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This reader examines Graphic Design as an Institution, exploring different
moments and movements that shape the practice of design: ideation, creation,
practice, product. This reader is the result of a graphic design process

taking place under the conditions of an institution, and a research project’s
inquiry into institutionality as a surface and style.

How do schools of graphic design — the Swiss school, the slick school —
emerge? How does Graphic Design institute its schools of style and laws of form?
How do schools, associations, patriarchs, and communities imprint them-

selves on the process and practice of graphic design, and the designer? How is
the institution of graphic design narrated?

This reader situates the practice of the designer in the interstitial space

between four places: the designer, the institution, the space, distance, or proximity
between those two, and the thing that the designer is executing. The reader

is in itself a manifestation of an ongoing process that challenges the assumption
of what graphic designers are supposed to deliver when an institutional
process asks for material for its visual representation.

Sonia Malpeso has joined the Institutions as a Way of Life (IWL) research

team during the beginnings of the four year, state-funded project. During such
beginnings, a research project seeks to acquire a visual language of re-
presentation and visibility for assumed audiences and publics interested in the
research, but also for the bodies of evaluation and control that govern

such projects. IWL is interested in the interstitial space that exists between
practices of art, politics and styles of institutionality as a site where new ways of
making art and understanding institutions emerge. Therefore it has become
clear rather soon that IWL needs to find a way to present itself as expressing
difference in its articulation of institutionality, or on the surfaces provided by the
institutions that seek to co-opt its articulations. Through extensive experi-

E 5 D & — ~ mentation, Sonia Malpeso proposed fluidity and liquefaction as a theme and
8 ANt D Ed metaphor: one that, by applying a simple computer graphic effect to visual
GeW Sl S5t s e e X0 T R materials, we find an ongoing and ever-changing articulation against the
(= = fae S ESRERT) VY HRALDS assumptions that institutions and their representation are predictable, fixed,
X R N N A amme |- rectangular structures, that once set into being, will not move nor budge. Beyond
N e e TR Alpe” B F v this visual metaphor, Sonia Malpeso articulated an identity for the research
e ekl P ,p ok ¢ s project that is based on fluid instructions and prescriptions rather than fixed
L 2P0 M Seer e elements and assets. Its indeterminate identity is to be understood as a resistance
DT B T oA Nkt to assumptions of what institutions are understood to be: IWL ultimately pro-
T e R E el poses to shift the understanding of the word institution from a noun to a verb, that
+ T Y i n ¥ iz is, from a preexisting structure to an ongoing practice.
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Grid Systems in Graphic Design defines the grid as a controlling
principle in design, and a ‘solution’ to all visual problems. How

does a predefined grid shape thinking and doing? And what happens
when something doesn't fit inside a grid?

The Elements of Typographic Style, considered a bible for typography,
defines the fundamental rules of what makes good typography.

How do rules shape the design process? How is the evolution of a tradition
legitimized?

The Master in Visual Communication & Iconic Research teaches design
practitioners how to think about design as practice and research. How

is design research defined by a school that was established more as a trade
school rather than an academic institution? What does school actually
teach and how does it shape one’s approach to designing? And how does

it shape one’s values?

I Seem to be a Verb is a collection and juxtaposition of slogans and
images that explores the individual state of being as a continually changing
and evolving experience. How does one define an Institution when the
individual components that comprise it are in a constant state of flux and
change? What does an/the Institution of change look like?

Invisible Design explores the invisible components of design that

often remain hidden due to how one classifies the environment in terms

of objects. Burckhardt proposes the night as an institution, in the

sense of a network of patterned behaviors. What invisible aspects shape the
graphic design process? How does one’s working environment shape

the way one navigates through it?

Character Building explores how designers arrive atimages with
individual character by looking at the mutation of shapes and faces. How

is an identity defined visually? What would be the appropriate identity for a
project desiring to position itself as fluid?

