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ABSTRACT Throughout the history 
of design critical writing, scholars and 
critics have employed standard rhetorical 
strategies of exposition to ground their 
critical discourse. This essay focuses on 
a different group of design writers I call 
“designwrights.” These writers use the 
rhetorical position of fiction to capture 
facets of the design world not readily 
expressed in expository prose. The essay 
examines some historical origins and 
contemporary work by designwrights such 
as William Morris, W.A. Dwiggins, Putch 
Tu and Bruce Sterling – writers who invent 
personae and neologisms, who craft 
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manifestoes or satire, and who have expanded the 
possibilities for the form and delivery of critical 
design writing.

KEYWORDS: graphic design criticism, design writing, design 
discourse, designwright

All that we cannot imagine will never come into being.

hooks 1991

Scholars, critics, and journalists tend not to think of their work as 
stories – crafted narratives that embody alternate reality in the context 
of common experience and capitalize on willful suspended disbelief. 
These writers are given instead to rhetorical strategies that ground 
critical standards and maintain the terms by which they conduct 
their discourse. They rely upon facts, footnotes and rules that govern 
their respective games to examine, evaluate and elucidate practices, 
cultural forces and artifacts.

Add to these professionals another breed – I call them “design-
wrights.” These writers have surfaced here and there in the history 
of design discourse, and, it turns out, were often first designers. 
Designwrights examine, evaluate and elucidate practices, cultural 
forces and artifacts as well, except they do so using the rhetorical 
strategies of things-made-up. The characters and events they 
imagine into being often use unorthodox means, which is in part the 
power of the work. The delivery handily bellows where convention 
would only mumble.

Designers, invent stuff, routinely reconfiguring the material world. 
Their best work delivers information, story, place and voice by way of 
creative responses to everyday experience, sometimes in hopes of 
helping change the tide. Designers make the familiar unfamiliar, and 
vice versa, determining to fuel desire and engage people to believe. 
Most designers have neither studied nor practiced the writing craft of 
critics, journalists, or historians. Those inclined to critique the design 
world, then, have often ventured instead into what I will refer to here 
as “alternative critical writing.” And why not? As steeped in invention 
and fantasy as design is, why should its discourse be limited to the 
rhetoric of critical theory, journalism, biography or history?

The designwright’s contribution is hardly new. Artist, designer and 
fine book producer William Morris detailed a version of the future in 
his novel News from Nowhere (1891) in which design, aesthetics 
and craft are integral to living a moral life (Figure 1). The plot, such 
as it is, unveils a twenty-first century utopian society through the 
lives of its residents, with glimpses into the grim preceding two 
centuries. Morris envisions his hopes for social equality and human 
dignity through the eyes and words of narrator William Guest. Having 
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awoken one morning to a gloriously transformed London, Guest 
spends several days traveling in a Marxist-inspired dream where he 
encounters productive, creative, people whose labors and lifestyle 
mesh elegantly. Descriptions of modestly beautiful architecture, finely 
crafted dress, simple and aesthetic meals, rich gardens and fields 
underscore the political narrative:

We passed by several fields where haymaking was going 
on . . . the people in the fields looked strong and handsome, 
both men and women, and that so far from there being any 
appearance of sordidness about their attire, they seemed to 
be dressed specially for the occasion – lightly, of course, but 
gaily and with plenty of adornment. (Morris 1970[1890]: 139)

Figure 1 
Drawing by William Morris for the frontispiece of News from Nowhere, 1893. 

Reproduced by permission of The Huntington Library, San Marino, CA.
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I should like to have seen with my eyes what success the new 
order of things had had in getting rid of the sprawling mess 
with which commercialism had littered the banks of the wide 
stream about Reading and Caversham: certainly everything 
smelt too deliciously in the early night for there to be any of the 
old careless sordidness of so-called manufacture . . . (Morris 
1970[1890]: 141)

As a designwright, Morris paints an idyllic picture of design’s social 
importance – equating, for instance, fulfilled haymakers with well-
designed attire – and artfully sidesteps the business of working 
out practical historical details. The tales his characters tell read as 
fables, sweeping into view memories of a horrible war where many 
gave their lives for the new order. Exactly how the reorientation of 
values surfaced is less crucial to the argument than rendering them 
desirable, and finally inhabitable. Although the plot and characters 
are arguably one-dimensional, the fictional form allowed Morris 
scenarios and perspectives that comment by way of demonstration 
rather than justification.

