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Forord

Ar 2019 formulerade Kungl. Konsthdgskolan en ny vision. Det inledande arbe-
tet tog formen av en serie workshops dér studenter och anstéllda satte upp mal
frén olika perspektiv; pedagogiska, konstnérliga och organisatoriska. Utifran
det digra materialet skrev vi en vision for hogskolans verksamhet till och med
2024. Visionen har en for hogskolesammanhang nagot udda form. Den é&r skri-
ven som ett dramatiskt kammarspel och utspelar sig pa hogskolan i en tankt
framtid. Den ovanliga formen kom ur vér vilja att hitta ett sprak som sokte sig
bortom de enkla slagorden och kunde omfatta den komplexitet som vi menar
att en vision for en konsthdgskola méste kunna béra. Kammarspelet avslutas
med en appell som i kondenserad form uttrycker visionen. Nyckelorden é&r
konstnérlig frihet och risktagande, samarbete och kunskapsdelning, mangfald
och héllbarhet.

Ett viktigt steg i hogskolans utveckling var att skapa en visuell identitet for
verksamhetens kommunikation. Har stéllde var nya vision oss infor intressan-
ta fragor. Hur skapar man en ny grafisk profil utifran ett hallbarhetsperspek-
tiv? Kan malséttningen att omfatta en mangfald av konstnérliga och pedago-
giska forhallningssétt sammanfattas i den konventionella forstdelsen av en
samlande logotyp? Hur férhaller sig drivkraften att fornya och fordndra till
viljan att hitta ett mer cirkulédrt forhallningssétt till bruket av material, men
ocksa till hogskolans langa historia och erfarenhet? Hur kan en hogskolas, och
da kanske sérskilt en konsthogskolas, forhéllningssatt till visuell kommunika-
tion skilja sig frdn det vinstdrivande foretagets? En arbetsgrupp, bestaende av
grafiska formgivarna Rikard Heberling och Jonas Williamsson samt projekt-
ledaren Mattias Givell, bildades med uppdrag att i dialog med hogskolans
ledning och kommunikatdrer ta fram en ny visuell identitet med visionen som
frimsta utgangspunkt.

Under 2019 gjordes en inventering av hdgskolans grafiska formgivning som
den hade visat sig i logotyper, kataloger, affischer, skyltar m.m. Denna kart-
laggning gav i sig nya perspektiv pa hur hogskolans sjalvbild uttryckts visuellt
och pa mojligheten att med grafisk formgivning skapa och omskapa sig sjilv.
Den utgjorde ddrmed en solid kunskapsgrund som tillsammans med visionen
kunde bidra arbetet vidare. Resultatet dr lika banbrytande som anvindbart.
I stidllet for att arbeta med identitetsskapande sérskildhet, som i specialgjorda
typsnitt eller en l4tt igenkdnnbar logotyp, har man valt att utveckla nagot som
skulle kunna beskrivas som en spelplan med ldgmélda men tydliga spelregler
dir hogskolans dynamiska och ofta sinsemellan motsigelsefulla verksam-
heter och konstnérliga uttryck kan ta plats. Dess reducerade form &r en upp-
maning till aterhéllsamhet i en tid da flodet av visualitet sliter ut oss. Samtidigt
ar dess mojlighet till fordndring en uppmaning till konstnérlig expansion.

Att folja arbetet och delta i samtalen om hur en konsthdgskola kan forma sin
visuella kommunikation har varit mycket stimulerande. De nya riktlinjerna
kommer kunna béra var verksamhet 6ver tid och tdnjas efter hur konsten
utvecklar sig. Dértill tror vi att det hdr arbetet har angett en vég till hur vi i
en tid av nddvindig omstéllning av resursanvdndning kan arbeta nyskapande
med grafisk form. Vi riktar ett stort tack till alla inblandade.

Sara Arrhenius Fredrik Ehlin
rektor prorektor (vik. rektor 2019.12.16-2020.08.31)



Riktlinjernas huvudsakliga innehall

Foreliggande skrift handlar om Kungl. Konsthdgskolans visuella identitet(er).
Skriften dr framst riktad till dig som arbetar med hogskolans grafiska form-
givning och kommunikation, men &ven till dig som har annan anknytning till
verksamheten eller dr generellt intresserad av konstnirliga hogskolors kom-
munikation med omvérlden.

Utgangspunkt for riktlinjerna &r en problematisering av nigra begrepp som
ofta tas for givet nir organisationers visuella kommunikation ska forklaras.
Darefter foljer en historik ver hogskolans emblem, publikationer, annonsering
m.m. Hogskolans namn har av olika skél dndrats under historiens gang; detta ar
av central betydelse for kommunikationen och behandlas i ett sérskilt avsnitt.

Vidare introduceras riktlinjer for hogskolans emblem. En konventionell
varumidrkesmanual, ofta med exakta angivelser for logotypens utseende, ar
for begrinsad for att kunna representera hogskolans mangfald och har inte
séllan ett for kort utgdngsdatum. I stillet har ett heraldiskt forhallningssatt
tilldmpats, vilket resulterat i en vapenskdld. Dértill rekommenderas typsnittet
Times New Roman som primért verktyg for hogskolans typografiska form-
givning. Slutligen presenteras en sdrskild hallning till hgskolans kommuni-
kation som gar under bendmningen “kungérande”.

Innehallet stricker sig bade bakét och framat i tid; syftet &r att ge historiska
perspektiv pa dmnet och ddrigenom etablera forhallningssétt infor framtiden.
De riktlinjer som presenteras kan verka nya da de inte tidigare har beskrivits
i en liknande form. Samtidigt utgar de frdn modeller som visat sig varaktiga,
vilket gor att de kan uppfattas som gamla eller rentav bakatstrdvande. Mélet
har varit att g bortom saddana ensidiga forestéllningar om gammalt och nytt.
Var forhoppning ér att riktlinjerna dven framover ska verka nya i den me-
ning att de ska vara mdjliga att anpassa efter framtida, mer eller mindre nya,
forhallanden.

Med vinlig hélsning
Rikard Heberling Jonas Williamsson



1 1n som ett lejon, ut som ett
svin: ett kammarspel till och
for Kungl. Konsthogskolan
(Stockholm: Kungl.
Konsthdgskolan, 2019), s.5.

1 Allménna utgdngspunkter
1.1 Bakgrund

Kungl. Konsthdgskolan ér Sveriges storsta utbildning i fri konst och den mest
anrika. Utbildning av konstnérer och arkitekter har bedrivits hér sedan 1735.
”Ett sadant arv kan tyckas forskricka fornyelse och omdaning”, heter det i
rektor Sara Arrhenius och prorektor Fredrik Ehlins formulering i hdgskolans
vision for aren 2019-2024. ”Men skolans ldnga historia skrivs ocksa i avgo-
rande omformuleringar och kursiandringar. Vid olika tidpunkter och av olika
orsaker [...] har skolan féormétt uppfinna sig sjalv pa nytt.”!

Riktlinjerna for grafisk formgivning och kommunikation &r en utveckling
av diskussionen som fors i visionen; foreliggande skrift bor déarfor 1dsas mot
denna bakgrund. Arbetet med riktlinjerna har bl.a. préiglats av visionens form
—ett kammarspel med flera aktorer — som var ett forsok att formedla “en mang-
stimmig beréttelse om en skola som &r i sina samtida sammanhang och beroen-
den savil som tyngd och buren av sin historia”. Riktlinjerna ar ocksa ett av flera
mdjliga svar pa en central fraga i visionen: "Hur enkelspérigt kan vdgen dras
for en verksamhet som vill, och ska, vara fylld av motsédgelser?” Vidare &r kra-
vet pa héllbarhet en grundpelare; hogskolan ska arbeta med denna fraga pa alla
nivaer framdver. Sist men inte minst har riktlinjerna praglats av malsittningen,
som kommer till uttryck i visionen, att Kungl. Konsthdgskolan ska vara en
plats for konstnérligt risktagande och experiment, “diar medarbetare och stu-
denter i ett msesidigt d&tagande varnar om konstens och bildningens frihet”.

1.2 Flera identiteter

Till att borja med méste begreppen identitet och visuell identitet sirskiljas.
Kungl. Konsthdgskolan &r en polyfoni av identiteter. Denna polyfoni utgors
av de individer — medarbetare och studenter — som fyller hdgskolan med akti-
vitet samt de rum som denna aktivitet tar i ansprdk. Dartill 4r historia, myt
och rykte centrala faktorer i denna identitetsbildnings formaga att harbargera
olika, ibland motsagelsefulla, identiteter. Hogskolans visuella identitet utgdr
forvisso en del av verksamheten men bor inte likstdllas med eller forvéntas
tolka verksamheten i dess helhet.

Nar det som hér, i Kungl. Konsthdgskolans fall, ror sig om en verksamhet
som i hog grad dgnar sig at bildskapande i olika former — vars huvudsakliga
aktivitet dr konstnérligt arbete som mer eller mindre genomsyras av det visu-
ella, visual art, estetiska praktiker, teckenproduktion — &r det uppenbart att
den reella visuella identiteten &r nagot mer komplext och svarfangat dn vad
som vanligen menas med detta begrepp ur ett marknadsféringsperspektiv. Att
forsoka definiera en visuell identitet i detta sammanhang méste betraktas som
niarmast omdjligt, och alla initiativ till att uppna en sddan homogen form mas-
te anses bedrdgliga. Det kan inte begéras, och det dr heller inte 6nskvért, att
en visuell identitet tillfullo ska representera eller gestalta en verksamhet som
redan i hog grad ar fylld av olika slags beréttande och produktion av ideologi,
diskurs, identitet som gar i olika, ibland motsdgelsefulla, riktningar.

Dock ar det vdsentligt for hdgskolans trovardighet att det finns en struktur,
sévil utseende- som rutinmaéssig, for att kommunicera verksamheten. Denna



struktur maste vara s pass definierad att den underlittar arbetet. Samtidigt far
den inte vara for rigid sé att den blir ett sjdlvindamal i sig eller for dominerande
sd att den stér i vigen for verksamhetens manga olika uttrycksformer.

1.3 Inget varumérke

Tidigare rektor for Kungl. Konsthdgskolan, Méns Wrange, skriver i 2014 ars
katalog for avgangsutstdllningen att:

en mindre revolution [har] pagétt i det tysta sedan ett par decennier: New
Public Management. Denna nya managementideologi som i allt hogre grad
genomsyrar [...] det europeiska samhillet syftar i korthet till att all offentligt
finansierad verksamhet ska bedrivas pa samma sétt som det privata narings-
livet. Vare sig det géller vard, skola, hogre utbildning eller konst och kultur
ska verksamheten kunna resultatmaitas, konkurrensutséttas, standardiseras
och inte minst kostnadseffektiviseras efter samma kriterier som géller for
det privata niringslivets organisation och processer for varuproduktion.?

Magnus Fredriksson, forskare i medie- och kommunikationsvetenskap vid
Goteborgs universitet, har i studien Frdn lilla riksvapnet till varumdrke
undersokt vilka effekter denna managementideologi har haft pA myndigheters
kommunikationsstrategier sedan 1970-talet fram till i dag. Rent organisato-
riskt, menar Fredriksson, &r en av de mer uppenbara fordndringarna att:

myndigheterna har gétt frén att vara forvaltningar till att bli organisa-
tioner. Pa sé vis har ledningen fatt stdrre autonomi och storre handlings-
utrymme att sjélv fatta avgérande beslut om mél och strategier och som ett
resultat har myndigheter allt mer kommit att styras utifran féretagsliknande
principer.3

Samtidigt har synlighet, anseende och fortroende blivit viktiga delar av myn-
digheternas kommunikationsarbete, som i 6kande grad handlar om att profilera
organisationen:

Pa samma sétt som foretag har myndigheter borjat formulera visioner och
karnvirden och ”varumérke” har kommit att bli ett &terkommande begrepp
i myndigheters kommunikationsstrategier. Myndigheters varumérkesori-
entering skulle kunna ses som en direkt konsekvens av NPM-reformerna
men till skillnad fran kommuner och landsting ar det f& myndigheter som
bedriver konkurrensutsatt verksamhet. S& om det inte dr konkurrens vad ar
det da som driver myndigheters fokusering pa varumérken?

Fréan politiskt hall har ambitionen med denna omorganisering varit att dka
effektiviteten, forbattra kvaliteten och stirka den offentliga sektorns rykte,
menar Fredriksson. Mot denna bakgrund ar det angeldget att pAminna om att
Kungl. Konsthdgskolan inte &r ett vinstdrivande foretag, vilket innebar att
frédgor som roér kommunikation inte bor besvaras pa samma sitt som i kom-
mersiella verksamheter. En konsthdgskola dr inte detsamma som ett mode-
mirke eller ett techbolag. Kungl. Konsthdgskolan maste forvisso forhélla sig

2 Not safe for work:
Examensutstdllning master
2014 (Stockholm: Kungl.
Konsthdgskolan, 2014), s. 8.

3 Detta och féljande citat
dr himtade ur ”Fran lilla
riksvapnet till varumarke”,
www.jmg.gu.se/forskning/
alla_projekt/fran-lilla-
riksvapnet-till-varumarke
(hdmtad 2020.06.15). Se
dven: Magnus Fredriksson &
Josef Pallas, Med synlighet
som ledstjdrna: en analys
avvilka principer som styr
kommunikationsarbetet i
nationella forvaltnings-
myndigheter (Uppsala:
Department of Informatics
and Media, Uppsala
Universitet, 2013); Olof
Petersson & Jonas Fredén,
Statens symboler (Uppsala:
Maktutredningen, 1987);
Myndigheternas symboler,
red. Henrik Klackenberg,
Vladimir A. Sagerlund &
Johan Haage (Stockholm:
Riksarkivet, 2008).



till begrepp som “’konkurrens” och “profilering” men det far inte tas for givet
att hogskolan agerar enligt strategier sprungna ur de drivkrafter som skisseras
i citaten ovan.

Forhallningssattet bor snarare vara att i den mén man kan tala om varumérke
i samband med offentligt finansierad kultur och utbildning sa &r det nagot som
skapar sig sjilvt genom en profilerad verksamhet — genom studenters och med-
arbetares aktivitet. Darfor har en utgédngspunkt i arbetet med dessa riktlinjer
varit att verksamheten inte bor dramatiseras eller gestaltas genom extra lager
av bildmaéssiga effekter. Varnandet om konstens och bildningens frihet — en
malséttning i1 visionen — dr inte forenligt med synen pa visuell identitet som
ett verktyg for marknadsforing och varumairkesprofilering. Detta innebér att
hogskolans kommunikation pd samma géng som den ska verka for att tillgdng-
liggora verksamheten maste lata konsten och bildningen vara i fred.

Ett led i detta forhéllningssétt &r att inte hemfalla till begrepp sprungna ur
ndringslivets varumirkesstrategier. ”Visuell identitet” &r ett sidant begrepp,
“malgrupp” dr ett annat. En viktig distinktion i sammanhanget ar &ven skillna-
den mellan profilering (branding) och grafisk formgivning. Yrkesrollen grafisk
formgivare har i mangt och mycket ersatts av yrkesroller sprungna ur reklam-
branschen — art directors och visuella kreatorer av olika slag. Riktlinjerna &r
ett forsok att problematisera denna tendens.

1.4 Bortom maélgrupp

Riktlinjerna for grafisk formgivning och kommunikation har utformats med
hinsyn till Kungl. Konsthogskolans tre priméra roller:

1) konstnirlig hogskoleutbildning
2) publik verksamhet
3) statlig myndighet

”Malgrupp” (target group) har blivit en allt vanligare bendmning pa de mén-
niskor som en verksambhet &r till for. Ordet har sitt ursprung i marknadsforing
och implicerar en enkelriktad rorelse fran siljare till kund. Aterigen maste
man ha i dtanke att hogskolans kommunikation inte syftar till att erévra mark-
nadsandelar, snarare bor den utgd fran kravet som svenska hogskolor har att
”samverka med det omgivande samhiéllet och informera om sin verksamhet
samt verka for att forskningsresultat tillkomna vid hogskolan kommer till
nytta” (SFS 2009:45). Utgangspunkt for kommunikationen maste darfor vara
att hogskolan vinder sig till allménheten, det vill séga hela samhillet. Detta
synsitt kan te sig anspraksfullt men maste trots allt vara grundprincipen for en
offentligt férvaltad hogskola. Inte minst &r detta viktigt for arbetet med bred-
dad rekrytering av studenter och medarbetare.

Att foresla begrepp som kan ersétta “malgrupp” ar inte avsikten hér, huvud-
saken 4r att ordet problematiseras. Med det sagt &r det forstds mojligt att iden-
tifiera sarskilda grupper av médnniskor som sannolika mottagare av olika slags
information fran Kungl. Konsthdgskolan. Ibland &r det gymnasieelever, ibland
yrkesverksamma konstndrer och arkitekter, ibland akademiker, gallerister,
mecenater och sa vidare. I enskilda fall kan tilltalet vara specifikt. Men ofta
handlar det om en kombination av olika grupper, som inte séllan har olika



ingéngar till de &mnesomraden som hogskolan dgnar sig at. Darfor ér det vik-
tigt att hogskolans grafiska formgivning och kommunikation priglas av ett all-
maingiltigt och tillgdngligt tilltal — utan att for den skull idiotforklara eller anta
att mottagaren saknar forkunskaper eller formaga att tolka det som ar obekant.

1.5 Skillnaden mellan profilering och fértydligande

I ett projekt av detta slag, som syftar till utveckling av en organisations kom-
munikation, finns det ofta ett omedelbart intresse for innovation. Visserligen
forvéntas det nya vara grundat i verksamheten, samtidigt finns det ofta begér
efter nyhetsvirde och dréommar om det ovidntade och fordndring. En form-
givare av nagot slag — en design- eller kommunikationsbyra eller enskild kre-
ator — forvéntas tolka och omgestalta verksamhetens inre natur till en yttre
representation av sig sjélv i en form som dels tidigare varit okénd, dels gar att
identifiera. Ambitionen att skapa fordndring och samtidigt vara trogen fore-
stéllningar om det essentiella &r inte sdllan motstridig.

I arbetet med dessa riktlinjer har det varit viktigt att gora distinktionen mel-
lan profilering och fortydligande. Ett antagande, baserat pa visionen samt den
historiska analys som redovisas nedan, &r att en ny riktning foér hogskolans
grafiska formgivning och kommunikation inte nddvéindigtvis maste bryta av
mot tidigare riktningar. Under lang tid har hogskolans grafiska profil — i den
man man kan tala om en sddan — varit helt adekvat da den genom sin 1ag-
maélda roll latit verksamhetens reella mangfald trdda fram. Denna egenskap
maste anses vara en tillgdng men &r latt att forbise i arbetet med en projekterad
”visuell identitet”, som ofta syftar till att eliminera avvikande uttryck.

