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I shall then

functional.

My main concern in this thesis is to explore the new 
awareness of form in Avant Garde literature and how this 
brought about the integration of language and form in an 
original and exciting way. This 'integration', a kind 
of chemical bond, is impossible to seperate,- for to 
seperate the word from the image is to destroy the 
essence of this visual poetry.
I plan to trace this integration of language and form 
briefly, up to the early 20th Century and then specifically 
to show its development in Russian Futurism, 
compare this to Italian Futurism and briefly draw links 
between aspects of Russian Futurism and more recent Avant 
Garde visual poets of the 1950's and 1960's.
In this new 'poetry' differences between the poet's 
language and the typographer's form disappear. Wim Crouwel 
states in Typography Today that there are basically two 
sorts of experimental typography: that which searches for 
a means to solve a particular problem and that which uses 
typography as a pure means of expression 1. In the former 
group he includes typographers such as Bl Lissitzky, 
Jan Tschichold and Piet Zwart. To them, typography was

It was used as a vehicle to communicate verbal

On the other hand, the latter group, my concern in this 
thesis, experimented with type in order to express poetic 
meaning. Through typography, they wished to communicate 
something of a poetic sensibility which was 'deeper' than 
mere verbal information and they wished to express this not 
only literally, but also by translating the verbal content 
into visual typographical form.

language and ideas. They developed ways of structuring 
information into a logical easily accessible framework. 
Legibility was of essential importance.
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Among these 'typorgaphers of pure expression1 Crouwel 
includes Appollinaire, Marinetti, Tzara, Schwitters and 
Diter Rot. Of these, only Diter Rot is essentially 
typographer. He creates poetry in his typography: 

I... we find the roles reversed: an evidently typographic 
mind, ordering type into a poetry, rather than the 
essential poet wrenching the printers' form into an art1 
There is a fine line of difference between the two. 
Language and words are an integral part of visual poetry. 
The typographer expresses through form, using words and 
language: In visual poetry, the poet expresses through 
words and language but with an awareness of the expressive 
force of form. What Avant Garde visual poetry and 
typographical expression have in common is the integration 
of language and form, both to produce equally the poetic 
expression. Thus, the difference between the two is not 
really important as they share the same aim.



Fig.2. Dylan Thomas Vision of Prayer
Fig.1. Lewis Carroll 'The Mouse's Tail ' 1865
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When the 
Cat’s away,

Then
The mice

will
play, 

But alas 1
one day, (So they say)

We lived beneath the mat,
Warm and snug and fat, 

But one woe, and that 
Was the Cat!

To our joys 
a clog, In 

our eyes a 
fog, On our 

hearts a log,
Was the Dog!

Came the Dog and 
Cat, hunting 

for a
Rat, 

Crushed 
the mice

al) flat,
Each

one
as

he
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BACKGROUND

not a new concept 
Its history may

'writing'
each

Also, in early

a mouse's tail.

we can see

An example of the worded image can be seen in Lewis 
Carroll's The Mouse's Tail 1865 (Fig. 1). This is a short 
amusing poem in which the words flow into what looks like 

The message is representational and is 
very successful as such.

The integration of language and form was 
before its use in Avant Garde poetry, 
be viewed more in terms of word/imagery - the imaged word 
and the worded image. This goes back to Babylonian and 
Egyptian pictograms, where their means of 
consisted of a system of communicative pictures, 
depicting a particular verbal meaning. 
Christian manuscripts such as the Book of Kells 
images and words being used together, both with equal 
emphasis but more inter-related than integrated.

Dylan Thomas' Vision of Prayer (Fig. 2) is a piece of 
writing that forms diamond shapes on the page. Richard 
Kostelanetz says that Vision of Prayer and The Mouse's Tail 
as representational word/imagery are essentially shapes 
filled with words, and tends to trivialise them as such. 
I'm inclined to disagree with this view in relation to 
Vision of Prayer. I cannot categorise it quite so simply. 
I suppose that its image is representational of a vision 
of prayer but this concept is essentially a spiritual and 
not a physical thing, as in The Mouse's Tail. The images 
of diamond shapes in Vision of Prayer are very expressive. 
To say that this imagery is merely representational is to 
underestimate the power of the image in portraying the 
spirituality of the piece - something words alone cannot 
do. The image for me is physically representative of a 
shape of hands praying. But on a spiritual level - the 
words are subtle, the shapes are definite, suspended in a 
space perhaps embodying prayers. This comes across through 
the image and this is what I find expressive about the 
piece.



Fig.3. Christian Morgenstern 'Fisches Nachtgesang' 19O5
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that words could'nt. see

(Fig. 3) 
a poem pre-dating the Avant Garde which 

It is

Form is essential in this poem. Form expresses something 
It is this aspect of form that we ;

in the Avant Garde poetry, and it is this which is vital to 
its success as poetic expression.

In Avant Garde Visual poetry, the idea of the image 
representing something does not really exist. Form goes 
beyond representation, at least in the physical, figurative 
aspect.
Christian Morgenstern's Fisches Nachtgesang 1905, 
is, in my opinion, 
keyes into the spirit of Avant Garde visual poetry, 
a beautiful poem. It consists of a title - 'Fish's 
nightsong' - then underneath, a series of dashes and curves 
which form a pattern which visually conveys the title.
The title directs our thoughts or clues us into the poem and 
the pattern of dashes and curves evokes, very eloquently, 
the essence of the poem - the fish's nightsong.



Fig.4. Toby Lurie Colour Improvisation
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BREAKDOWN OF TRADITION IN THE EARLY 20th CENTURY

and

Itwas

this
meaning was

"A Kaiser is a Kaiser" or "an underdog is an 
underdog" was no longer a self-evident, 
indisputable truth, if a bus ticket is a bus 
ticket was no longer true either. And it was 
just demonstrated that a bus ticket was not a 
bus ticket once and for all. It became part 
of a picture. Punched by the conductor, it 
still possessed its full value in a different 
category... Old a priori conceptions which mind 
used to apply as frames to what was coming 
from the outside world through our senses, 
were no longer true 3.

Avant Garde poetry was born out of a breakdown of the 
traditional, a questioning of the constituents of 
literature, a disregard for limits and constraints, 
experiment in the new. It follows the path of a general 
upheaval in the early 20th Century. This upheaval was 
not just in the arts, but covered social, economical, 
political and scientific life as well. On this point 
Stefan Themerson says

It was in this spirit that the Avant Garde poets 
experimented in creating poetry that could not be 
categorised as literature in the traditional sense. 
Indeed, some Avant Garde poetry would appear to cover 
literature, fine art, music and performance. To the 
poets it was simply 'poetry'. An example of this may 
be seen in Toby Lurie's Colour Improvisation
(Fig. 4) where the letters are arranged in three lines 
- for three voices. The 'music' in this piece is 
conveyed through the particular arrangement of letters 
within the lines, in other words, the form.
Language in traditional literature was referential.
It described thought, conveyed thought or was the product 
of thought 4. Through this thought came meaning, which 

defined, clarified and reasoned through language.
became real and believable. The Avant Garde rejected 

idea that meaning was essentially real 5. To them, 
an essence, an idea conveyed which could not
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LANGUAGE TRADITIONAL AND AVANT GARDE

essence
9.

way that spoken languagea

intentions' 10.

