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Wolfgang Weingart's work and teachings as an

approach based on a learning process rather than a

style and it's interpretation and application by other

designer's

Patrick O' Flaherty

Visual Communications 1991
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But Poetic influence

need not make

poets less original;

as often it makes

them more original,

though not there-

fore better. The

profundities of

poetic influence

cannot be reduced

to source-study, to

the history of ideas,

to thepavers of

deas. (Norman

Bryson, No.57, p?)
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Introduction

in this essay I will show how Wolfgang Weingart's work

(contrary to popular opinion) is based on an approach rather than a

style. Though he has a very distinctive style of his own this is not the

central concern of his work. Weingart's influence on contemporary

design has never been properly recognised. Although some critics

have acknowledged his importance he hasn't received the recognition
that many designers who have been influenced by him have
achieved. The few people who have recognised Weingart's influence

have not grasped how important it is and have only considered it on

one level, that of stylistics.

In Chapter |

| shall give a description of my discovery and interpreta-

tion of Weingart's work. | will suggest the personal and subjective
dimensions that affected my interpretation and application of

Weingart's work and by showing these | hope to illustrate how subtle,

unpredictable, personal and subjective interpretation and infiuence is.

In Chapter Il

I will give a description of Weingart's ideas, teachings,
attitude and approach to typography and design to give a broader

view of his concerns. | will also show what inspired and encouraged

Weingart to develop his approach to typography and design. By giv-

ing this broad view | intend to make it easier to appreciate and to see

less obvious connections between his work and that of other design-
ers

In Chapter I
1 will suggest the wide range of possible ways a design-

er can be influenced by another designer. ! will make broad compar-
isons between the work of two designers (Neville Brody and one of

Weingart's ex-students April Greiman) and Weingart. | will make refer-

ence to manifestations of influence and similarity of approach and

ideas at levels other than stylistics. | will also examine Weingart's
influence on other designers and design groups in a more condensed

and direct form.

5
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Chapter |

Illus. 1

Wolfgang Weingart,
Magazine cover designs
for Typographische
Montatsblatter. Second
colour on '3' is grey.

My Personal Experiences: My Personal discovery
and exposure to the work and teachings of

Wolfgang Weingart

| wandered into my tutor Frank's office and into a

discussion on "Swiss Typography'. Frank was explaining to a fel-

low student Ciaran how it had been a strong influence on him dur-

ing his formative years as a designer in the early 1960's. He want-

ed to illustrate what 'Swiss Typography' was so he pulled out a

magazine and leafed through for an example. He found some

reproductions of work by Emil Ruder, a weil known practitioner of

'Swiss Typography'. Frank pointed out the characteristics of this

type of work the characteristics, basic flat colour, clean sans serif

type, clear grid structure, creative use of white or negative space

and everything based on a right angle. It could be described as

clean, clear and 'modern', quite like the work | was doing myself at

the time. It had an appeal to me and | thought 'I'd like to do that,

it's a nice approach of type'.

Ciaran then mentioned a designer called Wolfgang

Weingart of whom he had heard. Frank was excited and pulled

out a number of magazine covers (Illus. 1) that this guy Weingart

had produced. For the first time ever | was genuinely disconcerted

by a piece of design. | thought the images before me were

unattractive, yet strangely compelling. | didn't 'like' them but |

found myself unable to ignore them. The type appeared disorgan-

ised and unpredictable and this irritated me. | felt almost vaguely

threatened but also sort of excited by my difficulty in categorising

this work.

| had an image in my mind of what this person

Weingart was like. He was a manic but intellectual visual scientist

with a powerful secret knowledge of type to bestow on other

typographers. He was a clean cut, smart and healthy middle-aged

gentleman. A balding but dignified intellectual. A modern day Ed

6
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ius, 2
Wolfgang Weingart,
(top of previous page)
experimental typography
forming letter out of other
letters and shapes from
the typesetters case.

IHus, 3
El Lissitsky,
(bottom of previous page)
from a book of experi-
mental typography illus-

trating poetry.

ius. 4
Wolfgang Weingart,
(top of page opposite)
'The Swiss Poster' poster
for retrospective of Swiss
poster design.
1983.

ius. 5
April Greiman,
(bottom of page opposite)
'The Modern Poster'
poster advertising exhibi-
tion of modern poster
designs, note similar
treatment of similar

sujbect matter, (5 years
later) when compared to

Weingart's 'The Swiss
Poster' (Illus. 4).

Benguiat or Herman Zapf.

Sufficiently intrigued by what | had seen | investigat-

ed further. There were a small number of magazine articles on

Weingart's work. | began to forget the real examples of his work |

had seen and instead studied reproductions in magazines. In

these out of scale and out of context reproductions | began to see

repeated motifs emerge. Weingart had characteristics in his work

which could be pointed out in the same way my tutor had pointed

out those in Emil Ruder's' work. These characteristics appeared to

me to be quite different to those of 'Swiss Type'. They appeared

to be mainly motifs, stepped bars, enlarged halftone dots, wide

spaced type, collage elements and many more. | began to see

parallels between his early experimental work (illus. 2) and that of

the early twentieth century pioneers in typography like E/ Lissitsky

(Illus. 3). Weingart's later work (Illus. 4) stood comparison with

modern day designers like April Greiman (Illus. 5). | read a lecture

he gave that was reproduced in a typographic journal called

'Octavo'. My interpretation of this lecture combined with they way |

was studying his work led me to the conclusion that he was build-

ing on 'Swiss type' to produce a collection or vocabulary of power-

ful motifs that when properly applied aided communication within

graphic design and typography. | figured any designer could take

these motifs and apply them to their work. his work seemed very

superficial since it appeared to rely very much on motifs that could

be seen as gimmicks

Flicking through a design magazine | came across a

small dignified passport sized photograph of Weingart. This image

of a man in a shirt and tie photographed with a cold serious

expression on his upturned face strengthened by perception of

Weingart as a stereotypical typographic designer.

7
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Illus. 6
(Opposite page)
Patrick O' Flaherty,
college project, Poster for
piano recital for the
Goethe Institute.

Having observed these motifs in Weingart's work |

decided to apply them to my own work. At the time we were pro-

ducing posters to advertise a recital of contemporary piano music

presented by the Goethe Institute, and | saw a connection

between the stepped bars in Weingart's work and piano keys

(illus. 6). | used the keys as bars and lines on which | based the

design. | used other Weingartism's such as wide spaced type and

mixed weights and styles of type. The poster, though technically

acceptable, was cold and dull. It appeared highly contrived, not a

spontaneous almost emotional response like Weingart's work. |

could see that my interpretation of Weingart's work was unsuc-

cessful but had no idea why. | still had an interest in his work but

didn't attempt to apply his vocabulary of motifs to my own designs.

Weingart made a lecturing visit to our College

department. | had been way off the mark in my preconceptions.

He was short, overweight, untidy with a full head of hair. This

famous typographer and designer verged on the comical, looking

like a secondary school teacher or the cartoon character 'Mr

Magoo'. He appeared totally human and certainly not a stereo-

typed design guru. This living legend could be very articulate but

was hampered sometimes by apparently inadequate English and

poor elocution and projection. When he came across a difficult

question he would be vague, apparently stuck for words or just

simply inaudible. When asked something he liked or was interest-

ed in he could give an extremely articulate answer.

Weingart was extremely petty, blunt and personal in

his attacks on his imitators. When asked about Willie Kunz he

remarked 'I can tell you Willie Kunz is for me a pig'. He had a

strange and quite dark sense of humour. He drank copious quanti-

ties of alcohol and appeared to be a bit of a womaniser.



During the lectures and seminars in our department |

began to develop a clearer idea of what Weingart was trying to

achieve in his work and teachings. | found his work to be more

about a learning process. This 'vocabulary' of motifs and images

he used were not supposed to be the ultimate eternal elements

with magical qualities. They were, instead, the results of his per-

sonal investigations in design. He was of the opinion that people

should develop their own 'vocabulary' of elements that they com-

pletely understand and can easily be applied in an appropriate,

personal, intuitive and emotive way. Using a basic 'vocabulary' of

elements that you really understand means you have more control

over how and what you communicate and a more personal quality

to your work. It is no good using someone else's 'vocabulary' that

you don't understand. | realised that this was why the Weingart

motifs | borrowed for my piano poster were unsuccessful, | just

didn't understand them. Weingart's approach to teaching is that

students should begin with a basic set of elements but then devel-

op their own through a process of investigation and experimenta-

tion.

| saw an another original example of Weingart's

work (since seeing the magazine covers when | was first intro-

duced to his work), it was a very large poster which was printed in

five colours. It had a life of its own, a rich emotional and technical

quality that no reproduction could ever have. It raminded me of

how a great painting or drawing, when seen in the flesh, makes its

reproductions seem vain and pointless. When you reproduce a

five foot tall poster printed in five colours as a three inch tall black

and white halftone you lose a lot. All you can see from the repro-

duction is motifs, bars, screens, shapes and type styles. When

taken out of its context (the surroundings on which it was dis-

played) the poster appears as an abstract piece of aesthetics

rather than its intended communications function. The layered 3-D

g







ius. 7
Wolfgang Weingart,
Ihe Swiss Poster two of
several different versions
of the poster

feel of this particular poster becomes 2-D in its reproductions. It

becomes very easy to miss the subtitles that draw you into

Weingart's work, when you see only reproductions.

i discovered Weingart had reprinted the poster he

had shown us several times at his own expense in order to try and

perfect it (Illus. 7). He is obsessed with technique. On that particu-

lar poster he had spent six weeks overlapping and layering

screens again and again. Weingart explained that like the devel-

opment of a basic vocabulary, he sees a thorough knowledge of

the technical basics as essential to successful design. If you

develop a basic vocabulary and the technical skills to implement it

you will have what you need to produce emotive and communica-

tive work to draw the viewer in across all boundaries. In

Weingart's vocabulary elements have few literal or figurative con-

notations and so are less open to misinterpretation. The viewer is

simply drawn into the work at a gut level. it is almost that you don't

know why you like it but you do nonetheless. In this way he pro-

duces work that is a personal vision, but that demonstrates a clear

understanding of the communicative process and how to manipu-

late it.

After these experiences | completely gave up any

attempts to incorporate Weingart's images in my work. there is a

vocabulary in my work but it is my own. Trying to investigate all

the technical processes available to me as fully as | can is very

important so as to allow me to properly, efficiently and effectively

integrate these elements. My work bears little or no resemblance

to Weingart's on a superficial level. It is, however, very strongly

influenced by his approach. It is this approach that is essential to

Weingart's teaching and work

My first impressions of Weingart and his work were

10



completely subjective and misguided. They were distorted by the

media presentation of the man and his supposed ideas, and the

nature of the reproductions of his work. My own prejudices,

desires, and stereotypes also came into play and, | am sure,

many other factors that would be almost impossible to isolate. |

looked only at stylistics and it wasn't until | met the man that |

began to properly understand him and his work. The irony is that

now my work is far more influenced by Weingart than before, but

on casual observation it looks far less so.

11



Chapter Il 8) Who is Wolfgang Weingart?

! managed by myself, there was some inspiration trom

others, but solving graphic problems | learned myself.

| was self-taught, | really only had an education in

techniques of typesetting and from my apprenticeship

in this came my fondness for typography.

(Wolfgang Weingart, No. 53, p 51)

Self taught designer and educator Wolfgang

Weingart was born in 1941. He left South East Germany in 1968

and began to study and then to teach at the Basle School of

Design in Switzerland. He has conducted typography workshops

at the Yale University Summer Program in Graphic Design at

Brussage in Switzerland. Since 1972 he has lectured on his

teaching methodologies throughout Europe and the United States.

He is a regular contributor to Typografische Montsblatter, a typo-

graphic journal based in St. Gall in Switzerland. He is a founder of

the periodicals TM/Communications and r Process.

