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Abstract

Dada typography is discuss2d in relation to
typography®s role and function in the history of
printings the changes resulting from the
industrialization of the printing industrvs and
the accelerated volume of commercial activity in
the nineteenth centurye Dada typograsohic
experimentation is contrasted with traditional
typography conventions and is compared #ith the
tyoographic works of the adjacent movements of
Futurism and Constructivisne This paper describes
and analyzes Dada typographys its application in
various publications and art medias in the context
of the traditional conventions it sought to hreak
ani how 1t broke theme Dada®'s typogranhic
innovatinns ara discussed in terms of their
initial rejection and eventual incorporation by
other movements ts create the new typographye




Introduction

Modern art has given the typogranher and graphic artist
2 visual lanquage of expression: but not without challenging
the role and functisn of typography and the traditionai
conventions of graphic designe As an art movementes Dada was
a msjor contributor to the modern revolution in graphic arts
and designe. DNada exploited the expressive potential of
typography and graphic designe In contradiction to the
classical tradition which ideally viewed typography as a
servant to the written wordy Dada typograohy called
atterntion to itself. Dada®s rejection of traditional
convantions made it easy to dismiss Dada as 3anarchv or as
nure negatione But this marqginalization of Nada‘'s
contributions fgnores the 1 fluence that Dada had on later
developments in twentieth centurvy graphic desian.

In general termses Dada was a3 collective movement among
avant—-garde artists who rejected the existing culture of
nost-World War T Furope on the grounds that it belonged to
the same society that had nroduced the war. Dadaists
included artistsy writerss poets and sculptors who rejected
attemots to convey realism in art and literature. Oadaists
rejected traditional forms of art which they s:zid were
oroduced for the bourgeois consumery and ratheres sought to

construct something new which would reflact the chaos of

societye




In her bnoke D3da and Surrealism (19785y Jawn Ades says
of Naday

It was essentially a state of mindy focused hy the

war from discontent into disqgusts This disgust

was directed at the society responsible for the

terrifying waste of that ware and at the art and

philosophy which appeared so enmeshed with

bourgeois rationalism that they were incapable of

giving birth to new forms through whlch any kind

of protest could be madee 1In nlace of this

paralysis to which the sityation secemed to lead,

Dada turned to the 3bsurds to the primitivee or to

the elementale.!?

As 3 result of this approaches moyst Dada works seem to be 3
senslecs combination of unrelated elementss This can
account for disagreament among art critics and histortans as
to the nature of Dadas as Dada consisted of exneriments
#hich borrowed from other movements and combined elements at
chances so as to strip them of their traditional meaning in
the context of soclietye.

Nada writers employed the literary form of the polenic
manifesto to proclaim their rejection of all tradition and
conventione The vehicle for their printed manifestoss poems
and two-dimensional art works was a series of short-lived
periodicalsy issued usually in cooperation with a galleryys
club or other organization which supported the avant-garde
movement in the artse. These Dada periodicals were as
erratic as the Nadaists themselvese They were troubled by

censorshine lack of financial supvbort and the inflationary

times of post-World War I Furopee The pages of the
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periodicals were an eclectic convergence of nanifestosy
nonsense and sound poemse reviews of art worke illustrations
and photooranrhse The periodicals display an interesting
struggle between the traditlonal conventions of the print
wadium and the revolutionary ideas of the Dadaistse It is
this struggle that is the focus of this studye.

Nada typogravhy is discussed in relation to
*ypography®s role and function in the histori of printinge
darticularly in view ¢f the changes resuiting from the
industrialization of the printing industry and the
accelerated volume of commercial activity in the nineteenth
centurye More specificallve Dala typogranhic
experimentation is contrasted with traditional typograprhic
conventions and iIs compared with the typographic works of
the adjacent movements of Futurism and Constructivisme
Furthermorey this paper describes and analyzes Dada
typographye its aoplication in various publications and art
medias in the context of traditional conventions it sougt to
break and how it broke theme Finallys the problematic
nature of the acceptance of Dada's typograohic inovations
are discusseds including their initial rejection and
eventual incornoration by other movements to create the new

tvpogranhye

History

The new vocabulary of typography and graohic
design was forged during a period of less than
twenty vearse The *heroic®' period of modarn
typographv may be said to have begun with




Marinetti®s F£igaro Manifesto in 1909 and to have

reached its peak during the early *twentiece By

the end of that decade it had entered a new and

different phases one of consolidation rather than

exploration ant innovation.?