This reader is a collection of visually illustrated questions, which

have surfaced through/as a result of the actual experience of working

as a graphic designer. The overall aim of this Reader is not to offer answers
to the questions posed, but rather to offer the audience a unique and
personal perspective of how Institutionalization influences one’s graphic
design practice.
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Wt is e purpase of e gaian

The gnd is used oy ne typographer, graphic des\gner,
pho\og‘aphex and exnhibition designer tor soWing visual
problems in two and three dimensions. The graphic
designer and typographer use it for designing press
advertisements, brochures, catalogues, books,
periodicals, etc., and the exhibition designer for con-
ceiving his plan for exhibitions and show-window
displays.
By arranging the surface and spaces in the form of a
grid the designer is favourably placed to dispose his
texts, photographs and diagrams in conformity with
objective and functional criteria. The pictorial elements
are reduced to a few formats of the sa. zo. The
size of the pictures /s de their
Amporiance,

SUggests oraeriiness
acded credibiity o the o
conraernce.
Information presented with ¢/
Lres, sublities, fexts, mustrati /75 will not
only be read more quickly and easiy but the information
will also be better understood and retained in the
memory. THis is a scientifically proved fact and the
13 designer should bear it constantly in mind.
The grid can be successfully used for the corporate
jdentities of firms. This includes all visual media of in-
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The typographic gnid

The grid divides a two-dimensional plane into smaller
fields or a three-dimensional space into smaller
compartments. The fields or compartments may be
1he same or aifferent in size. The fields correspond in
aepth to a specific number of lines of text and the width
of the fields is identical with the width of the columns.
7The depths and the widths are inadicated in typographic
/MEASUIES, I PoInts and ciceros.
The fields are separated by an intermediate space so
that on the one hand pict
and legibility is thus preserved an
captions can be placed below '
The vertical distance between
lines of text, the horizontal spa
size of the type character and o
By means of this division into gr
of design, viz. typography,
colour, can be disposed i
are adjusted to the size of the grid fields and fitte
precisely into the size of the fields. The smallest
ilustration corresponds to the smallest grid field.

The grid for a 2 page comprises a smaller or \arger
number of such grid fields. Al lustrations, photographs,
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field guide to the living wonders that are found there, and in part
a meditation on the ecological pr1nc1p1e‘; bsurvwal techniquesand &
ethics that apply. The principle aslkunderstand |
them are not a set of dead conventions but the tribal customs of g
the magic forest, where ancient voices speak from all directions
and new ones move to unremembered forms.

One question, nevertheless, has been often in my mind. When §
all right-thinking human beings are struggling to remember that
other menand women are free to be different, and free to become
more different still, how can one honestly write a rulebook? What

“reason and auﬂlorlty ex1st for these commandments, suggesnons
and instructions? Surely typographers, like others, ought to be at
liberty to follow or to blaze the trails they choose.

Typography thrives as a shared concern - and there are no §
paths at all where there are no shared desires and directions. A
typographer determined to forge gew routes must move, like
other solitary travelers, through uninhabited country and against
the grain of the land, crossing common thoroughfares in the si-
lence before dawn. The subject of this book is not typographic
solitude, but the old, well-traveled roads at the core of the tradi-
tion: paths that each of us is free to follow. or.not, and to enter.

gpd leave when we choose - if only we know the paths are there




Tables
and Lists

/._

5 of nonalighiiie o=~

. aligning column
LR d alignment.

Below: columns in mixe
=2b
. 24 X 36 0.667 a=2
Aster 2:3 E
Valerian 271:20 813 x 60  13.550 6a =c
4.4-4 Fortext and numerals alike, choose harmonious and
legible tabular alignments.
like the sample tables

d lists of paired items,
6, are often best aligned against each other, th

Jeft column flush right and the right column flush left. Financiq
statements and other numerical tables usually follow the opposite
pattern: a column of words, on the left, aligns flush left, while the

mbers all align flush right or on the

subsequent columns of nu : h rig
decimal. Any repeating character - a dimension sign or eqmll

sign, for instance ~ is potentially of use in tabular alignmen;.
But many columns with many different alignments can generate
overall visual chaos. Occasionally it is better, in such cases, to sef
all columns or most columns either flush right or flush left, for

Simple tables an
contents on page 3

the sake of general clarity.

