TRIGKY STUFF AND HELPFUL RINTS




= Capitalization: Make file and directory names lowercase. Use hyphens, not underscores, to separate words—
for example, query-data.html . Use only standard ASCII alphanumeric characters in file and directory names.

= [ook out for missing </> end brackets for elements!

= Images don’t appear at the size you intend - or don’t size with columns and create horizontal scroll. Step 1,
crop and resize using photoshop and make sure the image is not more than 2x’s bigger than the standard

resolution. Step 2, add this to your style section or css:

= img{
max-width: 100%:;
)

= (se <div class> rather than in-line css when possible - this allows you to define the class separately from the
html and will help keep the style decisions localized with each other (and thereby easier to change and check

than when buried amongst html.)

= When in doubt, use a code validator! https://validator.w3.org



GONSIDER THESE REGOMMENDATIONS


https://en.wikipedia.org/wiki/Em_(typography)
https://www.toptal.com/front-end/eight-expert-css-tips
https://www.toptal.com/front-end/eight-expert-css-tips
https://www.toptal.com/front-end/eight-expert-css-tips
https://www.toptal.com/front-end/eight-expert-css-tips
https://www.toptal.com/front-end/eight-expert-css-tips
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Space itself is sensational:
it is a matter of how things
make their impression as
being here or there, on
this side or that side of a
dividing line, or as being left
or right, near or far.
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T Margins and centers are part of the
margl ns and Centers fundamental language of graphic design.
DIAGRAMS BY ELLEN LUPTON Cropping, framing, padding, and gutters

are tools for focusing attention and

creating relationships such as inside/
outside and figure/ground. Borders in
the physical world, however, are leaky

margin and porous, not solid and absolute.
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TRINKING ABOUT AGGESSIBILITY AS A
QUESTION OF SPEGIFIG BODIES IN
SPEGIFIG SOGIAL GONTEXTS
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Jov 19 ‘/20 meet mythical norm

TEXT BY ELLEN LUPTON AND LESLIE XIA

What does it mean to design “normal” things for “normal” people?
Western society defines certain individuals and communities as average

and ordinary, while everyone else is something other. People living inside
the norm bubble often don’t recognize their own special status, because
Jorms aren't supposed to be special. Synonyms for the word normal
include standard, average, typical, and ordinary. Norms are invisible,
becoming present only when they rub up against difference.
Graphic designers are in the norm business. We employ legible

fonts and familiar interface conventions in order to churn out seemingly
neutral, user-friendly messages. We use grids, hierarchies, and tastefy|

type pairings to unify publications and websites. We produce brand
standards and corporate identity manuals to regulate the public image
of companies and institutions. Each year, we harvest a fresh crop of sans

serif typefaces claiming to deliver content in anonymous, trouble-free

Norms appear throughout design culture.
\\* Uniforms and road signs are norms. Icons
and emoji are norms. Style sheets, tem-
plates, and content management systems
are norms. Social media interfaces are
norms. At its core, typography is a norm,
invented to reproduce text in a consistent,
error-free manner. The rules of writing and
typography encompass grammar, spelling,

punctuation, capitalization, and the correct

use of spaces and dashes.

People use graphic design to study and
transform social relationships as well as
visual ones. The words and concepts we
use to talk about design—in both nor-
mative and disruptive terms—also ripple
through the critical writing about race and
feminism. Design is a tool for ¢ ";f"‘jtﬁ ng

In the 1920s, designers in Europe argued
that cubic buildings, sans serif typefaces,
photographic images, and functional prod-

ucts could be useful and relevant to people

across nationalities and income groups.

How (N WE

Lupton, Ellen, at al. Extra Boid, Princeton Architectural Press, 2021. ProQuest Ebook Central,
hitp #ebookcentral. comAib/duke/detail.action ?0ociD=6690023.

~ an artifact of White supremacy, upf

text blocks. It's Helvetica's world. We just live in it.

