work of its students, staff, and alumni.756 Gionfriddo, for instance, has even recalled that at RMIT 
open-days, prospective students would be targeted as potential customers for back-issues of Transi-
tion—the argument made to their parents was that the magazine was essential reading and an integral 
part of an architectural education.757

Generational repositioning also occurred in relation to the way architectural commissions were 
awarded. The university, through the vocal support of van Schaik, also facilitated patronage to a 

753. See, Yanni Florence, “Pataphysics Magazine,” accessed July 19, 2017, http://www.yanniflorence.net/pata-

physicsmagazine/pataphysics.html.

754. Corrigan, “The Venturis;” Corrigan, “Australian Architecture and the Stage, 1979.”

755. O’Connor, interview by author, February 24, 2016; McDougall, interview by author, February 26, 2016.

756. Missingham, interview by author, February 22, 2016; Hamann, interview by author, February 25, 2016.

757. Gionfriddo, interview by author, March 1, 2016.
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Figure 82. Letter from John Crawford, published in Transition 2, 
no. 2 (1981). 



number of smaller practices connected to Transition, assisting them with the transition from small-
scale residential projects to large-scale institutional ones.758 Beginning with Edmond and Corrigan’s 
renovation of RMIT Building 8 (1990), and continuing with ARM’s Storey Hall project (1996) and 
others, the university proved to be an effective client and patron. Publicity of these projects in the 
magazine further celebrated their importance, expanding their geographic reach and adding to the 
notoriety of the architects who had designed them.759

Funding of Transition was therefore, never pure altruism on the part of the school, but part of a 
system of mutual benefit. Being associated with avant-garde practitioners and notable writers could 
not help but increase the school’s credibility. The existence of a feed-back loop between the university 
and a particular group of architects and academics was clear to some of the magazine’s readership, as 
evidenced by the letter written by John Crawford and published in Transition 2, no. 2, (1981) (Figure 
82).760 In Crawford’s view the “exposition” of Corrigan, authored by Missingham and printed in 
Transition 2, no. 1 (1981) was nothing more than “Missingham peeing into Corrigan’s pocket and vice 
versa,” a sordid relationship that he refers to as the two, “wanking down the corridors of RMIT,” before 
surmising that in aligning itself so closely to RMIT, Transition had effectively “swapped one establish-
ment for another.”761

Alignment with the university offered the magazine advantages but also inevitable demands. This 
association created pressure on the magazine editorial direction, seen most clearly, and as described 
previously, in the exchanges between van Schaik and Brew in the mid-1990s. With RMIT funding the 

758. Van Schaik had built a relationship with the university’s “property services” in charge of RMIT’s capital 

works program and exerted influential in helping choose architects commissioned by the university. The 

result being that a number of practices connected to the university and some with a direct link to Transition 

were commissioned. These include Edmond and Corrigan, Lyons Architects, ARM, and Paul Morgan Archi-

tects. Morgan, interview by author, March 2, 2016.

759. Edmond and Corrigan’s RMIT Building 8 project was reviewed in Robert Schubert, “Building 8, RMIT by 

Edmond and Corrigan,” Transition 49/50 (43). Philip Goad published a less than fully enthusiastic review of 

Hamann’s Edmond and Corrigan monograph in that same issue. See. Philip Goad, “Confronting the Gilded 

Age, Notes on Cities of Hope,” Transition 49/50 (43). ARM's Storey Hall project was celebrated in the special 

issue of Transition no. 51 (1996). It was also received by effusive articles in the following issue. See, Peter 

Kohane, “Ashton Raggatt and McDougall’s Imitative Architecture: Real and Imaginary Paths through Storey 

Hall,” Transition 49/50 (52/53); Alex Selenitsch, “Seven Kinds of Resurrection,” Transition 49/50 (52/53); Heim 

Rubinsteim, “Penrose Tiling,” Transition 49/50 (52/53); Paul Fox, “At Night,” Transition 49/50 (52/53); Paul 

Carter, “In the Peasant Fields: The Migration of Building,” Transition 49/50 (52/53); Michael Ostwald and John 

Moore, “Spreading Chaos: Hayles’ Theory and the Architecture of Complexity,” Transition 49/50 (52/53): 50. 

Lyon Architects' RMIT University Swanston and A’Beckett Streets Project (a joint partnership with Perrott 

Lyon Mathieson) also benefited from explication in the magazine—in this instance, before anything had 

actually been built. See, Carey Lyon, “RMIT University Swanston and A’Beckett Streets Project,” Transition, no. 

59/60 (1998).

760. John Crawford, “Wrong Headed,” Transition 2, no. 2 (1981).

761. Missingham, “Peter Corrigan’s Architecture.”
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magazine, there was clearly pressure on Transition to show some return on this investment. Chapter 
2.1 described how, as university funding in Australia became based more on publication of peer-re-
viewed articles in scholarly journals and completion of postgraduate degrees, Transition came under 
pressure to fill this role and provide an opportunity for faculty and student academic writing.

Architectural Clubs, Groups, and Associations

The Halftime Club—considered in Chapter 2.1—aimed to serve the interests of early-career practising 
architects who wanted to retain criticality in their professional activities, providing an intersection be-
tween architecture as a professional activity and as disciplinary field. The club was intended, “by intel-
ligent discourse [to] improve an individual’s ability to analyse and criticise architecture. Formation of 
architectural ideologies [was] also considered as being an essential aspect.”762 Other clubs and groups 
also emerged to serve other interests and agendas. The passages to follow consider the operation of the 
Halftime Club in some greater detailed and are followed by a consideration of other clubs and groups 
which also had an interest in Transition.

It is important to recognise that being part of a club or group in late twentieth-century Melbourne 
was not a passive act, but one that involved physical performance by bodies, voices, and technologies, 
including tape-recorders, video-recorders, slide-projectors, and the spaces of the pubs and hotels of 
the inner-city. Group formation was accompanied, and stabilised by, various forms of text production: 
meeting minutes, circulars, agendas, tape-recordings, videos, and magazines—Transition foremost 
among them. The effect of these text-producing activities was to fix ephemeral performative events in 
material form and to allow their distribution across geographies and over time.

This observation is in keeping with Latour's account of group formation, which he describes in terms 
that are both social and material, and which he relates to performativity. For Latour, groups are “not 
objects of an ostensive definition—like mugs and cats and chairs […] but only of a performative 
definition;" he argues that they are “made by the various ways and manners in which they are said 
to exist.”763 Group making involves constant work and groups only exist as the result of sustained 
group-making effort. Material objects do help consolidate social relations though, rendering them 
temporarily “durable.”764 

762. Halftime Club Minutes of Meeting, February 6, 1979, Halftime Club Collection, RMIT Design Archive

763.Latour, Reassembling the Social, 34.

764. Latour, “Technology is Society.”
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The groups considered in this discussion, therefore, should not only be considered in terms of social 
constructivism or discursive formation but also as a kind of material performance. Transition and 
other printed texts were important, not only because they provided ways to distribute group discours-
es, but also because they described a network in which the production, distribution, and circulation of 
material artefacts helped stabilise social relations.

Halftime Club
By the time of Marani’s departure in 1981, to pursue a career in practice in North America,765 the 
Halftime Club had generated sufficient momentum to allow it to continue in some incarnation until 
well after the turn of the twenty-first century.766 As it developed, it also changed venues, moving be-
tween pubs, hotels, and motels in Melbourne’s inner suburbs and CBD.767 Attendees of these meet-
ings have reported quite often alcohol-fuelled affairs and the club attained a reputation for a style of 
confrontational discourse.768 Mark Raggatt has recalled its “very aggressive reputation” and as a first-
year-student attendee being “yelled at” while there was “a fist-fight in one corner.”769 It seems that this 
confrontational style was actively cultivated, particularly because it tested the ability of young present-
ers to explicate and defend their ideas in front of a hostile audience. According to McDougall, the club 
was mostly about “dissent” and “argument,”770 and Morgan, who was a frequent attendee during the 
1980s, describes it as “a little bit of a trial by fire,” something which was useful for preparing gradu-
ates for the “subsequent tough business of practice where you are always in competition for projects.” 
There was, however, also some concern that this belligerent meeting style, held primarily in pubs, 
would have had a marginalising effect on those individuals with more “contained personalities.”771

Clearly the confrontational style of discourse advocated by the Halftime Club was not to everyone’s 
liking, and a 1990 letter on RMIT letterhead from then Dean, van Schaik, indicates why. Following 
his first meeting, van Schaik described the proceedings as an “uncomfortable spectacle of distressing 
mediocrity” characterised by “slow moving and repetitive discourse.” In his critical assessment, the 
attendees were generally “lacking in professional skill” and as a “non-smoker who has not developed 

765. This led to his employment in the New York offices of Robert Stern where he is now a senior partner.

766. In an interview with Marani published in 2015, it was contended that the club had continued to meet 

until “quite recently” and that it had been “usurped” by the AIA. See, Raggatt, “Interviews with Grant Marani 

and Richard Munday,” 61.

767. These include the Lincoln Hotel, Montmarte Motel, Perseverance Hotel, and Max Hotel. Hamann, inter-

view by author, February 25, 2016.

768. See, Raggatt, “Interviews with Grant Marani and Richard Munday,” 61.

769. Raggatt, “Interviews with Grant Marani and Richard Munday,” 70.

770. McDougall, interview by author, February 26, 2016.

771. Morgan, interview by author, March 2, 2016.
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the taste for Australian beer” the outcome of his Halftime Club meeting was to leave with a “sweater 
drenched in smoke.”772 

The idea that the aforementioned meeting was slightly uncomfortable to van Schaik would likely not 
have bothered Halftime Club members overly. In fact, as a recognised and established member of the 
architectural establishment, he was not one of their target audience—either in terms of age or profes-
sional experience. A phrase used repeatedly by interviewees during this research project was "gen-
erational change:" Transition and the Halftime Club emerged together as avenues for promoting the 
work of young, emerging designers—the so-called "young Turks"—at the expense of their older, more 
established colleagues. This tendency can be seen in the demographic make-up of the founding group, 
who were primarily students or recent graduates. Although the restriction was later dropped, during 
the first years, membership was restricted to those under thirty years of age.773 There was more than a 
little entrepreneurship in this generational positioning. In attempting to establish a voice and use the 
media to create a context for their architectural production, these individuals were effectively renego-
tiating professional hierarchies. One of the club’s self-professed aims was to “help young architects to 
mature and establish a more public image.”774 Even the name of the club was selected in recognition 
of age, to connote that members were at a mid-point of their career development. The club remained 
true to its name and primarily associated with recent graduates and students. As their own careers 
developed, older members including McDougall, Raggatt, and Murray were at times invited to attend, 
but these elder statesmen were there only there to ensure that the “youngies” were adequately “keep-
ing up the spirit” of the club.775 The relationship that this club had to media text production was in 
itself significant. In the first instance, printed meeting minutes emerged to circulate and stabilise the 
club’s discourse, while Transition assisted to further distribute and stabilise ideas. Backlogue arrived 
later to challenge Transition for its perceived poor performance.776

The trajectories of Halftime and Transition intersected quite directly on several occasions. Seven years 
after the magazine began saw the publication of Transition no. 18/19 (1986), a special issue dedicated 
to the work of Halftime Club members and young architects employed by the Public Works Depart-
ment of the Victorian Government—many of whom were the same individuals. Marani’s “Letter from 
New York,” printed in the introduction to that issue, articulated his discursive intentions for a club, 
as a way “to get young Melbourne architects together to talk about architecture, [...] not only among 
themselves but also with leading Australian architects.”777 Work by club members was published in 

772. Leon van Schaik, letter to Halftime Club organisers, May 23, 1990, Halftime Club Collection, RMIT De-

sign Archive.

773. The minutes to the first meeting state that the clubs is intended for: “Principally young (under 30) 

architects.” See, Halftime Club Minutes of Meeting, February 6, 1979, Halftime Club Collection, RMIT Design 
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774. 1/2 Time Purpose, Halftime Club Collection, RMIT Design Archive

775. Hamann, interview by author, February 25, 2016.

776. Brew, interview by author, February 23 2016.

777. Grant Marani, “Letter from New York,” Transition, no. 18/19 (1986): 4.
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this issue alongside an accompanying explanation by each designer.778 Running in parallel to these 
texts, in the wide outer-margin, is a review of the club’s activities and production written by Day, 
who acknowledged that the selection of some work was based more on club affiliation and less on the 
merit of the work itself, while conceding that this is “the way of clubs I suppose.”779 Day also noted the 
importance of the actors who had been both club members and Transition editors—especially, Mc-
Dougall, Munday, Halik, and Morgan—noting also that there are “other designers, whose work is not 
included in this survey and who have benefited from association with the club and its members.”780 
The opportunity that this issue provided for the publication of work by emerging practitioners—many 
of which were minor, and some unbuilt—is significant. It is, for example, unlikely that modest projects 
such as Simon Thornton’s Wall Unit, or Grant Amon and Judy Bishop’s Study Desk, (Figure 84) would 
otherwise have found their way into a nationally, and internationally distributed periodical alongside 
the work of more esteemed and established practitioners.781 

Another direct intersection between the club and the magazine occurred with the publication of Tran-
sition by Backlogue no. 44/45 (1994) which provided another opportunity to publicise in printed form 
the architectural and intellectual work of Halftime Club members, discussed in previous chapters. 

The Halftime Club was interested in the development of early-career architects and it was a corre-
sponding desire for generational change that provided Transition with much of its critical urgency. It 
is significant that, in the early issues at least, this did not necessitate a radical rejection, as much as a 
subtle repositioning in relation to existing masters and models. Griselda Pollock has described how 
artistic avant-gardes operate in cycles of “reference, deference, and difference” and that being truly 
avant-garde does not necessitate a denunciation of one’s forebears, as much as the construction of new 
positions of difference in a kind of “game-play” and a “calculated career strategy,” always in relation 
to what has gone before.782 Basing her argument on the “series of chess-like moves” undertaken by 
post-impressionists painters in Paris during the 1880s and ‘90s, Pollock has argued for avant-gardism 
in artistic practice as a “framework which generates and contains intense competitiveness, antag-
onism, and ambition under a shared rubric.”783 This kind of gameplay is evidenced by Transition’s 
nostalgic reference to the covers of Architecture Australia.

778. Projects published included those by Peter Harper, Raymond Kenyon, Grant Amon, Simon Thornton, 

McGauran Soon, Julian Cassar, Lindsay Holland, Lindsay Holland and John Kenny, Keith Streams, Mardi 

Butcher, Joanna Nelson, Anna Ely, Anne Butler, Anne Butler with Anna Ely and Eli Giannini, Victor Zarnowski, 

and Grant Marani. See, “In Praise of Buildings: Projects and Practice by Halftime Members,” Transition, no. 

18/19 (1986). 

779. Norman Day, “A Laboratory of Dreams?,” Transition, no. 18/19 (1986): 19.
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782. Pollock, Avant-Garde Gambits, 14.

783. See, Pollock, Avant-Garde Gambits, 14.
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Figure 83. Transition, no. 18/19 (1986) and Transition, no. 44/45 (1994) are the two volumes in which the 
trajectories of the magazine and the Halftime Club intersected most directly.

Figure 84. Two of the more modest projects by Halftime Club members printed in Transition, no. 18/19 
(1986): Grant Amon with Judy Bishop, Study Desk (Top); and, Simon Thornton, Wall Unit (Bottom).



Transition further assisted in bringing about generational change through its egalitarian approach to 
authorship. Opinions were given equal consideration, regardless of a writers' age or experience, the 
result of which was a flattening of professional and academic hierarchies. In the pages of Transition, it 
was possible for a student, or inexperienced graduate, to forward arguments against far more expe-
rienced writers—senior academics, PhDs, and established practising architects were all fair game. 
This egalitarianism can be seen clearly in articles such as “AA and the Jejune June” written by RMIT 
undergraduate student Michael Anderson and published in Transition 4 no. 1 (1984).784 Relying on 
unreferenced sources as diverse as Ludwig Wittgenstein, Georg Wilhelm Friedrich Hegel, Rene Des-
cartes, and Karl Marx to prosecute his argument, this elaborate piece of writing dispatched an army of 
opponents, including established academics (Dr Peter Proudfoot and Dr Terry Purcell); senior prac-
tising architects (Harry Seidler and Philip Cox); and published architectural historians (Philip Drew 
and Conrad Hamann), while also taking aim more broadly at the editorial direction of its benevolent 
cousin, Architecture Australia under the direction of editor Tom Heath. 

Inevitably, defining a position on the basis of age and experience becomes controversial. First, it is 
not in the interests of senior, experienced professionals to give up hard-fought ground to newcomers, 
and second, if the project is successful, the young Turks will themselves become a new ‘old guard.’ If 
a still younger generation aims to participate in this game of generational renewal, they are required 
to claim for themselves their own powerful peripheries, and this too can become a source of conflict. 
When Transition became too thoroughly institutionalised due to its funding relationship with RMIT, 
other magazines—most notably Backlogue—emerged to fill that role for the younger generation.

As a supporter of the magazine’s early development, Corrigan was apparently cognisant of the impor-
tance of colonising sites of difference , ‘outside’ those considered normative, conventional, or officially 
sanctioned. In an article for Architecture Australia in 1972, Corrigan even celebrated unpopularity as 
an indicator of the quality of architectural ideas, borrowing the pithy aphorism: “Don’t worry, men, 
we’re going to pull through this storm of approval,”785 indicating that exclusion or unpopularity are 
actually desirable conditions for architectural production.786 

Women in Architecture and E1027
In his 1984 letter of complaint, Crawford referred to “those outside the establishment” of Australian 
architecture, whom he felt were being neglected by Transition.787 Although he was referring to archi-

784. See, Michael Anderson, “AA and the Jejune June,” Transition 4, no. 1 (1984).

785. Corrigan, “The Venturis,” 65.

786. Used by Corrigan in support of his own celebration of the unpopular ‘otherness’ of the work of Venturi 

and Scott-Brown, its original usage can be traced to Chicago labour organiser Saul Alinsky and an interview 

in Playboy magazine in 1972, the same year as Corrigan’s article. Clearly, the heterogeneity of architectural 

magazine publishing conventions afford actors and their statements a degree of mobility. In this case an 

actor has been pulled from one magazine and dropped in another, enrolled to authenticate and support 

an argument unrelated to the one being made in the first instance. See, “Playboy interview: Saul Alinsky,” 

Playboy, no. March (1972): 60.

787. Crawford, “Wrong Headed,” 43.
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tects whose work had been overlooked by the architectural media, there were other ‘others’ who also 
sought to use the magazine in the pursuit of agendas that had little to do with the establishment of a 
career in architectural practice. Gender politics became especially important in the development of 
Transition's discourse, defining another kind of periphery.

If the Halftime Club emerged to serve the interests of early career architects, to raise their public pro-
file, and to publicise their architectural production, then other clubs emerged to serve other interests. 
One of these was Women in Architecture, also founded in 1979, which aimed to represent the inter-
ests of women, who were at the time severely under-represented within the profession. Membership of 
this club was not limited to practising architects but included academics, historians, and other inter-
ested individuals. Both Burns and Edquist were members, as was Corrigan’s practice partner Maggie 
Edmond.788 Although Women in Architecture did not pursue architectural publishing with the same 
enthusiasm as the Halftime Club did, the trajectory of that group did intersect with Transition on 
occasion. Burns and Edquist’s editorial agenda saw the magazine actively pursuing the relationship 
between feminism and architecture, the most explicit example being the “Women and Architecture” 
special issue of Transition no. 25 (1988) which included contributions from noted theorists including 
Brenda Marshall, and Meaghan Morris,789 as well as articles recovering the work of overlooked Aus-
tralian women architects, and landscape architects.790 Reviews of the design work of promising young 
women—primarily recent RMIT graduates—were also published, with an introduction to the projects 
authored by van Schaik.791

A number of Halftime Club members were also involved with Women in Architecture and it is impor-
tant to recognise the degree to which group membership and affiliation became contested and how 
Transition was used as a site in which group boundaries could be both established and challenged. In 
Transition no. 20 (1987), the page usually reserved for the editorial was instead used for an obituary 
for Anne Butler, an RMIT graduate and early-career architect. The text is significant because of the 
way it emphasised the importance of Butler’s affiliation with the Halftime Club, connecting this to 
her status and value within the architectural community, even claiming that “as the convenor of the 
Halftime Club [Butler is] a particularly severe loss to the profession.”792

Although published without a by-line, a subsequent letter to the editor printed in the following issue 
of Transition no. 21 (1987) clarified the provenance of the earlier text. This letter, signed by Corrigan, 
indicates the perceived importance of group affiliation and shows these relationships as a potential 
source of controversy:

788. Edquist has described senior members, particularly Anne Keddie and Anne Cunningham, as “really 

good mentors.” Edquist, interview by author, February 22, 2016. 

789. Brenda Marshall, “Peter Eisenman’s House X: Or Where a Psychotic Should Live?,” Transition, no. 25 (1988); 

Meaghan Morris, “Australian Mythologies: Sydney Tower,” Transition, no. 25 (1988).

790. Judith McKay, “Early Queensland Women Architects,” Transition, no. 25 (1988); Jane Shepherd, “Early 

Women Landscape Architects: Olive Melior and Emily Gibson,” Transition, no. 25 (1988).
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265.



Dear Transition

In the obituary I wrote in Transition no. 20, May 1987, for Anne Butler, the 
following was deleted: ‘she was not associated with Women in Architecture’ 
[…] 

It struck me as significant. I request that this deletion be made public.

Thank you

Peter Corrigan.793

Even after a tragedy, the position of an individual in relation to different architectural groups was 
still being tested and redefined. In the first text, Butler’s membership of the Halftime Club was made 
explicit, but her failure to enrol herself in Women in Architecture was obscured through an editorial 
act. Corrigan’s subsequent letter aimed to not only correct this omission but to make it explicit as a 
point of contention. The effort expended by Corrigan to claim Butler for the Halftime Club indicates 
that enrolment in certain groups was very important to these individuals. There is also an implication 
that membership of one group, in this case Women in Architecture, might be considered by some as 
inferior, irrelevant, or incommensurate with another.

In 1990, around the same time that Burns and Edquist were under increasing pressure in their po-
sitions as Transition co-editors, another feminist architecture club started with their involvement. 
E1027: Feminist Architecture Collective began as a successor group to Women in Architecture. 
Running for two years—until 1992—it became a way to advocate for the agency of women in “an ex-
tremely male environment.”794 Burns has recalled how E1027 “mimicked the forms of a club, making 
invisible architectural formations visible” and how, in “establishing an urban club with clearly exclu-
sive limits [...members] identified the often, unnamed dimensions of architectural sociability.”795 By 
selecting for their name a reference to Eileen Gray’s E-1027 Villa—which had been incorrectly and 
canonically attributed to Le Corbusier—the club signalled their interest in the recovery of neglected 
or overlooked women in architecture.796 In July 1992, E1027 held an exhibition of works by members, 
at a small gallery at 200 Gertrude Street, Fitzroy. This exhibition, Insight Out, also saw the exhibition 
of artistic production in public spaces outside of gallery on the streets of Fitzroy, an activity contrived 
as a form of public activism and an attempt to shape a “different community through architectural 
intervention (Figure 86).”797 

793. Peter Corrigan, letter in Transition, no. 21 (1986): 65.

794. Edquist, interview by author, February 22, 2016.
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Figure 85. Obituary for Anne Butler in 
place of editorial in Transition no. 20 
(1987).



Burns has described the “homosociality” of Melbourne’s architectural culture of the time—a condition 
that can be considered in gendered terms and to which the formation of both Women in Architecture 
and E1027 can be considered a kind of challenge. In positioning Transition as a vehicle for feminist 
discourse and particularly through the introduction of authors such as Morris, Marshall, and Grosz, 
the magazine began to delineate another kind of position of difference, one very different from that 
intended by the first editors, who sought to challenge the hegemony of Sydney-based commercial 
practices and promote their own small offices in Melbourne.

