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ABSTRACT

WAW journal is a bilingual, biannual, critical discussion about graphic
design through politics, philosophy, economy and culture. It’s political,
has a stance and tackles social and political issues from the middle east
through graphic design.

The main purpose of the magazine is to shed light on the field of graphic
design and unravel its second layer. WAW was created to show how
graphic design affects other fields and could be found everywhere in our
daily lives.

It pushes the readers to question what is being told and what is actually
happening in the world; how we perceive the rest of the world and how
the world perceives us. It opens a dialogue between the writers and

readers, and also, the images being a dialogue for us to raise questions.

In my opinion, graphic design could be very political, and could be
influenced by so many things, especially politics, philosphy, economy
and culture, hence why waw was created.
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About my project
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About my project
- GENERAL

Waw is a bilingual, biannual journal about critical writings on
graphic design through politics, philosophy, economy and culture.
Based on different themes, each issue and portrays another layer of
graphic design, that could be found in other topics and that could be
affected by them. The purpose of the magazine is to bridge the gap
between design and other fields and find their point of intersection.
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About my project
- WHY?

Graphic design is a field that is not given enough importance in the
region. Waw is a way to shed light on this field and show how we can
find it in every aspect in our lives. Design might not be a need in our
life but it surely is somewhere there. | decided to do this magazine
out of my curiosity and questioning: how far could design go? How
is it to produce from a region in constant chaos and burden? Is it a
need to recreate past events and today’s chaos almost all the time?
My interest in politics and the idea of lack of identity in the middle
east pushed me to dig deeper in graphic design and show, through
a printed magazine that graphic design, is in fact, everywhere
around you. | wanted to portray another layer to the image, another
understanding of what an image is and what is its function; or how
does an image communicate and send, on itself, a message?
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About my project
- WHY WAW?

Waw is an Arabic letter that has many meanings and functions, one of
which is “waw el aatef”, the letter that brings 2 entities together and
sometimes form a third meaning, or reality. It is a letter that merges
two things together and form a certain intersection. Waw is in fact

this elements that brings graphic design and the four other fields
together and find its intersections within different themes. It opens a
wide discussion of what graphic design is when found and merged
with another entity. Waw is the bridge, or the structure that holds them
together. It also serves as a way of parallelism between ideas and how
graphic design is perceived in different parts of the world.
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situated acceleration of scientific practice and its social construction,
an entirely new range of objects reveal themselves most of which cannot
(and should not) be constructed at our drawing boards, but as part and
parcel of the ongoing work of the laboratory and the organizational

culture within which it is embedded.

When we consider objects as carriers of information about the
external world-especially information about both past and potential
experiences-we see their value as creators of meaningful situations.
Objects designed through the consideration of meaningful situations
have the capacity to express what can be created out of-or even
though-them. This approach changes the role of the designer. As
designers we do not see ourselves as professionals sitting at drawing
boards designing artful or functional objects. We see ourselves as
creators of the “clay” from which people can craft powerful objects-

and even new object types.
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We suggest that the assumption that underlie the semiotic perspective
distort our understanding of what meaning is and limit our ability to
design objects that are deeply built inside of a context or situation. In
response, we would like to argue that meaning is deeply and exclusively
built inside of a context or situation. For example, when an object
is placed in a situation, it is meaningful in ways that nay or may not
have been predicted by its designer. The object may also bring about
changes in the situation, changes that are in some sense a part of its
meaning. Finally, the meaning of a thing is reinvented by each individual

who uses it, and evolves along with the situation of which it is a part.

A New View of Meaning
In design meaning is therefore not so much the arrived-at sense of
an object (qua making meaningful objects), but a plunge into sense-
making and a discovery of the qualities of objects that collaborate
to produce authentic, meaningful situations. For example, the true
meaning of a glass vase does not reside in the material that is glass
or the form that old wooden bookcase. Situations like these can be
described as events in settings (the perceiving of flowers in a physical
ontext) in which objects (the flowers, the vase, the bookcase) appear
and contribute to peoples’ capacities to create meaning (an impression
of a summer field in an indoor office). Objects that appear in situations
can be concrete objects like vases or abstract objects like classification
schemes. They might also be new classes of objects, like scenarios
(vignettes in which imaginary users use imaginary products) which are

examples of objects that can help people envision still better objects..

Within this new view of meaning design can be seen as the envisioning
and subsequent embodying of objects that act to frame situations. In
this sense the most interesting design work will consider the design of
the essential situation first followed by the design of the objects what
will create a myriad of experienced situations. For example, think about
designing a flower-viewing situation rather than a vase. This requires a
shift in the way designers think about designed objects. We must not
think of objects as nouns with static meanings, but as verbs with the
dynamic capacity to create multiple meanings through the actions they

evoke-much as the vase evokes “the display of flowers.”

Underthis new view objects are seen as acting to register situations. First,
we must recognize that people use each other and their environment
as resources to socially construct understanding and creativity. People
collaborate to grind shared lenses or eyeglasses through which
events are filtered, intention is framed, and activity proceeds. With a
recognition that sense-making lies behind situatedness, powerful new
objects and object types (concrete and abstract) play a crucial role
in the construction of a consensual reality. For example, consider the
laboratory, which has played an essential in the formation of scientific
practice. As designers we might sit at a drawing board and design
a laboratory using the latest in architectural style and fashionable
office furniture, yet neutralize or (worse yet) even destroy the basis for

advancing scientific practice. However, when our starting point is the
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As the focus of design shifted to include the experience:
use and interact with objects, the whole issue of what
to users has moved to the foreground. We are starting't
of an object less as the end of the design process ani
beginning of the user’s experience. In designing the for

we want to design it so that we create the user’s experie

In our search for understanding about what meaningisa
build it into objects, we have borrowed insights from
particular, many of the notions about meaning that have:
as a part of product semantics come from semiotics, the
One of these notions is that meaning is something that
things but separate from them - like our shadows are
our bodies, but attached(usually at the feet). Another
understand things and their meanings outside of the'r
they can have some sort of abstract existence in mi
Because of these ideas, we expect to find a fairly pu
between objects and their meanings, one in which
object is an almost direct result of its form-again, like
our shadows are a result of the forms of our bodies= W
mediating circumstances (like the angle of the sun) when
see a match, but we assume that we can build these cire
the equation. We expect that we can still find a connél
objects and their meanings, a connection that is basicall

of real-world situations the objects might be a partofs

In effect, the semiotic triangle says that meaning and for
but connected. The triangle can also be extended to capt
different levels or person can do with it, the social attitudl
it, or its aesthetic appeal. We may consider as a speciale
that is created by the multitude of other meanings Wit
particular meaning is located, and with which'it intera
at meaning this way, we recognize that meaning is
context, but we still make the crucial assumption tha

be characterized independently of the situation i which

Underlying the semiotic perspective itself is an assu
have access to some objective reality - that the connee
between form and meaning are the right connection:
identify all of the circumstances that bear on what mea
form will have. And as designers we have tended to assi
we have identified the form that will evoke the appro
for the user, we simply use it and we will have successi

the object’s meaning.

identity &

o
)
&




21
"

identity d——

photographer's shadow yo
Akram Zaatari g

Sy—_——
fractured figures following sl
B

‘We look for a few mediating circumstances (like the

angle of the sun) when we don’t quite see amatch

E AT
gl i) Josatgitl B o it (1o St e
(] W N P P D [DWE T . A |

Js> lsslaall dols - bl @Il Joo cloglaall Lol elyadl yaes Loie
Ca8ls) oS Lgtad 5 Lolo - dlatmall colonally daLudl ool e JS
ke yall Lo gone I3 CiBlse & phadl s o donaall sliadl . gone @l
spaaall )93 s gaill 1 U3 (s e Il e G 9l - (oo 05L] 3 SCay Las yendl
Laallsleadl graat) gyl wilog) § ngdan cnd oS lwdil 65 ¥ (roaceS
o s o ol g G "ol J e e w65 s il of

Bagaadl Lol glesl somg - L8 elal

“All form no content.” As designers, all of us are probably familiar with
this phrase. Although often said in jest, there might well be some truth
behind the words. Non-designers sometimes look at our work and,
failing to see beyond the surface, ask us, “Does that color (line, space,
illustration, form, texture, shape, etc...) mean anything, or is it just there
because you think it looks good?” At the same time, as designers, we
occasionally look at the work of non-designers and mutter under our
breath (again, with a grain of humor), “All content, no form.” And, again,
there might be some truth behind our teasing. Take, for example, the
standard text document which is usually formatted according to
guidelines established when typewriters were popular, or products
whose physical presence has been shaped by engineering expediency

rather than by thoughtful response to human need.

The underlying issue here is meaning. What does the use of a particular
color mean on a particular product? How can the meaning inherent
in a text document best be expressed through page layout? How can
a designed object communicate its meaning in terms of use and in a
way that will make sense to a given user in a given situation? What is

meaning. with respect design, anyway?

The Old View of Meaning

Until recently, the primary focus of design was on form - with a
tacit recognition that the elements of the form of an object evoke
a multitude of associations for the individual who interacts with it.
What these associations were, though, was not well understood. The
understandings we did have were primarily intuitive and superficial in

nature.

20
[

identity &

O
N
o




MEANING

PHILOSOPHY OF OBJECTS

Inthe philosophy of language, the nature of meaning, its definition, ele
and types, was discussed by philosophers Aristotle, Augustine, and Agi
According to them "meaning is a relationship between two sorts of thing
and the kinds of things they mean (intend, express or signify). One terim
relationship of meaning necessarily causes something else to come to the
In other words: "a sign is defined as an entity that indicates another eni
some agent for some purpose”. As Augustine states, a sign is "somethin,
shows itself to the senses and something other than itselfto the mind"
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Appropriation(which is giving the intellectual property lawyers such
a headache in a cyberspace these days) was the big thing back then,
too. Familiar objects were the original graphic reference. The very first
human-made images were representations: marks made to look like
the horns of a bull, for instance, or a human figure-or magically even

to be these things.

Over the next umpteen hundred thousand years, the linear alphabet
evolved. Eventually the rough designs came to encode the sounds of
individual spoken syllables. Somewhere inside this innocent and playful
coupling of arbitrary noises and meaningless shapes was the DNA of

Shakespeare, the New Yorker and your new Web site.

According to the American Heritage Dictionary, the Phoenicians and
other Semitic peoples began to use graphic signs about 1,000 B.C. to
represent individual speech sounds instead of syllables or words. One
of the first was called “aleph”, their word for “ox”. Later, the Greeks
adopted the Phoenicians alphabet, turned the aleph letterform on its
side, renamed it, “alpha,” and used it as a sign for the sound “a”. It all
happened haphazardly, randomly, with no mission statement or team
building exercises. Today’s oh-so-precious alphabetical order was

yesterday’s hieroglyphic mishmash, an unruly jumble of visual puns.

STUCKIN THE AMBER OF OUR NATIVE TONGUE

ThescientistMurray Gell-Mann has describessuch phenomenaas “frozen
accidents,” a cool phrase in any language. This is what happens: some
random event draws attention to itself and begins to attract interest, like
iron fillings around a magnetic field, eventually crystalizing into the way
things are forever more. The procedure explains the persistence of the
QWERTY keyboard from the days of jamming typewriter keys. It's also
why VHS best Beta in the VCR department, why Windows continues to
outsell the Mac OS, and why we have the Spice Girls, purple dinosaurs,

fake wood grain and a lot more high-level interest in branding.

By now; of course, wether they’re chiseled in old stone or dancing in
the quantum soup, our twenty-six English letters are the sacred ground
beneath all the information storage and communications structures of
the present age, for linear thinkers and holistic gokkers alike. They are
drenched with so much significance we scarcely notice that they also
obscure more than they reveal, as anyone who knows a pictographic
or iconic language can attest.

What's to be done? Go sit by a lake with someone you care about and
roast a marshmallow. Get real quite. Try not to think of anything. Reach
inside yourself to before you learned to talk. When something happens,

don’t try to name it.

28
A

identity d—

©
()
@)




dowtown beirut, lebanon 83—« - =<0,

taken from beirut

BN gor—ipt
- =

et mus,

PR -

30
"

31
"

I Auep)

Iy Anuep

p.31



33
v

identity d——

lhall e § il dpandl e Al diu AT &l 1 sie e
s L 1o & s il dBshiall aboliall wloof e dusyiall pusladl] sl
ool oS L e ¥ 31 SISl dtandl sLsgeal] g pally sl o881 i

s polsdl apuadl cogll @Bgng 1S ya00s mmslad ool

0 wlsend] e s allall ag2rsll Bk 2dlgll
ST & Ui oS Il e paidly ol Lozl oloxs L @311
@o@a:@fv

ool & 591 dualdl Cpnadly iyt T  Sayedl Sl posele) Uiy
o o Dol IS ol e Sl L8 Ve Jlg dsngad] syl
«dy ‘3 " dalS Maleph” Laus colS Jo¥l e susly Lo lalSIl of ebladl
loalely sl ] @l By JSCa I el Lamedl Gop2dl g (3>¥
ISt st JS s o g8 JS 1" cigal] 2430 sgmaitanly "I asgans
99 poudl onatll Guam ¥l Cus Ul 0l 3oyl el oyles o dage ol ST 9o il

sSradl ceddl e bads gy (o auligpgll Guedll ds

Pl Lﬁ'ilglﬁ,@fé@&
dasly 8ylie (pg "Buazmall walgadl” Jto yalhll s wle Jux Ghge plldl iy
& Tag L Jf oLl cals dlgial] a3l as itamy L lie .43 b
3l s 2ladl &5 eablinall Jonall Jsx ool clptin o plaiadl i
QWERTY geslie dogl jlyaiul sl g o8l Ul soe¥l Ly s 31 di,ball
VHS (s gy slaa] Jeadl s Lo o] 4l 9 geslin g5 Ll e
I3Lady Mac OS Jusadl plas 3o85 Windows Jolg: 13laly VCR pud &
o woially ddzall sl Ggedly dilgs )3 wlysolually Spice Girls Lusd

Ayl &odally sgtanal Lo plozal

b @ sl & bl of il ynndl § rnppins 15318 el el 81
02355 JSLs e o5 Ladall )81 (2 g il dudl oplasyl Libllas
e rdm il oniitally el gy Siall (JUll aall § ¥Lasdly claslaall
Loo ASTL&] agamons ol SlSIL Lebamdls 508 danl gigaie gl slgms o

e of Al ol dopoas &ad Bym et g8 o Soy LS (gt s

bl Sol> $og 4 pgs pased o Bpoull Colan peglorl) Condl Sl Lo
s of U8 elots ] sl st ol &y ¥ Jglo Lales it e o
Azgad Jolow ¥ e 2o Biamy Loie . ull

One of the prices we pay for knowing English so well is that
even know what English looks like any more. We can recogni;
say; by its delicate curls and swoops, or Hebrew, by its enga
turrets and drips, or French, or Chinese, and many other lang

don't speak, by their familia-if constent-free-shapes.

