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Toward Disambiguating 

the Term II Roman" 
Earl M. Herrick 

The term "roman," when it is used for 

describing characters of written lan­

guages, can be confusing because it is 

overloaded with four different meanings. 

This paper distinguishes among these 

four meanings and suggests alternative 

terms for each ofthem. For a character 

derived from the alphabet originally 

used for the Latin language, it suggests 

the term "Roman/Latin." For a character 

that is not sloped, it suggests the term 

"upright." For a character having one 

of a certain group of basic shapes, it 

suggests the term "Roman-shaped." 

For a character having details of shape 

that are based on certain Roman monu­

mental inscriptions, it suggests the term 

"trajanicized." These alternative terms 

are offered in the hope thatthey can 

be used, when necessary, to help us 

avoid confusion when we are discus­

sing the characters of written languages. 
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104 Visible Language 33.2 

The problem 

When the word " roman" is used for describing charac­

ters of written languages, it can traditionally have any of 

four meanings: 

1) It can mean that a character belongs to the set of characters 

w hich was originally deve loped for w riting the Lati n language. 

2) It can mean that a character has a ve rtical orientation, i.e. that 

its non-horizontal main axis is verti ca l. 

3) It can mean that a character has a certain kind of basic shape . 

4) It can mean that certain details of a character 's shape are modeled 

on the characters of certain Roman monumental inscriptions. 

These four meanings are illustrated in figure 7. 

In the first row, a roman character contrasts with 

Cyrillic and Devanagari characters. In the second 

row, a roman character contrasts with a char­

acter that has a non-horizontal main axis which 

is not vertical. In the third row, a roman character 

contrasts with a character that represents the 

same letter but has a non-roman basic shape. In 

the fourth row, a roman character contrasts with 

characters that lack some of its details of shape. 

(The meaning of "roman" illustrated in the third 

row applies only to single characters ; its other 

three mean ings ordinarily apply to entire texts 

or entire words or entire typefaces.) 

These four meanings of the word "roman" do 

not always define the same set of characters: 

a character that is "roman" according one of 

them is not necessarily "roman" according to 

another of them. This ambiguity of the term 

"roman" occasionally results in statements 

that are incongruous, as when the characters 

shown in figure 2 are said to be "sloped, roman, 

and cyrillic ." 

When we need to use the word "roman" in such 

a confusing context, or when we need to use it 

without a context that can show which meaning 



"roman" 

1) R 

2) h 

3) a 

"non-roman" 

IllW 

h 

a 

4) p 5]) p p 
Figure 1. Characters illustrating four 
meanings of "roman" and "non­
roman." 

AEBF)(E}f(3 
HKAMHOHP 
CTYlDXI(IJJI 

Figure 2. Examples of "sloped. 
roman. cyrillic" characters. 
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106 Visible Language 33.2 

it has, it will be very helpful if we have available 

a list of synonymous, alternative terms for all of 

these meanings of "roman." The existence of 

these alternative terms will not, of course, pre­

vent us from using the word "roman" whenever 

its meaning is obvious; they will simply be avail­

able for our use, as replacements or as supple­

ments, whenever we need them in order to make 

our meaning clear.1 

I would hope that many of us who work with 

the characters of written language will also feel 

that such a list of distinctive, alternative terms 

would be a good thing to have, but I am not so 

hopeful that we will readily agree on what those 

alternative terms should be. Such a list and its 

acceptance will take time to evolve. But as we 

come to realize how many difficulties are caused 

by the different meanings of the word "roman;' 

and as we become aware of how useful it will 

be to have alternative terms such as these avail­

able, a list of such terms may gradually become 

an accepted addition to our professional vocab­

ulary. I would therefore like to suggest a list of 

such alternative terms in the hope that a dis­

cussion of them may lead toward a consensus. 

The "Roman/Latin script" 

The characters exemplified by the "roman" character in the 

first row of figure 1 are sometimes called "latin" characters . 

The terms "roman" and "latin," when used for describing 

written languages, both have several meanings. "Roman" 

has the meanings illustrated above. "Latin," in addition to 

meaning the "roman" characters exemplified in the first row 

of figure 1, can mean the set of 21 characters (or 23, after Y 

and Z were added) that were once used for writing the Latin 

language, and it can mean sets consisting of some or all of 



these characters along with others that have been used for 

writing other languages. (The word "latin" also occurs in the 

names of some typefaces which try to imitate stylistic fea­

tures of certain inscriptions in the Latin language.) 

It seems, however, that the characters exemplified in the 

first row of figure 1 are the only things which are called by 

both the names "roman" and "latin." The terms "Roman/ 

Latin script" or "Latin/Roman script;' possibly written with 

"="or "-or-" or "i.e." as the divider instead of the virgule, 

are possible terms for designating these characters. 2 These 

terms are rather long, but they should be unambiguous, and 

perhaps no simpler terms could be understood as readily. 

The several meanings of both "roman" and "latin" are well 

known, and a compound term which includes both of them 

should clearly indicate that it has the one meaning which 

they share. 

When referring to the Roman/Latin script, we 

will sometimes have to distinguish between 

two historical stages of its development. As it 

was originally used for writing the Latin language, 

the Roman/Latin script was written in many 

styles, but each style had only one kind of char­

acter for each letter. Then, as this script devel­

oped over the centuries and as it was finally 

embodied in printer's type, it came to have 

several sets of characters, with each set having 

one kind of character for each letter, and with 

the characters of each set sharing certain features 

of shape. The Roman/Latin script came to have 

at least four such sets of characters: upper-case 

upright, lower-case upright, upper-case sloped 

and lower-case sloped. For some typefaces, it 

also has a fifth set of shorter upright characters 

of upper-case shape, and since the advent of 

computerized typography it may have a sixth set 

of shorter sloped characters of upper-case shape. 

If necessary, we can refer to the earlier form of 

this script with only one kind of character per 
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108 Visible Language 33.2 

letter as the "original Roman/Latin script" and 

to its later form with four or more kinds of char­

acter per letter as the "present-day Roman/Latin 

script." These terms are long, but they should 

be unambiguous and their meanings should be 

readily evident. 

One usage which I hope we can avoid, because 

it is especially likely to lead to confusion, is to 

refer to the characters of the Roman/Latin script 

as the "Latin alphabet." Although the word 

"alphabet" can mean merely a collection of 

char-acters, it has the strong implication that it 

means the characters of a particular language, 

arranged in their conventional order; coupled 

with the word "Latin;· it presumably means the 

ordered inventory of 21 or 23 letters used for 

writing the classical Latin language. In order to 

avoid this possibility of confusion, I have referred 

to these Roman/Latin characters as a "script" 

rather than an "alphabet." 

"Italic" characters 

The term "italic;· when it is used for describing written char­

acters, can be confusing because the non-roman characters 

shown in both the second and the third rows of figure 1 can 

be called "italic." This confusion arises because the term 

"italic" is used in two different ways by those who deal with 

letters as parts of written texts and by those who describe 

letter shapes .3 To editors and other people who work with 

written texts, the term "italic" ordinarily means characters 

of a kind used for showing that certain words in a text are to 

be emphasized, or are foreign words, or are titles of literary 

works, or are to be distinguished in some other special way; 

"italic" characters are what these people expect to have 

printed when they underline words in a manuscript. However, 

to students of letter shapes, the term "italic " ordinarily refers 



aef8 

bgiklvwy 

Alabama 

khan jar 

lelac 
, . 

supeneur 

a) Characters that have 
" italic " basic shapes but 
are not sloped. 

a) Gill's list of "essentially 
italic " basic shapes. 

b) Some other basic shapes 
often thought of as " italic." 

Figure 3. Gill's "italic" basic shapes 
and some others that are usually 
called "italic." 

Alabama 

khanjar 

lelac 
, . 

supeneur 

b) Characters that are 
sloped but do not have 
"italic" basic shapes. 

Figure 4. Characters that are ital ic 
in one way and non-italic in another. 
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110 Visible Language 33.2 

to certain basic shapes of letters. This is the meaning that Gill 

(1936: 59) gives it when he says that printing in the English 

language uses three alphabets: a "roman alphabet of capital 

letters," a "roman lower-case alphabet," and an "alphabet 

called italic." Gill 's illustration of his "essentially italic" letters 

is reproduced in figure 3, along with some other letter shapes 

that are usually thought of as typically "italic." 

These two meanings of the term "italic" often 

coincide, but they sometimes do not, and therein 

lies the ambiguity of this term. Figure 4 shows 

some characters which have italic basic shapes 

but are not sloped and some which are sloped 

but do not have italic basic shapes. 

In order to make unambiguous statements 

about characters such as these, we need to 

have separate pairs of terms for these two ways 

of making the distinction between "roman" and 

"italic." For the meanings of "roman" and "non­

roman" exemplified in the second row of figure 

2, we can simply use the terms "upright" and 

"sloped." But for the meanings of "roman" and 

"non-roman" exemplified in the third row of 

figure 2, it may be most convenient if we devise 

new, and therefore unambiguous, terms for the 

basic shapes of such characters. To make our new 

terms look familiar, we could call them "Roman­

shaped" and "Italic-shaped;' capitalizing the 

terms in order to indicate that they are technical 

terms with agreed-upon meanings and are not 

simply descriptive phrases. Figure 5, which con­

sists of the word "Futura" printed in a non-sloped 

version of the Futura typeface, shows how these 

terms can clarify a typographic description that 

otherwise could be confusing. We will not have 

to say that the last character in that word is both 

"italic" and "non-italic"; we can say that it is 

"upright" and that it is also "Italic-shaped." 



Futuro 

"traja nic ized " 

1) E 

2) 0 

3) H 

Figure 5. Example of Futura 
typeface, illustrating an ambiguity 
of the term "italic." 

"non-traja ni cized" 

I~ E 
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HHHH 
Figure 6. Roman/Latin characters 
that are not trajanicized. 
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"Trajanicized" characters 

In order to define the meaning of "roman" exemplified by 

the roman character in the fourth row of figure 2, we must 

identify the detailed features of shape which distinguish 

characters like it. These characters have three such features: 

1) They are composed of straight lines and smooth curves4 that 

enclose each character's background as economically as possible. 

2) They have some lines which are thicker than others, and the 

closer a line's direction is to an axis w hich lies somewhere between 

the upper-left-to-lower-right diagonal and the vertical, the thicker the 

line is (subject to some conditions that apply when a line w hich is 

neither vertical nor horizontal meets another line) .5 

3) They have serifs at the ends of their lines and, w ith some 

exceptions, at the corners w here two of their lines meet. 6 

Examples of characters which are Roman/Latin but which 

lack one or another of these features of shape are shown 

in figure 6. 

I would suggest that characters which have these 

three features of shape can be called "trajani­

cized" characters . The intended meaning of this 

term should be evident, because people who 

work with written language are generally familiar 

with the inscription on Trajan's column in Rome, 

shown in figure 7 It happens, however, that 

not all the characters of the present-day Roman/ 

Latin script are modeled completely on the char­

acters in this inscription; this script is actually a 

combination of two sets of characters which 

have different, although related, origins. One of 

these sets is the "capitals;· which was widely 

used for important public inscriptions through­

out the Roman Empire during second century 

A.D.; it is these capitals that appear in the Trajan 

inscription. 7 The other set of characters reached 

its final development during the eighth century 

A.D. at the court of Charlemagne under the 

direction of Alcuin of York; it is therefore ca lled 

the "Carlovingian minuscule." Because so many 

of the styles of writing used in his time for Latin 



Figure 7. The inscription on Traj an 's 
column 

were nearly illegible, Charlemagne encouraged 

the recopying, in the clear Carlovingian minus­

cule, of the surviving works of classical liter­

ature (Nesbitt, 1957: 65). 

Moreover, there was a medieval custom, derived 

from a similar Roman practice, that in formal 

writing the initial lines of texts and the initial 

characters of words should be written in a larger 

and grander style than the following parts of the 

texts or words. When the early Italian human­

ists in the 14th century A.D. looked back toward 

antiquity to find out how Latin had been (and so, 

they thought, how it should be) written, they 

also unconsciously looked for two styles of 

characters, one larger and one smaller, which 

would fit their idea of how formal writing should 

be done. What they found were the second­

century Roman capitals, still visible on many 

inscribed monuments and in the initial lines of 

some manuscripts, and the eighth-century 

Carlovingian minuscules, still visible in many 
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surviving manuscripts, including those of clas­

sical literature which had been recopied in it. 