In the end Guest awakens again to the demoralizing ugliness of 
1880s industrialized London. Instead of lamenting his return to the 
real world, he is optimistic: “If others can see it as I have seen it, then 
it may be a vision rather than a dream” (Morris 1970[1890]: 182). In 
short, Morris observed and critiqued What Is by proposing to his 
readers What If.

This tactic is reminiscent of another utopian tradition, the man-
ifesto, a “What If” stance that imagines the means by which implicit 
ideals might be achieved. Assertively reasoned and often obstin-
ate, the manifesto takes a sledgehammer to opposing forces. No 
conflicts, only resolution. London graphic designer Ken Garland 
wrote and published “First Things First,” a commercial art manifesto, 
in 1964. He recalls the moment he scribbled it down during a 
Society of Industrial Arts meeting, then read it to the crowd: “I found 
I wasn’t so much reading it as declaiming it . . . it had become . . . that 
totally unfashionable device, a Manifesto” (Poyner 1999: 51).1 The 
document condemns the “high-pitched scream of consumer selling” 
which contributes “little or nothing to our national prosperity.” It asks 
designers and photographers to apply their skills to promote trade, 
education, culture and global awareness:

We have been bombarded with publications . . . applauding 
the work of those who have flogged their skill and imagination 
to sell such things as cat food, stomach powders, detergent, 
hair restorer, striped toothpaste, aftershave lotion, beforeshave 
lotion, slimming diets, fattening diets, deodorants, fizzy water, 
cigarettes, roll-ons, pull-ons and slip-ons. (Garland 1964: 
n.p.)



1
0

9
 

D
es

ig
n 

an
d 

C
ul

tu
re

Discourse This! Designers and Alternative Critical Writing

The architect of a manifesto and its signatories may not intend 
their earnest convictions to be read as story, or as design criticism. 
But any writing genre can be written as such: expository prose, 
interviews, speeches, reportage, biography. Similarly, non-fictional 
critical writing can be read as invented, or at least inventive, narrative 
depending upon the context, on reader expectations and of course 
on rhetorical style. For instance, “First Things First” grins slightly. 
Its light spirit encourages commercial artists to share “experience 
and opinions” and to pass the ideas along to “others who may be 
interested.” The manifesto was reprinted in several design industry 
journals, but also in The Guardian. And BBC news asked Garland to 
read it on air. The fact that the media picked up the idea points to the 
document’s affability in the context of a society that registered the 
manifesto as not so terribly real.

In 1999, Garland and design critic/historian Rick Poyner resurrected 
and reworded the manifesto to suit the contemporary context. As 
the manifesto states, this version calls for “a reversal of priorities,” 
proclaiming that the profession is used up manufacturing demand 
for inessential things. “Consumerism is running uncontested; it must 
be challenged by other perspectives” (Garland et al. 1999: cover). 
Challenge consumerism? Please! The progenitors and thirty-three 
signatories are sophisticated designers and writers, inured to the 
wily ways of capitalism. Surely they noted the contradiction between 
the document’s proclamations – stated more aggressively than the 
1964 original – and what it is that graphic designers actually do. Still, 
they all signed it.

Reproduced simultaneously in seven industry magazines, the 
turn of the millennium manifesto triggered debate about social 
responsibility in graphic design practice, an unpopular or in many 
cases untenable topic rarely spotted on the professional radar. Lively 
exchanges via letters to editors and subsequent magazine articles 
kept the manifesto under debate for over a year. In a 2001 address, 
Poyner framed the manifesto as an attempt by the group “to test the 
water, to try out one or two supposedly passé ideas about design 
priorities, and see whether anyone agreed.”2 Post-signing accounts 
indicate more than a few of the thirty-three endorsed the document 
primarily for its symbolism.