But if the look is familiar, the meaning is opaque. There’s no
difference between the most dreadful curse, a sweet love
directions to a bar. On the other hand, you can’t so much
at any text in the particular language you are now readin

immediately comprehending it.

| think this may be why i sometimes find myself really enj
graffiti | see in a foreign country, in a foreign language. Yes,
everyone else i abhor the property abuse, the public scatc
the expression of violence, and intolerance. Traveling abrc
to encounter the dazzling, monumental letterforms as pi
impressions, full of color and power and individuality, blissfull

of what any of it “means’.

WECAN'TSEEITBECAUSEWEGETIT
For English speakers, English=speaking graffiti are all abou
Unfortunately, this is usually filthy, incendiary, divisive, offi
otherwise disturbing.
No doubt the same thing is going on in the other langua
But severing the connection between the pure letterform
information content frees me to appreciate something quite
and extraordinary there-the self-trained inventiveness and

shown by so many graffiti artists, most of whom are teena

Besides, the real culprit is not the graffiti per se, is it? Rat
the failure of the larger culture to have found ways to mor
mobilize all that outside the liens energy? Actually, the glob:
of graffiti reveals as much about the youthful impulse toward a
and self-expression as it does about anything political. There
young talent and intensity out there. Maybe we should sta
less about recycled paper and soy ink and more about the
squander of human creativity.

TRAVELING ABROAD, I GET TO ENCOUNTER
DAZZLING, MONUMENTAL LETTERFORMS AS P
VISUAL IMPRESSIONS, FULL OF COLOR AND PO
AND INDIVIDUALITY, BLISSFULLY IGNORANT OF W
ANY OF IT “MEANS’.

Without young talent and intensity, we wouldn’t have civi
the first place. Or language, either. Think about it. What wz
expectancy of those earliest humans? Fifteen? Twenty? You ¢
see them out there, bands roaming teenagers, messing ¢
the woods and the caves, yelling, pointing, scribbling on

Prehistoric graffiti. Visual hip-hop.

— writing on the walls of beirut wor—u ol e LUK

-

32
g

identity &

°©
[
R




THE HANDWRITING ISON THE WALL

BUT WHO CAN READ IT?

35
Yo

qer= L

identity

One of the prices we pay for knowing English so well is that we don’t even
know what English looks like any more. We can recognize Arabic, say; by its
delicate curls and swoops, or Hebrew, by its engaging little turrets and drips,
or French, or Chinese, and many other languages we don't speak, by their

familia-if constentfrce-shap

written by Todd Lief
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identity is self

the truthis inbetween your system of belief

e hardest thing ever, because then, you'll be changing your beliefs,
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Defending a State Department foreign policy hire
because,"SHE GOT ME TO BUY UNCLE BEN'S RICE?
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This is but one instance in which the muddled notions of branding are
communicated, and even here, there are multiple types of content
revealed: some tragic, some critical to the future of a geopolitical region,
some involving genocide, some abjectly promotional. What is missing,
however, are distinctions: distinctions between marketing efforts (CARE
fundraising for hunger) and promotional initiatives (Starbucks feeding
hungry laborers in Columbia); between communication (CARE reporting
on a crisis zone) and advocacy (CARE trying to persuade the UN to
intervene in Darfar); and between news feeds (Margaret Hassan's brutal
murder) and community (at the push of a button, send her family your
heartfelt condolences now). The future of peace in entire regions of the
world is the topic, and yet the form for our experience is fundamentally
filtered and branded — just as in Nick Bell's example of the filtered and

branded experience of art in museums.

Branding, of course, has its value, its place in commerce and its
confirmed role in the implementation of certain design initiatives. At its
best, it leads to better commercial communication, to understanding
the needs of an audience, or building long-term relationships with
consumers. And yes: wouldn't the world be a better world if more
countries understood (and by conjecture, respected) the perspectives
of other countries? Wouldn't America be more successful in the Arab
and Muslim world if it was a little less interested in cheap oil and a little
more interested in their culture, their interests and needs? Wouldn't it
help if the U.S. had more people in its State Department who spoke
fluent Arabic? (As of last year, there were only 54, according to the
Advisory Group on Public Diplomacy's report Changing Minds, Winning

Peace.)

Meanwhile, we set our sights on branding the war, with sound
bytes and promotional bumpers like "Operation Desert Storm" and
"Operation Iragi Freedom." In England, "Britain TM" is created for the
Blair administration by Demos, based loosely on the premise of "Cool
Britannia." There are also studies giving legitimacy to the "Branding of
Britain in relation to the Brand South Africa." In Iraq, even before it had
achieved independence as a sovereign nation, branding experts had a
plan for a new Iraqi flag, a design that today might be characterized as
either a failure of process or of research. At the end of the day, it was
neither: it was a failure of intent. The symbol for a country should not

be created by branding experts.

WHEN THE VOCABULARY OF A NATION'S FOREIGN

COUNTRY SPEAKING TO THE REST OF THE WORLD.
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Nick Bell's discussion on "The Steamroller of Branding" in Eye is a
thoughtful critique which examines the process of creating identities
for art museums and performing arts centers. Bell notes in particular
the way branding has crept into the experience of the art — how it has
actually invaded the space of the gallery and performance locale—
rather than focusing solely on the commercial activities of these cultural
institutions. | agree wholeheartedly with this assessment — yet | find
this singular focus on the branding of art and performance institutions
somewhat vexing, as it inherently leads back to an impenetrable
dichotomy between art and commerce. Weren't the signatories of the
First Things First Manifesto attacked for privileging high culture above
commercial culture? Ultimately, this minimizes the importance of this
essential critique of "brand madness" that make the newest suite of

Eye essays so imperative.

The problem with "Content," as | believe both Bell and Bierut would
attest, is that it risks becoming a fundamentally generic concept: in
this way, it's not unlike the way "the brand" has become simply "Brand,"
sometimes invoked with an almost religious-like tone. (Whenever | hear
these terms used in this way, I'm reminded of Goethe writing about
the Sublime.) Content should not be an abstraction for designers, but
rather something to be evaluated in specific and differentiated terms.
It is in its specificity that designers need to begin making distinctions
— distinctions which are not merely programmatic or pragmatic, but

which carry with them implicit moral dimensions.

Thereis, for instance, a difference between helping an NGO to fundraise
and helping an NGO to disseminate information about the state of
the world in a crisis zone. Given the requirements of capitalism and
communication in a branding-laden culture, such overtly divergent
goalsare, oddly, being subsumed under the same umbrella of branding.

And yet they could not be more different.

The Care identity program — its logo and its branding applications —
are not the same as its challenge to the United Nations to take strong
action in the Sudan. Its project no.SDN099 funds reproductive and
psychosocial health services for abducted children and survivors of
sexual violence in South Darfur. Meanwhile, through its corporate
partners, Cisco Systems is helping to feed widows in Afghanistan, and
Starbucks and Care are "Winning Together" to fight global poverty,
especially in major coffee-growing areas of the world. Of course, you

cannotfind Careinlraqbecause they have withdrawn after "the apparent
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e Branding was originally an approach for creating reputations for commercial
- . products. Over time, it has come to be applied to almost everything, from high

= ] i school sports to school meal programs; from universities to research centers;
semw= fomart to ballet companies to cultural institutions; from political -
" campaigns to cities to states. Today, even nations have become brands.
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Item: Last month, we flew to Toronto to attend the Ontario Design
Thinkers Conference. — a conference in which the weakest presentation
came from Jeff Swystun, the Global Director of Interbrand. Among
other objectionable tactics (Swystun showed considerable work
produced by other designers, none of whom were credited), his canned
PowerPoint presentation displayed, at a certain point, three brand logos
simultaneously: Kodak, the Bay (a leading Canadian retail brand), and
the American flag. | was outraged, and all | could think was, my country

is not a brand.

Item: That same week, Robert George wrote a cover story for The New
Republic titled "Conscientious Objector: Why | Can't Vote for Bush." This
is how he ended his indictment: "At crucial points before and after the
Iraq war, Bush's middle manager's have failed him, and the 'brand' called
America has suffered in the world market." According to his argument,
U.S. officials should be summarily dismissed because they have let their

shareholders down and the brand has suffered in the marketplace.

Item: In the most recent issue of Eye (no. 53), devoted to "Brand
Madness", Nick Bell cites the example of Charlotte Beers, former CEO
of Ogilvy & Mather, who was hired by the U.S. State Department to
"combat rising tides of anti-Americanism." Bell quotes Naomi Klein:
"Secretary of State Colin Powell dismissed criticism of the appointment:
'There is nothing wrong with getting somebody who knows how to sell
something... We need someone who can re-brand American foreign

policy... She got me to buy Uncle Ben's Rice.

Item: Not long ago, in a The New York Times Magazine interview, Bruce
Mau urged designers to embrace "the richness of the marketplace." By
way of example, he described his own approach to this Herculean task:
"We are being asked to work on a vision for the future of Guatemala.

How can we design Guatemala over the next 10 years?"

What's most troubling here is the deeply inappropriate vocabulary we
choose to deploy as we randomly penetrate such allegedly foreign
disciplines as politics and international diplomacy. The decision to
vote for George Bush based on his handling of the American brand?
Defending a State Department foreign policy hire because, "SHE GOT
ME TO BUY UNCLE BEN'S RICE?" A designer who believes that, based on
his own knowledge of the marketplace, he can re-design the future of a
country, albeit just a little one in Central America? While we're at it, let's
not forget Rem Koolhaas designing a bar-coded flag for the capitalistic
future of the European Union, or Landor setting out to "brand" entire

countries, including Jordan and Hong Kong.

Eye addresses some of these issues in its "Brand Madness" issue, as
does Design Observer's Michael Bierut in this recent post. (Also relevant
are Michael's posts on the marketing of political parties in the Indian
elections and the design of the new Iraqi flag.) Jessica Helfand and |
also addressed some of these issues a year ago in Vancouver in a talk

titled, Culture is not always popular.
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Thirdly, we see that the role of printed matter is under at

only by the obvious online ('virtual') means of distribution;

by methods coming from the sphere of printing itself: pri

matter, its universal dimension and ideological weight, its™s
so to speak (Debray speaks of the "delayed-action mecha
printed matter).

This is a very bleak picture indeed. What can we do? (And

say 'we', we specifically mean us three; we aren’t so vaif

As Debray writes, the 'graphosphere' (modernism) collapsé
print lost its lead», which we think is a very interesting
Obviously, lead refers to typesetting, but it can also refer to
a counterbalance, a sort of anchor needed to keep culture'g
to its material base. Print might have lost its lead in a literal
we think it is still possible to let graphic design function asa

a weight to keep culture grounded.

For Debray, the 'graphosphere' might be over, but for us, the
has just begun. We do believe we can keep the 'graphospher
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as an undercurrent. True, graphic design is being marginal

let's not forget that margins are in fact graphic spaces; the

are ours.
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Do you think that our rapidly changing society has created a new
situation and platform for an ideological discussion in design?
Are we at a paradigm shift?

Can we compare the present situation with what was going on in
the sixties and seventies?

A paradigm shift for sure. As we have seen, Debray places this schism
in 1969, with the rise of what he calls 'the videosphere'. Others situate
this rupture around 1989: the fall of the Berlin Wall, and the evaporation
of the Iron Curtain.It was inevitable that, after the age of modernism,
we would experience a backlash, almost a regression to pre-modern
times. Because that is how we ultimately see postmodernism: as a
slight return to the period before modernism. (Of course, it isn't an
actual return; in true dialectical fashion, its more of a synthesis of

modern means and pre-modern ideals).

If we had to sketch, in a couple of seconds, in a few simple sentences,

a general time line, it would look roughly like this:

1. / Pre-modern times, in which we are governed by untouchable
forces from above: the laws of the jungle, gods, superstition, Platonic
ideas floating high in the sky.

2. / The age of modernism, in which we free ourselves from these
forces from above, and see the world around us as something that
could and should be interpreted and shaped by ourselves.

3. / The postmodernist condition, in which we believe again in the
laws of the jungle (free market capitalism) and untouchable forces
from above (the 'market’, the 'public', the 'target audience', the
'shareholders', etc.). Not surprisingly, this age is also characterized
by a new uprising of religiosity (Islam Fundamentalism, the Christian

Right).

To get back to your question, we are definitely aware that we entered
the age of postmodernism. What does this, in concrete terms, mean

for graphic design as a practice, as a craft?

First of all, we see the rise of the advertising agency in the cultural
sphere. In areas that used to be the natural habitats of independent
designers and small design studios (areas such as art institutes, book
publishing, theatre, etc.), we see that the role of the graphic designer
is getting increasingly marginalised. In an attempt to shed their
ideological ballast, more and more of these cultural commissioners
turn to advertising agencies (dressed up as hip communication
agencies). This institutional desire to shed ideological weight can not
be seen separately from the widespread phenomenon of privatization,

and the dismantling of the welfare state. Secondly, we see more and
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Are you modernists?

