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afeminist issue

par Loraine Furter

Ce qui suit est un texte composé de plusieurs voix

qui nourrissent un champ du graphisme en muta-
tion depuis quelques années, a travers des pro-
jets et des conférences, publiées sur les réseaux

sociaux, sur des blogs et des plateformes. En tant
que graphiste, enseignante et chercheuse, ces voix
ont profondément marqué les différentes facettes

de ma pratique etj’aia caeur de les partager.

o  Composer
On pourrait dire que faire du graphisme c’est faire

des choix, composer, créer des agencements
d’éléments, former des représentations et des ima-
ginaires.

Ces éléments posés, on peut commencer a
s'interroger sur la question des choix : comment
se passent les processus de décisions en design
graphique, et qu est-ce que ces choix impliquent ?

Dans son travail et ses écrits, la graphiste et
artiste Nontsikelelo Mutiti parle de spécificité de
la localité. Ayant eu une éducation au graphisme
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au Zimbabwé puis aux Etats Unis, elle interroge
les formes dominantes véhiculées par la fagon
donton enseigne et apprend le graphisme, et dont
on le fabrique parla suite. Au Zimbabwé comme
aux Etats Unis, le graphisme s’apprend avec le
méme « canon » de références Euro-centrées. Un
héritage du colonialisme, qui a non seulement
imposé une norme tres restreinte de références
culturelles, dites « universelles » (comme le « style
international/suisse » LOL), et s’est établi en
déconsidérant des références pluslocales, comme
les systemes d’écritures natives au Zimbabwé.
En réponse a cet héritage, Nontsikelelo Mutiti
propose de s’'intéresser aux formes de cultures
visuelles qui ont encore peu de place dans nos
conceptions du design graphique. « Quel pour-
rait étre le projet sceur de l'exposition [As, Not For,
sur les graphistes afro-américains] ? Son projet
cousin-e ¢ Est-ce votre identité vietnamienne ¢
Est-ce votre identité coréenne ou votre identité
coréenne-américaine, liée a votre identité d'immi-
gré-e ? Votre identité blanche du Sud ¢ Pourquoi
ne parlons-nous pas du langage graphique qui
encadrel'idée dela confédération ? ... »

Apres des années d’enseignements et de
re-productions de principes modernistes, euro-
occidentalo-nordico-centrés-blancs — présen-
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tant par exemple I’ Helvetica comme une typogra-
phie «neutre » LOL — le champ du graphisme
commence a changer, alimenté par les apports
de contributions féministes, décoloniales, queer,
entre autres, qui ameénent a repenset, a décon-
struire ses normes et a proposer de nouvelles
facons de faire.

([ DESIGN IS
NOT NEUTRAL

X
<

an investigation
of myth

\

L'essai Things I had No Words For présente
le travail de la graphiste Benedetta Crippa, qui
analyse la facon dont certaines formes de création,
comme les formes ornementales, le dessin et la
peinture, ont été dévalorisées dans le champ du
graphisme, formes qu’elle se réapproprie et met
enavant dans son travail. « Lentement, lentement,
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les discours dominants, qui pendant des décen-
nies ont défini le gofit acceptable, sont amenés a

étre compromis. Le mythe du design apolitique,
en tant que discipline définie par des critéres

objectifs et neutres, est mis & nu et démantelé par

les voix que nous n’avons jusqu’a présent enten-
dues que de maniere marginale et omise. »

Le bon et mauvais gofit en graphisme est
le sujet de la conférence de Jerome Harris Who's
Bad?, ou il montre la construction des formes de
«bon » gofit, issues du modernisme (toujours
les mémes, [voir supra]), et celles de « mauvais »
golit, notamment issues de cultures populaires
et afro-américaines. On trouve ces dernieres sur
des flyers de soirées R&B, Hip Hop, Afro Beats,
souvent réalisés par des graphistes anonymes,
débutant-e-s, parfois par des studios comme
Pen&Pixels. Jerome Harris réclame : « C’est d’ou
je viens, et ces formes ont une histoire. » Dans
cette histoire, le terme bad a d"ailleurs été réappro-
prié pour signiﬁer «cool, Sexy ».