Feminist discourse also found visual representation in the graphic design of the magazine. The cover 
designed by Cass for Transition no. 25 (1988) is perhaps the clearest example of graphic design used 
to amplify textual content in pursuit of a feminist agenda, the abstract graphic pattern used for the 
cover art is of that issue derived from an artwork by Barbara Kruger printed on the inside rear cover. 
A portion of Kruger’s We Don't Need Another Hero (1986) has been blown up and the half-tone pat-
tern made visible under extreme magnification (Figure 87). That cover was intended to be read as an 
“optical illusion”—the “red and green superimposed on each other” so as to have a stereoscopic effect 
making the images “jump in and out” of the page. 798 This was a way of demonstrating visually that the 
equitable involvement of women in of architecture was still “an illusion” at that time.799 By connect-
ing this cover back to Kruger’s We Don’t Need another Hero, this graphic pattern became was used as 
a thinly-veiled protest against the popular notion of the heroic, male architect as the sole author of 
architecture.

Student Associations
The RMIT Architectural Students Association was started by Cass along with “eight or ten”800 other 
students in the early 1980’s. It aimed to expose undergraduates to the work of those practising archi-
tects who had been employed to teach at the university. While students might see a “finished projects" 
published in professional magazines such as Architect, or Architecture Australia801 they otherwise had 
little access to the working drawings, presentation drawings, or design philosophy of the practitioners 
who had been employed to instruct them. Like the Halftime Club, E-1027, and Women in Architec-
ture, the Architectural Student Association was responsible for a number of activities that might be 
considered in terms of their social and material performativity, it also served to renegotiate profes-
sional and pedagogical hierarchies. According to Cass this club “tried to broaden [student] exposure 
to practising architects […] by organising events” including exhibitions, lectures, and site visits to 
buildings designed by local architects. One of their first events was an exhibition of the work of several 
architects employed to teach design at RMIT. The idea of this was that “students could see more of 
their work,” and the beneficiaries of this publicity in this instance included Corrigan and Elliott.802 
As well as giving these individuals publicity, the result was also an inversion of traditional 

798. Cass, interview by author, 2016. Interview

799. Cass, interview by author, 2016. Interview

800. According to Cass, other Transition affiliates, including Morgan, and O’Connor, also became involved 

with the Architectural Student Association. Cass, interview by author, 2016.

801. Cass, interview by author, 2016.

802. Cass, interview by author, 2016.
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Figure 86. Exhibits from the Insight Out exhibition held at 200 Gertrude 
Street, Fitzroy, (1992).
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Figure 87. Women and Architecture issue of Transition no. 25 (1988) with sampling 
of half-tone screen pattern from Kruger’s artwork: Front cover (Left); Editorial spread 
(Centre); rear-inside cover (Right).



teacher/student relationships and a corresponding increase in the agency of architecture stu-
dents who began to take control of the direction of their own architectural education.

Other groups pursued still other interests and some of these also had links to Transition. For instance, 
before his involvement with RMIT Publishing and Transition, Gionfriddo was a member of the group, 
City Heritage Watch, which he describes as an attempt by “ratbag undergraduate architects” to “cause 
trouble with the local development crowd.”803 Gionfriddo and his colleagues also took advantage of 
forms of media-text production in pursuit of their aims. As a former "copy-boy" at the Melbourne 
newspaper The Age, Gionfriddo especially, used his experience in print publishing to co-edit and 
produce the newssheet Real City, which was used to distribute a voice of protest against what they 
perceived as over development in the Melbourne city (Figure 88).

The John Dory Club
As discussed previously, prior to the publication of Transition by Backlogue no. 44/45 (1994) and 
Brew’s appointment as editor, several individuals connected to Transition, Halftime, and/or RMIT 
were in Perth teaching at UWA. Brew, Markham, McDougall, and Hocking each had editorial roles 
with Transition at one time or another, and all were all employed at the UWA School of Architecture 
in the early 1990s. Also teaching in Perth in the early 1990s were Halftime Club members Howard 
Raggatt and Des Smith. It is worth noting the formation of an architectural club in Perth with a re-
semblance to the Halftime Club.

The John Dory Club was founded in 1994 by UWA architecture students Emma Jackson, Shane 
Braddock, Lee Syminton, Meaghan Nordeck, Sophie Giles, and Felicity Beck. Halftime Club member, 
Smith, was an influential figure who encouraged these students to set up their own West Coast equiv-
alent of the Melbourne club of which he was a devoted member. He even lent the club’s founders his 
copies of Halftime Club meeting minutes which he had brought with him to Perth as a template for 
their own discourse.804 

The John Dory Club was generally enthusiastic about the architecture emanating from Melbourne, 
and had a particular interest in the work of both Edmond and Corrigan, and ARM.805 Transition had 
been an important source for these students throughout their architectural education and John Dory 
Club meetings were occasionally used to repay this debt by hosting visiting editorial staff—includ-
ing Corrigan and McDougall—at club meetings.806 Several John Dory Club members later followed 

803. Gionfriddo, interview by author, March 1, 2016.

804. Giles, interview by author, October 4, 2016.

805. The club’s first meeting in May 1994 was billed as a discussion on Edmond and Corrigan’s Building 8 at 

RMIT. John Dory Club, John Dory Club archival material, Personal Collection

806. Events included a “Dinner with Peter Corrigan,” 1994; “Drinks with Ian McDougall (of ARM),” 1996; and, 

“Dinner with Howard Raggatt (of ARM),” 1997. See, John Dory Club, John Dory Club archival material, Per-

sonal Collection
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Figure 88. Real City newssheet, published by the 
group City Heritage Watch.



their instructors back to Melbourne where they also became active producers of architectural media, 
including Transition.807

The John Dory Club aimed to develop for Western Australian architecture students, a self-reflexive 
style of discourse, similar to that established by the Halftime Club in Melbourne. Their first meeting 
was held in a lecture room at UWA in 1994, but they soon moved off-campus and over the next six 
years—ending in 2000—held meetings in pub and hotel venues around Perth’s CBD and inner sub-
urbs. McDougall, Munday, Marani, and Raggatt had been important in setting the agenda for Half-
time Club meetings in Melbourne; Simon Anderson was a locally authoritative figure that many John 
Dory club members looked to set the tone of their developing critical discourse.808 Anderson had also 
been active in architectural publishing, both as editor of the WA Architect journal between 1987 and 
1994,809 and a regular contributor to other architectural publications. He taught a design-studio with 
McDougall and Raggatt at UWA in 1992810 and has authored articles reviewing the work of ARM and 
other Melbourne architects.811 

While there are some obvious similarities between the Halftime Club and the John Dory Club, there 
are also clear differences in the way the respective groups engaged with architectural publishing and 
text production. It is this which makes the John Dory Club an instructive counter-example. The Half-
time Club became, almost immediately, preoccupied with ways to amplify the voices of its members 
through various forms of media-text production: magazines, a newspaper column, and radio public-
ity, were all pursued as ways of furthering the group’s aims and raising its profile. For the members 
of the John Dory Club, the relationship with the media was more circumspect. The club founders 
recognised that for their group’s discourse to have any kind of durability it would need to be recorded, 
and Giles and Syminton scrupulously compiled and circulated the club’s meeting minutes throughout 
the six years of its operation, however these were intended only for internal circulation. There was no 
magazine or broadsheet associated with the Western Australians and their discourse and extending 
debate beyond the immediate context of the club itself was never an aim of this group.812 Publicity, or 

807. Melinda Payne and Emma Jackson, were both members of the John Dory Club. Edited and amend-

ed versions of their writing were subsequently published in Transition. See, Payne, “Reading the Journal.”; 

Emma Jackson, “Cities of Passion in the Suburbs,” Transition, no. 49/50 (1996). Club members Emily Murray, 

Stuart Harrison, and Anna Bradbury Little, left Perth for Melbourne and worked as production staff for Tran-

sition no. 57/58 (1997).

808. Giles, interview by author, October 4, 2016.

809. The Architect, is the official journal of the RAIA, WA Chapter. Until 1992, Anderson was co-editor with 

Peter Moran.

810. See, “Of Habitual Cacophony,” in A Catalogue of Ten Studios + One, Semester Two 1992, ed. Simon Ander-

son and Bill Busfield (Nedlands: UWA, 1992). Exhibition Catalogue.

811. Anderson’s articles on ARM include a review of their 1994 competition proposal for the Museum of 

Victoria published during Brew’s editorship. See, Simon Anderson, “ARM Scabrous Architecture,” Transition, 

no. 46 (1994).

812. Giles, interview by author, October 4, 2016.
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Figure 89. John Dory club 
archive of meeting minutes 
(Top and Centre); and, 
membership card (Bottom).



at least discourse inscribed and circulated in media texts, was clearly a preoccupation of one of these 
groups; private, exclusive and internalised debate, the aim of the other.

Why Form a Club? 
The passages above have described a subset of the architectural clubs and groups in Australian ar-
chitecture from the late 1970s into the late 1990s. Its focus has primarily been on clubs founded in 
Melbourne during that period with some connection to Transition. The Western Australia John Dory 
Club has been taken as a useful counter-example—a group which did not take advantage of the pos-
sibilities of media formats to prosecute its agendas and increase its durability, and therefore did not 
have the same kind of longevity or impact as its East Coast counterpart.

There were a range of motivations behind club formation, some of which are relevant to this discus-
sion. Two documents from the archives of the Halftime Club, respectively entitled “1/2 Time Purpos-
es,” and “1/2 Time Membership Incentives,” are reproduced in Figure 91 and Figure 92 respectively. 
These texts provide a valuable insight into how club members perceived the group and its aims, and 
articulate unselfconsciously what being associated with this club might be expected to ‘offer’ a young 
architect. Although undated and unsigned, the position of these documents in relation to other archi-
val material indicates that they originate from between 1987 and ’89, roughly ten years after the club's 
formation.

According to these documents the Halftime Club had, by the late 1980s, developed into a “respect-
ed institution” so much so that it had become “a focus of the Melbourne architectural subculture.” 
This status had turned it into a “pressure group” with an authoritative voice that made it a legitimate 
alternative to the RAIA. As an “organiser of exhibitions, publications, competitions, debates [and] 
lecture[s];” it also provided a “vehicle for design architects to publicise their work.”813 The list of “1/2 
Time Membership Incentives” articulates how a young architect might benefit from association with 
such an influential group, with a number of ‘offers’ listed for potential members. 

It was proposed that being a Halftime Club member might present a young architect with at least the 
following incentives:

1) Financial benefits through “discounts;”

2) Access to building projects through “[s]ite visits;”

3) “Fame” and an associated “ego boost;” 

4) An “entrée to an inner circle” which also defined an “elite;”

4) A “place in history;”

5) “Publicity” through periodicals, with Transition and Pataphysics been given special mention;

6) “Power to influence public opinion;” and perhaps most importantly,

813. 1/2 Time Purpose, Halftime Club Collection, RMIT Design Archive
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Figure 90. Copy of Transition 2, no. 1 (1981) now in the 
personal collection of a Western Australian architecture 
academic and former John Dory Club member.



7) Membership of an “institution” associated with prestige, making this “something to belong to if you 
are anyone [important].”814

Offers of discounts and access to building sites are perhaps self-explanatory, appealing to the pecuni-
ary and professional interests of students and young architects. Offers of fame, power, publicity, and 
membership of an elite inner-circle are worthy of further consideration. These should be considered 
in relation to the aforementioned attempts to develop the group's exclusivity, and the tendency for 
these young architects to operate from peripheral positions of difference. 

Exclusivity is an important consideration here, as it relates to the ways in which groups are delineated 
by their members. An important condition of Latour's performative definition of groups, is that they 
need “recruiting officers” who work to define them: according to Latour, there is always some actor 
speaking on a behalf of a group and delineating its boundaries, “defining who they are, what they 
should be [and] what they have been.”815 This holds true for architectural clubs and groups. The list 
of “1/2 Time Purposes” should be considered as an instrument of group delineation. Because groups 
are performative and not ostensive, maintaining a group requires the constant making and remaking 
of alliances and ties, and groups therefore exist through a system of inclusion and exclusion. Group 
formation is therefore an inherently political act. 

This system of inclusion and exclusion involves the definition of “anti-groups” which are necessarily 
“designated as being empty, archaic, dangerous [and] obsolete,” meaning that it “is always by compari-
son with other competing ties” that a relationship is defined.816 Corrigan, in his obituary for Butler and 
subsequent letter, was clearly acting as a kind of spokesperson, using Transition to publicly demarcate 
the boundaries of the Halftime Club and to define it in comparison with Women in Architecture.

814. 1/2 Time Membership Incentives, Halftime Club Collection, RMIT Design Archive

815. Latour, Reassembling the Social, 30-34.

816. Latour, Reassembling the Social, 30-34.
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Figure 91. Archival material recording the perceived incentives of Halftime Club membership.
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Figure 92. Archival material recording the perceived purpose of the Halftime Club.
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Exhibition spaces: events, conferences, and lectures 

Also important within the constellation that made up Transition’s cloud of things were the exhibitions, 
conferences, and lectures which occurred in Melbourne during the 1980s and ‘90s. A number of small 
art galleries in and around Melbourne’s CBD certainly afforded the opportunity for students, gradu-
ates, and emerging architects to exhibit architectural projects as a form of artistic production—in the 
network diagram these have been labelled “Exhibition Spaces” Exhibits were not limited to rep-
resentations of built work but extended to speculative projects—so-called ‘paper-architecture’—mean-
ing that practitioners were able to publicise themselves and their ideas even prior to actually having 
built anything.817 Conferences and lectures gave touring academics and practitioners a platform for 
their ideas, introducing international design theories into an Australian context and bringing them 
within the purview of Transition and its groups of producers.

Four Exhibitions
Particularly significant to this discussion is the series of four exhibitions held between 1979 and ‘86 
which featured work by individuals who would go on to be involved with Halftime Club and/or Tran-
sition. Each of these exhibitions attempted to interrogate the relationship between architecture and the 
visual arts, and each was subsequently inscribed in the magazine, offering them both (semi)perma-
nence, and distributability.

The first in this series was the exhibition Four Melbourne Architects held at the Powell Street Gallery 
in South Yarra in September 1979, which included work by Corrigan, Day, Crone, and Burgess. The 
exhibition was reviewed by three separate authors in Transition 1, no. 2 (1979) with journalist Peake, 
historian Drew, and RMIT architecture student Anderson each proffering an interpretation of the 
work from a different authorial perspective. The comparison between the four local architects and 
the so-called ‘New York Five’—Peter Eisenman, Michael Graves, Charles Gwathmey, Richard Meier, 
and John Hejduk—was made explicit with a teaser at the end of the article which enticed readers to 
purchase the next issue for its “detailed analysis of the work of the Melbourne Four.”818 This exhibition 
set the tone for forays by architects into the art gallery and a precedent for Transition’s use of multiple 
reviewers to bring a variety of critical interpretations and an array of analytical frameworks to exhibit-
ed work.

817. This is consistent with Colomina’s assertion that the media constructions of avant-garde artistic practi-

tioners have “often preceded the artistic product itself.” See, Colomina, “Introduction: On Architecture,” 15.

818. Peake, Drew, and Anderson, “An Exhibition by Four Melbourne Architects: Three Reviews,” 14. 

For Colin Rowe’s introduction to the New York Five see, Rowe, “Introduction to Five Architects,” 72-85.

Exhibition Spaces
[Events, Conferences, and Lectures]

1/2 Time
[Clubs, Groups, and Associations]

Educational Institutions

Transition
[Text production]
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The exhibition, Architecture as Idea, was held five years later (1984) in the RMIT Gallery. Organised 
by three former RMIT students, who were also partners in the emerging practice BiltModerne—Dael 
Evans, Roger Wood, and Randal Marsh—the work exhibited in Architecture as Idea was also made 
durable by Transition. In three reviews—this time by Anderson, Corrigan, and Halik819—the magazine 
was again able to publicise the work of emerging designers, including many with a connection to the 
Halftime Club and/or Transition.820 The New Classicism?, described in the introduction to this thesis, 
was held at the Monash University Gallery in 1986, two years after Architecture as Idea. It featured 
work by many Halftime Club regulars, with Stephen O’Connor, Alex Selenitsch, Norman Day, Su-
zanne Dance, Francesco Timpano, Anne Butler, Ivan Rijavec, Ian McDougall, and Howard Raggatt all 
featuring. That exhibition was also multiply-reviewed in Transition no. 20 (1986).821 

The most direct intersection of this series of exhibitions and the magazine object came with the pub-
lication of the Artists and Architects ‘86 exhibition catalogue, released as a special issue of Transition 
no. 17 (1986).822 Held at the Ewing and George Paton Galleries in the Student Union of the Univer-
sity of Melbourne, this exhibition set architects and artists in collaborative partnerships. Curated by 
Val Austin, it included work produced by the architect/artist pairings: Howard Raggatt and Howard 
Arkley; John Nixon and Ian McDougall; Roger Kemp and Peter Corrigan; Tony Clark and Ivan 
Rijavec; Julie Brown-Rrap and Norman Day (Figure 93). The exhibition was reviewed by Edquist in 
what was her first contribution to the magazine before she was approached by Corrigan for the editor-
ship.823

Other exhibitions were associated with Transition and its producers over the period of its publication. 
A Salon des Refusés style exhibition, organised to celebrate the non-premiated entries to the Museum 
of Victoria design competition in 1996 is one example. This was another way of celebrating difference 
and diverting publicity away from official winners and toward the overlooked 'others.' According to 
one interviewee, the competition organisers had decided to publish only the winning entries them-
selves, and therefore, an exhibition was organised for work not officially rewarded by the competition. 
Because the organisers retained rights to the entries, and as an indication of the politics involved in 

819. Michael Anderson, “Architecture as Idea. Architecture as Chaos. Architecture as Art,” Transition 3, no. 

03/04 (1984); Peter Corrigan, “The Gatekeepers,” Transition 3, no. 03/04 (1984); Halik, “Architecture As Idea.”

820. Work photographed for the review article included projects by, BiltModerne; Robinson Chen; Des 

Smith; Greg Burgess; John Davey; Jennifer Hocking; P.D.C.M; Shane Murray; Michael Trudgeon; Norman Day; 

Keith Streames; Steven Whitford; Ivan Rijavec; Ian McDougall; Borland and Brown; Georg Domes; Howard 

Raggatt; Alan Powell; Peter Crone; Corbett and Cameron Lyon; Alex Selenitsch; Andrew Hutson; Peter Russ 

and Julian Cassar; Nicholas Gioia; Michael Markham; and, Peter Corrigan and Maggie Edmond. See, Ander-

son, “Architecture As Idea. Architecture As Chaos. Architecture As Art.”; Corrigan, “The Gatekeepers.”; Halik, 

“Architecture As Idea.”

821. Beck, “Exhibition review: New Classicism?.”; Michael Anderson, “New Classicism?,” Transition, no. 20 

(1986). For a more detailed discussion of this event refer to Chapter 1.1.

822. front matter in Transition, no. 17 (1986).

823. Edquist, “Artist and Architect.”
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Figure 93. Work by architect/artist pairings published in Transition no. 17 (1986). 
Peter Corrigan and Roger Kemp (Top); Ian McDougall and John Nixon (Bottom).



even a small event such as this, the police were called and arrived to break up the event.824 Much of 
this work eventually found its way into the special salon des refusés edition of Transition no. 46 (1994), 
considered later in this chapter.

Another example of the confluence of publishing and performance was the exhibition of submitted 
entries for the First Transition Design Competition, held at the Australian Centre for Contemporary 
Art (ACCA) in April 1994. This exhibition was also subject to multiple instances of publicity and dis-
cussion in Transition: First, with a notice advertising the upcoming forum interleaved inside the cover 
of Transition no. 33 (1990); second, the competition was reviewed and selected entries reproduced in 
Transition no. 34 (1991) with an introduction by judge, van Schaik;825 and finally, London’s account of 
the forum and his critical response to the entries was published in Transition no. 35 (1991).826 Tran-
sition, therefore, was able to generate both content and commentary, within a single framework of 
production and publicity. 

These exhibitions all involved forms of text production. The events listed above were each reviewed 
in Transition, thus granting ephemeral events durability and longevity and making them available to 
scholarly research. Their publication facilitated discussion within Transition about the relationship 
between architecture and the visual arts, particularly whether architecture should be considered a 
form of art practice, or a social project. For most of these events, Transition is the only extant record. 
The magazine was responsible for translating speculative exhibits into coarse black and white images, 
accompanied by the sometimes strident opinions of enthusiastic reviewers. The egalitarianism of the 
magazine made it possible for students to publicly criticise university teaching staff, further destabi-
lising professional and pedagogic hierarchies. Anderson’s review of RMIT instructor Burgess' exhibit 
at Four Melbourne Architects is a fine example of this, in which he writes: “I find it abominably preten-
tious to assume anyone else could be interested in a personal transcendence of normality, especially 
to the extent exhibited here. Kitsch excursions into the astral planes of infinite and cosmic hypercon-
sciousness such as this are the bane of RMIT architecture.”827

In her 1984 ethnography of architectural practices, Blau describes architecture as “greedy in its juris-
dictional demands,”828 which she regards as unsurprising given that historically “architecture in some 
measure is art […] and in some measure is applied science.”829 Contemporary authors would seem 
to agree with Blau’s assessment and have also recognised the role of the architectural media in delin-

824. Brew, interview by author, February 23 2016.

825. Leon van Schaik, “’Companion City’ Competition: Judge’s Report,” Transition, no. 34 (1991); “Selected 

Entrants’ Work,” Transition, no. 34 (1991).

826. Geoffrey London, “’Companion City’ Forum at the Australian Centre for Contemporary Art,” Transition, 

no. 35 (1991).

827. Peake, Drew, and Anderson, “An Exhibition by Four Melbourne Architects: Three Reviews,” 14.

828. Judith R. Blau, Architects and Firms: A Sociological Perspective on Architectural Practice (Cambridge, Mass: 

M.I.T. Press, 1984), 7.

829. Blau, Architects and Firms, 7.
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Figure 94. Unfolded front cover to Transition no. 17 (1986), the special issue used as a catalogue of the Artists 
and Architects ‘86 exhibition. 

Figure 95. George Paton Gallery, interior.



eating disciplinary boundaries. Seligmann, for instance, has described the ANY conferences, with 
their attendant ANY publications, as a “barometer of premillennial preoccupations with disciplinary 
relations,” and which offer “insights into operative strategies for negotiating disciplinarity and lessons 
that can inform evolving approaches to the discipline and culture of architecture.”830 Former editor 
of Assemblage, K. Michael Hays, has described how that publication and its predecessor Oppositions, 
were participants in a single project: the first establishing a domain of disciplinary autonomy for ar-
chitecture; and the second, challenging these boundaries by “fold[ing] architecture into constructions 
of themes that were never part of Oppositions repertoire—subjectivity and gender, power and proper-
ty, geopolitics, and others.831 Crysler has similarly recognised projects of interdisciplinary “transcod-
ing” in the texts published in Assemblage, the result of which was the translation of ideas and concepts 
from other disciplines into architecture’s domain of interest.832 According to Crysler, publication “was 
more than an intellectual project concerned with disrupting the fixed assumptions and practices of 
modernist criticism. It was also an active participant in the creation of intellectual territories.”833 

In Australian architecture, Transition might be considered in similar terms—a centre through which 
projects of disciplinary construction and translation were carried out through both written and visual 
texts. In this context though, these operations were complicated by the desire of its contributors to 
assert local provenance for their theoretical ideas and design philosophies. The magazine was able to 
be different things to different people and be used for entirely different ends, and this is in itself signif-
icant. Because it existed at the “intersection of the professional, amateur, lay and academic worlds,” it 
might even be considered an example of what Star, terms a “boundary object.”834 Various individuals 
also used Transition in their attempts to establish, test, as well as to disrupt, architecture’s traditional 
disciplinary boundaries and the casting of architectural production as art was part of this practice. 