12
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Chapter Il

illus 8
(top of page opposite)
El Lissitsky,
Title page and page from

The Isms of Art,
1925

Itus 9
(bottom of page opposite}
Paul Schuitema,
Advertisement for Berkel,
c. 1927

b) Emil Ruder and Modernist 'Swiss' Typography

When Weingart first began to study at Basle he was

instructed by Armin Hofmann and Emil Ruder. Weingart had very

little contact with Armin Hofmann. He left the school soon after

Weingart arrived and went to teach at the National Design

institute in Anmedebad, India. Hoffman's ideas and teachings on

design were similar to Ruder's.The teachings and work of these

people tended to be strict and dogmatic. Weingart suggested in

Octavo (No.39, p3) that he failed in his attempts to learn and

found himself more of an observer than a student.

Emil Ruder's ideas on typography were firmly rooted

in the style of the Modernist tradition pioneered by Designers like

EI Lissitsky (Illus. 8) and Paul Schuitema (Illus. 9). But Ruder had

a more clean, ordered and impersonal approach

Emil Ruder's remarkable achievement was the ratio-

nalisation and interpretation of the multifarious princi-

ples of the New Typography into a coherent problem.

(Charles Biglow, No. 46, p 5)

This attempt at rationalisation can be seen in his

book 'Typography' where he dogmatically lays down clear 'guide-

lines' for what he considers 'good' design. He attempted to simpli-

fy and define the communications process in graphic design by

removing what he taught unnecessary and clarifying what he

taught essential. Ruder thought that he could define levels of

readability (how easy a message is to read).

One of Emil Ruder's strongest held convictions was:

Typography has one plain duty before it and that is to

convey information in writing. No argument or consid-

eration can absolve typography from this duty. A print-

ed work that cannot be read becomes a product with-

out a purpose.

(Emil Ruder, No.26, p 46)

Ruder believed in functionalism in typography. He

13
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lus 10
Emil Ruder,
(opposite page)
Brochure design, showing
Ruder's clear, cold, ana-
lytical and functional

approach to design

tended to confine his visual vocabulary to the functional necessi-

ties. An extremely contrived approach meant he set almost every-

thing to the right angle and attempted to avoid any subjective feel-

ings or emotions to influence his work. Ruder attempted to define

methods and approaches to turn typography into an ordered and

logical discipline. He wished to define what he saw as pure typo-

graphic forms that communicated only the necessary information

without any unnecessary trappings. He wished to retain only the

functional necessities in his typographic communications.

The typographer must be able to take the impersonal

view, wilful individuality and emotion have little place

in his work

(Emil Ruder, no.46, p8)

Many of Ruder's ideas are clearly illustrated in this

example of his work (Illus. 10). He believed that because the hand

setting tradition of letterpress printing was based on the right

angle (and it was the most popular reproduction process of his

time) that a designer should, as much as possible, constrain to the

right angle. A clear structure and clearly ordered relationships

were, he felt, central to good design. Creating a dynamic intensity

with the white space in his designs was one of his main preoccu-

pations. He tried to implicate the unprinted white space as a

design factor and quoted the oriental philosopher Lao-Tse in sup-

port of this idea.

From clay, pots are made. But it is the emptiness

inside them that makes the essence of the pot.

(Lao-Tse, No.46, P8)

Ruder felt that simplicity was the aim of technical

progress and he rejected the idea of using the full family of alpha-

bets (capitals, roman and italic: lower-case, roman and italic, and

small capitals) when he could make do with fewer (No.44, p16).

Because of this he tended to reserve himself to upper and lower-

14



case romans. Though he attempted to rationalise typography into

a controlled discipline, Ruder liked to think that this was constrict-

ing to the designer.

The sum total of all these prefabricated elements is so

large that there is an almost infinite number of possi-

ble ways of arranging them in ever-new patterns.

(Emil Ruder, No. 46, p 8)

Warning against satisfaction turning into complacen-

cy Ruder was at pains to state that he wasn't offering infallible

rules or formulae. He stressed the need for experimental typo-

graphic work-shops so that typography would not stagnate and

suggested that the typographer should examine every way to

avoid dull repetition. this extremely dogmatic designer suggested

that there were two essential aspects to the work of a typogra-

pher,

knowledge from the past and a receptive mind to

invention and novelty

(Emil Ruder, No.46, pé )

But Ruder's attempts to rationalise typography into a

controlled discipline would appear to make these contradicting

and difficult ideas to accept. In practice his work was extremely

controlled, predictable and repetitive and only his early work could

possibly be described as experimental.

When Weingart spoke to our department during his

visit to our college he mentioned that Ruder had told him once

that he could judge exactly what a person was like by their neck

tie. If this man hadn't a cold, scientific and analytical approach to

typography, he certainly had it towards life.

15



Chapter II ¢) A reaction to 'Swiss' typography.

its conservative design dogma and strict limitations

stifled my playful inquisitive experimental tempera-

ment and | reacted strongly against it. Yet at the same

time | recognised too many good qualities in Swiss

typography to renounce it altogether.

(Wolfgang Weingart, No. 54, p1)

In his 972 lecture tour Weingart stated that he

accepted many of the fundamental principles of Swiss typography.

The purity and precision of typographic material, the logical and

disciplined structure and the value of the white space in a design.

He was also quoted in Design Quarterly as saying

{ try to teach students to view typography from all

angles: type must not always be set flush left/ragged

right, nor in only two type sizes, nor in necessarily

right-angle arrangements, nor printed in either black

or red. Typography must not be dry tightly ordered or

rigid. They may be set centre axis, ragged left, ragged

right, perhaps sometimes in chaos. But even then

typography should have a hidden structure and visual

order.

1

(Wolfgang Weingart, No. 54, pi)

What Weingart disagreed with, however, were the

concepts of 'information' and its 'readability'. Ruder and Swiss

typography aimed to communicate a completely pure and unma-

nipulated piece of information through its typography. Weingart

argued that even the most objective and sober visual presentation

of information is still loaded with all sorts of other meanings which

can never be fully controlled. Despite all the progress in communi-

cations research, we still can't define an unmanipulated message.
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Chapter li

Hus. 11
(top of previous page)
Wolfgang Weingart,
experimental work, note a
rejection of a rigid adher-
ence to the right angle.

illus. 12
(bottom of previous page)
Wolfgang Weingart,
exhibition poster for Kent
State University, note use
of type partly reversed out
of bars.

Illus. 13
(top of opposite page)
Wolfgang Weingart,
experimental piece, 'text
interpretation about my
life..." note use of

extremely wide let-

terspacing.

Hus. 14
(middle of opposite page)
Wolfgang Weingart,
cover design for
American Journal Visible
language, note use of dis-
torted typewriter charac-
ters as typographical ele-
ments.

Illus. 15
(bottom of opposite page)
Wolfgang Weingart,
cover for catalogue of a
special exhibition of

Creative Jewellry
attached to the Swiss
Industries Fair in Basle
1974, note use of stepped
bar.

Building on the traditional 'Swiss typogra-
phy', an attempt to enlarge its vocabulary.

By intensifying the message, Weingart hoped to

make it clearer. He attempted to expand, enliven and adapt typog-

raphy towards a more free and expressive future. To do this he

took 'Swiss typography' as a starting point and then proceeded to

develop and build onto it.

It was never the idea to throw either 'Basle' or 'Swiss

Typography' overboard, but rather to attempt to

expand them to enliven and change them with the help

of intensely considered design, criteria and new visual

ideas

(wolfgang Weingart, No.57, p10)

Weingart began to break all the rules. He discarded

a rigid adherence to the right angle (illus. 11), partly reversed type

out of bars (lilus. 12), used extremely wide letterspacing (Illus. 13)

and used a typewriter for finished art (Illus. 14). He also began to

introduce intriguing non-literal elements into his work which he

often referred to as his 'tricks'. Among these 'tricks' is the stepped

bar (Illus. 15). This is an example of Weingart's approach of draw-

ing on your own experiences and research to develop your own

vocabulary of images. While travelling in Arabia he came upon a

stairs in a walled city. He was so impressed with this image that

he tried to introduce it into his work and so appeared the famous

stepped bar. When other people borrowed this motif (like | had in

My 'Piano Poster') it often wasn't successful because they didn't

know where it came from or why they were using it.

Some of Weingart's tricks were based on tech-

niques. Often he would blow up the halftone dot so that it became

itself a design element, but had deliberate reason behind doing

this.

Photography is a lie and when you print images the

finer the lithography screen, the more it lies because it

17
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Illus. 16
(top of previous page)
Wolfgang Weingart,
cover for dea magazine
156, Japan 1979, note
how image is constructed
using dot screen patterns.
The lowers on the lower

tight hand comer were
shot directly on the PMT
camera.

illus. 16
(bottom of previous page)
Wolfgang Weingart,
The Swiss Poster,
Poster for major retro-

spective of Swiss posters,
note how image is con-
structed using dot pat-
terns.

Iius. 18
(top of opposite page)
Wolfgang Weingart,
sketch for book jacket
design, 1985, note how
image is constructed
using dot patterns.

lius. 19
(bottom of opposite page)
Wolfgang Weingart,
Section of 'Thoughts on

Typography' from Design
Quarterly 130', compari-
son of sans serif and serif

type showing noise
caused by serifs.

is an imitation. | prefer to do the opposite - to show the

dot as a new graphic design element.

(Wolfgang Weingart, No.23, p188)

in This Weingart refers to the way that when the

dots used in lithographic printing to simulate colour (using the four

process colours) are printed using very small and fine dots they

are almost invisible to the naked eye, but they are still there.

Weingart prefers to avoid the illusion (or 'lie') and show the dots

for what they are. Often he would build up images with these

blown up dot screens by overlaying layer after layer that had been

photographed onto film positives using a PMT camera. This

method produced very free and intriguing images such as (Illus.

16, 17, 18).

Weingart almost always uses sans-serif type in his

work:

i use much sans serif type in my own work and with

my students. Serifs often confuse the visual effect of

the typographic idea, for the serif structure itself, is

complex and 'noisy' [Illustration 19].

(Wolfgang Weingart, No. 54, p2)

Interestingly, Ruder preferred sans serif type as well

but for different reasons:

The neutral face, aloof from all national considera-

tions, has already to some extent become reality

(Emil Ruder, No.54, p10)

Ruder preferred the impersonal quality of sans type.

Weingart combined the disciplined and skilled foun-

dation of 'Swiss Typography' with a more flexible, experimental

and personal approach to typography. Doing this, he transformed

the complacent 'Swiss Modernist' approach to type with some-

thing far more flexible, intuitive and expressive. He developed an

approach that would adapt to the individual designer's needs and

personality.

18



3ai!
<@BREAST>att

312

EBREASTE> (7

SWISSAIR



Chapter Ii

Illus. 19, 20,
(19 top, 20 bottom)
Wolfgang Weingart,
diagram to help illustrate
'semantical' dimension in

typography used by
Weingart in his lectures.

®) The semantical dimension of typography

Theories relating to syntax and semantics in graphic

design were an integral part of Weingart's teaching and work in

the 1970's. He explained these theories in great length during his

1972 illustrated lecture tour of America which was reprinted in

QOctavo4. He unfortunately expiains these theories in an unneces-

sarily convoluted way. | will give as simplified as possible a

description of these ideas which are important to an understand-

ing ofWeingart's work and teachings.

Weingart uses the a diagram (Illus. 19) to explain

how an intended message (a man's breast) can be misinterpreted

(a woman's breast) by the recipient. Weingart argues that one can

only make valuable typography today if one understands this

'semantical' dimension of Visual Communications and uses it in

ones work. As a designer you have to be fully aware of the com-

plex and subtle ways in which your work will be interpreted and try

to control this interpretation by the way you construct your

designs. He sees this area as a largely unknown discipline since

most typography is simply a collection of motifs which signify a

style rather than communicating an idea,concept or message. |

myself feel that this is a very important point. Weingart uses a

number of simple examples to illustrate how this 'semantical

dimension affects a design. He gives the example of the interpre-

tation of the conventional 'word picture' (logotype) for Swissair into

a 'semantically changed word picture' (Illus. 20). Now the word

picture (or logotype) for Swissair also illustrates one of its most

typical activities, that of flying, by the progression of the letters

towards the top of the page and into the air. Instead of the typo-

graphical representation of Swiss Air being a typographic style it

represents and communicates a concept that aids the appropriate

interpretation of the meaning and significance of the words. | feel

'Style' is given a back-seat since the most important element in

the image is the communication of the concept of flying and not a

typeface, arrangement, shape etc.