Dans le projet Criminal Ornamentation,
lartiste Yinka Shonibare fait référence a la vio-
lence de 'essai moderniste Ornement et Crime,
qui ridiculise I'utilisation de 'ornement en le pré-
sentant comme une indication de mauvais gofit
et d’un bas niveau de développement culturel.
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En opposition a ces motifs de discrimination, son
projet explore les dimensions culturelles et so-
ciales de l'utilisation de 'ornemental dans I'art et
propose un motif de voix et d’idées — une décen-
tralisation de l'esthétique.

;{h'r] rat93 :
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lam awoman because | use dresses in my work. The gendered b3
associations with pattern and fabric are intriguing. Women are '
Imkgd .to w9rk with patternand fabricin oppositiontoamale kind
of minimalist work, and perhaps certain works have historically
been undervalued as art as a result. But there is great art made
of fabric, and fabric works have often been made by men.
As elsewhere, traditionally held boundaries are blurred.

Modernist_abstraction fell down for me because it

became a universal law j
For Criminal Ornamentation, what | am proposing is a pattern
of voices and ideas — a decentralising of aesthetics. There is
arich area connected to pattern and ornament which takes
_In aesthetics, culture, politics, class, taste, snobbery, gender,
postcolonialism — things we deal with on a daily basis. | want
people to find the works in this book visually stunning,—bat lalso
want to open people’s social conscience. So they are not just
looking at pattern but also at patterns of discrimination.
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‘ne Point, 2016 [detail], see p.32
1iaBoyce, Lay back, keep quiet and think of what made Britain so great,1986 [detaill, see pp.56-

L
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@% Aimé par anja_neidhardt et 19 autres
' personnes

rat93 Research/ reading from Criminal
Ornamentation by Yinka Shonibare
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have long been interested in the return of history and
popular culture to art. As far back as the 1910s and 1920s,
a peeling away of the weight of tradition and history was
taking place across major movements in art, architecture
and designin Europe. The Bauhausin Germany was about
function: its stripping back of the kind of ornamentation

rom architecture and furniture that had agglomerated
in the nineteenth century can be seen as an anti-
establishment move. ATter the Second World War in the
United States, the autonomous object became the focus

in works by the colour field painters championed b

Clement Greenberg, such as Mark Rothko, Clyﬂord Stiil
and Barnett Newman, and the minimalists a little later.
These were also avant-gardes of their ime, but their work

did notleave room for history, politics or personal context. *
For my generation, this was the establishment.

architecture had developed into a dominant and patriarchal

international style. Abstraction had been co-optedto the point

wﬁmmment useditasatoolinthe Cold War against
Russia — it had become a global force. Following the feminist
and postcolonial movements, those of us who had grown up in
the 1960s and 1970s wanted to reinscribe history and culture
onto art. People felt that their particular identities or narratives
needed to be expressed in their art practice, and didn't feel that
auniversal style was suited to their own personal expression.

Tn choosing Criminal Ornamentation as my title, | have
paraphrased the lecture ‘Ornament and Crime’ by Adolf Loos,
one of the most vociferous proponents of a stripped-back style.
In the context of early twentieth-century Vienna, surrounded

= by the ubiquitous ornamentation associated with the Austro-
& Hunaarian Empire. this clean. functional vision would have been

® QY N

@’% Aimé par ofcommoninterest et 25 autres
personnes

rat93 From Criminal Ornamentation by

@shonibarestudio / “a dominant and patriarchical
international style”

Abstract modernism and the functionality of modernist (

—

ireen No.2,1965 [detalil), see pp.24-25

Ces formes n’ont pas été dévalorisées par hasard ou
selon les regles d'un bon gofit universel immanent,
mais parce qu elles sont associées a des pratiques,
des groupes et des communautés marginalisées
parle champ du graphisme. Le travail des femmes,
les classes « inférieures » (esthétiques kitsch, vul-
gaires), les cultures « non-occidentales » ...
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Si la valorisation de certaines formes graphiques

nous invite a faire certains choix, et a reproduire

(et valoriser a notre tour) certaines esthétiques, ce

méme processus de faire des choix peut aussi deve-
nir un outil pour créer d’autres représentations.