They took these to be the two styles they were 

looking for, and they combined them to create 

their own humanistic writing. It is this combi­

nation of Roman capitals and Carlovingian minus­

cules which has become our present-day Roman/ 

Latin script. 

"The classic capitals were combined with [the Carlovingian 

minuscule] to form a dual alphabet.. .. The scribes noticed that 

the capitals and small letters did not fit together very well; 

so they performed a styling job of adding serifs and finishing 

strokes to the latter, in order to suit them to the capitals. By 

the time the craft of printing was introduced into Italy, the 

Humanistic writing afforded a fully developed basis for the 

type style we call roman .. .. When ... the [minuscule] letters 

were worked over by the type designers much more styling 

was done to suit them to the capitals." (Nesbitt, 1957: 66) 

"The marriage of inscriptional capitals and pen-made small 

letters .. . is not a perfectly happy one .... At f irst there was 

doubt as to which should be the dominant partner and impose 

its idiom on the other. However, Jenson to a large extent and 

Aldus completely laid down a pattern of consortium preser­

ving the purity of the antique capitals and making the lower­

case conform with them as best it could :' (Carter, 1969:46-47) 

The upper-case capitals of the Roman/Latin 

script are presumably the only parts of that 

script which can accurately be called "trajanic"; 

but because they are characterized by their 

features of shape, and because the Roman/ 

Latin lower-case characters have been adapted 

so that they will also show the same features 

of shape, it seems appropriate to describe all 

the characters of the Roman/Latin script as 

"trajanicized." There are other scripts which have 

had their characters adapted to the style used 

in the Trajan inscriptions, and they can also be 

called "trajanicized ." 



The Roman inscriptional characters such as those 

on Trajan's column owe some of the details of 

their features of shape to the tools with which 

they were produced : they were first drawn onto 

the stone with a wide, flat brush (Catich, 1968), 

and they were then carved into the stone with 

a chisel. The brush with which they were drawn 

was typically held with its edge slightly turned 

in a counterclockwise direction from the hori­

zontal and the marks which it drew were there­

fore typically widest when the brush was drawn 

in a diagonal direction from upper left toward 

lower right. Catich (1968) has also shown how 

the use of this wide, flat brush resulted in the 

characters having serifs . Then, after the charac­

ters were drawn, they were carved with a chisel 

and the act of cutting them into the stone with 

that tool had its own effect on the shapes that 

resulted. 

Among the world's writing systems, there are 

other examples of characters' shapes which 

have been defined by the tools used for pro­

ducing them, but we have no general term for 

describing a group of written characters that 

have had their shapes affected in such a way, 

and I would suggest that we can use for this 

purpose the Greek word for a tool, which is 

"ergaleion ." The trajanicized style of characters 

can therefore be called an ergaleion .8 

Trajanicized characters institutionalized in other writing systems 

Although trajanicized characters were first devised for writing 

the Latin language and have evolved largely within the Roman/ 

Latin script, they have been systematically incorporated into 

the Cyrillic, Hellenic, Armenian and Sequoyah scripts, though 

sometimes with different functions. 
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ABBrllElli 
3HRJIMHO 
IIPCTY<DX 
uqrnmnb 

biGIOH 

a6Brt~:emawR 
JIMHOIIpCTY¢ 
xu:qiiJ:hi ba IOR 

ABBF./[EJK 
3HKJIMHO 
IIPCTYfJJX 
lJTillilf!'hh 

h13IOJI 

a66eiJeOJCauu 
t~teMuonpcm¢ 
yxU;~?Jtobl310JI 

Figure 8. A modern-day Cyri ll ic 
typeface with its four kinds of 
characters. 

When Tsar Peter the Great was trying to westernize Russia 

and its culture, he saw that trajanicized type was used by 

printers for most western European languages, and he 

ordered that the printed Russian language should be given 

the same kind of appearance (see Kaldor 1969-70). During 

the following centuries the shapes of Cyrillic letters were 

therefore trajanicized, and Russian printers developed the 

present-day Cyrillic script which imitates the present-day 

Roman/Latin script in having upper-case upright, lower-case 

upright, upper-case sloped and lower-case sloped characters 

for all of its letters. Figure 8 shows examples of these four 

kinds of characters from a typical present-day Cyrillic typeface. 9 

The present-day Hellenic script 10 has both upper-case and 

lower-case characters . Almost all of its typefaces which are 

not sans serif combine a trajanicized upper-case with a non­

trajanicized lower-case. Figure 9 shows the characters of 

one such typeface commonly used in English-speaking 

countries for printing scholarly books, and it also shows 

some lines from a book that was printed in Greece about 



forty years ago using another such typeface. There are a few 

Hellenic typefaces which have both upper-case and lower­

case trajanicized characters; figure 9 also shows the char­

acters of such a typeface designed by Eric Gill (1936: 39) . 

The Hellenic, Cyrillic and Roman/Latin scripts 

are, of course, historically related . The Cyrillic 

script was based on ninth-century versions of 

the Hellenic script, and the Hellenic and Roman/ 

Latin scripts were derived, respectively, from 

eastern and western versions of the writing 

system which the Greeks borrowed from the 

Phoenicians. These three scripts therefore share 

the shapes of many of their characters, and when 

their upper-case characters are trajanicized, they 

often become indistinguishable from one another. 

Several titling fonts of upper-case Hellenic type 

have been created from titling fonts of upper­

case Roman/Latin type by cutting only the 

Hellenic characters which do not have identical 

counterparts in the Roman/Latin type; figure 9 

shows two such titling fonts by Hermann Zapf.11 

The Armenian script, like the Roman/Latin script, 

has one set of characters that are used for the 

ordinary parts of texts and another that are used 

for the parts of texts which are emphasized or 

are otherwise specially marked. The characters 

of one of these sets are trajanicized; but for the 

Armenian script, unlike the Roman/Latin script, 

the trajanicized characters are used for the 

specially marked words in a text. The characters 

used for the ordinary words in an Armenian text 

are not trajanicized: they are typically sloped, with 

thick and thin strokes and without serifs . Figure 

10 shows two extracts from a book printed in 

the Armenian script; the specially marked words 

are those in trajanicized characters in the first 

line of the first extract and in the first, fourth 

and last lines of the second extract. (In the first 
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ABr ilEZH®IKAMNSOIIP!TT<P X'l'fi 
a{3y8e' 'YJO tKAp,vto1T pa-r;rocf>X!f;ru 

a) Example of a typ ical face with 
trajanicized upper case and non­
trajanicized lower case. 

y& 1tA.fiO~. ITsMtll<; 6sv Jln-alvst <no J1ayat;t cH J1apUia.­
-ra 11:<noana.~stpsA.aivoovtat yta to yatooopan t Ot yovattes<; 
mtoOv M>uA.o6ota., lCa.i 1Ctl1tOW<; lCai A.s,tti, o-tolx; aupyoo<; 11:00 

1ti)yatva.v 1t{o-ro lm· to 1tooMpt J1S vt<IJ11tE).s<; mo O"'tfiOot;, 9E­
AOYME OXTAQPO, ~:al. 'tOUt; xstpoKpottist to . n-A.ijOo<; Kat 
~A.Smn dyptsJ1SvO 1tp0<; 'tO J.ta.ya.~{. Kt fvat; a1tO Kti1tOtO o6yf.1ct, 

b) Typical example of printing done in 
Greece. 

ABf .6.EZH 9IKAMN EO nP~TYct>XwO 

a~ro e tiJ e1 KA p vt on pas-cu cpxtp w 

ABCDEFGHI 
JKLMNOPQR 
STUVWXYZ 

c) Gill's typeface with upper case and lower 
case both trajanicized . 

ABfLEZH8I 
Ki\MN .... OnP 

ITY<DX\JIO 
d) Zapf's Roman/Latin "Michelangelo" and 
Hellenic "Phidias" titling fonts. 

Figure 9. Examples of type for 
printing the Hellenic script. 
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ptufnvn.e- IJJIU[11.U/!rnt.b:JI.UL t l_bl_t.niTL};!JUIL lfl1hp.lt U[Uil_UllU­

dtfL~.f-/!.. 1 frppliL lnJu/1 t -Al.Jzuptnnt.[Jbzu'b, bt. zupkt./r zuutn­

nuu<rnt.{rJfu .. 1.tl!.; 1,n.lll[tfl;w~zu1.t pzu'bu,~1.tbpnL J'l;f. bt. WJL"Lf! 

U pf!.p/t li(IU(_InUidnt.1.t . .f]{!. ''(' fu//U.Ll bt. JIU~lll~~ funpt:.f!'l-UILII£! 

IJ.Jl [uou.f-ru[ "JUI'ml•u~utt 'l:l;uu!r t!e {nfwuml! 'l-UIIU~ 
'L'eulllhiJ bfJI; 'tlllrbhzu"b.[! 9"J9 UJwl [JI; [r~htu11;u UIJ'l: J'utu­

"hwt.nr 'l-l;"ll.!f't ·lilnbt.e ''lw?..nuu~ (n'l:b~w'b 'l""lw1.tut't"hlrpf! 

'l"ulu./'hw't'bbp'b . b"b Ul['nLw:,. t!.wtfut;'b.[!/''b U1UJ1nll~ 'u[wtnJ'nt.­

p!.lll'h: ~w'b'lf' UIJ'b d'll't nufbre t nrnt.e 'thrUJW1r bb J'};f' 

w"h3£U1ff! • uw(J'w1mLU11r h"h 'tbrtnblnL 'bw£·L J'br wulut#f.u~'h: 
U.;uuf/;UIIIl w'bnt.f- it 'eiJ.UI'b J1uJ' w'bw'tft pb dt'b •lrUI J /t ['UI f!d I; 

(luLnL mb'lwLn['nLuJ;,. 'l:l;"l.f-b['nt. «'tls'll'"tf!.'?l' [J.'hn'bg tfJmt.­

[Jbw"h Jl;f J ·br u1wtmlnt.[J/rt."be Itt! 1_-brw~nt../.t f.rrwl'J'!; Pl!.'l­

fun'l b rlnn JfJ'h.b f'"L "UI'L" Ul'tb rulbwl JlU f.n f''l:UI't.UitnLfl L· u.~"h 
"e Ia feiJ.UIJ hwuqGwtJ:l : 

Figure 1 D. Examples of type for 
printing the Armenian script 

ext ract, the trajanicized word in the first line and 

the non-trajanicized fi rst w ord in the last line are 

the same w ord .) 

The Sequoyah script, which is used for writing 

the Cherokee language, was devised in North 

America during the fourth decade of the nine­

teenth century. Its development is an example 

of st imulus diffusion -the spread from one 

culture to another of the idea that a certa in thing 

can be done, followed by the devis ing within 

the second culture of a way of doing that thing, 

without borrowing the f irst culture's way of doing 

it Sequoyah, a native speaker of the Cherokee 

language, devised a system of characters for 

writing his ow n language 12 after observing that 
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GWY 
CHEROKEE PHfENIX. 

~D O~Y Ehl'-R TEJlA ~Slf~~W<r- D~...l~ DA~~...l~ W~ TG"'• 
8-.!fB~ EC..t.d'<r-~ DSSGE DS:.q DhCI>~ET. Dd' Elt!--R h&~~..l 

c:bY$4of A.h JS:JtBll...t uhW~C: QIC T&T ~S.B.GC:: Ehi'-R T(;'Qo-Jl..l 
~_..;;)..1. Hi <bl>G7 ~y &cK>Y~ ~\Q.w.I. ..90 G~Y <YO~~E GWY~ 
O'C.R ...lAS:-$...1 A~J? uh4LC.hciil..tu•, <Y-Cl-R J·bC..I?...9, Dd' T<r-.h<;- Ro>tt 
.Aol>~S h91 S&Sf~ET; DO' ~A..l<;'" 't.Il4)£~ol>...lor ..llf!v AJJJ! dol'l--11" 

J..JJ f ...IAG'd'~ ...9 D O~Y (PO'C.J)'E obe.I?-9 hrR&. B&Jl.EZ .lA .f.>-$...1 

J&W-1--.f' A~~e lrh$.1?..40f)..J~E Dh, Dh~h>h~O'OY,tl'E AIRS£ ..,lh$l?A• 

~ .. I~Y <JbC..Rh, DhGWY .l!-h>Oo-Jl4J>.. e~Y AD }p~Of)--1 EhrDT 
SG7.\P 0'0 T¥T D~S14..l;:r A~£ ..,lh$1!-h-w.lo:tY ~&Y,Jl'E D!~ GWY~ • 
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Figure 11. Example of type for 
printing the Sequoyah script. 

speakers of European languages could commu­

nicate with one another by means of written 

marks. Sequoyah's characters were originally 

written with monoline strokes, but when printing 

types were designed and cast for his characters 

their shapes were trajanicized, apparently be­

cause the missionaries and typefounders who 

prepared those types wanted to show that the 

Cherokee were a civilized people and because 

they assumed that the printed characters of a 

civilized language should be trajanicized. Figure 

11 shows two examples of the Sequoyah script 
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Trajanicized characters in the banner at the 
top of an advertisement for a new, 
expensive hotel in Bangkok; the first line 
means '5 years of pride'; in the second line, 
the first word is the name of the hotel and 
the second word is the name of the city. 