19
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Hus. 21
Wolfgang Weingart,
diagram to help illustrate
'semantical' dimension in

typography used by
Weingart in his lectures.

Another example Weingart gives is a logo designed

for Arabian Airlines (Illus. 21). Through a series of tests he tries to

determine whether the dots of the letter 'i's are in fact what give

the logo its Arabic feel. Clearly the inspired idea of combining one

of the strongest characteristics of arabic type (the square dots

turned on their points which is caused by the writing implement)

with conventional european type gives an effective logo. This is

more of a graphic design or typographic idea or approach than a

typography one and Weingart stresses the importance of this in

his teaching and work. Typography is concerned only with the let-

terforms and their arrangement, while graphic design deals with

all the visual elements of the piece of printed visual communica-

tions.

Weingart sees this element of design and typogra-

phy as a way of enhancing the communication process rather

than simply adding decoration to words. He advocates consider-

ing all the elements (placement, position, colour, type format, and

printing technique) involved in a typographic solution. It is this

consideration of all elements that in turn opens up all possibilities

for the designer. These elements are what Weingart calls the syn-

tax of his work. They are the basic elements that when combined

can yieid exciting solutions. Unfortunately he goes on to use

phrases such as semantic 'sign-function', 'syntactic sign-function',

'pragmatic sign-function' which only serve to confuse these impor-

tant and simple points. This could be partly explained by his jess

than perfect command of the English language. Certainly it is what

the typographic design suggests and communicates rather than

its appearance that Weingart claims to be of his main interest,

though this may not be immediately apparent in his work.

It must be stressed that the way he uses these tech-

niques in his work is consciously subjective, intuitive and often

emotive. Though a clear process of analysis of communication

methods is central to his work, he still stresses the importance of

20



artistic and personal qualities.

vice

In our society and in the future we need lively crazy

and creative people. We need strong personalities who

can influence the development of typography through,

their personal contributions

(Wolfgang Weingart, No.57, p19)

Unlike Ruder however this more than mere lipser-
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Chapter II Teaching techniques

Weingart believes that only hrough intelli ' n-
illus. 22 g y gh telligent, ope

Wolfgang Weingart, minded, investigation based upon elementa ographic exercis-
Examples of basic stu-

g P ry typograp
dent exercises, es could a designer learn to deal with complex design problems.

a) [top] Variations of sim-
| have a teaching method | call the 'typography back-

ple text organisation, timit-
ed to the horizontal and pack system'. Through intensive investigations stu-vertical axes; the empha-
sis is on readability. dents fill their backpacks with a basic typographic
b) [middle]Text organisa- vocabulary that they discover and develop. This
tion is diagonal, At bottom
left, horizontal, diagonal, vocabulary serves as resource upon which they canand vertical axes are
used; readability later draw upon in job situations. Typographic ingredi-

t)

h

becomes more difficult.

ents and experiences can be added endlessly to create
C) [bottom] Variations of
horizontal text organisa- still newer typography flavours and concoctions. This
tion with extreme let-

terspacing; although sim- typography backpack system describes the fundamen-
pler than the example
with the diagonal [b)], the tal process of our learning and working with typogra-
readability here is almost
destroyed phy.

(Wolfgang Weingart, No.54, pS)

The purpose of this method is to widen the 'syntax'

or vocabulary of methods, motifs, techniques and approaches of

the students. It attempts to teach Weingart's pupils to analyse,

explore, conceptualise, recognise, apply and execute solutions to

basic design problems making the most out of simple elements.

My first priority is to teach how to arrange a given

space. The students are involved in a variety of exer-

cises with paper sizes and handling three-dimensional

objects, and there is a lot of arrangement and rear-

rangement of type sizes, faces, characters and colour

to express all kinds of possibilities typographically.

(Wolfgang Weingart, No.53, p50)

One of the first exercises his students do is to opti-

cally space capital letterforms evenly across a format. He com-

pares exercises like these to basic mathematical exercises (Illus.

22) He considers them neutral and free of the modish and fash-

ionable tendencies in advertising and design. He suggests that

22
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lus. 23
Lisa Pomeroy,
just some of countless
variations on a design
theme for a book cover.
Weingart would often
have his students pro-
duce countless variations
on a given idea.

the more basic a problem the more difficult it is to solve since

complex problems allow mistakes and superficialities to be more

easily hidden. Only as students become more able, do the prob-

lems grow in complexity. In this way he tries to give students a

basic but broad education, which allows them to deal with any

design problem thorough a basic knowledge of design possibilities

that can be constantly developed and built upon. The basic exer-

cises train students towards a visual sensitivity which is relevant

and applicable to every area of typography and design.

Only through intelligent open minded investigation

based upon formal typographic understanding can a

designer develop become independent and learn to

challenge accepted design standards.

(Wolfgang Weingart, No. 57, p8)

Weingart insists that school should be a place of

experimentation. It is unaffected by the concrete demands of the

profession and should be constantly evolving and developing

(No.39, p12). He does not give students typographic formulae or

recipes but instead tries to give them general formal principles

and systematic intelligent problem solving approaches that they

can adapt to their specific problems in the future. He tries to train

the students senses to recognise alternative design directions and

to use each of these directions and to use each of these directions

with equal importance. Often he would have students produce

hundreds of different variations on the same theme to illustrate the

infinite possibilities in even the most basic problem (Illus 23). This

training encourages students to develop their own vocabulary of

motifs and images and to devise their own solutions. It discour-

ages students from adopting and using motifs and images they

don't understand and can't properly apply in their work.

Students allowed great freedom often produce poorly

designed solutions, Students allowed only limited

23



freedom often produce solutions that look like their

instructors. One of my biggest challenges in teaching

typography is to instruct in ways that help students

gain mastery of formal design principles while simulta-

neously encouraging them to grow independent in

their powers of visual thinking and self expression.

(Wolfgang Weingart, No.54, p3)
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Chapter Il

Hlus. 24,
Wolfgang Weingart,
'My Morphologic
Typecase', listing all the
different types of typogra-
phy that Weingart appre-
ciaies.

g) A fun approach to type

Weingart's students must be in school from 8.30 am

to 5pm every day. Students and teachers also work together on

projects within the classroom environment. In most other colleges

there is a tendency for students to get a brief and disappear for a

week and return with a completed solution for the instructors to

critisize. But Weingart's approach is not totally serious or poe-

faced

Typography is not only for reading and must not be a

pain. Typography can be fun. A process not of making

typography while suffering pain but rather of having

fun exploring ali possibilities. Typography can be a

game and a lot of fun.

(Wolfgang Weingart, No.54, p1)

This fun attitude to typography was illustrated by an

interview with Idea magazine, when asked what sort of typogra-

phy he produced, Weingart replied, with, 'puke typography',

'Sunshine Typography, 'Ant Typography', 'Wallpaper Typography'

amongst others (Illus. 25). This approach is in contrast to that of

Emil Ruder and others in the traditional Swiss typographic style.

This stems from Weingart's belief in the importance of the intuitive

and personal elements in his approach to design.
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Chapter Il

Illus. 24
Wolfgang Weingart,
the type on the poster is
in black and the bars in

semi translucent silver, It

is not easy to read but
interest is generated by
curiosity to decipher the
information obscured by
the bars.

h) Interactive type

Legibility was not a major concern for Weingart.

There are conflicts and problems of legibility and readability evi-

dent in his work but he uses these to try to involve the reader. He

doesn't patronise the reader, like much traditional typography, but

instead tries to make the reader think and become involved in the

communication process. His typography asks the reader to ques-

tion it. Though some typographers attempt to make type invisible,

Weingart tries to sensitise people to it. Everything is not absolutely

and objectively readable. He tries to sensitise the reader to typog-

raphy by forcing them to confront it. He is less concerned with leg-

ibility and more concerned with promoting interest, pleasure and

challenge in the reading (Illus. 24). Peter Von Kornatzki in his

comments on Weingart in TM 12, says:

His aim is to enhance the semantic and persuasive

effectiveness of the message. His typographymay be

relatively difficult to read but this is counteracted by

the fact that it is very enticing.

(Peter von Komatzki, No.61, p14)

Weingart himself says:

let type talk, make it busy, integrate it with graphic

design education

(Wolfgang Weingart, No.54, p3)

Weingart saw typography as enhancing the mes-

sage instead of just communicating it. Typography for Weingart

expresses personal and artistic qualities but within objective work-

ing methods. Typography without boundaries was his vision.

The prerequisite, exclusively is that for every solution

a design criterion must be developed with that the

individual freedom is so large that for example an

'ugly' design can become a 'beautiful' design.

(Wolfgang Weingart, No.35, p49)
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Chapter I! ) Summary of Chapter II

Weingart felt that the approach of Ruder and his con-

temporaries was too dogmatic and restrictive. The concepts of purity
and functionality in typography were misguided but many of the other

ideas of 'Swiss' typography were of value to Weingart. Weingart
began to bring in more elements to 'Swiss' type in an attempt to

renew and enliven it, but still retaining what he felt was of value. He

attempted to make it more personal, flexible, intuitive and expressive.
He stressed the importance of the 'semantical' dimension to

Typography and design. He placed an emphasis on communication

rather than a style or a look.He stressed the importance for designers
to develop basic skill through basic exercises which they can later

apply in job situations. Weingart has a sense of humour in regard to

typography and stresses the personal element in Typography and

design. His approach is intuitive and subjective but based on a thor-

ough knowledge of skill and techniques. His work tries to communi-

cate on a gut level, it tries to involve the reader. He has no rules or

restrictions in his approach to design just a need to master certain

basic skill but not in a dogmatic way. Weingart shows no preference
for any particular style. His approach is about a way of thinking and

working rather than images, motifs, tricks, or styles.
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Chapter Il a) The nature of influence and interpretation

Inm Peter Von Kornatzki suggests that Weingart

in his work show many elements that would belong to the pioneer-

ing era in typography of the 1920's and 30's. Kornatzki cites his

refusal to compromise, his constant questioning of what defines

beauty, his delight in experimenting and his fascination with tech-

nology. Another connection with the foremost designer/typogra-

phers of an earlier era is the level in which Weingart's work has

influenced other designers. His work was often imitated to the

point where it was difficult for the casual observer to discern the

imitations from the originals. Weingart has a very strong influence

on his students and admits in Octavo 4 that a lot of the work from

his School (Basle Allgemeine Gewerbeschule) looks the same. He

explains this by saying, that this is because, the students are all

learning the same basic skills through similar process and exercis-

es,

| admit that our school does in a certain sense pro-

duce uniform results - in a visual sense. But at the

same time | think that these exercises encourage the

students to transfer their underlying knowledge and

ability to a position whereby, during practical work,

each can reach completely different kinds of results.

(Wolfgang Weingart No. 57, p 7)

As with his backpack approach to teaching these

students will use these basic skills when they leave college to

develop their own approach to typography and design. Weingart's

influence on his students was particularly noticeable in the years

from 1968 to 1975, when his teaching was at its most avant-garde

and his backpack approach had not been developed, when his

typographic vocabulary was put into practice by former students.

This was done in either:

"a positive and constructive way, or in a very misun-

derstood way".
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(Wolfgang Weingart, No.57, p8)

Weingart is convinced that typography is not a col-

lection of clever motifs and tricks. It is the process of and methods

of realisation that produces effective typographic communication.

It is how you arrive at the end result and what this end result con-

tributes to the message or statement you are trying to communi-

cate, that is important. The aesthetic of the work should add inter-

est and interpretation and clarification to the form and content but

should not be an end in itself. A piece of typography has multiple

meanings and can go beyond mere letterforms.

The banal copying of Weingart's motifs, instead of

understanding his approach was what led him to radically change

his teaching methods in the mid-seventies towards his back-pack

approach.

Aspects of my experimentation, such as letter-spac-

ing, were becoming more and more copied and mis-

used in commercial work, | radically changed by

teaching strategy in the mid-seventies to a quieter

method. | returned to more basic probiems and princi-

ples, including those of 'Swiss Typography', from

which each student could find his or her own expres-

sion.

(Wolfgang Weingart, No. 54, p17)

The way designers and artists are influenced by

other peoples work is a vast and complex area. There are many

subile factors that ought to be considered. For this reason I will try

in this dissertation to examine more than the stylistic dimension.