The
or

poetry, a

They
No word has a density 
instead of propelling

Language involves the spoken word and the written word. 
In comparison to writing, speech is a process which 
flows along, devouring language in its onward, ongoing 
way 8. Speech is dependent upon the speaker. Writing 
on the other hand is 'always rooted in something beyond 
language ... it manifests an essence ... it is 
intimidating1 9. Because of its physical nature it 
imposes upon the reader in 
cannot.

classical poetry to a mathematical language which requires 
that each relation be read explicitly. Even words themselves 
are neutralised, to fit more smoothly into the flow, 
idea was not to invent words that were stunning 
individual but to produce a flow of words, each with the 

It was the function of classical

Avant Garde poets rejected this use of language. For them, 
the word itself was all important. The traditional reality 
of word relationships was gone. The word alone possessed 
a power and intensity itself, not being rooted in any 
environment. Without any ties, the word was free to project 
towards an infinite amount of possible connections.

same emotional density.
'to perfect the symmetry or conciseness of 

relation ... to bring a thought exactly within the compass 
of a metre.1 11

In classical language words are relational, 
always connect with other words, 
by itself. When we read a word, 
us toward an inner reality, the word leads us to another 
word and so on, producing 'a superficial chain of

Barthes likens this movement of flow in



Fig.5. John Cage A Bird Flies 1979
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as

13.
it exists on a

a This visual aspect
It can now be

Barthes says that the disintegration of language can lead 
only to the silence in writing. 12. When the word is spoken 
it is gone, but the written word remains indefinitly. It 
reasserts itself from a distance - a distance in terms of

The word in Avant Garde poetry does not have a selected 
meaning, as in Classical poetry. There is something whole 
and complete about the word in Avant Garde poetry. Its 
meaning or significance is total. In John Cage's poem 
A Bird Flies 1979 (Fig. 5) we can see how the traditional 
verse has disintegrated, and words and phrases are separated, 
giving each one an importance - a meaning in itself. We 
are free to linger on one or probe out to others, perhaps 
linking or expanding or opposing its meaning. In this way 
the use of form here is fundamental in the experience of 
the poem.

thought, but also, in physical distance, due to the formal 
nature of written language. Written language can exist 

an entity in itself, not depending on speech to be 
'revealed'. Barthes says that written language, essentially 
in nature is introverted'.13. I take this to mean that when 
written language is freed from speech, 
different level - a purely formal level, 
gives written language an autonomy, 
appreciated or experienced in the way that line, shape, 
colour are experienced in fine art.
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as

Nov/

is intrinsic to the writer's
instinct.

as

Barthes says.
essence

a
deeper way

in traditional writing,
structure

Avant Garde writing actually is not silent, despite what 
Although form has become integrated with the 

of the written word in a visual way, language because 
is full cf sound whether it is based on speech 

or not. In fact, a lot of Avant Garde poetry is rooted in 
literal, visual and aural expression also.

In this respect 
written language becomes like fine art. Now the language 
is to the writer as the painter's pallet is to the artist. 
Written expression now

It does1 nt have to be channelled through 
particular lines of structure 
where expression is presented by the pre-ordained 
of thought, through speech, through the written word.

The danger with this is that language now becomes a 
personal ideosyncratic thing as its nature as a means of 
social communication is abandoned.

The Russian Futurists were obsessed with sound and how this 
sound was presented in a visual way. In other words, they 
took elements of literature - letters, vowels, consonants 
sounds, and presented these in a visual way to express in 

the essence of sound.

of its nature,
In fact, a

When language is not based on speech, as a means of pure 
expression, it becomes free. Speech dictates that writing 
take a specific, restricted form. Written language was 
obliged to be the slave of speech. And so, looking again 
at John Cage's A Bird Flies, we don't speak the way this 
poem is written. We may think in this way but tradition 
has taught us not to speak this way. We speak, using the 
'properly constructed sentences' of classical language. 
This is why Avant Garde's written language had to reject 
speech as a means to structure language. And so, with 
the Avant Garde, written language takes on not a new form 
to replace an old, but rather a formlessness, so that 
poets themselves could structure language, in order to 
meet their own needs of expression.



Fig.6.Vasili Koren Picture Bible 1696 
fig.7. A Kruchenykh A Game in Hell 1912
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RUSSIAN FUTURISTS

Quite a

a whole became the
a whole became theas

in itself.

Poets and painters collaborated to produce books.
In this new

Thus, Russian Futurism had an interest in the Primitive, 
unlike the Italian Futurists whose ideals and principals 
bluntly disregarded all things past and whose obsession was 
wholly based on the machine and the 'Industrial Age of the 
Future 1 .

As an Avant Garde movement, Russian Futurism was distinct
Its main group of poets and artists were called 

the Hylea group. They named themselves so, after Hylea, a 
place near the Black Sea, which was a specifically Russian 
ancient artistic centre that pre-dated Classical Greece and 
Rome - before the start of Western Art. Their ideal was to 
go back to a pre- Classical time, to begin again with a new 
way of making art. By rooting themselves here, ideologically, 
and so by-passing all of Western Art, they could achieve this.

The period of 1912-1918 in Russia yielded a movement in art 
and poetry which produced many books, manifestos and ideas 
during its short life span. The Russian Futurists, as they 
came to be known, exploited their ideas on art and poetry 
with extreme conviction. They developed a new language, 
Zaum, which they proclaimed to be the only language for 
poetic expression. They stood by their Russian heritage. 
However, in their manifesto, A Slap in the Face of Public 
Taste 1913, they declared, 1 ThrowPushkin, Dostoevsky, 
Tolstoy etc. etc. overboard from the ships of modernity1 14. 
The Futurists rejected their immediate predecessors traditional 
form of literature which they deemed to be useless. They also 
denied bitterly any links to Italian Futurism or any other 
Western influences.

few poets were also painters and vice versa.
Russian Futurist art the word of the poet and the image of 
the painter became one. The page as 
medium of expression and the book 
artwork.
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ZAUM

all the arts.

on

is movement

Of significance also is the traditional Russian art of 
the Lubok. This was a type of popular literature equivalent 
to the comic-strip of today. It combined text and image 
within the illustration (Fig 6). Its old-fashioned 
folk-art style appealed to artists such as Goncharova, 
Larionov and Rosanova who looked to this to escape realism 15. 
We can see this in Goncharova's primitevly drawn figures in 
A Game in Hell, 1912 (Fig 7).
The main thing, however, that distinguishes Russian Futurism 
is its invention and development of Zaum language. This was a 
transrational language which went beyond the representational 
and was based on the sound qualities of the Russian 
language.

Russian Futurism strove to find its own Russian way of 
creating a new art. They rejected completly any suggestion 
that their movement was a rip-off of European Avant Garde 
styles. In its nationalistic spirit, the Russian Futurists 
looked to the ordinary speech of the native Russian 
language and used its particular qualities in their work.

