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Programme as Logic

Instead of solutions for problems, programmes for so-
iutions — the subtitle can also be understood in these
terms: fornoproblem (sotospeak) isthere an absolute
solution, Reason: the possibilities cannot be dslim-
ited absolutely. There is always a group of solutions,
one of which is the best under certain conditions.

To describe the problem is part of the solution. This
implies: not to make creative decisions as prompted
by feeling but by intellectual criteria. The more sxact
and complete these criteria are, the more creative the
work becomes. The creative process is to be reduced
to an act of selection. Designing means: to pick out
determining elements and combine them. Seen in
these terms, designing calls for method. The most
suitable | know is the one Fritz Zwicky has developed
although actually his is intended for scientists rather
than designers. (Die morphologische Forschung, 1953,
Kommissionsverlag, Winterthur) | have produced the
diagram below in accordance with his instructions
and, following his terminology, | have called it the

morphological box of the typogram. It contains the
criteria - the parameters on the left, the relative com-
ponents on the right - following which marks and
signs are to be designed from letters,

The criteria are rough. As the work proceeds, of
course, they are to be refined as desired. The compo-
nents are to be made into parameters and new com-
ponents are to be specified, etc. Moreover, they are
not only rough, they are also not self-contained. The
component “something else’ is the parcel in which
the left-overs are packed if the parameter does not
break down neatly. The designations are impreciss in
some cases. There are many imperfections. Butitis
precisely in drawing up the schems, in striving for
perfection, that the work really {ies. The work is not
diminished; it is merely transferred to another plane.

The inadequacy of this box is my own and not inherent
in the method. Even so: it contains thousands of
solutions which - as could be shown by checking an
example — are arrived at by the blind concatenation of
components, It is a kind of designing automatic.

e |

a Basis

1. Components | 11, Word 12. Abbreviation| 13. Word group | 14. Combined ‘

2. Typeface 21, Sans-serif 22. Roman 23. German 24, Scme other | 25. Combined

3. Technique 31. Written 32. Drawn 33. Composed | 34. Some other | 35. Combined
b Colour

1. Shade 11. Light 12. Medium 13. Dark 14. Combinsd

‘2. Value 21. Chromatic 22. Achromatic | 23. Mixed 24, Combined
|
|
¢ Appearance .

1. Size 11. Small 12, Medium 13. Large 14. Cembined

2. Proportion 21. Narrow 22, Usual 23. Broad 94, Combined

3. Boldness 31, Lean 32. Normal 33. Fat .34, Combined

4. Inclination | 41, Upright 42, Oblique. 43, Combined
d Expression :

1. Reading 11. From left 12, From top 13. From:bottom| 14. Otherwise | 15. Combined

direction to right to bottom to top

2. Spacing 91. Narrow - 22. Normal 23. Wide 24. Combined

3. Form 31. Unmaﬂiﬁqd 32. Mutilated | 33, Projected 34. c?lr.;'gmthing 35. Combined
| 4. Design 41. Unimodified | 42. Something | 43, Something | 44. Something | 45. Combined

: : omitted replaced added i
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e, Globotyper wievoll 2. In

(mutilated, here frag-

be 3 {projected, here on a

wievoll 7 o 34 (somelthing else, the form i1
noris it mutilated or projected,

= partly silhouetted).

thing else

design’ means something more than is
y “lorm™. To take an example: in Auto AG
10 of the crossbar of the A's cannot be
wtilation nor a form operation either. 1f the
form is n‘,utuated the components are preserved,
hatis notihe case in this instance. The form as

h s Berthold sans-sernif but “something is omit-
ted"”. The reverse applies to the case of FH (Féde-
ration Horlogére Suisse): here “'something is added’:
namely, the Swiss cross within the letters, In the case
of Rheinbriicke there is "'something replaced”: the
part of the word “briicke” (bridge) by the sign.

!

lled a

Tho reader will have notic ;
running right through the exam ples helow: th

tionship belween form and content.
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Basically, every typogram can be produced in two
ways: firstly, through the word sense (ta interpret the
meaning) and secondly, through the word picture (to
take the formal data as the point of departure). !t
would need a second, a semantic box, to bring this
within a system. Its components can be found in the
examples given here.