What kind of relation do you have to modernist design?
There was a time that we were a bit reluctant to call ours
modernists: the designation 'modernist' always felt too much'l
honorary title, something you had to deserve rather than some
you can just call yourself. Also, 'modernism' always seemed so ha
define; there are so many interpretations of it.
However, if we take our own interpretation of modernism as a sta
point, we certainly think we can be considered modernists of
sort. For us, modernism can be defined by two propositions:
assumption that we are shaped by our material environment;
the assumption that it is possible, even desirable, for us to s
this material environment. Since we can safely say that these an
principles we work and live by, we would definitely place oursel

the modernist camp.

Our relationship with past modernist design is more compli
than some people might think. It is certainly not so that we bi
that our work is automatically modernist because of a certain ¢
of typefaces, or a certain way of placing the type. Referring t
aesthetic language of past modernism is not a modernist gestur

se; but in our work, we think it is.

The reason why, in our work, we often refer to the aesthetic langua
past modernist movements (and especially the language of so-¢:
'late modernism') is twofold. On the one hand, referring to histi
modernism is for us a way to achieve the 'self-referentiality' we alr
discussed a few paragraphs earlier. In our opinion, by letting gr:
design refer to its own modernist history, the construction o
medium becomes visible, which we see as a modernist gestur
the other hand, the references to late modernism in our work h:
clear emotional undertone. For us, late modernism is the cont
which we grew up, our childhood, our natural language, our m
tongue. In our work, we are actively investigating late moder
because it is the material environment that shaped us. This make

emotional motive also a modernist one.
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posters that would never imprison the reader in some sort of false
illusion, some sort of floating image; instead, we wanted to design
posters that would constantly refer to their own material base.

We tried to achieve this by literally showing the poster as 'just' a
piece of printed matter, a sheet of paper with some ink on it. By using
methods such as overprint, perforation, folding, etc., we wanted to
focus on the poster as nothing more (but certainly nothing less) than a
physical construction. Through a specific use of white, empty space,
we wanted to reveal the paper, the material base of the poster. We also
tried to make the poster point to its own materiality by way of 'self-
referentiality': through employing references to graphic design itself,
we tried to let the poster be totally honest about its role as a piece of
printed matter; we really wanted to show the construction of graphic

design as a medium.

(It is interesting: self-referentiality is often seen as a postmodern,
ironic device; we see it as anything but. In our view, self-referentiality
is essentially a modernist gesture, making transparent the conceptual
construction of the designed object. After all, what can be more

modernist than the wish to make a construction transparent?)

While we are writing all this, we notice that we are using the past
tense, while in fact the above paragraph perfectly encapsulates the
way we still work. We may have drifted from Debord a bit, but we still
believe in this principle of showing the designed object as primarily a
human-made construction. This methodology is indeed very closely
related to the idea of makeability (‘'maakbaarheid') that we discussed
in the first paragraph of this interview.

"If man is shaped by his surroundings, his surroundings must be made
human»: we absolutely believe in this. For us, 'human surroundings'
are not surroundings that try to represent or reflect humans, or
surroundings that are overtly responsive to humans, but surroundings
that show their own physical and conceptual construction,
surroundings that show that they are human-made. Everything that
is made by humans, can be changed by humans: that's why the
human-made always carries with it the possibility of change. To show
surroundings as human-made, is to constantly open the horizon of

change.

Are there any particular commissions that you turn down

because of ideological reasons?

There have been numerous commissions that we turned down because
of ideological reasons, political reasons, personal reasons. emotional
reasons, sometimes downright silly reasons. We have certainly made
mistakes: in retrospect, we have done a couple of assignments that
we shouldn't have done, while we also might have rejected a few
assignments that we should have done. So we are certainly no saints.

But in general, there are a couple of types of assignments that we
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What is an ideological designer? What does ideology as an idea
mean to you as graphic designers? Are you driven by ideology or are
you just interested in the notion of ideology? Is ideology important
in design?

As we already established in the above introduction, design is
intrinsically linked with ideology, so in our view, every designer is
ideological, whether he/she is aware of it or not. This has been our
opinion from the very beginning of our career. However, precisely
a year ago, we read an essay that reaffirmed our beliefs, in a very
enthusing and energizing way. That essay was 'Socialism and Print' by
Régis Debray, published in issue 46 (July/Augustus 2007) of New Left
Review (this essay was later placed online, under the title 'Socialism:
A Life-Cycle').

Socialism and Print is the best article about graphic design that we
read in a very long time, taking into consideration that Debray nowhere
actually mentions the word graphic design. No wonder, as during the
period that Debray describes (the birth and early years of socialism)
the word graphic design was still non-existent. However, when Debray
describes the versatile subculture of printers, typographers, librarians
and publishers that turned out to be the cradle of socialism, it is not
hard to see that the not-named-yet heart of this "craft-based network»
(as Debray himself describes it) is what later became widely known as
"graphic design".

It is a rollercoaster-ride of a read, in which Debray repeatedly shows
the many ways in which socialism grew from a particular ecosystem,
an ecosystem consisting of printing and typography. Debray calls
this system the 'graphosphere’, and situates this sphere in the period
running from 1448 to 1968; in fact, in our own interpretation of his text,
the word graphosphere could as well be a synonym for modernism, a
modernism starting with the Gutenberg Revolution, and ending with

the rise of postmodernism.

In Debray's "graphosphere", ideology is a product of design, rather
than design being a product of ideology, which is an exhilarating
revelation. Debray's enthusiasm is contaminating: it is not hard to
suddenly see socialism as the political manifestation of graphic
design, and modernism as the social manifestation of graphic design.
Design is not a tool to spread ideology; it is the other way around.
"An Olympic marathon: the glow of a letter (...) passing from runner to
runner, the heart of the message laying precisely in its transmission».
The glow of a letter, the transmission as the heart of the message...
Debray is talking about something eerily close to the modern notion
of graphic design, and he places it right at the center of the socialist

project.

At first sight, Debray’s essay seems quite straight-forward. Debray sets
out to explain the demise of the socialist project, and concludes that
this demise is caused by the collapse of the 'graphosphere' and the
emergence of the 'videosphere': the age of the image. Seen in this

light, Debray's message is all-too-familiar: the end of history, the end
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of print, the end of socialism, the end of modernism - the dreaded
mantra of postmodernism. But sprinkled throughout the essay, there
are endless glimmers of hope. Many times, Debray suggests that his
simplified time line (logosphere, graphosphere, videosphere) doesn’t
have to be as linear and definite as it seems. Debray leaves a lot of
room for a more dialectical model of progress - a model in which
the future can be shaped by the ghosts of the past. Debray mentions
words such as memory ("when it is cold outside, and the night is long,
memory means that we are not alone»), the archive ("the medium of
history as practice»), and most significantly, includes the following
paragraph: "The greatest modernizers inaugurate their career with
a backward leap, and a renaissance proceeds through a return to
the past, a recycling, and hence a revolution. (...) Behind the 're' of
reformation, republic or revolution, there is a hand flicking through
the pages of a book, from the end back to the beginning. Whereas
the finger that pushes a button, fast-forwarding a tape or disc, will
never pose a danger to the establishment». The ghost of the past as
an active agent of change, as a specter of the future. The very concept

of hauntology (as described by Derrida in Specters of Marx) invoked.

THE NOTION OF DIALECTICAL PROGRESS: A FUTURE

BEING SHAPED THROUGH A ACTIVE DIALOGUE WITH

THE PAST. OUR HOPE, OUR DRIVE _ ALL THAT WE

BELIEVE IN; IT'S ALL ENCAPSULATED IN THIS

SIMPLE PARAGRAPH.
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Do you find it important to havea well-formulated

ideology when working with design?

As we already described a few paragraphs earlier, we see ideology as
a product of design rather than the other way around. We don't see
ideology as something that has to be 'haved’, that has to be owned
or studied in order to design. To us, ideology is something that can
be generated during the actual act of designing. What we find so
fascinating about graphic design is precisely that, in its ideal form, it is
a perfect example of praxis: a synthesis of theory and practice in which

each informs the other, simultaneously. In the true practice of graphic
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DESIGN

INTERVIEW WITH EXPERIMENTAL JETSET

We agree; it's an incredibly large subject. Thinking about how to tackle it, |

we came to the conclusion that there are two possible ways how to approach [

the issue: we could either investigate the notion of ideology-as-design, or

the notion of design-as-ideology. In that sense, every designed object, every §
cultural artefact, is a manifestation of the ideology of makeability, an 3
ideology summed up best by Marx> famous axiom "If man is shaped by his }
must be made human'. Following this line of 2
thought, every designer is an ideologist, whether he/she likes it or not. It is this !

.

surr di 1g: his surr

line of thinking (design-as-ideology) that we would like to follow to its logical
conclusion in this interview.

IDEOLOGY
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Maybe this place doesn’t exist.

63 Maybe this place exists in an imaginary film that can never seem
av

tocome toan end.

Inthebeginning, thereis the death of amemory
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the middle pattern, with its “wire mesh fence” design

represents the Israeli occupation, el 3055 30,0l Gigud) 8 yaiuall lasge> §

while the oblong-shaped patterns on the side

Disarming Design: An inclusive design label from Palestine
Disarming Design From Palestine aims to spread alternative narratives
about contemporary Palestine and reflect upon the function of creative
practices in situations of conflict. The organization offers a space of
dialogue and information and sheds light on local producers amongst
which is the last Kafiye factory in Al-Khalil: the Hirbawi Textile Factory.
Due to the signing of the 1993 Oslo Accords ad the opening of trade with
the outside world, the Hirbawi factory is on the verge of bankruptcy,
but insists on redefining the design elements of the Kafiye from a
Palestinian perspective: the middle pattern, with its “wire mesh fence”
design represents the Israeli occupation, while the oblong-shaped
patterns on the side represent olive leaves, a symbol of Palestine and
peace (“Hibrawi Textiles”, 2010).

The collective sells several version os the Kafiye on its online store, some
of which alter the original design intentionally in a form of commentary
on international appropriation of the item’s symbolic value, or on
mass production processes of the Kafiyes made in China. One of their
recreations is called “Made in Palestine”, a scarf with a Kafiye Pattern
formed with fake luxury brand logos profiting from the lack of copyright
infringement regulations, to increase the value of their products. The
item is of course an indicator of a class-related discourse, proving once
again that economic factors are primary suspects of appropriation or
decontextualization of political indicators of identity (“Made in Palestine

- Disarming Design From Palestine”, n.d.).

As a reaction to the hype around Arab symbols, A.Malak states:
“Arabs usually wait until the West reintroduces their symbols so they
can jump onboard and talk about it. They became so reactive and
almost apologetic, which made them somehow stereotypical against
themselves and their work”.

Cultural appropriation is a fact It would be rather naive to disregard
the effect of design and media in the conscious distortion of political
ideologies and hyper-nationalism. The Kafiye is an example of a living
design organism with a high political charge and a definite link to class-

hierarchies that should to be reduced to more aesthetics.

What's alarming about representation is that sense is the designers’
urge to dismiss a symbol’s value, to mishmash it with many other
connotations of Arabism or most definitely Orientalism, while the
Palestinian-Israeli conflict prevails on many parallels, one of which is
not armed by weaponry but definitely loaded by media, design and

propagated communication.
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early as the 60s and 70s. It had become the official symbol representin

hand and a freedom fig in the other.
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the Palestinian struggle globally. Today, Kafiyes and their memorableli
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are all manufactured in China, It even made its way to the catwalk, whe
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French Designer Nicholas Ghesquiere used it in his Fall 2007 line fo

=

Balenciaga and it consequently became a retail hit.

This collective impact drove the researcher to identify the recessit!
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for Arab designers to join the international dialogue on symbolism an

ownership: “if we know that a million Kafiyes are being sold aroun
the world today, what can we do to bring in our point of view to th

conversation?”

The Kafiyeis not the only Orientalist object hijacking its way into fashion:
When Karl Lagerfeld launched the 2015 Chanel cruise collection i
Dubai, one saw every Orientalist symbol one can ever imagine fro
prints and harem pants to geometry and metallics. Heavily pressnt, th
kafiye pattern however the chef-d‘oeuvre of that collection. Lagerfeld
accused of portraying a stereotypical pre-economic evolution Ara

world claimed defensively:

“this is my idea of a romantic, modern Orient, a new One Thousand an:
One Nights”, without establishing any relevant rationale behind his us

of a heavily political symbol like the Palestinian Kafiye.

On asimilar tangent, an article published in “Al-Quds Al-Arabi” entitled
“Israel hijacks the Kafiye, Palestine’s symbol and heritage”, feature:
the continuous cultural distortions exercised by Israel, in its constan
efforts to market the symbol as theirs. Hijacks became recurrent wit
Israeli flight attendants wearing the Palestinian dress code and Israel
designers Gabi Be-Haim and Amoco Harel designed a Kafiye with th

colors of Israel’s flag and the Star of David.

A.Malak warns about the misappropriation of the symbolin her research
closing note: “It is every young Arab’s responsibility to conserve th
Kafiye and make sure that its misappropriation is never louder than it

message”.

But what becomes “the message” in the absence of a consensus ol
what is Arab and a distinct absence of design research on the Ara
world? What becomes the message while Arab identities suffer frol
Western influences-as in the case of Lebanese Design? What become:
the message when a variety of mostly negative stereotypes prevail al

across the Middle East?
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Identity, class and politics stir a whole debate on the Kafiye as the
strongest symbol to come out of the contemporary Arab World. From
Streets to politics, traditional garb, trends and catwalks, the Kafiye
transcended form and various functions, to become more than just a

simple item, to morph into a cultural experience.

The survival of the strongest Arab “object or “ideology”?