4.5 FRONT & BACK MATTER
451 Leave adequate space at the beginning and end of every
publication.

A b_rief_' research paper may look its best with no more space at
begmnmgland end than is provided by the standard page margins.
The same is rarely true of a book, whose text should generally be,

:]ﬁ,:j[(wlﬂd seem 1o be, a living and breathing entity, not aged and
-wrapped meat. A chapbook or saddle-stitched booklet can i e
i A 165
s asses

D4 consumare entro il

?oei;nr dlr:ctly;l;mh the.ﬁﬂe page. Otherwise, a half-title is cus- Sa O
g blanl)(rill;a?ce nf,; the title page. It is equally customary to leave m yerbrauchan b8 g
blanks pro "gr atleasta blank page, at the end of a book. These

provide a place for inscriptions and notes and allow the

text to relax in its binding,

72
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i, e historica] Period to another
Srforms do - and they differ in essentially the
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ville, which is an eightee

nth-century Neoc|
res a Neoclassical asterisk- one with an even number of

a twentieth 1-century
asterisk with more cal-

er — sharper, slightly Yy asymmetrical lobes, more
(X in number, ~.hownw the tr

assical type-

unetrical teardrop form. Byt

ike Palatino requires an

ace of the broadnib
f fonts are dlshugurxheg I by similar differences

and exclamation marks, quotation marks and
'even simple periods are freely mt(,rdmnomh

ptical, diamond-shaped or sc
and fitting varies as well. T

f punctuation, which is essentiy Eimﬁ

«

these details. So, therefore, does the visible iny lslbll
ypeface as a whole. In the republic of typography, the
nost incidental mark is also a citizen.




d not trouble the typographer. The st}
o 1d on the first line of a page are cal|¢|
graphsbf"t not a future, and they look foreg),,,
?tl?:st;leucustom — in most, if not in all, the ., HARMON
i

] |‘ / Jtures — to give them one additional line f;,,
.cuapp“ed in close conjunction with the ne
is

ALl STZE

. ‘ -3 ] .:)1-1'? y sinole I, ’
MR Satatice [gring pages b} i el 3.1.1 Don’t co

Pages with more than two colt}nl‘nslm‘tcn 6okl
umns set to varying depths. This is the very;,
ragged-right composition. Where there are (], .,
text columns per page, paired columns and ¢

The simplest
draws more :
inflection. Th
single font - t

cept at the end of a chapter or section) are .1, w. drawnorspe

form depth of chapters. T

Balance facing pages not by adding extra o, and "’“”"IY e

\ i ; e very much gr

he word space, l?ut by export}ng or import ing Sing. e e
com the preceding or followmg spreads. The

ne fs as a single siz

ved to avoid widows, and to extend or shorter any chi- In ;L}k-» six
vuld otherwise end wish - — o

" this balancing shou

iend, no spread of cc

a single line short

Sadrorr Avoid hyphenate,

oks Sometimes
WSt occur on the

TTT M HY e 1L ULLILL VYWl

67 8 910

. Page must never eng with a hypherf But
Ot in itself, an interruption of the reading This is t}
IMportant te avoid breaking words in thox * modern equi
!{eader is likely to be distracted by other sizes, all the
rhever a Map, a chart, g photograph. 4 p l“"‘”_‘f"'l‘”"”
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fore machines.

cussion of software justification engines, which
he work, see §9.4, page 190.

ader and the text nor

ed line-ends, leave at least two characters 2.47 Avo;d beginning more than tw.
, same word.
- Jeast three forward.

line-end hyphenation, but 2.4.8 Never begin a page with the last line of a mulﬁ':m..‘__\
jonally acceptable lm; the word ahead to the paragraph. ~

SN too little o | N
use 1t takes The typographic terminology is telling. Isolated lines created
en paragraphs begin on the last line of a page are known as
dofa hyphenared word, or ;:”}’ @. They have no past, but they do have a future, and they
-end © . aragraph LY Tl
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This is the beginning, middle and end of the practice of typog
raphy: choose and use the type with sensitivity and intelligence,
Aspects of this principle are explored throughout this book and
considered in detail in chapters 6, 7 and 1.

Letterforms have tone, timbre, character, just as words and
sentences do. The moment a text and a typeface are chosen, two
streams of thought, two rhythmical systems, two sets of habits, or
if you like, two personalities, intersect, T hey need not live together
contentedly forever, but they must not as a rule collide.