Say: the solution for National Zeitung is the percep-
tion of a formal rotation, Krupp is a literary interpreta-
tion (Look back to the past, look forward to the future).
In Autokredit the word credit (payment over a long
term) is represented. In Globotyper the typeface sug-
gests the typewriter and the projection suggests the
sphere (it was originally a name for the IBM spherical
head typewriler). “Abfdlie’ and "wievoll 7" symbolize
the idea, etc.

Islb)ﬁ? \\ =
tlobotyper
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Rrogramme from the Far Middle Ages

| pass the Cathedral every day on my way to work,
The building contains some typical Gothic speciali-
<. An oxample is provided by the pointed arches of
15th century cloisters reproduced below: a perfect
gnample of the joyiul (and artful) way the Gothic de-
sigriers went to work.

Joyiul, bacause it gave them pleasure to create com-
nhicated patterns in profusion. Artful, because they
tempered the complicacy to the beholder and con-
cealed the profusion, That is: none of the 16 windows
(one is missing in the picture) is identical with another;
simply because somebody wanted to have fun (a
whim, perhaps, of the head artisan?) Each window is

a designinitself based on an exact programme of con-
stants and variants.

The Programma:

The malerial and exgcution are prescribed; the dimen-
sions, outlines, including the vaertical Iripartition up to
the springing lino of the arch.

There are 16 different ornamontal patierns to be
designed in the triangle of the arch and they must he
related from the following points of view:

the profilos of the lines and the joining together of

the bundles of lines are in principle all alike ~

the tracing of the lines must be adapted organically

to the outline and also to the vertical tripartition ~

the lines meet either at right angles to each othor (or
to the periphery) or run into each other at O dogrees -~
there must be no residual forms; that is, each line
must form a self-contained pattern on two sides.




Integral
typography

A new label? The typographical aspectofanewism?
No, this is just what is not meant. The times cf both,
pioneers and isms, are over. After the adventurers of
the 'teens and the twenties we are the settlers, the

colonizers.

The continent of modern creation is not only discov-
ered, butit already figures on various maps. Isms are
the countries of the spiritual map, each one with a
border separating it from the others as in a schoal
geography — and like everything in school books right
and wrong at the same time. For today the border-
lines between isms are beginning to be obscured.
And what interest us are not so much the surround-
ing constructions as the matter itself, the individual
achievemeant which stands finally behind collective
theories. In my opinion, for the sake of honesty, no
new ism should be created’.

Today it is time (at any rate so it seems to me) to gain
distance from the theses of the “new’’ and "elemen-
tary" typography of the twenties and the “'functional”
typography of the early forties.

Let us recapitulate these theses once again. Max Biil
writes in 1946: “We call elementary typography a
typography entirely developed out of its own data;
that is to say, which works in an elementary way with
basic typographical elements, and if, at the same
time, it aims at the sentence-picture in such a way
thatit becomes a living sentence-organism without
any decorative addition and without any strain, we
would call it functional or organic typography. Which
is to say that all demands - technical, economic,
functional and aesthetic - should be fulfilled and

FEL

should determine together the sentence-picture®,

Itis precisely in typography that the difficulty of set-
ting theoretical boundaries is plain®. For example dis-
cussing Bill’s functional claim, Jan Tschichold, the
editor of ““Elementary Typography'* said even in
1928: “The New Typography is different from the ear-
lier because it is the first to attempt the derivation of
the appearance from the function of the text®.'" And
Moholy Nagy even five years earlier: "This first of all:
an unambiguous clarity in all typographical warks.
Legibility and communication should never suffer
from a previously hsld aesthetic®.”

Those were thetheses which causedthetypographical
revolution and et loose discussion forty, twenty and
even ten years ago. Today it can be said that they are
no longer controversial; they are accepted - and thus
they have lost thsir object, their currency. This is what
is up to date in the situation of the new typography of
1959, After all a dream has been fulfilled, but the en-
visaged paradise has remained as far away as ever.

In the twenties for instance it was claimed for the

first time that the typographer should proceed from
the data of his material, from the basic typographical
elements; today itis hardly conceivable that he should
not proceead from them.