Transition was used to challenge architecture’s disciplinary boundaries through recasting architec-
ture in terms that made it commensurable with the visual arts. Bringing architecture into the gallery 
provided a way to associate architecture with the autonomy reserved for modern art and to describe 
it with discourses that had little to do with either capitalist speculative development, or the socially 
ameliorative project of the European modern movement. In line with Hays' assessment of Opposi-
tions, writers used Transition to assist them in the demarcations of an autonomous field for Austral-
ian architecture, while at the same time finding ever new ways of challenging these boundaries. The 
written reviews that were published were important because they took a textual genre associated with 
art criticism and applied it to architecture. This accords with Schwarzer's recognition, previously cited, 
of the ways in which Oppositions and Assemblage were used to renegotiate the relationship between 
forms and genres of architectural writing: criticism, historiography, and theory. It is also worth noting 

830. Seligmann, “(M)ANY Disciplinary Approaches,” 70.

831. K. Michael Hays, “The Oppositions of Autonomy and History,” in Oppositions Reader: Selected Readings 

from a Journal for Ideas and Criticism in Architecture, 1973-1984, ed. K. Michael Hays (New York: Princeton 

Architectural Press, 1998), xiv. 

832. Crysler, Writing Spaces, 3, 195-96.

833. Crysler, Writing Spaces, 195.

834. Star and Griesemer, “Institutional Ecology,” 391-93.
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Figure 96. Companion City Forum advertising leaflet, interleaved into the inside-
front-cover of Transition no. 33 (1990) for distribution to subscribers.



the myriad personal and professional connections between Assemblage, ANY and Oppositions and the 
IAUS in New York, which McLeod has recognised as an “international exchange centre,” and a global-
ly significant institution in the spread of architectural ideas during the period.835

Reference to visual artists in the graphic style of the magazine was another way of associating with 
artistic practice. Kruger, who had been an influence on the graphic design of Cass and Bird also 
proved important to van den Enden and his colleagues, who were “inspired by her work when doing 
the layouts.”836 Another visual artist, Stephen Bram, also provided prompts. Bram’s work had first been 
published by editor Morgan in Transition no. 39 (1992),837 and was again reviewed by van Schaik in 
Transition no. 52/53 (1996) in an article which explained why architects might be attracted to Bram’s 
work, and clarified his relationship to the architecture program at RMIT as simultaneously personal, 
technological, and spatial. According to van Schaik:

Stephen Bram is an artist whose work has come to mean a great deal to ar-
chitects. I first encountered Stephen’s world when I was approached to allow 
him access to our computers at RMIT for a joint investigation with David 
Morrison. The results of this collaboration are now on permanent display in 
Building 8 on Level 8, and there you can see what appears to be a virtuoso 
investigation into space.838

The magazine’s design, including aspects of its typography, layout, and material form also played a 
part in disciplinary positioning. In one example, the modified Letraset ‘Compacta’ logotype, retained 
by Burns and Edquist’s design team, became the subject of typographic word play. For the rear cover 
of Transition no. 32 (1990), the characters were printed in reverse order. With the addition of an apos-
trophe, the logotype thus modified into a simple sentence “No it isn Art,” indicating a commitment by 
this editorial team to the social and political potential of architecture beyond its aesthetic value.839

Conferences, too, provided material for Transition. The event with the most historical significance 
being the 1989, Robin Boyd and Australian Architectural Criticism: A Reassessment, held in conjunc-
tion with the exhibition Robin Boyd: The Architect as Critic at the Latrobe Library, Melbourne. These 
two events resulted in the massive, 309-page, volume of Transition no. 38 (1992) dedicated entirely to 
Boyd, and also the final volume released by Burns and Edquist (Figure 97; Figure 98; Figure 99). Boyd 
was of particular interest to Transition's producers, primarily because he represented in the single in-
dividual the practising architect, critic, prolific author, and social commentator, thus epitomising the 
idea that architecture, and in particular architectural writing, might have an expansive role and had 

835. McLeod, “Architecture and Politics,” 44.

836. van den Enden, interview by author, February 29, 2016.

837. Stephen Bram and David Morrison, “Computer Aided Drawing,” Transition, no. 39 (1992).

838. van Schaik, “Stephen Bram,” 74.

839. Cass, interview by author, 2016.
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the potential to be socially and politically transformative.840 In van Schaik’s review of Transition’s first 
ten years, he drew a connection between the publishing activities of Boyd and Transition, arguing that 
founding the magazine in 1979 “ended a decade of uncharacteristic silence in Melbourne, a silence 
seemingly brought on by the death of Robin Boyd."841 

Writing on Architecture: Appropriation, Translation, and Mediation.
Recycling unwanted material was not just limited to unsuccessful competition designs. Written texts 
published elsewhere were often recycled in Transition. The first issue, for instance, was made up 
largely from material that had been either published or presented in another form.842 Talks given at 
Halftime Club meetings were edited into magazine texts, and in some cases articles which the editors 
felt to be important to local discourse were taken from other periodicals and re-presented in a new 
context. The recycling of texts was partially a function of the difficulty of sourcing material for the 
magazine—McDougall recalls some difficulty in “coercing articles from wary authors across the coun-
try”843—and partly a matter of transferring arguments and ideas from other contexts into architectural 
discourse, allowing for their re-evaluation and translation into architecture.

A number of other papers presented at conferences were afterwards inscribed in Transition. In at least 
one instance, touched on in Chapter 1.1, this occurred without the knowledge of the author. It was the 
reproduction of Fung’s essay “The Sydney School” in 1985 by editors Halik and Morgan, that prompt-
ed Fung to claim “piracy.”844 The response from the editors indicated that this paper, originally pre-
sented at a conference of the Society of Architectural Historians, Australia and New Zealand (1985), 
seems to have developed a life of its own as it “arrived in the mail unsolicited and, since it required 
almost no editing we did not contact you believeing [sic.] that it has been sent by you for inclusion in 
our magazine.”845

As shown in Chapter 2.1, the nature and purpose of architectural writing itself became controver-
sial. McDougall claims that in starting Transition, he and his colleagues were attempting to develop 
a language which they could use for “talking about our work in Australia”846 In their first “Editorial” 
they even claimed that the development of architecture in Australia had been “retarded” because their 
predecessors had been reticent to talk or write about their work with “much candour or profundity” 

840. “Editorial,” Transition, no. 38 (1992): 10.

841. van Schaik, “Ten Years of Transition in Review,” 29

842. On the Architecture Australia notice which welcomed the release of Transition: “’Philip Drew’s “Manner-

ism in Contemporary Architecture’ appeared in the June issue of A+U and Jeff Turnbull’s ‘Morality and the 

architecture of Charles Moore’ was first delivered as a paper to the Art Association of Australia Conference in 

Melbourne 1978.” See, Section AA, in Architecture Australia 68, no. 5 (1979): 24.

843. McDougall, “Making a Culture,” 647.

844. Fung, “The ‘Sydney School?’”; Fung, “Act of Piracy,” 47.

845. Editors, “Act of Piracy,” Transition 4, no. 4 (1986).

846. McDougall, interview by author, February 26, 2016.
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Figure 97. Announcement and call for papers for 
the “Transition Tenth Anniversary Conference” 
focusing on the work and writing of Robin Boyd.
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Figure 98. Robin Boyd: The 
Architect as Critic, Latrobe Library, 
Melbourne, 1989, cover of 
exhibition catalogue.

Figure 99. Front cover of Transition 
no. 38—a special issue which 
brought the material presented 
at the conference Robin Boyd and 
Australian Architectural Criticism 
(1989) to a broader readership.
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and this failed to meet their professional obligation to a younger generation.847 Developing a new, 
authentically Australian discourse on architecture, therefore, required first establishing writing as a 
serious vocation for architects and providing a medium for expanding the pool of architectural writers 
in Australia. 

Attempts to frame writing as a legitimate vocation for architects began with the “Editorial” to Tran-
sition 1, no. 1 (1979). It is interesting that, despite being “architectural graduates,” the editors still 
claimed that written texts, rather than visual representation should be the magazine’s principal mode 
of discourse. 848 The selection of the selling-line ‘Discourse on Architecture’ was itself important, and 
its graphic and typographic presentation significant. The textual relationship between the logotype 
and the selling-line in the early issues—consolidated through compositional grouping, use of similar 
typographic style, and coloured ink—suggests they should be read as a single statement: “Transition 
[is a] Discourse on Architecture.”

Architects who were also prolific writers—Robert Venturi, Charles Moore, Rem Koolhaas, Aldo Rossi, 
and Stanley Tigerman—provided important models. Boyd, and to a lesser extent Corrigan, and Day, 
provided local exemplars of architects who had been able to publicise themselves and their practices 
through both design and writing. These figures thus provided a precedent which a younger generation 
of architect/authors might emulate.

Morgan’s editorship during the mid-1990s in particular, was characterised by attempts to foster a pro-
ductive relationship between textual and architectural production. Influenced by theoretical sources 
including Deleuze and Virillio, Morgan produced, sought out, and published texts that interrogated 
the capabilities of theory to support architectural production.849 It was of course, precisely the stance 
toward architectural writing which had put Morgan at odds with his co-editor Halik in the mid-1980s.

The generations of architects emerging from the Halftime Club were also enthusiastic, though not 
always careful, in the way they appropriated theoretical sources in their writing. The salon des refuses 
Museum of Victoria Competition special issue of Transition no. 46 (1994) for example, represents a 
heady mix of theoretical referents, appropriated for the interpretation of architectural projects of their 
peers. The reviews and exegeses of proposals by Edmond and Corrigan with Daniel Libeskind; Ashton 
Raggatt McDougall; Williams Boag Ramus Alsop; Ivan Rijavec Architects; and Field Consultants with 
McConnell Smith and Johnson, constitute an arresting mix of computer-generated imagery, ebullient 
theorising, and a broad sampling of ideas. Michael Ostwald’s review of the scheme by the Boothroyd/
Larianoff/Mitsogianni partnership for Joyce Nankivell, is perhaps the best example. In just a few mag-
azine columns, Ostwald draws in Foucault, Borges, Deleuze and Guattari, Virilio, Chaos Theory, and 

847. “Editorial,” Transition 1, no. 1 (1979): 3.

848. “Editorial,” Transition 1, no. 1 (1979): 3.

849. See for instance: Carey Lyon, “An-other City for a Thin World,” Transition, no. 40 (1993); Michael Sorkin, 

“Building Code for an Imaginary City,” Transition, no. 39 (1992); Raggatt, “A Zone of the Blur.”
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Figure 100. Illustrations by Ivan Rijavec of visiting 
international architects: Michael Graves (Top); Rem 
Koolhaas (Middle); and, George Baird (Bottom).



Lacan—mapping this complex reading onto the accompanying views of the project: a series of com-
puter-generated plans, sections, elevations, and perspective drawings.850

Although the recovery of overlooked, ‘fringe’ narratives, foregrounding otherness, and establishment 
of Australian identity were in many ways common projects, some of Transition’s contributors re-
mained unimpressed with productive instrumental theorising, and operative historiographies, believ-
ing that the role of the architectural text should be critical reflection and analysis, not speculation and 
construction. Some academics especially, expressed concern about the implications of practitioners 
engaging in their own projects of productive writing, questioning their impartiality. Joan Kerr’s, “Why 
architects should not write architectural history,” published in Transition 4 no. 1 (1984) is the most 
explicit argument for a separation between critical reflection and productive instrumentality in archi-
tectural texts.851 In the article, based on a talk given to the inaugural meeting of the Society of Archi-
tectural Historians in Adelaide (1984), Kerr argued that there was a “dearth of architectural historians 
in this country [Australia] who are not architects” while also contending that any history written by 
architects would suffer from the “obvious premise that practitioners in any discipline are least capable 
[…of producing] a dispassionate view of their own subject.”852 Kerr listed a series of deficiencies in 
architectural writing authored by architects:

1. Architects put creativity before context.

2. They borrow theoretical models from overseas because they do not realize 
that Australia is not the same.

3. They believe that what you see is all there is.

4. They think facts are better than theory.

5. They add up parts and think they have a whole.

6. They think it is worthwhile and possible to recreate originals untouched 
by time.

7. They prefer to isolate a moment rather than understand a process.

8. They think that good and bad should not be interchangeable but eternally 
valid.853

International Speakers and their Influence
The discussion of the various clubs in this chapter has noted that club meetings provided venues 
for touring architects to reach a Melbourne audience. The Architecture International Speakers Series, 
funded jointly by the RAIA and the Australia Council for the Arts, was also responsible for bringing 

850. See, Michael Ostwald, “Chaos and Memory: Three Paths Around Joyce Nankivell’s Museum,” Transition, 

no. 46 (1994): 64-68.

851. Joan Kerr, “Why Architects Should Not Write Architectural History,” Transition 4, no. 1 (1984): 26.

852. Kerr, “Why Architects,” 26.

853. Kerr, “Why Architects,” 28.
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many high-profile visiting architects to Australia, first to Sydney and later Melbourne.854 Beginning in 
1982, the International Speakers Series extended to include a Melbourne leg, and many international 
visitors subsequently either visited RMIT and/or were interviewed in Transition.855 The tradition of 
interviewing high-profile touring architects had been begun following the Pleasures of Architecture 
conference in Sydney in 1980.856 North American architects, George Baird, Rem Koolhaas, and Mi-
chael Graves were invited guests to this conference, and were subsequently interviewed in Transition 1 
no. 4 (1980) with Rijavec’s unique caricatures serving as illustrations to the written texts.857

Initiating the Victorian leg of the tour was a group effort that included input from faculty members 
from three universities: Melbourne University, RMIT, and Deakin.858 The Melbourne lectures were 
first held at a venue in St Kilda, before moving to the larger Dallas Brooks Hall in East Melbourne. 
Many interviewees for this research project have recalled these events as particularly influential on the 
local culture. Before access to computer-mediated communications, these lectures exposed Australian 
architects to ideas and practices originating in North America, Europe, and Japan and should thus be 
considered a kind of “obligatory passage point” for Australian architecture—a locus through which 
knowledge was required to pass before it translation and distribution.859 As well as providing a regu-
lar opportunity to hear from visiting international speakers, these occasions brought together up to 
one-thousand architects at a single time, into a single room.860 According to regular attendee Missin-
gham, the lectures were followed by ongoing, unofficial discussion and debate as the crowd dispersed 
into pubs and clubs of Melbourne.861

Interviewing high-profile international speakers became something of a Transition tradition, and the 
resulting texts were printed regularly in the magazine. The first ten years of Transition saw a steady 
flow of these interviewees: Rem Koolhaas, George Baird, Michael Graves, Aldo van Eyck, William 
Turnbull, Charles Moore, Melvin Charney, Richard Burton, Manfredo Tafuri, Louis Hellman, Kazuo 

854. The International Series was funded by the Australia Council as a joint project between the (RAIA), 

RMIT, Melbourne University, and New South Wales Institute of Technology. 

855. Wilson, Centenary History, 84.

856. Goad has recognised the importance of this event and the associated exhibition in which architects 

including Edmond and Corrigan, Norman Day, Greg Burgess, and Peter Crone, were invited to “exhibit their 

rebuilding of a John Verge-designed house in Edgecliff.” See, Goad, “The Modern House,” 85. This exhibition 

was also discussed with work publicised in the David Watson edited special issue of Architecture Australia 69 

no. 2 (1980). For an account of the lasting effects of this conference see, Hogben, “ The Pleasures,” 159.

857. These illustrations represented a first attempt to engage with the graphic potentiality of the “illustrated 

magazine” format. McDougall, interview by author, February 26, 2016.

858. They included Graham Brawn (MU); Ross Ramus, John Woollett, and Peter Corrigan (RMIT); and, Nick 

Beattie (Deakin). Missingham, interview by author, February 22, 2016. 

859. Law, Aircraft Stories, 153. See also, Latour, “Where are the,” 234.

860. Wilson, Centenary History, 84.

861. Missingham, interview by author, February 22, 2016.
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Figure 101. Illustrations by Ivan Rijavec of Koolhaas (in black) being interviewed by the Transition panel.
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Shinohara, Piers Gough, Stuart Cohen, Frank Gehry, Hans Hollein, Peter Cook, Steven Izenour, Stan-
ley Tigerman, Haig Beck, Peter Eisenman, Henri Ciriani, Ralph Erskine, Robert Stern, Peter Hodg-
kinson, SITE, Zaha Hadid, Alan Lipman, and Geoffrey Baker, were all interviewed for Transition. This 
tradition ceased abruptly following the 1988 interview of Romaldo Giurgola by a panel that included 
Brew, Corrigan, Hamann, Masterton, and McDougall.862 In the later 1990s, Transition editorial board 
member Roger Wood organised a series of meetings at the Adelphi Club, on the top floor of Adelphi 
Hotel in Flinders Lane, Melbourne.863 Transition editorial staff, including van Schaik, van den Enden, 
and King were regular attendees to these events, which involved a lecture and a meal served to an 
crowd of architects and academics. Guest speakers were often international critics visiting Melbourne 
at the time, and according to King, it was at these events that “a lot of the material that made up later 
volumes of Transition was discussed.”864

An example of how the transfer and translation of ideas occurred across disciplines and geographies 
can be taken from the steady stream of touring architects, academics and critics interviewed in Tran-
sition. The 1981 interview with French Canadian architect and educator Melvin Charney provides 
an instructive narrative of the way ideas might be transferred across geographies and into new disci-
plinary contexts, even by the movement of a single individual. In his interview Charney relates this 
process self-reflexively: 

Having lived in Paris for some time, the idea of living in North America 
and working in French intrigued me.Also, at the University of Montreal, I 
had direct access to people like Foucault and the whole French structural-
ist and post-structuralist movement, and also to people like Lacan and the 
Neo-Freudian psychoanalysts. At Montreal I could meet these people and 
sit down with them.865

Although reference to psychoanalytic theory later became common—peaking in the early-1990s—
Charney’s was the first reference to psychoanalyst Lacan in Transition and therefore probably within 
published architectural writing in Australia. In taking a position at the University of Montreal, 
Charney might be held to be at least partially responsible for the transfer of Lacanian psychoanalytic 
theory from Paris, via Montreal, and after being mediated through Transition and the practices of 
editing and design, into the context of 1980s Australian architecture. Subsequent to its arrival in Mel-
bourne, Lacanian theory was nationally distributed to the centres of Australian architectural discourse 
via its publication in Transition.

Prior to these interviews with visiting speakers extensive research was undertaken by Transition—
often by Hamann—with the interview itself carried out collectively by a panel that often included 

862. “Interview: Aldo Giurgola,” Transition, no. 26 (1988).

863. The venue had been renovated by the practice, Denton Corker Marshall (1988-93). 

864. King, interview by author, February 27, 2016.

865. Melvin Charney, “Interview Two: Melvin Charney,” Transition 2, no. 2 (1981).
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Munday, McDougall, Hamann, and sometimes Corrigan, as well as several others.866 The careful 
research was used to catch the eminent visitors off-guard, exposing inconsistencies and challenging 
their positions.867 Therefore it is not only practices of layout and design that should be considered as 
collaborative activities; the authorship of magazine texts was also distributed and shared. Interviews 
with former editorial staff have indicated that editing processes had a considerable impact on the 
presentation of these texts. Interviewees were often “heavily edited”868 to make them suitable for the 
publication in the magazine, translating a relatively unstructured conversation into an “erudite dia-
logue,” which according to McDougall, meant that “none of them were actually interviews—they were 
actually our rewriting of their words.” This process of collective authorship made them “artificial” and 
also “very effective.”869 This also allowed the reframing of international dialogue into terms that made 
sense within the context of local discourse. 

Although lectures and associated interviews with touring architects were useful for the importation 
of international ideas, they were not without their critics. Van Schaik, who was also interested in the 
emergence of local ideas and practices, used his ten year review of Transition (1989) to refer derisive-
ly to these as a “cultural cringe merry-go-round.”870 The phrase “cultural cringe” in this context is in 
reference to the then Age newspaper literary critic, Arthur Phillips’ (1950) use of the term, used to 
describe a form of parochial anxiety associated with cultural production in Australia, in which value 
was attributed to local work only through comparison to some international referent.871

However, even after the Architecture International Speakers Series ceased, eminent architects, critics, 
and theorists continued to visit Melbourne. Mario Gandelsonas, Beatriz Colomina, Mark Wigley, 
Michael Sorkin, and Ben van Berkel were among the international tourists who visited Melbourne 
during the 1990s with each one interviewed for Transition.872 Van Schaik in particular, used his con-
nections to the AA to attract visiting speakers and guest critics including Ignasio Sola-Morales Rubio, 
Eisaku Ushida, Zaha Hadid, and Catherine Findlay. Van den Enden has argued that while he was 
working as van Schaik’s assistant at RMIT, it seemed as though “every few weeks we had somebody 
[…because] pretty much any leading light from the AA at some point came over and was part of the 
program and […] part of that discourse.”873

866. McDougall, interview by author, February 26, 2016; Hamann, interview by author, February 25, 2016.

867. McDougall, interview by author, February 26, 2016.

868. McDougall, interview by author, February 26, 2016.

869. McDougall, interview by author, February 26, 2016.

870. van Schaik, “Ten Years of Transition in Review,” 30.

871. Arthur Phillips, “The Cultural Cringe,” Meanjin 9, no. 4 (1950).

872. “Interview—Beatriz Colomina and Mark Wigley,” Transition, no. 41 (1993); “Transition Interview—Mi-

chael Sorkin,” Transition, no. 39 (1992); “Interview: Ben van Berkel,” Transition, no. 57/58 (1997); “Interview: 

Greg Lynn,” Transition, no. 57/58 (1997).

873. van den Enden, interview by author, February 29, 2016.
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Fringe and Cringe
The discussion above has foregrounded Transition's attempts to define and colonise positions of differ-
ence, using what McDougall has referred to as "fringe publishing" to invert hierarchies and promote 
otherness. As well as being defined generationally and in terms of disciplinarity, fringe positions were 
also delineated in terms that might be considered ‘geographic.’ This occurred firstly by distinguishing 
Australia as ‘other’ to the cultural centres in the Northern Hemisphere, and then later by establishing 
Melbourne as fundamentally ‘other’ to other Australian cities. Useful in this process were the narra-
tives of ‘discovery’ and ‘recovery’ published in Transition in which genealogies of local practices were 
published, to authenticate the practices and interests of the magazine’s producers.

A number of articles in the early years of Transition were used to recover and rehabilitate figures from 
Australian modernism. For example: the image of Sydney Ancher’s Hamill House, Killara (1949) on 
the cover of Transition 1 no. 2 (1979); Ivor Indyk’s investigation of William Hardy Wilson and the 
drawing of his Newington House, Parramatta River (1916) for the cover of Transition 2 no. 2 (1981);874 
Conrad and Chris Hamann’s lengthy exposition on Boyd’s architectural career, including a discussion 
of his periodical publishing activities (1981);875 Norman Day’s consideration of trends in Melbourne 
architecture and architectural representation during the previous decades (1987);876 and, Edquist’s 
review of Harold Desbrowe Annear (1987).877 Note that Desbrowe-Annear and Hardy Wilson were 
two of the more significant ‘transitional’ figures considered in Freeland’s Chapter Eleven who, along 
with Robin Dods and Walter Burley Griffin, were characterised as “a group of thinking-architects re-
sponsible for ushering in the twentieth century” in Australian architecture.878 The importance of their 
presence in Transition texts was that these figures and their architecture was presented as a reference 
point for the young architects emerging from RMIT and the Halftime Club, thus giving them a local 
genealogy which was Australian, rather than European, and according to which their own work might 
be defined.