Normal Bryson mentions some of the many dimensions of influ-

ence that can be interpreted in design work in his book 'Word and

Image'. He mentions how it is difficult to detect the attitude the

designer or artist had to the work, which influenced him even
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ius. 25
Harold Bloom,
In Ingres Vow of Louis
(top right) he quotes from

Raphael's Sistine
Madonna (top left).

tilus. 26
Brylcreem advertisement,
using a pastiche of 50's
imagery to update the

public image of

Brylcreem (bottom),

though we can clearly see the stylistic marks of the influence.

but can stylistics detect such a 'curse' - is it sensitive

enough? If one looks at a work and then lists whatever

other works have served to influence it one does not

necessarily take into account the attitude of the work

itself to those discovered sources.

(Norman Bryson, No. 15, p. 250)

The use of images, motifs, approaches, styles etc,

seen in other works, may be a reverential tribute in the way Ingres

(Illus. 25) borrows from Raphael (No.56, p251), a pastiche in the

way 80's designers take from the 1950's and 1960's (Illus. 26), an

attack on another's work or a completely unconscious reaction

that the designer is unaware of. Harold Bloom mentions many dif-

ferent attitudes an artist can have consciously or unconsciously,

towards another persons work, however this is not within the

scope of this essay. Bryson mentions the danger of simply looking

at the surface images and not considering the thinking behind

them:

Felibiens commentary [on Poussin] is a salutary

reminder that with a painting such as this, a whole lex-

ical dimension lies concealed from normal viewing;

and especially the norma! viewing of the twentieth

century, with it's natural bias towards a figural appre-

ciation of the art of the past. Yet unless we attend to

this dimension, the image fuses into a ponderous

mass, and it is probably the sheer weight which alien-

ates the spectator who is unaware that the image is

not merely to be seen, but read.

(Norman Bryson, No15, p55)

Though in this Bryson is referring to seventeenth

century painting, these ideas are equally relevant when applied to
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contemporary graphic design. If we only look for stylistic traits we

miss much of the real effect of the influences. Weingart's

approach to work is about expression and communication, even

though on a banal level it could be interpreted as being merely

concerned with style. In the two longer sections in this chapter

(April Greiman and Neville Brody) | shall try to give a broad outline

of their approach as compared to Weingart's. | shall illustrate simi-

larities in their, ideas, approaches, beliefs and aims as well as

styles. | shall show how similarities and influences can be more

than surface appearances. Though often it may be difficult to dis-

cern whether it was Weingart who influenced ideas, approaches,

beliefs, aims or styles in other designers, | will draw comparisons

that will show possible interpretations. | will concentrate in the

other sections (Kunz, 8vo and Rod Clark) of this chapter on spe-

cific examples of the ways in which Weingart has influenced

designers and my observations do not purport to truly investigate

the general theory of influences as within media or aesthetic stud-

ies

| will show how some designers or former students

successfully used in their work what they took from Weingart and

how others were unsuccessful and why. | shall look at the way in

which some people understood the work and approach and yet

failed in applying it. Others completely misunderstood but their

work was still successful.

The range of application and interpretation of

Weingart's work and teaching is an intriguing case of how design-

ers are influenced and learn from each other. It is clear that

Weingart has had an important influence on visual communica-

tions and specifically typography and graphic design. But the very

complex nature of influences determining the exact range, nature,

level and importance of this influence is a practical impossibility.

When you consider the range of variables and subjective or
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unconscious factors it is clear that no simple answers are avail-

able, but providing simple answers is not the aim of this disserta-

tion. In my examination will try instead to give some sense of the

nature and scale of Weingart's influence on the design world and

individual designers. Being aware of the limitations of attempting

such a task in a thesis of this scope, | will instead attempt to indi-

cate the many different ways in which Weingart's work has been

interpreted and how it influenced other designers.
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Chapter Ill

ius. 27,
Examples of the American
NewWave style of

design,

a) top left, Hans-U
Allemann, poster,

b) top right, Michael
Zender, Cincinnati

Symphony Orchestra,
program cover,

d) bottom left,
Dan Freidman. Idea.
Cover of Typography
Today,

e) bottom right,
Inge Druckrey. Yale
SymphonyOrchestra
poster,

b)The American 'New Wave'

Weingart mixed type weight within the same word, cre-

ated grids and then violated and arranged type into

images. Through drawing from Swiss formalism

Weingart's Basle style provided a kind of computer-

age liberation from two-dimensional space. Numerous

European and American students who studied with

Weingart expanded his creative approach to create a

distinct look for the eighties.

(S. Heller, No.30, p221)

In the late seventies many American designers stud-

ied with Weingart in Switzerland. On their return to the United

States, they began to question the rational design traditions in

America at that time. They attempted to define their own new

graphic design vocabulary which was strongly influenced by their

Studies in Basle. Many of these designers settled in California,

since it had little design or aesthetic tradition and appeared to

offer the best breeding ground for new ideas. The sun, sea,

music, surfing, bright hot colours and eccentricity of the

Californian lifestyle combined with the Basle approach to spark off

what became known as the 'New Wave'.

The 'New Wave' had a small but varied vocabulary

forms, blips, lines, stepped and saw-toothed rules,

bright fluorescent and pastel colours and typographic

tricks like wide letter-spacing.

(S. Chwast No.30, p221)

Central, also, was the use of technology, computers,

video, and clever and sometimes subtle trick photography. There

were, also, many references to art and design movements and a

tendency towards decorativeness. The Basle influence was the

organisation of these elements into a working vocabulary. All

these quite different elements combined in true Post-Modern tradi-

33



tion into an almost seamless and instantly recognisable whole.

Many other American designers were in turn influenced by this

'New Wave' experimentation, some merely adopting the occasion-

al motif and others adopting practically the whole style and vocab-

ulary. Many of these designers had no idea where these ideas

came from. If they had truly absorbed Weingart's approach they'd

each have devised their own individual vocabularies.

The 'New Wave' looks all the same ... it's all the same

vocabulary, it's all copies and the designers don't

know where it comes from.

(Wolfgang Weingart, No.53, p50)

Weingart said that when he was doing his experi-

ments in typography he had no idea that they would become the

'New Wave'. He is quite emphatic that he has nothing to do with

the 'New Wave' and that he is interested in teaching and not mak-

ing fashion.

NewWave' trends in graphic design today ( letterspac-

ing, stepped shapes, inter-lining ...) are nothing new.

They are natural results of investigative elementary

typography whose elements have their origins of

hand-composed lead type.

(Wolfgang Weingart, No.54, p3)

Weingart sees the ideas of a 'New Wave' as existing

in a vacuum where many people don't know what they are work-

ing with. They use the motifs but they don't know why. Some, like

his ex-students, do know what they were doing. Among the most

successful and certainly the best known of these is April Greiman.

Soon after her arrival to Los Angeles she was dubbed the 'Queen

of the New Wave'. She said of the 'New Wave".

'The questioning of the Swiss tradition and this search

for new colour a decade ago was the beginning of the

'New Wave' that rejected the reductive motif, severe
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typography, white space and rigid grids in favour of an

inclusive approach that used a dense layering of

ideas, margins, and type at different scales and ina

livid new colour palette. Even then, it was an old New

Wave that in the work of its better practitioners

acknowledges and drew upon that past'

(April Greiman, NO. 5, P16)
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Chapter Ill ©) April Greiman

Trace the influence upon April Greiman from the Basle

Allegmene Gervereschule in the early 1970's to her

Apple Macintosh-equipped, office in Los Angeles

today and you trace the major influences in progres-

sive North American graphic design over the last fif-

teen years.

(Dean Morris, No.36, p50)

April Greiman (Born 1948 in New York City) studied

under mainly Basle trained teachers at the Kansas City Art

Institute from which she earned a BFA. She went to the Basle

Allgineine Gewerbeschule in 1970 and spent a year studying

under Hoffman and Weingart. While many of the exponents of

'New Wave' adopted its superficial style and motifs. Greiman

because of her Balse training had a more disciplined approach.

Her work combines a California sense of adventure,

with a full understanding of the European design tradi-

tion, accrued during her studies at Basle.

( No.28, p10)

This combination manifests itself in a unique person-

al combination of emotive spontaneous reaction and clear con-

scious precision. This appears an even more unlikely combination

when you consider her claim that her typography stems from dis-

ciplined European designers and her colour theory from a dream

therapist.

Many people have contributed to my process, espe-

cially my teachers at the Basle Alligibierne

Gerverbeschule, Armin Hoffman and Wolfgang

Weingart. A perfect contrast, the intense quiet, reduc-

tive approach of Hofmann and the additive complex,

emotional approach of Weingart. | was impressed in

Hofmann's class one could study a single detail for

half a year, while in Weingart's class you might be
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Illus 28
(top of opposite page)
April Greiman,
WET magazine cover
showing a wide range of

techniques that bear
comparison with

Weingart'sd
cover

Hlus 29
(bottom of opposite
page)
Wolfgang Weingart,
magazine cover design
fora Eurodidac.

working on twenty variations on a single theme at the

same time.

(April Greiman, No.29, p156)

Greiman came to see Hoffman's approach to design

as being reductive, that is, paring elements away so as to leave

what he saw as just the essential. She reacted against this

approach and tried to avoid applying it to her work. She had more

sympathy with Weingart's method and she decided to follow an

additive approach. In this she began to look on design as a jour-

ney where she would give the viewer as much information as they

could handle and then allow them to find their own way round.

This approach had much in common with Weingart's multi-layered

approach though Greiman pushed it to new limits.

A good example of this additive tendency is her

cover forWET magazine (Illus. 28). Her use of countless selected

images and elements and a huge variety of textures, patterned

shapes and colours is typical (if extreme) of her work. Greiman's

forms are bright colourful and playful. Weingart (Illus. 29) takes a

similar approach with, again, a multi layering of elements but with

a more obvious central theme. Interestingly, both were working in

this way at about the same time but on opposite sides of the

world. Weingart provided the background to this approach through

his teaching but Greiman applied her own personal vocabulary to

it.

Photographer Jayne Odgers collaborated with

Greiman on much of her work. Odgers graduated from L.A.'s Art

Centre as a graphic designer and worked as assistant to Paul

Rand for two years. She decided to switch disciplines to photogra-

phy. With Greiman she did much experimentation with a form of

staged photography based on dramatic perspectives, every-day

objects, geometric shapes, saturated colours and visual illusions

like zero-gravity compositions. This work bore some similarity to

the images produced by some design groups of the seventies
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Hus 30
(top previous page)
April Greiman and Jamie
Odgers,
'Cal.. Arts' poster /
brochure April 1978

Hus 31
(bottom previous page)
Album cover for progres-
sive rock band 'Yes',
Hypgnosis Design, 1977

ius 32
(opposite)
April Greiman,
poster for Ron Rezek,
office furniture supplier,
showing many different

techniques:
1) Airbrushed yellow
graduation.
2)Colour slide photogra-
phy.
3) Photo graph off TV
monitor of freeze frame of

staged video shot in stu-
dio.

such as Hypnosis from London. It is interesting to compare the

Greiman-Odgers collaboration on the Cal. Arts Poster/Brochure

(Illus. 30) with the Hypnosis produced album cover for progressive

rock band Yes (Illus. 31). The Greiman Odgers collaboration

pushes the approach much farther with a vast array of images and

more inventive and loosely integrated type

Central to Greiman's work is her ever expanding

variety of media techniques.Greiman has covered the term hybrid

imagery

..to describe this mingling of digital image/test/page

composition technology with traditional photomechan-

ical techniques for print production

(April Greiman, No.29, p13)

This has a lot in common with Weingart's approach

which I mentioned earlier (Chapter 2, Section c). This approach of

weaving together many different materials and techniques (illus.

32) to express an idea was the basis of much of Weingart's

research but Greiman pushed it further. She introduced her own

ideas and interests in the form of elements like video imagery and

computer bitmapped type (Type that was produced on crude com-

puter equipment so it had jagged and stepped edges). So though

she used much of Weingart's media combinations as starting

points, in keeping with Weingart's teaching she went on to devel-

op her own. She also ventured into areas that Weingart didn't

such, as environmental design and video.