Dock finns det alltid delar i hogskolans kommunikation som kan bli béttre.
”Hogskolan maste vara heterogen men far samtidigt inte vara splittrad”, har
det sagts fran ledningshall med tanke pa att méngfalden och motséigelserna,
som hdgskolan hérbérgerar, ibland kan bidra till uppfattningen att verksamhe-
ten gar i motsatta riktningar. Den eventuella splittringen dr forvisso ett organi-
satoriskt problem som inte enbart kan 16sas med ett grafiskt profilprogram hur
gediget det &n mé vara. Men riktlinjer for hogskolans kommunikation skulle
kunna fortydliga relationer mellan olikheter — och darmed hjélpa verksamhe-
tens organisation.

Malsittningen i detta projekt har darfor varit att genom definitioner av ett
antal riktlinjer och format underlétta for planering, produktion och presentation
av tillimpningar som hogskolan anvénder i kommunikationen med omvirlden.
Riktlinjerna &r formade utifran behovet av enkelhet och elasticitet da kommu-
nikationen av hogskolans verksamhet ska tjéna olika slags behov och fungera i
varierande kanaler. Definitionerna syftar inte enbart till att férenkla vardagen
for medarbetare och studenter utan har dven finansiella och hallbarhetsméssiga
implikationer. En tanke om langsiktighet genomsyrar projektet.



Kongl. Ritare-Academiens
medalj, graverad av Johann
Carl Hedlinger, 1735.
Silver, diameter 35 mm.

4 »Slutet om Malar-
Academierne i Europa och i
synnerhet om den Swenska”,
Anmdrckningar Wid Swenske
Post-Tidningarne, 1735,

nr 34, s.139.

5 Torsten Weimarck,
”Maélningar — *atskillige
wackra Stycken ... men mera
aktade efter dukens finhet,
dn efter den derpa anwinde
konsten ...””, i: Konst och
bildning: studier tillidgnade
Sven Sandstrom den 1 juli
1993, red. Jan-Gunnar Sjélin
(Stockholm: Carlssons,
1994),5.329.
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2 Historik
2.1 Emblem

Kungl. Konsthdgskolan har under merparten av tiden sedan den grundades,
1735, inte haft ndgot storre krav pa sig att uppbéra en konsekvent grafisk pro-
fil eller visuell identitet. Dessa begrepp dr skapelser fran 1900-talet och har
framfor allt haft betydelse under seklets senare hdlft och framat. Inte desto
mindre har Kungl. Konsthogskolan och dess foregédngare haft behov av att
kommunicera sin verksamhet alltsedan den startade. De grafiska tecken och
objekt som genererats i kraft av denna kommunikation skulle kunna betraktas
som foregangare till de riktlinjer som presenteras i denna skrift. Samtidigt &r
det viktigt att pAminna om att olika uttryck fér denna kommunikation, vilka
latt kan uppfattas som snarlika — exempelvis ett sigill fran 1810 och en logotyp
fran 2010 — har skapats under férutséttningar och efter behov som skiljer sig at
vésentligt. I det foljande tecknas en kort historik dver Kungl. Konsthogskolan
och dess kommunikation i syfte att visa pa likheter och skillnader, kontinuitet
och forandring, mellan historiska och nutida utseenden.

Det forsta tillfallet dd& Kongl. Ritare-Academien, som skolan hette da,
ndmns i media dr daterat 1735, i en artikel i Anmdrckningar Wid Swenske
Post-Tidningarne. 1 slutet av texten beskrivs den sérskilda medalj, utformad
av den schweiziske gravoren Johann Carl Hedlinger, som ska tilldelas berom-
vérda elever:

Til dbretedn for bhonmom, jom wid [...]
ocorrigerade tefningars igenomjeende befirmnes hafwa giordt
bdlt (hwiltet i dega dagar ldrer wija jig) jamt til upmuntran
for de Biriga, hafwer hogbemadlte Herr Grefwe Tessin redan
latit 1@ en liten Medaille af Guld. PBa den ena fidban af
denjamma dr Hans Konl. Nan:ts bild, od) pda den andra ett
ungt trdd, fajtbundit wid en vt fdpp, med dega ord:
FORMATUR AD IUSTum, Det far jtid effter det ratta;
od) inunder, PICTURAE ET SCULPTurae ACADemia
HOLMiae INSTituta 1735. €En madlar od) bildthuggar
Gtola invattad i Stodholm dhr 1735.4

Konsthistorikern Torsten Weimarck har beskrivit motivet, ett litet gronskande
trdd som bundits upp mot en stodpinne, som en symbol for en naturbegavad
elev, vars talang maste kultiveras: ”Konstndren dr inte som tidigare en de
dyrbara stoffernas osynlige tjédnare, utan tviartom, nér han inte langre beho-
ver réttesnoret, star han sjdlv — inte materialet — i centrum som skapare och
hans verk utgér materialiseringen av hans sérskilda skicklighet, frukten av en
fostrad och uppdvad naturbegavning.”5 Denna nya syn pé konst och utbild-
ning, som vaxte fram under 1700-talet, manifesterades hér i mottot formatur
ad iustum — ’det som formas efter det rdtta”. Det unga rangliga trédet, det vill
séga eleven, skulle formas med hjilp av en rit képp, det vill siga akademien.

Vid tiden for grundandet av akademien var motivet populért i olika sam-
manhang men det har senare framfor allt forknippats med den franske ldka-
ren Nicolas Andrys’ introduktion till ortopedin, Orthopédie (1741), som da
var en ny gren inom medicinen. Det fastbundna trddet symboliserade héar



korrigerandet av deformationer i den méanskliga kroppen, framfor allt barnets.
Bilden har senare fétt representera olika slags tuktan, t.ex. som illustration i
Michel Foucaults bok om framvixten av det moderna fingelset, Overvakning
och straff (1975).

Det unga trddet med sin stodjande kdpp har beskrivits som skolans for-
sta varumérke och har varit dess symbol dnda fram till 1950-talet.6 Motivet
aterfinns t.ex. i akademiens byggnad pa Fredsgatan i form av trésniderier i
trapphallen:

Vid sidan av detta har ett annat emblem, baserat pa kung Gustav I1I:s mono-
gram, varit den priméra symbolen for verksamheten, som 1810 bytte namn
till Kongl. Academien for de fria konsterna (Konstakademien). Gustav III
var inte Konstakademiens grundare men undertecknade dess forsta Statuter
och Privilegier ar 1773. Emblemets form har under arens lopp modifierats
men sjdlva motivet har varit konsekvent: monogrammet, en vasakérve (den
kungliga Vasaittens sliktvapen) samt tre kronor (Sveriges lilla riksvapen).
Emblemet har materialiserats i allt fran sigill och stdmplar till inskriptioner i
byggnaden. Konstakademien anvénder det &n i dag i digitaliserad form:

Ar 1908 skedde en omorganisering av utbildningen. Akademiens liroverk
fick d& en mer sjdlvstdndig roll som statlig hdgskola, som dock fortsdttnings-
vis skulle administreras av Konstakademien. Utbildningen fick darmed ett
eget namn: Kungl. Konsthogskolan.

De organisatoriska banden med Konstakademien uppldstes i och med
hogskolereformen 1977/78, da staten 6vertog huvudmannaskapet. "Kungl.”
forsvann da fran namnet, som nu dndrades till Konsthdgskolan i Stockholm.
Dock fick hogskolans nya emblem i stora drag behélla motivet fran Konst-

6 Akademien och eleverna,
red. Eva-Lena Bengtsson
(Stockholm: Kungl.
Akademien for de fria kon-
sterna, 2014), s. 14; Torsten
Weimarck, op. cit., s.328f.

Konstakademiens emblem i
olika utféranden.
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Hornskold med putti i
fasaden i Konstakademiens
byggnad pé Fredsgatan.

1995 érs grafiska profil
innebar enhetligt typsnitt i
allt fran korrespondenskort
till inskriptionen ovanfor
entrén.
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akademiens emblem. Men vasakérven férsvann och statens symbol, lilla riks-
vapnet, vixte betydligt medan det kungliga monogrammet krympte:

(OLAN
00%‘t‘®}<5‘%
g @ 2
AR K
O &~
AN < IR

Separationen fran Konstakademien blev utdragen. Forst 1995 hade all under-
visning flyttats till de nuvarande lokalerna pa Skeppsholmen. Vid denna tid
dndrades namnet tillbaka till Kungl. Konsthdgskolan, vilket foranledde en ny
”logotype”, som det kallas i rektor Olle Kéks beslut 1995.12.13. Fyra konstné-
rer tillika ldrare vid hogskolan bjéds in for att lamna skisser. Kjell Strandqvist
utformade det vinnande forslaget. I den fardiga logotypen forsvann lilla riks-
vapnet och dterigen blev Gustav III:s monogram det dominerande elementet.
Man lade éven till artalet 1773 (i romerska siffror), dret da de forsta stadgarna
antogs. Den yttre formen dndrades fran cirkel till oval:

Logotypen ingick dessutom i ett grafiskt profilprogram som gjordes i en for
hogskolan ny omfattning. Satsningen uppfyllde sékert symboliska behov vid
denna tid men dven praktiska skil 14g bakom. En ny adress krdvde nya brev-
papper och kuvert, och de nya lokalerna krivde skyltsystem, vilket gav till-
fdlle att konsolidera den grafiska kommunikationen. Séledes anvindes samma
typsnitt (Garamond 3) i inskriptionen ovanfor entrén savil som i brevpapper,
korrespondenskort, visitkort, faxmall m.m. En begriansad uppséttning farger
definierades till fortryckta dokument. Likasa tillimpades en konsekvent stav-
ning av hogskolans namn i versaler och utan forkortning.

KUNGLIGA KONSTHOGSKOLAN POSTADRESS Box 16315, 103 26 Stockholm
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Omkring 2009 borjade man pé nytt se 6ver den grafiska profilen. Designbyran
Andreas & Fredrika inbjods dé till att ge forslag till ny logotyp, som fick detta
utseende:

==

~
& o
&'Mnnc Xx*Y

>

Men forslaget refuserades av hogskolan. I stillet anlitades designbyran
BankerWessel, vars forslag antogs hosten 2010. Gustav III:s monogram ersat-
tes da med ett nytt monogram i bokstdverna KKH. Kronan krympte négot
jamfort med 1995 ars emblem. Stavningen av prefixet dndrades fran Kungliga
till Kungl., artalet justerades bakét i tid till 1735 (nu i arabiska siffror) och det
nya engelska namnet Royal Institute of Art gjorde entré. Dértill skapades en
variant ddr namnen dubblerades till hoger om emblemet:

Kungl. Konsthdgskolan | Royal Institute of Art

Den frimsta orsaken till uppdateringen tycks ha varit att etablera det engelska
namnet for att mota en véxande efterfragan pa internationell profilering: ”Det
har varit viktigt att spegla skolans tradition och élder, att synliggdra det nya
engelska namnet och att det nya emblemet skulle ha en tydlig igenkénnings-
effekt ifran det nuvarande”, heter det i ett styrelseprotokoll frén 2010. Vért att
notera &r att det ansags som Onskvért att det nya emblemet skulle likna det
foregdende. Monogrammet fick en mer generisk innebdrd (fran GIII till KK H)
men genren som sadan, det kungliga monogrammet, bibeholls.

I och med uppdateringen av logotypen introducerades dven tva nya profil-
typsnitt: Tungsten for rubriker och Caslon 540 for 16pande text, vilka alltsa
ersatte Garamond 3.

2.2 Trycksaker

Det gar som sagt inte att tala om ndgon konsekvent grafisk profil under mer-
parten av den langa tid som Kungl. Konsthdgskolan har verkat. Fore 1995
tycks det inte ha funnits nagot stérre behov av definitioner utéver emblemet.
Nagot som kan verka paradoxalt dr att denna frdnvaro av regelverk dnda
resulterat i langvarigt konsekventa grafiska format. Exempel pa detta ar alla
varianter av fortryckta brevpapper, dir typsnitt férvisso har dndrats Gver tid
beroende pa tryckeriernas utbud, men sjdlva komponenterna (emblem och
kontaktuppgifter) och deras placering har till stor del varit statisk. Ett verk-
ligt profiltypsnitt, utan att ha definierats som sédant, har varit skrivmaskinens
standarduppséttning, som har dominerat hdgskolans kommunikation i sévél
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korrespondens som i utstédllningskataloger under 1900-talet. Med andra ord
har hogskolans grafiska kommunikation ofta varit betingad av externt defi-
nierade format som i hog grad har dikterats av tekniska och administrativa
faktorer och i mindre grad av formgivare. Detta dr for vrigt ett genomgaende
drag i offentliga verksamheters kommunikation under denna epok.

Under 1800-talet borjade Konstakademien allt mer kommunicera genom
tryckta publikationer, t.ex. de adterkommande forteckningarna Gver utstill-
ningar, “lektionskataloger” och ”laroverkskataloger” med upplysningar om
larare och elever, stadgar, aktiviteter m.m. Elevernas egen tidning, Palett-
skrap, grundades 1877.

Skolkatalogerna kom att tryckas arligen frén 1880-talet till 2010-talets bor-
jan, da webbplats och intranét hade gjort dem &verflodiga. Ur grafisk synvin-
kel ar det sérskilt intressant att studera denna mer dn 120-ariga serie tryck-
saker. Hér speglas i viss mén grafiska moden men framfor allt framtréader en
formméssig varaktighet. Pappersformat, typsnitt, disposition m.m. genom-
gick endast obetydliga fordndringar under flera decennier. Utbildningens
namn stod stadigt centrerat pa framsidan ar efter ar. Under 1970-talet &ndra-
des formen en aning: omslagspappret borjade nu skifta kulor varje ar och i
overgéngen fran boktryck till fotosdttning introducerades Times New Roman.
Detta typsnitt anvidndes nistan uteslutande fram till att digitala verktyg blev
norm i borjan av 1990-talet. DA borjade omslagen prydas med bilder och typ-
snitten dndras varje ar fram till att utgivningen upphdrde.

Utstdllningarna har spelat en viktig roll i hogskolans kommunikation, inte
minst genom ackompanjerande kataloger och annonsering. Av naturliga skal
har denna historiskt omfattande produktion av visuell identitet i hog grad
genererats av de konstnérer som varit del i utstdllningarna. Ett aterkommande
drag i kommunikationen har varit larares och studenters manipulationer av
hogskolans emblem. Ett annat vanligt inslag har varit anspelningar pa vad
som skulle kunna betraktas som hdgskolans maskotar: statyerna som star vid
huvudbyggnadens entré — lejonet och vildsvinet.

I perioder har det etablerats konventioner i kommunikationen av utstill-
ningar. Katalogerna till varutstdllningarna under 1970- och 1980-talen é&r alla
stencilerade kompendium i AS-storlek med fiargade forsdttsblad, hiftade i
ovre vinstra hornet. Dessa kataloger &r i sjdlva verket prislistor 6ver utstidllda
objekt och ska inte forvéxlas med de kataloger som producerats i anslutning
till avgéngsutstdllningarna under senare tid. De sistnimnda &r en relativt
ung foreteelse. I och med 1989 ars katalog upphdrde prislistorna och sedan
dess har katalogerna, med nagot undantag, haft olika utseenden frén &r till ar.
Under 2000-talet har i vixande grad externa grafiska formgivare, oftast en ny
for varje ar, anlitats fOr att ansvara for formgivningen.

Ar 2014 anstilldes en s.k. profileringschef, grafiska formgivaren Johan
Hjerpe, som under tva ar prévade att utveckla hogskolans visuella identitet.
Detta resulterade i en rad nya och sinsemellan disparata utseenden — som var
ett led i utforskandet av méjligheter — samtidigt som 2010 &rs profilprogram
till viss del fick leva kvar.

I samband med avgangsutstdllningen 2019 boérjade grafiska formgivaren
Rikard Heberling arbeta mer kontinuerligt med hogskolans kommunikation.
Samma ar anstdlldes Oliver Krug och Joakim Carlson som kommunika-
tionsansvarig respektive kommunikatér. I samarbetet dem emellan har den
grafiska formgivningen av hogskolans kommunikation sedan dess bendmnts



Till vénster: Exempel fran
en serie stencilerade anslag
av Hans Viksten, vilka ofta
tecknades direkt pa hogsko-
lans brevpapper, 1980-1983.
Nedan till vinster: I en per-
formance, Logotype, it Klas
Eriksson tatuera sig med hog-
skolans ddvarande emblem,
2008 (tatueringen finansie-
! rades med produktionsmedel
fran Kungl. Konsthogskolan).
KW&%M Nedan: Exempel pa studen-
ters tolkningar av hogskolans
emblem i trycksaker, 2020,
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7 Nar det giller stavning av
“kunglig” dr det inte alltid
som hogskolans praxis

har stamt 6verens med
statens. Namnéndringen
fran Konsthogskolan i
Stockholm till Kungl.
Konsthdgskolan inférdes

i Hogskoleférordningen
1993 (SFS 1993:952). Sedan
dess stavas namnet i Utrikes
namnbok och Sveriges stats-
kalender med forkortat prefix
(Kungl.). Dock var det efter
namnbytet vanligt att hog-
skolan skrev prefixet utan for-
kortning, vilket médrks i 1995
ars logotyp, inskriptionen
ovanfor entrén m.m. Denna
inkonsekvens atgardades
ioch med 2010 ars logotyp.
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“interimidentiteten”. Detta eftersom det uppstod omedelbara behov av mallar
for produktion av tryckt och digitalt material samtidigt som det fanns ambi-
tioner att géra en mer grundlig genomlysning av kommunikationen for att
etablera mer langsiktiga strukturer. Eftersom langsiktigt tdnkande och sva-
rande pa akuta behov inte alltid &r forenligt etablerades ett provande, lagmalt
format. Formatet vixte fram ur formgivningen av katalogen och annonser for
avgangsutstillningen 2019. Detta arbete utgick i sin tur fran ett specifikt pro-
duktionsmedel: hogskolans risografskrivare. Tanken var att en stor del av hog-
skolans trycksaker skulle ga att producera internt i sma till medelstora uppla-
gor. Detta gjordes t.ex. i form av unika skyltar till utstdllningsrummet Rutiga
golvet samt programblad i 500 exemplar till invigningen av de nya lokalerna
i Mindepartementet. Firgmaissigt baserades formatet pa den begrinsade upp-
sdttning kuldrer som fanns att tillga i risografskrivaren samt en viss sorts
fargade papper som dr vanligt forekommande i butiker for kontorsmaterial.
Det priméra grafiska elementet var standardtypsnittet Times New Roman. En
grundtanke var att lata rubriker, snarare dn bilder, trdda fram i kommunika-
tionen. Med inspiration fran lopsedlar och kungorelser fanns en idé om en
form som skulle vara litt att framstélla under de pressade finansiella och tids-
maissiga ramar som ofta rader.