If most of the pioneers’ theses have become self-
avident, tho aesthetic criteria have been ganerally
outlived. For example: Is sans serif or Roman typa
the type of the twentieth century (Tschichold 1828



anay

.is the

g types the sans serif .. o2

torms spiritually to our time
is symmetrical or asymmetricai tyPography thera] ]gef;lu—
ine, contemporary way of expres'snon? do flus deto,
ragged right or flush left, flush right corresp'on” r
present-day feelings? can a type be set vertically ©

not? and so on.

"Among all axistin
only one which con

Such “either or’" criteria have gorved their time and
their purpose, Today typographers use both se‘ms
serif and Roman type, set books both symmetrlcglly
and asymmetrically, use both flush left, ragged rlght'
and flush left, flush right. Today everything is stylisti-
cally allowable, allowable from the point of view of
up-to-dateness. “There remain only open doors to be
unlocked”, as the German saying has it. And we shall
not be spared the necessity of rendering an account
of the state of our spiritual inheritance. Nobody wiil
relieve us of the task of searching for new criteria.

Typography is an art notin spite of its Serving g pu
pose but for that very reason. The designer's frens I
lies not at the margin of a task but atits very Centreom
Only then is the typographer free to perform g o .
artist when he understands and ponders his tagi i,
all its parts. And every solution he finds on thig bas|
will be an integral one, will achieve a unity betwagn $
language and typs, between content and form,

fntegral means: shaped into a whole. There the Aris.
totelian dictum that the whole is greater than the gy,
of its parts is assumed. And this vitally concerng
typography. Typography is the art of making a whole
out of predetermined parts. The typographer “sets",
He sets individual letters into words, words into
sentences.

Letters are the elementary particles of the written
language — and thus of typography. They are figura-
tive signs for sounds without content, parts which
acquire a meaning and a valtue only if they are com-
bined. This means that combinations of two, thres
and more letters show in any case a word-picture,
hut definite letters render a definite idea only in a
certain sequence; literally they constitute a word. To
clarify the example from the other angle let us taks
four letters which can be combined in four different
ways, From this we can seea that only one combination
makes sense. The 23 remaining are indeed both
legible and pronounceable, they contain the same
elements and give the same total. But they do not
constitute a linguistic whola. They remain meaning-
less.

'WEFI
WEIF
WFEI
WFIE
WIEF
WIFE

IEFW
IEWF
IFEW
IFWE
IWEF
IWFE

FEIW
FEWI
FIEW
FIWE
FWEI
FWIE

EFIW
EFWI
EIFW
EIWF
EWFI
EWIF




mportance of the whole, the integral in genera,
nguage and typography, is obvious, If the pra-
nortion between the correct and the possible combi-

tions in words of four fetters is 1: 24, in five-letter
wards it will be 1:120, In six-letter words 1: 720, in
sevan-letter words 1: 5040 and so on,

This means that what we can write and set with our
letters in all fanguages —if it makes sense, it makes
a whole — always remains a mere fraction of the
mathematical possibilities of the alphabet,

Morgenstern, the Dadaists, Schwitters and others
have tried the abstract fanguage which stands for
nothing outside itself, consisting of unconventional
combinations of sounds and letters, of words which
are not words because they have no meaning but their
own acoustic and visual rhythm’. The poets explode
what has become natural and meaningless for us in
the language, And in so doing they give us back a
feeling for the natural and elementary. Kurt
Schwitters’ **Sonata in Primeval Sounds" is especially
illuminating with respect to the accord between ele-
mentary, {inguistic and typographical form,

The author says: "'The Sonata consists of four move-
ments, an introduction, a coda and a cadenza in the
fourth movement. The first movementis a rondo with
four main elements which are especially marked in
this text of the Sonata. Itis rhythm in strong and
weak, loud and soft, compressed and extended and
soon."

Page 1 of the "Sonatain Primeval Sounds” published
in Hannover in 1932, (Typography by Jan Tschichoid):

In our contemporary reality abstract word-creations
which seem at first sight the eccentric ideas of a poet,
have developed into an everyday economic tactor.
Every day new words are created. Perhaps they grow
out of abreviations like UNQ, are pieced together from
foreign words like Ovomaltine, or are new inventions
like Persil; in each case they are independent of their
source. And now names for industrial products

are found by means of electronic computers, This
happens as follows: some three random vowels and
four consonants are fed inta the computer which
registers in a few moments thousands of combina-
tions (see above), replacing imagination by mecha-
nical choice, These meaningless word-creations

have become indispensable to publicity. The label
departments of every firm of importance have dozens
of them in stock; before the products exist the name
is already registered and protected by law,

