Take A Seat — Publikation

Spezifikationen/Layout
17. November 2021



Heft Mittig (88 Seiten) mit 4 Klammern an Umschlag geheftet

(T 3SVH4 ) HOLLYED TdXE

nuapt puelq 2t jo jusmdojassp peqaiire) e jo ssacosd TNy a1} J0] ST8E] JUSUWOD S} nif} pue a[josd Huyuepr Funjenjuaraip v se)afo) wioj
ELI8JLID papiodal a1 [ paJapro djuanbesqns puw paprosas aq o a8 BLIajLID ‘suonsanb pauyepard Fursn pajoassip 81 poalqo a1} Yo s UT ‘TOEUNIEXS I1)E

-we 848 B dnoay 1, J2elqo ogroads e} i1 a)er208se am ) saoustsadxe pue suonydaasad [[e jo wns &) Y Fuole ssacosd aanressul ue uo frenba jng
udT=ap N} j0 SSUAAQOIUTISTP A3 Uo AJU0 J0U paseq ST Wang ul g nuapt sy L g nuapr sniyy pue Aeuosiad ‘ews ey sasessod adeys sny [, adeys g sey TED ¥

BSSOd UBA[IS
LNVLSISSV

Booklet L (44 Seiten)

WeIJJOM S'ewoy ],
ATANLOET

YoM efuor,
JI9(9M UIIAIS
3304 elue]
Iapne)s [0
ZIEMUDS BINe]
rUOPUES [[I[
UOWO[eS UTew oy
430y [20(
19Z]0Y1aqQ BISA
ISSENO3] Wy
I9[[03] BIe]
193e3] uole[ Ie[OdIN
Z3[ezuox) yone[ esijg
3djenn opurwWIY
198100 eIy
131N, Z}IIOIN
3u10Q eUIpE]
IUBIZUB)) B[OJIN
sopuelg e)yoqay
I2111g BUNSTIYD
SINAANLS

OI 'ON UOonIpH-OA
S}V 9Y} Jo A}ISI9AIUN YOLINZ
UOI}EDIUNWIWIO)) [BNSIA — }B3S V 9YBL

=
o)
9
@
o
3
o
S
™
)
0
©
4
<
=
<
i
o
[
S
o)
)
©
|
>
&
D)
=
)
9o
£
@
o
=
[<
c
o
o

®)
(o}
(o}
(Q
(O}
C
(@]
[}
[
)
(a
=
O
>
} -
©
0
2
9p]
£
)
=
(&)
>
} -
©
)
m

Umschlag 4 Seiten

A —_— N i v A G Y A w D T —

Take A Seat — Publikation - Silvan Possa & Jakob Lienhard -17.11.2021




Objekt

Take A Seat — Publikation - Silvan Possa & Jakob Lienhard -17.11.2021



Ansicht oben

Booklet R (16 Seiten)

Heft Mittig

SOERL &
|

_.r.r
|
i
| ..7_ _77 __. | ;

With an essay by Soft Baroque

o P
Fat

(]
- ol
ELw 3 5 =L

o
‘aarpadsiad udisap v wWodj sITEYD WoTj paiiles] ag UED JEMm PUE SULo] [Ensia Aeiodmeinos ojul paisajsuei}=aq ued seia jsed moaj
IDUIFT2 WAISIP Y] MO1] pagediysaaul sem 31 ‘s32001d 1)) 07 "s3oalqo areyn aanaadsal 1 Wolj pasllap 2 A[[eTiuasss pnod gorgm
URINI0EMIED 2IMIiin] [EUorjoq 2.10f Sa13nuapt poelq [ensia Suisudins padopasp sjuapn)s a1} ‘a@pa[mouy si Uo paseq sanbigsag
andofene sanelojdie pue ajgord B SUisn [Ie)ap 01 PSSISSE PUE PasA[EUE Sem JTeUD YoBH To1ing Sunj[ejsan Inj Uinas nj[ a1 jo
jodapmelag 313 WOl SIEG U0 PI02RE S1UaPNJS TOEMUNUINO,) [ENsStA 31891098 PUodas o) | APjuap] 7§ pUslg, S[NPOow 907 UM