2.3 Namn

Sett till emblem och officiella dokument har utbildningen verkat under féljande
namn sedan starten:

1735 Kongl. Ritare-Academien

1773  Kongl. Malare- och Bildhuggare-Academien
1810  Kongl. Academien for de fria konsterna

1908 Kungl. Konsthdgskolan

1978 Konsthogskolan i Stockholm

1995 Kungliga Konsthdgskolan

2010 Kungl. Konsthdgskolan / Royal Institute of Art?

I emblemet har det skett ndgon form av &ndring i namnet ungefér vart fem-
tonde ar sedan 1978. Det engelska namnet lyftes fram genom 2010 ars logo-
typ. Dartill har hogskolan sedan ldnge smeknamnet Mejan, vilket har varit
en lika vanlig bendmning, om inte vanligare, som de officiella namnen. Mot
denna bakgrund dr det inte konstigt att det rdder osdkerhet kring hur namnen
bor anvéndas i olika sammanhang. Det forekommer &ven variationer i stav-
ning. Vad giller for namnets forkortning? Récker det med att skriva enbart
Konsthdgskolan eller akronymerna KKH alternativt RIA? Kan smeknamnet
std som avséndare?

Det finns goda skil, inte minst hallbarhetsmissiga, varfoér hogskolan bor
bibehalla sina nuvarande officiella namn. Samtidigt finns behovet av ett for-
tydligande kring deras innebord och funktion. Det finns &ven behov av att
visa pa skillnader mellan de officiella namnen och smeknamnet samt etablera
forhallningssitt for deras anvdndning.



“Strdvan bibehalla

partiets

tdentitet”

Referenser till lejonet och
vildsvinet i f.d. studenters
arbeten: Lena Cronqyvist,
Mellan svinet och lejonet I11,
torrndlsgravyr, 2008; Kjartan
Slettemarks affischstampel
”Superlejonprodukt —

Hog partiet”, 1969 (Super-
lejon var Slettemarks alter
ego, en blinkning till

lejonet och vildsvinet);
malning av Bo Larsson pa
omslaget till Lars Ahlins
roman Det florentinska
vildsvinet, 1991; anonym
teckning fran affischen till
Rundgang-utstéllningen,
2019; teckning av Hans
Viksten fran katalogen till
vérutstéllningen, 1983.
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Stédmpel for dkthetsintyg,
1979.

8 Se t.ex. motioner till
riksdagen 1983/84:1378 och
1984/85:1555.

9 Brev frén rektor Olle Kiks
till Utbildningsdepartementet
(1993.04.13, dnr 12.6/93).
Begéran till regeringen
foregicks av en forfragan

till kungen, som gav sitt
medgivande.

10 visserligen hette Valand
formellt Konsthogskolan
Valand men denna utbildning
har aldrig varit synonym med
”Konsthogskolan” i samma
utstrackning som nuvarande
Kungl. Konsthogskolan.

Se t.ex. Paletten, 1971,

nr3, dir det talas om
”Konsthogskoleeleverna”
och ”Valandseleverna”.
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Det officiella svenska namnet: Kungl. Konsthégskolan

Att en konsthogskola har ett namn som innehaller ordet konsthogskola verkar
rimligt. Vad ordet kunglig har att géra i sammanhanget dr ddremot inte lika
sjdlvklart. Som vi har sett har hogskolan vid olika tider bade avldgsnat och
aterinfort detta prefix.

Den historiska betydelsen av “kunglig” i myndighetsnamn har asyftat den
statliga tillhorigheten. T.ex. hette Socialstyrelsen tidigare Kungl. Medicinal-
styrelsen och Statens fastighetsverk hette tidigare Kungl. Byggnadsstyrelsen.
Fram till 1974 érs regeringsform, d& néstan alla kungens grundlagsenliga
befogenheter avskaffades, var "Kungl. Maj:t” synonymt med de instanser
som i dag kallas regeringen. Med lagéndringen kom uppfattningen att prefixet
borde slopas: framdver skulle nya myndigheter inte bendmnas som kungliga
och i befintliga myndigheters namn skulle det avldgsnas. Men nagot formellt
beslut fattades aldrig. Under 1980-talet debatterades fragan i riksdagen dér
vissa menade att alla kvardrdjande prefix borde tas bort omgéende. Andra
ansdg prefixet vara synonymt med “’statens” och att det dirmed hade en viktig
funktion att markera relationen mellan myndighet och statsapparat.8 I vissa
myndigheters namn har prefixet fatt sta kvar, t.ex. 1 ”Kungliga biblioteket”,
som alltsd inte dr ndgot slottsbibliotek utan det statliga nationalbiblioteket.

Kungl. Akademien for de fria konsterna, ddremot, har i likhet med andra
akademier alltid verkat oberoende av staten, savél fore som efter nya reger-
ingsformen. Men verksamheten har alltid stitt, som det brukar heta, under
beskydd av kungen. Detsamma géllde alltsa for Kungl. Konsthogskolan fram
till 1978, da all hogre undervisning i Sverige forstatligades. Att ddvarande
Kungl. Konsthdgskolan avlagsnade prefixet 1978 var logiskt av tva skal: dels
for att dven 1 namnet sérskilja sig fran f.d. huvudmannen Kungl. Akademien
for de fria konsterna, dels for att folja praxis efter nya regeringsformen.

Franvaron av riksdagsbeslut i fragan om prefixet gjorde det mojligt for hog-
skolan att terinfora det omkring 1993. I den begéran som stélldes fran rektorn
till regeringen motiverades namnéindringen av ’hdgskolans mer dn 200-ariga
tradition som landets ledande utbildningsinstitution inom de fria konsterna”
och att det nya (gamla) namnet “’skulle ha ett stort viarde for hogskolans inter-
nationella kontakter”.9 Atergangen till det ildre namnet kan ses mot bakgrund
av att det vid denna tid tillkom fler konsthdgskolor i Sverige. Konsthdgskolan
vid Umeé universitet inledde sin verksamhet 1987 och Konsthogskolan i
Malmé 1995. Fore 1987 hade det alltsé funnits endast en "Konsthogskolan”
i hela Sverige (jimte en Konstfackskolan).!0 Vid samma tid &terinfordes
prefixet dven av Tekniska hogskolan och Musikhdgskolan som aterigen blev
Kungl. Tekniska hogskolan respektive Kungl. Musikhdgskolan.

Om det var rojalistiska strdmningar som fick dessa hogskolor tillika statliga
myndigheter att aterga till sina gamla namn under 1990-talet kan diskuteras.!!
I Kungl. Konsthogskolans fall handlade det om en &dndring som skedde i sam-
band med den definitiva flytten frdn Konstakademien pa Fredsgatan till egna
lokaler pa Skeppsholmen. Kanske var det separationsédngest som bidrog till att
man genom namnet ville aterknyta till ett historiskt arv.

Paradoxalt nog syftar prefixet i det nuvarande namnet varken pé statligt
huvudmannaskap eller kungligt beskydd. Prefixet aterinférdes i en tid da
nya statliga myndigheter inte ldngre bendmndes som kungliga. Och kungligt
beskydd har hogskolan alltsé inte haft sedan 1978.



Hur ska vi da se pé detta prefix i fallet Kungl. Konsthdgskolan da prefix-
ets ursprungliga betydelser har urvattnats? Oavsett vilket heter hogskolan det
den heter i dag. Kungl. Konsthogskolan dr ett namn vars exakta stavning har
héngt med sedan 1900-talets borjan. Fragan ar vilken vikt namnet kan sidgas
ha for att representera verksamheten. I vilken utstrdckning kan det pa en och
samma gang tradera det forflutna, forhélla sig till savdl samtidens villkor som
framtidens of6rutsdgbarhet? Hur ska namnet tjdna ett vixande behov av inter-
nationalisering som gor 6verséttningen till engelska central?

Angaende namnférvirringen racker det med att konstatera att den dr symp-
tomatisk for en institution som verkat under sa lang tid och, som det formule-
ras i visionen, gang pa gang “formétt uppfinna sig sjilv pa nytt”. Det dr logiskt
att denna uppfinningsrikedom, en i grunden framatstravande natur, fér med
sig historisk belastning och kontradiktioner. Kanske borde de historiska lag-
ren och den motséigelsefullhet som dessa lager bildar snarare framhévas som
en kontinuitet — som en egenskap i sig. Alternativet &r att skynda vidare in i
historielosheten.

Det officiella engelska namnet: Royal Institute of Art

Omkring 2010 &ndrades hogskolans engelska namn fran Royal University
College of Fine Arts till Royal Institute of Art. Precis som i fallet med det
svenska namnet kan det diskuteras i vilken grad det engelska namnet &r en
korrekt spegling av verksamheten. “Royal Institute” dr mdjligen inspire-
rat av KTH:s engelska namn, Royal Institute of Technology. Bendmningen
“institute” dr internationell standard inom hdgre ingenjorsutbildning (t.ex.
Massachusetts Institute of Technology) men inom konstnérlig utbildning &r
den inte lika sjélvklar. Hur som helst &r nu detta namn, Royal Institute of Art,
nagorlunda etablerat. Att hogskolan har tvé officiella namn, ett svenskt och ett
engelskt, dr i enlighet med hogskolans sprakpolicy, som slar fast att Kungl.
Konsthogskolan ska striava efter att ”vara en internationell hogskola dér det ar
lika sjélvklart att tala engelska som svenska med varandra”.!2

Akronymer

Som ndmnts ovan var synliggorandet av det engelska namnet ett viktigt skél
bakom initiativet till en ny logotyp 2010. Strdvan efter mer internationalise-
ring har knappast avtagit sedan dess. I katalogen till avgéngsutstéllningen
2015 gavs det uttryck for en ambition att gora hogskolan “internationellt rele-
vant”. Det antyddes dven att det engelska namnet var det priméra och att det
skulle bendmnas med akronymen RIA.13 Denna katalog var for 6vrigt den
forsta i hogskolans historia med engelska som enda sprak. Framhéivandet
av "RIA” kan ses som ett svar pa det svenska namnets akronym KKH. Den
senare dr en vanligt forekommande informell bendmning, som uppmuntrades
implicit genom 2010 &rs logotyp, diar akronymen (monogrammet) ar i cen-
trum. Tendensen att bendmna hogskolan med en akronym kan ocksa hérledas
till frdgan om internationalisering. Den sprakliga férenkling som akronymen
innebér ansluter till internationella forebilder, t.ex. RCA (Royal College of
Art) och EnsAD (Ecole nationale supérieure des Arts Décoratifs). Akronymen

1 Det kan dven handla om en
allmént historiserande trend,
som inte séllan uppstar i tider
av omstillningar. Ett exempel
fran samma tid ar Konstfack,
som i och med namnbytet
fran Konstfackskolan (1993)
modifierade sitt emblem efter
det nya namnet. Dock behéll
man mottot "insikt och flit”

i forlegad stavning. Emblemet

kanske paminner om ett sigill
fran 1800-talet men ar alltsa
en skapelse fran 1990-talet.

12 ”Sprakpolicy for Kungl.
Konsthogskolan” (rektors-
beslut 2018.06.11).

13 4: Art, red. Stuart Bailey,
Fredrik Ehlin, Angie

Keefer (Stockholm: Kungl.
Konsthogskolan, 2015), 5.4, 8.
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eliminerar sprakliga skillnader; bokstiver och diakritiska tecken som avviker
fran det engelska alfabetet kan undvikas. Fallenhet for akronymer kan ocksa
forstas ur marknadsforingssynvinkel dér sprdk och namn blir varumirke
genom att bli bild. Kanske skulle "KKH” rent grafiskt lampa sig mer som
logotyp jamfort med "Kungl. Konsthdgskolan” (jfr Kungl. Musikhdgskolans
logotyp frén 2011, s.26). Men i all sin férenkling tenderar akronymen att bli
intetsdgande och anonym. Dessutom innebér anvéindningen av akronymer att
antalet bendmningar blir fler, vilket motverkar behovet av ett annat slags for-
enkling som syftar till tydlig, konsekvent kommunikation. Darfor rekommen-
deras att akronymerna KKH och RIA inte anvénds i officiella sammanhang.
Ett undantag dr webbplatsadressen som av praktiska skél ar kkh.se, vilket
foljer praxis for hogskolor i Sverige (jfr hig.se, umu.se, uu.se m.fl.).

Smeknamnet: Mejan

I dagligt tal anvédnds framfor allt smeknamnet Mejan som bendmning pa hog-
skolan, bade pa svenska och engelska. Det anses hdarstamma frén styckgjuta-
ren Gerhard Meyer (1704—1784), som donerade fastigheten pa Fredsgatan till
Konstakademien. En mindre etablerad teori dr att ”Mejan” har sitt ursprung i
grekiskans "Akademeia” 14 Visionen slér fast att det dr endast namnet Mejan
tillsammans med statyerna lejonet och vildsvinet som “bildar det oundgédng-
liga som statt emot alla ombildningar” under verksamhetens historia. Det hdv-
das till och med att hogskolan “heter Mejan” och att ”Kungl. Konsthdgskolan
ar mer en brevstdmpel &n ett namn”. Men detta pastdende maste nyanseras i
en diskussion om hogskolans kommunikation.

Det ar forvisso ett rimligt antagande, att ett smeknamn som ar sé etablerat
som "Mejan” bor betraktas som hogskolans reella namn. Dock dr hogskolans
officiella, juridiska namn likafullt "Kungl. Konsthdgskolan”. Brevstdmpeln
(i symbolisk mening) kan tyckas vara en perifer sak. Men den fyller trots allt
en viktig funktion for de individer som inte tidigare dr bekanta med verksam-
heten. Aven om ”Mejan” ir synonymt med Kungl. Konsthdgskolan i ett visst
sammanhang — bland konstintresserade med anknytning till Sverige (fram-
for allt Stockholm) — dr det dnda att betrakta som ett timligen internt namn.
En bredare allménhet kanske inte heller kdnner till ”Kungl. Konsthdgskolan”
men har &ndd mojlighet att bilda sig en uppfattning om verksamhetens
innehall utifrdn namnet. Detsamma kan inte sdgas om “Mejan”. Darfor bor
”Kungl. Konsthogskolan”, sa linge detta namn star som avsdndare i brev-
stdmpeln, anvédndas i alla formella ssmmanhang sé att kommunikationen blir
konsekvent.

Med det sagt bor "Mejan” givetvis anvindas sd som redan gors: som smek-
namn i bade tal och text. Precis som for alla smeknamn méste graden av
formalitet i sammanhanget avgora om det dr ldmpligt eller inte att nyttja.
”Mejan” har lange anvénts som prefix eller suffix med andra ord for att bilda
namn pa funktioner och aktiviteter inom hogskolans verksambhet, t.ex. Café
Mejan, Galleri Mejan, Club Mejan, Mejan Labs, Mejan Arc, Mejan Residents,
Mejan News m.m. Denna tradition &r ett gott exempel pa hur hogskolans
informella sidor kan formaliseras i kommunikationen.



2.4 Syntes

Ett historiskt arv maste reflekteras kritiskt. Vad kan vi dra for slutsatser av
historien om Kungl. Konsthdgskolans emblem, trycksaker och namn? Vilka
riktlinjer kan stakas ut infér framtiden mot denna bakgrund? Ar ens historien
nodvindig att forhalla sig till fér hogskolans kommunikation? Ar det just pa
grund av att hogskolan &r dverbelastad med historia, som gjort det svart att
forhalla sig till samtiden i sin kommunikation?

Det finns en del att onska om man ser till hur den anrika historien har
gestaltats i hogskolans grafiska profiler fran 1990-talet och framat. Hér spokar
historien — den gar igen snarare &n framat. Emblemet fran 2010 signalerar utan
tvivel nadgot anrikt men &r, vilket 6versikten ovan visar, en digital produkt som
anpassats efter 1995 ars historiserande imitation av ett tidigmodernt sigill.
Det skulle kunna betraktas som en symbol for historiens slut, ett svart hil som
sugit upp olika tecken fran olika tider, tecken som forlorat sin ursprungliga
betydelse och nu endast formedlar bilden av historien sdsom varumaérke.

Emblemet har varit en projektionsyta for olika tiders synsitt. Artal har dnd-
rats, namn har dndrats, monogram har &ndrats, kronor har forstorats och for-
minskats. Men fordndringarna &r i sig ett slags kontinuitet, och emblemet som
sadant verkar behdvas. Inte minst méste i dag hogskolan kunna representeras
i ssammanhang som ligger utanfor verksamhetens egna kanaler, ofta i samver-
kan med andra aktorer. I den lilla cirkelformade yta som utmérker en anvéin-
dare i sociala medier beh6vs en ikon. Och fortfarande, hur férdldrat det &n kan
lata, finns behovet av att férmedla trovédrdighet genom ett korrespondenskort.

Tyvérr dr fragan inte langre vilken av de historiska inkarnationerna som
ar den mest adekvata i nutiden; alla dr daterade. Om det hade funnits ett
anvindbart dldre emblem som hidngt med over tid vore det kanske motiverat
att behalla detta. Vitterhetsakademien hade exempelvis vett nog att under det
sena 1700-talet anta en evigt harmlds symbol: solstralar som belyser ett solur.
Detsamma giller tyvirr inte Konstakademiens fastsurrade tréd, vars béastfore-
datum visade sig vara 1950-talet.15 Gustav III:s monogram &r uppenbarligen
ocksa inaktuellt, vilket man forsokte atgarda genom 2010 ars monogramrevi-
sion. Men att ersitta ett kungligt monogram med en imitation kan inte heller
vara rétt vig for en verksamhet som ska existera i sina samtida sammanhang.

Att det behdvs ndgot slags emblem likt de tidigare &r klart. Da aterstar fra-
gan hur ett sadant emblem, som bade tar hdnsyn till historia och framtid, kan
genereras.

Fran silver till datafil. Det &r symboliken — eller
franvaron av symbolik — och inte ett specifikt
utseende som gor symbolen mer eller mindre hall-
bar. Vitterhetsakademiens emblem har dverlevt
mediala fordndringar sedan slutet av 1700-talet.

Refuserade forslag till nytt
emblem: Det svarta halet och
Onskebrunnen, 2020.

15 Synen pa konstnirlig
utbildning sdsom en rat
képp, mot vilka elever ska
bindas fast, dr radikalt annor-
lunda inom dagens Kungl.
Konsthdgskolan.
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Tva varianter av lilla riks-
vapnet: olika gestaltningar,
samma vapen.
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3 Grafiska element 1 Kungl. Konsthdgskolans
kommunikation

I det foljande definieras tva priméra grafiska element — ett vapen och ett typ-
snitt — som bor anvidndas i Kungl. Konsthdgskolans kommunikation framéver.
Definitionerna syftar framst till att visa pa synsétt snarare dn att ge specifika
direktiv. Darfor bor riktlinjerna som dras upp inte betraktas som en grafisk
manual i vanlig bemérkelse. En ldrdom av det forflutna dr att grafiska manualer
inte foljs eller gar att f6lja nagon ldangre tid, vilket ar helt naturligt for en verk-
samhet “som vill, och ska, vara fylld av motségelser”. Av denna anledning ar
idén om en grafisk manual inte forenlig med hogskolans héllbarhetsméal. Om
vi i stéllet betraktar dessa riktlinjer som ett forhallningssétt, som ar ppet for
tolkning och anpassning, kan de mojligen svara battre mot de forédndringar som
hogskolan stélls infor med jimna mellanrum. Visentligt i detta forhallnings-
sdtt dr att radikalt — grundligt — ta fasta pa eller atervinna tidigare riktningar
som visat sig anvéndbara.