Elementary optics correspond to elementary speech
sounds, the formal value of the type corresponds to
the acoustic value of language. What Schwitters says
about his “Sonata in Primeval Sounds”, applies, if
correspondingly modified, to the next example, an
advertisement for the Delft Cable Works designed by
Piet Zwart around 1928. Itis a rhythm in black and
white, iarge and small, compressad and extended.
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From the point of view of integral typ?gra}phy.tl}]euglnu&
i i i ting example ot an in -
tion below is an interes 1

:iraa! experiment with fundamentals, thoggh, ash!tie_

author agmits, an imperfect typog‘raphlcal ac le”

ment. It is a page of the first printing of Mallarme s

sCoup de dés”, published in 1897 in the magazine

Cosmopolis®.

s on this®: "'His {Mallarmé's) whole
invention, derived frem analyses perfermed for years
on language, books and music, islbased on the c?n-
ception of the page as a visual umty'. He had studied
very carefully (even on posters and in newspapers}
the effect resulting from the distribution of black and
white and had compared the intensity of various
types ... He creates a surface reading whichlhe
combines with the lineal reading, thus enriching the
domain of literature with a second dimension.” And:
4| pelieve the composition of the ““coup de dés”
should not be considered as created in two distinct
operations, the one consisting in writing a poem in
the traditional way, independently of each visual form
and the size of the spacing, the other in giving the
text its appropriate setting. Mallarmé’s attempt must
necessarily have heen mere profound. It happens in
the very mement of creation, itis itself a sort of cre-
ation."”

Paul Valéry write

Mailarmé himself writes in a letter to André Gide:
“The poem has just been printed with my sentence-
arrangement, in which the whole effect lies.” it would
not be possible to underline more clearly the relation-
ship existing between the contents and the setting of
the text.
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If the Schwitters example is a compositign of
type-combinations, Mallarmé’s is one of PUre
constellations'.

Purg
waord.

The author Eugen Gomringersays: “Theccmste”
the word-group, replaces the verse. Insteaq of syntq
itis sufficient to allow two, three or more worgq t X
achieve their full effect. They seem on the syrfage
without interrelation and sprinkled at random bya
careless hand, but locked at more closely, they ba.
come the centre of a field of ferce and define 4 certain
scope. In finding, selecting and putting down these
words he creates “thought-objects’” and leaves the
task of association to the reader, who becomes 5
collaborator and, in a sense, often the completer of
the poem!!.’ Further: "Silence distinguishes tha ney
poetry . ..in this its prop fs the word™.”

a'h()nI

Gomringer calls himself the “'play-leader, the one whe
invites others to play with him". The words he puts
down are not words applied to some subject, buta
reality, conceptual and rhythmical values in them-
selves. They are again and again points in relation-
ship to one another in a vacuum in which the reader's
imagination wanders, rapidly or leisurely, according
to his mood. And the less numerous the points of
reference, the more precise they are — which means,
in application to typography, the more fixed the unity
of word and word-picture, the more natural itis.
Lissitzky, addressing the recader, says as early as
1925: “You should demand that the writer take pains
over the presentation, because his ideas come to you
through the eye and net thircugh the ear. Therefore
typographical sculpture, iliraugh its visual quality,
should do what the speakear's voice does for his
thoughts™."

baum
| baum kincd

kind
kind hund

hund
hund haus

haus
haus baum

baum kind hund haus




Gomringer also tells us that the poet's distance from
the so-called reality of everyday life ie: a‘t best only
apparent. If his constellations are artistically concen-
trated concentrates, they are often very close to slo-
gans centred ona definite subject, such as: "'Cyclists
attention-attention cyclists™. Or *'Face oncoming
traffic’’. Or like the classic among slogans: "Dubo-
Dubon-Dubonnet”. As publicity for a torch battery
the Parisian writer Arman Salacrou conceived: la pile
wonder ne s'use que sil'on s'en sert (la pile wonder -
the name of the battery —is used up only when in use.)

The newspapers’ headlines cften hecome constella-
tions of a particular force'. They shape and reduce
to the briefest and most direct not only a postic idea
but daily events.