Hala A. Malak, a design critic and co-founder if KAFLAB foundation, has
extensively researched the Kafiye. According to her, its strength is in
its power to adapt, evolve and change significance while maintaining
a constant design. The challenge and simultaneous contradictory
messages - cool, street, trendy, terrorist, political, revolutionary,
positive and negative - are what makes the Kafiye o[ur of the ordinary
(A.Malak, 2013)

The original design can be traced back to Ancient Mesopotamian
times when woven fishnet-derived pattern - similar in fashion to the
one recognized today - came as representation of a fishing culture.
Although it gained its name from the city of al-Kufa in Iraq during the rise
of Islam, it is not labeled as Islamic design. It was adopted and became
widespread due to its non-representative abstract pattern according

to A.Malak’s research.

Locking the item’s final configuration into a Palestinian visual marker and
sign, occurred in the 1960s when symbols of the Palestinian resistance
such as Leila Khaled started wearing the headscarf and leftist parties
used a red-and-white version to differentiate themselves within the
wider nationalist movement. President Yasser Arafat adopted the black

and white one as his symbol and was known never to appear without it.

Thus an icon was born.

Positioned within a nationalistic narrative, just like the Che Guevara

logo, the iconography and graphic symbolism of the Kafiye started
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SIGNIFIERS ARABIDENTITY

THE KAFIYE CASE STUDY

I believe researching Orientalist tendencies starts from a reach for locality.
A culture definitely extends beyond the physicality of geography and borders,
symbols, ideologies and history to reach a certain level of maturity mediated
in multiple ways, to different audiences, serving different agendas. Talking
about agendas in that realm is not necessarily an Arab conspiracy theory, but
rather a replica of international dynamics of class and politics.
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done fo baby food and diapers, and the most desirable clients will be

Gerber and Playskool.

In design circles you often hear designers use the expression “selling”,
but what Dows that mean in a practice in which the selling always
precedes the production? And what exactly is being sold out? The
designer’sintegrity and standards? What are those based on? Is design
that doesn’t attempt to make money somehow better that that which
does? There has certainly never been a shortage of really crappy free
design. The designer who believes that “selling out” is somehow easier
the sticking to presumedly higher principles has obviously never really
sold out. Selling out is as much work and probably more aggravating

than abiding by ones own self-fulfilling principles.

When it comes to the relationship between design and money, no
one-to-one equation of value survives. Except maybe for the one that
states: the bigger jerk the client is, the higher the charge. Or from the
client’s perspective: the bigger jerk the designer is, the higher the her.
But why would a client spend more money to work with a bigger jerk?
It's like psychotherapy; if you don’t pay for it, it doesn’t work - no pain,
no gain. “Just look at this fancy office, and all those employees and

design awards, it's got to be worth the price? Right?”
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Just show me the money!

.
In spite of the general indifference most people have toward design,

designers are hardly indifferent toward their users; in fact, they can't get
enough them. Who would have guessed that post-industrial capitalism
would lead to so much selfless service to others’ desires? But the
“others” that designers are now so eager to please are not just some
others, or most others; now we want to please all the others. Because
nowadays, it often seems there is no pointin recording music, making a
movie, or publishing a book without the guarantee of a huge audience,

or maximum usability.

Motivated by greed and laziness, this crowd-pleasing attitude has |

infected design. Now exposure has become more important than h 1

what'’s being exposed. The number of hit your Web site gets, the number
of fonts you sell, the number of design awards and magazine articles
you can rack up, and how big your clients are, are what designers
value most. Now bigger is better, particularly in regard to clients and
users. Getting more users means getting younger users. Just like music,
film, clothing tobacco companies, now design companies are aiming
lower for higher returns. It is without any sense of irony that designers
now consider clients like Nike, Burton, and MTV the most desirable.
AIGA design annuals that were once filled with great books, exhibition
designs and public signage systems, now look more like sporting good

catalogs for preteens.

Just because pop culture is ruled by adolescent taste, does that mean
design culture has to follow the money? Since a designer’s clients can
never be too big, nor their audience too young, it would be logical to

conclude that the really important design work of the future will be
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JUST BECAUSE POP CULTURE IS RULED BY
ADOLESCENT TASTE, DOES THAT MEAN DESIGN
CULTURE HAS TO FOLLOW THE MONEY?

The role that commerce has played in American graphic design, a
how it has determined what is valued in design practice, is one of
most interesting and least discussed topics. Questions of an ethi
nature seldom arise in design discourse because designers are used
deferring responsibility to their clients, who are ultimately accounta
forwhatis produced. Designers are for the most part subordinate to
client, obedient to society and patronizing to each other. The ethics
design are largely informed by a simplistic “politically correct” mora
on one hand and a “bottom line” efficiency on the other, making fol
easy value system for practice. It's a value system in which desig
implicitly understood as a benign service, in which it is the designe
responsibility to anticipate and satisfy the expectations of the cli

and audience.

The problem with this arrangement is that the audience is for the m:
partasilent, indifferent and undifferentiated entity, thus necessitati
surrogate (usually self-appointed) “expert” to become the spokespers
for the audience. This surrogate audience expert is usually the client
worse, a marketing consultant hired by the client. This eliminates
possibility of the audience’s desires contradicting the client’s goals.
the other hand, the graphic designer as representative of the audie
is just a likely to act with a fair dose of self-interest. Neither the cli
armed with a team of marketing experts, nor the designer with the b

of intentions, is a credible representative of the audience.

But what is the alternative? The designer’s and client’s confidence tl
“we know what’s best for you” is based on the fact that they do kn
and care a lot more about design than the audience does. The fi
that the audience is often unwilling to concede this point is proof
the ignorance and contempt they have for any specialized knowled
and expertise in design. Perhaps that’s why designers don’t use
word “audience” very much anymore; now they call them “users”.
term “user” is a recognition of the fact that design and designers

supposed to be used up by the users.

A — _(
FFOCEaLTIL A .x‘
K&

i

=

AT, : A
e I
iRy L% &

W

iI{.Ei'-} i
.:ni.. h y 3"'
FF 35594731 A 2

2

iz 200 |

TR

Justbecause pop culture is ruled by adolescent taste, does

that mean design culture has to follow the money?

QN =
1 Joged ¢ Bl 2o LSy gt A3LBS5 Y JaBd

......... e e N.ﬂ,

L FFSE554T73] ﬂfjﬁ'
13 £

LIS ol ey e IS S i iay

:ﬁ'l oS
':f.n‘g e

Ty

e

FFO5594T731 A
..A.ahF..-.- E{hl_.fv}
E H Y




81
AV

identity d——

l -
i 4
J v \
#
- N 4
il - I
J
; >
- .
s 4 ;
-y ra
(" i [1
S— . — » -3 P
GREASING THE WHEELS OF CAPITALISM
£
I WITH STYLE AND TASTE
i = i -
The role that commerce has played in American graphic design, and how it e

has determined what is valued in design practice, is one of the most interesting
and least discussed topics. Questions of an ethical nature seldom arise in
design discourse because designers are used to deferring responsibility to their

. clients, who are ultimately accountable for what is produced.
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IN SEARCH OF IDENTITY THROUGHOUT HISTORY women throughout history in the arab world, some )
fighting for their identity some are forced to wear their Palestinian kids building their go— s porshuld Jlbl 94

identity from the environment @ ampqepguse g
WOMEN IN THE ARAB WORLD cultures. does the way we look define who we are? does
history define us as humans?
who am i?
what is identity?

identity is you - itis self-centered.
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deeds and events. It is an internal vital principle common to both
that produces them synchronously. White elaborates by highlighting
narration’s relationship to historical reality, or “events that are offered as
the proper content of historical discourse”: The reality of these events
does not consist in the fact they occurred but that, first of all, they
were remembered, and second, that they are capable of finding a place
in a chronologically ordered sequence. The authority of the historical
narrative is the authority of reality itself; the historical account endows
this reality with form and thereby makes it desirable, imposing on its
processes the formal coherency that only stories possess. Through this
claim of authority over the writing of history, Hizbullah placed itself as
the sole legitimate narrator of the story of the war. The story was about
Hizbullah as the hero of the people, protecting them against aggression
by aforeign villain (Israel) and its sidekick (the United States). This multi-
actor story of the war was featured on the billboards celebrating the
Divine Victory, with individual billboards each focusing on Hizbullah,
the Lebanese people, Israel and the USA. Hizbullah in the story is the
protector of the nation and the people, the protagonist and hero, as
seen in one billboard that carried the image of a rocket launcher and
two Hizbullah fighters as well as the Hizbullah flag, with the caption “The
arms of the mujahideen.” The Lebanese people are the defiant victims.
While some billboards depicted casualties, the majority acknowledged
the steadfastness of the people of the South (Lebanon and Beirut).
A billboard under this theme had the image of an old man with his fist
raised in the air, standing in front of a burning bombed home, along
with the caption “With the patience of the steadfast people.” The Israeli
army is not just the villain in the story, but also is the stooge. Several
billboards belittled the Israeli army, such as one showing the picture of
Israeli soldiers crying in a huddle, with the caption “It's Lebanon, you

fools!” in Arabic and English. The United States is painted as a menacing
Israeli accomplice in the war. A billboard showing a destroyed home
had the caption “Made in USA” in English, while a red banner erected
at the site of a destroyed building stated in English, “The New Middle
Beast,” in reference to Condoleezza Rice's speech on 21 July 2006 about

the war representing the “birth pangs of a new Middle East.”

This visual representation contrasts sharply with that of faces of
Hizbullah martyrs displayed on posters commemorating their deaths,
which have been a regular feature of Hizbullah's visual products in
public space since its inception. By choosing to de-individualize its
fighters, Hizbullah is appealing to the audience to identify with the
group as a unified, larger-than-life entity, but also to imagine themselves
as those heroic figures. It is also reserving idealized personification for

one individual: Hassan Nasrallah.
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The use of a religious framework for its activities, as stated earlier i
this chapter, is a constant for Hizbullah. For example, Hizbullah’s firs
anti-Israeli suicide bombing mission was called “Operation Khaibar
to connect it with the historic Battle of Khaibar when the Prophe
Muhammad and his army took over a Jewish area. But “The Diving
Victory” took this to another level, allowing Hizbullah to claim a positiol
for itself above all other political parties in Lebanon. This use of religiol
makes Hizbullah's actions dogmatic and unchallengeable - to contest
them would be equivalent to blasphemy. Indeed, in a later speech givel
by Hassan Nasrallah in 2008, he exclaimed, “This is the party of God !l
is not a regular party. It is the party of God !” One can understand the
need for this dogma as Hizbullah faced a degree of criticism in 2006 — ‘
and after, both within and outside Lebanon, for recklessly dragging the *

country to war. This criticism was also one reason behind Hizbullah's

seeking narrative agency over the story of the war.
N -

N
As Hayden White argues, it is the presence of contest that produces
narrativization of history. Having narrative agency is important because
being the narrator allows one control over how a story is presented
which elements of it to emphasize and which details to overlook
Narrativization is thus not only relevant in the context of competing wit
political opponents, but also in that of history. As Hegel wrote: In oul
language the term History unites the objective with the subjective side
... it comprehends not less what has happened , than the narration oi
whathas happened. This union of the two meanings we must regard as o

ahigher order than mere outward accident; we must suppose historica

narrations to have appeared contemporaneously with historica
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acknowledges. Continuing to publicize carnage would reinforce this
image, especially among foreign audiences. A fourth distinction is the:
use of humor, something that Hassan Nasrallah had started employing
inhisspeeches, and which was now translated into a visual form coupled
with ironic text: Some of Hizbullah’s most common ads use a tactic
that Kawtharani calls sending “double messages.” One example: a red
banner featuring the slogan extremely accurate targets! juxtaposed
against the rubble of Beirut’s southern suburbs. “In advertising, ironyis
part of the modern style,” says Kawtharani. “The audience will receive
the double message.” The campaign is also worth examining for its
appropriation of religious and patriotic frameworks that Hizbullah had
used previously. All of the billboards had a red background, with the:
words “The Divine Victory” written in white and green - a reference
to the colors of the Lebanese flag. They also featured a logo in the
same colors written in a modern Arabic font that spelt the slogan
“Victory from God” at the bottom. The same slogan, logo and colors
also appeared on al-Manar, on Hizbullah’s websites and on a variety
of merchandise. The choice of words was deliberate: Hizbullah leader
Hassan Nasrallah had, in April 2006, promised victory against Israel;
as well as the release of Lebanese prisoners from Israeli jails (hence
naming Hizbullah’s operation on 12 July 2006 as “Operation Truthful
Pledge”).

NASRALLAH’S SURNAME LITERALLY MEANS “VICTORY

FROM GOD.” SO THE MEDIA CAW
FOLLOWED THE 2006 WAR FIRW
AS AN ACHIEVEMENT OF NASW
IT ALSO ELEVATED NASRALLW
STATUS, LEBANON’S ONLY SA\IIOR%_r




not only related to the liberation of the people of the south
butalso to the liberation of Lebanon as a nation-state.
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Bruce Newman lists three main components of political marketing:
“Social Imagery,” personality politics, and “Situational Contingency.”
Hizbullah used all three in the Divine Victory campaign. Social imagery
associated Hizbullah with issues relevant to its constituents; personality
politics operated through Nasrallah’s performances as discussed
above; and situational contingency was used through presenting
hypothetical scenarios that created the illusion that Hizbullah would
be better able to deal with them than any other political/paramilitary
entity. Writing about Bill Clinton’s 1996 presidential election campaign,
Bruce Newman highlights a key strategy for Clinton, which he terms
“positioning strategy.” He writes that this strategy constituted “his
ability to convince voters that the American Dream was getting easier
to achieve, that he was the person who would give them a sense of
control over their own destinies, and that the ‘age of opportunity’ would

make that happen for them.”