The name of the hotel printed in usual, non­
trajanicized Thai characters, taken from the 
same advertisement. 

Trajanicized characters in the banner at the 
top of an advertisement for a computer-ized 
private switchboard for telephones. 

A line from the same advertisement, 
containing four of the same Thai words 
printed in usual, non-trajanicized Thai 
characters. 

Figure 12. Examples of type for 
printing the Thai script. 
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One comes from an 1828 issue of the Cherokee 

Phoenix, the official newspaper of the Cherokee 

Nation, and shows the newspaper's name in both 

Cherokee and English; the other comes from a 

broadside prepared by missionaries to show 

the script. 

Trajanicized characters used for their cultural implications 

Just as Tsar Peter the Great trajanicized Russian printing as 

a part of his effort to give all of Russia a western appearance, 

a number of other languages have developed trajanicized 

versions of their own writing systems which can suggest 

that they, or the things associated with them, are western­

ized and are therefore modernized. The Thai and Hebrew 

languages provide two very different examples of how this 

can be done. 

The Thai language, as it is printed in advertisements in Thailand, 

often contains characters that are trajanicized, apparently to 

show that the things being advertised are modern and tech­

nologically advanced. Figure 12 shows several examples of 

such printing, with comments on the words that are trajani­

cized and on the things that are advertised. 

When the Hebrew language was revived as a 

language for everyday use at the end of the 

nineteenth century, the resulting Modern 

Hebrew language retained the grammar of 

Biblical Hebrew, but its vocabulary was expanded 

so that it could function as the language of a 

modern, technologically advanced nation . Modern 

Hebrew also retained the typographical conven­

tions of Biblical Hebrew, except for the addition 

of some monoline typefaces; it has only one (or 

two) basic shapes for each letter, 13 and for its 

typefaces which are not monoline, the axes of 

greatest width are horizontal. 



a) 

b) 

c) 

d) 

e) 

f) 

g) 

h) 

Jil'I.dJN 

Jil'Id:IK 

-Jll1AJ?< 

, sl '1(1 

Trajanicized book face: 
a) upright upper case 
b) upright lower case 
c) sloped upper case 
d) sloped lower case* 
Trajanicized upright fat face: 
e) upper case 
f) lower case 
Upright mono line face: 
g) upper case 
h) lower case 
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*as is the case for many Roman/Latin 
typefaces, the sloped lower-case 
characters are less trajanicized than the 
others. 

Figure 13. Six letters in their upper 
and lower-case versions from four 
of Schonfield's Hebrew typefaces 
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However, there was once a proposal (Schonfield 

1932) that the Modern Hebrew language should 

be provided with a typography which would be 

trajanicized and which would have upper-case 

and lower-case letters, both upright and sloped, 

so that it would look and could function like the 

typographies used for Western European lan­

guages. The author of this proposal stated his 

belief that, without such a change, the Hebrew 

writing system would serve as a brake on the 

development of the Modern Hebrew language 

and the literature and society which used it. 14 

(His purpose in trying to give printed Hebrew a 

westernized appearance was therefore the same 

as Peter the Great's purpose in revising the 

typography of Russian.) Schonfield designed 

upper-case and lower-case basic shapes for each 

Hebrew letter, he chose several body and dis­

play typefaces of the Roman/Latin script as his 

models, and for each of those typefaces he de­

signed characters having his basic shapes. All 

of the typefaces which he designed (except for 

those that were monoline) were trajanicized. The 

first six letters for four of his typefaces are shown 

in figure 13 in both their upper-case and lower­

case versions. Although Schonfield's proposal 

failed to be popularly accepted, it provides an 

example of how the entire writing system of a 

language can be systematically trajanicized. 



Summary 

The term "roman," when it is used for describing characters 

of written languages, is confusing because it is overloaded 

with four different meanings. In order to discuss the charac­

ters of written languages unambiguously, it will be helpful 

for us to have synonyms for each of these meanings which 

we can use when we need to make our meaning clear. 

When referring to the set of characters to which it belongs 

(viz. the alphabet that was originally used for the Latin lan­

guage and has now evolved into an enlarged system that is 

also used for writing other languages), a "roman" character 

can be called "Roman/Latin." 

When referring to the angle at which it is written, a "roman" 

character can be called "upright." 

When referring to its basic shape, a "roman" character can be 

called "Roman-shaped." 

When referring to the detailed features of its shape which 

show that it is modeled after the characters in certain Roman 

monumental inscriptions, a "roman" character can be called 

"trajanicized." 
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Earl M. Herrick is a professor of linguistics atTexas 

A&M University- Kingsville. A linguist who specia­

lizes in the study of writing systems and of linguis­

tic theory from a stratificational point of view, his 

publications include Sociolinguistic Variation: A 

Formal Model (which includes a linguistic analysis 

of the orthography of Serbo-Croatian) and numer­

ous papers on linguistic theory and on writing 
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issues of Visible Language. A former president of 
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also knows the printing trade and has worked as 
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Endnotes 
1 There are some phrases, such as the commonly used one 

"sloped roman," which include contrastive contexts which make 

clear the intended meaning of "roman." 

2 In order to save confusion in this paper, I have always 

referred to these characters as the "Roman/Latin" script, without 

using any of the possible alternative terms such as 'latin/ Roman," 

"Roman=Latin," "Latin-or-Roman" or "Roman i.e., Latin." 

3 There is a curious paper by Stanley Morison (1926) titled 

"Towards an ideal italic" in which he moves from one meaning of 

this word to the other. He begins by saying that "the quality of 

slope is no true test of an 'italic'" (95) and ends by saying that "the 

perfect italic is ... a slanted roman" (121). 

4 These characters are drawn so that they appear to be 

composed of straight lines and smooth curves, even though the 

lines of which they consist are sometimes not quite straight and 

the curves are sometimes not quite smooth. 

5 The first printer's type for such characters was made with its 

widest strokes parallel to an axis rotated counterclockwise from 

the vertical. This axis of greatest width was subsequently rotated 

clockwise until it reached the vertical. Because this change of axis 

occurred gradual ly, and because typefaces with the original axis of 

greatest width, the vertical one, and many intermediate ones are 

now in regular use, characters with all such axes of greatest width 

can be regarded as characters of this kind. 

6 The first printer's type for such characters was made with 

tapered, filleted serifs, but in later years, serifs were changed in 

shape and became narrow, straight lines. Because this change 

occurred gradually, and because typefaces with tapered, filleted 

serifs, with narrow, straight serifs and with serifs of many 

intermediate shapes are now in regular use, characters with all 

such kinds of serifs can be regarded as characters of this kind. 

7 It should be noted, however, that the capitals were only one 

of several more-or-less-formal, more-or-less-similar, chisel-carved, 

pen-written and stylus-scratched styles of writing that were used 

by the Romans for writing the Latin language (Gray, 1960, 15). 



8 For the sake of our discussions of printed characters, it may 

be convenient to define several other ergaleions. Characters of any 

script written with lines of essentially uniform width would be 

examples of the "monoline" ergaleion. Characters written as 

though they were produced with a Chinese writing brush would be 

examples of the "maobi" ergaleion, from maobi, the Chinese name 

for that brush. Cuneiform characters would belong to another 

ergaleion. The term "ergaleion" does not have the same meaning 

as the term "ductus" which has also been used for describing 

written characters. The characteristic features of a ductus result 

from how a tool is used, and the same tool may produce more than 

one ductus; the features of an ergaleion result from the choice of 

tool itself. 

9The present-day Cyrillic script imitates the present-day 

Roman/ Latin script in that its lowercase sloped characters are less 

trajanicized than its others and its uppercase sloped characters are 

sloped versions of its uppercase upright characters. 

10 The term "Hellenic script." like the term "Greek language," 

refers to several different entities that have existed during 

different eras. Further study is needed in order to decide which of 

its stages should be described as different scripts. 

11 "As I had already in 1952 designed the supplementary Greek 

characters to my [Roman/ Latin] Michelangelo type, they appeared 

in 1953 as Ph idias." (Zapf, 1970.48) 

12 Although some Roman/ Latin characters may seem to occur 

in the Sequoyah script. their correspondences to the sounds of 

Cherokee are completely unlike the correspondences of these 

characters to the sounds of any European language. Sequoyah 

apparently used them simply as available shapes. 

13 ln Modern Hebrew, as in Biblical Hebrew, there are five 

letters, each of which has two basic shapes, one being used at the 

ends of words and the other being used elsewhere. The 

orthography proposed in Schonfield 1932 did not have separate 

basic shapes for use at the end of words. 

14 Schonfield's book includes a highly approving introduction by 

Stanley Morison. 
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Figure 1. Page 1, The Four Zoas. Night I. Pencil Drawing. 



Becoming-zoa 

The political, economic and print 

machinery of the 1790s brings Blake 

to a moment of crisis and visionary 

insight made evident in The Four Zoas. 

This essay questions the notion that 

The Four Zoas is simply a manuscript. 

A look at the complex politics of print­

ing in the 1790s suggest that the Zoas 

is part of Blake's working through the 

problems of publication during the reign 

of a conservative, nationalistic govern­

ment at war with France. To begin with, 

The Four Zoas is written on proof sheets 

of Blake's illustrations to Young's Night 

Thoughts. This detail leads to an exam­

ination of two types of literature in the 

mid-1790s, state approved literature 

and state censored literature. Blake's 

work is at a crossroads between the 

two since he wants to produce a lavish 

illuminated folio like the Blake-Edwards 

edition of Night Thoughts, but also 

include radical material that would be 

censored. Standing between printable 

national literature and banned anti­

government works, Blake's Zoas is a 

highly unstable text which because 

of its instability defies and critiques 

the political, economic and industrial 

machinery of publication during the 

turn of the century. 

Ron Broglie 

Blake's construction of the Zoas makes 

the act of reading both traitorous and 

insightful. Editorial marks, multiple ways 

of arranging pages, and lined and 

etched drawings become part of the 

system of signification for the verbal 

text. Words, phrases and images in 

the Zoas are so deeply overdetermined 

that the reader struggles to produce 

meaning via ordered patterns of 

relations without shutting down or 

shutting out the surplus of possible 

readings. In order to keep a maximum 

of possibilities open, I devise a method 

of reading involving "vector" relation­

ships. I use pages 99 and 100 of The 

Four Zoas as an example of the com­

plex nexus of lines, marks, drawings, 

words and spacings made visible by 

a vector reading. Ultimately, Blake 

envisions that the dizzying experience 

of reading will open the readers' "doors 

of perception," challenging the way 

readers think about texts and the 

interface between text and world. 
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By the mid 1790s William Blake has left 

traditional printing methods beh ind. He has also 

forgone much work in commercial designs and 

instead has taken up writing a series of small 

illuminated prophecies. But forced to make a 
Due to the sheer unwieldiness of 

The Four Zoas, this text becomes 

classified as an abandoned manu-
living and finding no audience for his own 

illuminated poems, in 1795 Blake takes on a 
script and a workshop of ideas for his 

commission to illustrate a new edition of Night 
later poetry. While readers of Blake 

Thoughts by the mid-eighteenth century 
are accustomed to the weaving of 

graveyard poet Edward Young . Yet, even as he 
multiple levels of material into a 

is working on this commission, Blake begins 
disjunctive narrative, The Four Zoas 

writing his own epic prophecy on the discarded 
is simply too demanding and too 

proof sheets for his engraved designs of Night 
Blakean even for readers of Blake. 

Thoughts. While his commission ends in 1797, 
Texts of Blake are often made more 

Blake continues his own epic poem, The Four 
accessible by reading through the 

Zoas, for another ten years. Most scholars 
lens of archetypal criticism that 

consider the poem an unfinished manuscript 
makes analogies between the strands 

abandoned after the poem was completed but 
of meaning that weave through his 

before Blake could incorporate late additions 
poems. In an archetypal reading each 

and editorial rearranging of the text into a fair 
of Blake's main male characters has 

copy for print (see figure 1 ). Consequently, 
an Eternal Name (Luvah, Urizen, 

Tharmas, and Urthona) as well as a 
that stands on its own; rather, it is considered 

The Four Zoas is not often read as a work 

Time Name (Ore, Satan, Covering 
the rough manuscript used to work out ideas 

Cherub, and Los) and has a particular 
for Blake's later epic poems Milton and 

female counterpart or "emanation ." 