P >

Such seemingly neutral forms resisted
the nationalist and fascist ideologies that
pitted groups against each other. Despite
modernism's egalitarian ideals, however,
the concept of universal or transnational
design solutions presumed a male, West-
ern European subject.

According to poet and activist Audre
Lorde, the “mythical norm" is what a given
society understands to be generically
human. Writing from the perspective of
a Black queer woman, Lorde noted that
the norm in the US is typically “white, thin,
male, young, heterosexual, Christian, and
financially secure.” The mythical normis

racism and oppression. Lorde writes, "As
of whiteness and define woman in
their own experience alone, then

plicit in preserving the normative
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" sexual cnsgender man may ignore the

R R R i

a2 MEET MYTHICAL NORM

which inflicts ongoing violence—physical, crucia _qparts of this hi [Lstoq(. tocn m
psychological, and economic—on Black ‘?fmkmstructiwst arys;s used diagon, al lines
people and people of color. matched fOﬂtS. ' photos., '
Exclusion from the protective bubble of trchaﬁenge thowaid%&(%iiﬁs&qﬁm

normativity leads to varying degrees of op- 'é’vmmetqbln the mid-twentieth century,
pression or inequality. People who embody  industrial designers rejected the Renais-
sance ideal of the perfect young man and
egan creating “ergonomic” products,
designed to fit more bodies. Disability

istorian Aimi Hamraie calls this area of in-
quiry "epistemic activism.” New guidelines
for human measurements encompassed a
wider range of people.

concepts like racism, sexuality, and gender.
Spatial ideas such as "margin/center”
help peOple create vivid mental picturu

readersandlustmerstowmuctdlam Design is normat
in the gray matter of the mind. White savior transformative. mymm“
narratives are told from the perspective mind with their shiny, neatly defined polar-
of White people who become enlightened ities. Just one of many alternative models
and help improve the lives of people in is the spectrum, mmm
marginal groups. Such narratives are said  shades of diffe ,;f;__A bet
to “center Whiteness,” a process of erasing endpoints. In ectiol
the margins and focusing on the emotional and mixed ecolog
needs and seemingly heroic actions ofthe either/or strug
dominant group. o

Sara Ahmed's book Queer Phenome- -
nology unpacks the spatial language of  Rede
queerne he phrase “sexual orientation.”

superpowers bestowed on him by the acilities,
mythical norm—believing instead that his ~ are designed to fit a so-called average
achievements are wholly earned through male body, making them dangerous for
hard work, talent, and merit. A White "'earegwe[s of smaller stature, |n$| ding 5
woman may feel the forces of sexism while many women. 5 ’*';— '"ﬁ“
denying her race-based privilege. Although Writers and thinkers can use the tools
the nerms of Whiteness or maleness may  of graphic design to study and change
appear invisible to people who are White social relationships. The words and con-
and/or male, they are oppressively visible cepts we use to talk about design ripple

commonh = S

tion to people based on their genc eri
tity, suggests how bodies gravitate tc
other bodies, as if drawn by a magnetic
force. Ahmed wants to rethink how a

: turn “toward’ objects shapes the sur
to those excluded by their bubbles. through the critical writing about race and of bodily and sociz W
Although norms are deeply embedded feminism. Terms like axis, intersection, and -
Jn design’s professional ethos and offi- orientation are familiar to graphic design-

cial msmmprom@g;mm_ ers. Writers and philosophers use these

marginsandcenters

DIAGRAMS BY ELLEN LUPTON

Space itself is sensational:
it is a matter of how things
makse their impression as
being here or there, on
this side or that side of a
dividing line, or as being left
or right, near or far.
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=  disability theory

TEXT Y DA WALETEAD

I was at a stophght, and you know that feeling you get when someone’s
looking at you? The hair on your arms starts to bristle, neck gets
clammy, chest slightly caves in. Well, | got this feeling when | was at

the stoplight. So | looked up. Across the street, there was a man—biue
overcoat, red piaid shirt, chocolate shoes, dusty jeans ... looking at me.
The ight turned green. | walked towards him. He walked towards me. As
ltwnodtooﬂuom.hocutmoﬂmwid.’mmnyoumdm
disabled friends find a car and drive out of San Francisco?”