The modernist movement brought with it a drawing together of 
Finding no satisfaction in representation, 

painting turned to music. It found there a desire for rythm. 
Tones and rythms in music helped painters to analyse colour 
and movement in painting. Relationships between colour and 
form were related to harmony and dissonance. Colour took 

a meaning in itself, as colour, not as a way of defining 
objects. Line also could have meaning without functioning 
as depicting an object. Different qualities of lines could 
express movement and direction. The inner content of 
colour and the inner content of line had a significance in 
themselves in affecting our emotions.
Stemming from this belief the Russian Futurists believed 
that sound in language had an inner content which was in 
direct correspondence with our emotions. In music, sound



Fig. 8. V Kamensky 'K (Klinok)' 1917
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and form.

a
The

as

what we feel in our inner

17.

language as 
what is 1 felt'

Apart from the fact that physical sound is 
symbolised by letters, the Russian Futurists believe that 
the inner content of sound in language is revealed through 
movement and form. This is why the word as an object is 
so important in Russian Futurism. The word is an 
arrangement of sounds when spoken, or letters which reveal 
the inner content of sound when written.
Sound is the fundamental essence in language. The 
descriptive or thought attribute of the word follows 
the sound 16. jj Rousseau stated that language was born 
out of feelings, not thought. The first language was 
language of tones, the expression of our feeling. 
Russian Futurists believed that language was, first and 
foremost, sound, and that this is where its importance 
an expressive force lay. The inner content of this sound 
is what affects us emotionally 
beings. Thus, Zaum is stated to be, 'the language that art 
is, so to speak, personal, with words having no definite 
meaning, but affecting the emotions directly1

Perhaps we can understand this a little bit better by 
looking at Kamensky's K(Klinok), 1917 (Fig 8). Here, 
the sound of the letter K is presented in a simple way. 
The letter K, 'is "sharp and light",., (it) can be

What the Russian Futurists tried to do through Zaum was 
to get around the Classical process of structuring 
thoughts in language which could be understood by the 
reader in a logical way, thus communicating a specific 
meaning, in turn affecting us emotionally. Through Zaum, 
the sound qualities of language, which they believed to 
be the true essence of language need not go through an 
artifical process in order to affect our emotions. Rather, 

sound and the inner content of this sound is 
directly by our inner beings.
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18.

anvil, forging stick sharply,

In

our
function of sound in our lives is to expressThe

shark 
conjunction - liquid - beginning 
world creation

Vowels embodied space 
colour and

something,

Derivation of word Kamen 
+ K - shark - cold-hard 
+ A 
+ 14 
+En - sound of falling 19.

By developing the consciousness of 
the inner content of their art... 
the artist's work was at one with 
the truths and laws of a higher 
reality, a reality far greater than 
that reality which we perceive 
with our physical senses, for 
these senses are only receptive 
to the outer manifestation of 
the natural world 22.

The visual aspect of Russian Futurist poetry is important 
because they believed that the visual form of language 
revealed the inner content of the sound of language. 
Letters were the images of sound, 
and time, whereas consonants embodied sound, 
smell 20. It is the pictorial aspect of sound which is 
central to Russian Futurist poetry.
In their poetry, the Russian Futurists sought to reveal 
the reality of this inner content of sound which they 
discovered was the content of nature and the universe 21.

extremely agressive in its percussiveness . It 'cuts 
cleaves, carves, clips as with a keen sharp-edged blade' 
The pointed, angular, sharp graphic form of the letter K 
appears throughout the text, reinforcing the words listed 
beneath the title - pickaxe, 
pierce, cuckoo and jackdaw.

Whatever about the reality of this inner content of sound 
in Russian Futurist poetry being 'the content of nature 
and the universe,' the sound itself comes from language. 
And the inner content of such sound, I believe relates to 

essence as human beings.

a later poem, Soundry of Springstresses 1918, Kamensky 
describes each sound in the word Kamen (stone):



(d) Expl odity 1914 (e) A slap in the Eace_.i?£.Public 
Taste 1913 (f) Te Li Le 1914 (g) Four Birds 1916

(h) A Game in Hell 1912 (i) Transrationals 1922

Fig.9. (a) A Trap for Judges II 1913
(b) A Trap for Judges 1910 (c)The Crooked Moon 1913





Fig.10. N Goncharova, cover illustration for
Wprldbackwards 1912-13
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THE BOOKS

reverse

cut

is

that their books have this 'handmade quality'The reason

Russian Futurist books were standard in size and format.
They took the forms of a folio book - not a new idea.
They, did, however, reject the proceeding Symbolist's

The visual impact
7 shows the

to respond to a feeling, 
physical lives to a 
physical but the inner 
the spiritual thing.
spiritual thing. The question is, 
thing' related to the 
related to the essence of

luxurious, elegantly laid-out books, 
of Futurist books attests to this. Fig. / shows the covers 
of some Futurist books. They are all small and have the 
look of the handmade book, being roughly bound. 
A Trap for Judges, 1910(Fig. 9a) is printed on the 
side of wallpaper. Worldbackwards'1912 (Fig.10) cover 
consists of a cutout collage flower by Goncharova which was 

out in several colours and pasted onto the cover of each 
issue. A Slap in the Face of Public Taste, 1913 (Fig. 9e) 

covered in sacking cloth with the title pasted on. This 
book outraged the public with its denouncement of Pushkin, 
Dostoevsky and Tolstoy, elite figures in Russian Literature. 
The Russian Futurists set way for the ‘new coming Beauty of 
the Self-sufficient (Self-centered) Word1 23.

Sound is a response in our 
spiritual thing. Sound itself is 

content of this sound embodies 
The inner content of sound is a 

is this 'spiritual 
essence of our beings or is it 

'nature and the universe'?

Russian Futurist art and poetry were 'made one' in 
the form of a book. This they considered to be the 
total artwork. The idea of the artist's book was not 
a new idea but, previously artist's books had usually 
consisted of texts with separate illustrations. In 
Russian Futurist books we see an integrated text and 
image or a marrying of text and image which gives a 
completeness to the page and to the actual idea of an 
'artist's book'.



Fig.11. A Kruchenykh Old Fashioned Love 1912
drawing - N Goncharova
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I was

chosen

Kruchenykh , the poet,

24.

text and

with a

is

I

Cheap papers 
was Lithography, 

and text.

They follow
Throughout the book,

i

as one

Old Fashioned Love, 1912 (Fig. 11) is a book by Kruchenykh 
and Larionov. The book consists of seven poems which parody 
nineteenth century romantic love. 

I juxtaposes romantic cliches with non-aesthetic details 
(e.g. pus, vomit)' 24. The drawings follow the romantic 
mood as they show a nude and a vase of flowers.
a story as the book progresses. Throughout the book, a 
feeling of unity between text and illustration is achieved 
this is due to the fact that the complete page, 
image, is lithographed (in black).. The hand written text 
and loose rayonist drawings seem to marry together and hold 

on the page.
The cover shows a drawing of a vase of flowers, 
title, both lithographed. What is interesting about this 
cover is the lines of force which depict the vase and 
bunch of flowers. They seem to possess an energy which 
breaks away in two butterfly - like shapes, which in turn 
seem to evolve into letters. The letters and the image 
seem to come from the same force. They are bound together 
by thegraphic line and the force of energy with which they 
are drawn. This 'oneness' on the page is a quality which 

developed further in other futurist books.

perhaps partially due to the cost factor of publishing 
them. Cheap papers are used and the method of printing

This was to reproduce both image 
They used a Lithographic Transfer process which 

meant that they did'nt have to work directly onto the stone. 
This process allowed the writing and drawing to be done at 
once, and then transferred to the stone. This meant that no 
extra costs were incurred for typesetting. It also meant 
that the unity of text and image was more complete. It also 
allowed for handwriting. The Futurists claimed that through 
the handwritten letter the artist's mood could be conveyed. 
This allowed for mistakes which were a natural part of the 
artistic process.
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Fig.12. A Kruchenykh Worldbaakwarrta 1912-13
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G.