The male characters accompanied by 
Jerusalem. 

their emanations are related to the senses (Nose, Eye, Tongue, 

Ear), and parts of the body (Loins, Head, Heart, and Legs) as 

well as elements in nature, cardinal points and regions of 

Blake's universe. 1 My own reading of Blake privileges the 

minute particulars of Blake's texts over the abstract generaliza­

tions of archetypal criticism to help make sense of why Blake 

would leave The Four Zoas in the contorted state critics have 

called a "manuscript." By connect ing the detailed points of the 

text through what I call a vector reading, I arrive at an under­

standing of The Four Zoas not as a manuscript but rather as an 

impossible text , a text that defies normalization of any print 

apparatus and evades British regulations of the 1790s that 

would censor Blake's revolutionary text. 



As a means of proceeding, I have randomly 

chosen a particular leaf of The Four Zoas as a 

nodal point from which I intend to follow a series 

of vector relations. Vectors are the traveling of a 

minute particular in a text and its contextual 

meaning across the field of the text from the 

standpoint of another minute particular th rough 

which it travels and which provides the vector's 

directedness. The notion of vectors takes seriously 

the idea that "the words [and other textual details] 

of the plates have their own plots." 2 Not all the 

passages that would be considered "important" 

by an abstract scheme of archetypal criticism have 

relevance to the convergence of vectors, and 

some of the "less important" passages take on 

new found value. The "noise" of the text- its 

inconsistencies, materials of production, history 

of production, stray marks, editorial instructions, 

etc. - becomes increasingly relevant for the 

production of meaning.3 Investigation into this 

particular leaf has uncovered a quality of relation 

between Blake's figures I call transformation or 

becoming. Such a quality is antithetical to 

archetypal criticism's dependence on similarity 

as a method of scanning a text. Rather than 

looking for moments of similarity and conformity 

in a character's action, my attention to minute 

particulars assumes a stance of textual difference 

between any sections of the text. Radical 

difference without a grounding in similarity allows 

for the possibility of transformations, changes 

which unhinge the "character" from his/her locus 

of identity. 
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1 have chosen the opening of the 

chapter called "Night Eight," pages 

99 and 100, as the starting point 

for reading The Four Zoas. Having 

taken Night Eight as a starting 

point, a new series of questions 

arise in the inquiry of minute 

particulars . For example, what are 

the possibilities for the production 

of Blake's Night Eight of The Four 

Zoas? How is Night Eight possible? 

The words of the text are written 

on a proof sheet for Blake's illustra­

tion of Young's Night Thoughts. 

Richard Edward's edition of Night 

Thoughts which Blake illustrated 

is possible materially because of 

Whatman's new mills for the pro­

duction of high quality folio paper 

in England and because of the 

rising demand for engravers at the 

end of the eighteenth century. 

Night Thoughts is made possible 

economically by the rise in pop­

ularity of the graveyard poets and 

folio editions of literary works. The 

rise of a national literature, which 

after 1793 feeds a national pride as 

Britain goes to war with France, 

creates a demand for sumptuous 

editions of poets such as Shakespeare, Milton and even Young. 

And so in reading Night Eight of The Four Zoas, it is useful to 

inquire into its history of production . Such a history entails both 

how Blake is commenting on Young's text and its historical con­

text as well as how Blake becomes proficient in using illuminated 

manuscript to verbally and visually depict the transformation of 

characters and objects. 
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There are two types of change at work: 1) 

Blake's reappropriation of the proof sheets 

of Night Thoughts in order to work against 

nationalism and 2) the metamorphosis of 

characters and objects in illuminated texts 

to confound identity based on similarity and 

repetition. As we shall see, transformation 

of objects and characters becomes a means 

of thinking revolutionary and political change. 

1793 
1793 presents Blake's work with the question 

of what is national literature, and as we shall 

see later, the political transformation of 

literature in 1793 opens the more abstract 

question of how to transform the writing 

surface. The war with France begun in 1793 

provides conservatives in the English parlia­

ment with an excuse for tightening control at 

home and extending the grip of the State into 

the lives of its citizens. (Blake personally feels 

In May of 1792, partly in anticipation 

of PartTwo of Paine's Rights of Man, 

a royal proclamation against "wicked 

and seditious writings" tightens 

government control over authors, 

printers and distributors . Prime 

Minister Pitt explains to Parliament 

that "principles had been laid down 

by Mr. Paine which struck at heredi­

tary nobility, and which went to the 

destruction of monarchy and religion, 

and the total subversion of the estab-
the overly zealous grip of the Law when in lished form of government." 4 In 

1803 at Felpham he is arrested and charged November, Lord Grenville and Henry 

with sedition.) To produce literature at the time Dundas, Home Secretary, vigorously 

of war is either to become a part of the State urge enforcement of the May pro­

machine via national literature or to defy the clamation. Within a week another 

State and to risk arrest via subversive literature; royal proclamation against seditious 

the options are appropriation or condemnation materials is issued. During the year 

under the Law of the State. 1793 more prosecutions for sedition 

occurred than any other year in the 

tempestuous decade of the 1790s. 

Nonetheless, persecution and threats 

by the government continue till the 

end of the century with suspension of 

habeas corpus (1794), the Two Acts 

(1795), Suppression of Seditious and 

Treasonable Societies (1799) and the 

Combination Acts (1799 and 1800). 



With the pursuit and prosection of Paine and 

Paineites, the government places limits on 

the debate about constitutional reform . Paine 

claims that Britain as yet did not have a con- . 
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present. Withholding publication is 
stitution . He proposes to herald the Age of 

still under the tyranny of the State, 
Reason in Britain with a constitution similar to 

that of the French Republic. Pitt is correct in 

seeing that such a claim would lead to "the 

total subversion of the established form of 

under the threat of the Law, "To 

defend the Bible in this year 1798 

would cost a man his life .. . I have 

been commanded from Hell not to 
government:' Later reformers tried for sedition 

print this as it is what our enemies 
such as John Baxter and Henry Yorke are forced 

wish" ("Annotations to an Apology 
to appeal to "the existence of our constitution" 

for the Bible" 611) .6 To write and not 
and couch their subversive politics in nationalist 

fall under the tyranny of the State 
terms by an appeal to "our ancestors." 5 In 

seeking to enter the conversation of political 
is impossible. 

reform, all participants are forced to recognize 
As will be shown, The Four Zoas is 

an impossible text. Its complex amas-
their subjugation under the present form of 

government. Either reformers such as Paine 
sing of minute particulars which are 

and Priestly overstep the limits of the debate 
unreproducible in print technology 

and are subjects of prosection and public scorn 
defies the desire to print the text and 

or the terms of the debate prevent politicians 
yet is not a refusal to print. Its narrative 

such as Baxter and Yorke from challenging 

fundamental tenants of the government: 

monarchy, heredity, property and the Church. 

So, the question becomes how to write with­

out falling under the either/or demarcation of 

nationalist or traitor. How can Blake escape 

subjugation under the State apparatus and 

State ideology? A simple answer might be to 

write but not to publish. But the decision not 

to publish would be a decision not to publish 

now because of social circumstances. This 

would still make Blake subject to State 

apparatus since he would be responding to 

the ideological and legal force of the Pitt 

government. Thus, social confines affect not 

only published texts but also those texts that 

in other circumstances would be published but 

for political reasons cannot be published at the 

disjunctions, eruptions of novelty and 

vector connections confound a State 

apparatus which makes all citizens 

subjects - both subjects of State law 

and a discourse which serves the law 

through its ideology. 
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1797 
Consider that the first leaf of Night Eight of The 

Four Zoas is written on a proof sheet of Blake's 

illustration for the Edwards edition of Young's 

Night Thoughts (see figure 2). Night Thoughts is 

under the scrutiny of the State; it is part of a 

national literature, the rise in popularity of the 

graveyard school of poets . While Blake's illustra­

tions drawn from 1795-97 are used for this 

national literature, Blake reappropriates sheets 

of Night Thoughts for the Zoas. Illustrating Night 

A flawed proof sheet for page 24 

of Night Thoughts is used by Blake 

for page 99 of his own work, The 
Thoughts entails mis-illustrating. The "bad" copies Four Zoas. The flaw serves as a 

are used by Blake for his own work. This in itself 
starting point for reading The Zoas. 

upsets the value system that selects the printer's 

copy as valuable and considers rejected copies as 

valueless. As we shall see, the bad copy returns 

to haunt the good copy, to transfigure the figure 

from the good copy of Night Thoughts into 

something unexpected. Consequently, The Four 

Zoas undoes this privileging of the printed copy 

as the good copy or "correctly" drawn copy. 

Consider the Night Thought illustration to be but 

A foot is redrawn on page 99. It is 

not the long toed, awkward left 

foot which is redone, but the firm­

footed, stable right foot. Harold 

Bloom reads the left foot as sym­

bolically impermanent, incomplete, 

(Erdman 915) and thus the right 

foot would be the sure foot, per-

manent and essential. On page 99 
one moment in a series of sketches and reworkings . . h . 

1 

f h . h 
1t 1s t e essent1a oot, t e ng t 

of an image. There is no point of arrival, no goal, f h . h . AI . h 
oot, t at 1s c angmg. ong w1t 

to provide stability to the image; it is always 

becoming something else . 
this change comes the destabiliza­

tion of identity. 7 The territory of the 

body begins to deterritorialize. The foot is no small matter in 

the Zoas. In Night One the Spectre issues from the feet of 

Tharmas, thus dividing him. In NightTwo, Vala does not 

recognize her beloved Luvah except for his feet ; the foot 

marks his identity. The foot is power: Ore's feet nailed to a 

rock or Los's unleashed in stamping the nether abyss, the 

power of stars around the feet of Urizen or Ahania submis­

siveness at Urizen's feet. On page 99 the big toe is redrawn, 

once next to the foot and again at a half-inch distance from 

the foot where a big toe appears on the banks of water or 

clouds. Power and identity, found in the "rightness" of the 

foot, are redrawn and, in being redrawn, their lines begin to 

unravel and transform . What will become of this figure? 
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Figure 2. Page 99, The Four Zoas. Night VIII. Proof NT45:14E, early state with pencil revisions. 
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, · 

Figure 3. Page 100, The Four Zoas. Night VIII. Pencil and cha lk drawing with chalk shading 



Before we look at what the figure is changing 

into, let us inquire into what it is changing from . 

What is this character with scythe and wings? 

In brief, the figure is an analogy. Dress up a 

man, put wings on his back and a scythe in 

his hand and now he is FatherTime. According 

to the Night Thoughts text the line being illu-

strated is "Time, in advance, behind him hides 
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Sameness and imitation serve as 
his wings ." Analogy is not transformation. 

traps for the engraver of the late 18th 
Analogy is based on similarity while transform-

century. It is the artist working with 
ation is based on difference. Analogy uses an 

idea of difference based on mediation of 

difference by a higher concept. Analogical 

thought respects the governing or mediating 

oils who creates, while the engraver 

is hired to reproduce the works of the 

oil painter. The divide is between 

artists and craftsmen. Furthermore, 

print makers show concern that each 
concept which subsumes difference. Such 

thought is based on imitation. For Blake, the 
print of an illustration come out as 

Daughters of Memory who work from Imitation 
similar as possible to the one before 

are lesser than the Daughters of Inspiration 
it in order to standardize a product 

who awaken the Imagination to creation over 
for the commercial market. Blake's 

allegorical representation . The concern in page 
methods of intaglio printing maintains 

99 is not for identity based on similitude but for 
an element of randomness and 

Vision by transformation. Archetypal criticism 
uniqueness to each print. Blake is 

that works by analogy fails. Blake's tranform-
capable of making commercial prints 

ational becoming-other is not a reproduction 

of the same. 
when necessary, but of interest here 

is his move toward blurring the line 

between artist and craftsman and his move away from 

standardization as a means of commercial mass production . 