| was bomn dsabled. 80 stypical interac-
Bons in the workd sre rather typioal, but thes
transaction threw me off Emotions surged
anger. cortuson. & ittle surprise. but it
was role! That S00n axoseded the rest. |
fad been Thardang Mhrough 8 presentation
sohaduied in London the next day The
e Y Criticg! desgn and disability And I'd
frushnd averything but an oDener
Kertitying a8 & graphne designer and
dhantriod Nas Made Mme on uNTeDen-
! gueshane: o symbols and soCiety
troughoul my e This man saw my body
a5 & prodipm DeCsuss i1 & NOt normal This
wriaces Pwo gueastions When &dJd chat
lengng the norm Become a problem® And
whal doos & mean to be narmgl 1O Degn
Wwith® Afler cormmiltimg mysel! 1o these
Quealinrs | Tound out Thet normma’ & 8
conetruet marutactyred and fed to sotety
turwrads of years ago 1M esasy ooss ot
throe Maoties o Daradgme for daabity

The medios’ paradigem ' te o e of e
maded (of Gehofl) madel o Leck 10 the
o . tiatguar SO viat AQULEw eteme
(1796 W) By e a@e of runeieen, Pe was
8 Liusorrw SOt prodgy e studed
statislics TSP ematcs MoverTert §vd
o ool Magnelim @l he had #n
wiiores rigres! i pugriiatons i W23 te
vravensd 10 Pare 10 $ludy ast Uy

In hus magnum opus, A Treatise on Man and
the Development of His Fecultes, Quetelet
introduced the concept of the homme moay-
an-—average man-—by applying the Law of
Error to bodies.

Astronomars wers using the Law of Error
1o plot stars. How? Essentially, find a star in
the night sky, take a few guesses about its
mathematical location, and average your
guesses The mean (Le . average) was the
most likely location of that star Queteiet
oreated the homme moyen by applying this
method to human features such as height
and weight, grving us a statistically defined
“normal” body This set the groundwork for
cuncepts like the BMI (Dody mass index)
and the IQ (ntelhgence quotient) test.
toth processes of markang deviant bodes
aganst accepted NoMs.

As the mecical model developed, based
on statistios. Srr Francis Gaiton (1882-191)
came on the scene. Galton was a Bnitish
eugencist The pseudoscience of eu-
perecs 18 associated with the Holocaust
Gafton bebeved that everyone below
sverage should be rooted out of socwety
n Quatsiel s equation, the outhers were
neutral But Gafton swapped out the mean,
mnuummw
arotter model of normal nstead of aver-
age and outker. GaRton spit populations

40 guarthes that rank human bengs first.
mmmmmmdw—
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The social paradigm We didn't begin to ;,
unsest this profound erasure until the
19408, when architectural guidelines b
Mwmmh’*
begnning of a new paradigm. ‘
Let's imagine that you and | decide tc
9rab some coffee at a fancy San Fr
coffee shop with a loft and a view of the
ity You grab your coffee, you go ug L
two, three stairs, and you turn *
-ﬂ.lmw“ >
and | look at you. Then, it
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38 DISABILITY THEORY

TOM OLIN Photograph, Capitol Crawl, 1990

This design provided stability and flexibil-
ity, and | used it for the next dozen or so
years. It allowed me to draw and paint as
well as helping with tasks like eating.

This story illustrates.the shift to the
social paradigm of disability, which
separates a person's impairment from a
disabling society. Before my mom and |
dasigned the cuff, the pen was the artifact
of a disabling society. | was disabled not
because | couldn't grab a pen but because
there wasn't a pen available that could be
fastened to a hand that doesn't grab.