Even during Brew’s editorship in the mid-1990s, the magazine continued to be used for projects of 
discovery and recovery. Essentially a continuation of the excavation of forgotten Modern ‘masters’ 
Summerhayes and Howlett undertaken while in Perth, this reconstructive project was (re)translated 
back into a Victorian context. Some of Melbourne’s own forgotten Modernist architects, including 
Bernard Joyce and Hugh Banahan, were subsequently reclaimed in texts by Markham and Brew, and 

874. Ivor Indyk, “William Hardy Wilson and the Eloquence of Restraint,” Transition 2, no. 2 (1981).

875. Conrad Hamann and Chris Hamann, “Anger and the new order: Some aspects of Robin Boyd’s career,” 

Transition 2, no. 3/4 (1981).

876. Norman Day, “Melbourne Vitalism Revisited: Architecture and Drawings from the 1950s and 1960s,” 

Transition, no. 21 (1987).

877. Harriet Edquist, “Legends in Australian Architecture: Harold Desbrowe Annear,” Transition, no. 22/23 

(1987).

878. J. M. Freeland, Architecture in Australia: a history (Ringwood, Vic: Penguin Books Australia, 1972), 235-36.
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published in Transition between 1994 and ’96.879 Fraser has described the importance of these texts 
within the editorial project of the time which he argues was attempting to develop a “continuous path 
to the present.”880

In their first “Editorial,” McDougall and Munday set about delineating a peripheral position that they 
were attempting to colonise. This occurred first by contrasting Australian architecture to what was 
happening elsewhere in the world, claiming that “Australia lies in the cultural shadows of the USA, 
Great Britain, some parts of Europe, and latterly, Japan.”881 In naming the magazine after Chapter 
Eleven of J.M. Freeland’s foundational text, Architecture in Australia, McDougall and Munday also 
signalled their interest in renovating figures from Australia’s architectural canon to provide local 
exemplars for local work, without recourse to international referents. In a recent interview, Munday 
has acknowledged the historiographical intent of this project, describing the selection of Freeland’s 
chapter as “picking up a thread that had been dropped.”882

The capacity of writing and publishing practices to construct “an identifiably Australian culture”883 
was recognised by the magazine’s first editors and the terms ‘Antipodean’ and the ‘Antipodes’ became 
particularly important to the demarcation. To be Antipodean was to be external, other, outside, 
upside-down, and misunderstood by the rest of the world. The term was used by writers across the 
corpus, either in relation to the displacement of Northern Hemisphere ideas;884 or, as a form of ge-
nealogical reasoning for why architecture and other cultural activities have developed ‘differently’ in 

879. Michael Markham, “Obituary Bernard Joyce,” Transition, no. 22/23 (1995); Peter Brew, “Hugh Banahan,” 

Transition, no. 48 (1995). See also, “Hugh Banahan at BSM,” Transition, no. 48 (1995).

880. Fraser, interview by author, January 14, 2016.

881. “Editorial,” Transition 1, no. 1 (1979).

882. Raggatt, “Interviews with Grant Marani and Richard Munday,” 72.

883. “Editorial,” Transition 1, no. 1 (1979).

884. As in: Burns discussion of the integration of Marion Mahony Griffin and Walter Burley Griffin into Aus-

tralian architectural historiography; James Weirick’s discussion of the displacement of Mahony Griffin; Sele-

nitsch’s discussion of Dante’s Divine Comedy and Giuseppe Terragni’s Danteum project; and Weirick’s lengthy 

discussion of the Canberra Parliament House. See respectively: Karen Burns, “Prophets and the Wilderness,” 

Transition, no. 24 (1988): 14; James Weirick, “Marion Mahony at M.I.T.,” Transition, no. 25 (1988): 51; James 

Weirick, “Don’t you believe it: Critical response to the New Parliament House,” Transition, no. 27/28 (1989): 45.
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Figure 102. Unfolded front cover of 
Transition, no. 46 (1995) and detail 
view of the Southern Cross which 
has been visually emphasised and 
compositionally related to the 
magazine’s logotype.
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Figure 103. Inside rear cover of Transition, no. 59/60. 
Australia has been printed as a cartographic mirror 
image.
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Figure 104. An example of writing ‘with’ architecture ‘on’ the magazine. For the cover of Transition no. 26 
(1988), Howard Raggatt’s artwork Heaven has been wrapped around all available faces of the inside and 
outside cover—including the spine.
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an Australian context.885 Becoming proudly Antipodean thus became for some, a way of establishing 
difference and authority from a peripheral position.886

Reconstructing the Antipodes became a three-part project: first involving a relatively broad survey 
of international practices and models which were assessed to determine their usefulness; second, the 
re-evaluation of canonical figures and the construction of new, local genealogies; and finally, reclaim-
ing the term ‘Antipodean’ as a badge of honour, thus placing the publishing and architectural projects 
of this group within a radical tradition in Australian art practice which includes such groups as the 
Angry Penguins and the Antipodeans, and which has sought to reject international influence.887

Bernard Smith has been an important commentator on the development of Australian aesthet-
ic practices, previously describing the development of art in Australia as a “lazy dialectic between 
colonial tradition and northern hemisphere innovations” and considering the true radicals few and 
far between and quite unlike the “messenger boys” who simply transplanted international ideas to 
Australia.888 McDougall has cited the revisionist historiographies of Smith and also Manning Clark as 
important precedents to his own efforts to establish a local genealogy for Australian architecture.889 As 
an influential critic, art historian, and sometimes painter, Smith was involved—with Charles Black-
man, Arthur Boyd, David Boyd, John Brack, Bob Dickerson, John Perceval, and Clifton Pugh—in the 
Antipodean Exhibition, at the Victorian Artists’ Society (1959) and was the author of the group’s Antip-
odean Manifesto.890 Smith explained the use of the term as follows: “To the ancients the antipodes was 
a kind of nether world, to the peoples of the Middle Ages its forms of life were monstrous, and for us, 
Europeans by heritage (but not by birth) much of this strangeness lingers.”891 This significant event in 
twentieth-century Australian artistic culture was an attempt to ward off what this group perceived to 
be the hegemony of abstract painting over figurative art in Australia. The group might be considered a 

885. As in: Joan Kerr, “Authentically Australian Gothic,” Transition, no. 26 (1988). Also Ross Jenner’s introduc-

tions to Markham’s “Poem to the Wrong Angle” and to the Museum of Victoria special issue of Transition no. 

46 (1995) in which he claimed that project “might induce a moment of self-awareness that could also be cre-

ative: a recognition that western society in the antipodes has become removed from its historical context.” 

See respectively: Ross Jenner, “Introduction to the Poem to the Wrong Angle,” Transition, no. 44/45 (1994): 

73; Ross Jenner, “Exhibiting the Museum,” Transition, no. 46 (1995).

886. Desley Luscombe, “Identical Dilemmas: The Problem of the Antipodes,” Transition, no. 22/23 (1987).

887. For the Angry Penguins see, Belinda Mary Macgill, “Angry Penguins: a critique” (Masters thesis, Universi-

ty of South Australia, 1997). For the Antipodean group, and their exhibition Antipodeans refer to Smith, “The 

Antipodean Manifesto.”; Peter Beilharz, Imagining the Antipodes: Culture, Theory, and the Visual in the Work of 

Bernard Smith (New York: Cambridge University Press, 1997); Smith, “The Truth.”

888. Smith, “Is there a radical,” 232-33.

889. Smith authored the manifesto of the Antipodeans exhibition in 1959. He also presented a paper at 

a Halftime Club meeting in 1982. See, Bernard Smith, “The Significance of History... Its Nature?... Its Use?,” 

Transition 18/19 (1986).

890. Smith, “The Antipodean Manifesto.”

891. Smith, “The Antipodean Manifesto,” 195.

308.



kind of anti-avant-garde: a case of the old-guard fighting to hold their position than the young Turks 
attempting a coup. The militaristic analogy however, remains intact. 

It is significant that while there was an interest in the possibility of an identifiably Australian archi-
tecture, they remained receptive to some international precedents and projects. The first years of the 
periodical, with the regular incursion of international interviewees, saw a process of collection and 
collation.892 Ideas were rapidly tested to determine which would be suitable for appropriation and 
translation and this can be seen in the breath of contributions, both geographically and disciplinary, 
which made up the first ten years of the magazine. This is exemplified in the debate—considered in 
more detail in Chapter 3.1—surrounding the genealogy of postmodern architecture which became 
a recurring interest in the early issues. Many of the initial issues were characterised by a sense of 
excitement that postmodernism held promise for a developing Australian architecture. With this 
excitement was also an underlying anxiety that it was too North American and therefore inappropri-
ate for Australian cultural conditions and therefore in need of a local genealogy.893 Regular Transition 
contributor, and editorial board member, Hamann’s summed up the argument for an Australian varie-
ty of postmodern architecture neatly, arguing that a pre-existing “inclusivist” tradition could already 
be found in Australia architecture—a genealogy traceable to Australia’s Federation architecture. In 
arguing that Australia had its own tradition of complexity and contradiction, that paralleled, but was 
not reliant on, the work of North American postmodern architects “Venturi, Moore, Giurgola, Tiger-
man, Stern, [and] Gehry,” Hamann’s narrative supported a kind of Australian proto-postmodernism 
identifiable in the work of Transition favourites Burgess, Crone, Corrigan, Edmond, and Day.894

Visualising the Fringe
Although this discussion has referred primarily to articles, letters, and editorials, it is important to 
recognise that it was not only written texts used to establish fringe positions. The magazine’s visual 
design, including aspects of its typography, layout, and material form, also participated in the pro-
cess of becoming Antipodean. Chapter 2.2 has described how translation from international media 
sources—including mistranslation and inadvertently introduced ‘noise’—was a feature of early issues 
of the magazine. The inversion of Venturi’s typographic style and its combination with other sources 
for Transition also indicates the delineation of difference, through a process of reference, deference, 
and difference. 

Overt Antipodeanism in Transition was not reserved for written texts. The cover of Transition, no. 46 
(1995), the Museum of Victoria special edition, is illustrated with an image of the Milky Way at night. 
From this galaxy, one constellation has been framed and digitally enhanced. The five stars which make 
up the “Southern Cross,” a symbol of the Eureka Stockade, and more recently of some of the more 

892. This is what van Schaik, in his 1989 review of Transition, referred to as a “cultural cringe merry-go-round” 

van Schaik, “Ten Years of Transition in Review,” 30.

893. Paul Johnson captures this anxiety: “Given the inherent parochialism of most Australian domestic 

architecture, the arrival of Post Modernism as an essentially domestic and magazine import is seen by many 

architects as especially threatening to the cosy ethos of burnt bricks and rough timbers.” See, Paul Johnson, 

“...It is there Drawd too Architectooralooral,” Transition 2, no. 3/4 (1989).

894. Conrad Hamann, “Off the Straight and Narrow,” Architecture Australia 73, no. 4 (1984): 67.
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disagreeable forms of Australian nationalism are, on this cover, graphically enhanced so as to shine 
more brightly and clearly than all other stars. Another example is the inside rear spread to Hocking’s 
Transition no. 59/60 (1998), in which the map of Australia has been printed flipped bilaterally to 
produce a cartographic mirror image—Australia as back-to-front, and therefore inherently different 
to normative convention.

The cover of Transition no. 26 (1988), itself provides a visual speculation on the complex relationship 
between architecture, typography, and Australian nationalism: Howard Raggatt’s artwork “Heaven" 
(Figure 104), has been used as the primary illustration. Raggatt’s image is not so much an example 
of writing ‘on’ architecture, as it is writing ‘with’ architecture. Fragments of internationally canon-
ical architecture have been appropriated and translated into letterforms, bordered on both the top 
and bottom with a repeating Eureka flag—a symbol associated with Australian national identity and 
militant rebellion against colonial governance. The concatenation of the fragments into the single 
term ‘HEAVEN’ is only ever partially apparent—the reading is only made complete as the magazine is 
handled by a reader, flipped and turned to reveal these fragments, one leaf at a time. 

Although being proudly Antipodean involved re-evaluating canonical sources and cultivating alter-
native local genealogies to explain the development of modern architecture in Australia, there also 
came a corresponding uneasiness about the appropriateness of international influences. The construc-
tion of local genealogies and precedents as a foundation for local practices was at times accompanied 
by forms of aggressive localism and suspicion of internationalism.895 Corrigan has gone as far as to 
describe his localism as “[p]robably xenophobic,” although he tempers this ironic self-designation 
with the caveat that it is xenophobia with a “small x”896 While there was interest, and even accept-
ance of North Americans like Venturi, Gehry, Moore, and Tigerman, all of whom were well received 
in Transition; special reticence was afforded to architects, theorists, and ideas originating in Great 
Britain. In 1988 van Schaik noted that the “ultimate Howard Raggatt dismissal” was to be identified as 
“English!”897

International alliances were consolidated through changing practices in postgraduate study. The 
group responsible for Transition eschewed the earlier tradition of travelling to Europe or Great Britain 
and instead selected North American institutions. Corrigan and Hamann both pursued postgradu-
ate study at Yale and other contributors to Transition developed North American connections. Both 
Munday and Marani pursued further study and architectural careers on the East Coast of the USA 
after their formative years with Transition and Halftime. A generation later, Markham pursued post-
graduate studies in Chicago at Chicago University; other Transition/Halftime Club affiliates to follow 
this pattern of travel to the USA after graduation from RMIT, included Felicity Scott and Carey Lyon. 
North America was tolerated as an acceptable destination for postgraduate study but an even greater 
level of respect was reserved for those individuals who developed their careers entirely in Australia. 

895. McDougall has related his own interest in local histories to the revisionist historians Manning Clarke, 

and Bernard Smith. McDougall, “A Prologue,” 28-30.

896. Peter Corrigan, “Sunshine on the Valiant: Peter Corrigan AS hook address,” Architecture Australia 92, no. 6 

(2003): 84.

897. van Schaik, “Marvellous Melbourne,” 69.
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Figure 105. Phillip Cox, and Troppo Architects, which placed first and second in the competition respectively, 
are given last and second-last place in the space of the magazine.

Entry by Shane Murray

Entry by Mardi Butcher

Entry by McIntyre Part-

nership (with Des Smith)

Entry by Juris Midegs 

and Peter Harper

Entry by Troppo Archi-

tects (with Steve Duddy)

Entry by Phillip Cox 

(winning proposal)
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Figure 106. Unsuccessful entries by Melbourne architects published in Transition no. 46 (1995): Edmond and 
Corrigan (Top); ARM (Bottom).
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Figure 107. Spread in Transition no. 46 (1995) combining Ostwald’s theoretical interpretation of the Joyce 
Nankivell proposal for the Museum of Victoria proposal alongside Boothroyd and Mitsogianni’s computer-
generated drawings of the scheme.



According to McDougall, one of the ten most important lessons he learned from Edmond and Corri-
gan was that “America does not really advance” an Australian architectural career, believing that some 
of the “best minds” of his generation were “destroyed by overseas study.”898

A microcosm of the ‘Australia versus the World’ controversy also played out on a domestic scale 
between the Australian cities of Melbourne and Sydney. In 1981 McDougall reviewed several houses 
designed by Sydney architect Glenn Murcutt, using his article to critique not only the work of the 
“Sydney architect […] popular for its simplicity and understatement” but also what he termed the 
“glamour architectural magazines in Australia” because they had given it only “superficial discus-
sion.”899 Jennifer Taylor’s 1979 “Looking at the Sydney School”900 was followed soon after by a more 
critical article by Fung, “The ‘Sydney School?’” which questioned the legitimacy of this regionalist 
myth.901 Other important contributions included “The concept of regionalism today: Sydney and Mel-
bourne as contrasting regional phenomena” written by Rory Spence, while he was compiling a special 
Australian issue of Architectural Review, was published in Transition alongside less than complementa-
ry responses by Daryl Jackson, and Norman Day—Day’s argument being that Spence had clearly been 
“seduced by an arcadian view of the antipodes” which was not appropriate for the interpretation of 
urban work in Melbourne.902

The publication of these articles and others reviewing and celebrating the work of Crone, Corrigan, 
and Day, helped position Melbourne as a fringe within a fringe, with Sydney and its architecture, a 
normative mainstream. According to Missingham, Transition “contributed to Melbourne getting a 
sense of its own importance and we were all convinced [...] that ideas stop as you travel North, at the 
Murray [River].”903 This can be related to the tendency, already described, for groups to define them-
selves in relation to anti-groups which are often the source of derision or rejection and can be seen in 
the impetus of that meeting at the Last Laugh in 1978 which was driven by a sense that Melbourne’s 
architects and architecture were being unfairly treated in the official journals of the AIA.

Renegotiating Value: Selections from the Dustbin of History
As noted in the discussion of competitions and exhibition entries above, Transition was at times as a 
kind of salon des refuses in print, an avenue for the publication of non-winning, and thus overlooked, 
competition entries. In many cases it was Halftime Club members and individuals with some con-
nection to RMIT and/or Transition who were beneficiaries of the publication and distribution of 

898. McDougall, “10 Lessons from Corrigan,” 87.

899. Ian McDougall, “Glenn Murcutt’s Houses,” Transition 1, no. 4 (1980): 33.

900. Jennifer Taylor, “Looking at the Sydney School,” Transition 1, no. 2 (1979).

901. Fung, “The ‘Sydney School?’.”

902. Rory Spence, “The Concept of Regionalism Today: Sydney and Melbourne Considered as Contrasting 

Regional Phenomena,” Transition 4, no. 3 (1985).

903. Missingham, interview by author, February 22, 2016.
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what were ultimately unsuccessful schemes.904 Printing these selections from the dustbin of history 
should be seen as an attempt to adjust the value systems for judging architectural merit away from the 
“beautiful music architecture” 905 of the winners, towards the aesthetic and ideological predilections 
and interests of the ‘others.’ This was also a tradition which continued across the entire corpus of the 
magazine. 

The first Transition salon des refuses occurred with the printing of selected entries to the 1979 North-
ern Territory Parliament House competition, with publicised entries including proposals by Halftime 
or Transition affiliates: Des Smith (for Argroup); Shane Murray (for Caulfield and Krivanek); Howard 
Raggatt (for Norman Day), and Edmond and Corrigan.906 In 1981, the magazine exposed the “winners 
and others” of the Australian Stockman’s Hall of Fame Competition with the ‘others’ in this instance in-
cluding McDougall, Day, Burgess, and Edmond and Corrigan.907 After this came McDougall’s effusive 
review of Howard Raggatt’s unsuccessful entry Shinkenchiku Residential Design Competition in 1981.908 
Then there was the Northern Territory Parliament House Competition, in which McDougall reviewed 
unsuccessful entries from Melbourne architects Shane Murray, the McIntyre Partnership, and Mardi 
Butcher. In a deliberate inversion of publishing norms, the winning entry by Sydney architect Philip 
Cox was relegated to last spot in the review with little indication of its status.909 

In 1994, there occurred the salon des refuse issue par excellence: the aforementioned special issue of 
Transition no. 46 (1994), dedicated to the unsuccessful entries to the Museum of Victoria Competition 
and which paired the work of Melbourne architects with theoretically exuberant texts authored by 
their peers.910 In the months after the release of this issue the antagonism between ‘local’ Australian 
architecture and ‘foreign’ European precedents was captured neatly in an exchange involving Half-
time Club members and the ex-Melbourne architect Peter Wilson, who had perhaps made himself 

904. The review of this project was given the three spreads immediately following Doug Evan’s introduction 

to the project. See, Davidson and Bates, “LAB Architecture Studio and Bates Smart Architects.” 

905. This term was used by Marani in 1979 as a way of distinguishing the work produced by his colleagues 

from that of the RAIA and its official journals. Introduction, 1979, Halftime Club Collection, RMIT Design 

Archives

906. “9 designs from Melbourne: Parliament House Competition,” Transition 1, no. 2 (1979).

907. “Australian Stockman’s Hall of Fame and Outback Heritage Centre Competition,” Transition 2, no. 1 

(1981).

908. McDougall, “Howard Raggatt.”

909. Ian McDougall, “Northern Territory Parliament House Competition: Five Entries,” Transition 4, no. 2 

(1985). A further five entries were published in the following issue. 

910. Hocking’s later Federation Square Competition special issue of Transition no. 57/58 (1997) differed from 

earlier volumes because, although it did publish many non-premiated entries, it also recognised the win-

ning proposal from LAB Architecture Studio and Bates Smart Architects, which was given spatial primacy 

in three spreads at the beginning of the magazine immediately following the introduction by Doug Evans. 

See, Peter Davidson and Donald Bates, “LAB Architecture Studio and Bates Smart Architects,” Transition, no. 

57/58 (1997).
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locally unpopular by pursuing his own academic career at the AA and developing a highly-regarded 
professional career in Europe. Wilson had submitted an entry to the Museum of Victoria competition 
but was not published in the salon des refuses edition of Transition no. 46 (1994), even though Mel-
bourne architects with a connection to Halftime, RMIT, or Transition were. Possibly feeling jilted by 
this omission, Wilson sent a letter to the Transition editor, critical of those projects which had been 
published, and especially dismissive of the written texts which accompanied each entry.911 Contending 
that the Melbournians published were suffering the effects of “keeping up with the Wiglies”—a veiled 
reference to architectural theorist, and RMIT guest-critic Mark Wigley—Wilson delivered a particu-
larly harsh evaluation of two schemes: one by ARM, and the other a collaboration between Edmond 
and Corrigan and Libeskind. Although more generous to schemes submitted by then Transition editor 
Brew and Markham’s practice, Field Consultants; and, that submitted by the Boothroyd/Larianoff/
Mitsogianni partnership for Joyce Nankivell, Wilson still concluded that the plan of the former had 
not been sufficiently resolved, while the latter was “possibly the wrong way around on the site.”912 

Reprisal from this perceived attack from outside the group was swift and took the form of two long 
letters written to the editor by Markham, and Mitsogianni and Boothroyd, respectively which were 
published in the subsequent issue of Transition no. 48 (1995). What is particularly significant is the 
way Wilson’s critique was refuted on the grounds of his foreignness. According to Markham, Wilson, 
as a European, could not properly understand Australian urban conditions—a surprising claim given 
that Wilson was raised and educated in Melbourne.913 Mitsogianni and Boothroyd, on the other 
hand argued that the “Crocodile Dundee landscape of Australia in postcards sold overseas is not the 
landscape known to the majority of Australians in their daily lives” and that Wilson’s view that their 
project was oriented incorrectly was because of his European—read Imperialist—sentiment. If the 
project was “assessed from the viewpoint of traditional conceptions of forecourt and civic plaza [that] 
it may be considered the ‘wrong way round’.”914 Their letter also rebutted Wilson’s dismissive attitude 
toward the theoretical discussion of the project, claiming that: 

Unlike Professor Peter Wilson we do not believe that discussion and analy-
sis of architectural propositions in a theoretical context (with a certain level 
of ‘word smithery’) displays a lack of concern for physicality and spatial 
conditions.915 

Importantly the basis for their refutation of Wilson’s criticism was a text that had been printed in 
Transition some years earlier, with Mitsogianni and Boothroyd claiming as the foundation of their 

911. In a recent (2015) interview Munday has acknowledged that the theorising taking place in Australian 

architecture at the time was “more incantatory than it was explanatory.” Raggatt, “Interviews with Grant 

Marani and Richard Munday,” 73.