o  Réclamer, retourner
La graphiste transféministe Hélene Mourrier
parle de stratégie dans ta face, référence a des réap-
propriation militantes notamment queer, comme
les milieux LGBT + de lutte contrele SIDA qui se
sont réappropriés le triangle rose imposé par les
nazis aux personnes identifiées homosexuelles,
en le retournant pour en faire un symbole d’em-
powerment. Hélene Mourrier travaille avec ce qui
dégouline, en affirmant un vocabulaire du fluide,
de la mutation, de la transformation, et en se réap-
propriant des formes quelle qualifie de vulgaires
et clinquantes — alternatives au terme girly qu’on
lui a souvent imposé pour catégoriser sa pratique.
Le script du projet Publishing as Bloodletting,
par la travailleuse culturelle Clara Balaguer, uti-
lise des typographies dessinées premiérement
pour des scripts non-latins et répugnantes pour les
modernistes. Il retourne une pratique quiajusqu’a
peu été la norme en typographie « multi-script » :
I'«harmonisation » qui consiste a partir de typo-
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graphies en script latin pour créer des typogra-

phies dans d’autres scripts (Helvetica Greek,

Fedra Arabic, Armenian Garamond...), imposant
%

des formes étrangeres aux cultures danslesquelles

elles sinsérent.

PUBLISHING AS BLOODLETTING

A Play
Written Largely on Social Media
Written Almost Entirely in Transit

Laid Out in Typefaces for Non-Roman Characters
On A4 Standard AF Size

+i+tttrrit

An Essay
Laid Outin Tgpegaces Distasteful to Modernists

On Microsoft Word

ti+ttirrit

En plus des choix — typographiques, de
formes, de couleurs, de codes visuels et culturels —,
le graphisme implique des contextes de création,
des configurations de travail, des processus et
des protocoles. C’est une pratique nécessairement
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située, de par qui la performe, a quel endroit,
dans quelles conditions, pour qui et avec quel
vocabulaire.

Design Spotlight
o,

(Fofye Font inprgris)

‘[ Designis] the rhetorical
isleeve by which ideology is
expressed in material

form. Each time the work]
when honed, » wecreate s published,
itreprod only

| itself, but the beliefs and

. conditions of the people
who produceit.”
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A 7
& Leréseau Design Justice, dans ses principes,
observe que dans le champ du design les choix
sont faits par relativement peu de personnes
comparé au nombre de personnes sur lesquelles
ils vont avoir un impact. Dans ce contexte, choi-
sir implique donc nécessairement une position
de pouvoir sur les représentations, sur ce qui est
mis en avant, sur qui et quoi est montré et comment.
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... Et cela devient particulierement problé-
matique lorsque ces « peu de personnes » sont
majoritairement issues d’'une méme situation
sociale, dominante.

Le projet Vocal Type Co porte bien son nom.
Le graphiste Tré Seals y est éloquent: «pres de
84 % des designers américains sont blancs. Jusqu’a
récemment, la majorité des designers américains
étaient des hommes. Sivous étes une femme ou si
vous étes d origine africaine, asiatique ou latine, et
que vous voyez une publicité qui, selon vous, ne
représente pas fidelement votre race, votre ethnie
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et/ou votre sexe, voici pourquoi. [...] Quand une

perspective unique domine une industrie [...] cela

mene 3 une maniére unique de penser, d’enseigner
et de créer. Ce manque de diversité en termes de

race, d’ethnicité et de genre a mené a un manque

de diversité dans les pensées, les systemes (éduca-
tifs parexemple), les idées, et plus important, dans

les créations. »

Dans Things I had No Words For, Benedetta
Crippa pointe aussi les limites des notions de neu-
tralité et d objectivité dans le graphisme, et le pro-
bleme d’une vision apolitique de cette pratique,
véhiculée par des voix homogenes dominantes,
qui tendent a réduire les imaginaires et les pos-
sibles, et a invisibiliser des voix qui en deviennent
marginales.

Comme le dit Ix chercheurx Tiphaine Kazi
Tani, le design est toujours politique. C’est ce qui
le rend passionnant et ce qui en fait un champ
constamment en mouvement, en relation avec le
monde quil’entoure.