By using proof sheets from Night Thoughts, Blake deterritor­

ializes the commercial venture. He unravels the territory, 

power and meaning of commercial printing . He interrupts 

the flow from engraving to print to bound book by taking 

misdrawn engravings as the starting point for an-other 

unbound text. One means by which Blake escapes the 

constraints of nationalized literature and the constraints of 

commercial production is by transforming the nationalized 

work for profit, the folio edition of Night Thoughts. While 

Edwards wants to market to the public correct and standard­

ized engravings, Blake uses the "flawed" engravings as 

unique moments for his Vision. 
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1800 
The right foot is redrawn - twice (see figure 4). 

Something is about to change. Look at the illustration 

on page 100. Again there is the face and beard of 

an old man as on page 99 . Again there are wings. 

Aga in there is a stable right foot and a left foot in 

motion . But this is not a man, nor is it an animal, 

despite the lion- or tyger-like body, despite the 

horse- or deer-like legs. Not man nor animal, this 

is becoming-animal of a man. 8 In the body 

organized by organs, in the organism, each body 

part takes on a habitual way of functioning. Habit 

is standardization and mechanization, performing 

the same action again and again over time . Thus 

organs take on different functions and each 

function distinguishes itself. Consider Los who 

in The [First] Book of Urizen and The Four Zoas 

continually swings a hammer in forging body parts . 

His mechanized motion turns his actions into 

Figure 4. Detail of page 99, The Four Zoas. 

habits till "he became what he beheld." Los gains 
In physically turning page 99 to 

limbs by reducing his motions to redundancy and 
read the verso side, page 100, the 

thus limiting the freedom and possibilities of these 
reader participates in the process 

limbs. Becoming as a transformation of the organs 
of bodily thought that breaks 

is bodily thought as opposed to rational schem-
redundancy of identity. By a flip of 

atization. 9 Becoming opens the organs to new 
the wrist and a turn of the page, 

dimensions, opens "the doors of perception" as 
the reader becomes the agent of 

Blake claims in The Marriage of Heaven and Hell. 
change . Moving from page 99 to 

Instead of the same forces acting on a body for 
page 100 the figure shifts between 

the same functions, new forces are applied so that 
FatherTime and a half man, half 

the body functions differently and so that no organ 
animal form. Notice that it is not 

remains caught within the redundancy of identity. 
only the eye that reads but also 

Becoming follow s a line of flight, a toe that refuses 
the hand and the wrist. Blake 

to stay in its place, for example. By redrawing the 
makes us aware of reading as a 

foot and then again redrawing the toe, mimesis is 
bodily process in which readers 

called into question. No longer does the drawing 
give over their whole bodies to the 

of a foot represent a foot. Instead, it is an abstract 
process of reading . There is no 

series of lines. Page 100 is filled with random lines 

not represent ing any object. Some of these lines 

reconfigure into an object at the bottom of the page. 



longer a safe distance between the eye of 

the reader and the material (of the) text. As 

the eye shuttles between FatherTime and 

the man-becoming-animal, and as the hand 

flips between two temporal and spatial 

moments of reading, the reader is drawn into 

the text and made aware of his/her participation 

in the act of reading. In this way Blake breaks 

the redundancy of identity common for the 

complacent reader who keeps a safe space 
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While the figure of page 99 looks to 

his left toward the text, the figure on 

page 100 emerges from the darkness 
between him/herself and the text. Blake hopes 

of a future description and looks 
to have the reader call into question his/her role 

and thus "open the doors of perception ." 
toward the past page, 99. The two 

figu res face each other, one of the 

past (99) and one of the future (100-02). The futurity which 

Urizen has dreaded since NightTwo is now facing the past. 

The text itself describes two creatures hovering over the 

Fallen Man, "Two winged immortal shapes one standing at 

his feet/Toward the East one standing at his head toward 

the west." It is worth noting that because many of the lines 

regarding wings are crossed out in the Zoas "manuscript;' 

the Zoas in the Erdman Complete Poetry and Prose edition 

gives little attention to wings on pages 99 and 100. In 

contrast, the "manuscript" shows a much larger concern for 

wings. Not only are the figures on these pages winged, but 

also five deleted lines in the right margin or wings of the 

manuscript are marked through. These lines describe "other 

wings" in addition to the ones in the body of the text. Are 

we to disregard the crossed out margins in the wings of the 

text or are we to read the crossing out and recognize this 

moment in the text as a struggle between winged creatures 

- FatherTime and the man-becoming-animal? Here we see 

Blake playing against print technologies and editorial 

conventions. These wings as "other;· in the margins and 

crossed out, makes them virtual or suspended. It is possible 

that the body of the text can stand alone without a winged 

margin ; however, it is also possible that since a w inged 

margin does exist- highlighted by the lines which mark its 

deletion- the transformation from feathered wings to bat 

wings is intensified. 
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With the problem of wings in the margins we see how the visual placement of 

text and verbal words of the text play off one another and amplify resonance . The 

visual transformation of pages 99 and 100 illustrates the "War of Urizen andTharmas" 

(page 99) in which the corpses of the dead reanimate into a new protean mass for 

further battles: 
They humanize in the fierce battle where in direful pain 

Troop by troop the bestial droves rend one another sounding loud 

The dire confusion till the battle faints those that remain 

Return in pangs & horrible convulsions to their bestial state 

For the monsters of the Elements Lions or Tygers or Wolves 

Sound loud the howling music lnspird by Los & Enitharmon Sounding 

loud terrific men 

They seem to one another laughing terrible among the banners 

And when the revolution of their day of battles over 

Relapsing in dire torment they return to forms of woe 

To moping visages returning inanimate tho furious 

No more erect tho strong drawn out in length they ravin 

Flatten above & beneath & stretch out into beastiallength 

Weakend they stretch beyond their power in dire droves till war begins 

Or Secret religion in their temples before secret shrines 

(Erdman 374; 707 :45-702"13) 

Figure 5. Deta il of page 100, The Four Zoas. 

The "They" functions as an amorphous mass which takes on various forms depend­

ing on the forces at work upon it. Unformed matter is forced to humanize by the 

resounding noise of "instruments of sound" and takes on the attributes of a pack of 

animals rending one another to pieces. Eventually the humanized troops force the 

battle to humanize, "the battle faints;' and the animal attribute becomes attached to 

sound, "Sound loud the howling music." 

The troops themselves become a phallus (see figure 5), 

erect in war and then limp 

Relapsing in dire torment they return to forms of woe 

To moping visages returning inanimate tho furious 

No more erect tho strong drawn out in length they ravin 

(Erdman 374; 702:8-7 7) 
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The drawing on page 100 has bat wings . Since 

more than analogy is at work, wings ofTime from 

page 99 do not simply translate into bat wings. The 

bat wings replace arms and feath-ered wings. What Granted the figure on page 100 

guides transformation in becoming is not similarity does not look overtly phallic but 

but rather a constel-lation of vector forces applied to the protruding head does look like 

an object. The war forces have been evident since a penis. What makes the phallic 

Night One. Likewise, weighing animal against man attribute evident is actually the bat 

begins in Night One. In dire misery, Enion laments wings. Page 42 (see figure 6), 

that "The Horse is of more value than the Man. The shows clearly a bat winged phallus, 

Tyger fierce/ Laughs at the Human form. The Lion another flying bat winged phallus 

mocks & thirsts for blood" (15:1-2). And also, sex- appears on page 134.
10

Thus, the 

ual division has played its role in the narrative of the constellations of war, sexual divi­

"torments of love and jealousy;· as the poem is sion, and the animal attributes of 

subtitled. The phallus combines with the troops of both move the line of the deterri-

war and the animals to express at various levels 

the conflicts of the narrative. 

torialized right foot into a human 

becoming lion-tyger-wolf-bat 

Figure 6. Detail from page 42. Night Ill. Pencil 
and chalk drawing. 

winged-phallus. As readers, we 

are affected by the vector relatedness of textual 

elements. We have to re-member the various 

dismembered fragments of text. We are given 

the most difficult task of assembling the forces 

of war, animality and sexuality which surface at 

various moments in the text. There is no grand 

scheme to Blake's text outside the reader's 

assembly of fragments and forces . Objects 

throughout the text apply a force and move 

with a trajectory toward the point in the text 

under scrutiny; here pages 99 and 100. As 

trajectories of contending objects pile one on 

the other and as distances between converging 

objects increases, readers strain their faculties 

of memory to recalling past occurrences of 

words and strain their faculties of imagination 

to combining these occurrences. In this sense 

the readers experience dilemmas similar to 

those of Blake's characters who forget lost or 

fictionalized origins, who struggle to combine 

objects and who forge new configurations . 
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The figure on page 100 is effected by such a 

constellation of vector forces that it takes on 

multiple forms, none of them fixed or certain . 

Just as the bat-winged phallus pulls together 

various narrative tensions, so too the words on 

pages 99 and 100 attempt to pull together these 

same narrative forces . In both versions of the 

text's Night Seven, the instigation of action for 

Moving from 99:25 to 100:2, the 

passage could just as easily have 

read "Of Golgonooza Los stood 

receiving them/ Into his hands." 

The last two lines of page 99 seem 
the Night is Urizen's attempt to win victory over 

to be a late addition. They have a 
Los. Night Seven (a) works with the sexual division 

unique position in relation to the 
plot. Urizen plots to destroy Los by luring the 

rest of the body of the text on this 
shadow of Enitharmon down the tree of Mystery. 

page since these two lines are 
Heeding the cries of Ore, the Shadow of Enitharmon 

written over the illustration of 
descends the tree of Mystery where, by dialogue 

Father Time. These lines look back 
and sexual union with the Spectre of Urthona, she 

toward page 90, the end of Night 7 
becomes pregnant and gives birth to dead males 

(a) and the sexual division plot. The 
without female counterparts who burst from their 

first line of page 100 recalls the 
tombs. After dialogue with the Spectre, Los and 

Enitharmon build and weave forms for the dead. 

Seven (b) develops the war plot. Urizen assembles 

his troops for victory in battle against Los. Ore, 

jealous that Vala is the harlot of Urizen and Los, 

takes on a serpent form and enters the war. Luvah 

is nailed to the tree. Ore rends the Shadowy 

female and/or Vala who meets Tharmas. And as 

in Seven (a), so too in Seven (b) dead burst from 

their tombs. The war plot and the sexual division 

plot come together in pages 99 and 100. 

This coming together becomes evident in the last 

lines of page 99 and the first lines of page 100: 

[page 99] 

She sighs them [the dead] forth upon the wind 
Of Golgonooza Los stood receiving them 

For Los could enter into Enitharmons Bosom & explore 
Its intricate Labyrinths now the Obdurate heart was broken 
[page 100] 

end of Seven (a), the dead as 

"victims of the battle;' and the war 

of Seven (b) as well as looking 

toward the war on pages 101-02. 

From out the War of Urizen & Tharmas receiving them "Los stood &c" 
Into his hands. Then Enitharmon erected Looms in Lubans Gate 

And called the Looms Cathedron in these Looms She wove the Spectres 
Bodies of Vegetation 

(Erdman 372; 99:24-100:4} 



Between 100:1 and 100:2 is a note to insert 

"Los stood &c" Erdman speculates that Blake 

considered bringing in the end of Night Seven 
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(a) 90:2-64 at this point. This idea was aban- The move back into the war cycle is 

doned since page 90 could tighten the ending marked in the manuscript by a circled 

of Seven (a) . Left as is, "the thematic material passage. At the editorial level the 

of 90, amplified with marginal additions, seems circle marks a transfer of the last nine 

all an amplification backward from the 'Looms lines of page 100 into the middle of 

in Lubans Gate' in 100:2" (Erdman 840) . Thus page 101. Graphically, the circle 

the marginal note "Los stood &c" distorts the 

narrative sequence . Page 90 mingles briefly 

with page 100 in superimposition, or page 100 

is amplified by resonating with page 90 . The 

Four Zoas often repeats a brief sequence of 

brackets off the violent war passage 

from the hopeful restoration passage 

of weaving. The war scene is an-other 

territory, one marked with a circle to 

be moved or de- and re-territorialized. 
words in order to signal a shift in the narrative .

11 
The war theme which is circled is 

In this case, the narrative on page 100 repeats then illustrated by the human 

the weaving which has already begun on page 

90 . Drawing a vector line of force from page 90 

through 99 to 100, the repetition of "Los stood" 

picks up new images of divinity from page 99 

thus adding to page 100 the "Divine hand" and 

"the Savior Even Jesus." Additionally, page 100 

becoming lion-tyger-wolf-bat winged­

phallus at the bottom of the page . 