Art and printing historian HAerbert Spencer locates thoe
revolution of typograohy and graohic design wshic', led to the
evolution of modern typography iIn the first quarter of the
twentieth century—-- specifically within the movemrents of
Futurisme Pada and Constructivisme The tyooqgraohic
revolution is located within thase mnovements bec ause
Futurisn and Dada attempted to deconstruct the established
cultural sion system and the accompanying rationale which
they associated with the violence of World War I.
Constructivismy in turn, attemnted to reconstruct a new sign
system stressing the elementale Although the attempts of
these movements are largely motivated by pnolitical and
ideological concerns which can be related directly to the
timesy certain preconditions existed within the orinting
industry which made the typographic revolution possible.
Indeedy the discussion of the revolution in tvypogranhy which
exploded the traditional conventions of printing and granhic
design must be preceded by a discussion of those conventions
and their originse.

The original objective of the system of mnvable typey

which is the essence of printings was to imitate as closely

As possible the letterfurms and page arrangement o7 the

2 Herbert Spencery Pjoneers of Modarn Iypography. New York:
Hastings Houses 1969¢ De 13,
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manuscriot bookse 1In thisy Gutenberg and others were
successfuly as early printed books were barely
distinguishable from the manuscriots whkich preceded them.
farly printing attenpts were so successful that the various
nrocessesy manual ooerations 3ani presses themnselves changed
little over the course of more than 350 yearse. Conventional
book design which was realted to the 2quipment and materials
was alsu little changed for the same periode Conventions
dictated the mnaterials usedy th2 visual forms used to convey
particular ideasy the way in which materials and forms were
combined ani the appropriate size and scale of worke

800k design was based on tha classical Renaissance
formate Tdeallyy typography was to be an invisible, or at
least transparents bridge between the writer®'s words and the
readere To bhe surey these traditional conventlions of bhook
design continued into the twentisth century as Stanley
Morisones typoqraphical director of British Monotype
Corporations reiterated in his treatise on printing and

typography, First Principles of Typography (1935).

According to our doctrines a well-built book is
made up from vertical and oblong pages arranged in
paragraphs having an average line of tan to twelve
~onsistantly spaced wordsy set iIn a fount of
confortable size and familiar designs the 1ines
sufficiently seoarated to prevent doubling and
composition being headed by a running title, This
rectangle is so imposed upon the »age as to
provide centrey heady foredge and tail margins of
dinmensions suitably related not only to tha length
of line but to the disposition of space at those.
points where the text is cut into chapterses and
where the body joins the prefectory and other




pages known as preliminariese.?

Additionallys illustration matched the restrained elegance
of the roman letterformsey qgiving the nrinted npage an eveness
nf color and texturz2y creating scsentially a homogeneous
gray pagee The 1deal of visual harmony among elements was
paranount in classical book designe But the growth of
advertising in commercially supported newspagers and
magazines demanded more flexibility in the conventions of
printinge.

In his booky Printing Iypess Alexander Lawson says the
traditional conventions of graphic design which were based
on the book reversad themselvesn the advent of the
Industrial Revolution.

Farly in the nineteenth century Engli sh

typefounders produced a variety of embellished

types designed to emphasize their unique

characteristics for the single purpose of

attracting attentione Fat facesy grotesquess and

Fgyot lans--decorative tyres when compared to the

romans which had undergone but minor changes since

the Ttallan fifteenth=centiry perind=-were not

flamboyant enough for the new requirements of the

advertising display.*

New letterforms were designed to fulfill the need of
advertisers to distinguish their messages from editorial
contente MNew and more dliverse 1llustration forms were also