The social paradigm of disability took
shape in the 1960s and 70s. The passage
of the 1964 Civil Rights Act, led by African
American activists, inspired the Disability
Rights movement to fight for accessibility
in buildings and schools as a civil right, not
as a nice-to-have or an afterthought. In
1990, hundreds of protesters gathered in

front of the Capitol building in Washington,
DC to claim their civil rights. A group broke

off, setting aside wheelchairs and cruteh-
es, and crawled up the marble steps. Thi
performative act exposed tangibl : "S
oal diecrimination 8nd helped ket 1. 1.
Passage of the Americare1lsp :/('thnSFIgatF t_he
ACt (ADA) ith Disabilities
e ——
to people with disabili Slon.. o
\ ilities, is what I'd just

consider good QA (quality assurance). If
we're going to make things accessible, the
Deo'ple who are using our products and
environments should test them and be
considered designers themselves.

Mainstream design culture is now taking
the social model of disability seriously.
Big players such as IKEA and Google are
getting on board. The Creatability project, a
collaboration between Google and NYU, is
creating open-source and accessible tools
using Al and machine learning so tradi-
tionally excluded bodies can contribute
creatively._‘But we're not going far enough.

Scholar Tom Shakespeare identifies
three weaknesses with the social model: it
undermines the significance of impairment
in shaping lived experience; it represents
disabled people as always oppressed; and
it promotes the concept of a barriec-iree
utopia (where everyone has access to ev-
erything, all of the time). The social model’s
Strengths are its power and simplicity.
For most, conceiving disability as social is
paradigm-busting. It does not require.REW
knowledge, just a new frame. But the dis-
ability experience is not monolithic: some
of us are disabled by society and our bod-
ies: some of us find meaning and identity &

in our bodies as sites for reexamining qnd,.&

reconfiguring selfhood and society, and 4%

universal design is, unfortunately. a myﬂ}
“Affhough the access needs of individuals

often overlap, they sometimes conflict.

Q\\n\’

Copyright © 2021. Princeton Architectural Press. All rights reserved

tically, the social model
potential to reify existing
es and discourage differ-
the social model focuses
vironment, nondisabled
believe they can apply
he help or insight of
disabled people. Thus, accessible dgsign
canbe popularized without authgﬁtlcally
engaging with disability communltleg.
Shifting the focus from bodies to society
excludes those bodies from the conver-
sation. Designers end up creating objects
and services through their own world-
views, consulting a toolkit or checklist to
make their solutions accessible to “others.”
From this angle, the social model doesn’t
move us far from the medical model. Al-
though we aren't nermalizing or rehabilitat-
ing bodies, we enc up trving to normalize
or rehahilitate the environment in lieu of
exploring plurality and difference.

Let's return to the cuff example from
my childhood. My mother and | designed

if viewed uncri
has the insidious

power structur
ence. Because
rigidly on theen
designers often
this model without t
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tus that would allow me to draw.

an appara ‘
ocial structures

Our solution, however, left s |
we weren't only designing a3

ic: we were designing @ tool
pendent self-expressionin
ble way. Materially. the
cuff affirmed the use of an extant tool apd
hand for self-expression. symbolically, rt |
reified the colonial notion that photorealistic
representation is superior to modes thf’at are
more abstruse. politically, it prioritized inde-
pendence over interdependence. We dej
signed the cuff to help me fit into an.ablelst
world, and it delivered.on that promise.
| highlight this example not to critique

assistive devices butto foregrourd thelost
occasion te¢nitically examine society. Ina
world designed for nondisabled people, we
absolutely need products that fit disabled
people into an unchanged, unquestioned
world. 1 used such devices to get through
grade school. But if our questioning stops
here, so does our understanding of disabili-
ty, design, and society. b

untouched.
useful prosthet
to support inde
a socially accepta

BL
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“In solidarity with my 7-year-old Black Autistic son
and in virtual protest with my Black disabled community,
| felt compelled to use my art to bring visibility to the
facts. More than half of Black/Brown bodies in the US
with disabilities will be arrested by the time they reach
their late 20s. We don't see many positive stories or acts
of #Autisticloy among Black/Brown bodies because they
don't make headlines. ‘To Be Pro-Neurodiversity is to
be Anti-Racist": this statement carries a lot of truth,

which directly influenced the
need to create the ic."”
—JENNIFER WHITE-JOHNSON ypoeie

TWhls symbol, created by disabled designer Jennifer
hlte-lohpson IN 2020, combines a black fist—
reprgsentmg Protest and solidarity—with the
mfnryty symbol, which Autistic communities use to
depict the breadth of the autism spectrum as well
as the larger neurodiversity mavement.