As a work of alternative critical writing, FTF2000 was more bell-
wether than catalyst-that-would-refigure-practice. The authors and 
signatories responded to the same forces that were at the time 
propelling consumer activism, an emergent social network, notions 
of peer production and user collaboration. They fingered a particular 
inertia in design practice in a form akin to a dare. Had the finger not 
been gloved in a manifesto, would readers have been as responsive, 
provoked as they were to chime in? I think not. Whether the docu-
ment is viewed as misguided or grandstanding, tongue-in-cheek or 
pioneering, today it continues to inform the discourse focused on 
what graphic designers should and could be working toward.
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In this light, some non-fiction critical texts can be interpreted 
as fictional. Canadian designer Bruce Mau is well-practiced in 
writing soft-rant, evident in his book Life Style (which also includes 
his “Incomplete Manifesto for Growth”). Although the monograph 
showcases the work of his design studio, BMD, Mau commits 
copious space to proclamation, for instance: “At some point, as 
design ‘professionalized,’ thinking and saying were delaminated, and 
it became possible to say without thinking. The result? Mountains of 
message that mean nothing. We empty the word ‘literature’ and 
strap it to the back of ‘corporate’ without apology, without irony” 
(Mau 2000: 364). When the Bauhaus was formed in 1919, Walter 
Gropius wrote a Sermon, predicting how the new program would 
“embrace architecture and sculpture and painting in one unity . . . 
which will one day rise toward heaven from the hands of a million 
workers like the crystal symbol of a new faith” (Wingler 1986: 31).3 
Reconsidered as relative fictions, perhaps “half-fictions” written by 
single-minded writers, these rhetorical forms invite readers, in certain 
contexts, to engage in a momentary pact.

Back in the mid-1990s, amidst the buzz surrounding the digital 
revolution that threatened to dismantle all that is pure and humane, 
artists of every ilk were analyzing the implications of virtual reality, 
haptic illusion, fake identities in chat rooms and the World Wide Web. 
Editors committed plenty of ink to debates on the impact of desktop 
publishing and similar indignities suffered by graphic designers at the 
hands of programmers and users. Around that time taunting titles 
began to appear in Émigré magazine: “Route 666: Transgressing 
the Information Superhighway” and “Hangin’ at the Zeitgeist.” The 
stories-slash-essays fuse the ostensibly personal experiences and 
design speculations of one Putch Tu. We now know this work to be 
that of designwright Diane Gromala, also a techno-artist, recovering 
graphic designer and academic. In the story “Abject Subjectivities,” 
the author Putch recounts those moments of her life in which design 
served as nexus between ideology and culture. We do not know 
whether or not Gromala, the person, was actually beaten by East 
Berlin police on a night train because she carried Solidarity ephemera, 
in the story. All we need to believe is that Putch Tu was in fact on the 
train. And traveling with her leads us to critical insight:

Design is like a brick. It can be used to build a courthouse, 
or it can be thrown through its window . . . the concept in 
its unrestrained usage is a set of circumstances at a volatile 
juncture. [Design] is a vector, the point of application of a force 
moving through space at a given velocity in a given direction 
. . . In short, if you put your nomad glasses on, you’d re-vision 
design as a moving target of silly putty that makes shit happen 
– an act. (Gromala (as Putch Tu) 1998: 11)
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Putch Tu wrote blurring lines between fact and fiction, research and 
fantasy. She was explicitly political and contemptuous of anyone 
who would reduce computation to ones and zeros. Had Gromala 
attempted to promote her observations through the usual channels, 
she would have had to weigh each sentence on the scales of 
academic suitability – something she is quite capable of doing.4 
Writing fiction in a slightly dangerous persona afforded Gromala a 
critical sneer, and readers a tantalizing spank. Most importantly, 
the work introduced cultural and media theory at a time when 
things theoretical were held suspect among most graphic design 
practitioners and many educators. Through stories that tease the 
limits of hyperbole, Gromala alerted readers to discursive ideas 
impacting both practice and scholarship.5