S

¥
_-.-u___.Hnu A

-anboreq jjos5; pUe [orm z Funj[ejsan mj wnasnp
‘Taqeps s L muedianaed sy e o
EYUEL} AUET

2-00580-EEQ-E-216
WM K KES]

2 Pz
513 21} Jo IRIRATU[) [N FE

TEOT o
[P T HAL
O T} EDTUT WILED ) [ENSTA
uFsaq Jo[a]ieg
2 L BOTEA 00

Hgur oy Brnguay] vy 20
EIMLLHTEL

ITEAREA FIIE WEUUY
BNLLIIT A0

enboreq jjo5
AvESHE

pretuat qoye[
EEE0g UEA[TS
a4

EE80d UEA[TS
WEI] O, SE WO L
1JEDHOD

eBaoy suuof
=P YED0EL {0 OVEH

(E HEVHL) SNO0WEYE 1408 AHNOLLI T 1494

Take A Seat — Publikation - Silvan Possa & Jakob Lienhard -17.11.2021




‘POI9PISUOD SBM «UOIJOUNJ SMO[[O] ULIO]»
PUE 0} PaIaype Sem «u1I0] pood» ‘sardiourid uBdisop Jo swiIa) uf
"90eds JOO] JO sa1jowW Gy AJuo dn axe) A[[BJUOZIIOY PaxIB)S SITeyd 001
‘urede Aeme nd pue dn 39s Ao1nb ‘woos asodind-inuw e ur pasn
9q P[NO2 Jey) JIeyd © UIISOP 0) SeM XIPN[V 9Y3) Y)}IMm UOIJU)UI SY L

dAIITddV Sd9dM SHTdIONIId NDISHd LVHM
{Ld9dONOD dHL ANIHAT VAdI NDISHd DNIHDIVIHJAO HH.L SI LVHM

ALU-FLEX

DESIGNED BY ARMIN WIRTH IN 1951

MANUFACTURED BY KWM WEISSHAAR GMBH
(W x H x D) 75 x 48 x 50,3 CM, ARCHIVE NO.-2003-0101-0002; BEECH PLYWOOD, ALUMINIUM

(H1END OANVINIY )

“Ireyd SIy} J0J 3uIyI] ure}sad e aaey | ‘suoryisod
P9119AUL JO PPO JEYMIUIOS UT SITBYD UO }IS 0} 1] J[9SAW ] SV }Sal
1adouid & 10J SUI}IAUTUN PUE J[(B)IOJUIOIUN IJYJe JOO[ }1 e Jey)
S9A0013 pue sa3pa Auew sey 31 ‘Ow) swes ay) Jy ‘[ed1joeid a3nb
SUI99S JIBYD JY} ‘SIPIS 0M) WIOIJ 31 UO }IS P[NOD NOA JI SB SHOO] 1 JUIS
{NOA NO HAVH dIVHD HH.IL S4d0d 1LJdd4d4d LVHM

MANUFACTURED BY METALLWERKE BUCHS
(W x H x D) 71x71x 74 CM, ARCHIVE NO.-1993-0026; POLYESTER
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DESIGNED BY PIERRE CHARLES ZOELLY IN 1963

(SEANVEE vIIaddy)

Anuspl puelq a1 jo yusmdoassp pejalie) a1} Jo ssa00rd JAYIIN] 81} J0J S18E] JUSU0D S} ENT} pUE a[goid Anuept SunEnUaIagIp v I813a80) W]
BLISJLID pa prodas ay ] pasapso Apjuanbasqns pue papiodrad aq o aJ8 B8 ‘suonsanb paugaepard FumEn pajoessip 81 30alqo a3 Yo s UT U0 IJEUNIEXS I1)e
w3848 B gdnany 1. J2alqo agraads ) qitas ajerr0sse am)e) saoustdadxe pue suonyd aogad [[e jo wns sy qirsa Buole ssar0sd sanjresauI U Uo Lrenba jng
wI=ap 8} [0 SSaUAARIUTISTP 213 U0 £[U0 10U paseq ST wIng ul g ruapt sy ], fnuapt snyg} pue LTeuosiad ewms ey sasassnd adeys sn [ -adeys g sey ey v