For instance how much is said and at the same time
left unsaid in their contemporary context by the four
words: Megtowed courtfotog: Princess marries photo-
grapher. A subject to excite the imagination of the
reading millions. Sensation beyond the scope of nor-
mal print, Everyday speech is too elaborate for the
headlineg, too space-consuming. A special seolution,
then. Abbreviate (fotog); draw upon the thesaurus
(wed instead of marries); substitute nicknames (Meg
for Margaret). We are interested by the fact that the
effect here not only lies in the words, the content of
their factual communication. Without any doubt the
same words, if they, for example, stood somewhere
in the middle pages, would have a completely differ-
ent effect, Again content and presentation of the lan-
guage result, cumulatively, in an entirely new unity,

ALILY & NEW.

HLW YORK'S PICTURE NEWLPARLH ¢

The above examples do not follow any plan and are
certainly notintended to be an anthology of picneer
work, | should prefer to look at the theme of integral
typography- of the integration of language and type -
from as many angles as possible. And there | cannot
but mention questions we take for granted. | hope
the reader will not consider this too much of a liberty.

We take for granted for instance that on the poster
one does not read: “Allianz is organizing an exhibi-
tion in the Zurich Museum , .. and so on". The aston-
ishing thing is: nothing is said of an exhibition! The
text is reduced to the barest essentials, to names and
dates scaled according to their significance -the rest
isfilled in by the onlocker. Or, in Gomringer’'s words:
“The onlooker completes the poster”. The informa-
tion, though employing only type as its medium, is
not as much read as “seen’’.

Here, using elementary means, the poster fulfils its
function in an exemplary way, it conveys its message
to the reader in the simplest possible manner, it
literally puts him in the picture at the first glance -
the information’s content and form correspond to one
another,

Poster by Max Bill, Zurich 1942:

kunsthaus ziirich
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Another phase of integral typography |
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The mailee receives the prespectus with the figure 8
on the front. He unfelds it, 9, and with each following
unfolding, 10 and 11, the size bacomes twice as big,
the text more insistent and the type heavier, After the
dramatic climax "sell sell sell!", ~there comes in
conclusicn the propaganda messags — "Pyt the New

York Times Magazine on your magazine schedules -

use it consistently all year long”.

e L e

ew York Time:
Magazine

on your magazine
schedules...use it consistently
all year long '

With the elements so far accepted a new one is inte-
grated. The reading-time becomes important, its
rhythm is intensified, and it is incarporated into the
typographical structure, One can say that text and
typography develop simultaneously, as the paper is
unfolded. (What is true here for unfolding a sheet of

- Paper can as well be said of turning the pages of a

book.)
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ows the solution of a
integration of an
entation through
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As an aadition 1¢

are quoted which may also be
What i5 o be shown is the abilit
elf in practice; its generalapp
d secondly under various

prove its
all with various aids an
hasic conditions,

adduced as proof.

Boite a musigue two other cases

y of the principle to
licability first of

“

Iinthe case of Bech Electranic Cantre &

diﬂ‘grent only in thatthe name(h,',?:;% e propley,
hasic conditions. It answers the quvm! qu”""m?’fe:..‘::
(Bech, the proprietor) What? (E!ect?:t‘.on Whgy
How ? (Centre, the type of offer) A denlcs‘-?he artic,
rather than a name; and under the dj SC”DYIOH,‘EE]SD‘;
comprising a great deal of text, Sadvantagg of

| must add that the name does :

many think, in order to oblige g:‘a";h’}i‘-':rtt.ins form, 4

opposﬂg: the design is simply and sojel Ists, Justihe

dlsce‘rpmg two characteristics of the nay Aaitatol

conditions) which lend themseives to thzz}(,btasm
stem,

Firstly: the initial lstters coincide in the m
crossword puzzle when thewordsare writtznner g
soas to reqd two ways. In other words: thenJEogether
appears twice without actually being re;peatggme
appeared a handicap at first, is artificially |'nter'lsvi\;lre‘;(ijt

Secor]d!y: the expanded form (horizontal and vertical
E:rontams from the outset variants and combfnati(;fma)

h u's‘the sign, c‘gnsisting solely ofletters (and wi!hos.t
addlltlonal aids jtke the frame in the case of Boite au
muanufa) can he adapted (within limits) fo various
propo'rtlonal requirements. Moreover: through the
tcon;'lblinatory vqnan:.;., it suggests, although not ac-
ually interpreting, alactronic technique.