Design scholars and leathered critics have employed alternative 
critical writing, just as a few designers have earned chops writing 
within the traditions of criticism, journalism and history. Former 
Eye magazine editor and design provocateur Max Bruinsma calls 
what he does “editorialism.” Writings on his website are familiarly 
labeled essay, review, column, profile and interview. Then there 
are those listed as “poetic.” One such work, a catalog introduction 
from 1993 entitled “A Dialogue between Souls,” was written for 
Artificial, a computer program/art installation that generates random 
pictures. Bruinsma imagines a dialog between a viewer and the 
image-generating machine, a la Kubrick’s Dave and Hal. The 
computer-entity explains in Zen tones the implications of its work to 
the excitable viewer, who through questioning and listening learns 
the validity and point of the program’s exercise.

— . . . The same can be said of my drawings: they are unique 
moments from infinity. They are not “pictures of” it any more 
than they are “unlike” it.
—So, after all: a portrayal, a reflection, a “generation of the 
Idea”!
—None of those – they are.
—Like life itself?
—More or less like life itself – only slightly more artificial. 
(Bruinsma 1993: n.p.)

The narrative attitude might be possible in a traditional introductory 
essay. Bruinsma’s fictional approach, though, offers more. It positions 
the reader as participant in the story, equal to the incredulous human 
facing a threatening concept. Authority of the critic is replaced by a 
persona of authority.6

Peter Lunenfeld is founder and executive editor of MediaWork 
Pamphlets, a book series for which he commissions authors to 
weave life stories into “theoretical and critical praxis.” He asserts that 
audiences are not as responsive to “disembodied theoretical and 
critical discourse” today as they might have been twenty-five years 



1
1

2
 

D
es

ig
n 

an
d 

C
ul

tu
re

Denise Gonzales-Crisp

ago, which “opens up space for the personal, as manifested in fiction, 
humor, personae, and other evasions of the panoptical perspective.” 
Not incidentally, Lunenfeld’s charge required some authors to rethink 
their writing practice. For instance, Writing Machines, by media 
theorist Katherine Hayles (2002a), explores what the printed book 
can be in the digital age. Hayles explains that telling a fuller story 
required part of the tale be told by a made-up persona, “Kaye,” to 
“interrogate the author . . . her background and experiences, and 
especially the community of writers, theorists, critics, teachers, and 
students in which she moves.”

Playing the outsider to one’s expertise and fraternity can be 
disorienting, but useful. Hayles’ autobiographical bits become the 
story of a text-centric life awakening to the material realm. One 
moment of epiphany:

[Kaye’s] thoughts too were stimulated and changed by her 
interaction with the materiality of the artifacts. If books are seen 
only as immaterial verbal constructs, the rich potential of this 
interplay is lost. Literary critics have long accepted that form 
is content and content is form. Now Kaye wanted to shout, 
“Materiality is content, and content is materiality!” The artists’ 
books had permanently changed her mental landscape, 
and her senses as well, including vision, tactility, smell, and 
proprioception.7 She would never read books the same way 
again. (Hayles 2002a: 75)

As Lunenfeld points out, when alternative critical writing turns 
autobiographical, the reader is asked to negotiate between “auto-
myth making and the truths that can emerge from grounding 
theoretical discourse in lived experience.”8

The chronicles of Kaye interlace Hayles’s academic text in a work 
that registers neither quite as fiction nor exposition, but both at the 
same time. Similarly, Shaping Things, another in the series, maps 
the past, present and future of designed objects, specifically how 
they are determining our biological future, for better and worse. 
Novelist Bruce Sterling published the book under his real name 
but does so as a “visionary futurist” with facetious flair. Part future-
think, part rant and part science fiction, the narrative is plump with 
neologisms. There are spime (“a set of relationships first and always, 
and an object now and then) (Sterling 2005: 77); wranglers (“there 
are no purchasers, only wranglers”) (Sterling 2005: 126); and arphids 
(after radio frequency identification, or more descriptively, “some 
newfangled, infestating, autoreplicating plague”) (Sterling 2005: 
88). Together these terms not only render uncomfortable notions 
approachable, they give nameable identity to complex issues driving 
Sterling’s critique (Figure 2).