Greiman has had an obsession with technology

since her earliest work. She constantly experimented with the

video equipment she had access to in the Californian Institute

of Performing Arts, where she was head of the Department of

Visual Communications during the early 1970's. When the

Apple Macintosh Computer first began to appear with it graph-
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ic applications in 1985 it must have seemed like an answer to

her prayers. Weingart worked with the computer also from its

beginning. He sees the computer as just another tool like a

pencil or a ruler believing that it doesn't bring its own visual

vocabulary but simply gives the designer more time to experi-

ment since he can work faster.

With the computer you can produce quantity- 100

sketches instead of 10. With it comes the potential of

creating both quantity and quality.

(Wolfgang Weingart, No.28, p184)

Greiman shares this appreciation of the level of

experimentation that the computer allows.

What | experience is rather than doing something

more quickly we're looking at more possibilities.

Instead of doing less work we are seeing more

options'.

(April Greiman, No.29, p57)

Unlike Weingart, she feels it has a more important

effect than this however. She sees that because there is no tradi-

tion in computer based design, that there is more freedom to be

pioneering and experimental. Weingart has a more realistic atti-

tude pointing quite correctly that there is nothing in design that

can be done on a computer that cannot be done by other meth-

ods, though perhaps slower. This is not completely true since

there are images that a computer can create that have qualities

that you wouldn't get, using conventional methods (the qualities

tend to appear very 'computery' bitmapped type, mosaiced

images etc). These qualities are rather limited (but they are quite

important to Greimans work). Greiman suggests that many things

in design that were previously difficult to do are now very simple

with the aid of the computer. She suggests that this puts empha-

sis on having a good basic idea at the beginning. Greiman's work,

however, shows definite signs of effect for its own sake. Though
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ius 32
April Greiman, poster for

symposium "Shaping the
future of health care',
examples show progres-
sive stages of work in

progress.

Illus 33
(bottom left hand side)
April Greiman,
haircare advertisement

using harsh computerised
imagery

she may understand clearly why she uses a particular element,

she sometimes allows the additive process and the power of the

computer to get of hand. This can be seen clearly in the poster

(Illus. 6) for "Shaping the Future of Health Care". where she

admits herself that,

While the experience of creating the image was exhila-

rating, it's fair to say that the hypnotic effect of the

process of layering encouraged an overtly complicat-

ed result. The sheer ease with which combinations

may be tried tuned and rethought on the spot can lead

to an overstuffed feeling until you got your balance,

looking back | feel that a much earlier stage in the lay-

ering process was probably the place to stop.

(Apri! Greiman, No.29, p56 )

Greiman also uses imagery that is obviously pro-

duced by a computer such as bitmapped typeface's and crude

video images. She sees computers as producing images with their

own sort of 'texture', their own quality. In science or computer

related work these effects can be extremely effective but in some

applications they look uncomfortably inappropriate. In the hair-

care advertisement by Greiman (Illustration 7), the robotic cold

feel of the imagery is far too harsh even for state of the art hair

care and looks forced, contrived and inappropriate. She has

expressed an interest in how, by a shared digital language, the

Mac allows the movement between different media image, text,

motion, sound (No.21, p45). This is in keeping with her and

Weingart's fascination with combining different media.

Though both have different perceptions of the impor-

tance and applications of computers, they both share the same

fascination with them. The difference is that Greiman tends to

allow the computer (and other technology) dictate her work and

become an end in itself. Greiman's interest would certainly have

been encouraged by her studies with Weingart where she was
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Illus. 34
(previous page)
April Greiman,
Repeated use of Circle,
Square and triangle
shapes in Greiman's
work: clockwise from top
left hand corner:

a) Personal stationary.

a) Poster for Society of
the Arts, Shapes in slides
of still video images of

geometric models.

b) Cal Arts Poster.

d) Menu for China restau-
rant.

Illus, 35
(opposite page)
April Greiman,
Repeated use of open
hand image in Greiman's
work: clockwise from top
left hand corner:

a) Poster for symposium
Shaping the Euture of
Health Care, hands are at
bottom of composition.

b) PCWorld magazine
cover design, hand is in

bottom right hand corner
of composition.

c) DesignQuarterly mag-
azine cover, hands are
along top of cover.

d) 'Workspace 87' poster,
hand is in the middle of
the poster c. one quarter
of the way up from the
bottom,

thought to be ever open to new ideas and techniques and

Weingart's own interest in media combinations

Since it's so easy in the electronic environment to

reconnect and rearrange images there is a tendency to

develop a personal library of images which may find

more than one use.

(April Greiman, No.29, p70)

and

..the ability to build an electronic visual library creates

kind of personal image language which enhances the

imagination.

(April Greiman, No.29, p101)

This development of a personal library of images

has clearly grown out of Weingart's back-pack approach to design

(Chapter 2, Section f). Greiman has added some of her own

images to what she adapted of the Weingart/Basle vocabulary.

Very important to her work was the inspiration she

got from a book Man and his Symbols by Carl Jung. Jung
believed that certain shapes and forms have spiritual and psycho-

logical symbols meaning that crossed all communication bound-

aries. The universal shapes like the square, circle and triangle

appear very self consciously throughout her work. (No. 24, p52)

You can see some examples opposite of the application of these

three basic (square, circle and triangle) shapes together in her

work (Illus. 8). Other images appear repeatedly such as the open

hand (Illus. 9).

When interviewed Weingart | asked him the reason

why, he used blown up dot screens in his work. | shall repeat the

answer he gave which | mentioned in (Chapter 1, Section d). He

said that he felt that the illusion of the photographic image pro-

duced by four colour process printing was a lie. To avoid this lie

he made the dot obvious, there is no longer an illusion and the
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Illus. 36
April Greiman,
Repeated use of blown
up dot screens to create
texture and effect:

a) Poster for Ren Rezek, (
Illus 32)The screen are

deliberately set out of reg-
istration to create a nor-

mally accidentally optical
distortion called a moire
tint

b) IheModern Poster
(Illus. 8)

(clockwise from top left on
furthest page)
c) PagificWave poster,
the dot is blown up to

massive proportions and
is the background pattern
that looks like Swiss
cheese.
d) Special issue of Design
Quarterly magazine,
e) Poster commemorat-

ing the anniversary of the
French revolution.

f) SnowWhite and the
Seven Pixels poster.

ius. 37.
(on 2nd previous page)
Wolfgang Weingart,
Museum poster using
coarse blown up dots as
is characteristic of much
of Weingart's work.

Illus. 8
April Greiman,
Repeated use of stepped
bar motif

(clockwise from top left

previous page)
a) Special issue of Design
Quarterly magazine.
b) Joan La Barbara album
cover.
c) Computer software

packaging for Inference a
company specialising in

artificial intelligence.
d) Poster: Your Turn,My
Tum,

Hius. 39.
April Greiman,
Vertigo business card,
different variations on the
same job.

very dot itself becomes a design element. Greiman also uses

enlarged halftone dots in her work.

High resolution for it's own sake is meaningless. It is

too perfect too seamless. It reflects light. | like to show

the process behind what you see.

(April Greiman, No.29, p114)

Greiman has many reoccouring elements in her

vocabulary that are from Weingart's, The use of blown up dot

screens is one of these. Greiman also used the grid of horizontal

seam lines which make up a video image in a similar way to the

dot screens using it to give a texture to her images. Some of the

many examples of this (Illus. 10) can be compared to one of

Weingart's experimental posters. (Illus. 11). Weingart's famous

stepped bars appear in a number of pieces of work (Illus. 12). In

some work she produced a number of solutions based on the

same idea or approach. (Illus 13) This is something that is strong-

ly embraced by Weingart's teaching where students would often

do hundreds of variations on the one theme to investigate the infi-

nite possibilities (Illus. 23). Both designers build up layers of

images to form complex results. Greiman also uses other aspects

of the Weingart vocabulary such as wide spaced type and visible

grids. But Greiman also added her own elements like those men-

tioned earlier.

Greiman managed to push what she learned from

Weingart in her own direction by adding her own vocabulary and

interest. Greiman built on what she learned from Weingart to pro-

duce her own individual style. In this she clearly understood

Weingart's Ideas, philosophy and approach.

Few have squeezed a personal style from the Basle

dogma as successfully as Greiman can and that will

stand as one of her biggest triumphs

(Dean Morris, No.36, p52)
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illus. 40.
April Greiman,
Some of the other areas
that Greiman worked in,

(top)
a) Outdoor sculpture,
The PacificWave piece
for the FortrumMuseum,
Venice, Italy.

(middle)
b) Environmental signs,
PerloffWebster.

(bottom)
c) Architectural tile pat-
terns for Ihe Conitos
Theatre.

It is the unlikely combination of the controlled Swiss

post-modernism of Weingart and the sensory overload of

California that produced Greiman's own innovative style. Greiman

clearly understands and applies Weingart's overall approach to

design but tends to appear completely oblivious, or opposed to

many of his aims. She has never really brought the semantical

dimension of Graphic Communications properly to bear, in her

work and often she applys images to work that have absolutely no

real connection literal, non literal or otherwise with the subject

matter. Her work also tends to be slightly more literal than

Weingart's often semantical but abstract images. She has worked

in far more diverse areas than Weingart including Outdoor sculp-

ture, environmental signs, architectural tile patterns (Illus. 40). She

has also undertaken considerable experimentation with video and

photography. Greiman must have been influenced by Weingart,

since she was taught by him. She pushed Weingart's ideas to new

limits, she combined different media like Weingart but pushed it

even further. She shared Weingart's obsession with technology,

though with Greiman it unfortunately became an end in itself. She

adopted Weingart's approach of developing a design vocabulary

and many of the elements she uses are like Weingart's, though

some are her own. Unlike Weingart however, who would see any-

thing 'new' as passé, she has stuck with the 'New Wave' for a

long period of time. Certainly she understood the elements with

which she was working with and for this reason her work is far

more successful that most other 'New Wave' designers who sim-

ply lifted motifs that they didn't understand and couldn't properly

apply to their work. Weingar''s influence for all the stylistic similari-

ties is primarily one of philosophy and approach
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Chapter Ill 4) Willie Kunz

Willi Kunz is a principal of Willie Kunz Associates Inc,

He specialises in print communications, corporate identity and pack-

aging. He was born and educated in Switzerland and has been a resi-

dent of the United States since 1970.

When Wolfgang Weingart visited our department in col-

lege | asked him the following question: 'What are your feelings on the

work of Willie Kunz and to what extent do you see their work as relat-

ed to your own? The following passage is the answer he gave,

He was a person who's of my age, a person who

came In 1973, to Basle, he was living in New York.

He came like me from the "Swiss" school,real rep-

resentative of so called Swiss typography, he came

from that school and he went to New York

(Weingart laughs at this point], met him through

accident and | asked him in 1972 if he'd like to take

my classes In Basle for half a year, so I could go on

sabbatical, so he took my classes and when he

came he was very fascinated by what | had done at

that time In my private work, and he told me he

would take my classes because he was fascinated

by what happens in Basle, by what we do. He

changed his face from one night to the other, that

means one day he was producing typography that

was started at the end of the sixties in Basle. Willie

Kunz for me is a person who adapt ideas and copy

ideas and there's only one chance for a person like

Willie Kunz, (and many other) to take these ideas.

He could use [sic] new work from these ideas but

he never done [sic] it. He repeat himself since [sic]

15 years. it bother me not and relates not to my

work. He is a copy person like many other people

too.
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Iius. 41
Willi Kunz,
Poster for exhibition of

photographs by r
Cantor, note the use of an

enlarged dot screen,
which features a stepped
bar edge, wide spaced
type set at an angle anda
choice of candid pho-
tographs arranged in a
way that creates an
almost collaged feel.

(Wolfgang Weingart, No.38)

As | mention earlier (in Chapter 41) Weingart referred

to Kunz as 'a pig' in the same interview and later went on to call hima

'criminalistic copy monkey'. Why such an aggressive reaction from

Weingart. The other designers featured in this chapter either admit to

taking from Weingart or else did something new with what they learnt,

absorbed or took. Kunz has taken Weingart's ideas added nothing to

them after 20 years and still tries to pass them off as his own, a clas-

sic case of plagiarism. Kunz quotes Weingart's design philosophy and

approach like it's his own

The syntactical dimension of typography still pre-

sents graphic designers with limitless potential for

exploitation and the development of exciting visual

results..