3.1 Ettvapen (som ar manga)

I ett forsok att gd bortom de sentida villkor for kommunikation av offent-
liga kulturinstitutioner och hogskolor, som allt mer dikteras av varumérkets
logik, pekar dessa riktlinjer mot en annan historia om visuell kommunikation:
heraldiken. Heraldik &r ldran om den typ av mirken som kallas vapen. Med
ett heraldiskt vapen dr det mojligt att utmérka sig i bild pa ett sétt som hér-
stammar fran medeltiden och som samtidigt uppfyller nutidens krav pé visuell
kommunikation. Heraldiken lyder under vissa traditionella och internationellt
accepterade regler betrdffande farger, former och kompositioner.

Nar man faststéller ett vapen dr det inte bilden utan blasoneringen som fast-
stélls. En blasonering &r en verbal beskrivning av en bild. Till exempel defi-
nieras lilla riksvapnet (ett av Sveriges tva officiella riksvapen) i blasoneringen
”en med kunglig krona kront bla skdld med tre 6ppna kronor av guld, ordnade
tva over en” (SFS 1982:268). Pa sa vis skiljer sig heraldiska vapen frén logo-
typer, som alltid definieras enligt ett sirskilt utseende. Déarfor kan man se ett
och samma vapen i olika utféranden, men det 4r 4nda att betrakta som samma
vapen. Sveriges statsheraldiker, Henrik Klackenberg, har beskrivit forhallandet
mellan blasonering och vapen sé hér:

Termen [blasonering] dr hdmtad fran franskan och betyder verbal beskriv-
ning av ett vapen. Redan pa 1200-talet hade man i Frankrike utvecklat en
speciell terminologi for en distinkt verbal beskrivning av en vapenskold.
Med blasoneringen faststills vapnets innehdll i den exakta heraldiska ter-
minologin for former, figurer, delningslinjer, farger och annat. Ett vapen
ar salunda faststéllt till sitt innehall, men inte till en viss bild eller utform-
ning. Denna heraldiska egenhet gor att det finns en stor konstnérlig frihet
att med utgangspunkt i blasoneringen utforma en bild av vapnet. Det finns
salunda lika manga versioner av ett vapen som det finns konstnérer och
sa lange som bilden foljer blasoneringen &r det en korrekt atergivning av
vapnet. Man kan likna relationen mellan blasonering och vapenbild med



den mellan noter och musik, det vill sdga en transformering av skrift till
bild respektive ljud.16

Heraldiken forenar alltsa pa samma géng bestdndighet mot och foljsamhet
med samhillets mediala fordndringar; att kommunikationssystem forédndras
over tid paverkar inte de heraldiska principerna. Tack vare denna flexibili-
tet har heraldiken kunnat &verleva genom arhundraden. Séledes 4r den forsta
svenska manualen i &mnet, Carl Ugglas Inledning til heraldiken, publicerad
1746, anvéndbar 4n i dag.

I dldre tider utfardades blasoneringen av den regerande monarken eller
regeringen i ett s.k. skoldebrev. Férutom blasoneringen inneholl skdldebrevet
en avbildning av vapnet. Till en borjan syftade vapnet pa en person eller en
slakt, men mycket tidigt anvénde &ven riken och stdder vapen. Férutom stora
och lilla riksvapnet finns det i Sverige vapen for landskap, 1an, kommuner och
stift. Myndigheter har ocksa vapen. I Sverige dr det Riksarkivet som ansva-
rar for den offentliga heraldiken. Hiar gors modellritningar till vapen, flag-
gor, emblem och andra mérken pa uppdrag av myndigheter och kommuner.
Forutom dessa uppdrag, diar Riksarkivets heraldiska enhet fungerar som en
designbyra, hanteras en stor méngd forfragningar om heraldik. Det kan handla
om identifieringar av vapen och sigill, samt granskningar av forslag till nya
vapen och logotyper inom det statliga och kommunala omradet. Riksarkivet
har ansvar for att heraldiska vapen och symboler, som syftar pa staten eller
myndigheter, utfors i enlighet med géngse heraldiska normer samt att lagen
som styr deras anvdndning foljs.

Lejonet och vildsvinet

Kungl. Konsthdgskolans nya emblem ar baserat pa en blasonering som har
tagits fram i samrdd med Riksarkivets heraldiska enhet. Utgangspunkten for
blasoneringen &r statyerna som star vid huvudbyggnadens entré: lejonet och
vildsvinet.

Statyerna ar bronsavgjutningar av de gipsstatyer som star i entrén i Konst-
akademiens byggnad. De gjordes 1995 av konstnédrerna och ldrarna Heinrich
Miillner och Mikael Beckman-Thoor i samband med inflyttningen i lokalerna
pa Skeppsholmen. Statyerna som stir i Konstakademien &r ocksa kopior.
Lejonet har sin forlaga i en marmorskulptur uppford i slutet av 1500-talet
i Villa Medici i Rom. Vildsvinet &r en kopia av en bronsskulptur uppford
i Florens under 1630-talet. Dessa skapelser fran rendssansen, som i sin tur
dr baserade pa antika forlagor, har blivit kopierade till liknande offentliga

16 Henrik Klackenberg,
”Heraldik: grafisk design
med medeltida rotter”,
www.humanistportalen.se/
artiklar/heraldik (hdmtad
2020.06.15).

Stockholm hade fran borjan
bilden av en befést stad i sitt
sigill men bytte efterhand ut
denna mot bilden av S:t Erik.
Det éldsta kidnda avtrycket dr
fran 1376, en bild som i stora
drag finns i det nuvarande
vapnet. Forst 1923 antog
davarande stadsfullméktige
formellt S:t Erik som stadens
symbol. Konstniren Yngve
Berg tecknade S:t Erik pa
1920-talet. Mirket utveckla-
des senare av grafiska form-
givaren Karl-Erik Forsberg
och det dr den versionen som
anvinds i dag i en reviderad
form. Vapnets blasonering
lyder: I blatt filt ett kront

S:t Erikshuvud av guld.

Se Henrik Klackenberg,

”S:t Erik och andra symboler
for Stockholm”, i: Stockholm
huvudstaden, red. Ulf
Sorenson (Stockholm:

Lind & Co, 2007), 5.20-26.
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Ovan: gipsstatyerna i

entrén till Konstakademien.
Till hoger: gipserna till
bronsavgjutningarna i de nya
lokalerna pa Skeppsholmen,
1995.

17se Ragnar Josephson,
”Vart forsta antikmuseum”,
i Nationalmusei drsbok 1927
(Stockholm: Norstedt, 1928),
s.1-41.

18 3¢ Barbro Andersson,

”’In som ett lejon, ut som ett
svin’: intervjuer med fore detta
elever vid Konsthogskolan

pa 1980-talet”, i: Praktiske
grunde: tidsskrift for kultur-
og samfundsvidenskab, 2008,
nrl,s.54-65.
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skulpturer dver stora delar av viarlden. Som lejonet och vildsvinet sjdlva berét-
tar i visionen tillhor de “ett arv av kopior”. Till Sverige kom de 1698 som
gipsavgjutningar fran Frankrike, pa initiativ av Nicodemus Tessin den yngre.
Inspirerad av den franska konstakademien ville han grunda en liknande inrétt-
ning i Stockholm, da det fanns en vixande efterfragan pa skulptérer och deko-
ratdrer i och med byggandet av Stockholms slott. I form av ett “antikmuseum”
skulle de importerade gipsavgjutningarna av antika skulpturer ge stod i utbil-
dandet av konstnérer.17

Lejonet och vildsvinet hamnade senare i entrén i Konstakademien dér de
alltsa star dn i dag. Sedan dess har medarbetare och studenter kommit och gatt
men alla har de passerat mellan statyerna. Talesdttet att studenterna kommer
in pa skolan som oborstade svin och efter utbildningen gar ut som stolta lejon
(eller &r det tvirtom?) har en l&ng tradition.!8

Kungl. Konsthdgskolans vision, som har titeln In som ett lejon, ut som ett
svin, erbjuder en mer komplex tolkning av de mojliga egenskaper som lejonet
och vildsvinet kan tinkas symbolisera. I berittelsen spelar de viktiga roller
som vittnen till verksamhetens langa historia men ocksa som foretrddare for
skilda konstnérliga forhallningssétt. Pa sa sitt representerar de en dikotomi,
en dialog mellan of6érenliga komponenter som maste férhalla sig till varandra
i en dndlos forhandling: détid och framtid, hdger och vénster, hogt och 14gt,
apolliniskt och dionysiskt, bokigt och majestétiskt. Som vi har sett dr djuren
en dterkommande referens bland medarbetare och studenter. I motsats till
hogskolans forsta symbol, det fastsurrade triadet, mojliggor lejonet och vild-
svinet — i kraft av deras urvattnade betydelse som kopior av kopior av kopior —
en dppenhet for tolkningar framdver som badar gott ur héllbarhetssynvinkel.
Mot denna bakgrund &r det hog tid att de tar plats i hogskolans emblem.

Foto: Johannes Edberg



Blasonering av vapen for Kungl. Konsthogskolan pé svenska:

1 fiilt av silver ett gdende lejon dtfoljt
nedan av ett dt sinister gdende vildsvin,
bdgge svarta med rod beviiring.
Skolden kront med kunglig krona.

Blasonering av vapen for Kungl. Konsthdgskolan pé engelska:

Argent, a lion and a boar in pale counter
passant Sable, armed Gules. The shield
is surmounted by the royal crown.

Vad betyder detta pd ren svenska?

En blasonering &r alltid s& koncis som mgjligt. Terminologin utgors av en del
dldre ord, i synnerhet franska eftersom detta sprak var dominerande i sam-
manhanget for heraldikens framvéxt. I engelska blasoneringar har majoriteten
av termerna sitt ursprung i dldre franska, t.ex. tinkturerna: Argent (silver),
Sable (svart) och Gules (rott).

Med tinktur menas fargverkan och detta dr samlingsbegreppet for farger
och metaller. Heraldikens fargséttning dr begrénsad. Mojliga farger ar blatt,
grént, purpur, rott och svart. Mojliga metaller dr guld och silver. I en blaso-
nering bor farger kontrasteras med metaller, darfor &r lejonet och vildsvinet
svarta mot en bakgrund i silver. I sammanhang da tinkturer inte 4r mdjliga att
avbilda, t.ex. i trycktekniker som tillater endast en férg, kan de dverséttas med
sdrskilda monster (s.k. skraffering). Silver aterges inte séllan som vitt.

”Ett at sinister gadende vildsvin” betyder att vildsvinet gar &t vinster (sinis-
ter pa latin). Varfor gar da vildsvinet at hoger i bilden? I blasoneringar anges
riktningen sett frdn en tankt skoldbérares perspektiv. Om djurets riktning
inte ndmns i en blasonering — som i fallet med lejonet — ar det per automatik
gaende at vénster i bilden (skdldbararens hoger, dexter pa latin).

Att bevidring anges betyder att djuren har klovar, klor, ndbb, horn, tunga
eller andra delar av kroppen i en annan tinktur dn djuret i 6vrigt. I fallet med
lejonet och vildsvinet har de alltsd rod beviring, vilket 6ppnar for manga
tolkningar.

Varfor dr skélden ”kront med kunglig krona”?

Varje myndighet i Sverige har rétt att anvénda statssymboler i sin kommuni-
kation. Statsemblemet kunglig krona &r en sddan symbol. Kronan &r skyddad
i lag och far inte anvédndas i ndringsverksamhet utan tillstdnd frén Patent-
och registreringsverket. Kronan &r pa sa sitt en av fa symboler i dag som

Tva gestaltningar av blaso-
neringen har tagits fram

for dessa riktlinjer. Ovan:
ritning av Riksarkivets
heraldiske konstnar Henrik
Dabhlstrém, Stockholm,

april 2020 (Riksarkivet dnr
61-2020/1767). Nedan: ritning
av Jacob Gronbech Jensen,
Kopenhamn, juli 2020. Dessa
bilder &r férenklade mono-
kroma versioner av vapnet.
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atminstone juridiskt visar pa skillnader mellan offentliga och privata inrétt-
ningar. Skolden och kronan i Kungl. Konsthdgskolans vapen dr dirmed givna
av Riksarkivets heraldiska enhet. De &r ett standardformat.

Kronor av olika slag forekommer inte séllan i monarkiers konstnérliga
hogskolors emblem. Nuvarande logotyper for Koninklijke Academie van
Beeldende Kunsten i Haag och Kungl. Musikhogskolan i Stockholm dr exem-
pel pa gestaltningar av kungakronor som anknyter till en berdttelse om det
kungliga sdsom varumérke: en nutida representation av nagot anrikt. (I den
forra anspelar prickarna pa en stjarnbild i form av en krona och i den senare
anspelar M:et i ”’KMH” pa en krona.) Likasa 2010 ars logotyp for Kungl.
Konsthdgskolan kan inordnas i denna kategori. Kronan &r i detta fall infogad
som illustration av ordet kunglig. Genom imitation av det kungliga mono-
grammet GIII refererar monogrammet KKH under en kungakrona framfor
allt till bilden av nagot kungligt i bemérkelsen rojalistiskt.

Till skillnad fran 2010 ars logotyp &r kronan i det nya vapnet formalise-
rad till en standardiserad form for kronor i svenska myndigheters symboler.
Genom blasoneringen anknyter kronan i vapnet till det statliga huvudmanna-
skapet och inte som tidigare till en missuppfattning om att hogskolan skulle sta
under kungligt beskydd.

1 praktiken

Som nédmnts ovan kan blasoneringen liknas vid ett partitur som kommer till
uttryck genom gestaltning. Andra metaforer dr recept och kod. Innehallet i
blasoneringen far ddrmed ett visst oberoende fran det konstnérliga utféran-
det. Lejonet och vildsvinet i blasoneringen utgér forvisso fran statyerna men
gestaltningar maste ingalunda ta hénsyn till detta; lejon och vildsvin kan
tolkas i vid bemaérkelse. Den heraldiska principen kan ddrmed relateras till
traditionen att ldrare och studenter gor egna tolkningar av sévil hogskolans
emblem som av lejonet och vildsvinet.

Tolkningen av blasoneringen innebédr en mdjlighet att vara skalenlig och
materialspecifik. I stora format kan teckningen vara mer detaljerad, i mindre
format kan den vara mer férenklad. Vapnet kan dessutom Overséttas till en
fana eller ett sigill (men da aterges inte kronan och skdlden).

Tva versioner av vapnet har utvecklats for dessa riktlinjer, varav den ena
inledningsvis kommer att tillimpas i de flesta sammanhang dar hogskolan
kommunicerar sin verksamhet. Men gestaltningen i fraga ska inte betraktas
som en standardiserad logotyp. I de fall da gestaltningen av ndgon anledning
inte dr ldmplig finns mojligheten att skapa en alternativ bild utifrdn blasone-
ringen. Alla gestaltningar &r att betrakta som exempel.

Det finns dock inget sjdlvindamal i att ha olika gestaltningar av vapnet i
olika tillimpningar. Tanken &r inte att en variant av vapnet ska forekomma
i brevhuvud och en annan variant pa kuvert. Ddremot finns mgjligheten, om
finansiering tillater och sdrskilda behov fordrar, att ta fram skrdddarsydda
gestaltningar for specifika dndamal. Vapnet (blasoneringen) kan pa sa sitt
betraktas bade som avsédndare och budskap och framtrida som (ny) bild i
olika sammanhang dir hogskolans verksamhet kommuniceras. Detta mojlig-
gor bade framtida férdndringar av vapnets utseende och historiska tolkningar
utifran historiska tekniker och medier. Med det sagt &r det inte konstigt om



heraldiken uppfattas som forlegad, men det ér just dess historia som gor heral-
diken till en framfor allt framatblickande princip. Den ar forutseende av of6r-
utsedda behov.

Vidare ldsning om heraldik

Henrik Klackenberg, "Heraldik: grafisk design med medeltida rotter”,
www.humanistportalen.se/artiklar/heraldik (publ. 2012.09.17, hamtad 2020.06.15).

Clara Nevéus & Bror Jacques de Waern, Ny svensk vapenbok (Stockholm: Riksarkivet, 1992).

Stephen Slater, The Complete Book of Heraldry (London: Lorenz, 2002).

Carl Uggla, Inledning til heraldiken (Stockholm: 1746), ny utgava med introduktion av Jens
Christian Berlin (Goteborg: Svenska heraldiska féreningen, 2011).

Inom heraldiken ar bade
lejon och vildsvin vanliga
motiv med lang historia.
Exempelvis forekommer de
i: en skold fran 1380-talet
med dtten Svinakulas vapen
(Kristdala kyrka, Smaland);
Danmarks lilla riksvapen,
vars forsta kinda exempel
aterfinns i kung Knut VI:s
sigill (ca 1190, tecknat av
Julius Magnus Petersen,
1882); Ystads kommun-
vapen (malat av Vladimir A.
Sagerlund, ca 2005); vapnet
for orlogsfartyget HMS
Ornd (SVG-fil skapad av
wikipediaanviandaren
”Lokal_Profil”, 2008).
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19 Citerad i James Moran,
Stanley Morison: His
Typographic Achievement
(New York: Hastings
House, 1971), 5.128.

20 Morison i brev till D.B.
Updike, 1937.09.15. Stanley
Morison and D. B. Updike:
Selected Correspondence,
red. David McKitterick
(London: Scolar Press,
1980), s. 185.

21 valter Falk,
Bokstavsformer och typsnitt
genom tiderna (Stockholm:
Prisma, 1975), s.198;
https://sv.wikipedia.org/
wiki/Times New_ Roman
(hdmtad 2020.06.15).
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3.2 Etttypsnitt (som dr ménga)

En standardisering av Kungl. Konsthdgskolans typografiska utformning har
flera syften. Sammanhéingande typografi gor det lattare for lasaren att orien-
tera sig i ett textmaterial fran hogskolan och bidrar till igenkénning. Enhetliga
typsnitt underléttar dessutom den tekniska framstéllningen av publikationer
som ska fungera i olika medier.

Times New Roman &r det typsnitt som bor anvdndas framover i Kungl.
Konsthogskolans grafiska kommunikation. Den l6pande texten i denna skrift
ar satt med Times New Roman i storleken 9 punkter.

Ursprungligen utvecklades typsnittet for den brittiska dagstidningen The
Times och offentliggjordes den 3 oktober 1932 i denna tidning. Det ritades av
Victor Lardent, illustratdr vid The Times, under ledning av Stanley Morison,
som hade anlitats av tidningen som typografisk rddgivare. Typsnittet tillver-
kades och saldes av Monotype Corporation i England. Formgivningen utgick
till viss del frén ett dldre typsnitt, Monotype Plantin, men resultatet avviker
vésentligt fran forlagan.