Hizbullah followed a similar model in using situational contingency,
as it aimed to convince its people that defeating Israel was getting
easier to achieve, that Nasrallah was the person who would give them a
sense of control over their own destinies and that, in Nasrallah’s words,
“the age of defeats has gone, and the age of victories has come.” But
Hizbullah was also keen to market the 2006 war as a victory against
Israel to an international audience. To achieve this, Hizbullah’s image
management strategy became more sophisticated and streamlined,
relying on professionally designed visual products. No sooner had
the war ended that Hizbullah planted 600 billboards in Lebanon
that commemorated the group’s achievements, the most prominent
placed on the road from Beirut’s international airport into the capital.
The billboards had several distinctive characteristics that marked a
departure from Hizbullah’s usual communication style. First of all, as the
billboards were meant for the cameras of the international media, they
featured images and text in Arabic, English and French. While Hizbullah
had used different languages in its communication messages before
(namely through installing billboards in Hebrew on the Israeli border to
intimidate the “enemy,” and through al-Manar’s multilingual website),
this was the first time that the group had used foreign languages in
this streamlined and self-knowing way. Second, a clear distinction
between Hizbullah’s Divine Victory campaign and previous Hizbullah
media campaigns is that the Divine Victory one was less dense, both
visually and verbally. Newsweek interviewed the creative director of the
PR company |dea Creation that designed the campaign in 2006. In the

interview, Mohammad Kawtharani revealed the intention behind this:

The international public “expects a clear and single message,” he says.
“That's the language of the media these days.” So Hizbullah settled on
the simple and catchy “Divine Victory” slogan, and repeated it over and
over. Third, when using images of casualties, this time Hizbullah did not
choose to display graphic violent images, which it had established a
legacy of doing: [N]Jow that the war is over, says Kawtharani, publicizing
what he calls the “more aggressive” visuals can be counterproductive

... The West already considers Hizbullah a “bloody party,” Kawtharani
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He also maintains one 1deal embodiment: Hassan Nasrallah.
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As Mueller argues, “[IJegitimating rationales, necessary to any system of
domination, are effective only if their underlying principles have been
internalized by the public, that is, collectively accepted as normative
and thus as binding.” The brand that Hizbullah intends people to form
a bond with invokes certain positive connotations like justice, liberty,
honor, defiance and heroism. Those connotations came to the fore
during the 2006 war. The war was a media spectacle. While television
coverage of the war in the Arab world highlighted the plight of civilians,
al-Jazeera’s coverage in particular was marked by taking a clear stance
towards Hizbullah: Hizbullah was branded “the resistance” and its fight
against Israel was presented in David-versus-Goliath heroic terms. The
channel’s normal schedule was suspended as attention was focused
on the small villages in southern Lebanon where the fiercest battles
were taking place. There was little footage of actual Hizbullah fighters,
but the rhetoric used in the newscasts painted a picture of larger-than-
life, almost mythical action heroes. The news reports coupled graphic
footage of Lebanese casualties with stories about Hizbullah’s defense

operations in the South.

A similar, if more pronounced, image of Hizbullah could be seen on its
own television channel, al-Manar. Merging footage of war-torn villages
and civilians with those of Hizbullah fighters in the field, al-Manar
disseminated a message of defiance that was bolstered when Israel
destroyed the station’s headquarters in southern Beirut on 16 July 2011,
only for the channel to continue broadcasting from a secret location

after a mere two-minute interruption to its live transmission.

Al-Manar's feat came just two days after Hassan Nasrallah appeared on
television promising victory against Israel: “The surprises that | have
promised you will start now,” Nasrallah said. “Now in the middle of the
sea, facing Beirut, the Israeli warship that has attacked the infrastructure,
people’shomes and civilians. Look at it burning.” The camera cut to what
appeared to be live action of Hizbullah’s attack on the warship.If there
ever were an awe-inspiring symbolic action for Hizbullah’s defiance
during the war, that was it. The Hizbullah brand was sealed. The divine
image The end of the war in August 2006 was labeled by Hizbullah a

“Divine Victory” in a multimedia political marketing campaign.

ALL THOSE FACTORS ALLOWED HIZBULLAH TO
APPROPRIATE THE LABEL “THE RESISTANCE"; SO

THAT “THE RESISTANCE"” HAS BECOME ANOTHER NAME
FOR “HIZBULLAH"”; THIS LABELING IS A WAY OF
CULTIVATING LEGITIMACY, SO THAT RESISTANCE

CONNOTATIONS COME UP EVERY TIME HIZBULLAH IS

MENTIONED OR EVEN THOUGHT ABOUT, NO MATTER
WHAT THE CONTEXT.
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identity and pride for Hizbullah’s followers. Hizbullah was aware of
the importance of engaging with its wider audience after the war on
a more personal, everyday basis to sustain brand loyalty. It therefore
created war memorabilia like t-shirts and baseball caps bearing its
logo and the color of its flag, as well as the picture of Nasrallah. It
also issued merchandise that included a dart board featuring Israeli
government officials and Israeli towns that the player was invited to
throw darts at, and a new computer game (“Special Force 2: Tale of
the Truthful Pledge”) that allowed players to battle Israeli soldiers in the
southern Lebanese villages affected by the 2006 war. As the game’s
designer said, the game aimed to make players “feel the victory as if
they were taking part in attacks they were cheering for from far.” All
those products can be seen as material efforts to associate Hizbullah's
image with specific, definite values (defiance, heroism) in the eyes of
its audience, no matter how much the values are actually related to
Hizbullah’s “real characteristics,” because, as Falkowski and Cwalina
argue, “it is sufficient [for a brand] that [the values associated with
it] have a definite meaning for the recipient.” Aaker writes that the
strength of brands lies in brand awareness, perceived quality, brand
loyalty and brand association. Hizbullah's brand after 2006 scored high

on all four levels.

Brand awareness is not just about recognition of a brand name, but also
its dominance in someone’s mind over other brands. Hizbullah worked
to achieve this through repetition of its victory messages across all
media, which turned slogans like “the most honorable of people” (in
reference to Nasrallah) and “The Divine Victory” (in reference to the
2006 war) into everyday expressions. The perception of quality was
easy to achieve following the “victory” outcome of the 2006 war, but
Hizbullah was keen to emphasize added value. Addressing audiences
in the victory rally in September 2006, Nasrallah promised that those
houses destroyed in the war would be rebuilt even better than they
were before. This promise can be connected with ensuring continued
loyalty, as those who suffered great losses during the war could be

seen as the most likely to enter a lukewarm relationship with Hizbullah.

The group was keen to showcase people’s loyalty through rallying
thousands to participate in its victory celebrations. Loyalty was also
communicated through cultivating the expression “fida al-sayyed”
(meaning, a sacrifice to Sayyed Hassan Nasrallah), which was mouthed
by those whose homes were destroyed or who lost loved ones during
the war whenever they appeared in the media, to indicate that all those
losses were worth it as long as Nasrallah prevailed, an expression of
utmost loyalty to the brand no matter how dire the circumstances. This
kind of rhetoric is what differentiates Nasrallah from most other Arab
leaders. He is not merely the head of an institution who derives his
authority from coercion, he is a leader whom people follow because
they “want to.” This bond with Nasrallah in turn strengthens Hizbullah’s
brand association, which refers to the emotional bonds that link a
person to a brand. Such emotional bonds are important for Hizbullah

because through them people internalize Hizbullah's principles.
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was also mirrored in the media messages that Hizbullah emplo:
whether through Nasrallah’s speeches or al-Manar broadcasts.
redefinition of “foreign” served to legitimize Hizbullah’s connectic
with Iran and Syria. In using the spectacle of a rally as a tool to cre
this redefinition, Hizbullah can be said to have followed Lisa Wedee
argument that “ideologues use spectacles to revise resonant symb
so as to convey current political messages.” Wedeen also arg
that “spectacles are taken simultaneously to represent domina
and to operate as a means of dominating.” The March 8 rally, th
was also a means for Hizbullah to display its power and exercis
over “others.” Through it, the group asserted its dominance over
political opponents. As a spectacle, the rally served as a visual ane
for political ideas that framed the ways Hizbullah’s supporters, par
therally’s intended audiences, defined themselves ; as Wedeen arg
spectacles are a way of disciplining the bodies of people thro

enacting political obedience.

The March 8 rally began a phase of stepped up public and pri
measures by Hizbullah to ensure the undivided loyalty of
followers and the intimidation of its rivals. Hizbullah, in turn, beca
acutelyaware of the need to perform to a regional audience, and e
an international one. The Cedar Revolution’s visual saturation
embraced by Hizbullah, and since 2005, Hizbullah's secretary genel
Hassan Nasrallah, has become the public face of the group in the A
world and outside, with carefully crafted speeches targeting multi
audiences and a charismatic image ; and the group’s communicati
strategy has become a multiplatform one on a wider scale. But it was
July 2006 war that marked a key transformation in Hizbullah’s ima
When Hizbullah first emerged as a paramilitary group, its prim
target audiences were Israel and Lebanese Shiites. As the gro
political aims widened, so did its target audience. Although Hizbu
had been addressing Arab audiences through its al-Manar satel
television channel since 2000, before the 2006 war, this addri
was presented by a local Lebanese Shiite paramilitary group that
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nevertheless a key participant in Lebanese politics. The group’s main
appeal to Arab audiences was through its constantly expressed support
for the Palestinian cause. Israel’s reaction to Hizbullah’s kidnapping of
two IDF (Israel Defense Forces) soldiers on 12 July 2006 changed this
image. Israel launched a military campaign targeting not just Hizbullah
strongholds in southern Lebanon and southern Beirut, but also vital
Lebanese infrastructural sites, from bridges to power plants to Beirut’s
only lighthouse. Israel’s attacks resulted in the death of more than 1,200
people in Lebanon, most of them civilians, and the displacement of
one million people, a quarter of the Lebanese population. The 2006
war saw Hizbullah once again market itself as Lebanon’s savior from
Israeli aggression, but went beyond that: The -24hour coverage of
the war on pan-Arab satellite television widened Hizbullah’s network
of audiences, and helped Hizbullah transform its image into that of a
primarily Arab paramilitary group. That Hizbullah emerged defiant after
the war allowed the group to develop itself as a heroic brand across the
Arab world. Nasrallah became the new Gamal Abdel Nasser, a pan-Arab
leader, and Hizbullah came to be widely viewed as the only Arab actor

that has succeeded in resisting Israel and “defeating” it in war.

Hizbullah as abrand

Hizbullah's double “victory,” according to its own rhetoric, made the
group a household name in the Arab world. It strove to cultivate a
sense of legitimacy based on this power, and this combination of
power and legitimacy paved the way for Hizbullah's rising authority in
Lebanon and its popularity in the Arab world. The group worked hard

on getting closer to Arab audiences by utilizing all its communication

* tools at once. Mass rallies were organized and televised live to celebrate

the 2006 victory, when Nasrallah gave speeches that often merged
classical Arabic (to appeal to Arab audiences) with the Lebanese dialect
(to appeal to the local audience). Flyers, banners and billboards were
created to commemorate the war. Al-Manar broadcast music videos
dedicated to the war and al-Intiqad newspaper carried images from
the twice-liberated South on its front pages. Even merchandise
commemorating the war was created. A key characteristic of those
communication tools is that they were marked by a high degree of
intertextuality and uniformity of message. As such, they have helped
construct Hizbullah as an identifiable brand. Stuart Agres defines a
brand as “an asset of differentiating promises that links a product to its
consumers.” The associative aspect of brands is particularly important:

Strong brands have strong bonds with their target audiences. As Peter

LOYALTY WAS ALSO COMMUNICATED THROUGH
CULTIVATING THE EXPRESSION “FIDA AL-SAYYED

van Ham argues, brands serve as emotional appeals to people, granting
them a sense of belonging and security. Logos, in particular, serve as
visual reminders to followers of their affinity with the brand, cultivating
their sense of loyalty. The Hizbullah flag, with a distinct canary yellow
background and the image of a rifle held high by an arm extending
from the words “Hizb Allah” in Arabic, acts as one such marker of
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alsoaboutliberating Lebanonasa nation-state. Hizbullah started infusing
its communication messages with more references to Lebanon, and its
political and media strategy succeeded as the group won a significant

number of seats in the first post-war parliamentary election in 1992.

This eraalso saw Hizbullah establish its own terrestrial television station,
al-Manar, which started broadcasting in1991. Al-Manar allowed Hizbullah
to communicate directly with the wider Lebanese audience, which
was crucial for establishing itself as a key political party. Al-Manar was
characterized by Hizbullah as the “resistance channel,” consolidating
Hizbullah's image as a defender of Lebanon against Israeli aggression.
Hizbullah's image as a Lebanese nationalist group was bolstered with
the withdrawal of Israeli troops from Lebanon in 2000 after 18 years of
occupation. The liberation of southern Lebanon was widely credited
to Hizbullah's resistance operations, allowing the group to sustain the
nationalist tag and to claim further clout in the local Lebanese political
scene. Hizbullah achieved this through altering its image from the

liberator of Lebanon to the protector of the country.

In adopting this label, Hizbullah also can be seen as using an international
framework to appeal to global audiences,as it has branded itself a
resistance movement on par with anti-colonial ones in Africa and Latin
America. This label was challenged during the Cedar Revolution of 2005
following the assassination of former Prime Minister Rafic Hariri on 14
February 2005. Widely regarded as an assassination orchestrated by
Hizbullah's ally Syria, Hariri's death formed a key challenge for Hizbullah,
as mass public mourning for the former prime minister became a daily
ritual in downtown Beirut. As presented in Chapter 1, the assassination
also resulted in the creation of the March 14 political coalition in Lebanon
that challenged Hizbullah and marketed itself strongly in patriotic
terms, calling for the withdrawal of Syrian troops from Lebanese

soil following UN Resolution 1559.