made possible by the adaptation nf litnography in 1850 and

the later invention of the photoengraving processe

3 Stanley Morisons First Princinles of Typographys New York:
MacMillan Coey 1936y De 16

* Alexander Lawsony Printing Jypes® An Introdactione.
Ros ton: Beacon Pressy 17271y De 115
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Classical book formats could not enconpass the contrast in
sverall design of the printed pagee The chanvges brought on
by rarid industrialization and the hoon in commercial
activity led to a general degradation of aesthetics and
widespread eclecticism in design in the printing industrye.
The Renaissance concept of the ideal book was no longer the
dominant form3t in publication designe By the turn of the
centurye the orinting industry had largely lost siaght of the
traditional ideals of the printed book and was open to
influence from outstide.

The violence with which modern typograpny burst

upon the s2arly twentieth-century scene reflected

the violence with which new concents in art and

design in every field were sweeping away exhausted

convent ions and challenging those attitudes which

had no rel2varce to a highly industrialized

socletys®
Modern tynoaraphy has its roots In the art and literature
movement of the early twentieth centurye Artists and
writars attacked the rationalism of the time and sought new
forms of expression that had their origins in the present
rather than the paste 1In addition to their artworks,
exhibitions and stagded eventsy artists seized uopon printing
becauses Herbert Spmencer saysy "they clearly recognized it
for what 1t properly is-—a potent means of conveying ideas
and Information--and not for what it had then become--a kind

of decorative art remote from the realities of contemporary

soclatye.n®

5 Spencery 1969, pe 13,




Futurism

For the most parte the avant—garde art movement did not
engage in experimentation with tysogranphy to create models
or new ideal formse Rathery they experimented with
typoaraohy in attempts to free it from the straiaht-jacket
of traditional conventiones and to q{ve it an exoressive
voice which could add emphasis to their messagese The
Futuristses who stressed speeds dynamism and simultaneity in
their workss demanded that typographic forms should
intensify the content of thelr printed wordse Tn 1909,
darinetti wrotee

The ook will he the fyuturist expression of our

futurist consciousnesse I am against what is

known as the harmony of a settinge When

necessaryy we shall use three or four columns to a

page and twenty different tvype facess dWe shall

represent hasiy perceptions in italic and express

a scream in bold typeseeea news Dainterlye

typograohic representation will be born out of the

printed pagees?
Fuyrthernorey in a technical manifesto on literature
putlished in 1912y Marinettl sayss "The free exDressive
or thography and typography are ssed to express the facial
exoressions of the readeres” And he calls for the "uyse of

onomatnpelia-~direct onomatopeias Imitative and elemental."?

Marinetti®s attention to the exnressive character of

5 Ibid.

T Spencery 1799 pe 16

8 In Moholy-Nagy, "Literature®™ in The Avant=Garde Iraditian
In Literatures Richard Kostelanetz (ed.)y Buffalo:
Prometheus Rookse 1982y pe 91e
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lanquage could be manifest visually with equally expressive
use of typoaraphye. Futurism drew on the new expressiveness
of nineteenth century commerc®al typograonhy to represent the
sharp contrasts in the newy modern aqe. Typography took on
a connotative function In addition to its denntative rolee

In his essay on "Literatures®” Moholy—-Nagy says there is
nothing obscure in the futurist literatures and he warns
that the reader should not be misled by 1ts unusual form and
typographyes ™It is bare of all mystery and metaphysicse
The futuristic poem Is an exact descrintion of factsy
actions and events in stenographic compressione”?®
Furthermorey Moholy—-Nagy adds,

Futurist poetry, according to its followarse is an

uninterrupted spontaneous current of analogiesy

the substance of each intuitively abbreviated in

its essential forme Marinatti added a great

nunhber of new elements to contemporary poetry:

sound effectss verbalization of sound and sight

corresvondences’ sound ccllages etce An acoustic

collage {onomatopeia) adapting the visual

technigue of the cublist collages and the

simultaneity of Appolinaire is shown in his *"Apres

1a Marney Joffre Viste La Front en Auto.”t?
(Figure 1)