”Times New Roman dr nytt”, menade Morison, “men samtidigt som det ar
en innovation ar det ocksa ndgot av en reaktion”.19 Typsnittet var ett kritiskt
svar pa dels s.k. bokkonst — det som Morison ansdg vara en elitistisk, historise-
rande typografi som hade vuxit fram genom privatpressrorelsen efter William
Morris — dels det Sverflod av traditionslosa dussintypsnitt som dominerade
massproducerade trycksaker i borjan av 1900-talet. Times New Roman utfor-
mades enligt en anakronistisk och eklektisk metod. Det innovativa bestod i
att forena kvaliteter fran olika stadier av antikvatypsnittens utveckling sedan
1500-talet och framat. Metoden padminner om collage- eller lappteknik. Pa
detaljniva uppvisar Times New Roman en méngd inkonsekventa egenheter
som bryter mot traditionella principer for formgivning av typsnitt. Séledes
kan det betraktas som ett resultat av flera anonyma hantverkare vars arbete
stracker sig dver tid och rum.

Detta blandade ursprung, menade Morison, var ett forsok att gora typsnittets
utseende sa opersonligt och identitetslost som mdjligt: It has the merit of not
looking as if it had been designed by somebody in particular”.20 Ett uttrycks-
16st uttryck syftade till allméngiltighet. Denna kvalitet — fortrogenhet, bekant-
skap — var enligt Morison en forutséttning for god lasbarhet, som i sin tur var
avgorande for ldsforstaelse.

Tillgdnglighet

Aven om typsnittet var avsett for tidningstryck har det kommit att betraktas
som ”1900-talets mest universella typsnitt” och “virldens kanske mest anvinda
typsnitt”.2! Digitala mediers framvéxt har intensifierat spridningen. Utan tvivel
ar det ett av de mest kénda typsnitten i dag.

I svenskt myndighetstryck har typsnittet anvénts flitigt. Redan 1957 infor-
des det i Sveriges statskalender. Det var ldnge standardtypsnitt i Statens
offentliga utredningar och anvénds fortfarande i Svensk forfattningssamling
(sedan 1972). Aven i konstvirlden 4r det ett vanligt forekommande typsnitt,
inte minst i ett svenskt sammanhang. Moderna Museet, Index och Konsthall C
ar alla exempel pa konstinstitutioner i Stockholm som under senare tid anvént



Times New Roman som profiltypsnitt. Som ndmnts anvéindes typsnittet under
lang tid i Kungl. Konsthogskolans skolkataloger.

Det finns en mingd digitaliserade tolkningar av Times New Roman. Ett
typsnitt med detta namn &r installerat pa férhand i de flesta datorer. Inte sédllan
ar det standardtypsnitt i webbldsare. Kungl. Konsthdgskolans webbplats bor
vara instélld s att sidorna renderas i den version av Times New Roman som
finns installerad pa besdkarens enhet. Detta medfor &ven ekonomiska fordelar
da hogskolan far minskade kostnader for licensavgifter for typsnitt.

Bland alla varianter av Times New Roman finns det ingen sérskild version
som Kungl. Konsthdgskolan bor anvianda. Snarare dr alla typsnitt som &r base-
rade pa forlagorna fran Monotype att betrakta som hdgskolans profiltypsnitt.

Om typsnittet dr s& allmént spritt, och kanske till och med uppfattas
som slitet, kan man undra varfor det ska anvéndas &ven av Kungl. Konst-
hogskolan. Men det &r just det som &r tanken. Typsnittets vanlighet gor det
svart att tillskriva dess form nagra identitetsméissiga egenskaper, vilket ger
spelrum i kommunikationen for hdgskolans ménga olika identiteter, intressen
och behov. Typsnittet erbjuder dessutom mojligheter till variation genom ett
flertal skdrningar. Precis som dialekt, rostldge, vokabuldr m.m. paverkar hur
sprak kommunicerar kan Times New Roman verka i en médngd olika tonaliteter
beroende pa hur det anvénds.

Konsthall C

Svensk forfattningssamling 1972
KUNSTHALLE BERN
Regeringens proposition 2024/25:1
Moderna Museets Vianner 2019

STATSKALENDER 1957

KUNSTHAL

CHARLOTTENBORG
Allméanna Forlaget
Index

Vidare lasning om Times New Roman

Nicolas Barker, Stanley Morison (London: Macmillan, 1972), s.291-293.

John Dreyfus, ”The Evolution of Times New Roman”, Penrose Annual, 1973, vol.66,
s.165-174.

Allen Hutt, ”Times New Roman: A Reassessment”, Journal of Typographic Research, 1970,
vol.4, nr3,s.259-270.

Walter Tracy, Letters of Credit: A View of Type Design (London: Gordon Fraser, 1986),
s.194-210.

Letter perfect

Framsida till broschyr om
Times New Roman (New
York: Crowell-Collier, 1943).
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Kungdrelser et meddelanden
var namnet pa studentkarens
“notis- och tyckar-organ” i
bérjan av 1970-talet. Ovan:
septembernumret 1972.

22 Detta och foljande

citat &r himtade ur Svensk
ordbok (Stockholm: Svenska
Akademien, 2009).

23 Susan Sontag, "Affischer:
reklam, konst, politiska
verktyg, handelsvara”, i:
Revolutionens konst: affi-
scher fran Kuba 1959—-1970
[The Art of Revolution: 96
Posters from Cuba,1970],
red. Dugald Stermer, dvers.
Suzanne Palme (Stockholm:
Wabhlstrom & Widstrand,
1970), s.5.
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4 Kungorande

Kungl. Konsthdgskolan samlar en omfattande kunskap om hur konsten blir
publik och upplevs. Hér gors inte bara konsten — hér framtréder den, hér kan
den erfaras. Sedan 1784 har studenters arbeten visats for allménheten i arliga
utstéllningar. Vidare dr publikationer, dppna foreldsningar och symposier
naturliga kontaktytor mellan hogskolan och samhallet. I det foljande skisseras
ett sarskilt forhallningssétt till kommunikation kring dessa aktiviteter, vilket
fatt bendmningen “kungdrande”.

Med kungorelse menas vanligen ett offentligt meddelande fran svenska
myndigheter, som syftar till att informera samhéllet om utfardade lagar och
forordningar. Ordet har tidigare varit mer vanligt som bendmning pa muntliga
och skriftliga tillkdnnagivanden av olika slag. Kungérande &r bade handling
och produkt: en sdndare kungdr, mottagaren tar del av en kungorelse. Kungl.
Konsthdgskolans historia ger ocksa nagra exempel pa nér ordet férekommer,
som i namnet pé ett av studentkérens organ: Kungérelser et meddelanden.
Alldeles intill lejonet och vildsvinet i Konstakademiens entré finns en anslags-
tavla med Gverskriften ”Kungorelser” huggen i sten som en del av viggen.
Tavlan for kungorelser har under lang tid varit central for att informera om
hogskolans aktiviteter.

4.1 Anslag kontra affisch

Synonymt med kungorelsen i dess materialiserade form &r det publika anslaget.
Ett anslag definieras som ett “skriftligt meddelande som &r uppsatt pa vl synlig
plats, mindre 4n affisch, plakat o.d. och vanligen riktat till begrinsad grupp”.22
Anslag ska inte forvéxlas med affisch, det senare innebér ett “storre (illustrerat)
anslag som placeras pa vil synlig plats, vanligen med budskap av dvertalande
karaktér som propaganda eller reklam”. Skillnader mellan anslag och affisch
handlar alltsd om storlek, budskap och utseende. I anslaget 4r meddelandet
skriftligt”, i affischen 4r det “illustrerat”. Amnet har diskuterats ingdende av
den amerikanska forfattaren och kritikern Susan Sontag i essdn “Affischer:
reklam, konst, politiska verktyg, handelsvara” (1970):

Affischer [posters] ér inte bara publika anslag [public notices). [...] Biagge
riktar sig till ménniskor som okidnda medborgare och inte som individer.
Men en forutsittning for affischen dr det moderna publikbegreppet, enligt
vilket medborgarna framfor allt betraktas som dskédare och konsumenter.
Ett publikt anslag syftar till att ge upplysningar eller férhéllningsregler. En
affisch syftar till att locka, fresta, sélja, vigleda, 6vertala, appellera. Medan
ett publikt anslag sprider information till intresserade eller uppméarksamma
medborgare, forsoker affischen gripa tag i dem som annars skulle ga forbi.
[...] En affisch tilldrar sig uppmérksamheten pa langt hall. Den ar visuellt
aggressiv.23

Denna polemik kan upplevas som daterad — Sontag ondgdr sig framst over
den tryckta affischen i gaturummet. Men kritiken kan i dag &ven gélla digitala
miljoer och gatuaffischens expansion till nya former av reklam i det offent-
liga rummet. Lockande, dvertalande, “aggressiv” visuell identitet har trangt



undan synsitt pa grafisk formgivning och kommunikation dar massmedial
information i forsta hand ska verka begriplig och tydlig. Sociala mediers och
bildskdrmars dkade inflytande, en stegrande kulturindustri och uppmérksam-
hetsekonomi har lett till ett dverdad av bilder och visuella stimuli i ménniskors
vardag. Utvecklingen hdnger samman med ett allt mer patagligt utmattnings-
syndrom som géller sévél individer som jordklotet. Mot denna bakgrund ar
det viktigare dn nagonsin att vara sparsam med finansiering, tid och andra
begrinsade resurser. Férhéllningssittet “kungdrande” och formatet “anslag”
dr ett forsok att svara pa detta behov av hushéllning och aterhdmtning.

Kungorande kan ske genom savil digitala som tryckta anslag. Vid utforman-
det av anslag bor foljande héllpunkter beaktas:

+ Anslag bor baseras pa standardformat.

* Anslag innehaller i regel ett skriftligt meddelande. Meddelandet bor ha ett
sakligt, lakoniskt tonlédge.

» All text i anslag bor séttas i typsnittet Times New Roman.

* Bilder bor inte forekomma i anslag. Bilder med relation till innehallet i kun-
gorelsen kan med fordel bifogas till anslag som sprids digitalt.

I tryckta anslag placeras information om avsdndaren (hdgskolans vapen
samt kontaktuppgifter) oftast i nedre kant.

 Informationen i anslag maste inte vara uttommande. Viktigt att tdnka pa &r
hur tryckta anslag och digitala anslag kan samspela. I sociala medier finns i
regel sdrskilda ytor avsedda for tider, adresser och avséndare, vilket gor att
denna information kan vara ¢verflodig i anslag som sprids i dessa kanaler.

» Anslag bor av ekonomiska skl tryckas med standardfarg pa standardpapper.  Tavlan for kungérelser ér
Pappret bor vara FSC-certifierat och om méjligt returfiberbaserat i enlighet ~ endelav viggenientrén till

- 2 o . " . Konstakademien. Den till-

med hogskolans héllbarhetsmal. Upplaga ska alltid berdknas med jordens

) > kom i och med ombyggnaden
begrinsade naturtillgdngar i atanke. pé 1890-talet.

4.2 Sprak

Vid Kungl. Konsthdgskolan talas flera sprak bland medarbetare och studenter.
De oftast anvinda spraken dr svenska och engelska. Déarutdver har hdgskolan
som svensk myndighet skyldighet att frimja och skydda de nationella mino-
ritetsspraken finska, jiddisch, meénkieli, romani chib och samiska. Det finns
darfor situationer som ibland kréaver flera sprak.

Eftersom Kungl. Konsthogskolan striavar efter att vara en internationell hog-
skola och en stor del av lirare och studenter verkar i ett internationellt samman-
hang &r det naturligt att engelskan ar central. P4 masterprogrammet bedrivs
undervisningen pa engelska. Samtidigt dr forvaltningsspraket svenska enligt
spréklagen (SFS 2009:600).

Flersprakigheten kan leda till fragor om val av sprik och eventuell Sversétt-
ning, men en tumregel dr att det dr en tdnkt mottagare som far avgora valet
av sprak. I de flesta ssmmanhang bor bade svenska och engelska anvéndas.
Allmén information pad webbplatsen ska finnas tillgénglig pa bada spraken.
I ovrig kommunikation véljs sprak efter sammanhang och mottagare. Till
exempel upplysningar om en dppen foreldsning pa engelska ges pa engelska
och motsvarande pé svenska kommuniceras pa svenska.
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5 Konklusion

En av scenerna i visionens kammarspel dger rum framfor den svarta tavla
dér aktérerna Rektorn och Prorektorn férsdker samla och formulera tankar
om vad en konsthogskola ska gora och varfor den finns till. De inser gang pa
géng brister i formuleringarna och dterkommande uttrycks nya asikter fran
olika hall som upphéver tidigare teser. Efter allt suddande och skrivande ar
molnet av kritdamm det enda som bestéar. Rektorn och Prorektorn kan bara
konstatera att:

Det dr ingen latt uppgift eftersom bade konsten och vérlden hela tiden for-
dndras. [...] Du forstér, hela tiden dyker det upp nya idéer, en konstnér gor
konst pa ett helt nytt sétt eller sé blir forutsittningarna for var verksamhet
fordndrade av saker ingen kunde forutse: av brander, budgetpropositioner,
utvidgningar av konstens intressesfér, nya och forlorade mojligheter. Man
vet aldrig vad som véntar runt hornet [...].

En mindre tvivlande aktor, Kritikerroboten, anser att kritdammet — ovissheten,
forhandlingen — &r en ofrdnkomlig del i utbildningen som maste bejakas. Den
menar att syftet med en konsthdgskola &r att lata konstnér, konst och kunskap
framtréda:

i en troligen odndlig méngd konfigurationer [...] sd att konstens begrepp
forblir instabilt och fortsdtter forédndras [och] sa att metoder for att kunna
gora konst utvecklas. En konsthdgskola bygger, upprétthéller och utvecklar
en miljo dér det 4r mojligt att forma och vara ett subjekt som formar detta.

Detta aningen svdvande uttalande plockas ner pa jorden av en fjirde aktor,
Kadetten/Rustningen, som vinder sig till ensemblen och framhéller att:

en tydlig styrmodell och tydliga mal for utbildningen maste finnas. [...]
Ni fér inte gldmma, ni dr inte bara konstnérer utan ocksa ménniskor, med-
borgare och studenter och som sddana garanterade réttigheter, som lika-
behandling, yttrandefrihet och demokratiska beslutsformer. Det giller oav-
sett vad konsten vill er. Aven den maste vara underordnad det allménna.

Visionen &r fylld av reservationer och forhoppningar av detta slag. Mot-
sdgelserna avldser varandra. Men det som visionen mynnar ut i dr just vdrnan-
det om processen och dialogen. Riktlinjerna for grafisk formgivning och kom-
munikation utgor en viktig del i denna dialog, och deras framsta uppgift &r att
underlétta de samtal som hogskolan ingér i. Pa sé sétt ska de inte betraktas som
en “visuell identitet” utan ett bidrag till hdgskolans ménga visuella identiteter
som har vuxit fram och foéréndrats 6ver lang tid och som kommer att fortsitta
gora sa 1 takt med konstens och samhéllets utveckling.
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Preface

In 2019 the Royal Institute of Art crafted a new
vision. The preliminary work took the form of
a series of workshops in which students and
employees set goals from various perspec-
tives — pedagogical, artistic and organisa-
tional. Based on this voluminous material we
authored a vision for the Institute’s operations
up until 2024. The form of the vision is a bit
unusual in the context of higher learning. It is
written as a chamber play, which takes place at
the Institute in an imagined future. The unusu-
al form emerged out of our desire to find a lan-
guage that would reach beyond simple slogans
and encompass the complexity that we argue
an Institute of Art must be able to maintain.
The chamber play ends with an appeal that
expresses the vision in condensed form. Key
words are artistic freedom and risk-taking,
cooperation and sharing knowledge, diversity
and sustainability.

The creation of a visual identity for the
Institute’s communications was an important
step in its evolution. Here our new vision con-
fronted us with some interesting questions.
How does one create a new graphic profile
while maintaining a sustainable perspective?
Can the goal to include a diversity of artistic
and pedagogic approaches be summed up in
the conventional understanding of a unify-
ing logotype? How does the drive to innovate
and change relate to the desire to find a more
circular approach to the use of material, but
also to the Institute’s long history and expe-
rience? How might an institution of higher
learning, and perhaps especially an art school,
approach visual communication in a way that
differs from a profit-based company? A com-
mittee consisting of graphic designers Rikard
Heberling and Jonas Williamsson, and pro-
ject manager Mattias Givell, was formed
and assigned the task of developing and put-
ting into use a new visual identity, primar-
ily based on the vision, in dialogue with the
Institute’s administration and communications
department.

During 2019 the committee took an inven-
tory of the Institute’s graphic design as it had
appeared in logotypes, catalogues, posters,
and signage campaigns among other things.
In turn this survey yielded new perspectives
on how the Institute’s self image had been
expressed visually and the possibility of using
graphic design to invent and reinvent oneself.
Thus it provided a solid base of knowledge
that, together with the vision, could carry the
work onward. The result is as ground-breaking
as it is useful. Instead of working with identity-
making specificity, such as bespoke typefaces
or an easily recognisable logotype, they have
chosen to develop something that could be
described as a playing field, with low-key but
clear rules, on which the Institute’s dynamic
and often contradictory functions and artistic

expressions can take place. The reduced form
calls for restraint in a time of an exhaust-
ing flow of visual stimuli. At the same time
their inherent mutability is a call to artistic
expansion.

It has been very stimulating to follow the
work and participate in the talks on how an art
school might design its visual communication.
The new guidelines will serve our operations
for a long time and stretch in accordance with
the evolution of art. In addition we think that
this work has indicated a path to how we, in
a time of necessary recalibration of use of
resources, can work with graphic design in
innovative ways. We would like to give a huge
thanks to everybody involved.

Sara Arrhenius Fredrik Ehlin

Vice-Chancellor ~ Pro-Vice-Chancellor
(Acting Vice-Chancellor
2019.12.16-2020.08.31)

The gist of the guidelines

This publication deals with the visual
identity(s) of the Royal Institute of Art. The
publication is primarily aimed at those who
work with the Institute’s graphic design and
communications, but also at those who have
other connections to the institution or are gen-
erally interested in the subject of art schools’
communication with the outside world.

The guidelines begin by problematising
some concepts that are often taken for granted
when organisations explain their visual com-
munications. Following this is a history of the
Institute’s emblems, publications, advertising
etc. The name of the Institute has been changed
for a variety of reasons over the course of its
history; this is of central importance to com-
munications and will be dealt with in a special
section.

Further, guidelines for the Institute’s
emblem are introduced. A conventional brand
manual typically contains exact directives for
the appearance of a logotype; this approach
is too limited to represent the diversity of the
Institute and has a tendency to expire too soon.
Instead we have used a heraldic approach,
resulting in a coat of arms. Additionally,
the typeface Times New Roman is recom-
mended as the primary tool for the Institute’s
typographical design. Finally we present a
particular approach to the Institute’s com-
munications with the world at large, termed
‘announcement’.

The content stretches back and forth in time,
the purpose of which is to provide historical
perspectives on the subject and thus establish
future approaches. The guidelines presented
may seem new in that they have not been pre-
viously described in similar form. At the same
time they are based on models with proven



longevity, which could thus be understood as
old or even reactionary. The goal has been to
go beyond such one-sided notions of old and
new. It is our ambition that the guidelines will
appear new even in times to come, in the sense
that they will be possible to adapt according to
future, more or less new, conditions.