The raot metaphor of typesetting is that the alphabet (or in

Chinese, the entire lexicon) is a system of interchangeable parts

- The word form can be surgically revised, instead of rewritten, to
become the word farm or firm or fort or fork or from, or with a little
more trouble, to become the word pineapple. The old com positors
}ypecase s a partitioned wooden tray holding hundreds of such
:;:Z:‘t;:gfizlﬁet;ts of information, Thes:'e subsemantic particles,
on standardineq § ‘g’_’ ts by 'E“GTPres§ printers - are letters cast
méaniaghi comb'o ies of melal,. waiting to be assembled into

Inations, then dispersed and reassembled in 4
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task is little changed. It is still to give the illusion of superhuman
speed and stamina - and of superhuman patience and precision
- to the writing hand.
Typography is just that: idealized writing. Writers themselves
now rarely have the calligraphic skill of earlier scribes, but they
evoke countless versions of ideal script by their varying voices
and literary styles. To these blind and often invisible visions, the ~ The
typographer must respond in visible terms. Grand
In a badly designed book, the letters mill and stand like  Design
starving horses in a field. In a book designed by rote, they sit like
stale bread and mutton on the page. In a well-made book, where
designer, compositor and printer have all done their jobs, no mat-
ter how many thousands of lines and pages they must occupy, the

_letters are alive. They dance in their seats. Sometimes they rise

and dance in the margins and aisles.

Simple as it may sound, the task of cregiivenon-interference |
with letters is a rewarding and diﬁM
tions, it is all that typographers are really asked to do - and it
is enough.

1.1.3 There is a style beyond style.

Literary style, says Walter Benjamin, “is the power to move freely  From part 2 of

in the length and breadth of linguistic thinking without slipping Eznﬁﬁlﬁiﬁ:i}n

into banality” Typographic style, in this large and intelligent sense ;. ninationen

of the word, does not mean any particular style - my style or your (F;l'ankfurt. i:gm
There is an Eng-

style, or Neoclassical or Baroque style — but the power to move ere is an Eng

- lish translation in
freely through the whole domain of typo graphy, and to function  yyyier Benjamin,

atevery step in a way that is graceful and vital instead of banal. It Reflections, ed.

i s : AT Peter Demetz
Means typography that can walk famlhatr ground without slldlpﬁ gt
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¢ heads as well, reappearing on
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her eyes and see what lies inside the words she

g. The typographic performance must revealnot ot

" o m er composition. Typographers, like other artists = . YOUR

aflt'n o't er \«:ior S ]? ?1 ter head D ~ musicians, composers and authors as well - must l’)“f‘*‘* P’.\

iten fayered with chapter heads, SeCuss B . i — Disseee R

quotations, footnotes, endnotes, lists and cir work and disappear.

uch features may be obscure in the manu;_
5 > e 0

tlear in the author’s mind. For the sake ¢

<in
n.s.
T1965).

2.3 Make the visible relationship between the text and other

ic identity and form. elements (photographs, captions, tables, diagrams, notes)
;stll:: 2:;? g&?il:gg;fs;;z‘:):'lzizgncl, yet areflection of their real relationship.
n form, i and If the text is tied to other elements, where do they belong? If
le typographer is therefore to rea h

€re are notes, do they go at the side of the page, the foot of the
Page, the end of the chapter, the end of the book? If there are
Photographs or other illustrations, should they be embedded in

ap it.
1€ second task is to analyze and map !
shic interpretation begin. .
tlayers or sections, it may need not o)




The thpographic page
I8 a map of the mindy it is frequently
also a map of the
social order from which it comes.
Aud for better or for worse,

minds and social orders change
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To bring this idea of teaching typography together to three ideas: First, find in
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The Designe:

The course of training for graphic designers at the Basle School
of Arts and Crafts lasts five years, the first year being a preliminary
course followed by four years of professional training.

The preliminary courses afford a basic artistic training with parti-
cular emphasis on three special creative fields: drawing, handling
colours, and spatial thinking. This tuition is intended to provide
the fundamental knowledge needed in those professions in which
surfaces, solids and space are given shape and design. The stu-
dent familiarizes himself with the rudiments: instruments such as
pencils, pens and brushes which make marks; dimensions such
as lenath. breadth and depth which create size; the rules of divi-
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WHY DESIGNERS CAN’'T THINK
by
Michael Bierut