Dada

If Futurist experiments with tvypograshy served more to
hreak tradition than as models for new communications then
Nada can he said to have furthered the tradition-breaking

causee Nada borrowed much from Futurism in its use of

? Moholy=Nagyy Ibide De 93

10 Thide




violent 1anguages concests of dynamism and simul taneity and
the polemic manifestoe. The e Futurist elements are apparent
in Da a2 workse As Hans Richter notes in his book on Dadas
“The free use ot typography in which the compositer moves
over the page verticalys horizontally and diagoanally,
jumbles his tyne faces and makes liberal use of his stock of
pictorial blocks--~all this can be found in Futurism vyears
befare Dadae"!? The fundamental difference between the
movement<y, Richter points outy is "Futurism had a ogramme
and produced works designed to fulfill this programmee nNada
not only nad no 5}ogremme, it was against all programmes."!?

NDada was able to smash the convat tions of typographic
communic ation by suspending its belief “n the rationale 1I*
thrived on shocks provocat iony the acct ‘ental and the
immediatee As a resulty Arthur Cobhen sa 59 "Type came
alives living things sguirming 2ff the pa. 2y requiring that
the words be reread and reconceived, that t.-~ «riting itself
be composed as &vpoqraphv and reaprehended as a living
voicey speaking volumes, chouting and making love."?3

Nada claimed nature as 3 mndel for the random and

3 cidental combinations found in its worke Tristan YTzaray

tt Hans Richtery Dada: Art and an Anti-Arte New York:
Nx ford University Pressy 1965y pe 33a

tz [bid, Pe 34,

13 Arthur Coheny "The Typogranhic Revolutions™ in Q3da
Specirum: Ihs Rialegligs of 2ewolt:. Madisan/Towa Citw:
Coda Pressy 1979¢ pe 89
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the author of "Seven Dada Manifastoss"'* advo:cated the

explosion of the cultural sign system by breaking the codes

through contradiction and nonsensical combinationse 1In his

articley "The Semiotics of Dada Poetryes”™ Rudolf Keunzli

writes:

deconstructing the sign system in his Manifesto of 19182

in deconstructing the cultural sign systenms
through their own sign productionse th2 Dadaists
attempted to convince their audience of the
arbitrary nature of signss and thzreby to liberate
them from the prison of their murderous social
ordare Through the deconstructinn of tha semantic
function of the sign system the Dadaists hoped to
4isrupt and change the way in which .ociety saw
the worlde Hence the Dadaists are not primarily
concerned with bringing about change in art or
l1tteraturay but with decounstructing the whole
soclal system,1%

Tzara suqggests the role of typogranhy in the process of

There is a literature that does not reach the
voracious masse. It is the work of creatorsy
issued from a real necessity in the authore
produced for himself. It expresses the knowledge
of a supreme eqgoisme in which laws wither awaye
EFvery page must explodes either by profound heavy
serfousnesse the whirlwinde poetic frenzys the
newe the oternalse the crushing jokee enthusiasm
for oprincinless or by the way in which it is
printede 0On the one hand 3 tottering world in
flighte betrothed to the glockenspiei of hellsy on
the other hande new mene Roughs bouncingys riding
on hicunse Behind them a crippled world and
literary quacks with a mania for inmprovement.!®

14

1S

L6

Translated and orinted in Robert Motherwellse Yhe ND3da
Pajinters and Poetgse Roston: GeKe Hall Coey 19814 Db
75 "97 °

Rudol f Kuenzlly "The Semiotics of NDada %oetrye+” in Dada
Spectrume 1919 24 56e

Tzarae In Motherwelly 1981y pe 78,
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With this prescription by Tzaras and the examples of
the Futuristsy the Dadaists set out to attack the pomposity
of Western arty letters and civilizatione. They used symbols
in tli.e most eccentric mannery, allowing =2lements to interact
spontaneotislye They reiected the classical ida2al of harmony
amongd all elementse They rejected axial synmetry and
traditisnal marginatione So e works also show a rejection
of decorative letterforms and ornamentations favoring
instead the use of heavy rules and borderss sans serif
latterforns and heavy wood block printse.