(Circling this passage recalls the 

Blake-Edwards edition of Night 

Thoughts where an asterisk marks 

the passage illustrated.) The circle 
moves back into the war cycle which remains around the passage corresponds to a 

unresolved at the end of Night Seven (a & b). circle around the groin of the human 

becoming lion-tyger-wolf-bat winged-phallus. There is a 

playfulness here. Is the anatomical part being illustrated 

circled; and thus, circling the area of the penis means the 

illustration is a giant penis? The figure is twice marked, once 

by circling the verbal text and once by circling the groin of 

the figure . Consequently, the figure is intensified by this 

double circling . (It is also possible that the circling of the 

figure is a sort of question : can an illustration of a phallus 

have a penis? A mise en abyme.) The circle of the text and 

the circle of the figure resonate till the circles become 

possible points of intensification, in much the same manner 

as the resonance and amplifications of "Los stood &c" 

explained above. 
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It is not a matter of moving or not moving 

marked passages; "Los stood &c" and the last 

nine lines of page 100 with its war scene, "But 

Urizen his mighty rage . ... " Rather than relate Plateaus of Becoming 
passages serial ly- page 90, 100, 101 or move The Four Zoas is more than a 

them into a new serial order as Erdman has manuscript for an unpublished folio . 

done 90, 100 i, 101 i, 100 ii, 101 ii; of interest is Deterritorialized lines are part of the 

how these passages defy a serial order. text. A published version of The Four 

Present computer technology uses hypertext Zoas, if such a thing were possible, 

for non-serial relation . However, in hypertext one would clean up stray marks and by 

text is always visible above the other which doing so reterritorialize and make 

remains covered or the two texts may remain solid the flux and destabilization of 

beside each other but at a reduced rather than the "manuscript." The foot would not 

an amplified size. The marks of resonance in be redrawn twice. The random vertical 

the Blake text call for a correlation between lines of page 100 would be re-

these passages without a causal relation inscribed within a pattern or design. 

between them. The passages inter-relate with- Publication would mean erasing flying 

out either necessarily preceding the other (as in phalluses due to their distastefulness 

a narrative ordering and origin) or one on top of to the public. After all, following the 

the other (hierarchies established in hypertext advice of friends, Richard Payne 

screens or bound books with sequential pages Knight recalled his first edition of his 

one before and/or on top of the other). The study on Priapic worship because of 

Four Zoas "in itself" as a non-published text, bat-winged phallus illustrations (Paley 

conveniently called a "manuscript," achieves 45). Blake is looking to circumvent the 
censoring of "little glancing wings" 

which "sing your infant joy" (Erdman, 

Daughters of Albion 51). Looking at 

the way the words, marks and figures 

of the Zoas interrelate, we begin to 

understand how The Four Zoas is an 

impossible text. W ithin the confines 

of State censoring of literature during 

the war with France thus making all 

literature National Literature or 

conspiratorial, within the confines of a 

traditional print market which seeks 

standardization and normalization of a 

text, within a market of copyright 

such that to re-use illustrations of the 

Blake-Edwards Night Thoughts (even 

if they are the bad copies) would be 

resonance between passages without a 

hierarchy of causality or primacy by marking 

passages to be moved or inserted but at the 

same time not actually moving the passage, 

only marking them to be moved. Who will do 

the moving? Erdman as an editor, for example, 

must make decisions regarding serial relation 

of passages where the text establishes 

resonances between passages. 



illegal within a whole state and capitalistic 

apparatus, The Four Zoas is an impossible 
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text. Of course, modern facsimile editions of 

The Four Zoas come the closest to reproducing 
the problems of the text "in itself." Yet, as 

1 
will printing ink. Nevertheless, the 

argue later in this essay, the very materials used complex relations of the Zoas to State 

to produce a page in the 1790s and the method and commercial interests occur again 

of production effect the text in a way different at the micro-level of paper on which 

from a facsimile edition. the text is printed, drawn and 
written. 13 

What Blake has achieved is a becoming-zoa, 
no particular animal, several animals at once, Whatman's paper which is used in the 

a bat, a snake-Ore-phallus, a feather-winged Zoas is tied to nationalism . At a time 

bird ... The becoming, the transformation, does when most paper in England was 

not stop. 12 There is no final goal, no teleological imported from France due to poor 

end to the assembly of vector forces. Rather quality paper at home, Whatman was 

there is a rhythm of territorialization, deterritor- selected as the English paper maker 

ialization, transformation, reterritorialization for the illustrations of the Sepulchral 

and back again to deterritorialization. The term Monuments of Great Britain and the 

"manuscript" is used to denote a text which is Society of Antiquaries' Vetusta 

in route toward publication_ even if it never Monumenta, both of which Blake 

makes this destination. But The Four zoas as drew illustrations for in the 1770s. 

manuscript has no such destination. The imper- Whatman issued a new extra large 

fections, editorial markings, line revisions, etc. and notably durable paper made 

of the text are so much a part of the text that especially for these antiquarian 

it defies the State and commerce established drawings. Using Whatman paper 

dichotomy of publishable and unpublishable. linked antiquarianism to national pride 
even at the level of notably British 

Thus far this essay has explained the domain 

of reading Blake's text by reading not just the 

verbal text but the verbal in conjunction and 

disjunction with the illustrations; yet, there are 

still other thresholds to explore. Not only the 

words and images but also the very material 

apparatus of the paper and ink deserve notice. 

These other levels of the text often remain 

overlooked by readers of The Complete Poetry 

& Prose of William Blake. And The Four Zoas 

facsimile edited by Magno and Erdman makes 

no mention of the Whatman paper nor the 

paper. Such a nationalistic link 

increased during the war years. Once 

the nation was at war with France, 

the British paper industry became 

increasingly responsible for producing 

paper for books. 

The woven 1794 J WHATMAN paper 

used for the Zoas is itself heteroge­

neous. The paper is a conglomerate of 

English rags amassed from sails, 

ropes (pounded with hammers), and 

clothing of rich and poor all held by a 
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glue made with 7-10 percent animal leather, 

usually of cattle but also of rabbits, calves and 

oxen- another level of becoming-animal. 

Additionally, paper has various colors. There 

is whiting by bleach (lucrative methods were 

patented in 1790s) and blueing by "blues" and 

smalt (grounds of glass which have been 

oxidized with cobalt) . All this coloring is to 

prevent the yellowing of paper. The very paper 

as content or base of the Zoas at one level is 

at another level an expression and holding 

together of forces applied to the contents­

blues, smalt, glues, rags, etc. The vector 

relations of variable forces in the text of the 

Zoas is doubled at the level of the production 

of the text's paper. 

It is not just the text and the paper of 

the Zoas which is heterogeneous but 

also the ink for writing and the acid 

used for biting the copper plates of 

the rejected Night Thoughts leaf. 1
4 

Thus, not only at the level of the text, 

but also at the micro-level of the 

making of the text there is a series of 

mixtures and of forces combining and 

becoming something new. 

In 1793 Britain goes to war with 

France . In 1797 the Blake-Edwards 

Additionally, just as written texts increasingly edition of Young's Night Thoughts 

fall under State law during the 1790s, so too (Nights 1-4} is printed, and Blake 

paper becomes appropriated by the State by begins work on The Four Zoas. By 

means of Excise taxes which come into effect 1800 the narrative of the Zoas is well 

in the early 1700s but are heavily revised under way, and Blake moves to the 

between 1792-1794 and are raised due to the costal village of Felpham. There he 

war. By the mid-1790s paper must be named, will become obscure, as will the Zoas. 

marked and dated. (Dating of paper is a court John Johnson asks Hayley "is our 

matter, as when Whatman testifies to the date dear Blake dead." He is not dead, or 

of his paper in a 1770 trial of a counterfeiter.) rather as Blake himself proclaims on 

Here the question of State appropriation of the several occasions, he has died several 

writing surface re-appears. And the elements (as many as twenty) times (Erdman 

used to transform raw materials into paper re- 316, 756) . Blake is deterritorializing, 

appears in the verbal text of the zoas. Paper is unraveling his identity outside of 

woven, and the character Enitharmon weaves. recognizable boundaries, becoming­

Ropes and rags are beaten with a hammer, and zoa. The text of The Four Zoas under­

the character Los uses a hammer in his forging. goes revisions beyond any hope of 

The wooden frame used to lower a mold for publication. Blake claims to have died. 

paper into a vat is called "bellows;· much like He is outside the State and com mer-

the iron work bellows of Los. And the words cial apparatus. Yet, Blake lives on, 

"Bulls of Luvah" are written on paper made of differently. The Zoas as impossible 

an oxen glue. text is worked and reworked until in 

exhaustion it is put down around 1810. 



1793 marks for Blake a transformation of what 

is possible and impossible in print. '93 opens 

a new space, a space for becoming-zoa. This 

space acts like a level and consistent plane, 

field or plateau which holds together heteroge­

neous forces. Converging verbal, graphic, 

material, political, commercial and personal 

vectors are held together in an intensive state. 

1793, 1798 and 1800 are plateaus in which 

Blake creates from incongruous forces and 

unstable combinations. Plateaus find their 

expression in the pages of Blake's texts . Each 

page acts as a flat surface holding together 

converging vectors of disparate material. The 

act of holding together of divergent material 

intensifies the state of the surface. In 1793 

Blake finishes The Marriage of Heaven and Hell, 

produces Visions of the Daughters of Albion, 

America, and For Children: The Gates of 

Paradise, and beginnings Songs of Experience 

and Europe. The flurry of activity and diversity 

of subject matter addressed in these texts 

suggests that something has taken hold of 

Blake in this year. Blake's work in the 1790s 

reveals increasingly complex combinations of 

forces which contribute to an effect that I've 

called transformation- the recognition of a 

ground not of similarity but of difference which 

propels an object into an overturning of its 

identity and a becoming-other. Transformation 

of an object, its becoming-other, forces the 

reader into the awkward position of continually 

questioning the identity and stability of any 

object or any event in The Four Zoas. Such an 

unsettling feeling keeps the reader alert and 

aware of the reading process and his/her role 

in the creation of the text's meaning. 
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The becoming or transformational 

quality of Blake's text, and even of 

Blake himself, had begun long before 

the Zoas. Its trace can be found in 

Songs of Innocence and Experience 

and in America. But '93, '97 and 1800 

mark thresholds which, as Blake 

crosses over them, cause his texts to 

become increasingly intense. The 

Four Zoas resonates with an 

increasing instability and probability of 

collapse as Blake continues to add, 

combine and re-combine segments of 

the text. He garnishes an image here, 

a sketch there; moves a block of text, 

adds text from his Milton manuscript, 

and signals with editorial marks the 

moving of another block. Each year 

forms a plateau of creative intensity, 

and each page expressing that 

intensity leaves an afterimage, an 

effect that reveals the way Blake 

relates image to text and even his 

idea of a text itself. 

In April of 1785 Blake produces his 

last Stothard engraving . While he will 

continue to do commercial engravings 

to earn a living, such work is a mere 

camouflage, a disguise of fitting into 

the social-commercial apparatus while 

working against it. 15 In 1788 Blake 

produces his original stereotype 

printing, which becomes a means of 

expression counter to the sentiments 

of the age: 
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Blake used relief etching exclusively for original composition 

and never attempted to disguise it as 

another medium. Variations in inking and subsequent coloring 

- the products of both chance and intention 

-distinguish each impression from all others. In their means The task is difficult because be com-

of production andbasiccharacte:istics, original relief etching in -zoa is meant to def ca ture. A 
and reproductiVe mtaglto engravmg are g y p 
the "contrary states" of Blake's graphic art. (Essick 720) typeset and edited Blake undermines 

Blake's poetry, illustrations, illuminations and 

even his process of producing them work by 

way of surface detail rather than abstraction 

- by immanence on a surface rather than by 

transcendence and removal at a distance, by 

Vision rather than Allegory. This means taking 

seriously Blake's comment on his art in his 

"Vision of the Last Judgment," 

the Blakean project (Essick 120). 

Edited and published editions of The 

Four Zoas often censor the sensual 

enjoyment of reading caused by a 

shuttling back and forth between 

images and words, and the enjoy­

ment found in creating resonances 

and amplifications which result from 

engaged reading . The anomalies 

presented in the text often force 

"not a line is drawn without intention & that most discrim- editors into difficult positions. For 

inate & particular <as Poetry admits not a Letter that is lnsig- example Erdman adds the "Globe of 
nificant so Painting admits not a Grain of Sand or a Blade of 

Blood" section to page 55 ii following 
Grass <Insignificant> much less an Insignificant Blur or 

Mark> "(560). a line in The Four Zoas reading "Bring 

in here the Globe of Blood as in the B 

This essay tries to attend to the details of the 
of Urizen." Erdman explains "Editors 

"Letter" and the "Blur or Mark." By treating have shirked their duty heretofore, 

The Four Zoas as a manuscript of a work meant but Blake plainly wanted the Urizen 

for publication, the modern machines of com­

merce have been able to capture the zoas, 

stabilize the text and move from manuscript 

lines inserted here"(832) . 