912. Peter Wilson, letter in Transition, no. 47 (1995): 86-87.

913. Michael Markham, letter in Transition, no. 48 (1995): 70-71.

914. Vivian Mitsogianni and Dean Boothroyd, letter in Transition, no. 48 (1995): 71-72.

915. Vivian Mitsogianni and Dean Boothroyd, letter in Transition, no. 48 (1995): 71-72.
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own position, a proposition set out the magazine’s founding editors, who in 1979, had argued for “the 
importance of ‘verbal expression which handles ideas piece by piece in sequence.’”916

The printed salon des refuses was one way that unbuilt architectural production associated with Transi-
tion affiliates and Halftime Club members made its way into print and was distributed. Various open 
design competitions sponsored and promoted by Transition were another. These included The First 
Transition Architectural Design Competition and Project Awards Program (1981), announced in Tran-
sition 2 no. 3/4 (1981), under the theme of “urban housing” which aimed to “bring to attention” the 
directions “being taken in contemporary architectural production.”917 The results were published the 
following years with a discussion of the projects by a panel made up by Ian McDougall, Sue Dance, 
Ken Woolley, Peter Myers, and Conrad Hamann.918 The second of these, the Companion City Design 
Competition, “aimed to articulate alternative designs for the city” and was announced in 1989919 with 
the entries reviewed by van Schaik in his subsequent “Judges Report.”920 The final Transition compe-
tition diverged from the previous two by focusing on the projective and productive possibilities of 
architectural writing rather than the visual representation of architectural schemes. The Transition 
Writing Competition Judged by a panel including Andrea Kahn, Brenda Marshall, and Paul Morgan, 
the winning entry “Virtual Urban Space” by Michael Ostwald, was published in Transition during 
Morgan’s second term as editor.921

Text Production

The Magazine as Medium of Choice
The description of Transition and its cloud of things thus far, has considered the degree to which 
printed texts were enrolled as a way of inscribing discourse, making it durable and distributable. 
Around 1979, the activities and motivations of McDougall, Munday, Marani and their collaborators 

916. This is a quote taken directly from “Editorial,” Transition 1, no. 1 (1979).

917. “The First Transition Architectural Design Competition and Project Awards,” Transition 2, no. 3/4 (1981): 

47.

918. “Transition 1982 Competition Results,” Transition 3, no. 3/4 (1982).

919. “Editorial” Transition no. 30 (1989). 

920. van Schaik, “Judge’s Report.”

921. See, Michael Ostwald, “Virtual Urban Space,” Transition, no. 42 (1993).

Exhibition Spaces
[Events, Conferences, and Lectures]

1/2 Time
[Clubs, Groups, and Associations]

Educational Institutions
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were explicit: bring like-minded thinkers “under the one architectural umbrella,”922 and provide young 
architects and graduates with a space to engage in critical discussion as a respite from the pragmatics 
of professional practice.923 It became apparent to these young architects and graduates that, in order 
for them to establish themselves in practice, it was first necessary to construct a context for their own 
work and this required publicity through publication. Learned conversation or ‘discourse’ was im-
portant, however, unmediated verbal discussion was not in itself sufficient. They understood that by 
establishing a collective voice, it was possible to amplify individual voices, and by publishing them, 
disseminate projects and writing across time and geography.924 Media texts in this context are not lim-
ited to just public journalistic discourse—newspapers, magazines, radio—but rather include a consid-
eration of all types of mediated textual material, an interpretation of media texts which is consistent 
with the semiotic approach of Kress and van Leeuwen and which has provided the semiotic basis for 
the thesis throughout. The fact that such detailed minutes were kept for the Halftime Club suggests 
an implicit intention to publish.925 It also suggests something important about the performativity and 
ritualisation of this practice of recording, categorising, and representing discourse. The keeping of the 
minutes helping to ‘perform’ the forms, practices, and procedures of a club. Halftime thus established 
a pattern for architectural publishing even its members were able to achieve public distribution in the 
journalistic media.926 

As well as the use of the magazine format, as early as 1979 the Halftime Club began debating the 
possibility of a regular radio program dedicated to “architectural chats on items of interest to a 
Melbourne audience” broadcast on the independent Melbourne broadcaster 3RRR which also had 

922. Halftime Club Minutes of Meeting, February 6, 1979, Halftime Club Collection, RMIT Design Archive

923. Halftime Club Minutes of Meeting, February 6, 1979, Halftime Club Collection, RMIT Design Archive

924. The letter published in Transition 2 no. 3/4 (1981) from correspondent David Dunster, London, who had 

been shown a previous issue by Jackie Cooper, editor of International Architect, was so impressed with the 

issue’s response to a “transatlantic context” that he requested a quote for an airmail subscription, because 

“surface [mail] from Australia must take at least three months.” David Dunster, “Good Work,” Transition 2, no. 

3/4 (1981): 67.

925. The meeting minutes for the first years of the club were eventually published in Backlogue 3.

926. Although outside the direct scope of this thesis, it is worth recognising the publishing agendas of 

other, historical, architectural groups. Eric Mumford has written on the formation of the modern concepts 

of urbanism through the discourses of CIAM, a club which he acknowledges had “neither a relatively stable 

membership, nor explicit, well-documented standards for admission for members.” A lack of consensus in 

the powerful figures in the group’s Central Committee (the CIRPAC), prevented the publication of detailed 

minutes, however, a number of other publications were released in the architectural media of that peri-

od. For instance, the proceedings of the CIAM 2 congress were published in Das Neue Frankfurt 11 (1929). 

Alison and Peter Smithson attempted to take control of the Team 10's publishing agenda, releasing their 

own accounts, which were not necessarily accepted by other group members. Both groups were selective 

in their publishing activities, with members presenting their accounts as representative of their respective 

organisations. See, Eric Mumford, The CIAM Discourses on Urbanism, 1928-1960, (Cambridge, Mass.: MIT Press, 

2000), 4; 35.
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Figure 108. Halftime Club meeting minutes, July 3, 1979, announcing the first issue of Transition as well as 
the progress made on a 3RRR radio program.



historical connections to RMIT.927 Although there were some isolated broadcasts, the promises of the 
radio format were left unfulfilled until a later generation of Halftime Club members started the weekly 
3RRR program Burning Down the House which ran successfully between 1986 and 1989.928 Eventually 
the relatively successful radio program was abandoned by Brew and his colleagues after they decided 
that it would be preferable to “write rather than just talk.”929 The newspaper was also considered early 
on, with the group debating how best to benefit from Day’s position as architecture critic at The Age, 
to have an article written about the club in the hope of "contacting possible new members, and just 
generally spreading the word.”930 

Although the newspaper and radio were considered, it was eventually the magazine format which 
became the medium of choice for these young architects. There are a number of reasons for the attrac-
tiveness of this format: Magazines were relatively inexpensive to produce and distribute, making them 
an economically pragmatic alternative to book publishing. There was also a tradition of architectural 
publishing by other avant-gardes—some of which have been considered in the literature review of 
Chapter 1.2—providing historical precedents and models. Perhaps most importantly, many of the 
techniques and technologies required for producing print periodicals were similar to those developed 
in architectural design studios—making architectural students and graduates well suited to assist in 
their production.

As noted in Chapter 2.1, on starting Transition, McDougall and Munday already had experience in 
what McDougall has termed “fringe publishing” in Adelaide, and Trudgeon brought with his ex-
perience and graphic style from Crowd and Fast Forward, and applied them to his design work on 
Transition. Some international periodicals—especially Oppositions, Assemblage, and Perspecta—pro-
vided useful precedents for both visual style, and editorial direction in Transition.931 Even outside of 
its connection to the university and RMIT Publishing, Transition developed relationships with other 
independent art and culture magazines. Arrangements with other periodicals including Art & Text, 
Tension, Agenda, and Island resulted in the swapping of articles as well as the reciprocal exchange of 
free advertising space.932

927. The Halftime meeting minutes report that: “Progress has been made on the radio show. A meeting was 

held between John Borthwick (3RRR), lan McDougall and Grant Marani. A sub-committee will be formed to 

sort out the possibilities of a radio show.” See, Halftime Club Minutes of Meeting, July 3, 1979, Halftime Club 

Collection, RMIT Design Archive

928. 3RRR, “The Architects—show 093—last show for 2006: Burning Down the House”. The group respon-

sible for Burning Down the House, included RMIT students and recent graduates: Neil Masterton, Peter 

Raisbeck, Alex Lawlor, Craig Gillett, and Peter Brew. That program has been described by McDougall as “the 

forerunner to The Architecture Show.” McDougall, interview by author, February 26, 2016. 

929. Brew, interview by author, February 23 2016.

930. Halftime Club Minutes of Meeting, February 6, 1979, Halftime Club Collection, RMIT Design Archive

931. These particular periodicals were cited by multiple respondents as particularly influential. 

932. McDougall, interview by author, February 26, 2016.
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Figure 109. Advertisement for Burning Down the House printed in Transition no. 20 (1987), 
printed on the same page is a notice advertising the International Series lectures for that 
year.



An enduring dialogue also existed between Transition and the “official journals of the RAIA.”933 
Although Transition ostensibly “set itself against the traditions of the institute journal”934 and despite 
articles like Anderson’s “AA and the Jejune June” offering a direct challenge to Architecture Australia, 
the response by Architecture Australia toward its younger cousin was more ambivalent.935 In 1979, 
Architecture Australia editor David Watson welcomed the impending release of Transition on sev-
eral occasions. “Section AA” of Architecture Australia 68 no. 5 (1979), for instance reports, “We are 
happy to welcome Transition: discourse on architecture” with the magazine endorsed to subscribers as 
“recommended reading.” 936 Significantly, Watson personally committed funds to assist in the publi-
cation of its first issue. Also, despite the criticism directed at Architecture Australia for neglecting the 
work of Melbourne practices, several articles on the work of Edmond and Corrigan were published 
in that magazine. Their Keysborough Church of the Resurrection project was reviewed in Architecture 
Australia by Munday in his 1977 article “Passion in the Suburbs,”937 the project granted a full-colour, 
wraparound cover spread, which was unusual in that publication for which the commercially valua-
ble space of the rear-cover was generally reserved for lucrative advertising. Edmond and Corrigan’s 
Keysborough School was awarded a Victorian Architecture Award in 1979 and that too was published 
in Architecture Australia 68 no. 5 (1979).938 This complex relationship between Transition and Archi-
tecture Australia continued throughout Transition’s publication. In 1986, McDougall left the editorial 
board of the magazine he had co-founded, and before too long took up the editorship of Architecture 
Australia (1990-92). Archival material has revealed communication passing back and forth between 
McDougall, van Schaik, and co-editors Burns and Edquist concerning the two publications during his 
time at the ‘opposing’ periodical. 

Positioning Transition in relation to other publications occurred not only through written texts but 
also through visual representations. One of the clearest examples of this is how visual representa-
tions were treated in the magazine, and how this treatment was conventionalised over time, becom-
ing meaningful. For Transition’s producers, colour imagery connoted ‘frivolity’ and was associated 
with commercialism and marketing of consumer products, more than with art, social engagement, 
or politics.939 These kind of magazines were considered as insufficiently serious, emblematic of what 
Hamann has termed the “turn toward the coffee-table”940 of architectural publishing which uses the 

933. This term used by, Marani. See, Introduction, 1979, Halftime Club Collection, RMIT Design Archives

934. Hamann, interview by author, February 25, 2016.

935. Anderson, “AA and the Jejune June.”

936. "Section AA," Architecture Australia 68, no. 5 (1979): 24.

937. Richard Munday, “Passion in the Suburbs,” Architecture Australia 66, no. 1 (1977).

938. Corrigan also used the Keysborough School project as an example in his own article. See, Corrigan, “Aus-

tralian Architecture and the Stage, 1979.”

939. Multiple interview respondents identified Domus and Monument in particular in attesting to this per-

ception.

940. Hamann, “Paul Morgan Architects: Emphases and Associations,” 3.
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Figure 110. Architecture Australia 66 no. 1, front and rear cover spread featuring interior of 
Edmond and Corrigan’s Keysborough Church of the Resurrection.

Figure 111. “Section: AA,” Architecture Australia 68 no. 5 (1979): 24, welcoming Transition as 
“recommended reading.”



“very sumptuous presentation of images”941 to represent a bourgeois middle-class affluent lifestyle. 
Transition on the other hand, was intended as a more earnest alternative to these frivolous commer-
cial publications. It was therefore important that the visual language employed signify its gravitas. This 
occurred was through the manner in which images were reproduced, and also in the way they were 
related to written texts. 

The text/image relationships, and particularly the use of small, coarse, black and white images, was 
both a response to both pragmatic concerns of cost and available technologies, and an attempt to 
differentiate Transition from commercial magazines. Text/image relationships were also an impor-
tant aspect of historiographical reconstruction and becoming Antipodean. Fraser, for instance, has 
claimed that through his graphic design he was “trying to tell the story of the building through the 
footnote column.”942 Unlike the editorial style of Edquist and Burns who, he argued, had positioned 
the “journal as an historical archive,” he saw Transition as “live”943—it was actively constructing and 
reconstructing history as he and his colleagues saw it. Fraser thought it appropriate that the footnotes 
should not be written texts but buildings—or at least images of buildings—an interpretation consist-
ent with McDougall and Munday’s original idea that the written texts be “supported by photographs 
and drawings, rather than the other way around.”944 For Fraser, developing this composite text/image 
narrative required “getting many postage stamp [size] images into the journal” so that a “continuous 
path to the present [was] being explained though buildings and architecture […] not through critique 
[or] some separate theoretical lens.”945 

The colour, or lack of colour, in printed image also developed significance. Halliday defines “modal-
ity” as a “speaker’s judgement of the probabilities, or the obligations involved in what he is saying.”946 
Modality therefore refers to the commitment to the truthfulness or veracity of a message. In written 
language, “modality markers” such as ‘might,’ ‘maybe,’ and ‘perhaps,’ indicate that the statement to 
which they are attached have a relatively low probability (low modality). Other markers such as ‘will,’ 
‘certainly,’ and ‘without question,’ indicate a higher commitment to a statement (high modality).947 
Kress and van Leeuwen have extended Halliday’s concept of modality to include the interpersonal 
structure of images as part of an “interactional system” present in visual imagery.948 Within what they 

941. Hamann, interview by author, February 25, 2016.

942. Fraser, interview by author, January 14, 2016.

943. Fraser, interview by author, January 14, 2016.

944. “Editorial,” Transition 1, no. 1 (1979).

945. Fraser, interview by author, January 14, 2016. 

946. Halliday, An Introduction, 75.

947. According to Halliday “[a] proposition may become arguable by being presented as likely or unlikely, 

desirable or undesirable— in other words its relevance specified in modal terms.” See, Halliday, An Introduc-

tion, 75.

948. Kress and van Leeuwen, Reading Images, 88,91.
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Figure 112. UWA publications. Top-left to Bottom-right: Howlett (1992), Summerhayes (1993); 
G.W. Finn (1995); Krantz and Sheldon (1996); Modern Houses (1997); From Pillar to Post (1997). 

Figure 113. Front-matter in Architectural Projects: Jeffrey Howlett, edited by Brew and Markham, 
displaying the duo-tone printing style that became the norm for the series and also for later 
issues of Transition when they returned to Melbourne.
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Figure 114. Printer’s imposition dummy supplied to Morgan by Impact Printers for Transition no. 39 
(1992) which makes visible the negotiation required between full-colour printing and the spatial 
location of an article within the magazine.



327.

sections for full-colour 
printing according to 
imposition layout.



describe as a “quite general grammar of contemporary visual design in ‘Western’ culture,”949 they argue 
that images which conform to norms of standard photographic naturalism are generally considered 
to have high modality.950 Therefore, images that are full-colour, framed with a central perspective, a 
full gamut of brightness, and with an appropriate level of contextualisation and detail provided by 
articulated background with clear pictorial detail would typically be considered to have high modali-
ty. Images with low pictorial detail and poor contextualisation, in high contrast black and white with 
poor colour differentiation and modulation, would on the other hand, be marked with low modality.

Modality is contingent upon the way it is socially constructed by a particular group of text producers. 
Texts or images framed in certain way may not actually have a greater truth value than another; rather, 
it is just that social groups of text receivers and producers use conventionalised practices to their 
commitment to the truthfulness or otherwise of certain visual or verbal structures. Social groups, and 
especially those who specialise in image production, develop their own systems of attributing modal-
ity that can be contrary to this general Western visual grammar that privileges naturalistic photo-re-
alism. Kress and van Leeuwen cite “cartography, education at different levels, [and] advertising” as 
potentially divergent; however, architects and designers also have their own ways of marking modality 
according to disciplinary conventions of image production. The ability to produce and/or read texts 
that reject photographic naturalism and replace it with more abstract visual modality codings is even 
considered a mark of social distinction, indicating that an individual is either an “‘educated person’ or 
a ‘serious artist.’”951 Therefore, systems of modality can vary significantly between different interpretive 
groups however, if text producers and text receivers are operating with similar understandings and 
practices, their views on the truthfulness or otherwise of certain structures will likely be convergent.

By being ‘serious’ rather than ‘frivolous,’ small grey-scale reproductions of photographs marked for 
this group a higher level of modality than photographic naturalism was capable of.952 Full-colour, 
when it was used in Transition, was done so sparingly, and generally limited to a single gathering 
within the imposition schedule, which meant that four-colour printing could be limited to a single 
press-sheet.953 It was only with Morgan’s second term as editor, and with Hennessey and Mitsogi-

949. Kress and van Leeuwen, Reading Images, 3.

950. They identify eight criteria: colour saturation, colour differentiation, colour modulation, contextual-

isation, representation, depth, illumination, and brightness. See, Kress and van Leeuwen, Reading Images, 

160-62.

951. Kress and van Leeuwen argue that abstract coding orientations are used by “sociocultural elites” work-

ing in “’high’ art, in academic and scientific contexts, and so on. In such contexts modality is higher the more 

an image reduces the individual to the general, and the concrete to its essential qualities. Kress and van 

Leeuwen, Reading Images, 162.

952. Fraser, interview by author, January 14, 2016; van den Enden, interview by author, February 29, 2016. 

There is some irony in this, given that colour imagery has been a representational norm in academic art 

journals for much of the twentieth century.

953. This does not consider covers, which the previous discussion on magazine production has identified as 

constituting something of a special case, the first time full-colour images were printed in the magazine was 

in Transition no. 27/28 (1989) under Burns and Edquist as co-editors, and Cass as designer.
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anni responsible for design and layout, that colour imagery became more widely used, but even 
then images were rarely treated naturalistically.954 Because the cost of full colour printing using the 
photo offset lithographic process is substantially higher than grey-scale printing, Morgan’s full-colour 
spreads required some creative accounting that also changed the relative positions of articles within 
the spatial boundaries of the magazine object. The imposition dummy provided to Morgan by Impact 
Printing for Transition no. 39 (1992) indicates the trade-offs required between printing colour image-
ry and their relative location within the printed magazine volume (Figure 114).

Because of the perceived authenticity of coarse, small, black-and-white, images, printing colour im-
agery in Transition became a contentious practice and even became associated with political faction-
alism. For example, Brew and his team deliberately abandoned the full-colour, full-bleed images of 
Morgan in favour of the duotone process.955 Fraser’s intention was also to have many small images 
acting as visual footnotes which made the use of full-colour printing for the magazine problematically 
expensive. In his mind, the best way to use the magazine to “create a continuous path to the present,” 
was through the use of these many small images and duotone printing.956 This predilection was also 
in response to the way in which early issues of the magazine had been physically constructed, with 
images scaled to fit the tight column grid in homage to Venturi’s Complexity and Contradiction, and 
coarsely screened to provide a way to ‘make do’ with images translated from other printed sources.957

Considering himself something of a “neo-avant-garde”958 Brew and his assistant Fraser, looked to 
the early issues of Transition, to provide a model for their own work. They knew what the magazine 
“should look like,”959 and the early issues released by McDougall and Munday became an ideal which 
they aspired to emulate.960 Part of producing this ‘perfect’ Transition included reference and deference 
to the graphic style developed by the magazine’s founders.961 This was partly what prompted Fraser’s 
adoption of duotone printing in the period 1994 to '96, which he used to associate his own contri-
bution with the high modality, grey-scale imagery of McDougall and Munday’s early designs. It was 
partly in response to the colour printing of images by Morgan and his team that Brew and Fraser felt 

954. Fraser, interview by author, January 14, 2016.

955. Fraser has recalled these books as a precedent for his subsequent design work in Transition. Fraser, 

interview by author, January 14, 2016. See also Brew, interview by author, February 23 2016.

956. Fraser, interview by author, January 14, 2016.

957. Another precedent for this graphic style may have been the duotone of John Entenza’s, California Arts 

and Architecture, to which Charles and Ray Eames were regular contributors, and of whom Markham was 

something of a devotee.

958. Brew, interview by author, February 23 2016.

959. Brew, interview by author, February 23 2016.

960. Both Brew and Fraser cite McDougall, Munday and Trudgeon’s early graphic design as one of the most 

important graphic precedents for their own visual design. Fraser, interview by author, January 14, 2016; 

Brew, interview by author, February 23 2016.

961. Pollock, Avant-Garde Gambits.
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Figure 115. ARM’s Kronborg Clinic, Footscray, (Bottom) with visual comparison to Robert Venturi’s Vanna 
Venturi House, Chestnut Hill, 1966 (Top), as published in Transition by Backlogue, no.44/45 (1994): 180-181.
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that gaining editorial control became urgent. Brew’s production team were opposed to “the whole idea 
of full colour printing, which was very expensive to do in a few portions.”962 Fraser even disparaged 
the full-colour imagery of Morgan’s tenure for turning Transition into “an undifferentiated, sub-Mon-
ument”963 The adoption of duotone provided the issues under Brew’s editorship a visual coherence and 
offered a number of advantages. 

Imperfections and ‘lo-fi’ production were another way of establishing difference from high budget 
commercial publications. The visibility of the low resolution half-tones, a side-effect of the technolo-
gies being employed in the appropriation of images from other sources, pre-empted an interest in the 
visible half-tone pattern as a graphic motif. Further to Cass’ recondite feminist message already de-
scribed, this production process was also explored by designer, Bird, who in Transition no. 30, (1989), 
continued to experiment with magnified half-tone patterns by having die-cut holes punched through 
a cover leaf printed with a full-bleed image of a kangaroo skin to reveal the next spread printed with 
an image copied from The Age. This photograph, reproduced under extreme magnification, makes 
visible the half-tone dot as the basis for continuous tone in the original and implies a relationship be-
tween different forms of media—the newspaper and the magazine—which is visual as well as verbal.

Also of significance is the degree to which the malapropos, felicitous accidents, and material re-
sistance associated with print publishing were actively embraced in the design and production of 
actual works of architecture within the city of Melbourne and elsewhere in Australia. ARM's Howard 
Kronborg Clinic, Footscray, Victoria (1991-1992), is a veritable case-study of how one might trans-
late anomalies resulting from print publishing into the built environment. This project, published 
in Transition by Backlogue no. 44/45 (1994), is unique in the self-reflexive way it engages with the 
appropriation of architectural imagery, sourced from the Northern Hemisphere and then distorted, 
deformed, and translated in the process of becoming Antipodean.964 The potentiality of architectural 
imagery circulating in printed form has been exploited into a façade design derived from a process in 
which Venturi’s Vanna Venturi House, Philadelphia (1962-64), has been stretched across a photocopier 
(Figure 116). An article published in Backlogue 1 describes the design process, wherein,

[h]aving photocopied the iconic photograph of Venturi’s principal façade 
on a primitive slide top copier, with slippage and wobbling, the image was 
scanned and digitized. Care was taken to proportion the pixilations of the 
digital image to correspond as exactly as possible with our link dimensions. 
This format was then re-drafted on CAD to make the working drawings 
direct.965 

962. Fraser, interview by author, January 14, 2016.

963. Fraser, interview by author, January 14, 2016.

964. For a detailed description of this project see Peta Carlin, “The Kronborg Clinic: The Nether Worlds of a 

Dionysian Disco,” Transition, no. 44/45 (1986): 180-89.

965. “Five Projects: Ashton Raggatt McDougall,” 1 (1992): 156.
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Figure 116. ARM’s Kronborg Clinic, Footscray, published in Backlogue 1 (1992): 154-167.