Against this background of deteriorating standards

only design that has a clear structure and that

makes use of all the syntactical possibilities of

typography can be truly effective.

(Willi Kunz, No.24, p15)

Kunz repeats Weingart's ideas on syntax as if he was

the first to say it. He goes on to make other statements that could

easily be from Weingart:

Good typographical design is always a critical

interpretation of a given message and the consider-

ation of form and structure an integral part of the

process

(Willi Kunz, No.24, p15)

and

Effective typography must communicate the mes-

sage and not style

(Willi Kunz, No.26, p61)
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INus. 42
Willi Kunz,
Two posters advertising
lectures at Columbia
UniversityNew York in

1984/1985, note use of

stepped bar a strong fea-
ture in Weingart's work.

illus. 43
Willi Kunz,
Two posters of a series of
three for theMaster of
Science course at

York announcing pro-
grammes on architecture,
historic preservation, and
urban planning.

Itus, 44
Willi Kunz,
Poster for exhibition of

photographs byd
Cantor, note the repeating
of the curve in the photo-
graph as a graphic ele-
ment, an idea that

appears repeatedly in

Kunzs' work.

Hus. 45
Willi Kunz,
Two posters advertising
lectures and events at
Columbia University New
York fall 1986 and spring
1987, note the controlled
functional and structured

approach to the type and
the constraining of the

design to the right angle
which betrays Emil
Ruders Influence.

In one of Willi Kunz's earlier pieces of work (Illus. 41),

from 1978, he show many elements that could be taken from

Weingart's vocabulary. Kunz uses an enlarged dot screen, which fea-

tures a stepped bar edge, wide spaced type set at an angle and a

choice of candid photographs arranged in a way that creates an

almost collaged feel.

Kunz use of Weingart's stepped bar appears again and

again in his work (Illus. 42). In one series of posters (Illus. 43) he

repeats elements from photographic images on the posters as graph-

ic elements to hold together the composition (an idea that appears

repeatedly in his work as in Illus. 44). The following revealing com-

ment was made by someone who appears oblivious to Weingart's

influence in Kunz's work;

In this Instance the stepped gesault of the events

poster was enlarged so as to create an overall tec-

tonic field of colour in which the graphic Informa-

tion was accommodated..

It is significant that possibly the least successful of

this three part sequence was the architecture

poster which dispersed entirely with the same

stepped form. Here a diagonal line taken from the

Judith Turner photograph effectively precluded the

use of the stepped motif.

(Kenneth Frampton, No. 26, p12)

Kunz uses a very small vocabulary of images and ideas

which he seems capable of applying successfully to his work. When

he is unable to use these elements and is forced to be inventive he

seems to fail. If he properly adopted and understood Weingart's

approach to design he would be better able to handle any given

design problem

Kunz shows other influences, too, however. The type in

his later work shows the influence of Emil Ruder whom he would have

Columbia University

worked with when he replaced Weingart.(Iilus. 45). The controlled
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functional and structured approach to the type and the constraining of

the design to the right angle which betrays Emil Ruder's Influence.

Over the years Willie Kunz has added nothing to the

ideas and vocabulary that he took from Weingart and Ruder. Though

his work can be successful it comes across as very contrived even

though he uses some very free images he took from Weingart. Kunzs

work is largely unsuccessful! because he lacks the intuitive and per-

sonal approach to design that Weingart had
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Chapter Ill

Illus. 46
Hamish Muir,

designs for a 'personal'
calender, Note the repeti-
tion of the same basic
structure over a number
of different designs, tire-
less variation and investi-

gation of a simple theme

®) 8vo

8vo are a male dominated design consultancy based in

London who have a wide range of international clients. They are pro-

ducers of typographical journal Octavo, an esoteric eight issue publi-

cation launched in 1985, that is set to self-destruct after only eight

issues. Thorough this publication and their innovative approach to

design they have gained an international reputation and a very high

profile amongst designers.

One of the four founding partners, Hamish Muir, trained

under Wolfgang Weingart at the Basle schoo! of Design (Illus. 46).

The work illustrated is a personal calendar which clearly show a

sense of the experimentation and investigation that was central to

Weingart's backpack teaching approach. Note the repetition of the

same basic structure over a number of different designs, tireless vari-

ation and investigation of a simple theme. This work illustrated

Weingart's teaching approach so well that he used it as an example of

his students work in an article on his school in design magazine

Design Quarterly magazine. Weingart clearly has had a strong influ-

ence on the thinking and approach of 8vo to their work. they are quot-

ed as saying

Every dot in a photograph is typography and, when

you've been taught by Weingart, that matters as

much as colour does.

(8vo, No.58, p23)

Clearly in their work there is a careful and painstaking

consideration of every possible element and an almost painful atten-

tion to technical detail. In keeping with Weingart's approach they have

learned all the skills they need and have then been able to concen-

trate on developing their own approach, style and ideas:

As they say, they have thrown away the rule book

and navel contemplation now, but not without

absorbing it completely

(Bridget Wilkins, No. 58, p23)
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ius. 47
8vo,
packaging for YV&E

Ereidlandmanufacturers
of bell chimes, note the

Weingart style use of

Type Bleeding out of
Graduated bars and
grainy coarse dot
screened images.

Some of 8vo's work clearly shows elements of

Weingart's vocabulary (Illus. 47), but this to my mind is not as impor-

tant as it might seem. In fact they reacted against the free and

expressive design approach of the eighties that Weingart's work had

helped bring into being.

In the course of the eighties much was designed

questioned an ossified [sic]Jmodernism or negated

it entirely, or took it up to broaden It. In a way simi-

lar to what was happening in architecture and

painting, a citing of styles from every epoch

occurred in typography which in other times would

simply be called plagiarism, a design trend

observed all over the world. All of this created

uncertainty and confusion in both designing and

the evaluation of that design.

(No.1, p40)

8vo reacted against this chaos in design through their

work.

They are attempting to counter the reigning typo-

graphic mishmash and the reigning arbitrariness of style with

something that isn't expressive self-imagemaking but rather a

responsible, content orfentated design which they have aptly

apply named 'visual engineering'

(8vo, No.1, p40)

Emil Ruder reacted against the chaos in society

through his work. Through the publication of Octave 8vo have

attempted to raise the standards and levels of awareness of typogra-

phy in design. Bearing in mind that Hamish Muir would have been

taught by Emil Ruder as well as Weingart comparisons with Ruder's

attempts at rationalisation of typographic forms are quite valid. 8vo

are however building on the ideas of modernist designers like Ruder

rather than simply reverting to them

Studio 8vo is probably one of the few which Is

49



transposing the positive goals of functionalism and

elemental design Into the present through a broad-

ening and actualisation of the traditional means of

the past. And they are doing It without lapsing Into

the ubiquitous nostalgia of the twenties

(Freidrich Freil,No. 1 p40)

This approach bears comparison with Weingart's even

though the results are in some ways apparently at odds with each

other. This is because 8vo are consciously continuing the tradition of

the twentieth century avant garde to which both Weingart and Ruder

(and many more like Piet Zwart and the Bauhaus) belonged at differ-

ent times. Though their work is very much in the modernist tradition it

is completely of today, or even tomorrow, because it is a reaction to

the design approach of the 1980's which rejected modernist values

and approaches. In this 8vo have clearly understood and followed

Weingart's approach and philosophy towards design and have far

more in common with him than many designers whose work looks

exactly like Weingart's.

John Blackburn the marketing director of Freidland ,one

of 8vo clients, said:

We chose 8vo because it seemed to know about

today and tomorrow and we had people from the

right age group. Not too old, with a systematic,

studied and disciplined approach. They have got

out of the little England approach. Their things will

communicate with Finnish, Dutch and German peo-

ple, and you get good time usage out of them.

(John Blackburn, No.58, p21)

This functional, but sensitive, yet non-expressive

approach to design, building on a modernist tradition has allowed 8vo

to escape the 'little England' nostalgic traditionalist approach to
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Illus. 48
(top)
8vo,
uden Associates London.

us. 49
(bottom)
8vo,
spread from Octavo issue
7 showing many elements
that bear comparison to

Weingart .

design. This is quite an achievement when you consider that most

work influenced by the modernist early twentieth century typography

with it's accompanying Constructivist and Futurist art has almost

always been kitsch, inappropriate or ill conscieved since the seven-

ties, particularly in England

8vo's work when judged on a stylistic level has as much

if not more in common with the late modernist approach of Emil Ruder

than Weingart. Their work like Ruders is very functional but it is far

more lively than Ruders (Illus. 48). What 8vo have taken from

Weingart is their rejection of style as a design solution and instead

approach their work from a problem solving analytical direction.

We start with a problem and solve it in an approprl-

ate way. Others just copy the style Inappropriately.

(8vo, No.58, p21)

They have adopted Weingart's tireless sense of con-

stant questioning, experimentation and investigation though with a

more impersonal and functional approach:

They plan, try out, and experiment with an assign-

ment much as engineers do but thelr elements are

text , picture, space, colour and thelr relation to one

another.

(Friedrich Freil, No. 1, p14)

Though 8vo have taken elements of Weingart's

approach (Illus. 49), elements of his vocabulary and embraced much

of his philosophy, they have built upon this in a way that | think

Weingart would have if he was in their position and this shows an

even stronger influence. The comparisons in philosophy and attitude

are what is important rather than the stylistic ones when comparing

Weingart and 8vo.
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illus. 50, 51, 52
Rod Clark,
cover and ouble page
spreads from

Underground magazine:
note the use of elements
ofWeingart's Vocabulary:
stepped bars, a semantic

typography, layering of

imagery, collage and
blown up graduated dot

screens, but pushed to

new limits.

f) Rod Clark

While Rod Clark was still a student at the Royal College

of Art he worked on some issues of iD magazine with design guru

Terry Jones. One of Britain's most radical magazine designers Jones

would have had an influence on Clark's work. It is from Weingart how-

ever that clark borrows for his best know work Underground maga-

zine. Launched in April 1987 Underground was a small circulation

music monthly aimed at the independent music scene. The Weingart

influences in Clark's work are extremely obvious:

Many of the elements are trademarks borrowed

from the work of Wolfgang Weingart, teacher of

typography at the influential Basle School of

Applied Arts: thick, stepped rules, a provocative,

semantic typography: collage: and the use of

colour. graduated tints and textured screens to lift

the page into three dimensions

(William Owen, No.59, p42)

Clark uses these elements far more forcefully than

Weingart (Illus. 50, 51, 52) and he adds no new ones of his own.

Clark's work becomes almost more Weingart than Weingart, with it's

total amplification of the Swiss master's vocabulary. Clark also plun-

ders a photo library adding photos of non-literal elements (like a

machine parts as in Illus.. 50) which have little if nothing to do with the

story. Band logos, symbols, airbrushing (halftoned and laid over the

text) are also thrown in. The effect is some times very effective and at

others slightly too crass and tacky for comfort. Clark himself admits it

is over-designed and observes that the sort of multi-layered Weingart

influenced work is most effective when well considered and explains

that this is difficult when you consider the time limit involved in maga-

zine production (No.59, p43).

The feel is very anarchistic and has much in common

with punk fanzines. Clark uses a grid but violates it constantly. All this

chaos is not without a purpose, Clark feels a structured feel to the
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magazine would be inappropriate for it's intended audience:

If was doing a magazine for 35 year olds on a seri-

ous subject | would make rules, people would

expect them. Our readers don't want rules. They are

the people who sit at the back of the classroom and

tell dirty jokes.

(Rod Clark, No.59, p42)

Clark wanted to create a strong distinctive image for the

magazine since he felt that British music magazine design was a mish

mash without any strong leads. (No.59, p43) The adoption of such a

chaotic style was also because of the small budget. The cheap print-

ing stock, (apart from the cover) uncoated paper is used through out,

very small staff (just editor, designer and publisher are full timers),

limited equipment and no photography budget would make an effec-

tive controlled and slick approach impossible. The look comes is dic-

tated by the need for an inventive, intuitive, economical and fast

response to the restrictions. Colour is restricted throughout the maga-

zine with the cover using four spot colours (not full process colour)

and the inside only ever having one extra colour as well as black. The

colour palette is also restricted to a handful of basic pigments.