At first glance we

Rogovin. Kruchenykh and Klebnikov wrote the text.

Some pages have to be

we findIn

that

an
and non-verbal.
Both are equal, 
balance is, 
the written 
visual aspect of the written word becomes an extension of 

The image and the word become one.

this to be true.
There is no apparent structure, 
diverse,

There is a such a mixture in this book.
12b.

Fig. 12h is particularly
Here letters become image and run along the 

Letters become marks and are made

In this book, there are different paper weights used and 
blank pages, colours are mixed and both Lithography and 
rubber stamp techniques are used, 
turned ninty degrees to be read. 26.

Janecek says of Worldbackwards 1912/13, (Fig. 12). In 
terms of visual effects, Worldbackwards is the most Avant 
Garde of the Avant Garde books in this set because of its 
anti-aesthetic disunity... 25. At first glance we can see

The pages look experimental and chaotic.
The styles are loose and 

as two artists work on the book - Larionov and

The text appears 
in traditional verse, as in Fig. 12b. In Fig. 12c the 
text becomes looser, reaching out to the illustration 
and the fusion of text and image is furthered. In the 
following pages of the book, (Figs. 12d-i) this fusion of 
text and image reaches a point where we can barely 
distinguish one from the other, 
exciting. 
bottom of the page, 
from marks. This page seems to say that it does 1 nt 
matter what the letters/words are saying. They are marks 
and have qualities as marks. The expressiveness of the 
line can also come across in the letters.

the image.
Kruchenykh said in Declaration of the Word as Such (1913)

Russian Futurist poetry was 'impossible to translate

Explodity (1913/14), entirely by Kruchenykh, 
equal balance between word and image, between verbal

There is no emphasis on one or the other.
The reason for this integration and

I feel, due to the use of Zaum. Because 
words don't mean anything literally, the



Fig.13. A Kruchenykh F / Nagt 1918 
(complete book)



I
I
I
I

HhtA

I
I

•a

f

■ I 'v II <41

%



>>

ne

fl
I

PA- 
BP

\
• Ll

to ’ ,

APK

^7K



17

27.

28.

A

' It is
All

29. I think Zaum is the

I

page

a means 
qualities.

The blank
Because there is no

at this point 
that is left

Here, words
This is

(Fig. 13). 
and white

are its pages, 
are its letters'.1literature" 

crucial element,in order to come to this end. 
reach the same level of perception as Fine Art. 
something which does 1 nt happen in Italian Futurist poetry. 
In Italian Futurist poetry, words have a literary 
significance aswell as Fine Art significance. Words in 
Russian Futurist poetry reject all literary significance. 
Instead, they are perceived on a Fine Art level, which is 

to revealing the inner content of their sound 
And this is the ultimate means of expression.

the use
impression
precious, as in ’of great significance1, 
double-spreads have marks on one page only, 
contrasts with the written page.

into other languages, and 'as aesthetic texts, they are 
nothing more than coarse vandalism' . 27. This should'nt
be a problem to non-Russians, as the words don't actually 
mean anything. Nevertheless, the letters and sound groups 
have associations that only Russians could pick up on. I 
think the most that non-Russians speakers/understanders 
can do is to translate the sound groups and relate these 
to the graphic presentation within the total image on the 
page.

Kruchenykh was perhaps the most extreme of the Russian 
Futurists. It was he that said, "Emotional experience 
cannot be put into words... Therefore, we strive for a 
transrational, free language, that is the means of 
expression a person resorts to at crucial moments". 
He took this idea of Zaum to its absolute summit, 
good example can be seen in his book F/Nagt (1918), 
This book is a composition of letters, lines 
space. G. Janecek says of this book, 
that literature and painting intersect, 
of "the book" are its pages. All that is left of

find that F/Nagt appeals to me very much. As a book, 
of white space and blank pages gives a wonderful 

that the actual graphic marks are precious - 
Most of the



Fig.14. I Zdanevich 'zokhna' 1919
Fig.15. I Zdanevich 'zokhna and her suitors' 1919
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Neither letter nor line need

link to Italian Futurism.

structure to the written marks, 
attention to the marks.
would be a claustrophobic,

says 
"they are tours

same time". 30. 
poetry predates 
the 1960's.

the blank page draws our 
Without the blank page there 

cluttered feeling.

Zdanevich provides a
of his Zokhna and Zokhna and her suitors

While most of the Russian Futurists were concerned with 
the graphic form of the letter, the word and the poem, 
few were interested in typography. Typography did not 
fit into the Lithographic method of reproduction and it 
would have been expensive to use two methods of reproduction 
for the one book. However, Ilya Zdanevich and Vasilli 
Kamensky are the exception. They were both interested in 
using typography itself to create poetry.

G. Janecek
1919 (Fig. 14,15) 

de force of typesetting and compare
favourably with Marinetti's most elaborate efforts of the 

Kamensky's invention of ferro-concrete 
the concrete movement in visual poetry of

There are no restrictions.
conform to any structure. Kruchenykh uses letters and 
lines and sounds in a free arrangement that seems simple 
and naive but which I find, is actually very expressive. 
Letters do something other than what they normally do. 
They take on a different quality. They become a different 
medium of expression, that of High Art. Letters form 
constructions, they float, they sommersault with the line. 
They lead the eye. They hold a force. They make space 
and rhythm. But because they actually are letters - from 
an alphabet, from a language - they hold another significance, 
other than the qualities of lines and marks in Fine Art. 
But, is this significance, as the Russian Futurists claim, 
the revelation of the inner content of sound, which 
directly affects our inner being?



Fig.16. I Zdanevich Yanko, King of Albania 1918
Fig.17. I Zdanevich Eester Ailend 1919
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ZDANEVICH

a group

Ekan, 1923.

aim was to blur the boundry between ordinary
As a means to this end he

within the confines of the Cyrillic
In Fig. 16. Yanko, King of Albania, 1918, 

'stress is indicated by setting the 
stressed vowel and proceeding consonant in bold face. 
This changes the look of the text, giving it a strage 
quality.
This is furthered in Eester ailend, 1919(Fig. 17) where 
the text, although still in horizontal lines, but, with 
the aim of stressing the pronounciation of secondary 
vowels and consonants and showing sound differences 

i between for example e and e, each letter gains varying 
degrees of importance by size and space and boldness. 
This makes for an unusual visual conglomeration of letters, 
though neatly structured.

Zdanevich's
Russian language and Zaum. 
developed certain devices, 
reading' were set out in lidant - YUazabE

These 'conditions for

Zdanevich was concerned with the written representation of 
Zaum. He tried to bring his spelling 'close to the 
pronounciation 
Alphabet'. 31. 
pages two and three,

The look of Zdanevich's work is immediately different 
from that of the other Futurists. He uses typeset 
techniques rather than lithography, which means that 
images, be they rayonist drawings or loose hand-drawn 
letters, do not appear in Zdanevich's work. Nonetheless, 
Zdanevich is considered a Russian Futurist, through 
his use of Zaum language. At one stage Zdanevich 
teamed up with Kruchenykh to form a group called 41° in 
Tiflis, a peaceful southern state, where they fled from 
the Bolchevic Revolution.