In this small building, the architects did not simply accept, but deliberately amplified the productive 
possibility of print publishing technologies and their capacity to translate visual material. This em-
brace of accidents and misappropriation was therefore a legitimate basis of the “identifiably Australian 
architecture” McDougall and his colleagues set out to discover, and ended up constructing for them-
selves.966 

Murray’s unbuilt Cash Research renovation project of a small factory-warehouse in Richmond (1997) 
also reveals experimentation with the productive potential of mediation between architectural el-
ements, typography, and architectonic elements (Figure 117). In this project, published alongside 
Murray’s exegesis, in Transition no. 54/55 (1997), while also a member of the editorial board, the term 
‘CASH’ has been overlaid onto the building façade in a serif typeface, the resulting supergraphic fur-
ther manipulated using digital design tools. The articulation of the first-floor bay windows, seemingly 
made up of a collision of smaller rectangles, recalls either the traces of a coarse half-tone pattern or 
the experimentation with low resolution pixilation present in the façade design of the Kronborg Clinic. 
The conceptual overlaying of textual meaning, typographic style, and architectural elements has been 
demonstrated in a series of diagrams published accompanying the project which adopts a film-strip 
format to show the project’s conceptual development as a series of discreet ‘moves.’967

The possibilities of ‘writing on architecture’ have been further pursued in subsequent projects by 
ARM. In their National Museum of Australia (1997-2001), the surreptitious inclusion of braille 
messages on the building façade became highly controversial, especially given that their client, the 
Australian Government, had not endorsed these hidden messages.968 That project, which itself became 
a centre of controversies and was central to Australia’s ‘History Wars,’969 became particularly conten-
tious when it was revealed that these braille dots included covert messages “sorry,” and “forgive us 
our genocide,” which have been taken as a reference to European colonisation of Australia and then 
Prime Minister John Howard’s refusal to officially apologise to Australia’s indigenous peoples.970 This 
is another instance in which ‘writing on architecture’ became controversial and some of the dots were 
subsequently re-ordered or obscured by the building contractor so as to make the built inscriptions 
unreadable. Perhaps, this collective authorship opens up the opportunities for new readings of these 
messages, in a manner not dissimilar to the way Missingham's typeset galleys were jumbled on the 
blue-lined layout boards as discussed in Chapter 2.2. This chapter has argued that an interest in the 

966. “Editorial,” Transition 1, no. 1 (1979): 3.

967. Shane Murray, “Cash Research,” Transition, no. 54/55 (1997).

968. See, Howard Raggatt, “Blind Vision,” in Tangled destinies: National Museum of Australia, ed. Dimity Reed 

(Mulgrave, Vic.: Images Publishing Group, 2002), 106-08; Charles Jencks, “Constructing a National Identity,” 

in Tangled destinies: National Museum of Australia, ed. Dimity Reed (Mulgrave, Vic.: Images Publishing Group, 

2002). See also, Andrew Hutson, “The Vivid Cast,” Fabrications: The Journal of the Society of Architectural Histo-

rians, Australia and New Zealand 16, no. 2 (2006).

969. See for instance, Keith Windschuttle, “How not to Run a Museum,” Quadrant 45, no. 9 (2001).

970. Miranda Devine, “Disclosed at Last, the Embedded Messages that Adorn Museum,” Sydney Morning 

Herald, April 2 2006. www.smh.com.au/news/miranda-devine/the-embedded-messages-that-adorn-muse-

um/2006/04/01/1143441377890.html.
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Figure 117. Shane Murray’s 
unbuilt Cash Research Centre 
published in Transition no. 
54/55 (1997): 86-7.



intersection of textual meaning, the material forms of writing, and the architectural object, was a pre-
occupation which had been interrogated by these architects through their experiments with typogra-
phy, print publishing, exhibitions, and building for at least two decades prior to the museum’s design.

Conclusion

This chapter has expanded the description of Transition which began in Chapter 2.1, placing the mag-
azine more completely within its cloud of things and network of texts. Four salient points have been 
drawn out through this interrogation of Transition and its networks:

First, cultural activity was not passive but performed through clubs, groups, and events, many of 
which were also associated with forms of text production. 

Second, Transition was a contested site in which multiple agencies and interests intersected. It was an 
object that meant many things to many people, and had the potential to be interpreted differently by 
different individuals. 

Third, the magazine was able to consolidate, stabilise, and make social relations durable through its 
material form—its networks of production, distribution, and reception.

Finally, as a precursor to the discussion in the next chapter, although a variety of media formats were 
tested for fitness, it was ultimately the magazine format that proved the most effective in stabilising 
groups and forwarding their various interests.
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Figure 118. Writing on architecture visible within ARM’s National Museum 
of Australia, Canberra: pixelation of cladding around entrance (Top-left); the 
term ‘Eternity’ written as a supergraphic across the building facade (Bottom-
left); esoteric braille messages imprinted on the building facade (Top-Right).
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S e c t i o n  3 :  Fo l d i n g

Fold:

The crease is formed when two edges of a sheet of paper, parchment, or 
vellum are brought together along a line and pressed together. […] When 
paper replaced parchment and vellum in book production, a full sheet could 
be printed and folded more than once to make a quire of a given number of 
pages, depending on how the printed matter was arranged […]

In modern binding, folding is done by machine […]971 

Section 1 adopted the publishing term ‘Composing’ for the chapters therein, attempting to lay-out the 
material collected for this thesis and organise it coherently. Section 2 took up the term ‘Gathering,’ 
describing the magazine as a technology that drew actors together into relational networks. Section 
3, the final in this thesis, adopts another term from print publishing: ‘Folding,’ is used to recognise 
the way the hybridity of the magazine format allows for “realms of reality that seem far apart”972 to be 
folded together into a single volume. 

Chapter 3.1 summarises the previous sections, folding them together and revisiting the notion of ar-
chitectural magazine exceptionalism. The thesis concludes by looking broadly at recent developments 
in architectural publishing and speculating on new media forms and technologies which may take the 
place of magazines for the architectural groups of the future. The contention here is that groups and 
their magazines have historically co-created one another.

971. Online Dictionary for Library and Information Science, s.v. “Fold,” by Joan M. Reitz, accessed June 26, 2017, 

http://www.abc-clio.com/ODLIS/odlis_s.aspx. 

972. Latour, “Drawing Things Together,” 54.
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3 . 1  C h a r a c te r i s t i c s  o f  Tr a n s i t i o n :  A rc h i te c t u r a l 
M a g a z i n e  E xce p t i o n a l i s m ?
In Section 1, this thesis proposed that an extension of the notion of ‘magazine exceptionalism’ might 
be in order. By adding a qualifying prefix, and thus turning it into the more precise ‘architectural mag-
azine exceptionalism,’ it was suggested that architectural magazines may have characteristics which 
differentiate them from other kinds of periodicals. What intervening chapters have shown, through 
the detailed consideration of a single case-study, is that any specificity should only be considered in 
terms of relationality. On its own, an architectural magazine is an object—composed, gathered, and 
folded out of paper and ink. However, when enrolled in a more expansive cloud of things, even this 
simple technology can become an efficacious actor, bringing about cultural change and making other 
things happen. These changes have generally been described at the local level, that of Australian archi-
tectural sub-cultures, and can be related to the capacity, described in this thesis, for architectural mag-
azines to provide a space for people to theorise and to construct discourses and practices, the result of 
which is the popularisation and acceptance of ideas from other disciplines, which in turn become part 
of local architectural culture. Also significant are the very literal forms of cultural construction which 
occur through exhibitions, clubs, associations, and other events. 

This final chapter, foregrounds those features of Transition which might be argued to be exceptional. It 
is recognised that extrapolating a general argument based on the analysis of a single case-study would 
be an exercise fraught with difficulties and further research will be therefore be required to show 
whether other architectural magazines share any or all of these characteristics.973

The discussions, debates, and controversies which have been considered so far bring to light five char-
acteristics of Transition, considered in this chapter under headings: i) Hybridity; ii) Inclusivity; iii) 
Vagueness; iv) Marginality; and v) Materiality.

Hybridity

Oligoptica versus Panoramas
Latour has used the terms "oligoptica" and "panoramas" to contrast different kinds of sites in which 
social realities are ordered. For Latour, panoramas:

see everything. But they see nothing since they simply show an image paint-
ed (or projected) on the tiny wall of a room fully closed to the outside […] 
They are all over the place; they are being painted every time a newspaper 
editorialist reviews with authority the ‘whole situation’; when a book retells 
the origins of the world from the Big Bang to President Bush [emphasis in 
original].974

973. One thing that might set Transition apart from many other architectural periodicals, is the way it contin-

ued to privilege the written word over visual representation.

974. Latour, Reassembling the Social, 187-88.
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Oligoptica on the other hand offer the opposite of the total surveillance of Foucault’s panopticon. 
These are places from which it is possible to “see too little to feed the megalomania of the inspector or 
the paranoia of the inspected [emphasis in original].”975 Although the views offered by oligoptica are 
partial they are important because from these sites, “sturdy but extremely narrow views of the (con-
nected) whole are made possible.”976 

It is useful to extend these terms to consider different forms of architectural publishing. Magazines 
are differentiated from other printed media by their extraordinary capacity to draw disparate things 
together. Indeed the history of the term ‘magazine’ is derived from this ability. Etymologically and 
historically a ‘magazine’ was a kind of storehouse, an architecture designed for the collection, assem-
bly, and containment of different objects which were then held in a single physical location. Latour 
has recognised a similar potential in the printed-page, which through such simple devices as “proxim-
ity and optical consistency” brings together distant realities, and holds them just “inches apart when 
flattened out onto the same surface.”977

Books on architectural history, biographies of famous architects, theoretical primers, textbooks, and 
monographs on the work of a practice or practitioner do not allow the same kind of diversity. Con-
sider, as a counter-example, Freeland’s Architecture in Australia, from which McDougall and Munday 
appropriated the title of their magazine. Written by a solitary author, the book lays out a single unfold-
ing historical narrative from European colonisation to mid-century Modernism in Australian archi-
tecture: in the voice of a single author it “sketch[es], in broad outline, the path that has been travelled 
by Australian architecture during the century and three-quarters since the first European settlement 
was made at Sydney Cove.”978 Texts like Freeland’s are a kind of panorama, necessarily ordering events, 
people, and things in a more-or-less strict narrative which makes them coherent. This is not necessar-
ily intended as a criticism of Freeland’s book, as much as an acknowledgement of the ways in which it 
differs from a magazine. Architectural magazines are more oligoptic. Collectively-made, and multi-
ply-authored, they bring together diverse groups of people in their production, which situate them at 
the centre of political universes. They are also visually and textually hybrid, drawing diverse genres 
into close proximity within a single material object. 

Compared to other printed texts, a characteristic of the magazine format is its inclusivity to many dif-
ferent “genres:”979 reportage, review, editorial, essay, advertisement, book-review, exegesis, visual essay, 
letter to the editor, manifesto, and so on. The collection of these different genres, which are ‘folded’ 
together, may also contribute to the formation of new genres, through what Fairclough refers to as 

975. Latour, Reassembling the Social, 180-82.

976. Latour, Reassembling the Social, 182.

977. Latour, “Drawing Things Together,” 54.

978. J. M. Freeland, preface in Architecture in Australia: A History (Ringwood, Vic: Penguin Books Australia, 

1972).

979. Fairclough explains that “a genre is a way of acting and interacting linguistically—for example, inter-

view, lecture and news report are all genres. Genres structure texts in specific ways.” See, Fairclough, Analys-

ing Discourse, 17.
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“genre mixing.”980 For instance, in Transition, textual genres emerged capable of critiquing architectur-
al projects in the language of art criticism.981 In Transition, the genre of the ‘building review’ merged 
with the ‘critical essay,’ providing a way to discuss the incursion of architectural objects into the space 
of the art gallery. Emergent genres provided new ways of talking about architectural objects; they also 
provided a basis for mapping ideas from other disciplines onto the architectural objects being cri-
tiqued. Most obviously, Transition’s practice of publishing multiple reviews of a single exhibition by 
different authors, with varying disciplinary backgrounds and different levels of professional experi-
ence, multiplied the possible readings of any given project.

The hybridity of the magazine format extends to its capacity to draw together many various semiotic 
modes—visual, verbal, typographic, kinetic, and even cinematic. The description of magazine produc-
tion in Section 2 highlighted the degree to which texts, typography, and imagery were used to amplify 
the messages inscribed in Transition and to reinforce the political and social projects of its various 
producers. The printed volume of Transition by Backlogue no. 44/45 (1994) pushes this multi-modal 
potential of the magazine to the furthest extent. The digitally rendered cover, which wraps the entire 
surface of the cover, acknowledges the three-dimensionality and kinetic possibilities of the magazine, 
recognising it as an object to be handled and viewed, as well as read. The inclusion of flip-book anima-
tion style presentations used, for among other things, the conflation of Venturi’s Vanna Venturi House 
with Le Corbusier’s Villa Savoye, Poissy France (1929-31) on pages 185-207 of that volume, is an 
acknowledgement of the serial vision presupposed by the magazine spread and the cinematic possi-
bilities of page-turning.982 The CD of Raggatt’s spoken word prose and the die-cut pages into which it 
has been embedded, further celebrate the capacity of the magazine to function in its etymological role 
as a storehouse capable of holding disparate things in close proximity while also recalling Trudgeon’s 
experimentation with Fast-Forward.

What makes architectural magazines exceptional, particularly those independently produced like 
Transition is another relational factor. The technical competency gained in the training of young ar-
chitects has translated well into magazine design and production. The discussion in previous chapters 
has already demonstrated the degree to which tools, techniques, and processes were readily inter-
changeable between the two disciplines of architecture and graphic design, with the young architects 
constructing Transition perhaps best thought of as ‘proficient amateurs’ in graphic design—a designa-
tion that acknowledges a degree of autodidactism and transfer of skills. 

Although they were capable of using the techniques of architecture in magazine production, they were 
not formally trained in the conventions and grammars of typography or graphic design, which some-
times resulted in unusual and therefore potentially exceptional outcomes. The inversion of typograph-
ic good practice in the faces used for Transition 1 no. 1 (1979), is a perfect example, in which a solid 
set, sans serif, was adopted for body text, and an italicised serif for display faces. The degree to which 

980. Fairclough says, “Texts often mix or hybridise different genres (e.g. ‘chat’ on television tends to be a 

mixture of conversation, interview, and entertainment.” See, Fairclough, Analysing Discourse, 216.

981. The role played by architectural periodicals in the emergence of new ways of thinking and writing 

about architecture has been pursued by other scholars. See, Jannière, “la critique architecturale.”

982. See, Carlin, “The Kronborg Clinic,” 184.
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graphic design and print publishing interacted with the architectural design practices of Transition’s 
producers has also been described in the previous chapter. The potential for a feed-back loop between 
design disciplines is surely another characteristic that makes architectural magazines exceptional, and 
are features that should also be considered in terms of relationality.

Inclusivity (and Exclusivity)

If Transition’s hybridity made it available to various different textual genres and semiotic modes, 
another characteristic of the magazine made it open to many different voices. A notable feature of 
Transition was its inclusivity. In this forum it was possible for a student, or inexperienced graduate 
to forward arguments against far more experienced writers: senior academics with PhDs, established 
practising architects, and even their university instructors at RMIT. In Transition, the student, ama-
teur, or enthusiast was afforded as many column inches as the demonstrated expert, and this is per-
haps what most clearly distinguishes this architectural publication from the academic journals which 
are more familiar today—in which editorial and refereeing policies are designed to ensure the accu-
racy, rigour, and identity of all contributions. The inclusive and somewhat egalitarian editorial policy 
of an independent periodical like Transition meant that arguments forwarded by less experienced 
contributors were able to enter into the shared knowledge base of the discipline without necessarily 
being tested for veracity. 

The inclusiveness of Transition extended to the range of authors whose work was published. Figure 
120 and Figure 121 show graphically the geographic location at the time of contribution, and the dis-
ciplinary specialisation of contributors for issues released during the first ten years of Transition’s pub-
lication. Although a large proportion of contributors were based in either Melbourne or Sydney, there 
were also representatives from other Australian cities: Newcastle, Perth, Brisbane and Adelaide.983

Figure 121 indicates that although a large proportion of those contributing to Transition were practis-
ing architects, there were also contributors from academia, and these included architectural histori-
ans, critics, and educators. Representatives writing from other disciplines also contributed, and there 
were writers with varied disciplinary backgrounds—sociology, poetry, and public policy—all of whom 
contributed to this developing discourse on architecture. Postgraduate students used Transition for 
their early forays into academic writing, and while these included many students of architecture, and 
architectural history, they also included students of psychology, English literature, oriental studies, 
and psychoanalysis.

It was this characteristic which allowed relative amateurs to publicly criticise the work of their instruc-
tors and seniors, which contributed to Transition’s capacity to act as an instrument for generational 
change. The willingness of senior academics and established architects to use the magazine to ‘write 
back’ to their young critics had the effect of lending further weight to the original critiques. Even 

983. The relatively large proportion of contributors from London reflects the many links between Australian 

institutions and the AA at the time—an observation that supports Mary McLeod’s characterisation of the AA 

in London, and the Institute for Architecture and Urban Studies (IAUS) in New York, as constituting “interna-

tional exchange centre[s],” and therefore globally significant institutions in the spread of architectural ideas 

during this period. McLeod, “Architecture and Politics,” 44.
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Figure 119. Freeland’s Architecture in Australia as a 
sole-authored ‘panorama’ when compared to the 
collaborative exercise that is the more ‘oligoptic’ 
Transition no. 18/19 (1986).

OLIGOPTICON



though inexperienced writers were sometimes treated with derision, the fact that they were consid-
ered opponents worthy of public repartee increased their credibility.984

Transition further demonstrated its inclusivity through its multimodality. There was a division of 
labour in the production of the magazine, with students relied on for more technical tasks of visual 
design and layout, while some editors restricted themselves to dealing with written texts—soliciting 
material, liaising with authors, copy-editing, and so on. As discussed previously, the layout of the 
magazine, including its typography, logotype, and covers, was repeatedly used to prosecute agendas 
and forward specific interests. The delegation of typography, graphic design, and layout to younger 
producers—including students—gave these actors an enhanced level of agency, allowing for their 
participation in public architectural debate using those communication modes in which they were 
specialists.985 This meant that symbolic messages could be transmitted, unbeknownst to an editor and 
almost certainly escaping the oversight of a distant editorial board.

This inclusivity was not without qualification. As has been shown in the controversies and various 
fringe positions constructed in Transition, not every actor was given equal consideration. The main 
body texts of the magazine were generally reserved for actors already enrolled in the Transition/
RMIT/Halftime Club network. For voices of dissent, those like Europe-based Melbourne expatriate 
Wilson, there was a way around potential exclusion. Letters-to-the-editor formed one way in which 
‘other’ voices, and those not officially sanctioned, were admitted into the magazine. The ‘letters’ sec-
tion is a unique feature of magazines and newspapers, made possible by their periodical release. This 
is one reason why many of the primary texts relied on in this thesis have been letters. 

RMIT faculty member Michael Jorgenson, for instance, became something of a serial letter writer in 
Transition. As a regular contributor of article-length correspondence, some of which contains bibli-
ographies, footnotes, and illustrations, Jorgenson regularly used the letter-to-the-editor as a way to 
dispute, debunk, or otherwise disagree with many of the texts published in the magazine proper.986 For 
example, Jorgensen’s letter published in the second issue of the magazine as an unsolicited response to 
Drew’s article of the previous issue ran over two pages—including the prominent outside rear cover, 
and included footnotes and a list of books cited. Interviews with former editorial staff have shown that 
it was accepted practice to publish any and all correspondence received, regardless of whether or not 
it was overtly critical of Transition, its editors, or RMIT—as many of the letters invariably were.987

984. For example, the letter from RMIT student George Dakis and the subsequent response published in the 

following issue. See, George Dakis, “Today even the sun is not being take for granted ...” Transition 1, no. 4 

(1980); and, E Manual Zipfinger, “Bright Young Talent,” Transition 2, no. 1 (1981).

985. Fraser argues that for architecture students “signs and symbols become very important because they 

are all you have.” Fraser, interview by author, January 14, 2016.

986. See, Michael Jorgensen, “&PM+,” Transition 1, no. 2 (1979).

987. van Schaik, interview by author, February 24, 2016.
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Vagueness

A third characteristic of Transition that contributed to its exceptionalism was a degree of ‘vagueness’ 
in the magazine’s texts. Ashton’s ironic proposal that the typical editorial may have been written in a 
manner not dissimilar to the Surrealist game of the Exquisite Corpse (Figure 61) surely recognises the 
difficulty experienced by readers attempting to parse some of the magazine’s more opaque texts.988 

Transition was characterised by what will be termed here, both ‘attributive vagueness,’ and ‘semantic 
vagueness.’ The former arose from the fact that it was not always clear who was writing, and from 
what basis they were formulating their opinions; and the latter, because of inconsistencies in terminol-
ogy and shifting use of language, which varied according to the disciplinary background of different 
contributors. The magazine was hybrid, and its inclusiveness exacerbated the potential for vagueness. 
The elliptical citation of external voices has been demonstrated in Chapter 2.2, with Korzeniewski’s 
appropriation of Kahn used as an example. The enthusiastic, if sometimes inchoate, manner in which 
the ideas of theorists/philosophers Deleuze, Derrida, Foucault, Virilio, and Nietzsche were drawn into 
the articles of Transition no. 46 (1996) is another. 

Although Figure 120 and Figure 121 indicate the breadth of contribution to Transition, they do not 
capture all contributors over the volumes surveyed. Only articles in which authorship, affiliation, and/
or location were explicit in the publication were included. Many articles remain unattributed and 
inconsistency of editorial policy meant that in some instances the affiliations of a contributor were 
noted while being withheld in a subsequent article. This inconsistency allowed a degree of attributive 
vagueness to exist throughout the magazine; in Transition it was not always clear who was writing, 
and from what basis they were formulating their arguments—this condition allowed polemics to be 
mounted and arguments to be given equal consideration despite discrepancies in experience or disci-
plinary specialisation.989 

Semantic vagueness due to the shifting use of language impacted the way concepts and theories were 
constructed and translated. For example, despite heated debate and considerable anxiety about the 
term, 'postmodernism' it remained undecided and open. The meaning of the term changed depending 
on the particular interests and disciplinary backgrounds of whoever was using it and this semantic 
flexibility affected how concepts and theories were discussed and translated. During the 1980s, the 
meaning of the term remained highly unstable and interlocutors were often arguing over the relative 
merits of quite different objects. Content analysis of Transition was undertaken to trace the shifting 

988. Ashton, “Secret Out,” 48.

989. Anonymity in online interactions “encourages a play with identity in interactions” and may accompany 

both ”anti-social behaviour’ and “online equality.” Jo Angouri and Theodora Tseliga, “’You Have No Idea What 

You are Talking About!’ From e-Disagreement to e-Impoliteness in Two Online Fora,” Journal of Politeness 

Research: Language, Behaviour, Culture 6, no. 1 (2010): 62.
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use of the term ‘postmodernism’ over the first ten years. The results of this analysis are illustrated in 
Figure 122, Figure 123, and Figure 124.990 

Any set of data affords the possibility of multiple interpretations, and the analysis of a term as ideolog-
ically loaded and multivalent as ‘postmodernism’ is destined to be imperfect.991 The analysis herein, 
stems from a conference paper considering the use of this term in this context. In a longer format pro-
ject other examples could, and would, be given. In this context, it is considered sufficient to demon-
strate the variability of meaning in the magazine through this single example. There are four impor-
tant points which can be drawn out of the analysis illustrated here. First, there is no consensus as to 
a preferred definition, and new meanings continue to be introduced throughout the entire period. 
In the earliest volumes the term was used primarily to refer to buildings that were either stylistically 
eclectic or informed by an understanding of semiotics, but by later volumes it was also being used to 
refer to an existential social pathos related to consumer capitalism. Second, some usages are contra-
dictory, even explicitly so. It was adopted to refer to both a style of historicist classicism and a style 
of mannerist anti-classicism; to refer to both the state of consumer capitalism and ‘resistance’ to this 
condition. And this all occurred in the same volume. Third, the introduction of new uses is additive 
rather than revisionary. In Transition no. 25 (1988), although the more recent forms of ‘postmod-
ernism’ as either avant-garde resistance or late-capitalist existentialism have been adopted by some 
writers, others are still using the term to refer to a mix of stylistic inclusivism, classicist historicism or 
semiotic architecture. 