Hizbullah once more found itself in a position in which further
engagement in local Lebanese politics was a necessity. Hizbullah
competed with the March 14 coalition in the parliamentary election
that ensued in May 2005, allying itself with a Christian political party,
the Free Patriotic Movement, in a bid to sustain its Lebanese nationalist
tag and to hold on to its political power. Hizbullah was keen to use
the Lebanese flag alongside its own flag in its rallies and television
broadcasts as a visual indicator of its nationalist sentiment. Attention
to the Cedar Revolution went beyond Lebanon. Arab citizens as well
as international observers mostly praised the street protests calling
for freedom, sovereignty and independence (from Syrian control), and
Hizbullah's attempts at presenting a nationalist image while being a
firm supporter of Syria started to look less than convincing. Hizbullah
responded by attempting to redefine public discourse about the
meaning of foreign intervention. It orchestrated a rally in downtown
Beirut on 8 March 2005 where placards stating “No to foreign
intervention” were carried, and where “foreign intervention” came to

mean American intervention, but not Syrian or Iranian. This message
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Although this can be read as an appeal to the hearts and minds
Palestinians, and even Arabs at large - as the Arab-Israeli conflict
perhaps the most defining conflict of its kind for Arab citizens - it Wi
not until the liberation of southern Lebanon in 2000 that Hizbullah w
able to cement its reputation as a credible resistance force in the ey
of Arab citizens. Yet it could be argued that without having planted ti
seeds of credibility early, Hizbullah may not have been able to achie

its iconic status in the region.

The second characteristic is that early Hizbullah videos, poste
rhetoric and public rallies were heavily invested in Shiite religio;
references. Hizbullah emerged out of the context of the marginalizatic
of the Shiites in Lebanon (particularly in the South) and the drive fi
self-empowerment for the community that was instigated by Imai
Musa Sadr in the 1970s, as well as the ideology of the Islamic Republ
of Iran. Hizbullah’s main audience in its early years was the Lebane:
Shiites. Hizbullah’s communication products were primarily aimed
rallying support for the group among this core community, promisit
it a rise to a brighter future. In this way, Hizbullah’s image in the ea
and mid1980-s aimed at carving a space for the group in the hea
and minds of the Shiites. The visuals were raw and crude, but t
spoke to the double abjection of the Shiites at the time, a communi
denied political, social and economic support by the Lebanese sta:
and attacked by Israel, since most Shiites in Lebanon come from i

Israel-bordering South.

This necessitated a change in the image of Hizbullah, adding
nationalist layer to it in order to appeal to communities beyond t
Shiites. To do so, Hizbullah partly relied on a PR campaign to marki
itself in nationalist terms. Hizbullah was no longer just a Shiite grou
It now became a Lebanese group. Its resistance operations in southe

Lebanon were now not justabout liberating the people of the South, b
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This naturalized introduction of Iranian aesthetics into Lebanon
be seen as an attempt at normalizing Hizbullah’s links with Iran;
that aspects of Iranian cultural expression blend into Lebanese o
The Palestinian influence manifested itself in two key ways: thro
Hizbullah's use of heroic videos, and through invoking the libera
of Palestine as one of the group’s key drivers. Hizbullah is one of
first Islamist groups to record its “martyrdom operations” on vic
Beyond the mere recording of personal testimonies by would
martyrs (which were pioneered in Lebanon by anti-Israeli occupa
National Resistance Front groups like the Communist Party and
Syrian Social Nationalist Party in the early 1980s), Hizbullah’s vid

contained footage of actual anti-Israeli operations.

Very early on, Hizbullah had learnt that establishing credibility, popule
and a lasting legacy would be supported by video “evidence,” a les
passed on from the Palestinian Liberation Organization, which had b
a keen producer of “resistance” propaganda films in the 1970s, fi
that were in turn inspired by the idea of Third Cinema and the ca
as aweapon that emerged from Latin American revolutionary conte
The videos are an example of Hizbullah’s direct mediation of ho
operations would be remembered. As Groys argues, contempoi
warriors no longer need artists to represent their heroic acts; war
themselves have started to act as artists through creating videos
recognizable aesthetics. In this sense, they themselves become
mediators between reality and memory, often creating iconic ima
thatbecome part of the collective imagination. The group’s commit
to Palestine is an ongoing attribute, and it is publicly communica
through visual outputs and spectacles like the organization of elabo
Jerusalem Day parades every year, as well as through invoking

liberation of Palestine constantly in Hizbullah rhetoric.

MESSAGES IN DIFFERENT MEDIUMS REFERENCE AND
REINFORCE EACH OTHER, AND TEXT, SPOKEN WORDS AND
VISUALS COMBINE SEAMLESSLY TO MAKE THE MESSAGES
MEMORABLE IN THE MINDS OF THEIR AUDIENCES.
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adopting a nationalist tag; and in alternating between a victimized
image and a heroic one. The evolution of thisimage can be understood
within the context of the relationship between organizations and the
environment. As Dutton and Dukerich argue, organizational actions,
decisions and responses adapt to changes in the external environment,
while patterns of organizational action also have a modifying impact on
this environment. Hizbullah’s image management strategy is a process
of negotiation between the group’s political aims and the changing
political environment in Lebanon and the Middle East. The group’s main
political aim, to establish itself as the key political player in Lebanon,
has been approached with a long-term vision by Hizbullah as a process
that would take decades to be achieved, which necessitates ensuring
that Hizbullah’s image at each stage in the process is responsive to
the political dynamics of the time. At the same time, the image itself is
crafted to effect a favorable change in those dynamics. Visual products
have played an important role in this evolving image management
strategy. Created as an anti-Israeli Islamist militia following the invasion
of Lebanon by Israel in 1982, Hizbullah's early image management visual

products had two key characteristics

First, they were infused with Palestinian and Iranian references. The
Iranian influence was particularly seen in the visual style of Hizbullah’s
posters that it used to disseminate its ideological and military messages,
using the same logos and aesthetics as those used by Iranian state
organizations like Bonyad-e Shahid (which Hizbullah launched in
Lebanon under the Arabic name “Mo‘assasat al-Shahid”). This borrowing
is not surprising as Hizbullah itself is a product of the Iranian Republican
Guard, utilizing the same Iranian institutions and with continuing Iranian
patronage; moreover, the adoption of Iranian revolutionary aesthetics
came at a time that coincided with the Iran- Iraq war, which produced

similar visual outputs in Iran.
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Image management has become a crucial component of political life
in the twenty-first century. States, politicians and non-state actors
are all realizing the importance of the way they are viewed by others
- constituents and opponents alike - in political battles. Yet while
significant attention has been given to the way individual politicians
manage theirimage, mainly during elections, and to a lesser degree, to
image management by states, non-state political organizations remain
relatively overlooked. Regard for non-state actors in this context is
often given to organizations like NGOs when they are viewed as being
useful partners supporting government public diplomacy efforts, or, in
the context of the Middle East, to international terrorist organizations
like al-Qaeda, a group that has attracted significant attention on
this front due to its reliance on the internet and on video (of leaders
like Osama bin Laden and of terrorist operations, the spectacle of
September 2001 ,11 notwithstanding) to disseminate its messages.
Therefore, the consideration that has been given in recent years to
the way Islamist groups, as non-state political actors, engage in image
management is normally presented under the umbrella of radicalization
and propaganda. When it comes to processes of political marketing,
however, attention is driven away from such groups, partly because
literature on political marketing has focused mainly on practices and
styles of political parties and individuals during election campaigns. But
non-state political organizations from a wide spectrum often do have
image management strategies, and this trend is growing in a world
in which the image has started to play an increasing role in politics.
Among Islamist groups in the Middle East and worldwide, it is the
Lebanese political party Hizbullah that stands out as a group with a
long history of image management. Hizbullah has been remarkable for
its consistent attention to the need to reach out to constituents, and
intimidate enemies, through a sophisticated communication strategy
that has run parallel to the group’s political evolution ever since its

inception in 1982.

Hizbullah has evolved over the years, especially since the July war
of 2006, into a prime user of professionalized political campaigns
characterized by “excessive personalization, a political star system,

mass media impression management and an increasing negativity.”

This combination of the attractive and the menacing in image
management has allowed the group to establish credibility among
different target audiences, including enemies, and to transform itself
from an Islamist militia operating outside the Lebanese political system
into a key player in the Lebanese political scene. In doing so, Hizbullah

has followed the “shopping model” of political campaigning, adopting
certain elements of “Americanized” politics while infusing them with
local elements, resulting in hybridized practices and styles. Hizbullah’s
image management merges both propaganda and political marketing.
As Margaret Scammell argues: Propaganda . . . tends to begin from
the premise that the “product” is sacrosanct, while public opinion is
malleable and can be won over to the propagandists’ cazuse. Political

marketing starts from the other side of the communication equation

notable feature of the representation of Hizbullah

as a “character” in the

story is that the faces of its fig
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Instead, they are anonymous,

and says that the product is malleable and may be changed according
to “consumer” wants. This duality in Hizbullah’s image management
means that it transcends public diplomacy. It does not just target
outside/foreign audiences, but domestic ones too, and it not only
aims to attract and engage those audiences, but also to construct a

menacing image to deter enemies.

As such, image management for Hizbullah can be viewed as a tool
supporting the group’s political survival as it navigates a changing
political landscape in Lebanon and abroad. Hizbullah’s image
management strategy is multiplatform and operates through several
communication means at once. The group has its own newspaper,
al-Intigad (formerly, al-Ahd ), its own satellite television station (al-
Manar), several websites, including one for alManar offered in multiple
languages (Arabic, English, French), its own radio station (al-Nour)
and produces children’s games, merchandise, books, computer
games, as well as using posters and billboards, in addition to mass

rallies, as methods of communicating with its multiple audiences. Its

leader, Hassan Nasrallah, has established a reputation for delivering
attention-grabbing speeches. Since the group’s rise, it has become
more skillful at combining those different communication means

creatively.

Messages in different mediums reference and reinforce each other,
and text, spoken words and visuals combine seamlessly to make the
messages memorable in the minds of their audiences. As such, one
can describe Hizbullah’s image management strategy as a constant
process of strategic communication, based on “developing a set of
comprehensive messages and planning a series of symbolic events
and photo opportunities to reinforce them.” Hizbullah’s image
management strategy is an example of Blumenthal's “permanent
campaign.” As he puts it, “the permanent campaign is a process
of continuing transformation. It never stops, but continues once
its practitioners take power.” The aim of the permanent campaign
is to sustain legitimacy and credibility. To do so, Hizbullah follows
Blumenthal’s statement: “Credibility is verified by winning, staying in
power. And legitimacy is confused with popularity.” In what follows,
Hizbullah'simage management strategy since the July 2006 war will
be examined, with a focus on Hizbullah'simage that targets Lebanese
and Arab audiences. One must remember that Hizbullah also has
a developed psy-ops and propaganda strategy aimed squarely at
Israel and which targets Israeli citizens as well as the Israeli military,
which is part of what Zahera Harb calls “liberation propaganda.” This
chapter will not address this strategy in detail. Rather, the sections
that follow aim to highlight the key elements of Hizbullah's image
management strategy, particularly visual ones, and to relate them

to the political context within which Hizbullah operates.

THE EVOLUTION OF THE IMAGE

Hizbullah’s image management strategy has seen the group’s
image evolve over the past three decades. This image has several
constants: Hizbullah as an ally of Iran; its role as a resistance group
(to Israel); and its being a religious party representative of the Shiite
community in Lebanon. But it also has changed, namely in moving
from appealing almost exclusively to the Shiites in Lebanon to
addressing a global audience; from operating as a group outside

the Lebanese state to a key player within the state, in the process
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IMAGE MANAGEMENT POLITICAL SURVIVAL

HEZBOLLAH

Hezbollah is a Shia Islamist political party and militant group based in
Lebanon. Hezbollah's paramilitary wing is the Jihad Council, and its political
wing is the Loyalty to the Resistance Bloc party in the Lebanese parliament.
Since the death of Abbas al-Musawi in 1992, the group has been headed by
Hassan Nasrallah, its Secretary-General. After the Israeliinvasion of Lebanon
in 1982, Israel occupied a strip of south Lebanon, which was controlled by the
South Lebanon Army (SLA), a militia supported by Israel. Hezbollah was
conceived by Muslim clerics and funded by Iran primarily to harass the Israeli

occupation.-

written by Lina Khatib
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ones that our logic tells us should be overlooked-are the ones that sit
right up there with nostalgia as qualities we typically resist, loosely on
the assumption that our work needs to read to a wider audience rather

than resonate with a smaller one.

Nostalgia is fuzzy and utopian, privileging a imagined past over a real
one.. And indeed, nostalgia can be kitsch-playing on the collective
recollections of a generation and teasing the psyche through the
occasional retro replay-but why can't it be more than this? Big
branding conceits-Old Navy bringing back sixties hip-huggers, for
instance-is one way to mobilize nostalgia as a catalyst for sales, but
it's a collective memory and, besides, we're all sort of “in” on the
irony. Can’t the use of personal memory in the public realm be more

transcendent, more emotionally raw than this?

A potentially controversial new report released this week claims
that sleep, often maligned due to its obvious link to illness, might
be another opportunity for understanding the role of memory: more
sleep may actually bring about more clarity-not less.. “In different
stages of sleep,” writes Kate Ravilious in an issue of the Guardian,
“our brains piece together thoughts and experiences, then file them
| a structured way, giving us clearer memories and, ultimately, better
judgment.” File and structure might not be the first words to come to
mind i this discussion, but to the degree that point-of-view remains
a key ingredient in so much of what we produce visually, why would
we disparage the role of memory in our work? Human memory is
more than merely fallible-it’s intangible, different to pinpoint, virtually
impossible to quantify. And yet, bearing witness lies at the core of a
very particular kind of history: it is a history that, more often than not,
depends onthe collective stronghold of a series of highly individualized
stories. (Consider the tradition of oral and visual histories-The Shoah

Project, for example.)