2? 1CS:) anFi 2@0; hgv-.-‘ the Mew Year's and also Introduc-

ﬁagl ?rd; 19 '.'L; the most condensed yet still identi-

s ﬁem?,rsn:ﬁ(. shoy > full range of variability; 21
iepaper; 22 a repair slip wi
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o 23 shows Lhe posterin four colours with a se-

;:L;;;1ce from yellow through biue-violetto red, follow-

ing the movement from horizontal to vortical: 24-26
\-3‘;(, sleeves; 27 an adverlisement in the daily press.
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28

With both Boite 4 musique and Bech the bagic con-

ditions are the same in the way they affect the prob-
lem: both are retail shops. In hoth cases the firm had
1o be characterized as such and given a physiognomy

for the outside world.

Inthe case of Holzapfelthe structure hadan additional
task to perform: it had to characterize the products
as well as the firm. in other words, a trademark had
10 be designed in the widest sense of the word.

29 |

n: can a mark be variab!
nabdle withaut g3 4
L4iin

stio
saﬂ-gt me qr';’eiténg its mark-like characters e
question: what is typical about a mark, the -_Cc-.:?te.:
or the "configuration” ? My answer R © Proportig,
and cannot be a guestion merely of _1".3 fot
as such. Proportions can never bé an'yfi"iipﬂrt:cns
(or bad) relative to the task. But: in the ;";i"‘i'u:goed
any sign, however great the number of \;;,-.n_"i“""e of
is always one which mustbe declared to‘b""tﬂlsjhere
plar. The "configuration” must not Sugcrzsh;a exsm.
- resufi

of the variability; Fig. 28.

Vital questi
1

Fig. 29 shows the “printed frame”. This char .

is common to all examples: ali consisto{:p:td_er.'shc
are compoaents of the case. Thereis an e; -—S i)
and also & disciptinary reason for this. Econc‘iom::
hecause otherwise originals would have to ;’-’Pic

of everyvariant of the structure and blocksw : c bl
to made of every size. Disciplinary beca;us‘;‘irld:ave
graphical units simplify decisions as to pro ;e-"',po_
from the outset. Fig.30 is a portion oftheyg 5» rtro:
thickness of line is the same in all the @;‘a—e:::[eﬂ il
size, ?roportion and boldness are chang;d“F?) i
a businzss form; 32 a dizpateh label. REELE
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Summarized:

1. Integral typography strives for the marriage of
language and type resulting in & new unity, ina
superior whole. Text and typography are notso
much two consecutive processes on different
levels as interpenetrating elements.

9. Unity is reached in different phases, each succes-

sor including its predecessor:

in the integration of different signs, different letters

into the word. Examples 1to 4

in the integration of different words into the sen-

tence. Examples 5to 8

— in the integration of different sentences into the
“reading-time" dimension, Examples 9 to 12

— in the integration of independent problems and
functions. Examples 13 to 33.

M‘." R

At the beginning t was rash enough to 5
“searching for new criteria”. Has thig g
ductive of such? Some of the exampleg
and have already become historic docy
problems have already arisen and heen
have been solved in such a way that the
remained fresh, living exemplars. Figure 7 1,

of Max Bill, for example: [t Allianz had to ér ¢ \‘.Vo'rk
exhibition again, today, twenty years later tﬁ:mzean
might be different but it coutd scarcely be'm Poster
nent, better, more up to date. Ore perti

Peak of

tigle begq o
Cited arq OI(\‘X‘#
Menig, The
Solveq, The
results Rave

As already said: In essentials these principles of
“elementary” and “functional” typography are g
valid and are observed to a very great extent, An(lli
new ones cannot be added where the solution of
single problems is concerned.

However, today there are some changes: the produc.
tion of printed matter has assumed unforeseen pro-
portions. We are not only threatened by the danger
of extravagance and superficiality where tha individual
creation, however excellent it may be, becomes lost
but also by the menace that the knowledge and ex- }
perience of the pioneers, what has already been done
andis generally recognized, will degenerate into mera
formalism, become tashionable. The fulfilment of a
dream threatens to become a nightmare. Here we are
not allowed to resign. Here the designer must inter-
vene, he mustin a sense aim at a larger whole; he
must not continue to carry out the single task so
much as create structures from which single solutiens
can be derived.