The final and most important point in the context of this thesis is that, across the period analysed, a 
large proportion of references remain unclear, meaning that it often remains vague as to which of the 
many interpretations is being adopted (Figure 124 illustrates this graphically as a proportion of total 
usage). According to Star, “shared vagaries” are important because they allow heterogeneity to be 
“smuggled in” as ambiguity is allowed to “float on the virtual table of cooperative work.”992 The mag-
azine’s vagueness allowed for a high degree of what Star has termed “interpretive flexibility,” which is 
perhaps why, despite rejection or hostility to the designation ‘postmodern,’ practitioners from dif-
ferent sides of debate continued to design and construct work that was considered by their peers and 
from a period-style interpretation to be postmodern architecture.993 Far from hindering constructive 

990. Citations have been limited to explicit instances of the term, although all forms were considered 

(‘Post-modernism,’ ‘Post Modernism,’ ‘postmodern’ etc.). References to Post-Modernism were further defined 

as either definitional or non-definitional, with definitional references attempting some qualification of the 

specific characteristics of Post-Modernism. 

991. Hutcheon has identified the contradictions inherent in postmodernism as it relates to artistic practice. 

See, Linda Hutcheon, The Politics of Postmodernism, 2nd ed. (New York: Routledge, 2002).

992. Star, “This is not,” 604.

993. Espie Dods says “although my own small practice has been called by others ‘Post Modern’ it is a term I 

would rather avoid.” See, Espie Dods, “Response to Tom Heath’s Paper,” Architecture Australia 73, no. 4 (1984): 

60. In another contribution to Transition, Melbourne architect Peter Corrigan was referred to as “a home 

grown post-modernist.” See, Michael Jorgenson, “& P-M+,” Transition 1 (1979): 36.
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Figure 120. Contributions to Transition according to geographic location of contributor at time of 

publication over the first ten years. Geographic location is listed along horizontal axis and the total number 

of contributors for each specialisation noted at the top of each column. This data includes only those 

contributions in which either geographic location of the individual writing or their institutional affiliation 

was made explicit in the publication.

Figure 121. Number of contributions to Transition according to disciplinary specialisation over the first ten 

years. Disciplinary specialisation is listed along horizontal axis and the total number of contributors for 

each specialisation is noted at the top of each column. This data includes only those contributors whose 

disciplinary specialisation was made explicit in the publication and some individuals may fall under more 

than one specialisation. For example, one contributor is listed as both ‘Practising Architect’ and ‘Poet’. 
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effort, semantic and attributive vagueness may have been assisting Transition in the collaborative con-

struction of new architectural knowledge. 

Marginality

Chapter 2.1 indicated the variety of ways in which Transition was classified by its makers: McDougall 
and Munday originally intended it as a vade mecum for practising architects; Morgan considered it 
a site for productive, projective design writing; Brew and his colleagues adopted it as an instrument 
for their neo-avant-gardism and reconstructive historiographies; van Schaik took advantage of it as a 
promotional tool for university achievements; and Edquist considered it an avenue for students and 
academics to develop their careers by having their academic writing peer-reviewed and distributed. 
Which one of these things was Transition? 

The answer is of course—all of them. The magazine was clearly flexible enough to allow it to be 
different things to different people and it should be identified as an object that has a high degree of 
“interpretive flexibility.”994 Star describes as “boundary objects” those artefacts and technologies that 
are “both plastic enough to adapt to local needs and the constraints of the several parties employing 
them, yet robust enough to maintain a common identity across sites.”995 Although these objects may 
mean different things in different social contexts, “their structure is common enough to more than 
one world to make them recognisable” and therefore “a means of translation.”996

Scholars studying design collaboration in other disciplines have argued that marginal objects provide 
the basis for the translation of discipline-specific knowledge between individuals from different back-
grounds, while their status as ‘shared’ allows them to facilitate collaboration and communication.997 
This thesis has argued that by facilitating collaboration between people with different aims, and aiding 
communication between individuals from different social worlds, the magazine assisted in the con-
struction of new disciplinary knowledges and practices. Integral to Transition's constructive capacity 
was Transition’s inclusivity, which allowed authors with varying disciplinary backgrounds to map 
diverse ideas onto the artefacts of architecture, producing new readings of what were otherwise quite 
modest buildings, artworks, and unbuilt projects. An important characteristic of boundary objects is 
that disagreement or controversy between actors need not limit such object’s efficacy. These shared 
artefacts provide a way to collaborate productively, even in instances when a group is unable to reach 
consensus.998 By providing a mechanism for translation between social worlds and disciplines, in the 
face of conflict and controversy, boundary objects like Transition become important to the construc-
tion of disciplinary knowledges. 

994. See, Star, “This is not.”; Star and Griesemer, “Institutional Ecology.”

995. Star and Griesemer, “Institutional Ecology,” 393.

996. Star and Griesemer, “Institutional Ecology,” 393. 

997. See, Carlile, “Transferring, Translating.”

998. Star, “This is not,” 604.

352.



Materiality: The Limits of Discourse

From the outset this thesis has claimed that architectural magazines such as Transition are participants 
in the consolidation of relationships and also actors which assist in the construction of disciplinary 
knowledges and practices. As has been demonstrated in previous chapters, the resistances and af-
fordances of the magazine format, and the various technologies used in magazine production, had a 
mediating effect on the messages inscribed.999 

Printed texts have a unique capacity to stabilise and fix knowledge by means of the simple technology 
of the printed and bound page. Printing helps fix ideas, knowledges, group boundaries, and social 
relations, and helps them travel across geographies and over time.1000 In the period with which this 
thesis has been concerned, before the widespread introduction of personal computers and comput-
er-mediated communications, print publishing lent ideas stability. Latour has argued that fixing ideas 
in printed form has a stabilising effect because, in order to forward an opposing view, one is required 
to “write another book [or in this case a magazine], have it printed and mobilise with copper plates” 
the counter argument.1001 There is, therefore, always a cost associated with disagreeing. 

Chapter 2.2 focused on lists and screens, as devices of gathering and mediation respectively. These de-
vices, and others like them, assisted Transition in composing, gathering, and folding together architec-
tural knowledge and relationships. The magazine was a site in which disparate realities were brought 
together—buildings, texts, reputations, egos, clubs, and academic careers, all folded together within 
its double-A4 printed spreads. The material form of the magazine, and the practices of imposition, 
typesetting, and binding, all contributed to the establishment of meaning. 

Although these are characteristics of many types of magazines, it is again a relational factor which 
makes architectural practices exceptional. In these objects, the practices of design collide with written 
and visual discourses; magazines demonstrate the potential for mistranslation, malapropos, and what 
Jannière has referred to as “semantic collisions.”1002 The potential to sample ideas and practices from 
other disciplines, the autodidactic way in which architectural design practices have been adapted to 
print publishing, and the adoption of do-it-yourself production techniques by proficient amateurs, 
multiplied the mediating capacity of the printed object in the case of Transition. The ability of the 
magazine to be marginal across disciplines and social worlds made it a focus of collaboration, and a 
means of translation. Its relationship to controversies meant that it remained contested and an open 
project over an extended period of time. Practices and ideas that had their origins in disciplines other 
than architecture found their way into architectural knowledge as the magazine was assembled, and 
were translated in the process. 

As a corpus of texts, the magazine collected many different voices, and provided a basis of translation 
for ideas and theories introduced into architectural discourse in Australia. Although political tensions 

999. Latour and Woolgar, Laboratory Life.

1000. Latour uses the term “immutable mobiles.” See, Latour, “Drawing Things Together,” 26.

1001. Latour, “Drawing Things Together,” 34.

1002. Jannière, “Juxtapositions.”
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Figure 122. Variations in use of the term ‘Postmodernism’ over the first ten years of Transition publication.

Figure 123. Variations in use of the term ‘Postmodernism’ over the first ten years as percentage of total use. 
Horizontal axis is issue ; vertical axis indicates percentage of references per issue.
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Figure 124. Vague or unclear uses of the term ‘Postmodernism’ as percentage of total use. 
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surrounded the magazine at times, it was far from a mute and passive conduit for vociferous human 
agents. Through material resistance, textual translation, and semantic collisions of text, image, and 
typographic style, the magazine became a mediator capable of both confounding and amplifying the 
authorial intentions of its human makers.

The fact that the magazine was at times, less than fully coherent, meant that it allowed multiple, even 
contradictory, voices to exist together in close proximity to one another. For every group formed, 
there arose the opportunity for a number of anti-groups to be described. For every position claimed, 
other, opposing positions became available for occupation. As an artefact that bound groups together, 
the magazine was quite literally able to inscribe boundaries and agendas, affording them some limited 
permanence. There could be no group without its text, imagery and typography, its paper and ink; it 
held group boundaries steady until the next issue was released, in which they could be refreshed or 
contested all over again.

Post | Script. (Not Really) The Last Word

McDougall is the individual whose relationship with Transition has been the most enduring, and 
along with Edmond and Corrigan, his practice of ARM has arguably been the greatest beneficiary of 
this relationship with the magazine. In 2016, contemporaneous with the time of writing, ARM has just 
been awarded the AIA’s Gold Medal, an award “made in recognition of most distinguished services” 
to Australian architecture and which is the “highest honour the Institute may bestow.”1003 In 2012, 
the practice was the subject of a thick book-format monograph which celebrated the firm’s extensive 
catalogue of work, and explicated its theoretical predicates. The work published in that volume in-
cludes large architectural commissions across several Australian states and major work in the different 
sub-categories of, residential, corporate, educational, institutional, and public architecture. This does 
seem a remarkable turnaround in fortunes, given that in the “Editorial” to Transition 1 no. 1 (1979), 
co-editor McDougall proposed:

The question cannot be whether or not there should be less talk; the ques-
tion should be, how can more be arranged? If the opportunities to build 
continue to diminish, talk will be as close as many will get to architecture.1004

Even before actually having built anything, McDougall and his later practice partner Raggatt had 
the opportunity to publicise themselves and their designs. Colomina has noted how media publicity 
is able to precede and support artistic production itself.1005 The argument made here is that far from 
simply recording cultural phenomena, magazines like Transition were working to actively assemble 
the discipline and may be held largely responsible for many of its current forms and conventions. 
McDougall, himself, has confirmed that the magazine was part of a program of deliberate cultural 

1003. “Policies and Guidelines,” Australian Institute of Architects, accessed July 12, 2017, http://www.archi-

tecture.com.au/events/national/prizes-competitions.

1004. “Editorial,” Transition 1, no. 1 (1979): 3.

1005. Colomina, “Introduction: On Architecture,” 15.
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construction that, among other things, was intended to provide a context for the architectural produc-
tion of the magazine’s makers.1006 

This investigation into Transition and its networks has demonstrated a number of things. It has shown 
that an architectural magazine can assist in the construction of architecture’s disciplinary knowledge 
through the appropriation, translation, and distribution of knowledges and practices from other dis-
ciplines. It has also demonstrated the degree to which Transition assisted in the formation of archi-
tectural groups and anti-groups through systems of inclusion and exclusion. This text has provided 
an account of how changing technologies, including the introduction of digital technologies, have 
transformed design practices and also the way individuals collaborate in the disciplines of architectur-
al and graphic design. 

Through a description of the contingencies involved in the making of a magazine, it has argued that a 
magazine is capable of acting as a ‘material agent’ which, through processes of mediation and ma-
terial resistance, can assist, disrupt, or otherwise work outside the intentions of its human authors 
and producers. It has shown that techniques of representation, processes of production, and text/
image relationships in architectural magazines contribute to architecture’s disciplinary knowledge and 
practices. Finally, it has argued that architectural magazines, through their relationality, have charac-
teristics which make them specific and efficacious. This last point raises a final compelling question: 
with the rise of computer-mediated technologies, and the concomitant decline of the print magazine 
format, are there new media forms and formats which might prove similarly useful in the processes of 
architectural cultural construction?

In 2015, it was announced that, after one-hundred-and-twenty years, two of architecture’s longest con-
tinually-published periodicals, the Architectural Review and Architects’ Journal, were to cease publica-
tion in printed form.1007 Although the plan to distribute these magazines only digitally did not eventu-
ate, this announcement brought into stark relief the changing landscape of architectural publishing.

Magazines have traditionally been adopted by avant-garde artists and architects for a number of 
reasons. A primary attraction though, has been that, in contrast with books at least, they are relatively 
quick and inexpensive to produce. There is still a substantial cost involved though—both in capital 
and time—with the production of even a simple magazine. Translating verbal and visual communi-
cation into paper and ink has expenses which must be accounted for. In the case of Transition, these 
were still sufficiently high that they were never recouped by the magazine’s sale, hence its ongoing 
reliance on an institutional benefactor in RMIT. With the widespread adoption of computer-mediated 
communication technologies in the later 1990s, the status of print magazines has changed. Magazines 
have become relatively expensive and slow to produce and distribute compared to other alternatives.

1006. McDougall, “Making a Culture.”

1007. Amy Frearson, “Architects’ Journal and Architectural Review to End Print Editions After 120 years,” 

Dezeen, accessed July 12, 2017, https://www.dezeen.com/2015/10/05/architects-journal-architectural-re-

view-emap-end-print-editions-digital-only/#disqus_thread.
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Online platforms, including websites ArchDaily, Dezeen, and Designboom, have arisen to allow archi-
tects to publish their work and distribute it globally at virtually no cost. Websites, blogs, and social 
media services including, Facebook, Twitter, and Instagram have, to a large degree, taken the place 
of print magazines and have become an increasingly common way for emerging architects to com-
municate their ideas and raise their public profiles. Arguably the biggest beneficiary of Transition has 
been ARM, the practice which had the longest and most intimate involvement with the magazine. The 
degree to which ARM has enthusiastically embraced new forms of digital media is therefore signifi-
cant. As its directors find new ways to publicise its designs and designers, the firm’s website, Twitter 
feed, and Instagram account have become the preferred ways to inexpensively and instantaneously 
participate in public discourse and create contexts for the firm's architectural productions.1008 It is also 
worth noting that the interests of Women in Architecture live on, with an expanded presence, in the 
digital realm, through the Parlour website—an online forum which provides a digital "space to speak" 
and which aims at "expanding the spaces for women in Australian architecture."1009

In the face of an unpredictable and changeable media landscape, further research is required to under-
stand the ways in which the productive relationship between architects, architecture, and the media 
will be renegotiated.

1008. See, www.armarchitecture.com.au; https://twitter.com/ARMarchitects; https://www.instagram.com/

armarchitecture/

1009. Parlour, accessed March 3, 2018, www.archiparlour.org. Process Talks on the other hand, continue to 

bring young practising architects into the pubs and hotels of Melbourne's city centre where they collective-

ly negotiate their way through new modes of critical practice in a period post-Transition.
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Figure 125. New forms of digitally mediated discourse on architecture prompt new text/image relationships. 
ARM’s Instagram page (Top); and, Twitter feed (Bottom).



L i s t  o f  Fi g u re s
Figure 1. Transition covers (1979-2000). Composite image by the author. 

Figure 2. Howard Raggatt, Resurrection City II, 1986. Source: Anderson, "The New Classicism?," 35.

Figure 3. Suzanne Dance, Toy, 1986. Source: Anderson, "The New Classicism?," 34.

Figure 4. Ian McDougall, Joseph Furphy Institute, 1986. Source: Anderson, "The New Classicism?," 36.

Figure 5. New Classicism? exhibition as recorded in Transition no. 20 (1987). Source: Beck, "Exhibi-
tion Review: New Classicism?," 32; Anderson, "New Classicism?," 33-36.

Figure 6. Excerpt from “Editorial,” Transition no. 49/50 (1996). Source: "Editorial," Transition no. 
49/50, 3.

Figure 7. Meeting minutes of the Halftime Club, June 2, 1979. Source: Halftime Club Minutes of 
Meeting, February 6, 1979, Halftime Club Collection, RMIT Design Archive.

Figure 8. Duties to be carried out by the Transition editor (early 1990s). Source: Transition Editor—
Duties, Transition Collection, RMIT Design Archive.

Figure 9. Transition issues produced at 78 Blessington Street share-house.

Figure 10. Meeting minutes of the then “Unnamed Architecture Club,” January 16, 1979. Source: 
Unnamed Architecture Club Minutes of Meeting, January 16, 1979, Halftime Club Collection, RMIT 
Design Archive.

Figure 11. Introduction to the Halftime Club, composed by Grant Marani (1979), and circulated to 
prospective members. Source: Introduction, Halftime Club Collection, RMIT Design Archive.

Figure 12. Halftime Club agenda for meeting held February 6, 1979. Source: Agenda No. 1, 1979, 
Halftime Club Collection, RMIT Design Archive.

Figure 13. Transition cover-design attributed to Michael Trudgeon.

Figure 14. Michael Trudgeon, "3345: A Project," in Transition 1, no. 3 (1980), front cover and internal 
spread (4-5).

Figure 15. Other magazines by Trudgeon. Crowd 7, February (1985), cover; Crowd 8, March (1985), 
cover and typical spread; Fast Forward no. 12, (August 1982) cover and inside spread.

Figure 16. Editorial board used in place of editors. Source. front matter in Transition 4. no. 1 (1984).

Figure 17. Transition issues co-edited by Morgan and Halik.
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Figure 18. Frank Gehry interview. Source: "Frank Gehry Visits Melbourne," in RMIT Architecture no. 
2, 17.

Figure 19. Helter Shelter, front cover.

Figure 20. RMIT Architecture no. 2, front cover.

Figure 21. Transition issues co-edited by Morgan and Burns

Figure 22. Transition issues edited by Burns and Edquist.

Figure 23. Comparative content analysis by Doug Evans. Source: Evans, letter in Transition, no. 34 
(1991):103.

Figure 24. Transition issues edited by Morgan during his second term.

Figure 25. Backlogue 1, (1992), front cover.

Figure 26. Student work from Raggatt and McDougall’s 1992 co-taught UWA Level-2 studio, Fringe 
Benefit Taxonomy. Source: "Fringe Benefit Taxonomy," in a Catalogue of Ten Studios + One, Semester 
Two 1992, Simon Anderson and Bill Busfield eds., (Nedlands: UWA, 1992). 

Figure 27. Transition by Backlogue no. 44/45 (1994), front cover.

Figure 28. Transition issues edited by Brew.

Figure 29. Cover of special RMIT Storey Hall monograph with the wrap-around cover slip designed as 
a way to turn it into Transition no. 51 (1996).

Figure 30. Transition issues with van Schaik as ‘Executive Editor.’

Figure 31. Australian Government (DETYA) publications weightings during the 1990s. Source: Neu-
mann and Guthrie, "The Corporatization," 730.

Figure 32. Transition issues edited by Hocking.

Figure 33. Front cover of Transition, no. 61/62 (2000), the first and only edited by King and the the 
final issue of the magazine.

Figure 34. Spread and extract of copy-editing, erroneously printed in Transition, no. 61/62 (2000). 
Source: Lyssiotis, "Tall Tales," 122-23. Diagram overlay by the author.

Figure 35. Typographic errors in the “Letter to Philip Hunter,” published in Transition. Source: van 
Schaik, "Letter to Philip Hunter," 8-9. Diagram overlay by the author.
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Figure 36. Transition Trade Mark Details, indexed with the Australian Government’s ‘IP Australia.’ 
Source: “IP Australia,” Australian Government, accessed July 12, 2017, https://search.ipaustralia.gov.
au/trademarks/search/view/477715?q=Ian+McDougall.

Figure 37. A site of description as well as the tools and implements required. Source: Author.

Figure 38. Transition 1, no. 1 (1979) laid out as a cinematic series of spreads.

Figure 39. Centre spread of Transition 1, no. 1 (1979), 12-13, with magnified detail of wire-stitching.

Figure 40. Standard quarto imposition. Source: Diagram constructed by the author following Karg, 
Siddles, and Sutherland, Graphic Designer's, 272-277.

Figure 41. Transition 1, no.1 (1979), reconstruction of possible quarto imposition layout. Source: Dia-
gram by author following Karg, Siddles, and Sutherland, Graphic Designer's, 272-277.

Figure 42. Diagrammatic representation of the process of photo-offset lithography and the mediating 
effects of technologies used in the reproduction of textual and visual materials. Source: Diagram by 
author.

Figure 43. Visual comparison of precedents for graphic style of Transition. Top Row (L-R): Archi-
tecture Australia covers of the 1950s (January-March 1984 pictured); The Lancet medical journal 
(Volume 1. 1977 pictured); and Venturi’s Complexity and Contradication in Architecture (1966 
first-edition and ‘77 second-edition pictured). Bottom Row (L-R) cover of Transition 1, no. 1 (1979), 
and Transition1, no. 2 (1979).

Figure 44. Visual comparison of precedents for graphic style of Transition 1 no. 1 (1979). Venturi, 
Complexity and Contradiction in Architecture, first edition (1966) (middle row); and second edition 
(1977) (bottow row).

Figure 45. Illustration of the evolution of typographic technologies with the ‘Selectric Composer’ con-
sider the logical endpoint. This diagram is included as an illustration to Frutiger’s article published in 
the IBM Journal of Research and Development 12, no. 1 (1968). Source: Frutiger, "The IBM Selectric," 
9.

Figure 46. Spread of Transition 1, no. 1 (1979), 8-9 (Top). Detail of errata slip and original caption 
(Bottom). Source: Drew, "Mannerism," 8-9.

Figure 47. Progressive Architecture spread (page 68-9) with Eisenman’s House II on the recto. Source: 
Gandelsonas, "On Reading Architectecture," 68-69.

Figure 48. IBM ‘Selectric Composer’ catalogue cover. Available from: http://www.aiga.org/globalas-
sets/migrated-images/uploadedimages/aiga/content/inspiration/voice/selectriccomposer.jpg (accessed 
November 11, 2017)
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Figure 49. IBM ‘Selectric Composer.’ Detail of ‘golf-ball’ style typehead. Available from: https://
en.wikipedia.org/wiki/IBM_Selectric_typewriter#/media/File:IBM_Selectric_Globe_Wiki.jpg (ac-
cessed November 11, 2017).

Figure 50. The “Photo Credits” list on the rear-cover of Transition 1, no. 1 (1979) considered as a 
device of gathering. Source: Transition 1, no. 1 (1979, front cover, rear cover. Diagram overlay by 
author

Figure 51. A device of gathering: the enrolment of a network of distant actors and a textual network 
by means of a simple list. Source: Diagram by author

Figure 52. Comparison of Sea Ranch Condominium One as printed in Transition 1, no. 1 (1979); and 
in Architecture and Urbanism. Source: Turnbull, "The Morality," 19; "The Work of Charles W. Moore," 
18.

Figure 53. Mediation and translation of Downing’s drawing of an Italian Villa. Sources: Downing, "The 
Architecture," 316-317; Moore, Allen, and Lyndon, "The Place of Houses," 125-126; Turnbull, "Morali-
ty," 14-15. Diagram by the author.

Figure 54. Comparison of the image size and half-tone screen density used for Michaelangelo’s Biblio-
teca Laurenziana. Sources: Norberg-Schulz, "Meaning in Western," 264-265; Drew, "Mannerism," 6-7. 
Diagram by the author.

Figure 55. Full-tone line-drawings in Transition and Architecture and Urbanism. Sources: Turnbull, 
"Morality," 20; "The Work of Charles W. Moore," 276.