Clark takes an Weingart influenced additive approach

with his work not unlike that of April Greiman but with very different

results. In the magazine he almost always uses plain standard faces

like News Gothic an d Helvetica. Like Weingart he likes to take simple

faces and add meaning by the arrangement and manipulation of

them:

Rather than use a face that Is initially exciting or

very extravagant and then letting it stand at that. |

prefer to use simple forms and complicate them by

addition. It's very playful.

(Rod Clark, No.59, p42)

Like Weingart he has a Guttenberg approach to his
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of typeface's. Then you build your structure around

them. | prefer to build a structure and let it define the

typeface. In some cases my own structure defines a

typeface with a set of peculiarities that doesn't exist.

(Neville Brody, No. 3, p 36)

Weingart sees what you do with the typeface as

being far more important than the typeforms themselves

But the real problem in design is not the typeface, itis

the arrangement of the text - how it looks. Is it

designed well? Is it intelligent? To me, it is stupid to

have 3,000 typeface's, that will not solve the problems

of design. We work with three of four families:

Standard, Univers, Times, Garamond. One family has

so many cuts- hairline, italic, bold - that you can

have a wide range of possibilities.

(Wolfgang Weingart, No. 23, p. 184)

Though these are very different views on the sur-

face. But the main reason that Brody avoids standard typeface's is

that

They are devoid of human contact. The other role is to

challenge us to make these fonts emotional and

human. But I love type with personality, passion or

emotion.

(Neville Brody, No. 6, p 164)

Weingart also aims to add emotion to type but by

using standard letterforms in an intuitive way. This is a challenge

Brody later took up in Arena magazine.

| really love imperfect type. It lends an element of the

human to design. Perfect type is cold - it's Univers. |

hate Univers and that's one face I'll never use. 1 also

hate Helvetica, which is why | use it.

(Neville Brody, No. 6, p 164)

Though Brody hated the coldness of basic well
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hand drawn letterforms. He dropped his primary and free

approach and adopted a clean precise and structured approach.

His typographic style has become almost anonymous. Weingart

had reacted in a similar way to the imitation of his work.

Soon we discovered the consequences of working

with the new media combinations: the more complex

the media (regarding visual treatment and technical

production). The creator is our need for the mastery of

basic formal design principles and production tech-

niques. Before one can responsibly and effectively

handle the media. So in the late 70's we returned to

basic studies of formal design. Principles, but on a

deeper, more analytical level than before.

(Wolfgang Weingart, No.54, p23)

His reaction to the misunderstanding and misin-

formed and unsuccessful imitation of his work and ideas was to

develop his 'backpack' approach to teaching. No matter what

Brody or Weingart were to do their work would still be imitated and

designers began to imitate Brody's approach to Arena just as they

had imitated the face (Illustration 3).

In Brody's earlier work he used mainly letraset

(Illustration 1) but slowly this was replaced by type manipulated

and distorted on a computer by a typesetter or on a photocopier

by Brody himself. Eventually Brody began to hand draw his own

typeface's, he explain why he began to take this approach.

If you want to design something, no matter how good

or how different you ideas are or what sort or specific

structure you create, your typeface has been designed

by someone else. People think there is a lot of choice

but there isn't. You are limited to the typesetting

supermarket: you get a job and the first thing you do

is go round with your trolley and choose your couple
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At times his views on this subject border on the

panoramic. When he describes how advertising adopts graphic

images from designers for itself he uses the word 'kidnaps' (No.

43, p. 51) Brody worries that everything is reduced to codes so

that people begin to recognise the style of a piece of information

as opposed to reading it (No. 41, p. 31)

As much of Brody's work has been widely imitated

with scant regard for his original intention

(Jon Wozencroft, No. 60, p5)

Just as Weingart's' work had influenced Brody, in

turn Brody's work became extremely influential. Brody's higher

profile and more accessible approach meant that his work was not

just and influenced but was also simply plagiarised.

The face very quickly provided formulas (sic) for the

advertising market. And because the magazine is run

by humans with obvious human limitations it couldn't

keep on moving forever

(Neville Brody, No. 20, p 100)

Designers who simply lifted elements of Weingart's

work tended to produce poor results, Brody's imitators faced little

better.

None succeeded because Brody's design approach is

fragile, held together only by the temperament of its

originator. It's an individual vocabulary of typeface's,

graphic symbols and even illustration, each project a

combination of emotion, the Brief, and a bombardment

of personal graphic obsessions

(Jon Wozencroft, No. 60, p 107)

Brody in fact became so tired of this constant imita-

tion that he reverted back to almost minimalist design when he

produced "Arena" magazine. He got rid of his logos, symbols, and

61



quote from Brody stating that Weingart was a

Goldmine of ideas which are lifted and adopted whole-

sale by people wishing to make things look different

and not reveal their sources.

(Neville Brody, No. 52, p. 15)

| also mentioned, earlier, how Brody sees design as

a language like French or English. He considers that people adopt

pieces of design they don't understand in the same way as a per-

son would use a phrase in a foreign language.

It's as if designers are using a kind of phrase book.

They know how to say they want to go to the acropolis

but they couldn't break down that phrase into the

meaning of the individual words and maybe use the

words to say something else. They just know one

phrase.

(Neville Brody, No. 20, p. 100)

The idea of using elements in your work that you

understand and integrate fluently is very much in keeping with

Weingart's 'backpack' teaching approach and Weingart's

approach to his own work. People adopting the surface graphic's

without understanding the structure and reasoning is a very impor-

tant issue for Brody and something he mentions again and again

In this age of typographic mannerisms, the lunacy

where people really don't understand the grammar of

what they're doing?

(Neville Brody, No 49, p 55)

I think you notice it most in the high street. There are

lots of people simply adding design motifs but not get-

ting down to the structural level.

(Neville Brody, No 41, p 32)
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Hus. 54
Neville Brody,
motif for pop band out
appearing again in CND
logo

illus. 55
Neville Brody,
Boxing poster bearing
similarity to Record cover

Hus. 56
Neville Brody,
Poster for Pere Ubu con-
cert and poster for New
French Painting

Idiosyncratic non-literal motifs and symbols appear,

repeated again and again, in Brody's work. For example, the

cross motif in the poster for pop group Out appears again rear-

ranged over a number of variations (producing many variations of

the same theme being an important part of Weingart's teaching

methods) in the C.N.D. logo (Illus. 54), A poster for a boxing

match looks very like a record for an avant-garde rock band (Illus.

55) and a poster for a rock concert looks very like one for an exhi-

bition of fine art paintings (illus. 56).

Through this constant repetition of his own idiosyn-

cratic vocabulary Brody's style became immediately recognisable.

It was even rumoured that some pop stars refused the powerful

personality of Brody's design work on their packaging and promo-

tional material in case it might detract from their own image. This

repetition of elements was central to Weingart's work and stems

form his belief in the development of your own vocabulary.

During the Thatcherite years of 1980's Britain design

was elevated to a position of immense importance. Graphic

design was portrayed as the great panacea, if your business was

in trouble call in the designers and they'll turn things around. The

country went design crazy (designer haircuts, designer toilet

paper, designer stubble} and everything was designed, or over

designed. Design began to become an end in itself. Brody men-

tions this trait.

It has become very self reverential and self conscious,

making unnecessary statements, announcing itself,

signifying itself. So you get unnecessary convoluted

typography as a statement of design.

(Neville Brody, No. 11, p. 34)

This self conscious approach in British design had

led to a tendency towards choosing the latest fashion and an

obsession with style as an end to its' self. | mentioned earlier a
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(Neville Brody, No.21, p51)

Brody attempted with his work to invent new forms

and motifs or to rejuvenate old ones by putting them in a different

context. Like Weingart he questioned the most basic elements of

typographic language. He attempted, like Weingart, to introduce

non-literal elements as a way of enhancing interpretation of typo-

graphic forms.

Brody concentrated on

Recognition of words ... as opposed to their readability

(No.22, p10)

Like Weingart, much of Brody's graphic vocabulary

was not immediately intelligible but it served to draw the viewer

into the work. Like Weingart's vocabulary it communicates on a

non-literal level but in a more extreme way. Brody viewed design

as a language, just like French and German. He suggests that

designers should:

be adventurous rather than constructive, to be cre-

ative without depending on the security of established

conventions and forms which can easily be used to

prop up inferior work.

(Neville Brody, No.11, p474)

In this he clearly endorses the development of a per-

sonal vocabulary, which was central to Weingart's teaching in the

early 1970's. Brody tends to refer to typographic vocabulary as

codes and he recognises that Weingart 'understands the codes'

and uses a vocabulary like he does.

The same line of development from Dada to Pop Art

and punk leads to Brody and it is certainly true that he

develops certain themes and motifs with the single

mindedness of an artist.

(Catherine Mc Dermott, No.32, p62)
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rules in typography.

I rejected my training in type completely because | had

this feeling that if | learned the rules and traditions too

much | would not be free to use type expressively.

(Neville Brody,No. 61, p162)

Brody suggesis that designers must attack type con-

ventions, because most modern design is done by default (No.6,

p163). Brody's work was strongly affected by his attitude towards

design. He would accept nothing and claimed he was hated at the

London College of Printing because if a tutor said they liked a

design he would actually change it (No.20, p100). Brody suggests

the main reason he went to college was to understand how

manipulation in Graphic Design worked so he could turn it on its

head. (No.51, p15)

He rejects the profession, combats any form of adop-

tion with all his strength and questions the conven-

tional rules and ideals of typography

(Zurker Bernd, No.61, p17 )

This is not a description of Brody, but is in fact, a

quote from an article on Weingart. The only difference in overall

attitude to type between the two is Weingart's enthusiasm for

learning the basic rules and skills of traditional typography, before

going on an orgy of irreverence. Many designers would perceive

Brody as being the first to have had this renegade attitude, though

Weingart predates, him by ten years. Brody would like to think he

completely banished the past from his work but, like Weingart

before him, he built upon it.

It's a process whereby I've tried to break down the lan-

guage of communication into its various codified

forms. For example, a drop cap indicated the begin-

ning of a feature. Why does it have to be a drop cap
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us. 53
top)
El Lizitsky,

the RedWedge' socialist
political poster

middle)
Wolfgang Weingart,
Early personal linocut

showing clear construc-
tivist influence

bottom)
Neville Brody,
Logo for RedWedge
campaign to get young
people involved in social-
ism presented by the
British Labour party

discerning viewer what he produced was extremely innovative. He

brought many ideas and approaches, including Weingart's,

together in a way they had never been done before (or since).

When discussing his typographic heroes in Graphics

World magazine, Brody spoke of his admiration for Wolfgang

Weingart describing him as a

..goldmine of ideas which are lifted and adapted

wholesale by people wishing to make things look dif-

ferent and not reveal their sources.

(Neville Brody, No. 51, p15)

But many influences on Brody are equally if not

more apparent. In ID magazine of international design Brody

explains how he drew a sense of dynamism and optimism from

the Futurists and Constructivists (Weingart was also influenced by

the Constructivists Illus 53). However as the examples opposite

show if you examine his work it shows many more specific refer-

ences to these inspiration movements. Punk music and culture

helped Brody gain a more liberated view of design and he drew a

lot from its energy. In the London College of Print there was a ten-

dency for the tutors to tell students, they couldn't do certain things.

The punk culture with its wildly thrown together 'fanzine' publica-

tions showed Brody that anything was possible. Punk also

showed Brody how design could be more receptive to emotion as

an active ingredient.

Like Weingart he stresses the need for technical

skills and an understanding of simple basic techniques. He shows

himself to be alarmed at how few people know these basics.

The majority of people | come across wouldn't know

that you have to increase the letter-spacing slightly

when you are setting 6 point type.

(Neville Brody, No. 43, p. 52).