I've had a growing concern over the past few years that designers in
general-and design students in particular-seem predisposed toward
a kind of virulent anti historicism. It's as if a bow to history precludes
innovation, that looking back prevents you from looking forward. Such
analytical disparity is perhaps deserving of its own post-but for now,
i'd like to suggest that the tension between nostalgia (old) and novelty
(new) is one of authenticity (personal) versus authority (public).
The designer, as maverick, maker, and visual missionary, is perhaps
culturally predisposed toward The Next Big Thing. But it’s the last little
thing-and maybe the thing before that-that really interests me, and

which for that matter, makes me rather nostalgic.
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AND INDEED, NOSTALGIA CAN BE KITSCH-PLAYING
ON THE COLLECTIVE RECOLLECTIONS OF A
GENERATION AND TEASING THE PSYCHE THROUGH
THE OCCASIONAL RETRO REPLAY-BUT WHY CAN'T
IT BE MORE THAN THIS?

But the notion of longing never really went away because, at the €
of the day, it remains an essential human condition. Equally huma
our end to mark time: so we keep calendars and agendas and dia
and albums, all of them gestures of physicality and germane
tangible, graphic reminders of our own evolution, participatio
and engagement with the world around us. (My current research
revealed, among other things, evidence of an astonishing range
visual imagination from civilian diarists proving, rather conclusive

think that DIY began a long time ago.)

It is easy to classify such efforts as lacking in authority since t
are, by their very nature, autobiographical: if they're the micro,
the macro-the big worlds vision-would seem to require more puk
forms of expressions. As designers, we tend to orient our thinking
the broader demographics, visualizing messages that are read a
recorded by multiples. But multiples are made up of singulars: in ot
words, in order to truly understand how to reach people visually,
wouldn’t we start smaller? Why aren’t our efforts more centraliz
more specific to one person at a time? And in the spirit of such inq
why wouldn’t we consider, as the grass-roots cultural anthropolog
that we really are, what makes people feel and notice and care a

think-and remember?

The Short answer is that, in principle, memory is a fairly unrelia
search engine. And while it has received substantial mileage
televised courtrooms dramas, where witnesses are asked, under oa
to recall events “to the best of their ability,” it is generally though

be deeply personal and highly flawed. Yet those personal flaws-i
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T = » RETHINKING NOSTALGIA

As an emotion often experienced collectively, nostalgia can manifest as a
sociocultural phenomenon triggered by commonly recognized objects—a
I product, song, or film, for example—that are associated with the past history
of a particular group, society, or generation. Sociologists commonly observe
nostalgia following periods of disruptive social change, and recognize it
as a mechanism that helps people maintain their identities and cope with
discontinuities. Besides revolutions and similar social upheavals, today the
forces of change are likely to include unconstrained globalization, disruptive

technological develop ts, and increased social and residential mobility.
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Nostalgia has always been a bad word for designers. Like “retro” and
“vintage” it smacks of a sort of been-there-done-that ennui-looking

backward instead of forward, nostalgia presents as the very antithesis

of the new. Even hard-core historians resist its emotional lure, which
can, in an instant, dramatize the truth and distance it from fact.
Nostalgia skews by privileging episodic time over chronological time:

in this context, “memory” is cast as a curious, dangerous, and rather
L

unreliable lens.
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Sometimes even the names of the inhabitants remain the same,
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patriotic products are cheap-looking and ugly. | replied that it was t
easiest thing in the world to apply the colors red white and blue to
kitschy product to make it seem patriotic. We do not have standa
that govern our symbols in they same way that, say, Nazi Germa
prohibited the swastika from being used in commercial endorseme
Any US company can appropriate the flag-which, of course, is wi
distinguishes the United States from a totalitarian regime. Our colo
icons, and symbols are democratically available, free for the taki
and there’s a long history of their use on buttons, banners, fans, ha
etc., that goes back to the nation’s inception. Over-used, they eas
become trivial cliches. The one thing we're admonished not to do
burn the flag; although doing so is not a federal offense, its prohibiti

is regularly debated in Congress.

Ours is a nation of symbols, and all of us turn to them at one time
another, whether they be yellow ribbons, red ribbons, pink triangl
black armbands, or red, white, and blue anything. The terrori
understood the power of our symbols, which is why they attacked t

of the formats of them: the Pentagon and the World Trade Cente

As we compulsively reach for a symbol to express our solidarity in ti
critical time, we rely more than ever on the American Flag. We wani
to figuratively bind our collective wounds and tie us together as ©
nation. We own it, It's ours. And so i will proudly hang the flag from
window-just as long as it does not become a symbol of us against yc

you, you and me.

THE ONE THING WE'RE ADMONISHED NOT TO DO IS
BURN THE FLAG; ALTHOUGH DOING SO IS NOT A
FEDERAL OFFENSE, ITS PROHIBITION IS REGULARLY
DEBATED IN CONGRESS.
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One was the fear that some zealots
would you use the flag as a battering
ram to suppress differences and dissent.
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our flag, provides a welcome sense of security that, during the Sixties,
i never dreamed it could offer. In 1986, as a means of reclaiming the
flag, Kit Hinrichs mounted an AIGA exhibition for which he invited a
slew of designers and illustrators to come up with their own versions
of the national symbol. He invited me to write the introduction to the
catalog of the show. It was a cathartic event in that it was the first time

in what seemed like eons that the flag belonged to everyone again.

Still, i cannot totally forget the feelings evoked from my past. So
when phrases like “God Bless America” and flag images cropped up
on T-shirts, caps, buttons and even crucifixes in the aftermath of the
terrorist attack, | balked. There are a couple of reasons for this. One was
the fear that some zealots would you use the flag as a battering ram
to suppress differences and dissent. (i recall the famous photograph
from the Seventies of an anti-busing protester in Boston wielding a

flagpole like a spear against his enemy - a fellow American.

The savage anger on his face was chilling.) The second reason for my
unease was the outpouring cheesy, over-priced flag products that
flooded the streets and stores of New York and other cities around the
country. From a street vendor near one of the makeshift memorials in
Union Square in downtown Manhattan i bought one of these products:
a T-shirt with the American flag shown behind the twin towers with
the words, “America Under Attack”. (Another of her T-shirts for
sale read, “I survived the Trade Center Bombing.”) When i gave the
shirt to my twelve-and-a-half-year-old son, he indignantly refused
it, saying,” Those people shouldn't sell that; it doesn't help anyone

but themselves.” Recently a reporter i know asked me why so many

-
.
4
— famous anti- busing picture from ssliaallspssdlsygall .
the anti vietnam war protests ol _slxisl gy cdl=l P 2 i
in boston in the sixties wliiuwl§ phuwy § plicd oy -
— palestinian fighting while L_Jle dale a8y 909 Gubruld . .
holding his flag up high during . saJl Jleel J3ls by

usual anti-zionist riot ssl—  wadll diggall daleall . -

p.90




ootll L) Luabgll wlotiall o dpsall sus Bl (3580 adel Julo Sl
ke 8353 Ll yandl ofo ] s QI & st Sl olS &l ol ey
il ks Uy 0505 slas Lsad ol g 55 Lalaod Kty e 1
lblga § pkaall skl plasinl L1 Lol JUiall ypes e gy s 311
il il seas Lo sl sng - el g o £opal 88 58 g o
Laisd Ulms e bliass Sy Ujsayg Loy Lalgl 1895 . Jsatdl oLt o
Lo ool cormanls cslsislly ol e Lpalasiod s g ALing
g 1080 Loy 2alS percs lgalaid & byl L3 dilay J] 055 Jls cells
ot el ALl o iyl e bl By 5 Aled o Lm0l mgll 2
ol oo el Ul o popiisl & Ll o 230in o i ol il s
dydyg olilte of el par sl 0 of el pin Jail & el elgos (5T o c8sd Led] onls LilSy
Ljge) 853 gyl Lt o).yl of ua.gigi)pi sg® éi o elogas &bé ab &l of
el 8Ll 38509 s elindl pgis S lganle Cudlligly

8 i ol 370 § Lt ol oy ] ool S o Lo
Sy ISty delondl Limlyr a5 o Loy o ope8l ol e oo By 6l 0
e el s el 5 UL L i oo 8l S Lians Ui ol
Ul ey el o U foy s ¥ il Lalll - 3386

THEFLAG ‘WAVERER

Two days after the world trade center tragedy, i bought a US
flag to hang from my apartment window. It was the first flag i'd
displayed since before the Vietnam War, and i digit as a gesture

of solidarity with the victims, their families and, of course, the
b _F,,I' rescuers. We all know how important symbols are, and in the
aftermath of the terrorist assault on our nation, i embraced the
flag as a symbol of resolve and unity with my fellow Americans.

iy aF
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But i‘'m ambivalent. I've long been suspicious of flag-waving and what
it connotes. It's probably a difficult symbol for many of my generation
that grew up during the era of Vietnam protest. That was a time when
the US fag was as much a symbol of division as accord. Despite
attempts to claim it for themselves, opponents of the war lost the
flag to a so-called silent majority whose mantra, referring to flag and
country, was :"love it or leave it”. During the critical period of anti-war
protest in the late Sixties and early Seventies, it seemed that all the
symbols of patriotism, Old Glory primarily, had been ceded to “true”
Americans, leaving the rest of us to find alternate signs of allegiance.
So the flag became something to rebel against. When the hardhats and
police took to wearing tiny flags on their work clothes and uniforms
as a means of distinguishing themselves from us, the opposition
countered by wearing peace signs and related accouterments. If the
flag was used in anti-war protests, it was usually flown upside down or
with a peace sign in place of the stars. Or worse, it was ritually burned

- an act i could never condone.

With the traditional symbol of American freedom denied us, protesters
like me increasingly detached from the nation’s heritage, Red, white
and blue came to symbolize the injustice that the civil rights and anti-
war activists were trying to redress, all the while knowing in our hearts
that this protest was possible only in a democratic society like ours.
We wanted the flag, but felt forced to reject it. Even after the Vietnam
war ended, the flag remained a charged symbol - a vivid reminder
of polarization - and continued to provoke profoundly ambivalent
responses. | remember a visit i made to East Berlin a few years before
the wall came down, walking along the drab main boulevard just yards
just yards away from the Brandenburg Gate. The wall was punctuated
with a score or so of gray guard booths manned by uniformed officers
peering through waist-high eye slits. The only color on the street was
the green of a few lonely trees and, to my surprise, the red, white
and blue of an American flag hanging from a consul building. | admit
feeling comforted - indeed proud - when i stumbled upon this sight.
Amid this dreary Iron Curtain landscape, our flag was luminescent.

| have something of the same feeling when i return home from other

countries. No matter how alluring those countries may be, the sight of
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sizes. Better inter-letter fit (kerning) was possible and the traditional
visual system of font and letterforms were now open to optical/
photographic manipulation and distortion. Typographic traditionalists

were horrified.

Typographic innovators were thrilled. Now came a flowering of bizarre
type faces. Milton Glaser designed Baby Teeth and Houdini and there
was Fat Cat, Fat Chance, Fat Face, and Buxom to name a few. Amateur
typographers came out of the closet and shared their vision. It was a

riot of display letterforms.

At this point some interesting experimentation was going on how to
adapt the letterforms to be machine readable. Evans and Epps designed
a set of characters that were based on a square grid with no diagonals
and no curves. Wim Crowel and Jay Doblin also tackled this task. The
concept was to design characters that were machine readable and
readable (even if strange looking) by ordinary people. We were at a
stage when we valued the machine more than our humanistic tradition.
The expectation was that we would adapt to what technology could

do rather than adapt technology to our needs and values.

The mid-seventies saw the beginnings of the dot matrix and digital
typography. Today, typography does not exist in a physical form at
all until it is called up on a screen or printout. it exists only as a series
of numerical relationships and a set of instructions. The design of
letterforms has changed for the new technology, but while this is in
process, old hot metal and photofaces are being digitized often with
poor results. The visual values of the typographer are in a state of flux.
A design discipline that relates directly to our consumer society is
corporate identity. The identification of objects, brands and corporate
entities is a significant communication strategy in a consumer society.
Sampling symbols and logotypes from the forties through the eighties
will reveal changing stylistic and communication attitudes that may
have interesting parallels in the world of art. Corporate identity is facing
a crisis because of the proliferation of symbols and logotypes and the
limited and formulaic vocabulary that designers are accustomed to

use when addressing these problems.

In conclusion, one conceptual frame that spans all the design
disciplines and is very American is the idea of the future. From the
forties to now how has our vision of the future changed? Certainly
Architecture has its milestones in projecting a future. The development
of the NASA logotype and identity program was a systematic look at
a communication future. The film 2001 comes to mind a tour de force
in visualizing life in space and all the product design that entails. From
a mythic standpoint, the role of the computer HAL encapsulated our
cultural fears concerning computer technology. Likewise, the more
recent film Blade Runner with its tale of replicants raises questions
about genetic engineering and what it means to be human. Further,
Blade Runner portrays a malevolent vision of the future of cities.

Technology and the future is a topic worth considering.
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4. everyday life is the designer’s subject matter/ It is what rem:
when society has institutionalized everything...
5. thefunction of the designeris to increase the legibility of the wi
The world is a labyrinth that must be unravelled, a text that

be deciphered. Each individual scrutinizes it as his life unfi

With Moles’ context in mind, let me return to technology, consu
and information society.Attitudes toward technology have sw
betweenez extremes over the past forty years. From the mid-si
to the mid-seventies technology was suspect: On the one hand it
associated with progress, a deeply American value, and a better
more convenient life. On the other hand, it represented dehumaniza
loss of jobs to automation, and anxiety over complexity and hu
decision making. Writes such as Jacques Ellul and Lewis Mum:
developed cautionary tales concerning technology, while McLu
embraced the new media. Today, the debate is curiously silent a

begin to confront the latest technological probe-genetic engineeri

The task of visual communication parallels shifts in technology:
mass communication. from the mid forties to the mid sixties,
picture magazine was a driving force in portraying the developi
of the physical culture of this country. Look, Life and Show magaz
developed a mass audience for their graphic presentation of ev
and products. By the mid-sixties, television was becoming
sophisticated and available as the mass means for communica
lifestyle, products, and entertainment. Today, we are on the e
of another technological shift represented by the computer
interactive media. With each shift graphic design mediates betweel
ideas, products, and services of the culture and the American pu
Today, critical voices reflect on the role of information in the in the
of Show Business or Theodore Roszak’s the Cult of Information b

to ask difficult questions about the information revolution.