Toutes ces voix marquent I'importance
d’avoir conscience que nos expériences vécues et
notre situation sociale in-forment notre travail et
les représentations qu’on crée. Cette conscience
peut nous permettre de faire des choix dans nos
configurations de travail pour ne pas perpétuer des
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rapports de dominance essentialisants, et pour
éviter les dérives de pratiques de «diversité for-
melle » qui virent parfois a I'exotisation et a 'ap-
propriation culturelle.

o  Diversité, exotisation & appropriation
culturelle
Diversifier les codes visuels véhiculés dans le
champ du graphisme est une nécessité, et le faire
dans le respect des communautés auxquelles ces
codes appartiennent I'est tout autant, particulie-
rement lorsque ces communautés sont margi-
nalisées. Contrairement a la réappropriation, ot
I'on reprend quelque chose qui nous concerne,
'appropriation, dans le champ du graphisme,
consiste a s emparer d éléments visuels et typo-
graphiques associés a une culture qui n’est pas
la sienne, parce que ¢a fait cool, différent, exo-
tique, drole, avec un rapport de pouvoir dominant
venant de celleux qui s’approprient ces éléments.
Dans Making Common, Elaine Lopez pro-
pose: « En tant que graphistes, nous avons le
pouvoir de calmer le dégotit de la société pour
I'inconnu en élargissant intentionnellement les
récits, en communiquant de maniere réfléchie et
en incluant une variété de perspectives dans notre
travail. Lempathie seule ne suffira pas dans cette
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entreprise. La pratique et 'étude du graphisme
doivent évoluer pour inclure et embrasser toutes
les personnes qu’elle prétend servir, en particulier

xiv  celles qui ont été exclues. »

G-xv

XVi

“Diversity is about
bringing more people
to the table.
Decolonization is about
changing the way
we think.”

- ANOUSHKA KHANDWALA,
GRAPHIC DESIGNER

o Qv N

B Aimé par rato3 et 158 autres personnes

_designcan__ It isn't enough to just want diversity,
design needs to be decolonised. In a fantastic feature
on @aigaeyeondesign, @anoushkakhandwala
explores what it means to decolonise design and why
it's sn imnartant Head anline ta

Travailler en lien étroit avec les communau-
tés concernées par un projet est au ceeur des pro-
positions du Design Justice Network. Rien sur
nous, sans nous est une autre maniere de formu-
ler qu'aucun choix ne doit étre fait sans la parti-
cipation des membres des groupes concernés par
ce choix.
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Autant queles formes graphiques choisies, les inter-
sections de qui, ot, pour qui, comment demandent
deTl’attention et du soin (care), de la solidarité.

sister projects 3 |

Vue par 202

<
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0 Jeuxderoles

Le graphisme est souvent vu comme un acte de

résolution de problémes. Dans leurs présentations,
Corinne Gisel et Nina Paim (common-interest)

questionnent cette conception et mettent en évi-
dence qu’il peut aussi en créer. Lexpertise univer-
selle sur toutes les représentations (LOOOQOL)

est a déconstruire d’urgence pour élaborer de

nouveaux roles : dans cette recherche, des termes

comme facilitation, accés, allié-e-s, réparation, soin,
écoute, peuvent donner de nouvelles perspectives.

Le jeu de cartes The Black School Process
Deck est destiné a stimuler les processus de créa-
tion et propose un certain nombre de principes,
tactiques et questions a intégrer a son processus de
travail — « Comment le probléme est-il présenté
dansles médias populaires ? Qui sontles expert-e-s
en la matiére ¢ Quelles stratégies/tactiques ont
été essayées dans le passé en relation avec [...] ?
Commentlart peut-ilaider? ... ».

Toutes ces questions demandent une réflex-
ion profonde et continue, d’oser partager ses ques-
tions et ses doutes, d’ouvrir son processus — elles
invitent a développer des propositions créatives
au contact de nouvelles compréhensions, de
nouvelles représentations, de nouveaux réseaux
de solidarités.
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PROJECT OUTLINE

Merci a

Isd 1

Decoloniza-
fion

QUESTIONS.

How is the
problem
framed in

< popular
‘:mdia?