Willy Verkauf describes the publications of the Zurich
NDadaists:

The young artists had discovered iIn Jul. Heuberger

3 printer who showed understanding for radical

tyrographical experimentse The dadaistsy

unfettered by any traditions tried to break up the

rigid sety the regular run nf typography by using

types and blocks of the most widely different

gradess The Yayout of the sets was enriched by a

lively rhythm of black and whites and a2 new

effecty rather like a picture was achievedes The

joy of experimenting and creative imagination took

the place of orthodox typographical tradition.

C7loured saper was introduced to liven up the
puhlicationse Bizarre woodcuts by Arps, mysterious

"mechanical designs®™ hy Picabias reproductions of
works by Ae. Giacometti, Knadinsky and Klee,
woodcuts by Hans Richtery lithngraphs by Viking
Fgqeling and many other things mores adorned the
periodicals and other puhlicationse Marcel Janco
and Hans Aro illustrated the poetical works of
thelr friends with fine woodcutsy distinguished
for their wealth of formse!?

17 Willy Verkauf. Dada: Mopoaraph of 2 Movements Teufen

(AR) Switzerland: Arthur Niggli Ltdes 1961y pDpe 147-143,



Pages from (gbaret Voltaire {(see Figure 2), show what
from a3 nmodern perspective seems to bte a creative approach to
solving the unique typographical problen of printing tne
text for a simultancoous poemes Additionallys the spacing of
text around the two woodcuts does not seem radical from a
contemporary perspectivey yet the use of white space in this
axample was extraordirary for its timeo. (Cabaret Voltalre-e
fFor the most parte printed cony in a single columney centered
on the pages and used mixed upper and lower _ase letters in
the traditional combinationse Excentions Include sevaral
poems orinted in all lower case.

The covers of Dada (see Figure 3) show an evolution of
experimentation with typography and graohic desigre
Editions 1 and 2 show a generous use of white spaces
locating artwork 3along the extreme left margin of the covere.
Experimentation can be noted in the letter spacing of the
titles Bolder block sans serif types and experimentation
with diagonal and vartical arranaement of type is noted in
Nada 3y 69y 3an? 7. Interior pages from Dada 3 {(see Fiaqure &)
show generous use of white spaces varving sizes and
arrangements of typ2 and contrasting weights of woodcuts,

To summarizey Zurich Dada periodicals reflect the
collective nature of the art movement which existed during
the late war »neriode For the most parte the Dada
periodicals published in Zurich (Dada 1-5) are catalogs of

various artworks on exhibit and announcements of upcoming




showse Fditions numher between 16 and 32 pagese The
pertodical changed upon moving to Paris in 1920 (Dada 6 and
7)Ye More radical experimentation with design--especially
simultaneous placement of type >n horizontals vert ' cal and
diagonal axis--was attemptede Alsos Dada 6 and 7 each had
only four pages consisting mainly of poetrv and
announcementse,

Unlike Zurich Dada®s nihili~tic 3approach to bourgeols
art and ideologys German Dada had a different orientatione.
In founding Club Dada in Berlinsy Richard Huelsenbeck saw the
movement as more sociopolitical than artistic in nature.
John Elderfield writes:

With Berlin Daday 'art® thus left the realm of

idealism and metaphysicse bhecame materialistic and

pragmatice essentially conscious of present events
through not only its awareness of artistic

problems but by continuously interacting with the

world as a wholey involving itself in practically

everythinges And because of the disillusionment

and the violenze of the Berlin enviromment a new

primitivism of instincte strength and brute force

appearedy tn initiate the concept of rormissive
counter-violence as an effective way of

registering proteste.!®
As a resulty German Dada is much more focused in its
criticism of the Expressionist movement and of the Weimar
Republice Periodicals like Neue Jugend (see Figure 5)y
resemble a newspaper in its use of four~column layout grid.

Multinle type faces were used resulting in sharp contrast

reflective of the heterogeneous nature of the content. 0}e

18 John Flderfieldy "Dissenting Ideologlies and the German
Revolution, in Studio i80s Nowvembere 1973y NPe 182




freie Strasse (see Figure 6)y shows a bold design concepnty
utilizing a wide variety of types including a traditional
gothic textey which rarely aopears in Dada publications,
because of all type facesy gothic was most strongly
suggestive of Germany®s past culture.