A paradigm does come to mind that putsinto relief technological iss|
It is typography or more specifically the design of letterforms.
design of letterforms is part of a long humanistic tradition strete
back to the Romans. At least one author attributes the rise of wes
civilization with its codified laws and spirit of scientific inquiry to
invention of the phonetic alphabet. Letterforms are frequently q

beautiful but they are largely out of the public’s awareness.

Let me begin in the forties. Letterforms were designed for an indus
manufacturing process, either Linotype or Monotype, which cast ei
lines of type or individual characters in hot metal from a master m
The development of a type font was a slow and costly design and
process.. The physical nature of the typography was a system-it
difficult to beat the system-a tradition free up around the system’s
real physical constraints. the development of photography in the
fifties simplified the intensive craft and manufacturing aspects of
design and production. Analog letterforms could be developed

quickly and economically using a photometer to generate a rang

death of the television g
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Today, typography does not exist in a physical form at all until it

is called up on a screen or printout. it exists only as a series of
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but while this is in process, old hot metal and photofaces are being digitized often with poor results.
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The identification of objects, brands and corporate entities is a significant communication strategy in a consumer society.

Sampling symbols and logotypes from the forties through the eighties will reveal changing stylistic and communication

attitudes that may have interesting parallels in the world of art.
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In looking back i find three important ideas that have shaped American
culture: technological development, the consumer economy, and more
recently, the information economy. Before | relate these specifically to
visual communication, i would like codified, criticized, and historically
developed. In “The legibility of the World: A project of Graphic Design”,
the sociologist Abraham Moles explores the primacy of everyday life -
primary part. This is where the individual works on a personal project,
whether writing a paper, making a meal, or seeking out entertainment.

This is where the individual is autonomous.

Visual communication presents “an entire large integrated diagram
within the framework of our life and translates the elements of that life
into a sort of intelligible discourse. The door, the arrow, the corporate
identity, the logotype, the traffic sign, is only of things, products and
actions. our existence then becomes more and more symbolic because
itis lived more and more inside an ideographic world where we prepare
our actions not with objects themselves, but with signs that designate

them.

WE ARE CONSTANTLY ADJUSTING OUR PERSONAL
WORLD MAP BASED ON SECOND-HAND INFORMATION,

FREQUENTLY PREPARED BY A DESIGNER.

| have no direct experience with Gregor Mendel’s pea experiments, i
have not been to Pantagonia, | have never met Freud or Frost; and yet
i know of them - words and images concerning them are part of my
world map. Most of what we know is prepared, screened, somehow
processed for us.

Mole goes on to discuss graphic design’s mode of access to the
individual in terms of contingentcy as people wander through space-
time whether the city or a printed page. Visual communications acts as
a cultural amplifier. Visual communication “seeks to transform visibility
into legibility that s, into that operation of the mind that arranges things
in the form of signs into an intelligible whole in order to prepare a

strategy for action.”

Moles concludes with ten axioms, five of which i want to paraphrase

here:

1. the designer is a modest demiurge: He or she takes charge of the
the daily environmental pattern in a hedonistic context where the
measure of his actions is the quality of life.

2. thedesigneris an environmental engineer, and his fields of action
are characterized by two things, the scale of his perception of the
shells in which humans are enclosed, and the types of sensorial
aspects that he vouchsafes in his actions.
in consumer society design is no longer concerned with a particular

object, but with the totality of an environment on a. given scale.
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SECOND HAND CULTURE

THE LEGIBILITY OF THE WORLD
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In looking back i find three important ideas that have shaped American

culture: technological development, the consumer economy, and more
recently, the information economy. Before I relate these specifically to visual
communication, i would like codified, criticized, and historically developed.
In “The legibility of the World: A project of Graphic Design’, the sociologist
Abraham Moles explores the primacy of everyday life - primary part. This
is where the individual works on a personal project, whether writing a paper,

making a meal, or seeking out entertainment. This is where the individual is
autonomous.
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editor's note

issue O1: Identity.

for a long time, lebanon and
the region were in a constant
state of crisis, from civil wars to
economic crisis which changed
how these countries work and
evolve. the way they looked
changed, people have changed
and these events surely affected
us. we are in a constant search
of identity and defenitely
struggle to find it. just when

we can find design in politics,
economy, philosophy and
culture, these also have a huge
impact on the evolution of the
image, and graphic design per

se in the region.

in this issue, waw goes through
political parties in search of
identity, elements that become
symbols, and events that make
our region identifiable. Are they
true? are they stereotypical? not

necessarily. but they are there.

This issue has been produced in
2020, from home confinement,

during the covid-19 pandemic .
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waw is a biannual discussion
about critical writings on graphic
design in the middle east,
through politics, philosophy,
economy and culture based on
different themes.

the letter waw is a bridge that
brings two things together and
form a third dimension. through
waw, we're building a bridge
between graphic design and
these four fields.

How do these fields affect the
designer? Does the work differ
from on ideology to another?
From a background to another?

we live in a region that is in
constant change, constant
chaos and very unstable. How
is that reflected in our work, as
designers from lebanon or the
arab world?

The pace of graphic design here
was different from the western
world and thus, has its own
story.

waw was created to shed light
on graphic design as a field and
its importance in our lives.

yes maybe design is not a need
as some might debate, but
surely is a major element in our
society.
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The bodies of Vietnamese civilians,—elizg
who were killed by U.S.p— el agi
soldiers rest on a road in My Lai,sdsl—sgd
Vietnam, on March 16, 1968131A jel— —

- - ! . -
= As long as there are so many media and Internet venues, the image war

AS THE IEQL/_EBN'MEN_T_ PREDICTED, THESE IMAGES
_ WERE USED TO INFLUENCE SURGING PUBLIC OPINION
AGAINST VIE NAM POLICY. HEROIC PHOTO-OPS THEY
WERE NOT.

increased, and the more lurid, the more viewers are attracted to them.

Anyone who has scanned the newswires or the Web knows that more

& vivid images of Falluja were available. Most newspapers chose only

those few that represented the story yet did not sensationalize it
(Micheal Moore shows graphic uncut footage in his film Fahrenheit
11/9). In fact, anyone who has access to news photo services know
that anytime there is a suicide bombing the photos of body parts

strewn everywhere are available but rarely published or aired.

will continue to be fought. The US Army is doubtless looking for ways

B (0 offset the damage of Abu Ghraib, and Al Qaeda is trying to outdo

the World Trade Center (which admittedly was their biggest image

coup to date). How we as designers contribute to the image war, and
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— Francisco Goya l 19 Suaild —
Disasters of Warsog ) & ylgS
— The Vietnam War Disasterpl— _xéod)l8 —

their jailers/torturers proudly posed in Abu Ghraib prison. Who will
forget the hooded man on a box with arms outstretched and attached
to electric wires? Already it has become an icon of the antiwar
movement. Depending on the news organization, these images were
released with some trepidation, but eventually all but the decapitations
(deemed too grotesque for the US mass media but not for Al Jazeera)

were made available because they were “news”.

Legitimate news-gathering organizations have been fairly circumspect
about how to present strong image-based stories. On April 2 the
Philadelphia Inquirer reported receiving 185 complaints for its front
and inside page picture coverage of the charred bodies, while at the
same time CNN refused to show the available video (the next day,
however, they joined Fox News and MSNBC in airing some of the
footage). Inquirer managing editor Anne Gordon told her staff in an
e-mail, “We do our job when we give readers all the news-no matter

how painful or ugly.”

Previously, on April 1, washingtonpost.com had already posted a photo
gallery of the images - many newspapers use their Web extensions
to show difficult images. On the Poynter Online Weblog (a news
and information site for the newspaper industry) one blogger, Steve
Outing, offered suggestions in a post titled “How to Introduce Truly
Disturbing Images Online” discussing the release of sensitive picture
stories that pushes boundaries of acceptability” on the Web “when
other media wouldn’'t dare” He suggested that printed warnings
before every controversial image allow the viewer the freedom to

skip over them. Yet free access to these kinds of images has certainly
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that saw the light of day). It wasn't easy, but US military propaganda
experts sanitized the war images, and the new media faithfully
compiled. While it was acceptable to show barbaric adversaries,
dead enemy soldiers, and even bedraggled allies, rare were otherwise
alarming representations of our own troops in physical peril, like the
recreated orgy of brutal violence of those D-Dray landing scenes in

the film Saving Private Ryan.

News coverage may have been distorted, but there was sound
reasoning behind this strategy. War is hell, but for public relations it is
better to show clean, white crosses than blood-soaked corpses. The
projected rhetoric of such imagery is the simple idea that, although
war costs lives, our troop nonetheless die with honor. Images were
used to perpetuate this idea during World War Il and Korea, but
Vietnam was another story.

Despite its best efforts, the government lost this image war. It could
not prevent grunts from taking snaps or journalists from making
pictorial documents. Photographs of Vietnam are so starkly etched
on our collective mind that even today simple verbal descriptions
allow one to conjure the South Vietnamese police official shooting a
prisoner in the head at point blank range, the naked Vietnamese girl
running down a highway, the Vietnamese mother holding her lifeless
baby (Newsweek cover), and of course, the bloated bodies along the
My Lai roadside.. For some, these were the Guernica of the time, yet
they were also real, captured moments of this war. As the government
predicted, these images were used to influence surging public opinion

against Vietnam policy. Heroic photo-ops they were not.

PR lessons were learned from Vietnam. However, despite attempts
at image management that worked so well during Desert Storm, the
second Irag war has produced a surfeit of horrific images that will not
be easily erased. Many of us have actual or anecdotal memories of
Daniel Pearl and Nicholas Berg’s decapitations (that appeared on the
Internet), the charred remains of American contract workers killed in
Falluja and suspended on a bridge over the Euphrates River, and, of

course, the tortured naked bodies of dead and alive Iraqi captives as
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if the US army had its way in 1996, the image that made me into an
anti-Vietnam War portestor would never have been published. Yet
somehow this contraband snapshot taken by a grunt soldier sneaked
passed the censors and appeared in a New York underground
newspaper. The government rightly feared that, if leaked out, such
nasty images would adversely influence America’s hearts and minds
and so made distributing them a court martial offense. Nonetheless
photographic evidence of the war’s horrors could not be hidden
forever and the image that i saw, which predated the 1968 photograph
of My Lai massacre showing bodies of women and children along a
roadside, was more than my imagination could conjure up. It was as
graphic as Goya's Disasters of War, but an even more vivid slice of
genuine inhumanity. The photo featured a squad of smiling Gls posing
behind six severed Viet Song heads whose open eyes stared directly
into the camera as though their bodies were buried in sand on a
beach. It was not the heroic image of American troops i was used to
or wanted to see. Yet once this and other similar photographs were
uncovered, the national media was compelled to publish more intense
images that changed more Americans minds about war. Vietnam was
the first battleground in what is currently called the image war; Iraq
has become the second. Recent video and photographic barrages in
the press and on the Internet of mutilations, decapitations, and torture
have become instruments in a propaganda battle on both sides that

will determine how the war in Iraq is viewed throughout the world.

Shocking imagery is a fact of twentieth-century life. The camera made
it inevitable and irresistible. After World War 1, for instance, a German
book titled War Against War showed surreptitiously obtained official
undoctored photographs of grotesquely disfigured corpses used
to document and protest the lost war. Some critics argued it was
treasonous or at least insensitive to exhibit this to a nation that had
already suffered so much. During World War Il, selected photographs
showing Japanese soldiers beheading Chinese prisoners were
published in US magazines, including Life, as evidence of Japanese
barbarity. At the end of the war, pictures of concentration camp
horrors testified to the unfathomable Nazi transgressions of the final
solution.. In Anticipation of Allied war crime trials these images were
purposely released to ensure the public remained unforgiving towards

the vanquished.

WITH THE WIDESPREAD AVAILABILITY OF IMAGERY,
IT IS IMPORTANT TO UNDERSTAND HOW TO PROCESS
LURID AND MONSTROUS IMAGES WITHOUT BECOMING
BLINDED BY THEM. AND IT IS NECESSARY TO
BALANCE REALITY AND PROPAGANDA. IN THE IMAGE
WAR, PICTURES ARE DOUBLE-EDGED SWORDS.

Such is the political power of negative imagery that during World War Il
American war photographers were prohibited from publishing scenes
of excessively bloody battles, and drawings made by official “war

artists” were eschewed as overly gruesome depictions (at least those
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FIGHTING
THE IMAGE
WARS

written by steven heller

Unlike paintings, which presented a single illustration of a specific event,
photography offered the opportunity for an extensive amount of imagery to
enter circulation. The proliferation of the photographic images allowed the
public to be well informed in the discourses of war.

The advent of mass-reproduced images of war were not only used to
inform the public but they served as imprints of the time and as historical
recordings. Mass-produced images did have consequences.

Besides informing the public, the glut of images in distribution over-
saturated the market, allowing viewers to develop the ability to disregard
the immediate value and historical importance of certain photographs.
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fractured beiruts In times of war, when everything crumbles,
writing by fouad el khoury g»— ———= only the present moment counts.
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As the region changes, so does my conscience,
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I can feel it, but | still don’t know in which direction.

How to hold one’s head high while losing?




issue 02: memory and war

From 1975 onward, lebanon has been
experiencing what we call a protrac-
tive civil war. It’s still ongoing, but only
silent.

In fact, the whole region hasn’t seen a
day of peace since the 1940s.

Wars affected us as people, even if
we haven’t experienced it, even if we
weren’t born yet; it is still haunting us
until today.

This issue of waw tackles the evo-
lution of the image after wars, the
effects of wars on the field of graphic
design and the works produced by
visual artists and designers stemming
from different understanding and
memories of the wars.

From Palestine, Iraq, Syria, Lebanon
and the whole region’s chaos.
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