Figure 56. Comparison of international precedents printed in Transition, with the work of local prac-
tices: a) Madonna Family Inn, California, 1958, b) Giulio Romano, Palazzo del Te, Mantua, 1525-35, 
c) MLTW, Condominium One, Sea Ranch, California, 1965, d) AJ Downing, Villa in the Italian Style, 
1850, e) Michaelangelo, Biblioteca Laurenziana, Florence, 1525, f) ArGroup, Clyde Cameron College, 
Albury, 1975, g) Swetik Korzeniewski, Kids Activities, Newtown, 1979, h) Peter Crone, Briggs House, 
Lancefield, 1979, i) Norman Day, Gunner House, Roland Flat, 1977, j) Edmond and Corrigan, Parish 
Church of the Resurrection, Keysborough, 1976. Note how the mediating half-tone screen has resulted 
in visual equivalence between very different projects in very different contexts. Sources: images b), e), 
and f) are from, Drew, "Mannerism," 6-10; images a), c), and d) are from, Turnbull, "The Morality," 
17, 19; image g) is from, Korzeniewski, "Kidsville," 11; images h), i), and j) are from Peak, Drew, and 
Anderson,"An Exhibition," 9-14.

Figure 57. Centre spread of Transition 1, no. 1 (1979) and detail of Korzeniewski’s article. Source: Ko-
rzeniewski, "Kidsville," 12-13. Diagram by the author.

Figure 58. Louis Kahn, Architecture comes from The Making of a Room. 1971. Collection of the Phila-
delphia Museum of Art. Source: Kahn, "Silence and Light," 44. Diagram by the author.

Figure 59. Excerpt and close-up of passage from Louis Kahn's essay, “The Room the Street and 
Human Agreement." Source: Kahn, "The Room, The Street," 6-7. Diagram by the author.
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Figure 60. Letters from Ken Woolley and Conrad Hamann. Sources: Woolley, letter in Transition, no. 
22/23 (1987), 107; Hamann, letter in Transition, no. 22/23 (1987), 107. Diagram by the author.

Figure 61. Letter from architect Stephen Ashton. Source: Ashton, "Secret Out," 48. Diagram by the 
author.

Figure 62. Missingham’s article "Dao Nunda," as printed compared with manuscript supplied by Miss-
ingham. Sources: Missingham, "Dao Nunda," 40-41; Missingham, "Dao Nunda" original manuscript, 
in private collection. Diagram by the author. 

Figure 63. Sponsors list in Transition 1, no. 1 (1979) and details of variation in typographic style on 
front and rear cover of that issue. Source: Transition 1, no. 1 (1979), front cover, rear cover. Diagram 
by the author.

Figure 64. Variations in letterforms indicating the use of transfer-lettering on front-cover and contents 
page of Transition 1 no. 1 (1979). Source: Transition 1, no. 1 (1979), front cover, rear cover. Diagram 
by the author.

Figure 65. Letraset “Architectural Sheets” Source: "Architectural Sheets," in Letraset Catalogue (1986), 
229. Letraset ‘Compacta Bold’ transfer sheet with some characters missing. Available From: https://
en.wikipedia.org/wiki/Compacta_(typeface)#/media/File:Compacta_Bold_Letraset_transfers.jpg 
(accessed November, 11, 2017).

Figure 66. Transition 1, no. 4 (1980) front cover.

Figure 67. Transition 3, no. 3/4 (1984) front cover, rear cover. 

Figure 68. Saddle-stitching versus perfect-binding: relative differences in image-bearing potential of 
the magazine cover. Diagram by the author. 

Figure 69. Transition no. 22/23 (1987), front cover.

Figure 70. Hand annotated amendment to “Notes to Contributors” for prospective authors. Source: 
Notes to Contributors, 1990, Transition Collection, RMIT Design Archives.

Figure 71. Fax from Paul Morgan to RMIT management requesting computer upgrades and message 
from RMIT tehcnical staff member advising on costs of computer upgrades for the Transition pro-
duction office. Sources: Fax from Paul Morgan, 23 March, 1993, Transition Collection, RMIT Design 
Archives; Email from Peter Datson, 19 March, 1993, Transition Collection, RMIT Design Archives.

Figure 72. Computer modelled and rendered front covers to Transition no. 44/45 (1994) and Transi-
tion no. 41 (1993), both by Paul Minifie. Adjustments to images, showing how covers would appear if 
fully unfolded, are by the author.
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Figure 73. Spread from Transition, showing die-cut pages designed to house Raggatt’s “Not Songs." 
Source: Ross Jenner, Not an Introduction to Howard Raggatt's Not Songs," Transition, no. 44/45 
(1994), 194-195.

Figure 74. Comparison of original Letraset logotype by McDougall and Munday with later digital 
homage by Fraser and Brew. Sources: Transition 1, no. 1 (1979), front cover; Transition, no. 44/45 
(1995), front cover.

Figure 75. Dual-identity logotype used during mid 1990s. Source: Transition, no. 44/45 (1995), front 
cover.

Figure 76. Transition, no. 61/62 (2000), front cover.

Figure 77. List of Halftime Club purposes. Source: 1/2 Time Purpose, Halftime Club Collection, Feb-
ruary 22, 2016. Diagram redrawn by the author.

"Figure 78. Spaces of the Transition office: a) Blessington Street, St Kilda; b) Alma Road, St Kilda; c) 
Brunswick Street, Fitzroy (Crowd office); d) Stalbridge Chambers, Little Collins Street, Melbourne; e) 
Majorca Building, Flinders Lane, Melbourne; f) RMIT Building 9, Latrobe Street, Melbourne; g) Yule 
House, Little Collins Street, Melbourne; h) RMIT Building 8, Swanston Street, Melbourne. Source: 
All photographs by the author, except e) Majorca Building, Source: PeteMckew, The Majorca Building 
from Degraves Street, Melbourne, Digital Image. Available from: https://en.wikipedia.org/wiki/Major-
ca_Building#/media/File:The_Majorca_Building_from_Degraves_Street,_2013.jpg (accessed Novem-
ber 4, 2017)

Figure 79. RMIT Publishing in-house publications (1994). Source: 1994 Publications, Centre for 
Design at RMIT, in private collection.

Figure 80. Pataphysics magazines by Florence and Edelstein. Source: Pataphysics, c (1989), front-cover, 
contents page; Pataphysics, d/e (1990), front cover; Pataphysics, f (1990), front cover.

Figure 81. Pamphlet advertising Hamann’s monograph of Edmond and Corrigan, Cities of Hope, 
interleaved into the front cover of Transition, no. 42 (1993).

Figure 82. Letter of complaint from architect John Crawford. Source: Crawford, "Wrong Headed," 
Transition 2, no. 2 (1981). Diagram by the author.

Figure 83. The two volumes in which the trajectories and interests of the Transition magazine and the 
Halftime Club most directly intersected. Source: Transition, no. 18/19 (1986) front cover; Transition, 
no. 44/45 (1994), front cover. 

Figure 84. Grant Amon and Judy Bishop, Study Desk; and Simon Thornton, Wall Unit. Source: Transi-
tion, no. 18/19 (1986), 8. 

Figure 85. Obituary for Melbourne architect and Halftime Club member, Anne Butler. Source: "Obitu-
ary," Transition no. 20 (1987), 2. Diagram overlay by author.
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Figure 86. Photographs of exhibits by Rosemary Burne, Sue Zeising, Gail Pini and Johanna Dale, 
Vivian Mitsogianni and Helen Stuckey, from the Insight Out exhibition held at 200 Gertrude Street, 
Fitzroy, (1992). Source: Burns, "E1027," 79-82.

Figure 87. Tracking the sampling of half-tone screen pattern from Kruger’s We Don't Need Anoth-
er Hero within the spreads of the "Women in Architecture" special issue. Source: Transition, no. 25 
(1988), front'cover, 4, inside rear-cover. Diagram overlay by author.

Figure 88. Real City news sheet, published by the group City Heritage Watch. Source: Real City, no. 2 
(1989), front-cover; Real City, no. 4 (1990), front-cover; Real City, no. 5 (1991), front cover. 

Figure 89. John Dory club archive of meeting minutes and membership card. Source: John Dory Club 
Archive, in private collection. Photograph by the author. 

Figure 90. Copy of Transition now in the personal collection of a Western Australian architecture 
academic and former John Dory Club member. Source: Transition 2, no. 1 (1981), inside front-cover. 
Diagram by the author.

Figure 91. Source: 1/2 Time Membership Incentives, Halftime Club Collection, RMIT Design Ar-
chive.

Figure 92. Source: 1/2 Time Purpose, Halftime Club Collection, RMIT Design Archive.

Figure 93. Work by architect/artist pairings for the 5AR exhibition, published in Transition. Peter Cor-
rigan, Archaelogy. 1986; Roger Kemp, Horizontal 8, 1986, Photocopy of etching; John Nixon, Self-Por-
trait, 1986. Architectonic Composition; Ian McDougall, The Chimney and the Arch, 1986. Source: 
Transition, no 17 (1986), 8-11. Diagram overlay by author.

Figure 94. The special Transition issue used as a catalogue of the Artists and Architects ‘86 exhibition, 
designed by Stephen O'Connor. Source: Transition, no. 18/19 (1986), front-cover, rear-cover.

Figure 95. Melbourne University, George Paton Gallery, interior. Photograph by the author.

Figure 96. Companion City Forum advertising leaflet, interleaved into the inside-front-cover of Tran-
sition no. 33 (1990) for distribution to subscribers.

Figure 97. Announcement and call for papers for the conference, Robin Boyd and Australian Architec-
tural Critisicm. Source: Transition Tenth Anniversary Conference, 1989, Transition Collection, RMIT 
Design Archive.

Figure 98. Robin Boyd: The Architect as Critic, Latrobe Library, Melbourne, 1989, front cover. 

Figure 99. Transition, no. 38 (1992), front-cover.

Figure 100. Spreads of Transition interviews and detail of llustrations of visiting international archi-
tects Graves, Koolhaas, and Baird, as drawn by Rijavec. Source: "Michael Graves," Transition 1, no. 
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4 (1980), 6-7; "Rem Koolhaas," Transition 1, no. 4 (1980), 14-15; "George Baird," Transition 1, no. 4 
(1980), 18-19. Diagram overlay by the author.

Figure 101. Spread of Transition interview with Rem Koolhaas and detail of illustration by Rijavec. 
Source: "Rem Koolhaas," Transition 1, no. 4 (1980), 16-17. Diagram overlay by the author. 

Figure 102. Unfolded front-cover of Transition and detail view of the Southern Cross which has been 
visually emphasised and compositionally related to the magazine’s logotype. Source: Transition, no. 46 
(1995), front-cover. Diagram overlay by the author. 

Figure 103. Representation of a map of Australia as a cartographic mirror image. Source: Transition, 
no. 59/60 (1998), inside rear-cover. Diagram overlay by the author. 

Figure 104. Cover of Transition with Raggatt’s Heaven wrapped around all available faces of the cover, 
including the spine. Source: Transition, no 26 (1988), front cover, inside front cover, rear cover, inside 
rear cover. Diagram overlay and composite image of unfolded cover by the author. 

Figure 105. Entries to the Northern Territory Parliament House Competition published in Transition. 
Source: "McDougall," Northern Territory Parliament," 4-9. Diagram overlay by the author. 

Figure 106. Spreads showing unsuccessful entries by Edmond and Corrigan and Daniel Libeskind; 
and ARM, for the Museum of Victoria Competition. Source: "Edmond and Corrigan Pty Ltd & Daniel 
Libeskind Architect," Transition, no. 46 (1995), 14-15; "Ashton Raggatt McDougall Pty Ltd," Transi-
tion, no. 46 (1995), 26-27. 

Figure 107. Spread in Transition combining Ostwald’s theoretical interpretation of the Joyce Nankivell 
proposal for the Museum of Victoria proposal alongside Boothroyd and Mitsogianni’s computer-gen-
erated drawings of the scheme. Source: "Ostwald," Chaos and Memory," 64-65. 

Figure 108. Halftime Club meeting minutes recording the first issue of Transition as well as the 
progress made on a 3RRR radio program. Source: Halftime Club Minutes of Meeting, July 3, 1979, 
Halftime Club Collection, RMIT Design Archive.

Figure 109. Spread from Transition showing advertisements for the Burning Down the House radio 
show as well as the Architecture International Series Lectures 1987. Source: Transition, no. 20 (1987), 
30-31. Diagram overlay by the author. 

Figure 110. Unfolded front and rear cover of Architecture Australia featuring full-colour, full-bleed 
interior photograph of Edmond and Corrigan's Keysborough Church of the Resurrection, 1977. Source: 
Architecture Australia 66, no. 1 (1977), front-cover, rear-cover.

Figure 111. Spread of Architecture Australia in which Transition is welcomed to Australian architectur-
al publishing. Source: "Section: AA," Architecture Australia 68, no. 5 (1979), 24-25). Diagram overlay 
by the author. 
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Figure 112. UWA publications. Source: Brew and Markham, eds., Jeffrey Howlett, front cover; 
Markham and Nordeck, eds., Geoffrey Summerhayes, front cover; Markham and Nordeck, eds., G.W. 
Finn, front cover; Anderson and Nordeck, eds., Krantz and Sheldon, front cover; Richards, London, 
and Anderson, eds., From Pillar to Post, front cover; London and Richards, eds., Modern Houses, front 
cover. 

Figure 113. Duo-tone printing style that became the norm for the UWA publishing series and also 
for subsequent issues of Transition. Source: Brew and Markham eds., Jeffrey Howlett, front matter and 
contents page.

Figure 114. Printer’s imposition dummy supplied to Morgan by Impact Printers for Transition no. 39 
(1992). Source: Impact Printers fax to Paul Morgan, November 5, 1992, Transition Collection, RMIT 
Design Archive. Diagram overlay by the author.

Figure 115. Spread in Transition by Backlogue showing comparison between ARM, Kronborg Clinic, 
Footscray, 1992; and Robert Venturi, Vanna Venturi House, Chestnut Hill, 1966. Source: Carlin, "The 
Kronborg Clinic," 180-181. Diagram overlay by the author.

Figure 116. Spreads in Backlogue 1 (1992), showing the design procedures behind, ARM, Kronborg 
Clinic, Footscray, 1992. Source: "5 Projects: Ashton Raggatt McDougall," Backlogue 1 (1992), 154-155; 
166-167.

Figure 117. Shane Murray, Cash Research Centre, unbuilt. Source: Murray, "Cash Research," 86-87. 
Diagram overlay and composite by the author. 

Figure 118. Different forms of 'writing' on architecture present in ARM, National Museum of Aus-
tralia, Canberra, 2001. Source: Meredith McKendry, "Hidden Meaning," The Museum Sep13-Feb14, 
13-14. Available from: www.nma.gov.au/__data/.../NMA_Issue_4_-_Hidden_meaning.pdf (accessed 
March 13, 2017). 

Figure 119. The book as oligopticon as panorama and the magazine as an oligopticon. Source: Free-
land, Architecture in Australia, front cover, inside front cover; Transition, no 18/19 (1986), front cover, 
inside front cover. Comparative diagram and overlay by the author. 

Figure 120. Contributions to Transition according to geographic location of contributor at time of 
publication. Source: Author.

Figure 121. Number of contributions to Transition according to disciplinary specialisation. Source: 
author.

Figure 122. Variations in use of the term ‘Postmodernism’ over the first ten years of Transition publi-
cation. Source: Author.

Figure 123. Variations in use of the term ‘Postmodernism’ over the first ten years as percentage of total use. 
Source: Author.
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Figure 124. Vague or unclear uses of the term ‘Postmodernism’ as percentage of total use. Source: 
Author.

Figure 125. Digitally mediated discourse on architecture. ARM’s Instagram page and Twitter feed. 
Source: www.armarchitecture.com.au (accessed October 4, 2017); https://twitter.com/ARMarchitects; 
https://www.instagram.com/armarchitecture/ (accessed October, 4, 2017).
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A p p e n d i x  A :  Th e  Co m m e rc i a l  Pr i n t i n g  Pro ce s s
Photo-offset lithography and the commercial print process

The following is a fairly general description of the photo-offset lithographic process in the early period of 
Transition’s production, based upon interviews with Transition production staff and supplemented where 
necessary by the process as described in Gordon Woolf ’s How to start and produce a magazine (or 
newspaper). Released roughly contemporaneously with Transition, Woolf ’s book is a pragmatic rather 
than theoretical account of magazine production. It is selected here as instructive in attempting to 
reconstruct the day-to-day realities of running an independent, low-budget magazine in Australia 
during the 1980s and ‘90s.1010

Preparing texts for reproducibility via photo-offset-lithographic printing involves setting written 
texts in type, and preparing visual imagery in particular ways. To prepare visual and written texts for 
collage-like assembly on the blue-lined layout boards required processes of translation, and these were 
very different depending on whether it was visual or written material requiring reproduction. 

Continuous-tone images requires a process of half-tone screening, whereas full tone images can miss 
this step of translation. After type is set in column-width galleys, and images are screened, they are 
arranged on layout boards in a series of double-page spreads. This was done manually in the early 
issues of Transition, and then digitally, following the implementation of digital design tools in the 
early 1990s. 

For the standard A4-format octavo imposition used in many issues of Transition, the number of pages 
is some multiple of sixteen (a multiple of eight spreads). If the cover is printed on the same paper 
stock as the rest of the magazine it can be included in this count; if a different cover stock is used the 
cover would be counted additionally. Once lay-out is completed, and text and image blocks are fixed 
to layout boards with art-gum or tape, each spread is photographed using a printer’s process camera.

From the image taken by the process-camera, a specialist consultant creates a series of ‘films’ one for 
each of different ink colour required. For greyscale printing, only one film is need; duotone and single 
spot colour two require two plates; for full colour printing, a total of four films are—one for each pro-
cess ink colour of Cyan (C), Magenta (M), Yellow (Y), and Black (K).1011

1010. According to Woolf, “The finished half-tone, so called to distinguish it from the full-tone of a normal 

photograph, and also known commonly as a bromide, […] goes to the make-up bench in the comp room 

to be pasted up along with the typesetting.” See, Woolf, How to start, 36-37. See also, Benson, The Printed 

Picture, especially, “Part 10: Photography in Ink,” 210-39.

1011. These four colours, also known as subtractive process colour, when printed in combination, are able to 

simulate an large range of colours to the human eye.
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A polymer-coated, flexible aluminium plate known as a ‘litho plate’ is made for each of these films, 
the coating being treated to define an image area on each plate to which ink will adhere.1012 One of the 
significant costs associated with this kind of printing is in the manufacture of the aluminium plates 
and colour is therefore something of an expensive indulgence. Hence the use of black ink for much 
of Transition, with only one spot colour used for the red of the logotype and selling-line. Each plate 
is then fixed in series into the print-units of a commercial offset-lithographic press. Benson offers the 
following description of print-unit configuration. 

Each print unit has:

three cylinders, stacked one above the other. On top is the plate cylinder, 
around which is wrapped a thin aluminium plate holding the image in 
a polymer coating. Ink and water rollers ride on the plate, providing the 
ink/water balance necessary for the image to form on it. Beneath the plate 
cylinder is the blanket cylinder, which is wrapped in a cloth blanket with 
a smooth rubber face. The ink from the plate transfers to this blanket with 
each revolution. Beneath the blanket runs the ‘back’ cylinder, a polished 
steel cylinder with grippers to hold the paper, which bends around the cyl-
inder as it is printed […]1013

A large uncut sheet (for an A4 Octavo imposition, the standard uncut sheet size is SRA1, 640mm by 
900mm), is passed by rollers from one end of the press to the other, picking up ink from each roller in 
turn. The process is repeated for the reverse side of each sheet until the sheet is printed with sixteen 
A4 pages—eight on either side.

After the ink dries, a series of folds turn this uncut sheet into a booklet. In the case of an A4 Octavo 
imposition, the result of this process is booklet. In the case of an an A4 Octavo imposition, the result 
of this process is sixteen-pages (eight-leaves) referred to as a ‘gathering,’ ‘section,’ or ‘signature.’ If the 
magazine is to be bound using wire-stitching, these gatherings are laid one-by-one in order from the 
centre-most section outward over an apparatus called a ‘saddle’ and stapled through the spine before 
being trimmed to size. For perfect-binding, gatherings are stacked in order and adhesive applied to 
the spine, after which a cover leaf is wrapped around the assembled gatherings and the whole volume 
trimmed to size.

1012. See, Benson, The Printed Picture, 256-57.

1013. Benson, The Printed Picture, 256-57.
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Thank you for agreeing to participate in this questionnaire which is designed to gather information 

about your involvement with the architectural magazine, Transition. Please answer the questions in as 

much detail as you feel is necessary (the more the information you are able to provide, the better). The 

questions in this initial questionnaire are necessarily broad and you may feel that some are not 

especially applicable to you. If you this is the case please indicate this and move on. To enter your 

answer, please click in the response field and type your response (you can also cut and paste text from 

another document into this field). If you have any difficulties, or need further information please do 

not hesitate to contact me on mark.sawyer@research.uwa.edu.au  

I am planning a second round of interviews following the compilation of these questionnaires. These 

interviews will be conducted orally (in person or via Skype, depending on your availability) and will 

give an opportunity for further elaboration of the responses to this questionnaire.  

Thank you again for your involvement in this research. It is very much appreciated.  

__________________________________________________________________________________ 

QUESTIONS 

Q1. According to the front matter published in Transition, you began work on the magazine  in 19XX. 

What were the circumstances surrounding your involvement? 

Click to enter response. 

Q2. What was your academic and professional background prior to your involvement with 

Transition? (I’m interested in knowing your areas of professional expertise, scholarship and 

specialisation)  

Click here to enter response. 
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Q3. Please outline what your role as Transition ________ entailed? (I’m particularly interested in 

knowing things like: How often would editors typically meet with other editors, the editorial board or 

production assistants? Who was responsible for developing the graphic identity of the magazine? How 

were contributors selected? Was there an explicit editorial policy that guided the magazine’s production? 

Etc.) 

Click here to enter response. 

Q4. What was your motivation for getting involved with Transition? Did you have specific intentions 

for the magazine? If so, what were they? 

Click here to enter response. 

Q5. Your final recorded contribution as _________ of the magazine was in 19XX. What were the 

circumstances that led to your departure? 

Click here to enter response. 

Q6. Historians have described a highly productive milieu of architectural groups operating in 

Melbourne in the final decades of the 20th century (Transition, The Halftime Club, Women in 

Architecture, E1027, “Burning down the House”, etc.). Were there other architectural groups or 

institutions with which you were affiliated at the same time, or subsequent to, your involvement with 

Transition? What was the nature of your involvement? 

Click here to enter response. 

Q7. What did you go on to do professionally after your involvement with Transition ended?  

Click here to enter response. 
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Q8. The range of techniques and technologies typically used in magazine production changed 

significantly over the 21 year period during which Transition was published (from Letraset transfers, 

phototypesetting and screened Bromides in the 1970s through to digital proofs, desktop publishing 

and digital typesetting in the late 1990s). Please outline the technologies and processes used to 

produce Transition during your time with the magazine. (I’m interested in knowing things like: Were 

spreads laid out digitally or manually pasted up? How were typefaces selected and set? How was the logo 

designed and drawn? Were headings and cover pages lettered using Leteraset transfers, stencils or 

phototypeset? Etc.)  

Click here to enter response. 

Q9. Were there other magazines or periodicals (architectural or otherwise) which you believe were 

influential by providing graphic precedents for the design and production of Transition?  If so, what 

were they and where were they being sourced from? 

Click here to enter response. 

Q10. The period during which Transition was published saw the introduction and circulation of 

numerous strands of philosophical thought and critical theory, into and within Australian 

architectural debate. Were there key theoretical or critical texts which were important references for 

either yourself or your colleagues? What were they and where were they being sourced from?  

Click here to enter response. 

Q11. In their review of Australian architectural theory, Sandra Kaji-O’Grady and Julie Willis describe 

Transition as one of the most important influences on the development of Australian architecture. Do 

you agree with this assessment? Why do you think the magazine became so significant? 

Click here to enter response. 
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Q12. What was the impact of Transition on Australian architectural debate while it was being 

published? How broadly do you think this impact was registered? Were there geographic or 

disciplinary boundaries which you think were especially significant in limiting its effects? 

Click here to enter response. 

Q13. What, if any, do you think have been the lasting impacts of Transition on Australian 

architectural criticism, historiography and practice? 

Click here to enter response. 
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