The Dadalst manifesto from Dada Alnapach (see Fiqure 7)
shows the conventional presentation of text in single
colmne paragraphed forme The radical element can be noted

in the Iintervening explosions of words which represent

shouts of defianceo. Der blytige Srnst (see Figure 8) used a

combinat ton of typography and hand=-drawn lettering placed
horizontally avd dizgonally on the page accompanied by
caricatures of Germa- bourgeoisie and Serman nilitarism by
George 5rosze 5rosz®s line drawings are mixed with
simultaneous messages and contrasted with extremnely bold

type and ruilese.

Constructivism

The negativism of the Dada movement coupled with its
denial of purpose made it a short-lived mowvewent. As a
successor to Nadae Zonstructivism drew upon the talents of
former Dadaists and produced a new order out of the
typographic chaos of Dada workse. Constructivism stressed
the fFyunctional role of typcegranvy and graphic designe. Like
Naday Constructivisn rejected traditional conventionss
however unlike the Jadaistse the Constructivists sought a
logic to guide the development of conventions governing the
2agtheticg of dosign,

16
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As was typical of many of the artists associated with
Constructivisme Kurt Schwitters was active in the German
Nada scen2 for several years before his work can truly be
aligned with Constructivisme But a discussion of Schwitters
illuminates the transition several artists made from the
nihilistic Dada movement to the more disciplined activities
of the flonstructivistse.

Kurt Schwittersy whose early work had much in

common with Dadas was by his intuitive art able to

transform the anarchy of disqrdered collages and

typoaraphy into something positivee His collages

and typographical arrangements w2re much more than

statements Of anarchye They ware real works of

art 0‘9
Schwitters was not the only Dadaist to exhibit constructive
tendencies in his worke The covar of D2y Dada (see Fiqure
9) shows the disciplined definition of graphic space and
inner relation of elements common to Constructivisme
fertainly by the time Schwitters published tha first edition
of his Meprz publication in 1923 (see Figure 10)s he was
fdentified equally with the Constructivist movemente.
Schwittars moved firmly into the Constructivist camp
fFollowing his joint effort with 1 Lissitzky on Merz $8-9
{see Figure 11)e But as early as 1920y Schwitters went on
record stating his formalist concarne

Mprz stands for freedom from all fettersy for the

s3ke of artistic creatione Freedom is not a lack

of restrainte but the product of strict artistic
4iscipline.??

NG 290 SN D V0 TN W8 P

and Practicee New York:

'? John Lewliss Typograohy: Design and 2
Taolinger Publishing Coes 1978y De 43,
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Schwitters® formalist concerns are noted in the limited
Juter reference of naterials in his collages in favor of the
development of an internal syntactical structuree In a
discussion of Schwitters® poetrys Rudolf Kuenzll notes:

Schwitters® constructivist *endancies might

suggest that his work reflects the "second speed”

of Daday the production of new signse 3ut

although Schwitters deconstructs the samantic

system of language by vproducing new combinations

bet ween voweis and consonants and thereby

liberates the materiality 2f languagey he

structures this material in a rather traditional

WaYy eesde iNn the form of the classical sonatae.2!
Indeedy Schwitters® work does conveniently represent a
turning point from the deconstructive activities of Dada to
the beginnings of creating new formsy stressing primary and
elemental forms which characterize the work of the
Constructivistse Constructivism®s malor contribution to
typography was an 3pnpreciation o5f controlled spacees While
the Constructivists rejected traditional synmetry, they
stressed an overall halance of forms ani spacee 1IN no way
is the placement of eiements or their relatiosonship to one
another accidental or ambiguous (refer again to figures 10
and 11)e For the Constructivistse geometrically-designed
letterformsy particularly the sans serifsy wer2 an
uncontaninated mediume In the 2ndy the letterform proved to

be one of the elemental parts of universal commnunication-~-

the letter was a primary element in the reconstruction of

20 Quoted in John Flderfields ™verz in the Yachine Ages® in
Arts and Acrtistsey July 1970y De 576

21 xyenzliy in Jada Spectrume 1979, pe 6%,
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the new communicatione As Lissitsky s:ayse "Concepts are
connected by conventional words and shaped in letters of the

alohabeteseethe new book demands new writersi®2?