raphic designers are lucky. As struc-
turers of the world’s communications,
we get to vicariously partake of as
as many fields of interest as we have
dients. In a single day, a designer can talk about real estate with one client, cancer cures
with another, and forklift trucks with a third. Imagine how tedious it must be for a fireman
who has nothing to do all day but worry about fires.
The men and women who invented graphic design in America were largely self-
taught; they didn’t have the opportunity to go to fully-developed specialized design schools,
because none existed. Yet somehow these people managed to prosper without four years
of Typography, Visual Problem Solving and Advanced Aesthetics. What they lacked in formal
training they made up for with insatiable curiosity not only about art and design, but
culture, science, politics, and history. :
Today, most professionals will admit to alarm about the huge and ever-growing
number of programs in graphic design. Each year, more and more high scho?l seniors
decide that they have a bright future in “graphics,” often without much of an idea what
graphics is. This swelling tide of eighteen-year-old, would-be designers is MOWCd up
thirstily by more and more programs in graphic design at art schools, COMUIBER coll'eges,
and universities. Five years later, out they come, ready to take their glace:? as prof&sslo'nal
designers, working for what everybody cheerfully hopes will be an infinitely expanding
pool of clients. ; il
There are many ways to teach graphic design, and a]most:' any curriculum il ‘H.Y
neat cubbyholing. Nevertheless, American programs seé: U° ﬁ;ll 1nto %
process schools an. ‘ponfoﬁ_rﬁgﬁiq]ﬂ.()r, if you prcfe&w__m_;_m]’ ’I’h’ﬁ

Process schools favor a form-driven R{Q@sc’lmg 3PP mac!'l. . nal objects
ments are simple exercises: drawing letterforms, “translating” three dlmdiﬂﬂ; Al
into idealized high-contrast images, and basic still-life photography. mdm:rin o2 Gk
stages, the formal exercises are combined in different ways: refitn % f baﬁet slipper.
to the hand-drawn letter N, combine the letter N with a photog.riph ‘:" 3. Lot pE
[n the final stage, these combinations are turned into “real” B“Ph:lc dcs:f:-e.r for Rudolph
flute drawing plus ballet slipper photo plus 42 pt. Un,i\ner.s equals, mﬂ:’e::l;n a poster for, say,
Nureyev. Of course, if the advanced student gets an asszg:n_ment to N it
an exhibition on Thomas Edison, he or she is tempted to (],:crally) lﬂgte way or another,
the letter E, drawing of a movie camera, photo of a light bulb, etc.fﬂ':e Kunstgewerbeshule
the process schools trace their lineage back to the advanced program ©

Originally published in ADC Statements an Center for Design_Journal), vol. 3, iss
Spring 1988.

IN THE END, IT'S EDUCATION ax

Bu i
t five or ten years down the road, how can a designer plan an annual report

w:tl?out SO owledge of economic book without an inte ta
pa.ss}io ture? Design a logo fo h company without so ity
with s

they can and do. Some designers fill in their educational gaps as they
go along; some just fake it. But most of the mediocre design toda;_;c.)_r_ﬁé;ﬁ{)?n'désigncrs
who are faithfully doing as they were taught in school: they worship at the altar of the visual.

The pioneering design work of the forties and fifties continues to interest and
excite us while work from the intervening years looks more and more dated and irrelevant.

Without the benefit of intensive specialized programs, the pioneers of our profession, by
necgessity, became well-rounded intellectua
ture of their times.

Modern design education, on t

viously,

. Their work draws its power from deeghin

er hand, is essentially value-free:
pro¥lem has a purely visual solution that exts outside any cultural context. Some of the

most tragic victims of this attitude hail not from the world of high culture, but low. Witness
the case of a soft-drink manufacturer that pays a respected design firm a lot of money to
“update” a classic logo. The product of American design education responds: “Clean up
an old logo? You bet,” and goes right to it. In a vacuum that excludes popular as well as

high culture, the meaning of the mark in its culture is disregarded. Why not just say no?
Thegaption isn’t considered. Sl ¥

ur clients usually are not other d,
trucks. Nor are there many desi
must be touched with communicatj
find the language for that, one must
or the last Communication Arts Design Afinual. gl ) 2

Nowadays, the passion of design educators seems to'b'é"tcéhnology;thc@hat
computer illiteracy will handicap their graduates. But it’s the broader kind of illiteracy that’s
more profoundly troubling. Until educators find a way to expose their students to a

s; they sell real estate, cure cancer,
he audiences our work eventually
at is genuinely resonant, not self-refe
beyond Manfred Maier’s Principles o

meaningful range of culture, graduates will continue to speak in languages that only their
classmates understand. And designers, more and more, will end up talking to themselves.
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“There's a smell of paint in here.” ]
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Thid Changing.