Sincerely
Rikard Heberling Jonas Williamsson

1 General points of departure

1.1 Background

The Royal Institute of Art is the largest fine-
arts school in Sweden and the most storied.
Artists and architects have studied here since
1735. ‘It might seem that such a heritage would
discourage innovation and transformation’,
as stated by Vice-Chancellor Sara Arrhenius
and Pro-Vice-Chancellor Fredrik Ehlin in the
Institute’s vision for the years 2019-2024. ‘But
the long history of the school is also written
in crucial reformulations and changes of direc-
tion. At various points in time and for various
reasons [...] the school has managed to rein-
vent itself.”

The guidelines for graphic design and
communications are a development of the dis-
cussion in the vision; the present publication
should therefore be read in this context. The
work with the guidelines has, among other
things, been influenced by the form of the
vision — a chamber play with several actors —
which was an attempt at conveying ‘a story
told in a multitude of voices, about a school
that exists in its contemporary contexts and
dependencies, at the same time as it is bur-
dened and buoyed by its history’. The guide-
lines are also one of several possible answers
to a central question in the vision: ‘How rigidly
can one lay out the path for an institution that
wants to, and should, be filled with contradic-
tions?” Furthermore, the demand for sustain-
ability is a cornerstone; the Institute will work
with this issue at all levels from now on. Last
but not least, the guidelines have been shaped
by the goal expressed in the vision; that the
Royal Institute of Art shall be a place for artis-
tic risk-taking and experimentation, ‘in which
colleagues and students in a mutual endeavour
cherish the freedom of art and learning’.

1.2 Several identities

First off we must differentiate the concepts
‘identity’ and ‘visual identity’. The Royal
Institute of Art contains a polyphony of identi-
ties. This polyphony consists of the individu-
als — co-workers and students — who fill the
Institute with activity as well as the spaces

this activity lays claim to. In addition history,
myth and reputation are central factors in this
identity-making and its ability to contain dif-
ferent, sometimes contradicting, identities.
The visual identity does constitute one aspect
of the operations, but should not be equated
with or expected to interpret the operations as
a whole.

When we, as is the case with the Royal
Institute of Art, talk about an organisation
that is largely concerned with various kinds
of image-making — the main focus of which,
to a high extent, is artistic work more or less
permeated by visuality, aesthetic practices,
production of signs — it is obvious that the real
visual identity is more complex and difficult
to capture than what is typically meant by this
concept from a marketing perspective. Trying
to define a visual identity in this context must
be considered nearly impossible, and all ini-
tiatives to achieve such a homogenous form
must be considered treacherous. One cannot
demand, nor is it desirable, that one visual
identity shall fully represent or portray opera-
tions that are already largely filled with dif-
ferent types of storytelling and production of
ideology, discourse and identities in different,
sometimes contradictory, directions.

However it is crucial to the credibility of the
Institute that there is a structure, both in terms
of visuals as well as routines, to communicate
the operations. This structure must be suffi-
ciently defined that it facilitates the work, but it
cannot be so rigid so that it becomes an end in
itself, or so dominant that it stands in the way
of the many forms of expression that activities
at the school take.

1.3 Notabrand

The previous vice-chancellor of the Royal
Institute of Art, Mans Wrange, writes in the
catalogue for the 2014 graduation show:

a quiet revolution [...] has taken place
over the last decades, entitled: New Public
Management. The aim of this new manage-
ment ideology, which, to an ever-increasing
extent, affects Swedish, as well as parts of
European, society, is, quite simply, that the
public sector should be subjected to market-
oriented management. From health care,
schools and higher education to art and
culture — every state agency should have its
outcome measured, be subjected to compe-
tition, to standardisation and, not least, be
cost-efficient according to the criteria that
apply to the production of goods and ser-
vices of the corporate world.

Magnus Fredriksson, who researches media
and communications at the University of
Gothenburg, has authored the study Frdan
lilla riksvapnet till varumdrke (From coats
of arms to brands) to study the effects of this
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management ideology on the communications
strategies used by state agencies since the
1970s until today. From a purely organisational
perspective Fredriksson claims that one of the
most obvious changes is that,

state agencies have transitioned from being
administrations to being organisations. In
this way, management has been given great-
er autonomy and scope of action to indepen-
dently make crucial decisions on goals and
strategies. As a result, state agencies have
increasingly come to be directed on the
basis of business-like principles.

At the same time visibility, reputation and
trust have become important parts of the com-
munications work of state agencies, which is
increasingly about branding the organisation:

Just as businesses have done, state agen-
cies have begun developing visions and
core values, and the ‘brand’ has come to
be a recurrent concept in state agencies’
communication strategies. State agencies’
brand orientation could be considered a
direct consequence of NPM reforms, but
as opposed to municipalities and counties,
there are few agencies whose activities are
exposed to competition. The question is:
If it is not a matter of competition, what is
driving agencies’ focus on their brand?

Politically the ambition of this restructuring
has been to increase efficiency, improve qual-
ity and strengthen the reputation of the public
sector, according to Fredriksson. With this in
mind it is important to issue a reminder that
the Royal Institute of Art is not a profit-based
company, which means that issues concerning
communications should not be addressed in
the same manner as they would in commercial
organisations. An art school is not the same as
a fashion brand or a tech company. While the
Royal Institute of Art must relate to concepts
such as ‘competition’ and ‘branding’ it should
not be taken for granted that the Institute acts
according to strategies born out of the motiva-
tions outlined in the quotes above.

Rather the approach should be that, to the
extent that it is possible to speak of a brand
in connection to publicly funded culture and
education, it is something that creates itself
through distinguishable operations — through
the activities of students and co-workers. Thus
a point of departure when working with these
guidelines has been that the operations ought
not be dramatised or rendered through an extra
layer of visual effects. Cherishing the freedom
of art and learning — a goal according to the
vision — is not compatible with seeing visual
identity as a tool for marketing a brand iden-
tity. This means that the Institute’s commu-
nications must leave art and education alone
even as it works to make the activities of the
Institute accessible.

One step in this approach is to not fall prey
to concepts born out of business world brand-
ing strategies. ‘Visual identity’ is one such
concept, ‘target group’ another. One important
distinction in this context is the difference
between branding and graphic design. In many
ways the graphic designer has been replaced
by professions born out of the advertising
industry — art directors and visual creatives of
various kinds. The guidelines are an attempt to
question this tendency.

1.4 Beyond ‘target group’

The guidelines for graphic design and commu-
nications have been shaped with respect to the
three main roles of the Royal Institute of Art:

1) higher education in the fine arts
2) public-facing activities
3) state agency

‘Target group’ has become an increasingly
common designation for the people for whom
organisations are intended. The concept origi-
nates in marketing and implies a one-way tra-
jectory from vendor to customer. Once again
one must consider that the Institute’s commu-
nications are not intended to capture market
shares, rather they should assume the obliga-
tion of Swedish institutions of higher learning,
to ‘engage with the public and inform about
their operations as well as promote good use of
research produced at the institution” (Swedish
Code of Statutes 2009:45). The premises of the
communications must thus be that the Institute
is directed at the public, which is to say all of
society. This approach may appear pretentious;
nonetheless it must be the basic principle of a
publicly administrated institution of higher
learning. This is important not least in the
work to broaden the recruitment of students
and co-workers.

The intent here is not to suggest a new word
to replace ‘target group’, the main point is to
problematise the concept. That said it is of
course possible to identify certain groups of
people as likely recipients of various types of
information from the Royal Institute of Art.
Sometimes they are high school students,
sometimes they are professionally active art-
ists and architects, sometimes academics, gal-
lerists, patrons of the arts, and so on. In indi-
vidual cases the address may be specific. But it
is often about a combination of different groups
who frequently take different approaches to
the fields within which the Institute operates.
Thus is it important that graphic design and
communications are characterised by a gener-
al and approachable address — without talking
down to anyone or assuming that the recipient
is without prior knowledge or ability to inter-
pret the unfamiliar.



1.5 The difference between
branding and clarification

In a project of this kind, that intends to develop
an organisation’s communications, there is
often an immediate interest in innovation.
While it is expected that the new elements be
based on existing operations, there is also often
a desire for novelty and dreams of the unex-
pected and change. A designer of some kind
— a design or communications firm or an indi-
vidual creative — is expected to interpret and
reshape the inner nature of the operations into
an external representation of itself in a hitherto
unknown but also identifiable form. The ambi-
tion to create change while being faithful to
notions of essence is often contradictory.

While working with these guidelines
it has been important to make the distinc-
tion between branding and clarification. An
assumption, based on the vision as well as
the historical analysis that is laid out below, is
that a new direction for the Institute’s graphic
design and communications does not neces-
sarily have to break with previous directions.
For a long time the Institute’s graphic identity
programme — to the extent that it is possible
to speak of one — has been entirely adequate
as it, in its low-key role and in some cases due
to its absence, has let the true diversity of the
operations emerge. This quality must be con-
sidered an asset, but is easy to overlook when
it comes to a projected ‘visual identity’, that
is often intended to eliminate any deviating
expressions.

There are however aspects of the Institute’s
communications that can be improved. It is
often said within the administration that the
Institute must be allowed to be heterogeneous
but that it simultaneously should not be frag-
mented, given that the diversity and contradic-
tions harboured in the institution can make its
activities appear as going in opposite direc-
tions. The possible fragmentation is certainly
an organisational problem that cannot only
be solved with a graphic identity programme,
no matter how solid. But guidelines for the
Institute’s communications may clarify rela-
tionships between differences — and thus help
its organisation.

Thus the goal for this project has been to
facilitate the planning, production and presen-
tation of applications that the Institute uses in
its communications with the outside world by
defining a number of guidelines and formats.
The guidelines are crafted based on the need
for simplicity and malleability as the Institute’s
communications shall serve various needs and
work in a variety of channels. Making defini-
tions is not just about simplifying the day-to-
day for employees and students; it also has
strong implications for finances and sustain-
ability. Consideration of long-term viability
permeates the project.

2 History

2.1 Emblems

The Royal Institute of Art was founded in 1735.
For most of its existence, the school has not
been expected to maintain a consistent corpo-
rate or visual identity. The concept is a twenti-
eth-century invention that has primarily been
important from the second half of the century
onward. Nonetheless the Royal Institute of Art
and its predecessors have needed to commu-
nicate their activities since the inception. The
graphic signs and objects that have been gener-
ated by dint of these communications might be
regarded as predecessors to the guidelines pre-
sented in this text. At the same time one must
keep in mind that different expressions of these
communications — which may appear similar —
as for instance a seal from 1810 and a logotype
from 2010 — have been created under conditions
and according to needs that differ significantly.
Here we will outline a short history of the Royal
Institute of Art and its communications with
the intent of highlighting similarities and dif-
ferences, continuity and change, between his-
torical and contemporary appearances.

The first occasion on which Kongl. Ritare-
Academien (The Royal Draughtsman’s Aca-
demy), as the school was named at the time,
is mentioned in the media dates to 1735, in the
newspaper Anmdrckningar Wid Swenske Post-
Tidningarne. At the end of the arcticle a spe-
cial medal is described, designed by the Swiss
engraver Johann Carl Hedlinger, that is to be
awarded to extraordinary students:

Art historian Torsten Weimarck has described
the motif, a small green tree, bound to a sup-
porting stake, as a symbol for a student with
natural talent which must be cultivated: ‘The
artist is not, as he was before, the invisible
servant of expensive materials, to the contrary,
when he no longer needs the guiding stake, he
himself is at the centre as the creator — not the
material — and his work is the embodiment of
his special skill, the fruit of a trained and exer-
cised natural talent.” This new view of art and
education, which emerged in the eighteenth
century, is manifested here in the motto forma-
tur ad iustum — ‘what is formed after what is
right’. The rickety young tree, that is to say the
student, was to be shaped with a straight stake,
that is to say the school.
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At the time the school was founded this
motif was popular in various contexts though
it later became particularly associated with the
French doctor Nicolas Andrys’ introduction to
orthopaedics, Orthopédie (1741), a new branch
of medicine at the time. Here the bound tree
symbolised the correction of deformities in the
human body, above all that of the child. Later
the image has been used to represent differ-
ent types of discipline, for instance in Michel
Foucault’s book about the emergence of the
modern prison, Discipline and Punish (1975).

The young tree with its supporting stake
has been described as the school’s first brand
and remained its symbol until the 1950s.
For instance the image can be found in the
Academy of Arts’ building on Fredsgatan as
wood carvings in the stairwell.

Besides the tree, another emblem, based
on King Gustav III’s monogram, has been the
primary symbol for the school, which in 1810
changed its name to Kongl. Academien for de
fria konsterna (The Royal Academy of Fine
Arts, abbr. The Academy of Arts). Gustav III
was not the founder of the Academy of Arts
but he did sign its first statutes in 1773. The
design of the emblem has been modified over
the years but the image itself has been consist-
ent: the monogram, a Vasa Sheaf (the coat of
arms of the royal Vasa dynasty) as well as three
crowns (the lesser coat of arms of Sweden).
The emblem has been materialised in every-
thing from seals and stamps to inscriptions in
the building (ill. pp.11-12). The Academy of
Arts still uses it today in digitised form:

In 1908 the programme was reorganised. The
Academy’s school was given a more inde-
pendent role as public institution of higher
learning that would henceforth be adminis-
tered by the Academy of Arts. Thus the pro-
gramme was given a name of its own: Kungl.
Konsthogskolan (Royal Institute of Art).

The organisational ties to the Academy
of Arts were dissolved with the Swedish
reform of higher learning in 1977/78 when
the Swedish state became the principal
administrator of the Institute. The prefix
‘Kungl.” (Royal) disappeared from the name,
which was now changed to Konsthdgskolan i
Stockholm (Stockholm Institute of Art). The
image in the Institute’s new emblem largely
remained the same as in the Academy of Arts’
emblem. However the Vasa Sheaf disappeared
and the symbol of the state, the lesser coat
of arms, grew considerably, while the royal
monogram shrank:
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The separation from the Academy of Arts
was drawn out. It was not until 1995 that all
instruction was moved to the current facili-
ties on Skeppsholmen. At this time the name
was changed back to Kungl. Konsthdgskolan,
which prompted a new ‘logotype’, as it is
called in Vice-Chancellor Olle Kaks’ deci-
sion 1995.12.13. Four artists, who were also
teachers at the Institute, were invited to turn in
proposals. The winning proposal was designed
by Kjell Strandqvist. In the finished logotype
the lesser coat of arms was jettisoned and
Gustav III’s monogram became the dominant
element once again. The year that the first
statutes were instated — 1773 — was also added
(in Roman numerals). The external shape was
changed from circle to oval:
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The logotype was also part of a graphic iden-
tity programme implemented to an extent
that was new to the Institute. The investment
likely fulfilled symbolic needs at the time, but
there were also practical reasons for it. A new
address demanded new letterhead and enve-
lopes; the new facilities demanded a signage
system, which provided an opportunity to
consolidate the graphic communications. Thus
the same typeface (Garamond 3) was used in
the inscription above the entrance as well as
on business cards, correspondence cards, fax
templates, stationery etc (ill.p.12). A limited
number of colours were defined for pre-printed
documents. This was in addition to applying
a consistent spelling of the school’s name in
uppercase letters and without abbreviations.
Around 2009 one began revising the graph-
ic identity again. The design firm Andreas &
Fredrika was invited to propose a new logo-
type, but the Institute rejected their proposal:



Instead the design firm BankerWessel was
hired, whose proposal for a new logotype was
finished in the fall of 2010:

Gustav III’s monogram was replaced with a
different monogram with the letters KKH.
The crown was shrunk slightly compared to
the 1995 emblem. The prefix ‘Kungliga’ was
abbreviated to ‘Kungl.’, the year was adjusted
backward to 1735 (now in Arabic numerals)
and the English name — Royal Institute of Art—
was officially introduced. In addition a version
was created where the names were doubled to
the right of the emblem (ill. p. 13).

The main reason for the update appears
to have been to establish the English name to
meet an increased demand for international
presence: ‘Important considerations include
reflecting the school’s tradition and age, high-
lighting the new English name and that the new
emblem be easily discernable from the current
one’, according to board notes from 2010. It is
worth noting that it was considered desirable
for the new emblem to look like the old one.
The contents of the monogram was made more
generic (changed from GIII to KKH) but the
genre as such, the royal monogram, stayed the
same.

With the updating of the logotype two type-
faces were introduced as part of the graphic
identity: Tungsten for headlines and Caslon 540
for running text, thus replacing Garamond 3.

2.2 Printed matter

As mentioned one cannot really speak of a con-
sistent graphic identity for most of the Royal
Institute of Art’s existence. Before 1995 there
does not appear to have been much of a need
for definitions beyond the emblem. Though
it may appear contradictory, this absence of
rules appears to have resulted in long-term
consistency in graphic formats. An example
of this are all the versions of pre-printed sta-
tionery, where typefaces have changed over
time depending on what the printer was offer-
ing, but the components (emblem and contact
information) as well as their placement have
mostly remained static. A true identity type-
face, without being defined as such, has been
the standard set of the typewriter, which domi-
nated the Institute’s communications in cor-
respondence as well as exhibition catalogues
during the twentieth century. In other words
the school’s graphic communications have
been contingent on externally defined formats,

largely dictated by technical and administra-
tive factors and to a lesser degree by designers.
This is also a consistent feature of public enti-
ties during this era.

In the early nineteenth century the Academy
of Arts increasingly began to communicate
through printed publications, for instance the
recurring listings of exhibitions, ‘lecture cata-
logues’, and ‘school catalogues’ with informa-
tion on teachers and students, bylaws, activi-
ties etc. The students’ own paper, Palettskrap
(Easel scrapings) was founded in 1877.

The school catalogues came to be printed
annually from the 1880s to the early 2010s,
when the website and intranet made them
redundant. From a graphic point of view it is
especially interesting to study this more than
120-year-old series of printed matter (ill. p. 14).
To some extent there is evidence of graphic
trends, but above all what emerges is a con-
sistency of design. Paper format, typeface,
disposition etc. underwent, at the very most,
insignificant change for many decades. The
name of the programme was steadily centred
on the front page year after year. During the
1970s the design was changed slightly: the cov-
er paper now started to shift colour every year
and in the transition from letter press printing
to phototypesetting Times New Roman was
introduced. This typeface was used almost
exclusively up until digital tools became the
norm in the early 1990s. Then the covers began
to be decorated with images and the typeface
was changed every year up until publication
ceased.

The exhibitions have played an important
role in the communications of the school, not
least through their accompanying catalogues
and advertising. This historically comprehen-
sive production of visual identity has largely
been generated by the artists participating
in the exhibitions. A recurring feature of the
communications has been the manipulation
of the school’s emblem by teachers and stu-
dents (ill. p.15). Another common element has
been allusions to what might be considered
the school’s mascots, the statues by the main
entrance: The Lion and the Boar (ill. p.17).