Conclusion

NDada*s influence and contributions to modern typograohy
have largely bheen neglected or ridiculede Book historian
Douglas McMurtrie’s comments regarding the strenuous efforts

made to burst the bands of typographic tradition in post-war

1

Germany serve as an examplee "These efforts rroduced a
*lunatic fringe® of typograprhic experiments wose
*creations® weres to say the least of thems startlingen23
NDespite the daconstructive nonsense and nihilisn of the
Nadaistsy their work should not be viewed as entirely
negativee As Hans Richter sayse ™A work of arts even when
intended as anti-arty asserts itself irresistibly as a work
of arte 1In facty Tzara®s phrase *the destruction of art by
artistic means® means simply *the destruction of art in
order to buyild a nes art.® "2*

From this perspectivey Dada can he seen as the point of

origin for the develonpment of 3 new approach to tvpographyv

that had iIts roots in the present and was reflective of the

22 1issitskys quoted in John Lewise Typography: Design and
Practicey New York: Tanlinger Publishing Coee 19784 Do
T2

23 Douglas “Yc“Yurtries The B8gok: The Story of Printing and
Aookmakings Mew York: Oxford University Presss 1943y p.
504,

2% Richtery 1965y De 164e
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social chaos and new technologye O0Ory as Richard Huelsenbeck
stated in Ep Avant Dadas "Dada was to be the rallying point
for abstract energies and a lasting slingshot for the great
international artistic movements,"?2S

The problem taken on by Dada and other avant-garde
movements was the role and function of art and other forms
of representation and expresssions Dada can only he
rejected or passed off as childish anarchy if evaluated
according to a system of logic imposed from withoutse Peter
Burger notesy "Interpretation that does not confine itself
to grasping logical connections but exanines the procedures
by which the text was composed zan discover a relatively
consistent meaning in them«”2% This dialectic aporoach
suggested by Rurger reaquires an interpretarion of Dada that
goes beyond comparing and contrasting Dada with popular or
traditisonal formse. Dada must b2 seen as more than rejection
of traditional forms and conventions in typography and
granhic designe The Intent of Dada was to raveal the
arbitraryv relationship between signs and signifierse
Language medlates experience and typography nedi ates
lanquage. Py exploiting the expressive potential of
typogranhye Dada offered a potential rupture in the dominant

sign-symbol system—-a point from which to create new

25 pichard Huelsenbecks "En Avant Dada: A History of
Dadalsm™ in Yheories of Modern Arte Herschel Chipnp (ede)s
Berkaleys lUniversity of California Presse 1971y pe 378.

2> peter Burgery Thegries of the Avapt-5ardes Minneapolis:
University of Minnesota Presse 1984y pe 79
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meanings and relationshiopse

Dada cannot be seen as entirely negatives I
challenging tradit’onai comventions, It sought *o reunite
artistic production with the totality of social activitiess
or "life praxise® The random and accidental character of
1ts works can he seen as an attenpt to synthesize the
diverse elements of expression and form in a struggle to
reflect the chaos of post World War I Europee Dada is
easily marginalized by some because of its negativitye 3ut
negation as the basis of a mowvement denies it any
permanencee If it is difficult to see a productive
Iinfluence in NDada itselfs perhaps something possitive can be
recognized in the shadow cast by its ruinse The more
4disciplined approach taken by the Constructivists made
something new out of the fragments of Dada. As suchs Dada’s
random charactery which was seemingly unfocused from without
hut subjectively coherant from withine contributed--along
with other avant-garde movements to a raconceptualization of
relations among elements which quides the conbination of
forms to oproduce ned meanings and to jive new order to
typoaraphic design. The influence of Dada and other avint-
garde movements has largely been marginalized in the
mainstream literature, despite the fact that similar
experimentation with the expressive characteristics of

typogranhy and graphic design are todav taken for grantede.
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Dada Manifesto from Dada Almanach
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