Trustitortions ave alive.

will you turn the page, dear?” :

B EING HUMAN

192 A
e & . . . . . i by other
“The human body is the magazine of inventions, the EINSTEIN: All bodies are constantly being affected by

i iti i tinuous motion and change.
‘ i dies. Their normal condition is con
patent-office, where are the models from which every bo

hint was taken. All the tools and engines on earth are E N
only extensions of its limbs and senses.” W ND E i\

’ —R. W. Emerson, 1870.
Don't fight forces, use them.



Justitute

-
Sustituting—__—
Jnstitution S recass




J49A|E ) oAolS AY UoglWieUl| ) JUEDPION

The opposite of nature is impossible.
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The Things to do are: the things

that need doing, that you see need to
be done, and that no one else seems
to see need to be done.
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Design Is Invisible (1980)

DESIG

Design objects? Of course we can see them: the whole gamut of
designs and devices, from a building to a can opener. The designer
gives them a logical, ready-to-use form, premised on certain exter-
nal parameters: in the case of the can opener, on the structure of a
can. The designer of ¢ part, considers how a can opener
functions. That fghi

So we can pér

these, for eﬁ}nple, i

makers, washing-up

ametaer

asfa realm of objects arjd divide
treets, traffic lights, kiosks, coffee
, tableware or table linen. Such classi

cation is not without €shsequences: it lea
? pt @ design which isolates a cert11n device—a coffee maker, let’s
U ha ‘on:equenc of <Lassy F-c.holl:?
cknow@dge% its external | pammeters and sets itself the goal
i better, or more attractive one; that is, of producing the
x e
' [ ]

f :T(aee inbe bhe arcas of: fublic rel.a ion, vacy , Sarviea. ..

ing likely to have been described in the 1950s as “Good

vitern Language® correctly, that is what Christopher
"to do. He docs not isolatc a houqe a street or a

ie|Gute Form (1957) decisively shaped the criteria propour Ld
ional vet aesthetically pleasinfr nmequs dE\lgll "ﬂ)e Ger—

control
time

A NTWORK oF MuruaLLy

MIDVED BEWAVIOR PRTTERAS

oLls
he d1%ngu1$es an’ integral composite such street corner

from other urban composites; for the newss

thalyf( bus ’has not yet arrived, and so I

eet corner” simply tags
yond the visible
omprised of bus

change to other lmes.
n that enco

routes, timetables, magazine salcs, tratiic fignt sequences and so on.
This way of dividing up our environment also triggers a design
impulse—yet one that takes account of the system’s invisible com-
ponents. What we need, perhaps, so that I won't miss my bus while
scrabbling for change, or because the newsagent is serving another
customer, is a simplified method of paying for a newspaper. Some
gpeople instantly dream up a new invention—an automatic maga-

zine dispenser with an electric hum—while we imagine interven-

ing somehow in the svstem' selling magazines for

; 1tal ‘What is % hospxtail ‘Well, a bu
shcd floors, glossy white furniture
for mealtlmes

re

Vbodz knows however 1105E1t'1ls are now
sa sools allew angena, and ahy qreuvp of
f&lﬂn er, the Caterm Service more anonymous
aopla, b8 craaba heavbiful, funcisenal,

. That is because neither the architect
full placas. You can creaaba a Living workd.

nor the/desigher were a]lowe to intervene in the institution per se,
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te all its vis-
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grid Bergman,

vith the result that a formid gt It trans-

n the most h s county hospitalg
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Do other similar institutions exist? Yes, inde

Antipodes and so it is dark in ourneck of the woods? Anne Cau-

quelin was the first to posit thaf the night is artificial. And there

is no disputing that human behavior shapes the night one way or
another, in line with various man-made i)stitutions. In Switzer=—

.m; then gotobed. Top
£

land I can work undisturbed after g

someone a call at tk
telephone is quiet a
cheap-rate period |
lines are immediatt
get a connection.
Thus the night,
do with the dark, i
hours, closing time
The night, like thg
public transport ce
their last glass in a
wheel? Might not
for women obliged 10 Tety

AL T e
going to live to see the day ;.. '&

i ar: > of \ ' d
is the sole guarantee of a 1 %“. bty

Let’s take another institu

\ the pfivate Aousehol
ho reasufe tro' -)pln
ehd :

clamoring to be planned. There are thipgghere to inve

%

traditional designer, the house

"i_-——-::‘"/'? ne-only

improve: coffee makers, food mixers, and dishurawd
a few. The planner deploys novel means to ensure everything stays
the same. Moves to reform the household were made around 1900:
early mechanization fostered collectivization as well as untold ex-
periments with canteens, public laundries and built-in, centralized
vacuum cleaners. Thanks to the invention of small motors these
amenities were reinstated later in the private household. Kitchen
appliances save housewives’ time, you say? Don’t make me laugh!