Fig.18. I Zdanevich lidantTUazabEEkan 1923
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horizontal.

cross
are

from

whereas 
such as

This piece uses verbal and non-verbal 
don 11 have

(Fig. 18)
but

If we look at the text of lidant YUazabEEkan,
it is clear that graphically it is very interesting, 
it is barely readable.
Paris.

By now Zdanevich was living in
He saw Russian Futurism as a by-gone era and he 

knew that these pieces would not be performed. And as 
they would not be read, Zdanevich enlivened them 
graphically.
So, all his efforts towards improving the pronounciation 
of written text, ultimately made way for a visually 
stimulating text.

These pieces are visual experiences, with both the letters 
and the pictorial symbols forming shapes. The large bold 
letters forming a cross shape arrest the eye. The eye jumps 

the large circle at the top to three surrounding O's 
then moves to the other O's that dot the composition. The 
straight lines allow the eye to move through the piece quickly 

other elements slow down and command longer attention, 
the group of letters to the left of the butterfly.

Zokhna and her suitors is a piece that G. Janecek compares 
favourably to Marinetti 1s work in terms of typesetting 
techniques. 32. 
signs. The verbal elements are Zaum and so, 
any literal meaning. Things like butterflies and a

used in the same context as letters. Not that they 
have the same values as letters. The letters are not merely 
pictorial or decorative. They have the deeper significance 
of Zaum language - that of revealing the inner content of 
sound.

He would use various depths of indentation. Tone would 
be stressed by the vertical line and volume by the

Tempo would be indicated by numbers.
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Fig.19. V Kamensky Constantinople 1919
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seem quieter.
KAMENSKY

33.

(Fig. 19)■

a

the English literal translation (Fig. 20) that 
They actually represent

This 
evocation 
of Istanbul 
the memory

poems.
were to be used.

We can see from 
the words are not Zaum.

Kamensky's first Ferroconcrete poem was published in The 
Naked Among The Clad, 1914 and was called Constantinople 

Patricia Railing says of this poem,

Zokhna and her Suitors has an energy that is also seen 
in Italian Futurism although in Italian Futurism this 
energy1 is taken to an extreme - to convey the dynamism

of modern life. In comparison, Zdanevich's compositions

The poem becomes a picture we see with our mind's 
eye. With all its sounds and colours Kamensky 
"paints" a poem through the word and letter and he 
even arranges each image or 'stanza' as one would 
plane of colour in a cubist painting. 34.

accurately describes this poem. Kamensky, in his
of Istanbul lists words and sounds that are typical 

and he arranges them in such a way that evokes
of the essence of Istanbul.

Kamensky was a bit unusual in the Russian Futurist movement, 
in that his use of language was more orthodox. Zaum is not 
something that features strongly in his work. Instead, 
Kamensky used language that had literal meaning but he did'nt 
use his language conventionally. Rather, he broke it up and 
rebuilt it in a way that is very like some concrete poetry 
of the 1960's.

Kamensky believed in the idea of the page as a blank canvas 
and that the boundaries of the page had a say in how the 
letters and words were spatially arranged on the page.
This led to the development of what he called Ferroconcrete 

In this Ferroconcrete poetry mainly nominal words
There was to be a general lack of syntactic 

structures and the text was to be organised by word association, 
made by semantic, contextual and visual links between words.



Fig.20. V Kamensky Constantinople 1919 
(literal translation)

Fig.21. V Kamensky Constantinople 1919
(sound translation)
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Different sounds

in'Jerusalem1

feel,

way.
The poems 
pictorial images.

through the progression of sounds.
list projects our view to a different part, 

which leads us over to

Visually, the overall structure does not represent 
anything. Rather, it is a construction, a way of building 
words and sounds into a particular structure that leads 
the eye /mind around the various parts of Istanbul. It 
is not a haphazard structure but a carefully planned one. 
The mind makes links all the time. The way in which words 
are written in a narrow vertical column leads the eye down 

Then something in the 
like the big A 

'Joffa' which leads us

Having been in Istanbul, I find the poem sucessful in 
recapturing its essence. Kamensky actually wrote it on 
the boat back to Russia from Istanbul. The cluttered 
formation of lists and lists of different words and sounds 
and places truly evoke its essence. Istanbul needs all 
of these words to describe it and Kamensky's poem makes 
these words important and gives a feeling of Istanbul, I 

perhaps better than a long prose passage could.
Tango With Cows, (1914) (Fig. 22, 23, 24) was Kamensky's 
next book. It features more Ferroconcrete poetry but 
these are treated in a much more exciting typographical 

He uses an unusual mixture of typefaces and sizes.
themselves are composed in type. There are no

real things. Different sounds are stressed through the 
progression of words but this is lost in the english 
translation. For example, we can see in the sound 
translation (Fig. 21) that theRussian sounds for 'sailors, 
ropes, wasps' is natrosy, trosy, osy1. Also, in the 
Russian version appears a motive in the top left corner, 
a Russian letter which looks like the minerattes of a 
mosque with the crescent shape moon of Islam on top. 35.

to 'a' sounds of 'Piastry ...pia.... asters' . The big N 
links visually to the N. Also the 'Hagia Sophia... Galata' 
at the top left refer to the huge mosque and Galata tower 
which are dominant high points on the Istanbul skyline.
We make a link with these and the low 1Bosphoros' shoreline.



Fig.22. V Kamensky 'summons' 1914
1914
1914

Fig.23.'Vasya Kamensky’s Aeroplane Flight in Warsaw'
Fig.24. 'Telephone'
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The

Kamensky refers 
funeral march.

This contrasts with the floral imagery of the wallpaper, 
on the back of which, the poems were printed.

At first glance, Telephone (Fig. 24) looks like a jumbled 
up disarray of typefaces and numbers. This composition, 
with its use of various faces and sizes, is comparable to 
Zdanevich's Eesterailend. But whereas Zdanevich was 
concerned with exploring the visual aspect to solve a 
problem, Kamensky was concerned with presenting the poem in 
as visually expressive a way as possible.
Telephone is in fact, one side of a telephone conversation. 
Janecek says, 'What emerges is the perception that the poet 
seems to be physically sick of the urban bustle and longs 
for escape to the country1. 37. This comes across in the 
typography. The numbers seem to represent the formality 
and artificiality of city life and their distraught looking 
typographical treatment seem to reflect the persons emotions. 
Wherever the countryside is mentioned - 1Somewhere/far away/ 
peace/and fields' and 'stowed oars, merryvillages', the 
typogrpahy seems to calm down. The blank space around it 
gives the reader time to slow down and linger on these 
thoughts.

to the line reading 1ProTSeSsIya' as a 
Each letter, in a different face is

Vasya Kamensky's Airplane flight in Warsaw, (Fig. 23) is 
not a figurative poem. It is what Janecek calls a 
'brilliant visual and sonic evocation of an aeroplane 
taking off'. 36. Starting off at ground level, we read 
upwards - 'aerodrome, crowd, mechanic, hurries'. As we 
rise up the words get shorter, the thoughts fragment, 
three columns of white space lead us up and up until we 
reach the high pitched 'i ' at the top. Then there is 
nothing, and we realise that now we are up high and looking 
down, the poem becomes the crowd below.