Gromala, Hayles and Sterling speculate wildly, assume various 
voices, and materialize the abstract. They analyze the circumstances 
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within which designed artifacts are made, they integrate with and 
implicate culture with tales that call out and fill in blanks; that add 
gristle and meat to design function in the way of all good critical 
writing.

I publish under pseudonyms occasionally, assume the characters 
of people who critique graphic design activity. There is Deborah Griffin, 
the New York design writer who we only hear from in fragments: a 
couple of pages from an ostensibly larger work, or a paragraph 
excerpt as needed. Cheri Newcastle, a pulp sci-fi novelist, writes 
about media through the character Priss, a cyber-detective with 
techie pals who fashion paraphernalia that transmogrify her into 
the media she investigates. And I am thinking about developing 
a fashion designer who wants to target untapped niche markets 
– hermaphrodites and mixed-race toddlers – but who suffers from 
ambiguity aphasia.9 My most active persona is academic Denise 
Gonzales Crisp. She wrote the fiction-based essay “Toward A 
Definition of the DecoRational: In Real Time” for Design Research 
(2003), an anthology otherwise dominated by expository, research-
oriented essays. Nonetheless, the narrator tentatively embarks:

I am at the beginning. Yes, right this moment, starting on 
this page I set out to understand an impulse, to investigate 

Figure 2 
A spread describing “arphids” in Shaping Things by Bruce Sterling. Courtesy of MIT Press.
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something I suspect to be true about graphic design. I have 
a hypothesis of sorts. That’s something. Maybe it’s not much 
more than a hunch, a sense. Maybe it’s just a hope. But it 
could evolve, as pronouncements will, into a theory, a model 
methodology, a revolution! I have named this hypothesis the 
“decorational.” This is where I am.
 I am also . . . a designer – predisposed to make something 
out of nothing, to connect things to other things to surprising, 
and if I may say not untrue, ends. My . . . means, the hypothesis 
and the intent convene here to spark a departure toward the 
unknown . . . to demonstrate that design itself can be research, 
or that design research is this, here. Right now . . . (Gonzales 
Crisp 2003: 93)

Perhaps I was unwise to allow Denise to diverge so, especially 
amid essays that explicate brand alignment, user requirements, 
ethnographic practices and other rich subjects. My instincts, it turns 
out, were not completely wacky. Terence Rosenberg, a design 
professor at Goldsmiths College in London, explores how figurative 
strategies serve research in his essay “The Reservoir”:

The poetic is an attempt to review and overthrow the norm-
alizing process . . . and touch again a rawness in both thinking 
and experience. At the heart of poetic methodologies . . . is the 
“abnormal paradigm” . . . made pertinent through “points of 
inference,” and these are configured in reference to “linguistic, 
contextual and general world knowledge” . . . [linking] that 
which has not yet been thought to that which has and is 
acculturated. (Rosenberg 2000: n.p.)

Rosenberg explains that literary devices – hyperbole, metaphor, ellip-
sis etc. – help realize research agendas because each “deviates from 
normal readings.” Personae also offer ways to focus on the subject 
through alien lenses that can impact and shape the perspective of 
the researcher in the process of examining the subject. He names 
neologisms too as useful for opening up key areas. In architecture, 
“hyper-surfaces” or “meta-cities,” for example, are in large part 
hypothetical topic areas, yet they engendered debate as well as 
possible conceptual abstracts for practice (Rosenberg 2000: n.p.).

“The Reservoir” scrutinizes how the design process examines a 
topic and in turn invents responses. What Rosenberg calls “poetic 
disruption” infuses design research with unforeseeable outcomes, in 
fact challenges design’s long-held modus operandi, problem solving. 
Conventional research establishes a focal point in advance, whereas 
poetic disruption promotes enquiry that “evolves its field of focus” 
as it proceeds. I venture that a similar process applied to critical 
design writing, and added to the canon of options, has and will 
continue to vitalize design discourse with the promise of developing 
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and communicating insights unique to those afforded by expository 
prose. It can also affect very real change.