A
S
N
O
o
00)
2
-
o
=
S
)
=
=
o
=
o
4
C
=)
=
[
Yo}
©
]
—
o
g
n
©
o
—
O
©
9V
N
—
)
3
O
(72
Y
o
-
~
-
A
)
<
<

i1 IEVHd) SIEKIVEY

Take A Seat — Publikation - Silvan Possa & Jakob Lienhard -17.11.2021

Layout - Booklet L




Layout - Booklet L
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is} Functional underwear

(4} 127 Hou rs

{2) Braun AW 10

1) Bengal cat

(3) BIGLA-R 141

(&) Jaguar

ig) Structured A-line Dress

i4) Hotel Chevalier

EA VISUAL COMMUNICATION ERAND & IDENTITY/ LECTURER: THOMAS WOLFRAMf ASSISTANT SILVAN FOSEA

ANALYSIS (PHASE 1)

HISTORY

Who designed the chair and who manufactured it?
In what context was the chair designed?
For what purpose/function was the chair designed?

DEEIGH LANGUAGE

What period do you think the design language belongs to?
How would you describe the formal language in your own wordsr
Which design language is your chair most likely to exhibit?

[ | sguarE [] rouso [] BARD [] soFT [] syMMETRICAL

What structure has the construction of the chair?
How were the single parts assembled?
What is the overarching design 1dea behind the concept?

EFFECT

What effect does the chair have on you? ]
In what building would such a chair most likely be tound?
How does the chair work in a room?

BHOET QUEST IOHE

What animal would your chair ber

What watch brand would your chair ber
What car brand would your chair ber

What human trait applies best to your chairr
What piece of clothing would be your chair?
What sport would your chair be?

What film would your chair be?

MATERIALITY

What materials is your chair made of 7
What do they suggest and what ettect do they producer

DEAN YOUR CHAIRE FROM FOUR DIFFERENT PERSPFECTIVES

— Frontal perspective (from the front)

— Three-quarter view (open viewing angle)
— Side view (protils)

— Bird’s eye view

SUMMARY

[] asyMMETRICAL

Describe the main findings about your chair in a coherent text (approx. 1000 characters)

and try to summarise the essence of the chair in one sentence.
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by Soft Baroque

NATURAL ORDER
AND VIOLENT HOBBIES

Nicholas Gardner and Sasa Stucin work simultaneously in object design and art. Their practice focuses
on creating work with conflicting functions and imagery, without abandoning beauty or consumer
logic. They are keen to blur the boundaries between acceptable furniture typologies and conceptual
representative objects. Their work has been exhibited at V&A in London, Etage Projects in
Copenhagen, Museum fiir Gestaltung in Ziirich, Swiss Institute and Friedman Benda in New York,
Het Nieuwe Instituut in Rotterdam, Design Miami in Basel and Miami.
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NATURAL ORDER

Despite the prophecies of software and technology replac-

ing the hard world, we are still an extremely object-oriented

species. There is satisfaction in owning things; satisfaction
that feels embedded in our bodies to the extent that the
objects start to own us. Of course, the idea of ownership is

learnt, but in the timeline of the human species, it is a rel-
atively recent invention. Instead, a shared cultivation and
stewardship of objects was commonplace in small groups.

Now we must have our own version of whatever niche prod-
uct and pseudo-function is presented to us in the marketing

streams, otherwise it feels inauthentic.

Modern attempts to work around this urge — for example,

the sharing economy or linking people to eliminate 'excess
objects’ — have largely failed. Loaning or sharing would

theoretically maximise the use of a particular item. Ironi-

cally, this would work for objects that have an obsolescent
nature: most software-based technology becomes redun-

dant after a few years, so it makes sense to share the har-

vest while it is fresh.

Mediated through phone apps, the corporate versions of car-,

bike- or scooter-sharing systems have, for example, only
become widely successful when one entity owned all of the

objects and had a near-monopoly on a city or area. The com-
munity-driven versions of the object-sharing economy never
really took off. Platforms for photo equipment rental, pow-

er-tools, luxury clothes or cars have been categorised as opti-
mistic tech fever-dreams of the 2010s or have been bought up
and squashed by the giants. Perhaps it was futile anyway: the

forces that connect ownership and authenticity are ingrained
in the capitalist system, and they feel as natural in the West

as breathing, eating and fucking.