Estelle Ndjop Pom,

Héléne Mourrier,

Tiphaine Kazi-Tani,

pour nos échanges et leurs relectures bienveillantes.
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yourimmigrant identity? Y our white
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frames theidea of the confederacy?
Why don’t we create those lines of
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caise tirée de Ksenya Samarskaya,
interview, « Nontsikelelo Mutiti on

Interrogation the Euro-centric Design

Canon » (voirsupra)].
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as a discipline defined by some kind
of objective, neutral criteria is being
exposed and dismantled through

the voices that until now, we have
merely heard, and which were
actively marginalised and omitted ».
[ma traduction francaise tirée de
Maya Ober, « ThingsI Had no
Words For: The Creation of a

New Visual Language in the Work
of Benedetta Crippa »,20.12.17
(voir: www.depatriarchisedesign.
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[ma traduction, tirée de Elaine Lopez,
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Anoushka Khandwala, « What Does

It Meanto Decolonize Design? »,

Eye on Design, AIGA, 05.06.19. En XIx
ligne sur www.eyeondesign.aiga.org/
what-does-it-mean-to-decolonize-

design/.

Slogan des luttes des personnes en

situation de handicap (« Nothing XX
about us without us ».)

NdA : et tout celaalors que le prinici-

paloutil de réception du graphisme

estlavision, il est frappant de remar-

quer que la plupartdes cursus en

graphisme ne comportent aucune

formation aux différentes perceptions, X1
notamment de personnes porteuse

de handicaps visuels...

«Mending » [ma traduction fran-

caise tirée de Amy Wu, « Unlearning

the God Complex » in Anoushka

Khandwala « Decolonizing Means

Many Thingsto Many People

— Four Practitioners Discuss

Decolonizing Design », Eye on

Design, AIGA,17.02.20. Enligne

sur www.eyeondesign.aiga.org/
decolonizing-means-many-thing
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s-to-many-people-four-practitio-
ners-discuss-decolonizing-design/.
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tirée de Design Justice Network
Principles. Enligne sur www.
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ciples].

« Listener » [matraduction francaise
tirée de Neebinnaukzhik Southall,

« Unlearning the God Complex » in
Anoushka Khandwala « Decolonizing
Means Many Thingsto Many People
— Four Practitioners Discuss
Decolonizing Design », op. cit.].

« Howisthe problem framed in popu-
lar media? Who are the experts onthe
issue? What strategies/tactics have
beentriedinthe pastinrelationto]...|?
How can art help? » [ma traduction
francaise tirée de The Black School
Process Deck. Enligne sur www.the-
blackschool.bigcartel.com/product/
process-cards].
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Intersections and Decolonial
Voicesin the Field
of Graphic Design

ign

2;isD SSISY-

@’E Aimé par ofcommoninterest et 140 autres
~ personnes

rat93 DP @risd_gd by #ArthurKim
Voir les 5 commentaires
siborg81 FINALLY! )
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by Loraine Furter

What follows is a text made up of a number of
voices that feed into afield of graphic design that
has been changing overthe past few years. They
speak through projects and lectures that have
been published on social networks, blogs, and
other platforms. As a graphic designer, teacher,
and researcher, these voices have made a deep
impression on the various facets of my practice
andlam eagerto share them.

0 Compose

We can hypothesize that to do graphic designiis
to make choices, compose, create arrangements
of elements, and form representationsandimag-
inaries.

Given these elements, we can begin to think
about the question of choices. How do the pro-
cesses of making decisions in graphic design
work and what do those choicesimply?
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In her work and writing, the graphic designerand

artist Nontsikelelo Mutiti speaks of the specifici-

ty of the locality. Having studied graphic design
in Zimbabwe and the United States, she interro-
gates the dominant forms conveyed through the
way graphic design is taught and learned, and
how it is subsequently produced. In Zimbabwe
asinthe United States, onelearns graphic design
using the same canon of Eurocentric references.
Thisis avestige of colonialism, not only imposing
avery restricted standard of cultural references
it calls 'universal’, (like the ‘international/Swiss
style’ LOL), but also discrediting more local ref-
erences such as writing systems that are native
to Zimbabwe. In reaction to this heritage, Mutiti
proposes focusing on the forms of visual culture
that are still underrepresented in our concepts
of graphic design. ‘What is the sister project to
[the exhibition As, Not For, on African-American
graphic designers]? The cousin project? Is it
your Vietnameseidentity? Isit your Koreaniden-
tity or Korean-Americanidentity, related to your
immigrant identity. Your white Southern iden-
tity? Why aren't we talking about what graphic
language frames the idea of the Confederacy?
Why don't we create those lines of scholarship?’
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After years of teaching and re-producing mod-
ernist Euro-Western-Northern-centric white

principles — presenting, for example, Helvetica as

a'neutral’ typography LOL — the field of graphic

designisbeginningto change. This changeis fue-
led by feminist, decolonial and queer, contribu-
tions, which lead us to rethink and deconstruct

its norms and propose new ways of doing.