The war on dirt is a subsystem within the institution, private
household. What is dirt? Why do we fight it?> And where does it
go after we emerge supposedly victorious? We all know the answer.
We just don't like to admit it. The dirt we fight alox}é{ with the deter-

Tha individval welds abs shapa b fab bha gB.ulIJ plan,
gents we use to do'so 1s simply environmental poliution by another

7 ergshallizataon 'of hahavier‘pabbarins.
name. But dirt is unhygienic, you say, and one cannot avoid a spot of
cleaning? Strange! Because people used to clean, even before they
knew about hygiene. And besides, the filters used in vacuum clean-
ers are not fine enough to contain bacteria effectively. Which means
that vacuum cleaners merely keep bacteria in circulation. What a
shame for the vacuum cleaner, the designers’ favorite brainchild!

Then how do people clean in hospitals, where hygiene is truly
vital? Hygiene in hospitals rests as far as I can see on three pillars.
The first pillar is purely symbglc—for sparkling whitggsurfaces and
the shine on polished (whic

y, wax-smeared) s are con-

sidered the epitome of cleaniincys. The cs—tox-

ins, in other words: an end1€€5 fow of n igned to

kill bacteria. Any success in these stakes 1
i

however, for resistant strains never ceasé to

ortunately short-liv
velop, and are engé _
dered selectively in fact, by these very toxins. And th d pillaps4
vacuum cleaning. In contrast to the domestic vacuumgleaner that
releases dust back into the same r it was capturefy hospitals’
centralized air conditioning and va -cleaning systems spread
dangerous spores all over the place. Jf there a remedy for such un-
propitious circumstances? Of couf—but it falls neither in the
designer’s brief ighin his external

amete e key to the
aboycMl by promot-

7

problem is to re

r-..
ing decentrahza.ghg. |
Let’s name one last insti}
be said on this topic but let

the heglth care sy‘l
G
: the production site.

k to one point only;
by which we mean jobs—are also man-m esign's
—
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not talking here about making chairs at work more comfortable, or
about cheering the place up a little, with fresh wallpaper and a few
potted plants. The object of design in this context is that particular

part of the production process assigned to each indivic
and the degree of energy, knowledge and skill, respectiv

rance, boredom or mindlessness that must be i

ticular point in the production process. This appl
duction sites in the narrower sense of the word,
but also to administrative and clerical work.
are designed ostensibly for productivity; yet pr
akin to counter-productivity. Automation, as i ) 4

jobs that have hitherto been a source of satisf

jobs in the manual sector, which could and shd

be rationalized, remain unchanged. Here we ca
on the problem, without offering concrete evid
Yet the main point is this: jobs are also designd# 4
traditional sense of design but in terms of the VE===
process is broken down into various types of t
demand or render redundant the laborers’skills {
hinder cooperation.

The previous cof
an invisible compo
mension over whicll
ence yet which, give
of objects, tends to

into object categorfll
only marginally as

o . N 1
: g _ HRRRRRR \\\\\\ K
Furthermore, instif . A = T | K ; A\ ¥

the wealth of tech|

also a form of desig

of nurses in radiolog



In the following we wish to consider whether these insights are °
of any use to us, or simply sad proof of the fact tha
badly designed.

Whenever we think about design, we must ad
the phase of actual design or planning through tO\gaduction; ang
the consumption phase, up to and including an objeCt®

bss two phases: r‘:g.,__. Fra LL N

e’

chasrs

the trash heap, or in a museum. Let us take a look first at the estab-

lished hypothesis on each:

—  On design: the objective is a functional object, whereby one
might discuss endlessly whether functionality per se is identi-
cal with beauty, or whether the designer must add beauty as mousA
an extra.