This a}dds to the work of design a new dimension of
planning, from the an f hath languags and type.

The structure, once planned, always contains the
elements of text a . uhy, always compre-
hends the whole and makes the single task possibie.
(Consider *'Boite & musigus’': each task is always
typical of the whola, hears the firm's image, and at

<l in view of its special
sster). Thus work betol 1
more complex, and p posas an intensified ¢6-
operation among all participants. But here dosign 4t
quires meaning again. The graater effortand touger

use, from the label to

time dedicated to the development of the struclire
pays off in the end hecause it makes the detafl Wit
so much easier. And flnally the new oxperiencd

brings forth new impulsos for the work on single
tasks. In short: Erom the vicwpoint of the who“".sml.
ture, the integral design itself gains a new stability.*
new up- to-daleness, a new significanco in this 20°
of short-lived production and corresponding oans
of printed matter.

ot B
s canno:’

What | have tried to show on these pag Now TY
Ao TV .

4 new typographical style. Becaus? the
graphy" was not an arbitrary fashion whieh ™
now served its purpose. It was the sweeRs " e
of our most important means of communieaii
type face, in a pariad of swoeping change? ‘

can and must do today is not chang® the ‘ the

principles but extend tham to now tashs: 1
5 " cbrtp iUy

elumontary, from the functional to the stH°

ttogral: this is the raw material for et

hhas

gl

| i

pw CHE




Notes on the Essay Integral Typography'

1

On the isms from 1914-1924 a book by Hans Arp and
El Lissitzky appeared: “'die Kunst-lsmen''. Eugen
Rentsch, Erlenbach 1925,

2
From an essay, ‘"dber typographie", in "Schweizer
Graphische Mitteilungen™, May 1946.

3

In other fieids than typography the boundaries are
more sharply drawn. Georg Schmidt, the apologist of
functionalism, writes: “Dutch constructivism acted
like a catalyst on architecture and on decorative arts
and reduced house, furniture and utensil construc-
tion to the most elementary surface, body, space, and
material tensions. The result was a much more direct
relationship to material and construction in the field
of house, furniture, and utensil construction, a com-
plete renouncement of ornament and the discovery of
the beauty of ‘unornamented form''", But: “Very
soon one had to recognize that one had only slipped
inte a new formalism, Houses and furniture like this
tried to be interesting constructivistic sculptures and
cared very little for actual use.”

“Like every historical error this one was very salutary
too. From it arose the further knowledge that house,
furniture and utensils are not only conditioned by
material and censtruction like a constructivist picture
or a constructivist sculpture but even before this by
the function.” From an essay "*Von der Beziehung
zwischen Architektur und Malerei um 1920" ) in the
magazine “"Werk", July 1946.

+

“Elementare Typographie” was the title of a special
issue of the magazine " Typographische Mitteilungen"
edited by Jan Tschichold in Berlin, October 1920.

Frem *'Die neue Typographie” by Jan Tschichold,

Borlin 1928, Verlag des Bildungsverbandes der
Deutschren Buchdruckar,

B

From an essay "Die neue Typographie' from the
book "Staatliches Bauhaus in Weimar 1919-1923",
Bauhausverlag, Weimar-Minchen 1923.

"Dio Galgenlieder' by Christian Morgenstern was
first published in 1905 by Inselverlag.

To the “"Dada" creations in question belong above

all Hugo Ball's “Lautgedichte”, Hilsonbeck's
"Simultangedichte", Racul Hausmann's phonetic
poem “fmsba’ which inspired Schwitters, following
Hans Bolliger's "“Dada-Lexikon”, to write his "Sonata
in Primeval Sounds'’, The reader can learn more from
the "Dada-Manographie' published by Willy Varkauf,
Arthur'Niggli, Teufen 1957 and from the “ Anthologie
des Absaitigen' by Carola Giedion-Welcker, Bentali
AG, Bern-Blmpliz 1048,

In & more restrictod sense, i.e, rathor as arlificial than
abistract poatry, montion should be madae of the recent
wxperimontal toxts of Max Bense. Thoso texts are pro-

duced mechanicallyonabasiscfaestheticprogramm-
ing: "“Bestandteile des Voruber' and “Entwurf einer
Rheinlandschaft”; both were published by Kiepen-
heuer and Witsch in Cologne. In 1962 the same pub-
lishers brought out Bense's "Theorie der Texte".