The question here is not whether 

to printed text. This is not to belittle the feat of editors shirked their duty or whether 
Erdman has over-extended his. 

such editors as Erdman. Capturing and territor-

ializing the highly unstable Zoas is obviously a 

difficult task. 

Rather, ask why Erdman takes these 

lines of the text as a command to 

himself, Erdman as editor, but does 

not find other lines such as "Los stood &c" as compelling 

to follow. Erdman's addition to the Zoas can make the reader 

of the standardized and normalized The Complete Poetry & 

Prose of William Blake aware of the Zoas as a text which in 

the eighteenth century and even today defies conventional 

printing methods. To enter Blake's text is to take up the 

challenge of becoming-zoa , of passing thresholds of the 

senses and crossing over to the plateau marked by The 

Four Zoas. 
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Allow me to begin with an example from 

my own experiences within our comput­

erized new media world. Shortly after I 

started working with the computer I had 

a dream. One morning I woke up in a 

foreign, unfamiliar room. Lying on my 

back, I stared through a window in the 

ceiling. The clouds moved by, the sun 

moved by and suddenly I real ized that The ceiling easily turned into a wall, and 

I was moving my hand, and in the way I was lying on my side, looking through 

my hand moved, the world outside the the window, watching the changeable 

window changed. It was a disturbing world outside. Then I got up and concur-

image. Then I discovered that I was also rently lost my balance. The window and 

able to replace the window by moving a the room started moving with me. There 

finger (it was a subconscious movement). was no orientation; there were no fixed 

Figure 1. Max Ernst La Femme Chance/ante. 1923. 
Dusseldorf: Kunstsammlung Nordrhein-Westfalen, Germany. 

points. When I looked for the door, it 

turned out to be only a picture. I finally 

woke up and found myself in my own 

bed at home. I felt as if I had been a part 

of one of Magritte's or Max Ernst's sur­

real paintings (see figure 1 ). 

Our reality has changed, but has our lan-

guage changed with it? The ambiguity of 

reality can be seen best in the language, 

or where language becomes metaphori-

cal. There is a phrase I noted for the first 

time since working with the computer: 

some people say they have to work on 

the computer, they no longer say what 

they are working on; they simply refer to 

t'1e"" f119.£,~,~J.'l~Y""9.r~"'!:!£lrlg~llW,b¥t~-----



that they have to go back to their compu­

ters instead of going back to w ork (but 

one may also say, that the workers in the 

age of the industrial revolution had to go 

back to their machines as well ... ), thereby 

the computer has become a symbol for 

work. Whereas no one would call a plan­

tation worker of the nineteenth century an 

independent person, everyone believes 

that computers give us more indepen­

dence. The better paid "work" is now 

computer-related work: programming , 

desktop publishing and managing the use 

of computers . At the same time, no one 

can give guarantees for a definition of 

certain work in our age of digital repro­

duction. A printer, for example, in today's 

language means mainly a computer con­

trolled machine that prints files. Further­

more, we speak about a " printer" when 

we mean the symbol for printer software 

on a computer screen . Those icons, as 

well as pictures made of computer lan-

*"""'~._.., ... @ •• ,, •• "''*"""""'· guage, are broadcast codes; they are 
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shared by a mass audience and learned 

through experience. 

Such overlapping of aesthetic frames can 

already be found in the early twentieth 

century avant-garde movements . Using 

letters or words only as icons, as the 

dadaists or cubists did, changed the 

medial character of language. Language 

from that point on was part of a commu­

nication process without necessarily 

transmitting any meaning . This may be 

best shown in Raoul Hausmann's adver­

tisements of 1918, which consist only 

of meaningless letters (see figure 2). 

Figure 2. Raou l Hausmann. 
Advertisement printings 1918. 
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The meaning of a word was no longer 

necessary for understanding . Instead 

words became symbols for something 

else. For the cubists, the newspaper 

shreds they used, stood only for the 

world of cafes or the reality represented 

in the picture itself. 

The symbolic language within commer­

cials is another indicator for such a gap 

of reference. Language more and more 

has become an icon. We can see this 

phenomenon in the use of English words 

within Japanese advertisements. They 

are symbols for another culture. However, 

these Roman letters as symbols do not 

represent the American culture as it is, 

but the world of commerce . That switch I 

would call a gap of reference (see figure 3). 

When these techniques, originally used 

by the avant-garde, are now used in 

advertisements, how can we still define 

Figure 3. The Yomiuri Shimbun. 5/26/99, 31. 

works of avant-garde art? We are temp­

ted to say, a commercial is only pseudo 

art. One problem of this definition is that 

pop artists, such as Andy Warhol, followed 

the same structure of advertisement. 

Thus, advertisements can be taken for art. 

Everything can be taken for art. 

It is, of course, our misunderstanding of 

the old avant-garde. Their idea of presen­

ting art as life, of overcoming the borders 

of reality and art work, has turned into an 

understanding of life as art based on a 

synonymy of style and fashion. Avant-



not targeted to a limited audience any 

more. To use the terms of media theory: 

art was supposed to be a narrowcast code. 

To read a book once involved more delib­

erate learning. Now one can access liter­

ature over computer data bases. We can 

search for certain phrases, and we may 

pick up some scholarly background infor­

mation, as well as read images. The linear 

system of writing and print has switched 

to a multi-dimensional system of language. 

On the World Wide Web, readers and 

writers can hardly be distinguished. Mike 

Sandbothe has, among others, analyzed 
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Whereas the traditional author is responsible 
alone for sketching out the closed system of 
the book or essay he w rites, hypertextual 
w riting and thinking can take place in 
immediate interaction w ith other people's 
w riting and thinking. 1 

Thus, the Internet is often described as 

a worldwide museum or library, easily 

accessible for everyone. It is so easy that 

we sometimes forget that we depend on 

search engines. Often when looking for a 

book on a real bookshelf, the book next to 

it turns out to be the better one. What I 

discovered serendipitously, is nothing 

less than an accident. Everyone knows that 

a library is only as good as the librarian . A 

good librarian can not be replaced by a 

search engine on the computer, which is 

more of a gatekeeper than a librarian. It 

hides information by leading one to too 

many different and unordered sources. It 

is, as interactive as it looks, not an intel­

ligent system at all; it is more comparable 

the of the new media: ·'·'"·"'' '"""''""""'"'"'"'w·· to a nonsense play or an event of art.
2 

It 

In hypertextual conditions w riting and reading 
become pictorial operations. The writer 
develops a netlike framework, a rhizomatic 
image of her thoughts. This image is multiform 
and complex. It consists in a plurality of varying 
paths and references which the reader forms 
into new thought images resulting from the 
interplay between the text's open structure and 
the reader's interests and perspectives. 

Equally, in the hypertext medium the wri ter 
is no longer in a position of omniscience. 

reminds me of the sur-realist word games, 

reflected best in the surrealist papillon: 

"Surrealism that is the negation of liter­

ature." 3 On the other hand, a search 

engine is more creative than a librarian. 

In an odd way it is creative since it demon­

strates the process of searching instead 

of fulfilling its meaning . It is searching as 

a movement, and it makes one believe 
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that the loss of a librarian makes a better 

library. It is mathematics without a final 

sense and surrealist art without an artist 

(see figure 4). 

The Internet is the first museum or library 

that is not one. It makes one believe that 

the loss of a library or a museum can still 

be taken for a library or a museum.4 Hans 

Magnus Enzensberger once pointed out 

that the German newspaper Bild 5 was the 

first newspaper which sold the loss of 

news as news (see figure 5). 

Lets look back again to the cubist aes­

thetics. The newspaper within a collage 

was not a newspaper any more. A cubist 

portrait was not a portrait at all. For the 

Russian Futurists, especially Vladimir 

Chlebnikow, the words were not words 

It was also the first newspaper that pre- within a system of grammar. They worked 

sented a media switch in German News-

paper printing history: from word to picture. they claimed that grammar did not count, 

One can take those switches for better or that letters were only traffic signs for the 

for worse. The fact is that on the Internet words.BThe network of meaning was 

a newspaper is not a newspaper, and a deconstructed. The flow of information 

broadcast is not a broadcast. The same was purposely interrupted to shock the 

applies to the arts, including literature. audience. However, today's flow of infor-

,, 

Figure 4. From La Revolution Surrealiste. 1926. 

mation is an ongoing interruption. Walter 

Benjamin's definition that shocks can be 

cushioned by a heightened presence of 

mind seems to be ridiculous, when we 

look at the shock waves of our new media 

age . Whereas in Benjamin's time the 

shock could be seen as a single interrup-

ion, it is now a flow of interruptions. The 

shock has become part of our media 

culture. We even talk about a cultural 



"'""'"'"""'''""'""''"""'""""'" 

shock when we define the process of 

assimilating to a new culture . The para­

dox, that we do not mean what we say, 

continues in our everyday life . 

Let me explain this paradox with an 

excursus to the history of avant-garde. 

Since I focus on the relationship between 

literature and media, it seems that my 

argumentation has become a dialectical 

approach between two opponents: the 

old narrow and the new broad code of 

signs; the art of avant-garde and its over­

coming in the mass media . The differences, 

nevertheless, are evident. After the turn 

of the century, when many European 

artistic and linguistic circles rediscovered 

the materialistic and medial side of lan­

guage, the metaphor network became 

useful to analyze the structure of language 

itself.?The bourgeois idea of being rational 

- in the sense of linear thinking - was 

totally rejected . It was a protest against 

a cultural tradition that had used the body 
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as a medium for the mind. In opposition 

to this, the mind should have been used 

as a medium of the body. Parallel to it, 

glorification of the soul was frow ned on 

by the avant-garde . A new body cult, 

including the new dance movement, led 

to the idea of a more sensual life style. But 

such an understanding simply turned the 

old ideas upside down. Here we can find 

one reason for the paradox of the avant­

garde as a sub-bourgeois movement. The 

idealist notion of being a forerunner is the 

reverse side of a bourgeois society that 

believes in a development of its culture. 

Therefore the avant-garde has always 

been a part of bourgeois life style . In its 

rejection of tradition, it followed tradition. 8 

In other words: a bourgeois society needs 

a certain number of outsiders to define 

and constantly redefine itself. The perfect 

bourgeois society would perhaps be built 

by a mass of outsiders who are all using 

the same medium. 

The Internet, with its myth of a virtual 

community,9 is a bourgeois institution 

Figure 5. Bild. Onl ine Title. August 1998. 
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that includes anti-bourgeois ideals as well. 

Avant-garde freedom and bourgeois ubi­

quity are only provided within the frame­

work of a wired society.10 The Internet, 

exactly defined by its metaphors, is a 

more powerful medium than Benjamin 

could have imagined. That power has 

often been described by the term multi­

media. It includes not only one medium, 

but a combination of all media as well as 

the possibility to switch between them. 

In consequence the single media can not 

be distinguished any more. In the begin­

ning, the Internet had been seen as a 

new medium for an anti-bourgeois sub­

culture, as the old avant-garde had been 

presented itself. But the myth of new 

media is nothing less than the old myth 

of the avant-garde as an anti-bourgeois 

movement. The future of multi-media, 

which is represented by a single, all pur-

"The Web content business will really 

get exciting when you're able to carry an 

inexpensive electronic tablet with you 

that connects wirelessly to the Internet. 

You'll be able to look up everything ." 12 The 

myth, Bill Gates uses, is obviously a bour­

geois one. The old ideal of enlightenment 

continues in the idea of a medium that 

can provide every content we may ever 

need. Furthermore, Bill Gates is not the 

only one, who believes that the organiza­

tion of content in the form of digital repro­

duction is the best possible way for 

pose medium unfortunately provides not everyone to easily access information . 

more freedom, but less. 11 The individuum When both of the large computer com-

qq¥~<<not,g .ett~ m~<2.~ p,.o~51Jfu 11 .J2. \Jt. J~~S'."'- """"PAIJ)§§Jy1.._aJtjJ11osb ,?nd~J':ilil{Lfl?.9lt""sJ.aLt~s;i,&.,.<iill,'*"--
their 1997 promotion campaigns, they 

In The Japan Times of June 24, 1998, an showed us pictures from the world of 

article by Bill Gates appeared, in which education. They wanted us to believe that 

he discusses the future of the Internet. we or our children are able to easily gain 

He begins with the question "Content or knowledge only with a computer. I do 

discontent?'; then compares the develop- not know whether this is the truth about 

ment of the Internet with the television today's education or not, but the cam-

revolution, and ends with the statement: paigns reminded me of someone who 
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mass communication as a perfectly 

practical solution for his theory. On the 

Internet, a mass audience itself creates 

an art medium. It seems that Benjamin's 

interactive understanding of the arts has 

made his theory fruitful for today's media 

analysts . However, the question remains, 

who is the director of this reality play and 

tries to teach language with only a picture who is the consumer? 

book. The Microsoft campaign presented 

a lot of pictures, pictures of course, one 

might also have found in a dictionary, and 

I asked myself: why would it be easier to 

access those pictures over the computer 

instead of opening a book? 