—  And on consumption: technology and technical devices are
neutral; their misuse stems from people’s villainy. The Werk-
bund Almanach (Almanac) from 1914 featured warships as de-
sign objects while the journal Werk from April 1976 described
the cooling towers of nuclear power stations as an appealing
venture for architects.

And now, two contrary viewpoints, as a possible premise for a new X tl i
way of describing the two rocesses, design and consumption: 600 ) 2 N
ay g p g P Q(O ,_,__/ {@‘J )

On design: objects owe their fmm to thc 1r1tcr¢1ct1‘9g, iQhcied

to the design process

And on ¥0pe 3 , i exerguﬁw&e

e ool w‘Can'ww—

) as do their opp051te objects that

e < .
Besoeiil interaction.
of the appliance to be designed, no technical or organizational

changes should be necessary. Whatever can be integrated in exj

ﬂ ing systems, however overloaded these may be, is conside
: -essful: a waste disposal unit built into the sink drainag
3 Wan Illich, 7ools for Conviviality, Harper & Row, New York 1973. cessful: a waste d sposal unit built into the s dra agC,
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that ultimately pillage our resources, or desert us. Without doubt
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An artist’s styleis alefroverof ¢ :
ly damaging to the goods he is ing, unless (as has
sometimes happened) a firm simply tak ,style
all, and makes him its personal property.
herefore how to give individual character
r we are dealing with an isolated posteror
gn. How can we dothis ? Wehave, of eourse,
famous examples in the realm of the fine arts, but it isjust not
good enough to-pick a style and apply it at random. There
must be coherence between the product and the forms and
colours used.

There are products which already have strongly distinet
characters of their own, and in themselves contain the images
of the world in which they will be used. And each ‘world’,
each limited group of consumers, has its images, ranging from
those of comics for children to those of the classics for the
average adult. There are thousands of ways of photograph-
ing or drawing the human face. Look at a book of con-
temporary photographs and you will see for yourself. A
poster recommending concentrated soups is designed to
reach a different public from one announcing the call-up of
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In how many ways and with what techniques can one pro-

duce variations on the human face seen from the front? The
graphic designer works without setlimits and without reject-

providet he

see what it refers

Variations on the Theme of the Human Face

ing any possible technique. His experiments in the visuallead
him to try out all possible combinations and methodsinorder
to arrive at the precise image he needs for the job inhand,
and no other.

Looking at the techniques of the past we notice that a
hulman face made in mosaic has a different structure from one
painted on 2 wall, drawn in chiaroscuro, carved instone, and
50 on,

: Th: features — eyes, nose and mouth—are ‘structured’ dif-
en:ntr')r. lln the same way if one is thinking of making a face
out of 5 1 3
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Sonia Malpeso & Bernhard Garnicnig

“Annotating” is a series of open access readers seeking to elaborate
and explore perspectives on institutional practices. Each “Annotation” is developed
by a commissioned collaborator, a select author-compiler, who's inspired
and inspiring work is to bring into momentary focus, and relation,
institutional-practices from a given perspective. Recomposing the inevitable
canonizing power of all institutional practice, and in particular this thing we call
‘research’, Annotations seeks to envelop the outlier and undo the archive
of movements known as ‘institutional critique’, ‘new institutionalism’ and ‘instituent
practice’, concentrating on what is to be done, by whom, with whom and how.

Institutions as a Way of Life explicitly supports copyleft practices.
All contents, both original texts and translations, are subject to the copyright of their
authors and translators, but may be copied and reproduced by any means
for any kind of non-commercial and non-institutional use and distribution, whether
private or public.

This reader was developed during the “Annotating Decentralisation &
Graphic Design” workshop series as part of the research project “Institutions as a
Way of Life”. It was hosted at the Institute for Experimental Design & Media
CulturesFHNW Basel and organised by Jamie Allen, Bernhard Garnicnig, Lucie
Kolb and Jennifer Merlyn Scherler.
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Other issues of this series are availabile at
http://annotating.institutions.life
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This reader was published as part of the Annotating series of workshops and publications,
convened during the research project Institutions as a Way of Life, conducted between 2017 and
2021 at the Institute for Experimental Design and Media Cultures at the School of Art and Design
FHNW Basel.

Each publication is the result of a workshop and discussion among the contributors, with the aim to
elaborate and explore perspectives on institutional practices.
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In 2023, the publication was reunited and reuploaded at annotatinginstitutions.multiplace.org,
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