Also ike Weingart, Brody rejected the need for

56



omios 4f7'

Vay
_-_«

i

KPa
Moy

SEA
\\ ee

iSkoe oa
=,Ay LS

RE

us
Oo

E

WEDGE
=e

RE<
WEDGE



Chapter Ill 9) Neville Brody

Neville Brody was born in 1957 in Southgate, North

London. He attended a Fine Art foundation course at Hornsey

College of Art in 1975. He went on to study graphics at the

London College of Printing. His early work was mostly in record

cover design for independent labels like Stiff and Fetish. He was

Designer and Art Director for monthly magazine The c from

1981 to 1986 and cover designer for London weekly guide City

Limits from 1983-1987. He is currently Art Director for men's mag-

azine Arena and runs his own studio in London.

Brody has been described as

the most influential designer of the Eighties.

(Jon Wozencroft, No. 60, back cover)

When it becomes time to produce an 80's volume of

Pioneers of Modern Typography it is possible that the

British section will be a one-man show. Write 'B for

Brody', large.

(tain Mc Kell, No. 35, p15)

Brody's influence can be seen all over British graph-

ic design and resonates throughout the design community world-

wide. If an individual knows the name of one graphic designer

most likely it will be Brody. He has produced work that changed

radically the way many people saw design, particularly in the area

of magazines.

Type changed from upper to lower case, from italic to

roman and back again in the space of a single word

and bled and skidded off the page

(Bum Gordon, No.17. p59)

To the general public and much of the design media

this was a completely new development. Many features that

Weingart had explored ten years earlier were seen as completely

the product of Brody's imagination. This is because though the

influence other designer's had on Brody can be recognised by the
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design, believing that the designer should handle every element and

stage of the work himself. It is however on a stylistic level that Clark is

mostly influenced by Weingart. Harold Bloom describes a mode of

influence in poetry that could explain Clark's attitude to Weingart's

work:

A poet antithetically 'completes' his precursor by

so reading the parent-poem as to retain It's terms

but to mean them in another sense, as though the

precursor had failed to go far enough.

(Harold Bloom, No.8, p14)

| do not feel that Clark feels that he is bettering

Weingart's work. He is applying it to an area that Weingart would

never have placed it, and in a way that perhaps he feels Weingart

should have pushed his own work. Unlike Greiman who pushed

Weingart's vocabulary by adding to it, Clark pushes it by intensifying it

to the point of almost self destruction.
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Illus. 56
Neville Brody,
Spreadsfrom areana ,

note the almost expres-
sive use of Helvetica.

known, simple typeface's like Helvetica and Franklin Gothic he

tried to give them passion and life when he used them in Arena

magazine.

This expressing of emotion within design work is

very important to both Brody and Weingart. In an interview with

Step by Step magazine Weingart mentions this emotional intuitive

approach.

We are not an intellectual school, and | do not take and

intellectual approach in my class. Design is based on

feelings, on passion. What | emphasise is that the

expression is a design is what is most important, not

the typeface that is used.

(Wolfgang Weingart, No. 23, p. 184)

Brody tries to approach design intuitively, he tries to

bring a personal and human element into his work. He is of the

opinion that many people who work in mass communications

areas like graphic design don't put any feeling into their work.

| react intuitively, people don't do that. They see some-

thing they transfer it, and they never go through the

process of internalising.

(Neville Brody No. 21, p. 108)

Brody also suggests that not only, do people try to

remove feeling and emotion in their approach to design but they

also try to remove any personal expression in their work.

'It was a particular realisation that commercial design

could not be anonymous. No matter what subject you

are communicating, the design can never be free of

some part of the personal expression of whoever cre-

ates it. 'Anonymous' design was a fallacy based on

mis-interpreting Corbusier, believing, that finally here
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was the anonymous architecture. But of course it

wasn't it was very personality-filled, and in the seven-

ties, when | was a student, there was the same attitude

towards magazine design, that there might be such a

thing as 'pure' form.

(Neville Brody, No 20, p. 100)

In this Brody was attacking a concept of 'pure' func-

tional design that Weingart had reacted against when he rejected

Ruder's approach in the late 1960's. Brody also sees all areas of

design or communications as being capable of expressing person-

al vision. He cites the famous typographer and form design Eric

Spiekermann in this respect.

With Erik Speikermann, for instance, and the design of

post office forms, there is clearly a problem solving

process that has to be gone through. But if you look

more closely there is a great deal of intuitive response

in his work.

(Neville Brody, No. 21, p. 51)

He [Speikermann] goes through a really painful emo-

tional process when he's working. It's not Just a case

of deciding what the end results are going to be and

how he's going to get there.

(Neville Brody, No. 51, p. 17).

Brody often uses tribal markings, like those of the

American Indians in his work. This was an attempt to bring back in

the human element in design and a reaction against the imperson-

alised symbol of most modern groups and companies.

The themes of my design were to ... point to the loss of

human, identity in our immediate environment ... my

intention was to reintroduce human markings into

commercial art.

(Neville Brody, No. 49, p 54).
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Simon Etherson in an article in Blueprint magazine

is quite cynical about this aim.

I don't think it's any different from the kind of tribalism

that mean that BP has a logo, that ICI has a logo,

although they're produced in a different way.

(Simon Etherson, No. 43, p. 51)

The function of many of Brody's images may be sim-

ilar to the ones used by big companies but | feel they are far more

personal and human.

In some respects | feel Brody's work is more human

than Weingart's. Both had different catalysts (for Brody 1980's

British magazine design, for Weingart modernism in graphic

design) that caused them to take up this challenge. Both are none

the less concerned with the same issue and approach its solution

in very similar ways.

When the 'Punk' music scene exploded onto an

unsuspecting public in 1977 it was simply reflecting a genuine atti-

tude to life and society from within society itself. Punk was a great

influence on Brody and it showed him anything was possible, but

it also showed him that communications media like music and

design could reflect society. in the Face magazine Brody was

reflecting the mood of a slice of his own generation. He expands

on this idea in an interview with Modern Painters.

To explain | would say that one Art's traditional roles

has been to reflect and to represent underlying social

currents. I see that role taken over now by my work

and by graphic art generally but obviously from within

a rather different context.

+» $0 if you look at contemporary society. It's really in

the printed and photographic forms that you find the

real replacement of that role. In a way graphic design
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has always had the potential to be the real expression

of contemporary society.

(Neville Brody, No. 20, p. 99)

Brody gives the choice of typeface's in design as an

example of design reflecting society.

It is because the society we live in still shares so much

with the society that created Futura that we can still

use. There are certain typeface's, like Old English, that

are completely wrong now.

(Neville Brody, No. 3, p. 37)

Weingart also maintains the importance of design

reflecting society. The design work of post World War TWO ('late')

modernists (like Emil Ruder and Armin Hoffman) reflected the

need of the time for a more ordered, structured society to replace

the chaos that the war had represented. By the time Weingart

began to work, this need had passed, and he tried to reflect the

need for dynamism and invention that this turbulent period in

European society created.

Weingart defines the aims of typography as enhancing

the communication process, adapting to changes in

message and culture; and also expressing subjective

patterns of thinking and designing based on artistic

and personal qualities.

(Peter Von Komatski, No 61, p. 14)

Both Weingart and Brody approach design from an

intuitive, gut level approach rather than a problem solving analyti-

cal one. Brody goes further and suggests that problem solving is

something he deliberately avoids because he feels that if you take

this approach you perform a service rather than expressing an

idea (No. 54, p. 54). He also feels that if you try to solve a problem

in design you can end up communicating the problem rather than

expressing an idea.

if you approach design from the point of view of prob-
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Admissions Regi
England

Hius. 2
typography Butcher
unknown,
Cover for booklet promot-
ing the IMI Diploma in
ProductionManagement.
lreland

other people who were influenced by Wolfgang Weingart.

The designers | have dealt with in this chapter are among the most

successful to show Weingart's influence. Countless examples of

bland, insensitive and inappropriate (Illus. 1) or simply horrific (Illus. 1)

use of his style are to be found.
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Rod Clark is applying Weingart's style and motifs in

a way that perhaps he feels Weingart should have pushed his

own work. Unlike Greiman who pushed Weingart's vocabulary by

adding to it, Clark pushes it by intensifying it. he is borrowing

purely on a stylistic level

Neville Brody had an approach similar to Weingart's

but ten years earlier. Brody designed in a more popular area

(youth culture) and was more articulate than Weingart, because of

this he managed to bring an approach and attitude to design to

the public eye that weingart couidn't. Stylistically comparisons

could be made between the two designers but Brody had a pow-

erful creative mind of his own. Brody had sympathy with

Weingart's ideas and approach and it helped him to develop his

own powerful and individual style.

My main point is that to successfuly intemperate and

learn from another designers work it is usually advantageous to

have some understanding of the approach behind it. Weingart's

work is primarily a way of thinking and working, an approach

based on a learning process, rather than a style.The designers |

discussed were more successful if embracing Wolfgang

Weingart's approach rather than the superficial elements of his

style.
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Conclusion

Weingart placed an emphasis on communication

rather than a style or a look.He stressed the importance for

designers to develop basic skill through basic exercises which

they can later apply in job situations. Weingart has a sense of

humour in regard to typography and stresses the personal ele-

ment in Typography and design. His approach is intuitive and sub-

jective but based on a thorough knowledge of skill and tech-

niques. His work tries to communicate on a gut level, it tries to

involve the reader. He has no rules or restrictions in his approach

to design just a need to master certain basic skill but not in a dog-

matic way. Weingart shows no preference for any particular style.

His approach is about a way of thinking and working rather than

images, motifs, tricks, or styles.

April greiman understood weingart's approach and

for this reason her work is far more successful that most other

'New Wave' designers who simply lifted motifs that they didn't

understand and couldn't properly apply to their work.For all the

stylistic similarities between her work and Weingart's his influence

is primarily one of philosophy attitude and approach

Willie Kunz simply adopted Weingart's ideas and

vocabulary and passed them off as his own. Though he knew

much of Weingart's teachings and approach he doesn't appear to

understand them. Kunzs work is largely unsuccessful because he

took Weingart's work on a purely stylistic level paid lip service to

his ideas and approach and added nothing to it..

Though 8vo have taken elements of Weingart's

approach, elements of his vocabulary and embraced much of his

philosophy they have built upon this in a way that | think Weingart

would have if he was in their position and this shows an even

stronger influence. The comparisons in philosophy and attitude

are what is important rather than the stylistic ones when compar-

ing Weingart and 8vo.
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define than that of the other designers | have dealt with in this

chapter. It is possible that two independent minds were thinking in

similar ways. | feel it is unlightly however than Brody a intense stu-

dent of design had no knowledge of Weingart. Certainly Weingart's

pioneering work help make it possible for Brody to work the way

he did. Brody certainly managed to bring an approach to design to

the general public ten years after weingart has developed it (that

is not to say as | mentioned earlier that Brody's work is not

extremely innovative). Weingart had an approach similar to

Brody's but ten years earlier. Brody designed in a more popular

area (youth culture) and was more articulate than Weingart,

because of this he managed to bring an approach and attitude to

design to the public eye that Weingart couldn't.
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jem solving then essentially it is the problem that you

are communicating.

(Neville Brody, No. 21, p. 52)

Look at things, and keep looking and thinking and

questioning.

(Neville Brody, No. 6, p. 163)

Brody like Weingart feels that designer's should

always be observing and questioning. He stresses the need for

drawing and painting skills and an interest in image making and

sees these as being as important as typographical skills (No. 11,

p. 50).

Like Weingart Brody stresses the idea of art colleges

as places of experimentation where students could develop their

own stance, focal point and strengths. He expressed a fear that

colleges were becoming simply training courses and students

were given no time to develop.

You were not expected to be a professional designer

and typographer the day you left college. Now

because there is no transition period, that profession-

alism has come two or three years earlier. It's like

watching babies wearing make up. Very sick and very

worrying.

(Neville Brody, No. 41, p. 33)

Neville Brody cites Wolfgang Weingart as a handy

source of ideas, both were influenced by Constructivism and both

have rebellious attitudes to typography and design. Brody like

Weingart questioned every element and accepted norm in design

and then attempted to build on existing approaches to design.

These two important and influential designers developed vocabu-

larys of their own elements that they repeatedly used in their

work. Stylistically Weingart's influence'an Brody is much harder to
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