Fig.25. Bliem Kern It's Finally Happening
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Fig.26. Bliem Kern Dream to Live
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IDream to Live, by Bliem Kern

I
I
I
I

dream to live

Idream to live to dream to live to dream to live
live to dream to live to dream to live to dream
dream dream dream dream dream dream dream dream Idreamdreamdreamdreamdreamdreamdreamdreamdreamdre
dreamdr eamdreamdreamdreamdreamdreamdreamdreamdr e
putting distance between each embrace each embr a
each embrace returns to soon to soon too soon

Idreamdreamdreamdreamdreamdreamdreamdreamdream
dreamdreamdreamdreamdreamdreamdreamdreamdream
each embrace returns to o s t os oo n too on o
too soon to lose too soon to lose toosoon to 1 o
to dream to live to dream to live to dream to
live to dream to dream dream dream dream dream
dream too soon too soon to lose to dream too oos
to lose to lo,seo toosoono

pain pain
oto lose

o
o

Io o
282

I
I

o 
to lose

oo 
to lose

I
se

ce I



24

The narrow

verses

to the eye.
with some

As the

At the start of the

as

these
In Dream

a

poem, 
He uses 
Words are 
the title 'Dream 
column shape.

visual murmer.

poem we are
the poem develops, 

which seems

This idea of concrete form exalting verbal content is 
seen also in Italian Futurism and in the 1960's Concrete 
movement.

in a way that we can read.
it economically.
built up in a plastic way. 

to Live 1 .
The words run

Then his thoughts change and are presented

Kamensky's expression of emotion through 
typography is something which is not seen in Italian 
Futurism. However, some poets in the concrete movement took 
this idea and developed it much further. A good example 
is seen in Bliem Kern's It's Finally Happening, 
(Fig. 25) and Dream to live, (Fig. 26) .

to Live words are grouped together in a strong 
column shape, most of which gives us the meaning of the 

Its language is simple.
There is no syntax structure.

The poem starts with
This is repeated within the 
into each other until we see

Thoughts and feelings resonate 
Typographical form is used to express 

thoughts and feelings. Form provides emotional impact.

It's Finally Happening is a particularly appealing poem 
The arrangement of words at the start of the 

poem is given an almost architectural quality, 
words seeming to break away from this structure, 
poem progresses, words float and even the words themselves 
break up and the letters float away, 

keyed in to what the poem is about and then 
our eye catches a particular message, 

to echo in the scattered 'birds' and 'leaves' .
A rhythm is built up in the repetion of words and their 
spatial arrangement, 
throughout the poem.

stretched out along one line. The narrow 'O', placed 
horizontally, is the coffin. Kamensky says, 'In this 
way the word is designed for conveying the most precise 
concept in the given case'. He also says, 'This 
especially concerns verses where the verbal conception 
is raised to a cult, where the concrete form exalts 
content'. 38.
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in

This feeling

ITALIAN FUTURISM

was

essence.

The links between these poems and Kamensky's poem, 
especially Telephone are seen in their use of language - 
ordinary, readable language, but broken up and rebuilt in 
an expressive way - and expression of emotion through 
typographical form.

of
and directly 1 . 
literary language, 
of art. How 
life be expressed 
Futurists was to 
affect the human ;

In the literary 
1 liberated words‘ 
central to the .

The Founding and Manifesto of Futurism was brought to 
public attention in the Paris newspaper Le Figaro in 1909. 
It was a manifesto by artists and poets, meant to impose 
and shock. It declared 'anarchaic vitalism ... destruction 
of academies and museums ... urbanism, celebration of the 
machine as a symbdl of the new aesthetics, love for beauty 
of speed'. 39. With .‘all the new changes that the 20th 
Century brought with it in science and machines, this meant that 
the development of fast cars, aeroplanes and such was made 
possible. Mechanical speed and noise were new elements of 
modern life. It was Marinetti's view that such changes in 
life brought about changes in the human psyche. 40.

context, Marinetti declared the new
1 and 'wireless imagination'. 'Elements 

logical linguistic structure (conjugations.

'The Futurist poet's task was to devise a language capable 
expressing this new perception of the world instantaneously 

41. This new language, a new visual and 
an attempt to change our perception 

could the artist's expression of a new modern 
I in an old way? The new language of the 
tap into the essence of modern life, to 
psyche by bringing it into tune with this

a clear and legible way, until this, mixed with the 
dream , intertwine and mingle with each other and then 
float away, leaving us with pure feeling.
is the essence of the poem and it comes across through 
the words and their typographical form.



Fig.27. TF Marinetti Les Mots en Liberte 1919
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They
They would not indulge in typographic 

Their experiment in form

verbal conjugations and punctuation
42. There would be no

Only the essential parts of 
in the infinitive were to

'The book will be the Futurist expression 
our Futurist Consciousness. lam against 
what is known as the harmony of typesetting. 
When necessary, we shall use three or four 
columns to a page and 20 different typefaces 1 .44

The Futurists were opposed to art for art's sake, 
had a principle, 
innovation for its own sake.
and typography was strictly to develop their new artistic 
language, which would express the essence of modern life, 
as they saw it to be.

adverbs, adjectives, 
marks) had to be eliminated, 
more flowing transitions, 
language/nouns and verbs 
remain. The new 'liberated words' were to be free from 
syntactic constraints. We can see this in Fig. 28. 
Onomatopeia was stressed. The 'wireless imagination' 
would come from words being juxtaposed, which would 
produce surprising analogies. Words would be taken from 
their contexts and put together. Resulting analogies 
would be unpredictable and intuitional.

much influenced by collage. The 
of collage broke with traditional visual syntax, 

'abrupt juxtapositions of images and 
As a visual medium, collage was quick

The essential idea of movement in collage, 
and fragments before sticking them, allowed for 
in form. Form could emerge instantly and be 

This collage influence can be seen in 
Les Mots en Liberte Futuristes, 1919 

elements seem to be arranged

The Futurists were very 
techniques 
Collage induced, 
materials'. 45. 
and immediate, 
of pieces 
experiment 
changed instantly. 
a composition such as 
(Fig- 27) where seperate 
together.

These ideas on a new language and the freeing of the 
word, inspired a typographical revolution. This revolution 
would emphasise the freedom and autonomy of the word 
through a new 'painterly, typographic representation on 
the printed page'. 43.



Marinetti Respiration of the Earth c.1915Fig.29 • TF

I
I

Fig.28. Paolo Buzzi A Moment in my Dav at
Pallazzp, Monforte 1916
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of the
We can

moment,

noise.

groups.
anything, physically.

across in Futurist poetry.
and

For the Italian Futurists, sensory experience was of the 
mechanical - a physical, sensory experience. They were 
not interested in emotional themes and disregarded 
anything to do with feelings. Sensory experience was to 
explicitly express the dynamism of modern life - a hard, 
fast, noisy, shrill, chromatic, exciting, all the time 
moving, sensory experience.
The focus was on the mechanical rather than the human. 
Subject matter in Futurist art and poetry include 
aeroplanes, trains and cars. Speed was represented by 
these vehicles, which were the 'tangible manifestation 
of dynamic experience of modern life'. 47. An example of 
this is seen in Fig. 29.