There is an evolutionary metaphor that often gets applied to
consumer items and capitalism in general. The market has or-
ganically created environment for an object to exist, and be-

cause it can exist, it has every right 'to be’. A kind of sympathy

that we have for unusual creatures in the natural world: crea-

tures that have evolved to survive in niche or codependent

circumstances. Supply and demand are compared to species'
population explosions or extinctions. Innovations and disrup-
tive products are successful mutations in the wild. Regula-
tions and unnatural government or market interventions that
disturb the natural flow of commerce are akin to an animal or
environment being subject to a man-made harmful interven-
tion, such as geo-engineering projects or logging. Maintain-
ing the comparison, unforeseen and unavoidable catastrophic
market events and the risk of doing business are synonymous
with the volcanos and meteor impacts in the wild and other
such acts of god (although in the natural world the insurance
companies won't cover the damage, the taxpayer bails out the
same catastrophic events in the market). It is all a story that
validates the idea that the endless sea of products and technol-
ogy, mass production and growth are part of the natural order.
In the organic sphere we are encouraged to a have sympathy
for what exists, in the commercial system it is a commandment
to have the same sympathy for whatever market supports, no
product kink shaming. As a result, we are constantly enter-
tained by surreal poems and the muddled aesthetic faux pas
that are being passed off as lifestyle innovations. These weird
creatures in the evolutionary tree are the deformations of a
relentless search for new markets.

majesty of the natural world with that of
man-made innovation and manufacturing.
We shouldn’t fall into the trap that validates
the pure existence of any object and function.
There are a few key differences between the
Amazon jungle and the Amazon warehouse. The
evolution and gestation of our items are reflexive
and rapid, a timescale far faster than that of nat-
ural processes: mutations can therefore be more
deformed and violent. The force that is required for
these items to come to the market on such a short
timescale, low price point and high volume, leaves
social and environmental damage: a collateral impact
that is often absorbed by the bodies of people in low-in-
come countries. We would no longer be the dominant

species on Earth if other organisms could metamorphose
at the same rate as our desires. Another difference is that
the number of individual items designed, manufactured
and sold is on the rise, this being the opposite in the
'‘products’ of the natural world, where extinctions are in-
creasing. This is an inversely proportional equation that
is never mentioned in pitch meetings or launches: which
endangered beetle will the new iPhone replace?

Unlike the natural world, what we want, need and buy is
subject to an omnipresent force recording and influenc-
ing our desires. Algorithms and feedback loops control
online marketing streams, constantly refreshing them-
selves: a god program. It feels like we are all dancing
freely in the West, but we are subtly under the influence
of a digital pantheist cloud. We have completely accept-
ed personal data collection as a compulsory sacrifice to
this deity. Any pretence of this being used as a tool for
supply chain optimisation or marketing efficiency (you
only see what you would actually like!) has dissolved. By
agreeing to terms and conditions, we are baptised into
this new faith.

Despite the pitfalls of equating the ecologic and econom-
ic systems, imparting a pseudo-consciousness onto inani-
mate objects can help us think more critically about what
we consume and design. We as Soft Baroque are often an-
thropomorphising the items we make, referring to pieces
of furniture as characters or pets. ‘Dancing furniture’ is a
continuous series of pieces with a mechanism that makes
them rotate and gyrate: trippy gimmick meets modernist
purity. The naive attraction of a dynamic or moving inani-
mate object is an attempt to suggest that the the piece itself
can enjoy something as uninhibited as dancing — a very
human form of expression. We made them originally to be
visually stimulating, but after creating the prototype, we
found it therapeutic and calming to sit on and 'dance' with
the chair. Other motifs in our work, like rounding a classic
wood finger joint into fat sausages resembling actual fin-
gers, are a kind of pun but also something people say it is
satisfying to look at — perhaps closer to the warm feeling
of intertwining fingers with someone else. We have sym-
pathy for most living things: by viewing items as having a
soul and charisma, we can transfer this into an important
reverence for the lost empathy in current consumer culture.
Perhaps objects should be viewed as living with you rather
than being owned by you. If you own something, you're em-
powered to dispose of it; conversely, we can think of them
as roommates or of ourselves as being their stewards for a
long and varied life.

There are problems with equating the