DESTGNES
NOT NEUTRAL

an investigation
of myth

L

The essay ‘Things | Had No Words For' presents
the work of the graphic designer Benedetta
Crippa, which analyzes the way certain crea-
tive forms such as decorative shapes, drawing
and painting, have been devalued in the field of
graphic design —formsthat she reappropriates
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and foregrounds in her work. 'Slowly, slowly we
are witnessing how the dominating discourses,
which for decades have defined the acceptable
taste, are being compromised. The myth of apo-
litical design, as a discipline defined by some kind
of objective, neutral criteria, is being exposed
and dismantled through the voices that until
now we have merely heard, and which were
actively marginalized and omitted.’

Good and bad tastein graphic designisthe
subject of a talk given by Jerome Harris, 'Who's
Bad?’, in which he shows the construction of
forms of ‘good’ taste, coming from modernism
(always the same ones; see above) and those
of 'bad’ taste, notably coming from popular and
African-American cultures. The latter are seen
onflyersfor R&B, Hip Hop and Afro Beats events,
which have often been done by anonymous
graphic designers, professionals just starting
out, and occasionally studios like Pen&Pixels.
Jerome Harris reclaims, 'It's where | come from,
and those forms have a history." In that history,
moreover, the term bad has been reappropri-
ated tomean ‘cool, sexy.’

In the project Criminal Ornamentation,
the artist Yinka Shonibare refersto the violence
of the modernist essay ‘Ornament and Crime’,
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which ridicules the use of the ornamental by
presenting it as an indication of bad taste and
alow level of cultural development. In contrast
to these ‘patterns of discrimination’, his project
explores the cultural and social dimensions of
the use of the ornamental in art and proposes a
‘pattern of voices and ideas — a decentralizing of
aesthetics.

.iﬂ‘n] rat93
e s

5 lam awoman tfecause luse dresses in my work. The gendered )}
4{ gssoclatlons with pattern and fabric are intriguing. Women are

3 I|nkgd -to w_ork with pattern and fabric in opposition to a male kind &
% of minimalist work, and perhaps certain works have historically 8
been undervalued as art as a result. But there is great art made s
of fabric, and fabric works have often been made by men.
As elsewhere, traditionally held boundaries are blurred.

Modernist abstraction fell down for me because it

became a universal law

For Criminal Ornamentation, what | am proposing is a pattern
of voices and ideas — a decentralising of aesthetics. There is
ari ted to pattern and ornament which takes
in aestheti olitics, class, taste, snobbery, gender,
postcolonialism — things we deal with on a daily basis, | want
people to find the works in this book visually stunning_,mt lalso
want to open people’s social conscience. So they are not just
looking at pattern but also at patterns of discrimination.

N

_nePoint, 2016 [detaill, see p.32
riaBoyce, Lay back, keep quiet and think of what made Britain so great, 1986 [detajl). seep|

o Qv

@% Aimé par anja_neidhardt et 19 autres
personnes

rat93 Research/ reading from Criminal
Ornamentation by Yinka Shonibare

|. furter graphicdesignxintersections... 145



have long been interested in the return of history and
popular culture to art. As far back as the 1910s and 1920s,
a peeling away of the weight of tradition and history was
taking place across major movements in art, architecture
and designin Europe. The Bauhaus in Germany was about
function: its stripping back of the kind of ornamentation
rom architecture and furniture that had agglomerated
in the nineteenth century can be seen as an anti-
“establishment move. After the Second World War in the
United States, the autonomous object became the focus
in works by the colour field painters championed b
and Barnett Newman, and the minimalists a little later.
These were also avant-gardes of their ime, but their work
did notleave room for history, politics or personal context. *
For my generation, this was the establishment.