In Futurist art and poetry the piece as a whole is 
important. The ideal was to 'recreate a perceptually 
complete moment, in which all aspects of experience 
were simultaneously present'. 46. The visual expression 

sensory experience was central to their work, 
see this in Paolo Buzzi's A Moment in my day at 

Palazzo, Monforte, 1916 (Fig. 28). Through the use of 
onomatopoeic words, Buzzi recreates the sounds of the 

thus evocing the atmosphere. He makes an 
attempt to structure the information of these sounds into 

The form of these groups does n ' t represent 
Nor does it particularly

embody the sound of the words. Rather, it just seperates 
each happening or activity, letting the sounds themselves 
give the impression of the day.

Noise, weight and smell come
In language, vowels are alleged to possess sound, 
consonants, noise. The Futurists claimed the sensation of 
sound and noise to be 'integral aesthetic components of 
the written word'. 48. Weight had to do with movement 
and flight. The smell of a captured moment could be 
expressed through dispersion within in composition. 49.



Fig.30. TF Marinetti Vive La France 1914
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and

We can see this in Vive La France, This

form.

'Vive La
' M'

In

as

The way
usesthe way

In a piece 
is to

on the other hand, because of 
form takes on a

but on a

1914 (Fig. 30).
composition presents the glory of war through sound and 

The sonic quality of war is conveyed through the 
dissonant noise of battle - The high pitched 'zang' and 
low rumbling 'U' and 'M' sound. We can see how form 
enforces these sounds - the sharp zig-zag 'Z' and 'M' 
shapes, the long line of repeated 'U'1s/the large 'U' 
shape on the right strengthens the loudness of its 
booming sound. Aswell as enforcing sound, form also 
works on another level. The small cries of 
France' from behind the defensive 'M' shape appears to 
be on the ground, while the curved lines not only resound 
the noise but give the feeling of action in the air, 
creating height. Are the narrow columns an advancement 
of troops, or cannons or do they just add to the dissonance 
of composition?

Form plays a different role in Italian Futurism to that 
in Russian Futurism. Both the Italians and Russians were 
concerned with sound and how sound could be presented 
visually. But unlike the Russians the Italians were 
concerned with the physical aspect of sound and noise, 
it was this which form embodied. In relation to the word, 
form and onomatopoeia had a similar function. They 
echoed the content of the word but on a literal level. 
Form also expressed the sensation of the word, 
physical level.

the Russian Futurism,
the very conceptual nature of Zauiti,
'higher' role. Form in Russian Futurism affects us on a 
'fine art' level. Form is not the instruement of the 
literal or the physical as it is in Italian Futurism.

such as F/Nagt (Fig. 13) the function of form 
reveal the inner content of the sound of the word.

form is used here in the letter and the word is in 
a painter uses colour or space. The Russians, by
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word

way

However,

51

life, 
art?

Marinetti, 
1912 stated, 
is, all psychology'.

capacity
The Technical Manifesto of Futurist—Literature , 
.^T^TdZZtroy ... in literature, that

The Italians shook up traditional language but instead of 
leaving it at this, open and free, they developed a new 
language, a new syntax and this restricted language again.

gave form a

exploring the form of the letter and the word were trying 
to discover the meaning of spoken sound.

their breakdown and search for a new artistic 
interegation of form and the word juxtaposition 

with language in a surprising way - the Italian 
produced amazingly expressive poetry. Italian 

Futurist poetry is wonderful, but within the Futurist ideology ^dTfeel that this ideology tended to enslave the intense 

expressive capacity that their new artistic language held.

in 
language - the 
of form 
Futurists

However, form does not exist in Italian Futurist poetry 
free from literal context. But it seems to be enslaved 
to another function: to express in movement the dynamism 
of modern life. In its fundamental aim to express modern 

does Italian Futurism surpress form as a medium of 
The Italian Futurists used form simply to describe 

objects and events in the modern world around us. They 
stop at this. One feels that there are only so many 
aeroplanes and 'vroom' noises that can express this modern 
world in this physical way. Because of this, one feels that 
the new language of the Italian Futurists is doomed to die 
out. The Russians, by using form in the non-representational 

of discovering the expressive qualities of sound itself, 
freedom that is not found in Italian Futurism.

The Italians, as we can see from pieces such as Vive La 
France used the form of the letter and word to imitate 
sound. Patricia Railing says that the Russians felt that 
the Italians were not actually questioning the 
itself: its content, essential meaning, as the source of 
deepest human expression. 50. The Italians were merely in 
pursuit of a new syntax and new visual forms.



Fig.31. Carra Trieze Introspections 1914

Fig.32. TF ]
Reread the

Marinetti In the Evening, Lying on her Bed, She 
. Letter From her Artilleryman at the Front 1917
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Marinetti was concerned with presenting the new modern
life in

viewer.

to

war.

I suppose

an

an 
and a

aim, 
There is a difference.

immediately with 
seems

At the top
This curve is

52. Marinetti 
but in his poetry he

a new way. Linda Lewis says that during the war 
people had a different perspective on life. Especially 
with overhead bombers, the person did seem to be in the 
centre of all that was going on around him. 
destroys the 'I in literature'
presents the essence of modern life to the individual

The viewer is the centre of the sensory experience.

In, in 
confronted
The composition

order that leads our eye
'ScrABrrRrraaNNG1 flows,

However, there are some pieces which particularly appeal 
me which I think are not totally typical of Italian 

Futurism. In the Evening, Lying on her Bed, She Reread the 
Letter from her Artilleryman at the Front, 1917 (Fig. 32) 
not only presents war to us, it also seems to present a 
psychological aspect to us. Figs. 33-36 present, I feel, 
not an individual depiction of war, as would be the Futurist 

but a depiction of the individual experience of 
The individual depiction of war 

tends to be objective, depicting life, with a view to 
expressing its 'dynamic' elements. A depiction of the 
individual experience of war, I think, which is seen in 
Figs. 33-36 give a more personal record of life.

analogy would be a journalistic report on the one hand 
diary account on the other.
the Evening, Lying on her Bed the viewer is

a force that seizes our attention, 
to be chaotic but there is in fact, 

. through it. 
wave-like across.

We can perhaps see this in Fig. 31, a wonderful Italian 
Futurist piece. This burst of energy and dynamism is 
presented to us head on. Our eye circulates through it 
with a propeller - like speed, catching various sounds, 
word fragments and figures. I think this piece epitomises 
the aim of Italian Futurists and it is sucessful as such.



Fig.33. TF Marinetti Telegram 41 1914-15
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The

or a

shape, 
woman's

this path are dominant.
Through the curves,

a
like a 
message, 
expression?

Another piece by Marinetti is Telegram 41, 1914-15 (Fig. 33 ) . 
Here, Marinetti seems to shrugg off, without the slightest 
remorse, the correct way in which to fill in a telegram sheet. 
Instead, his message is presented in a new dynamic language.