During certain periods established conven-
tions have been evident in the communication
of exhibitions. The catalogues for the spring
exhibitions during the 1970s and 1980s are all
stencilled compendiums in A5-format with
coloured cover sheets, stapled in the upper left
corner. These catalogues are actually price
lists for the exhibited works and not to be con-
fused with the catalogues produced in connec-
tion with the graduation shows in later years.
The latter are a relatively new phenomenon. As
of the 1989 catalogue the publication of price
lists ceased and since then the catalogues, with
some exceptions, have looked different from
year to year. During the twenty-first century
the Institute has increasingly hired external
graphic designers to be responsible for the
design, often a new one each year.
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In 2014 the school hired a ‘head of com-
munications profiling’, graphic designer Johan
Hjerpe, who for two years attempted to devel-
op the Institute’s visual identity. This resulted
in a number of new and internally disparate
looks — that were a step in the exploration of
possibilities — even as the 2010 graphic identity
programme was allowed to live on.

With the 2019 graduation show, graphic
designer Rikard Heberling began to work
more continuously with communications at the
school. The same year Oliver Krug and Joakim
Carlson were hired as head of communications
and communications officer respectively. Ever
since, the graphic design of the school’s com-
munications have been termed ‘the interim
identity’ in their collaboration. This was due
to the immediate need for templates for pro-
duction of printed and digital material that
emerged at the same time as ambitions to more
thoroughly evaluate communications in order
to establish more long-term structures. Since
long-term thinking is not always compatible
with answering immediate needs, a tentative,
low-key format was established. The format
grew out of the design of the catalogue and
ads for the 2019 graduation show. In turn this
work was based on a specific means of pro-
duction: the Institute’s Risograph printer. The
idea was that a large amount of the Institute’s
printed matter would be produced internally
in small to medium editions. This was done,
for instance, in unique signage for the exhibi-
tion space Rutiga Golvet as well as an edition
of 500 programme leaflets for the inauguration
of the new facilities in Mindepartementet. In
terms of colour the format was based on the
limited set of inks available in the Risograph,
as well as a certain kind of coloured paper
commonly available in stores carrying office
supplies. The primary graphic component was
the standard typeface Times New Roman.
A basic rule was to let headlines, rather than
images emerge in communications. Inspired
by placards or public notices, there was an idea
of a form that would be easy to produce under
the pressured financial and time conditions
that are often at work.

2.3 Names

According to emblems and official documents
since its inception the school has been active
under the following names:

1735
Kongl. Ritare-Academien
(Royal Draughtsman’s Academy)

1773

Kongl. Malare- och
Bildhuggare-Academien

(Royal Painter’s and Sculptor’s Academy)

1810
Kongl. Academien for de fria konsterna
(Royal Academy of Fine Arts)

1908
Kungl. Konsthogskolan
(Royal Institute of Art)

1978
Konsthogskolan i Stockholm
(Stockholm Institute of Art)

1995
Kungliga Konsthogskolan
(Royal Institute of Art)

2010
Kungl. Konsthogskolan / Royal Institute
of Art

In the emblem there has been some type of
change to the name approximately every fif-
teen years since 1978. The English name was
promoted through the 2010 logotype. In addi-
tion the Institute has been nicknamed ‘Mejan’
for a long time, which has been as common
a designator, if not more so, than the official
names. Considering this background it is not
strange that there is some question as to how
the name ought to be used in different con-
texts. There is also variation in terms of spell-
ing. What is the rule for how to abbreviate the
name? Is it enough to only write the Institute
of Art or the acronyms KKH or RTA? Can the
nickname be used as sender?

There are good reasons, not least from a
sustainability point of view, for the school to
keep its current names. At the same time there
is a need to clarify their meaning and function.
There is also a need to point out differences
between the official names and the nickname
as well as establish an approach to their uses.

The official Swedish name:
Kungl. Konsthogskolan

It seems reasonable for a konsthégskola (art
school) to have a name that contains the word
‘konsthogskola’. What Kungl. (Royal) has to
do with anything is not as apparent. As we have
seen, the school has at various points in time
done away with and reintroduced this prefix.
Historically ‘Royal’ in names of state agen-
cies has referred to them belonging to the state.
For instance Socialstyrelsen (The Swedish
National Board of Health and Welfare) was
previously called Kungl. Medicinalstyrelsen
(The Royal Board of Medicine) and Statens
Fastighetsverk (The National Property Board
of Sweden) was previously called Kungl.
Byggnadsstyrelsen (The Royal Board of
Buildings). Up until the 1974 constitutional
reform of government, when almost all of the
king’s constitutional authority was repealed,
‘Kungl. Maj:t’ (Royal Majesty, abbreviated)



was synonymous with the agencies that are
today called ‘state’. When the law was changed
the feeling was that the prefix should be
scrapped: going forward state agencies were
not to be referred to as Royal and it should
be struck from the names of existing agen-
cies. However no formal decision was ever
made. During the 1980s the issue was debated
in parliament where some maintained that
all remaining prefixes should be abolished
immediately. Others considered the prefix to
be synonymous with ‘belonging to the state’
and that it thus served an important function of
marking the relationship between agency and
state apparatus. The prefix has been allowed
to remain in certain names such as Kungliga
Biblioteket, the state national library (the
official English name is National Library of
Sweden, though the literal translation is Royal
Library).

The Royal Academy of Fine Arts has, how-
ever, similarly to other academies always func-
tioned independently of the state before, as
well as after, the new form of government. But
its operations have always stood, as it is said,
under the protection of the king. The same was
true of the Royal Institute of Art until 1978 at
which point all higher education in Sweden
was nationalised. It was logical for what at the
time was the Royal Institute of Art to strike the
prefix for two reasons: in part to differentiate
itself from the former principal administrator,
the Royal Academy of Fine Arts, in part to fol-
low the praxis of the new form of government.

The absence of a parliamentary decision
on the question of the prefix made it possible
for the school to reintroduce it in 1993. In the
request made by the vice-chancellor to the gov-
ernment the name change was motivated by
‘the Institute’s more than 200-year tradition as
the nation’s leading educational institution in
the fine arts’ and that the new (old) name ‘would
be of great value for the school’s international
contacts’. The return to the older name may
be understood against the background of the
addition of several art schools (konsthogskola)
in Sweden at the time. The ‘Konsthdgskolan’
at Umed University began its operations in
1987 and the ‘Konsthogskolan’ in Malmé in
1995. Which is to say that prior to 1987 there
had only been one ‘Konsthégskolan’ in all of
Sweden (alongside one Konstfackskolan, what
is now called Konstfack University of Arts,
Crafts and Design). At the same time the prefix
was reintroduced at the Institute of Technology
and the College of Music, which once again
became The Royal Institute of Technology and
the Royal College of Music respectively.

One could debate whether royalist tenden-
cies were what prompted these state agen-
cies’ return to their old names in the 1990s.
In the case of the Institute of Art this was a
change that happened in conjunction with
the definitive move from the Academy of
Arts on Fredsgatan to facilities of its own on
Skeppsholmen. Perhaps separation anxiety

contributed to wanting to reconnect to a his-
torical heritage through the name.

Paradoxically the prefix in the current name
refers neither to government administration
nor royal protection. The prefix was reintro-
duced in a time at which state agencies were
no longer referred to as Royal. And as we have
seen, the school has not stood under royal pro-
tection since 1978.

So how might we regard this prefix in the
case of the Royal Institute of Art, since its orig-
inal meanings have been diluted? Regardless
the Institute has the name it has today. It is a
name that has been around in this exact spell-
ing since the early twentieth century. The
question is what importance could be attached
to the name in terms of representing the opera-
tions. To what extent can it at once pass down
the past, relate to contemporary conditions, as
well as the unpredictability of the future? How
shall the name serve a growing need for inter-
nationalisation that renders its English transla-
tion central?

In terms of the confusion about the name it
is enough to note that it is symptomatic of an
institution that has been active for such a long
time and, as is formulated in the vision, time
and again has ‘managed to reinvent itself’. It
is logical that this inventiveness, a fundamen-
tally innovative nature, brings historical bag-
gage and contradictions. Perhaps the historical
layers and the contradiction that these layers
create should be emphasised as constituting
continuity — a quality in itself. The alternative
is to hurry on into the lack of history.

The official English name:
Royal Institute of Art

Around 2010 the English name of the school
was changed from Royal University College of
Fine Arts to Royal Institute of Art. Just as with
the Swedish name it is debatable to what extent
the English name accurately reflects the opera-
tions. ‘Royal Institute’ is possibly inspired
by KTH’s English name, Royal Institute of
Technology. The designation ‘institute’ is
international standard within higher engineer-
ing education (e.g. Massachusetts Institute of
Technology) but it is less common in artis-
tic education. Nonetheless the name, Royal
Institute of Art, is fairly established at this
point. The fact that the school has two official
names, one in Swedish and one in English,
aligns with the Institute’s language policy
which states that the Royal Institute of Art
shall aim to ‘be an international institution of
higher learning at which it is just as natural to
speak English to one another as Swedish’.

Acronyms

As mentioned, the increased visibility of the
English name was an important reason for the
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push for a new logotype in 2010. The ambition
to become increasingly international has hard-
ly let up since. The catalogue for the 2015 grad-
uation show expresses an ambition to make the
school ‘internationally relevant’. It was also
suggested that the English name was the pri-
mary one and that it should be referred to by the
acronym RIA. Furthermore this catalogue was
the first in the history of the school to only use
English. The highlighting of ‘RIA’ can be seen
as corresponding to the Swedish KKH. The
latter is a commonly used informal designa-
tion that was implicitly encouraged by the 2010
logotype, in which the acronym (monogram) is
central. The tendency to refer to the school by
an acronym can also be traced to the question
of internationalisation. The linguistic simplifi-
cation inherent to the acronym connotes inter-
national models such as RCA (Royal College
of Art) and EnsAD (Ecole nationale supérieure
des Arts Décoratifs). The acronym eliminates
linguistic differences; letters and diacritics that
deviate from the English alphabet can thus be
avoided. Fondness for acronyms can of course
also be understood from a marketing point
of view where language and names become
brands through becoming images. Graphically
speaking it is possible that ‘KKH’ would be a
better logotype than ‘Kungl. Konsthégskolan’
(compare with Kungl. Musikhogskolan’s logo-
type, ‘KMH’, from 2011, p.26). But in all its
simplified glory the acronym tends to become
bland and anonymous. In addition the use of
acronyms means that the number of designa-
tions increase, which runs counter to the need
for a different kind of simplification intended
to create clear, consistent communications.
Thus the acronyms KKH and RIA are not
recommended for official use. The website
address is one exception which is kkh.se for
practical reasons, following praxis for institu-
tions of higher learning in Sweden (i.e. hig.se,
umu.se, uu.se etc.)

The nickname: Mejan

Colloquially the nickname Mejan is the main
designation for the school, both in Swedish
and English. It is thought to originate with
Foundry Master Gerhard Meyer (1704—1784),
who donated the building on Fredsgatan to the
Academy of Arts. A less established theory
is that ‘Mejan’ (pronounced ‘meyan’) has its
origin in the Greek ‘Akademeia’. So the vision
establishes that only the name Mejan, along
with the statues of the lion and the boar, ‘con-
stitute the indispensable that has withstood all
reform’ throughout the history of the school. It
even claims that ‘Mejan’ is the primary name
and that ‘the Royal Institute of Art is more of
a letterhead than a name’. But this claim must
be nuanced in a discussion about the school’s
communications.

It is a reasonable assumption that a nick-
name that is as established as Mejan should be

considered the school’s real name. However the
school’s official, legal name is still the Royal
Institute of Art. The letterhead (symbolically
speaking) may be considered peripheral, but
it must still be considered meaningful to the
individuals who seek the school out, or the indi-
viduals whom the school wishes to seek out,
who have no previous knowledge of the school.
Even if ‘Mejan’ is synonymous with the Royal
Institute of Art in a certain context — among
those with an interest in art and a connection to
Sweden (particularly in Stockholm) — it should
still be considered a fairly internal name. The
public at large may not be aware of ‘The Royal
Institute of Art” but still has the chance to
understand the nature of its operations based on
the name. The same cannot be said of ‘Mejan’.
Thus ‘Royal Institute of Art’ should, as long as
this name is used as the signatory in the letter-
head, be used in all formal contexts so that the
communications become consistent.

That said ‘Mejan’ should obviously be used
as it already is: a nickname both colloquially
and in writing. Just as with all nicknames the
degree of formality of the context must be
allowed to determine if it is suitable to use it
or not. ‘Mejan’ has long been used as a pre-
fix or suffix alongside other words to form
names for functions and activities connected
to the school, such as Café Mejan, Galleri
Mejan, Club Mejan, Mejan Labs, Mejan Arc,
Mejan Residents, Mejan News etc. This tra-
dition is a good example of how the school’s
informal aspects can be formalised in the
communications.

2.4 Synthesis

Historical heritage must be subject to criti-
cal reflection. What conclusions can we draw
from the story of the Royal Institute of Art’s
emblem, publications and name? Considering
this background, what guidelines might we
draw up for the future? Is it even necessary for
the school’s communications to relate to this
history? Is it specifically because the school
is overburdened by history, that it is diffi-
cult to relate to the contemporary moment in
communications?

The way the illustrious history has been
portrayed in the school’s graphic identity from
the 1990s onward leaves a lot to be desired.
Here history is a spectre — it haunts rather
than moves forward. Without a doubt the 2010
emblem signals something illustrious, but is,
as the survey above shows, a digital product
that was adjusted according to the 1995 his-
toricising imitation of an early modern seal. It
might be seen as a symbol for the end of his-
tory, a black hole that has swallowed various
signs from different eras, signs that have lost
their original meaning and now only transmit
‘history” as brand.

Views of different eras have been projected
onto the emblem. Years have been changed,



names have been changed, monograms have
been changed, crowns magnified and shrunk.
But the changes in themselves are a sort of
continuity, and the emblem as such appears
to be needed. Today the Institute must repre-
sent itself in a variety of contexts outside of
its own channels, often in concert with other
actors. An icon is needed in the small circu-
lar area that designates a user of social media.
And still, no matter how anachronistic it may
sound, there is still the need to convey cred-
ibility through correspondence cards.

Unfortunately the issue is no longer which
one of the historical incarnations is the most
adequate at the present; they are all dated. Ifa
useful older emblem had existed and survived
through the ages it might make sense to keep
it. For instance the Royal Academy of Letters,
History and Antiquities had the good sense in
the late eighteenth century to assume a time-
less and innocuous symbol: sun rays shining
on a sundial (ill. p.21). Unfortunately the same
is not true of the Academy of Arts’ bound
tree, the expiry date of which turned out to be
the 1950s. The idea of artistic education as a
straight stake, that students were to be bound
to is radically different from those in play
at the Royal Institute of Art of today. Nor is
Gustav III’s monogram an option, something
the 2010 revision of logotype attempted to rem-
edy. But replacing a royal monogram with an
imitation cannot be the right path for a school
that is to exist in its contemporary context.

It is clear that some type of emblem, simi-
lar to the prior ones, is needed. So the ques-
tion remains: How can such an emblem, that
pays respect to both history and future, be
generated?

3 Graphic elements in the
Royal Institute of Art’s
communications

In the following section two primary graphic
elements are defined — a coat of arms and a
typeface — that should be used in the Royal
Institute of Art’s communications from now
on. The definitions serve mainly to show pos-
sible approaches rather than to give specific
directives. Thus the guidelines drawn should
not be regarded as a graphic manual in the
ordinary sense. One lesson from the past is
that graphic manuals are not followed, or
cannot be followed, for any length of time —
which is natural for an institution ‘that wants
to, and should, be filled with contradictions’
(as stated in the vision). For this reason the
notion of a graphic manual is not compatible
with the Royal Institute of Art’s sustainabil-
ity goals. If we instead view these guidelines
as an approach, open to interpretation and

adjustment, they may possibly answer bet-
ter to the changes that the Institute is faced
with at regular intervals. It is essential to this
approach to radically — thoroughly — bear
in mind or recycle prior directions that have
proven useful.

3.1 A coatofarms (that contains
multitudes)

In an attempt to move beyond latter-day con-
ditions for communications for public cultural
and educational institutions, which are increas-
ingly dictated by the logic of the brand, these
guidelines point to another history of visual
communication: heraldry. Heraldry is the sci-
ence of the type of graphic symbol called coat
of arms. A coat of arms makes it possible to set
oneself apart visually in a manner that dates
back to the Middle Ages and that also fulfils
contemporary demands for visual communica-
tions. Heraldry follows certain traditional and
internationally accepted rules concerning col-
our, form and composition.

When one determines a coat of arms it is not
the image but the blazon that is determined. A
blazon is a verbal description of an image. E.g.
Sweden’s lesser coat of arms (one of Sweden’s
two official coats of arms, ill.p.22) is defined
according to the blazon as ‘Azure with three
coronets Or, ordered two above one. Crowned
with a royal crown’ (Swedish Code of Statutes
1982:268). Heraldic arms differ from logo-
types, which are always defined according to
a specific appearance. Thus you may see dif-
ferent renditions of a coat of arms, but it is still
considered the same. State Herald of Sweden,
Henrik Klackenberg, has described the rela-
tion between blazon and a coat of arms as
follows:

The term [blazon] is from the French and
means verbal description of a coat of arms.
As early as the thirteenth century there
was in France a special terminology that
had been developed for a distinct verbal
description of a coat of arms. The blazon
determines the content of the coat of arms
in an exact heraldic terminology for form,
figures, dividing lines, colour and more.
Thus a coat of arms is determined in terms
of content, but not a certain image or design.
This particularity of heraldry makes for a
lot of artistic freedom to use the blazon to
shape an image of the coat of arms. Thus
there are as many versions of a coat of arms
as there are artists and as long as the image
follows the blazon it is a correct rendition of
the coat of arms. One might liken the rela-
tionship between the blazon and the image
of the coat of arms to that between notes
and music, that is to say a transformation of
writing into image and sound respectively.
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So heraldry unites a resistance and an adher-
ence to society’s medial shifts: Heraldic
principles are not affected by communica-
tions systems changing over time. Thanks to
this flexibility heraldry has survived through
the centuries. It follows that the first Swedish
manual on the topic, Carl Uggla’s Inledning til
heraldiken (Introduction to heraldry), is still
useful today.

In times past, the ruling monarch, or the
government, issued blazons in a so-called let-
ters patent. In addition to the blazon the letters
patent also contained a depiction of the arms.
At first the coat of arms referred to a person or
a family, but very early on kingdoms and cities
also used coats of arms. Other than the greater
and lesser coats of arms of Sweden there are
Swedish coats of arms for provinces, regions,
municipalities and dioceses. State agencies
also have coats of arms. The Swedish National
Archives are responsible for public heraldry.
They create model sketches for coats of arms,
flags, emblems and other signs at the request
of state agencies and municipalities. Besides
these assignments, for which the National
Archive’s heraldry department serves as a
graphic design firm, a large number of ques-
tions regarding heraldry are handled. It might
concern identifying a coat of arms and a seal,
as well as audits of proposals for new coats
of arms and logotypes within the state and
municipal realm. The National Archives are
also responsible for heraldic arms and symbols
that refer to the state or agencies being ren-
dered in accordance with prevailing norms as
well as the law that governs their usage.