Lupton, Elen, et al
Extra Bold, P
ht-ebookcentral - Princeton Architectural Press
Created from - wmmtmww 12021.91'0030.(&00&3.&.!.
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40 DISABILITY THEORY

Thf’ Identity paradigm Artist Neil Marcus
writes, “Disability is not a brave struggle or
f:ourage in the face of adversity. Disability
is an art. It's an ingenious way to live.” For
Marcus, disability is a generative iden-
tity, and this has radical implications for
design. When we reorient beliefs about
disability-loss toward disability-gain,
designers can begin to realize that access
issues transcend the environment. Be-
coming an "inclusive” designer requires
transformative work from the inside out.

Alex Haagaard is an Autistic designer
and disability activist-scholar. in 2019,
they created thirty drawings representing
aspects of Autistic experience. Haagaard
also posted a list of artistic prompts for
others in the #ActuallyAutistic community,
ranging from “comfort” and "texture” to
“uncertainty,” “flap,” and “movement.”
After Haagaard posted these prompts on
Twitter, a respondent questioned nurnber
15: “glitter.” Haagaard explained that their
experience is fluid. Although they appreci-
ate low-sensory environments, sometimes
glitter is a favorite visual stim.

The respondent said, “Got it!" and post-
ed a link to a glitter-filled room in Tokyo de-
signed by teamLab. You probably wouldn't
think of glitter if | asked you to design
something with autism in mind. Chaileng-
ing the disability-as-problem paradigm
centers difference. It took one prompt
(“glitter”) to shift attention from design
platitudes to unexpected queer-crip aes-
thetics. Disability becomes an identity—a
standpoint for resisting normalization and
amplifying nonconformity.

Downstream access design, like my own
cuff example, needs to continue. Not every
project presents an opportunity to L{nseat
hegemonic norms and ways of relating
with each other and the world. But we
need to make space for the identity para-

Architectural Press, 2021.P
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‘”1n closing, here are tw o places to start:
hire disabled people and work toward
demedicalizing and decolonizing the

disability-design nexus. Invite Black, Dis- ND \k‘\ }(
oy
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abled, Indigenous, Latinx, Mad, Neuroqueer,
Trans, Two-Spirit, and other historically
marginalized people and communities to
share their perspectives with your de-
sign program or company (and pay them,
please). Not only are marginalized peopie
experts on their own oppression, but they
are also designers themselves. Don't
assume that a community needs your
students or company to organize a design :
charette—they have likely organized them- e
selves for decades. Inclusive design S
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Thank you to Emeline Brulé, PhD, Rahul Guttal, Elien Lupton.
and Emily Nusbaum, PhD, for their helpful comments.
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«  thisbody is worthy

PROJECT BY HAN

NAH SOYER AND MARY MATHIS | TEXT BY JOSHA HALSTEAD

“All bodies are worthy, regardless of what they look like and what
narratives they have been forced to live inside of.”—Hannah Soyer

After finishing her undergraduate studies,

Hannah Soyer started working with her
friend Mary Mathis, a photographer, to
capture various angles of her body that
she felt self-conscious about.