Abstract modernism and the functionality of modernist
architecture had developed into a dominant and patriarchal (
international st Ie.m
w'FEr?tT'ne‘lEg_(wJernment useditasatoolinthe Cold War against
Russia — it had become a global force. Following the feminist

and postcolonial movements, those of us who had grown up in
the 1960s and 1970s wanted to reinscribe history and culture
onto art. People felt that their particular identities or narratives
needed to be expressed in their art practice, and didn't feel that

auniversal style was suited to their own personal expression.

In choosing Criminal Ornamentation as my title, | have
paraphrased the lecture ‘Ornament and Crime’ by Adolf Loos,
one of the most vociferous proponents of a stripped-back style.
In the context of early twentieth-century Vienna, surrounded

= by the ubiquitous ornamentation associated with the Austro-
& Hunaarian Empire. this clean. functional vision would have been

o Qv N

@,5 Aimé par ofcommoninterest et 25 autres
personnes

rat93 From Criminal Ornamentation by

@shonibarestudio / “a dominant and patriarchical

international style”

—

Ireen No.2,1965 [detaill, see pp.24-25

These forms haven't been devalued by chance or
according to the rules of an immanent universal
good taste, but because they are associated with
practices, groups,and communities that have been
marginalized by the field of graphic design. The
work of women, ‘lower’ classes (kitsch and vulgar
aesthetics), 'non-Western’ cultures,and soon.
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If valorizing certain graphic forms invites us to
make certain choices and reproduce (and valor-
izeinturn)certain aesthetics, thissame process
of making choices can also become a tool for cre-
ating other representations.

o Demand,turnback

The transfeminist graphic designer Héléne
Mourrier speaks of an in-your-face strategy, a
reference to militant and notably queer reap-
propriations, such as LGBT milieus in the fight
against AIDS, which reappropriated the pink tri-
angleimposed by the Nazis on people identified as
homosexuals, turning it upside down to makeit a
symbol of empowerment. Mourrier works with
what dripsand oozes, by asserting avocabulary of
the fluid, of mutation and transformation, and by
reappropriating forms that she characterizes as
vulgar and flashy - alternatives of the term girly,
which critics and others have often saddled her
with in categorizing her practice.

The script of the Publishing as Bloodletting
project by the cultural worker Clara Balaguer
uses typefaces designed initially for non-Latin
scripts and repulsive to modernists. It reverses
a practice that until recently had been the norm
in ‘multiscript’ typography, i.e., the 'harmoni-
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zation' that involves starting from typefaces

that use the Latin alphabet to create typefaces

in other fonts (Helvetica Greek, Fedra Arabic,

Armenian Garamond...), imposing foreign forms

onculturesthey areintroduced into.
PUBLISHING AS BLOODLETTING

A Play

Written Largely on Social Media

Written Almost Entirely in Transit

Laid Out in Typefaces for Non—-Roman Characters
On A4 Standard AF Size

An Essay
Laid Outin Tgpemcaces Distasteful to Modernists

On Microsoft Word

R R

More than choices — of typefaces, forms, colors,
visualand cultural codes — graphic designimplies
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X

production contexts, work configurations, pro-
cesses and protocols. It is a practice that is nec-
essarily located — depending on who is doing it,
in which particular place and under which par-
ticular conditions, for whom and using which

vocabulary.

Design Spotlight

TEXT AND DESIEN BY
SAR) BUELL

N

" nand by by Rtk (W 1170) /

‘|[Designis] the rhetorical

leeve by which ideology is

pressed in material
form. Bach time the work

weereate is published,

itreproduces not only

itself, but the beliefs and
conditions of the people

1o oroduceit”
produceit.

. “The most powerful
thingsina cultureare

not.

the things not said and

eeeee

AAAAAAAAA

Textbook New by Clena Tz

re gorecltseun,

Design Spotiight

&8 The Design Justice Network, in its princi-
ples, observesthatin the design field choicesare
made by relatively few people compared with the
many on whom those very decisions will have an
impact. Inthis context, choosing mustimply then

[. furter
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a position of power over representation and
what is emphasized, on who and what is shown,
and how.

ANALYZING
DESIGN
NARRATIVES

...And that becomes especially problematic when
the majority of these few people’ come from the
same dominant social situation.