The Lion and the Boar

The new emblem of the Royal Institute of Art
is based on a blazon developed in consultation
with the National Archives’ heraldry depart-
ment. The blazon is based on the statues that
stand by the entrance to the main building, The
Lion and the Boar:

The statues are bronze casts of the plaster stat-
ues that stand in the entrance to the Academy
of Arts, made by artists and teachers Heinrich
Miillner and Mikael Beckman-Thoor in con-
nection with the move to the facilities on

Skeppsholmen in 1995 (ill. p.24). The statues
at the Academy of Arts are also replicas. The
Lion is based on a marble sculpture from the
late sixteenth century in the Villa Medici in
Rome. The Boar is a copy of a bronze statue
created in Florence during the 1630s. These
renaissance sculptures, which in turn are
inspired by antique originals, have been repro-
duced as similar public sculptures all over the
world. As the Lion and the Boar themselves
say in the vision, they are part of ‘a long line
of replicas’. They arrived in Sweden in 1698
as plaster casts from France, at the behest of
Nicodemus Tessin the younger. Inspired by the
French Academy of Arts he wanted to found a
similar institution in Stockholm, as there was
a growing demand for sculptors and decora-
tors due to the construction of the royal palace
in Stockholm. The imported plaster casts of
antique sculptures were to support the edu-
cation of artists in the form of a ‘museum of
antiques’. The Lion and the Boar later ended up
in the entrance of the Academy of Arts where
they still stand today. Since then, employees
and students have come and gone, but they
have all passed between the statues. There is a
long tradition of saying that the students enter
the school as wild boars and exit as proud lions
(or is it the other way around?).

The Royal Institute of Art’s vision, titled /n
Like a Lion, Out Like a Swine, offers a more
complex interpretation of the possible qualities
that the Lion and the Boar might symbolise. In
the story they play important roles as witnesses
to the long history of the school, but also as
proponents of differing artistic approaches. As
such they represent a dichotomy, a dialogue
between irreconcilable components that must
relate to each other in a perpetual negotia-
tion: past and future, left and right, high and
low, Apollinarian and Dionysian, messy and
majestic. As we have seen, the animals are a
recurring reference among co-workers and
students. In contrast with the first symbol of
the school, the bound tree, the Lion and the
Boar — in capacity of their diluted significance
as replicas — allow for an openness to future
interpretations that bodes well from a sustain-
ability point of view. Considering this it is high
time that they assume a place in the school’s
emblem.

The blazon for the coat of arms of the Royal
Institute of Art in Swedish:

1 filt av silver ett gdende lejon dtfoljt
nedan av ett dt sinister gaende vildsvin,
biigge svarta med rid beviring.
Skolden kront med kunglig krona.

The blazon for the coat of arms of the Royal
Institute of Art in English:

Argent, a lion and a boar in pale counter
passant Sable, armed Gules. The shield
is surmounted by the royal crown.



What does this mean in plain English?

A blazon is always as concise as possible. The
terminology consists of some archaic words,
particularly French as this language dominated
the context for the emergence of heraldry. In
English blazons the majority of the terms orig-
inate in Old French, for instance the tinctures:
Argent (silver), Sable (black) and Gules (red).

Tincture denotes colour effect and this is
the general term for colours and metals. The
colouration of heraldry is limited. Possible
colours are black, blue, green, purple and red.
Possible metals are gold and silver. In a blazon
colours should contrast with metal, which is
why the lion and the boar are black against a
silver background. In contexts in which tinc-
tures are not possible to relay, for instance in
print techniques that only allow for one colour,
they can be translated with particular patterns
(so-called hatching):

Gold

Silver

Metals

Colours Blue

] Rea

/ % Purple

Hg Black
\\\\\ Green

‘A boar in pale counter passant’ indicates that
the boar is walking towards the left. So why is
the boar walking towards the right in the image?
In a blazon the direction is given as seen from
the perspective of the imagined carrier of the
shield. If the animal’s direction is not mentioned
in a blazon — as is the case with the lion — that
automatically means that it is turned towards
the left in the image (the carrier’s right).

Here ‘armed’ indicates that the animals
have hooves, talons, beaks, horns, tongues or
other parts of the body in a different tincture
than the rest of the animal. In the case of the
lion and the boar they are armed red, which
opens for many interpretations.

Why is the shield ‘surmounted by the royal
crown’?

Every state agency in Sweden has the right
to use national symbols in their communica-
tions. The national emblem of the royal crown
is one such symbol. The crown is protected by
law and may not be used by commercial busi-
nesses without permission from the Swedish
Patent and Registration Office. Thus the crown
is one of few symbols currently in use that,
from a legal point at least, indicates differ-
ences between public and private institutions.
The shield and the crown in the coat of arms
are given by the heraldry department at the
National Archives. They are a standard format.

Crowns of various kinds occur frequently
in the emblems of art schools in monarchies.
Current logotypes for Koninklijke Academie
van Beeldende Kunsten in The Hague and
The Royal Academy of Music in Stockholm
(ill. p.26) are examples of renditions of royal
crowns that relate to a narrative of the royal
as brand: a contemporary representation of
the storied. (In the former the dots refer to a
constellation in the shape of a crown and in the
latter the ‘M’ in ‘'KMH’ to a crown.) The 2010
logotype for the Royal Institute of Art can be
subsumed into this category as well: here the
crown is included as an illustration of the word
royal. Through its imitation of the royal mono-
gram GIII, the KKH monogram under a crown
refers to the image of something royal in the
royalist sense.

As opposed to the 2010 logotype the crown
in the new coat of arms is formalised to a
standardised form for crowns in the symbols
of Swedish state agencies. In the new blazon
the crown in the coat of arms refers to the
state administration and not as previously to
the misconception that the Institute would be
under royal protection.

In practice

As mentioned above, a blazon can be likened
to a score, expressed in a rendition. Recipe
and code are other metaphors. The content of
a blazon thus acquires a certain independence
from the depiction. While the lion and the boar
in the blazon are inspired by the statues by
the entrance to the main building, depictions
need not heed this; ‘lion’ and ‘boar’ can be
interpreted in the broadest sense. The heraldic
principle can thus be related to the tradition in
which teachers and students make their own
interpretations of the school’s emblem as well
as of the Lion and the Boar statues.

Interpreting the blazon comes with the
opportunity to be specific to scale and mate-
rial. In large formats the drawing can be more
detailed, in smaller formats it can be simpli-
fied. The coat of arms can also be translated
into a banner or a seal (in which case the crown
and the shield are not included).

Two versions of the coat of arms have been
developed for the purpose of these guidelines;
the one above to the right will initially be used
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for most applications in which the Institute is
communicating its activities. But it should not
be regarded as a standardised logotype. In the
instances in which the depiction for some rea-
son is not suitable there is the option of creat-
ing an alternative image based on the blazon.
All renditions should be regarded as samples.

But there is no inherent purpose to hav-
ing different renditions of the coat of arms in
different applications. The idea is not for one
variant of the coat of arms to appear on the let-
terhead and another on envelopes. However,
the option exists — if finances allow and special
circumstances demand — to develop a custom
rendition for a specific purpose. The coat of
arms/blazon can thus be regarded as both
sender and message and appear as (new) image
in contexts in which the Institute’s activities
are communicated. This makes possible future
changes to the appearance of the coat of arms,
as well as historical interpretations based on
historical techniques or media. That said it is
not strange if heraldry is seen as out-dated, but
it is precisely its history that makes heraldry
a primarily forward-facing principle: it antici-
pates unanticipated needs.

3.2 Atypeface (that contains
multitudes)

There are several purposes to standardising
typographic design. A streamlined typography
makes it easier for the reader to orient themself
in a text from the Royal Institute of Art and
contributes to recognition. Uniform typefaces
also simplify the technical production of publi-
cations that must work across different media.
The typeface used in the Royal Institute of
Art’s graphic communications is Times New
Roman. The text that you are currently reading
is set in Times New Roman in the size 7 points.
Originally this typeface was developed for
the British newspaper The Times and was made
public on October 3,1932 in the same paper. It
was designed by Victor Lardent, draughtsman
at The Times, under the guidance of Stanley
Morison, who had been hired by the paper as
typographic adviser. The typeface was pro-
duced and sold by the Monotype Corporation
in England. The design was based in part on an
older typeface, Monotype Plantin, though the
result differs significantly from the model.
‘Times New Roman is new’, Morison
claimed, ‘but while it is an innovation, it is also
something of a reaction’. The typeface was
a critical retort to so-called book art — what
Morison considered to be an elitist, historicis-
ing typography that emerged out of the pri-
vate press movement in the wake of William
Morris — in part the abundance of ten-a-penny
typefaces devoid of tradition that dominated
mass-produced printed matter in the early
twentieth century. Times New Roman was
designed according to an anachronistic and
eclectic method. The innovative aspect of

the typeface was that it united qualities from
several historical typefaces in a melding of
different stages of the evolution of the Roman
letterform from the sixteenth century and on.
The method is reminiscent of collage or patch-
work. On a detailed level Times New Roman
reveals a number of inconsistent properties
that diverge from traditional principles for
designing a typeface. Thus it can be considered
a result of several anonymous artisans whose
work stretches across time and space.

These mixed origins, Morison maintained,
were an attempt to render the appearance of the
typeface as impersonal and devoid of identity
as possible: ‘It has the merit of not looking as
if it had been designed by somebody in par-
ticular” An expressionless expression aimed
for universality. This quality — familiarity,
acquaintance — was, according to Morison, a
condition for good readability, which in turn
was crucial for reading comprehension.

Accessibility

Even though Times New Roman was intended
for newsprint it has come to be one of the most
commonly used typefaces in the world. The
emergence of digital media has intensified its
spread. Without doubt it is one of the most well
known typefaces today.

The typeface has been used extensively in
Swedish government publications. In 1957
it was introduced in Sveriges statskalender
(Swedish Register of State agencies and
employees). It was long a standard typeface in
the Swedish governmental investigations and
is still used in the Swedish Code of Statutes
(since 1972). It is commonly used in the art
world as well, not least in a Swedish context.
Moderna Museet, Index and Konsthall C are
all examples of art institutions in Stockholm
that have used Times New Roman as their
identity typeface in recent years. As previously
mentioned the typeface was long used for the
Royal Institute of Art’s school catalogues.

There are a number of digital interpreta-
tions of Times New Roman. A typeface by this
name is pre-installed on most computers. It is
frequently the standard typeface in web brows-
ers. The Royal Institute of Art’s website should
be set so that the pages are rendered in the ver-
sion of Times New Roman that is installed on
the visitor’s unit. This also has financial advan-
tages as the school will save on costs for fees
for licensed typefaces.

Of all the versions of Times New Roman
there is no particular one that the Royal
Institute of Art should use. Rather all typefaces
that are based on the originals from Monotype
in one form or another are to be considered the
identity typeface of the school.

If the typeface is so common that it could
even be seen as trite one may wonder why it
should be used by the Royal Institute of Art
as well. But that is precisely the point. The



omnipresence of the typeface makes it dif-
ficult to attribute any identity-related charac-
teristics to its form, which allows for leeway
in the communication of the Institute’s many
different identities, interests and needs. The
typeface also offers great opportunity for vari-
ation through a number of cuts. Just as dialect,
tone of voice, vocabulary etc. influence how
language is understood, Times New Roman
can operate in a variety of tonalities depending
on how it is used.

4 Announcement

The Royal Institute of Art harbours a com-
prehensive knowledge of how art becomes
public. Art is not just made here — it emerges
here, it can be experienced here. Since 1784
student works have been shown to the public
in annual exhibitions. Further publications,
open lectures and symposia are natural points
of contact between the Institute and society at
large. In the following a particular approach
to communication for these activities is out-
lined, which has been given the designation
‘announcement’, kungdérelse in Swedish.

‘Kungorelse’ usually denotes a public mes-
sage from Swedish state agencies, intended to
inform society about issued laws and regula-
tions. The word has previously been more
common as a designation for oral and written
proclamations of various kinds. An announce-
ment is both an action and a product: A send-
er announces, the recipient partakes in an
announcement. In the history of the Institute
the word appears among other things in the
name of one of the student corps’ newspapers,
Kungdrelser et meddelanden (Announcements
and Messages, ill. p.30), and in the entrance to
the Academy of Arts where a billboard with
the heading ‘Kungérelser’ carved in stone is
part of the wall, right next to the Lion and the
Boar (ill.p.31). The board for announcements
has long been central to informing about the
school’s activities.

4.1 Public notice versus poster

Synonymous with the announcement in its
materialised form is the public notice. A public
notice is defined as a ‘written message post-
ed in a clearly visible location, smaller than
a poster, placard and the like and typically
addressed to a limited group’. Public notices
should not be confused with posters; the latter
connotes a ‘larger (illustrated) notice placed
in a clearly visible location, typically with a
message of a convincing nature such as propa-
ganda or advertisement’. Differences between
public notices and posters are thus about size,
message and appearance. In the public notice
the message is ‘written’, on the poster it is

‘illustrated’. This subject has been discussed
at length by American author and critic Susan
Sontag in her essay ‘Posters: Advertisement,
Art, Political Artifact, Commodity’ (1970):

Posters are not simply public notices. [...]
Both posters and public notices address
the person not as an individual, but as an
unidentified member of the body politic.
But the poster, as distinct from the public
notice, presupposes the modern concept of
the public — in which the members of a soci-
ety are defined primarily as spectators and
consumers. A public notice aims to inform
or command. A poster aims to seduce, to
exhort, to sell, to educate, to convince, to
appeal. Whereas a public notice distributes
information to interested or alert citizens,
a poster reaches out to grab those who
might otherwise pass it by. [...] A poster
claims attention — at a distance. It is visually
aggressive.

This polemic may appear dated — Sontag is
mainly concerned with the printed poster on
city streets. But the criticism today can also
be expanded to digital environments and the
street poster’s expansion to new forms of
advertisement in the public space. Seducing,
convincing, ‘aggressive’ visual identities have
edged out approaches to graphic design and
communication in which the primary goal
of mass-medial information is to be compre-
hensible and clear. The increased influence of
social media and screens, an intensifying cul-
ture industry and attention economy has led to
an extravagance of images and visual stimuli
in people’s daily lives. The development is
related to an increasingly obvious fatigue syn-
drome that applies to individuals as well as to
the earth itself. Seen against this background it
is more important than ever to be frugal with
finances, time and other limited resources. The
approach ‘announcement’ and the format ‘pub-
lic notice’ are attempts to answer this need for
economy and recuperation.

Announcements can be given through digi-
tal as well as printed notices. When designing
public notices the following points should be
taken into account:

» Public notices should be based on standard
formats.

* Public notices should contain a written mes-
sage. The message should have a factual,
laconic tone.

« All text in public notices should be set in
Times New Roman.

* Images should not be included in public
notices. Images relating to the the announce-
ment may be attached to public notices that
are distributed online.

* Information regarding the sender (the Royal
Institute of Art’s coat of arms as well as any
contact information) is usually placed in the
lower edge of printed public notices.
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* The information contained in a public notice
need not be comprehensive. It is important
to consider how printed notices and digital
notices can work together. In social media
there are as a rule specific areas designated
for times, addresses etc. making this infor-
mation redundant in public notices that are
distributed there.

< For financial reasons public notices should
be printed using standard colour on standard
paper. The paper should be FSC-certified
and if possible based on recycled natural
fibres in accordance with the Institute’s
sustainability goals. Print run shall be cal-
culated taking into consideration the earth’s
limited natural resources.

4.2 Language

Several languages are spoken among co-
workers and students at the Royal Institute of
Art. The most common languages are Swedish
and English. Beyond this the Institute, in its
capacity of Swedish state agency, is bound
to support and protect the national minority
languages Finnish, Meénkieli, Romani Chib,
Sami and Yiddish. Thus some situations will
at times demand several languages.

Since the Royal Institute of Art strives to be
an international institution of higher learning
and a large portion of teachers and students are
active in an international context it is natural
for English to be central. At the Master’s pro-
gramme the instruction is held in English. At
the same time the administrative language is
Swedish, since the Institute is a state agency
governed by the Language act (Swedish Code
of Statutes 2009:600).

The fact that the Institute is multi-lingual
might lead to quandaries about language
choice and possible translation, but a rule of
thumb is that the imagined recipient should
determine the choice of language. In most con-
texts both Swedish and English should be used.
General information on the website should be
available in both languages. In other commu-
nications language should be chosen according
to context and recipient. For instance informa-
tion about an open lecture in English is given
in English and the corresponding in Swedish is
communicated in Swedish.

5 Conclusion

One of the scenes in the vision’s chamber play
takes place in front of the blackboard where the
figures Pro-Chancellor and Vice-Chancellor
attempt to gather and articulate thoughts on
what an art school should do and why it exists.
Time and again they realise deficiencies in
the statements and new opinions keep being
expressed in various quarters, overturning

previous theses. After all the erasing and writ-
ing the cloud of chalk dust is all that remains.
The Vice-Chancellor and Pro-Chancellor can
only note that,

This is no easy task as both art and the
world are constantly changing. [...] You
understand, new ideas emerge all the time,
an artist makes art in an entirely new man-
ner or the conditions for what we do change
due to things nobody could predict like
fires, budget propositions, expansions of
art’s sphere of interest, new and lost pos-
sibilities. One never knows what’s around
the corner [...].

A figure less ridden by doubt, the Robot Critic,
feels that the chalk dust — the uncertainty, the
negotiation — is an inescapable part of the pro-
gramme that must be encouraged. It claims
that the purpose of an art school is to let the
artist, art and knowledge emerge

in a probably infinite number of configura-
tions [...] so that the concept of art remains
unstable and continues to shift [and] so
that methods for making art evolve. An art
school builds, maintains and develops an
environment in which it is possible to shape
and to be a subject that is able to do this.

This somewhat nebulous declaration is brought
down to earth by a fourth figure, the Cadet/
Armour, who turns to the ensemble and claims
that,

there has to be a clear operating model
and clear goals for education. [...] You
mustn’t forget, you aren’t just artists, but
also humans, citizens and students; as such
you are guaranteed rights, such as equality,
freedom of speech and democratic process.
This holds true no matter what art wants
with you. Even art must be subordinated to
the common good.

The vision is filled with reservations and hopes
of this kind. The contradictions come hard
and fast. But what the vision finally ends in is
precisely the upholding of the process and dia-
logue. The guidelines for graphic design and
communications play an important role in this
dialogue, and their main job is to facilitate the
conversations of which the Institute is a part.
Thus they should not be regarded as a ‘visual
identity’ but as a contribution to the Institute’s
many visual identities that have emerged
and changed over a long period of time and
which will continue to do so as art and society
evolves.



Appendix 2

Exempel pd riktlinjernas tillimpning
Examples of the guidelines’ application
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