8

An excellent edition of the "Coup de dés'" was pub-
lished in accordance with the last directions of the
poet, who died in 1897, at the “"Librairie Gallimard in
“Editions de la Nouvelle Revue Frangaise'', Paris
1914, Also in 1897, another poet was giving thought
to the typographical presentation of his work: Stefan
George. At the "Verlag der Blatter fir die Kunst'"
appeared "'‘Das Jahr der Seele”. The typographical
design was by Melchior Lechner. In 1898 Arno Holz
published the first 'Phantasusheft”. It contained

filty poems which were free of metrics, strophe, rhyme
and were accentuated typographically by the fact that
words whichbelong together rhythmically were always
taken together in one line and the lines of most vary-
ing length wers set on the central axis. A complete
editionappearedatJ.H.W.Dietz Nachfoiger, Berlin 1925.
in the following years the poets Apollinaire and
Marinetti applied themselves intensely to typegraphy.
“Caligrammes” by Apollinaire was published by
Gallimard, Paris 1925, Marinetti's principal work in
this respect, ““Les mots en liberté futuriste™, appeared
at the “Edizione futurista di poesia”, Milan 1819.
Besides Schwitters, Kathe Steinitz and Theo van
Doesburg ("Die Scheuche', Apossverlag, Hanover
1925) belong to the typographical poet revolutionists.
An equally important wark is the postry volume
written by Majakowsky and typographically designed
by Lissitzky, “Dlia Gélossa’ (to bs read aloud),
Russian State Edition, Moscow 1923. And so on.

A more recent publication in this field is “Les Epi-
phanies' by Henri Pichette whose typography was
designed by Pierre Lefaucheux and appeared 1948 at
“k dditeur", Paris. And | may also mention in this
ancestors' gallery the novel "“Schiff nach Europa’ by
Markus Kutter, which | organized visually and which
was published by Arthur Niggli, Teufen 1957,

From the essay on Stéphane Mallarmé in “Variaté 11",
Gallimard, Paris 1930.

10

From “Konstellationen'’, poetry volume in four lan-
guages, Spiral Press, Berne 1953,

From an article in "Neue Ziircher Zeitung”, Septem-
ber 1954, on the page "“Young Swiss Authors answer'’.

i

From an essay “vam vers zur konsteliation, zweck
und form siner neuan dichtung'’, in the magazine
“Spirate’, No. 5, Spiral Press, Stadion Wankdort,
Bearne 19585, "Spirale” publishes in each number
authors spiritually related to Gomringer such as
Augusto do Campos, Helmut Heissonblittel, Décio
Pignatari and so on, Furthermors Daniel Spoeer
publishes a magazino in Darmstadt which counts
amongits collabarators the same authors as “Splrale”
In 1959 thero appeared in Sae Paulo at Editora Kos
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mos a volume of constelliations, “"Pgemas’’, by Theon
Spanudis. The subject of the Integration of Typo-
graphy in Literature has been treated in numerous
recent publications. Mention may be made of: the
catalogue of the exhibition, “Schrift und Bild" held

in Amsterdam and Baden Baden, 1963; the "Konkrete
Poesie’ series, published by Eugen Gomringer him-
self: Gomringer's own “Konstellationen' collection,
likewise published in Frauenfeld; Markus Kutter's
“Inventar mit35", brought outin 1961 by Arthur Niggli;
“oddities and curiosities’ a delightful collection by
C.C. Bombaugh, published in 1981 by Martin Gardner
at Dover Publication Inc, New York.

i3

From an articie “Typographische Tatsachen” in the
“Gutenberg-Festschrift”, Gutenberg-Gesellschaft,
Mainz 1925,

14

In another sense André Breton had already made
poetical capital out of this knowledge. With headlines
and headline-fragments cut out of newspapers he
mounted a ""Poéme’” which appeared in “Manifeste
du Surréalisme", Paris 1924. (Published in '*Antologia
del Surrealisme” by Carlo Bo, Edizione di Uomo,
Milan 1946.)