Soon, the project started to expand. She
and Mathis conducted workshops inviting
anyone who felt that their bodies were
outside of mainstream, normative ideals to

write phrases on their bodies professing
their worth. Participants received photo-

HANNAH

PHOTOGRAPHS BY MARY MATHIS

Lupton, Ellen, et al Extra Bold, P!
http Jlebookcentral proques!
Craated from duke on 2022-09-05 040930

graphs of their bodies and wrote about the

phrases they chose. This Body is Worthy
extends past disability toa broader set

of marginalized, gendered, and racialized
bodies. The project has become a platform
that features the work of disabled artists.
Proceeds are split between the artists and
disability justice organizations.

RYAN

rinoeton Archilectural Press, 2021 ProQuest Ebook Central,
comAb/duke/detall action7dociD=6690023.
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anti-stairs club

PROJECT BY SHANNON FINNEGAN | TEXT BY ELLEN LUPTON

In 2019, artist and designer Shannon
Finnegan organized the Anti-Stairs Club
protest at the Vessel, a public sculpture
conceived by Thomas Heatherwick in New
York City. Consisting of 154 staircases, the
Vessel resembles a giant vase or basket.
Although the Vessel meets accessibility re-
quirements by including an elevator, riding
the elevator is not equivalent to traversing
the sculpture’s elaborate staircases.
Disability advocates argue that public
amenities should holistically incorporate
inclusive design principles.Designers
often fulfill accessibility regulations in

PHOTOGRAPHS BY MARIA BARANOVA

EXTRA BOLD pos

a perfunctory way. Participants in the
Anti-Stairs Club protest signed a state-
ment vowing to never use the Vessel's
stairs. Finnegan designed custom cush-
ions adorned with a crossed-out staircase
and a zine printed with letters shaped like
stairs. According to Finnegan, "We need
to focus on centering disability culture
and acknowledging the complexaty and
nuance of disabled people. | know this
will not happen without the presence of
disabled people as designers, artists,
thinkers, leaders, and creators.” iInclusive
design is a collaborative process.

SOURCES Shannon Finnegan,

Care, lan 30. 2019 - distributadweb.

httpllet;ookcan Bold, Princeton Architectural Press 2021, ProQuest Ebook Central
o tral proquest.com/liby action’dod‘ e
ated from duke on 2022(39-05 04:09:30
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Let’'s start by defining feminism as a
practice. Sara Ahmed, in her book Living

a Feminist Life, explains that becoming a

feminist involves recognizing inequality,

sharing power, acknowledging privilege,

and exposing bias. She says, “Living a

feminist life does not mean adopting a set

of ideals or norms of conduct, although it

might mean asking ethical questions about international symbol of access
how to live better in an unjust and unequal The disability rights movement

world.” Feminism is a practice—a way of in the 1960s demanded barrier-

thinking and acting. Design is a practice, free architecture. Organizations

too. Creating a feminist design practice and designers created various 1968 Designed by 1969 The head
involves examining one's own bias and wheelchair symbols, some Susanne Koefoed, was added by Karl
privilege, seeking to represent varied ways including human figures. The seminar organized by Montan, Rehabilitation
icons signaled broader visibility the Scandinavian Design International, to

of being, and making space for underrep- ,
for people with disabilities. Students (SDO). humanize the symbol.

resented voices.




DESIGNING GULTURES OF GARE, EDITED BY LAURENE VAUGHAN, BLOOMSBURY
PUBLISHING USA, 2018.

Hamington argues that there must be a leap of faith, a level of trust or belief in the value of the care that goes
beyond the certainty of impact. ... It is in this way that the role of imagination becomes pivotal— not only to
facilitate empathy to drive care, but also empathy with those we know little about so that we can enact care.

The greater our distance from the context of care, the greater the gap between imagination and impact. As |
discuss further in the next section, Hamington (2017) poses that humility, ambiguity, imagination, and a
disregard for the rules are fundamental for a practice of care, one that can be better served through a link to

design.

Establishing a practice of care requires that we work at and evolve the practice. At
times the impact and value of the practice will be evident; at other times it will be
less so. And like the development of any form of practice we must persist, be
patient with ourselves as we evolve, and know that benefits (for ourselves and
others) may take time and leaps of imagination in the process.