In the first half of the twentieth century, American designer W. A. 
Dwiggins wrote and produced pamphlets under the pseudonym Dr. 
Puterschein. He also called upon the characteristics of many writing 
genres and voices under his given name. With his cousin Laurance 
Siegfried (and contributions from illustrious typographer Bruce 
Rogers) Dwiggins wrote Investigation into the Physical Properties of 
Books (with the approval of the Society):

Inquirer: Mr. B  , will you please tell the committee why you 
printed this book on cardboard?
Mr. B  : To make it the right thickness. It had to be one 
inch.
—Why that thick, particularly?
—Because otherwise it would not sell. If a book isn’t one inch 
thick it won’t sell.
—Do you mean to say that people who buy books select them 
with a foot rule?
—They have to have some standard of selection. (Dwiggins 
and Siegfried 1995[1919]: n.p.)

The mocking character of anonymous inquirers employed to pester 
the 1919 publishing industry foregoes the niceties of reasoned 
critique in favor of wry confrontation. “What if,” I imagine Dwiggins 
saying to himself, “I could put the dullards on trial?” Dwiggins’ critical 
“review” of the publishing industry was produced by the very real 
Society of Calligraphers, and disseminated to practitioners and 
publishers alike, which significantly impacted industry practices 
(Figure 3).10

A gifted graphic designer (who is credited with originating the term), 
quintessential modern type designer, master of marionette theater, 
and designwright, Dwiggins called upon the same imagination and 
formal sensitivity in his writing as he did his design. And where his 
ideas would not fit traditional forms, or risked obscurity, he made 
something up and published it himself. On this count, Dwiggins had 
a distinct advantage. He was well connected with publishers and 
printers, had the support and means to produce chapbooks and 
other works in small runs.

Despite contemporary interest and writing talent that has surfaced 
in the last twenty years, few refereed venues exist for alternative 
critical writing. As in the days of Dwiggins, through to 1964 when 
Garland published his manifesto, up to now – in particular with 
the discontinuation of Émigré magazine – most such work is self-
published. An exception is Dot Dot Dot, produced by designer/
writers Stuart Bailey (English) and Peter Bilak (Czech). Their editorial 
position is nicely captured in the following brief “essay” compiled by 
Bailey, which also happens to reveal attitudes underpinning this type 
of critique:
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Kurt Schitters said: “Innumerable laws may be written [. . .] The 
most important is: never make it as someone before you did.
Anthony Froshaug said: “Schwitters is, here, quite wrong. 
Make it AS they did, unless the constraints are changed. 
[. . .] ‘Modern [. . .]’ is not a mode; it consists of a reasoned 
assessment of what is needed, and of what some is done, 
under certain constraints. When [. . .] constraints change, the 
important thing is not to spray a random pattern [. . .] but to 
assess the new, with the old, requirements [. . .].
and Mark E. Smith said: “Whenever I say anything, I often think 
that the opposite is true as well. Sometimes I think the truth 
is too fucking obvious for people to take. The possibilities are 
endless and people don’t like that. They go for the average 
every time. Well, that doesn’t interest me in the slightest [. . .] 
(Bailey 2004: 60)11

The introduction on the Dot Dot Dot website declares that since its 
conception in 2000, the magazine “has immatured into a jocuserious 
fanzine-journal-orphanage based on true stories deeply concerned 

Figure 3 
Frontispiece of An Investigation into the Physical Properties of Books designed by W. A. Dwiggins, 1919. 

Boston Public Library/Rare Books Department – courtesy of the Trustees.
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with art-design-music-language-literature-architecture . . .” (www.dot-
dot-dot.us). Immatured jocuserious-ness sounds like deprecation 
masking under-recognized voices – frequently intelligent and insightful 
voices, I might add. Design needs more and new and accessible 
venues, specifically those that position alternative critical writing 
in the same discursive context as traditional genres. Publications 
where our “certain constraints” might be more thoroughly evaluated, 
and the new and old requirements challenged.