The project called Vocal Type Co lives up to
its name. The graphic designer Tré Seals puts it
thisway: 'Nearly 84% of all designersin America
are white. Until recently, the majority of all desi-
gnersin America were Men. Soifyou'reawoman
orifyou're of African, Asian, or Latin dissent [sic],
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and you see an advertisement that you feel does
not accurately represent your race, ethnicity,
and/or gender, this is why [...] When a singular
perspective dominates an industry [...] there
can [be] (and has been) only one way of thinking,
teaching and creating. This lack of diversity in
terms of race, ethnicity, and gender, has led to
a lack of diversity in thought, systems (like edu-
cation),ideas, and, most importantly, creations.’

In Things | Had No Words For, Benedetta
Crippaalso points out the limits of the notions of
neutrality and objectivity in graphic design, and
the problem of an apolitical view of the practice
conveyed by the dominant homogeneous voices
which tend to reduce the mental repertories of
images and possibilities while silencing voices
that then become marginal.

Asthe researcher Tiphaine Kazi Tani notes,
design is always political. That's what makes it
fascinating and afield that is constantly in move-
ment and related toits environment.

All of these voices make clear the impor-
tance of being conscious that our lived experi-
ences and our standing in society in-form our
work and the representations we create. This
awareness can enable us to make choicesin our
work configurations so as not to perpetuate
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essentializing relationships of dominance and of graphic design must evolve toinclude and em-

avoid the excesses of 'formal diversity' prac- brace all of the people it claims to serve —espe-
tices that sometimes fall into exoticization and xiil  cially those who have been excluded.’
cultural appropriation. G-xiv

. . . e L. “Diversity is about
o Diversity, exoticization & cultural bringing more people

Yot} to the table.
. a!ap.roprlathn . Decolonization is about

Diversifying the visual codes that are transmit- changing the way

ted in the field of graphic design is a necessity, we think.”

and doing it while respecting the communities

. . - ANOUSHKA KHANDWALA,
to which these codes belong is just as much a GRAPHIC DESIGNER

necessity, especially when these communities
are marginalized. Unlike reappropriation, where

something that concerns us is taken back and M Q_ V R
. . . . . %B’ Aimé par rat93 et 158 autres personnes
repurposed, appropriationin the graphic design dsignean_I st encugh o st wart dversiy
esign needs to be decolonised. In a fantastic feature
field consists of seizing visual and typographic on @aigaeyeondesign, @anoushkakhandwala
explores what it means to decolonise design and why
elements associated with a culture that is not its so imoortant. Head online to
your own, because it's dope, different, exotic, xii Working closely with the communities that
funny, with a dominant power relationship com- are impacted by a project lies at the heart of
ing from those who appropriate these elements. the propositions of the Design Justice Network.
In Making Common, Elaine Lopez proposes xv  Nothing about us without us is another way of
the following, ‘As designers, we have the power saying that no choice should be made without
to temper society's aversion to the unknown the participation of members of the groups that
by intentionally expanding narratives, commu- areimpacted by that choice.
nicating thoughtfully, and including a variety of As with whatever graphic forms selected,
perspectivesin our work. Empathy alone will not the intersections of who, where, for whom, and
suffice in this endeavor. The practice and study how require attention, care, and solidarity.
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H tactics,and questionstobeintegratedinits work
process —'How isthe problem framedin popular
media? Who are the expertson theissue? What
strategies/tactics have been tried in the pastin
relationto...? How canart help?’

All of these questions require deep and
continuous reflection, the courage toshareone'’s
guestions and doubts, to open up one's process

—theyinvite usto develop creative propositions
in contact with new understandings, new rep-
resentations, new networks of solidarities ©

Decoloniza-
tion

O  Roleplaying
Graphic design is often seen as an act of resolving
problems. In their presentations, Corinne Gisel
and Nina Paim (common-interest) question this
understanding and point out that the discipline o s the
can also create problems. Universal expertise on ; g::;'_:r‘“
all representations (LOOOOL) needs to be decon- '
structed in order to elaborate new roles. In this
line of research, terms like facilitation, access, xvi
allies,mending, healing, and listening can provide xvii-xix
new perspectives.

The card game The Black School Process My thanks to e o Porn
Deck is meant to stimulate creative processes xx Tiphaine Kazi-Tan,

for our exchanges and their kindness in agreeing

while offering a certain number of principles, to read my text.
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