>2+34-7+8x5' progresses in a regimented order, contrasting 
with the speed of movement with which the lines and arrows 

The word 'PPPPIromaKeKa .. . ' 
way that expresses its sound, 

from different places. This ties in with 
in the lines, which does1 nt seem to be 

The 0's and X's form 
It's almost 

We wonder, is this

echoed in the three lines of small letters underneath the 
large black 'G' shape, 'GRAAAG', the 'U' shape projection 
at the side and the woman's curvy body at the bottom. The 
shapes on this path are dominant. They hold our eye to 
the path. Through the curves, we are brought through the 
noises of the battle - tinny, metalic sounds in the 
'rraaang', further echoed in the 'GRAAA'. This path of 
curves sort of encloses the forcefulness of the explosion 
below, leading our eye around it, but yet allowing us to 
experience the chaos of the battle from a distance.

seem to fly off the page, 
is presented visually in a 
seeming to come 
what is happening 
stationary, but moving all the time.

motif, whose presence adds a significance.
code or plotting system. We wonder, is this a 

communication of Marinetti's personal

I feel that this particular piece is unusual. The 
handwriting at the bottom suggest the lines of a letter. 
Human interaction is suggested - his letter about the war 
and her reading of it. Is the letter about his experience 
of the war or is it her interpretation of what the war is 
like for him? In any case, this piece suggests a human, 
if not emotional, aspect aswell as a mechanical, dynamic 
evocation of war.



Fig.34. TF Marinetti Ledrp Valley 1915
Fig.

Fig.
Fig.

35. TF Marinetti Lake in a Mountain Gorge I 1915
36. TF Marinetti Lake in a Mountain Gorge II 1915

37. TF Marinetti (a) Diary. 1915 (b) Diary 1915
(c) Peschiera 1915 (d) Lake Garda at Riva 1915

(e) Lake Garda at Dossa Casina 1915
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Fig.38. TF Marinetti
Battle at 9 Levels of Mount Altissimo 1915
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The
evokes the

snow landscape.

water.
in Lake in aj 
the lake is a 

of an . 
from

(Fig. 34) shows the contrast
■ covered mountains and the calm lake.
to be black and dense in relation to the 

All activity seems to have drained from the 
mountains and sunk into the depth of the ice cold

Unlike most of Marinetti's compositions, 
hit us with such forcefulness. 
but in a subtle way. 
Marinetti's

Lake in a Mountain Gorge II 
between the snow 
The water seems 
mountains. 
blank

I think shows Marinetti's experience of war 
They were done when he was stationed at 

a flat, calm lake with spiky mountains
These pieces were done in 

seems to give them a personal, 
not portrayed in the typeset

Figs. 34-37 
in the Alps. 
Lake Garda - 
covered in snow all around it. 
a sketch book and this 
intimate quality which is 
version (Fig. 38).

murmur
separate 
in a hypnotic 
and the 'x' motif.

Mountain Gorge I (Fig. 33), above and across 
i repeated 'r1 sound, possibly the constant 
aeroplane or motor. However, this is
the lake. The lake just goes down and down 
descent of repetition of 'nero' and 1calmo1

In Lake in a Mountain Gorge II, the

these do not 
They are expressive I think, 

They would seem to contradict 
'destruction of the I in literature'.

restrained line in Ledro Valley (Fig. 34) 
stillness of the valley and the crispness of the icy air. 
There is a calmness which comes across in most of these 
sketches but the underlying knowledge that these depict a 
war zone, is perhaps unsettling and this unsettling feeling 
is reinforced by the piercing mountains. The lines are not 
cluttered or shaded, suggesting the nothingness of a still 

On the back of Ledro Valley is a diagram 
of the two mountains with the words 'silenzo quasi totale' 
between them. Also, are notes on the total silence between 
when a misile is launched and its thunderous landing in 
enemy territory.
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are
seen

>s a s

The idea of Italian Futurism had too many rigid principles. 
There were conditions for 'using' their 'new language of 
art', based on the 'New Age of the Machine' and our 
experience of it. Because of this, Italian Futurism is 
too specific. Poetic expression is reduced/.limited to 
conveying the 'dynamism of modern life'. However, there 

exceptions to the rule, I believe, and these are
in pieces such as those I have discussed - Marinetti's 

series of drawings from Lake Garda and In the Evening.. .
These pieces seem to possess a human emotional aspect aswell 

dynamic mechanical one and this gives them a depth, 
perhaps a spiritual aspect that is missing from most Italian 
Futurist pieces.

as a

density of water is portrayed in a series of lines and 
numbers. Starting with the 1 6 ' s' , the next line changes 
to '8's' , then '2's', '3's, ' 0 ' s' and then ' 9 ' s ’ , 
which in shape are '6's' turned upside down. There is 
some looseness and activity in the centre, below the 
opaque lines of numbers, perhaps some mysterious goings 
on that are hidden from view by the lakes' exterior 
appearance.

It could be, in fact, that these are an impersonal 
objective view of war. The fact is, it was silent there. 
It was cold and the mountains were jagged. Are these 
pieces merely representational of the place, or even of 
Marinetti's physical sensory experience of it, or is there 
something else? I think they evoke a tremendous feeling, 
a non-physical feeling of being there.



senses

This recreation involved an awareness to visual form. The 
distinction between poet and artist in Russian Futurism and 
poet and typographer in Italian Futurism became void. Thus, 
the visual aspect of their Avant Garde poetry - its 
language, ideas, feeling, sound and imagination - was 
fundamental to its essence. This poetry is presented to our 

and this is how we experience the poem.

our 
in an 
specific 
It very i 
form itself provided 
word and image 
meaning of the

Russian Futurism and Italian Futurism produced poetry which 
was valid as 'poetry', even though it was totally different 
to the preceecing idea of what 'poetry' was. Russian 
Futurism and Italian Futurism did not merely invent a new 
sort of poetry. They sought to dissipate the language, style 
and very idea of what poetry was, breaking it down to its 
very roots - its essential elements - and then recreating 
poetry anew, in a free way.

Rejection/ negation/ condemnation of the past seem to make 
up a substantial part of the essence of Russian Futurism and 
Italian Futurism. This is perhaps a valid point in 
accounting for their importance as Art movements. However on 
a positive note, I feel that their importance as art 
movements lie in their creation and development of a totally 
new and original approach to art and poetry.

an Futurism and Italian Futurism were born out of a
j ction of their immediate past. In fact, they owe to

' in that had there not been something to reject, a new 
t movement of their nature could not have been born.

The function of poetry, ultimately is to affect our inner 
being with its essence. The Russian Futurists and the 
Italian Futurists achieved this, not by puting language 
through an artificial process through which a verbal meaning 
was communicated, as in traditional poetry, but by affecting 

inner being directly. This was done by using visual form 
integrated way with language. Form did not have a

■ or limited 'function'. Nor did it work by itself, 
much depended on the words of the poem. Sometimes

■ ’ 1 the experience, with the integration of 
becomming so complete that the literal
word is lost. In other cases, where the word



This is what Russian Futurism and Italian Futurism explored 
in their poetry and this is where my intrest in them lies. 
Perhaps their ideas on language and poetic expression - 
Russian zaum language and the Italian 'expression of modern 
life' - were too radical to uphold themselves but their work 
in exploring the visual possibilities of making 'the word' 
more expressive has had a lasting effect not only in the 
Concrete movement of the 1960's but also on typographers/ 
poets of today.

form itself provided the experience, with the integration of 
word and image becomming so complete that the literal 
meaning of the word is lost. In other cases, where the word 
held sound, and the 'sound' was the essence of the poem, 
form integrated itself with the word to embody this sound. 
The visual impact imposes upon us. It has an immediacy. It 
is direct. Language itself was broken down and 
reconstructed. It was used on a different level. The word 
itslf became important as an expressive force and not what 
it referred to literally.

Typography need not only be visible and legible
Typography needs to be audible
Typography needs to be felt
Typography needs to be experienced. 53.
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