“Our genres have boundaries,” writes novelist Peter Turchi, 
“and when they won’t allow us to play the games we want to play 
we search for new ways to reflect our communication with the 
world” (Turchi 2004: 136). Traditional critical genres submit detailed 
and descriptive maps that serve as loci within the bigger picture. 
Alternative critical writing need not yield such absolute direction 
or explication. It is a probe, a trial, a symptom – a device through 
which the designwright explores and speculates in search of clarity. 
Alternative critical writing affords authors additional space to pose 
as investigators working on a viable hunch, instigators pointing up 
the way it is – at least for now. And these roles are as critical to our 
discourse as they are to design itself.

Notes
1. Ken Garland, speaking to Rick Poyner, and quoted in “First Things 

First Revisited” (Poyner 1999: 2).
2. Rick Poyner in an address entitled The Time for Being Against, 

presented at the “Looking Closer: AIGA Conference on Design 
History and Criticism,” in New York (Poyner 2001).

3. “Program of the Staatliche Bauhaus in Weimar” by Walter Gropius 
is reprinted in total in The Bauhaus (Wingler 1986).

4. See, for instance, Gromala and Bolter (2005).
5. It is no surprise that Gromala’s work and that of her contemporaries 

were written and published during the heady 1990s, a period in 
which the influence of semioticians Umberto Eco and Roland 
Barthes, experimental writer Italo Calvino, and Jean Baudrillard, 
among others, figured prominently. Another essay should examine 
circumstances that truncated those discursive projects inspired 
by philosophers and cultural critics.

6. The catalog in which the article “A Dialogue between Souls” 
appeared was published in conjunction with Artificial-output, 
work by Remko Scha, exhibited at Van Rijsbergen Gallery, 
Rotterdam, The Netherlands (October 17–November 14, 1993). 
See also “A Reader’s Terms” (http://maxbruinsma.nl/div-jve1.
htm) in which Bruinsma adapts The Printer’s Terms (1969, 
written by Rudolf Hostettler and designed by Jan Tschichold) 
to discuss the question: What is the relation between designers 
and the printing process, and what implications does this have 
for the meaning of print? “The result,” Bruinsma explains, is “a 
hybrid of essay, copywriting and free association . . . written-to-fit 
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 passages [placed] back into the original page lay-out, keeping 
the illustrations and caption lines as they were” (Bruinsma 
1998: n.p.) These and other works are accessible at http://
maxbruinsma.nl.

 7. Writing Machines Lexicon Linkmap on the Web supplement 
http://mitpress.mit.edu/mediawork defines proprioception as 
“the sense of physically inhabiting one’s body, produced by 
deep tissue sensors” (Hayles 2000b).

 8. All quotes cited are from an email exchange with Peter Lunenfeld, 
June 28, 2008.

 9. See, for instance, Denise Gonzales Crisp (as Deborah Griffin), 
“Everyday People Play” (Gonzales Crisp 1997a) or “Out 
of Context: Entrepreneurs, Designists and Other Utopians” 
(Gonzales Crisp 1997b) and (as Cheri Newcastle) “Speculations” 
(Gonzales Crisp 1998). As with the MediaWork Pamphlets, the 
design of these texts are integral to the telling.

10. Paul Shaw writes: “Although the Society’s case was deliberately 
overstated, it proved effective. In the ensuing two decades 
American book design and production improved dramatically, 
despite the Depression, a fact that Dwiggins duly noted in 
‘Twenty Years After,’ a follow-up piece to Extracts which was 
commissioned by The Publishers’ Weekly. Evidence of the 
change can be see in the AIGA Fifty books of the Year exhib-
itions, initially established in 1923 and still being held” (Shaw 
1996: 37).

11. Mark E. Smith is the lead singer of post-punk band The Fall. 
Not all Dot Dot Dot issues include fiction, but much of the 
writing lives at the outer limits of critical writing. One notable 
fiction-based essay is “Life after Life and After: An Interview 
with George Maciunas” by Raimundas Malasauskas in which 
the interview takes place through David Magnus, a Medium 
(Malasauskas 2006/7).
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