It is an old myth that a new medium helps 

us educate people better. Walter Benjamin 

believed in this myth as well. When radio 

as well as film took the first steps as mass 

media, Benjamin wrote his well-known 

essay The Work of Art in the Age of 

Mechanical Reproduction. 13 He believed 

*''"' ...... "'""' .... .,., .. ~ ,.,@that,t he nevv, 01ass ~media would helpJaise 

the audience to a more active and more 

political level. Literally, he wrote that the 

distinction between author and public 

was about to lose its basic character. He 

wanted the readers to become authors. 

He did not know about the Internet, of 

course, but I am certain, that in this sense 

he would have welcomed this kind of 

The key to answering this question is the 

perception of reality. Natan Altman, a 

Russian futurist painter, already claimed 

in 1918, that a futurist painting exists as 

a collective life.14 Some media analysts 

argue that there is a similarity between 

watching television and perceiving every­

day reality, since reality is in itself a 

complex system of signs interpreted by 

members of a culture in exactly the same 

way. I would like to add that the distinc­

tion between author and reader, that 

Benjamin was referring to when he was 

describing the audience's reaction to new 

media, has meanwhile changed to a rela­

tionship between those who provide a 

new medium and those who use it. We 

have learned that the author is no longer 

only a person who writes a web page or 

creates a movie or a radio play. There is a 

new reader behind this old-fashioned type 

of author. This new reader is even more 
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powerful, since he is setting the frames 

for the medium; he is the one who uses 

the programs that others have written. 

The new authors and readers of the new 

media age are consumers or pseudo 

authors (to follow Adorno's definition of 

a pseudo artist) .15 

Let us look at this issue from another 

point of view: The artists, from Horaz to 

Mozart to Zappa always had to go where 

the money was. This is not a secret at all. 

Where is the money today? As a matter 

of fact, the computer industry seems to 

take control of the arts, the educational 

system and the sciences. It is going to 

change the status of independent authors 

and readers into the status of a mass of 

dependent consumers. When sources 

become transformed, it might be impor­

tant to ask who is doing it and why. We 

can neither "think different;' as the Apple 

slogan suggests, nor think faster than Bill 

Gates (as I recently read in an Internet 

article). We also will not "inform ourselves 

to death" (Neil Postman's prediction), 16 

but we can try to be as smart as they are. 

In 1914 the American Futurist Mina Loy 

wrote an aphorism, which illustrates the 

need to deconstruct the old myth of the 

new media : "IN pressing the material to 

derive its essence, matter becomes de-

form ed:i17 We are now at th'e"'b;'g inn~g 
point of moving outside this electronic 

black box, called the computer, to decon­

struct its aesthetics and to write a media 

theory that analyzes programming lan­

guage as well as its products. 18 

When we talk against the market stra­

tegies of the media world, are we, at the 

same time, talking against avant-garde 

aesthetics? Or when we are glorifying the 

new media world, are we -at the same 

time- repeating old Futurist arguments? 

What if our position is the same, and 

could be explained by the same determi­

nation of a bourgeois code? One can say 

that the dadaists, for example, preserved 

the old idea of an idealistic art instead of 

by th rowing meaningless phrases at them 

must have reminded the audience more 

of what had not been presented, than what 

was presented during a dadaist perfor­

mance. In the end, dada had become 
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myths. We still read the words and look 

at the pictures, singularly and consecu­

tively. The aesthetics of the multi-media 

culture were first presented in the art of 

the early twentieth century avant-garde 

movements . The computer is neither a 

higher nor a more communicative 

medium in media history. In HTML pro-

""""''~'"'"''"''"''"'"'"''"'""'*~~7,:~~~~;~~"'~;"'~~:~'h~f~~~~';::'~~~~~~~~"';:~~":'""""*'-'"'' gramming, there is no difference between 

which was discussed by the avant-gardists 

at the end of their international move­

ment.19 In 1920, it was not the nonsense 

art of the Berlin dadaist exhibition, which 

was accused by the German justice, but 

the brutal and realistic drawings of the 

military by George Grosz {see figure 6).20 

One other argument, which young people 

often have against the criticism of their 

pop culture today, is an old dadaist one: 

to make one's own experience! 21 The 

early avant-garde, as we know, has also 

been described as a mode, a trend, a life 

style .22The Internet, with its dadaistic 

web pages and its surrealistic search 

with its cubist network and its 

bourgeois society. A computer is not a 

new medium, and a hypertext is not a 

new language. The new media work with 

the same structure of metaphors and 

the old footnote and the hyperlink. There 

is also a coincidence between the sur­

realists' reality of a dream and what 

Walter Benjamin called the second reality 

{"doppelte Realitat"). The idea of a virtual 

reality was described best by the Italian 

Futurist avant-garde movement. 23 In their 

Technical Manifesto of 1910 the futurist 

painters pronounced: "We shall hencefor­

ward put the spectator in the center of 

the picture." 24 Reality and virtuality were 

combined in a holistic manner. The differ­

ence between the old avant-gardists and 

the new media seems to be marginal. 

There is only a difference in how to create 

a surreal reality. The painter and author 

Figure 6. First International DADA-Fair. Berlin 1920. 



162 Visible Language 33.2 

blanket for several hours, not sleeping 

but daydreaming, before he started 

working on his art. Magritte's paintings 

often show overlapping windows and 

canvas . Today, when we use a computer, 

a mouse, a screen and an operating 

system called Windows, we are constantly 

working with this surreal aesthetic (see 

figure 7). 

The avant-garde utopia of a "machine 

man" is now real ity. "The arts are like any 

sciences, a discipline of mathematics;' 

wrote the Russian futurist Rodtschenko 

in 1921.25 The Italian futurists also used 

the phrase an "electric heart." A cardiolo­

gist would agree with this terminology, 

Figure 7. Time Magazine. Title with scu lpture by Segal 
January 1983. The "Man of the Year" is the Computer 

but not from an aesthetic point of view. 

What the futurists and dadaists under­

stood as an aesthetic concept of life, has 

become real in a completely different way 

(see figure 8). 

The Italian futurists would have loved 

today's computerized world, but they 

would have had problems to define them­

selves as artists, too . Magritte or Max 

Ernst would have taken advantage of the 

new media and created many surrealist 

pictures, but they would have had prob­

lems in obtaining the same attention as 

they received in their life-time. 26 What I 

r ant to point out is that we are using the 

lavant-gardist's aesthetics on an internal­

ized basis. We are consumers and so are 

he artists of the new media age. There is 

no difference any more. Who is still able to 

distinguish between an artist and a pseudo 

artist? We are not necessarily aware of 

the techniques that we are using every 

day, techniques that have been developed 

the art of 



noise. word art. the exquisite cadaver. 

automatic writing, etcY We live within 

a surrealist picture. When we work with 

a modern text program on the computer. 

our text is a collage and so is the draft. 

And almost every advertisement shows 

us the perfect use of original avant-garde 

techn iques. When the cubists used parts 

of a newspaper as material for their 

collages, they wanted us to become 
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defamiliarized with our bourgeois concept 

of art and life. Today, within the world of 

advertisement, as well as on the Internet, 

we have become familiar with those tech­

niques of defamiliarization (see figure 9).28 

If we want to search for a definition of 

artwork in the age of digital reproduction . 

we need to ask if those techniques of 

defamiliarization still work . The surrealists 

already depended on an art market which 

had mixed up innovation and event. For 

Lyotard, the less meaning found in a work 

of art. the more it is considered to be 

avant-garde. Art as event can be seen as 

the negation of content. 29 Stephen Foster 

defines events of art in a more sociologi­

ca l way: 

Figure B. George Grosz. Diabo/o player. Aquarel l1 920. 
Privately owned. 
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That the historical concept of the event coincides 
with the intentions of the avant-garde is no 
accident. This concept of the event[ ... ] is fun­
damental to the avant-garde's concept of itself 
and to its concept of the facilitation of change. 
Here, events are postulates or propositions 
about relationships between the past, present 
and future . Yet, notwithstanding what they are 
about, they are conceptually never more nor 
less than acts in the present. [ ... ] Cultural pat­
terns and processes are nothing if they are not 
perceived as such. The event, as part of the 
chain of events, is recognized as a pattern and 
employed as a process. This is the case whether 
perceived internally (by the 'agent') or externally 
(by the observer) or in hindsight (by the historian).30 

The process of digital reproduction does 

not necessarily change the avant-gardist 

definition of artwork, but it changes the 

reception of art. On the Internet, the 

chain of events continues. Today we have 

in a very traditional way what the avant­

garde movements once proclaimed as a 

new art. Our way of perceiving reality 

changed in the first half of the twentieth 

Figure 9. Picasso. Bottle, G/as and Violine. Collage 1912/13. 
Stockholm: Nationalmusem. 

that change. The Internet or network as 

metaphor is the transformation of the 

old avant-garde idea of secessionism. 

·It is the idea of building a net between 

different arts and artists. Since they 

already understood art as multimedia art, 

do we live in a world of art yet? Has our 

media age fulfilled the imagined world 

of the constructivist and futurist avant­

gardists of the twenties? Or is the futurist 

aesthetic close to today's reality? The 

Italian futurists were mainly influenced by 

the technical inventions of the late nine-



was to renew 

sensibility. Marinetti thought the human 

psyche was influenced by the telegraph, 

the telephone, the gramophone, the train 

the bike, the car and other ways of com­

munication, transportation and informa­

tion- he was, interestingly enough, 

literally talking about communication in 

that way! 31 When we compare those 

statements with some common models 

of communication theory, we find a 

similarity in the use of technical meta­

phors (see figure 70). 
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Based on avant-garde aesthetics, we can 

understand signs more abstractly, and we 

do this on a highly advanced level. Although 

Mondrian's pictures perfectly presented 

this abstract aesthetic, in 1965 a hundred 

people at Bell Labs compared a com­

puter generated composition to one of 

Mondrian's compositions ("Composition 

in lines") . They had to decide which was 

the original. 32 Fifty-nine percent made the 

wrong decision. The randomness of the 

---------- .. 
------------------------.. -------· - -... _ ....... __ _ 

-

-----------------
Figure 10. Man Ray Poem of Sounds. 1924. 
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computer composition seemed to be 

more creative than the orderly structure 

of Mondrian's lines. I surmise that an 

audience of 1917. when the original was 

created, would have made the opposite 

decision, not because they would have 

known Mondrian's art better, but they had 

a different understanding of art. One goal 

of modern aesthetics was randomness. 

We are now so familiar with the avant­

gardist's old techniques of defamiliarization, 

that we can take a computer's work for 

art. Our understanding of creativity can 

be fulfilled by a computer program as 

well as by man. We are satisfied with a 

computer program, which has built in 

enough randomness so that we consider 

it to be creative. How a work of art is 

made has become more important than 

its content. We do not need an author or 

an artist, but we do need programmers 

and consumers. 

However, when the computer is a surre­

alist art network itself and the Internet 

is the institutionalization of avant-garde 

events, art or literature on the computer 

cannot be art or literature in the traditional 

definition. Art within the new media is a 

paradox: it is a mass product, a product 

of the mass and for the mass. It is art 

without a real audience and without an 

author in the original meaning of the word. 

It is neither folk art nor high art. It is 

exactly what Walter Benjamin called 

tendency art, though he understood this 

term politically. In the age of digital repro­

duction, the audience as a critical factor 

does not matter. Art on the computer is 

art within its own medium. Benjamin did 

not know that there would be a medium 

that could be neither controlled by a single 

author nor by a omnipotent collective. The 

traditional avant-gardist movements had a 

critical understanding within their aesthe­

tics of fragmentation. They were mostly 

anti-movements against the old bourgeois 

art and their institutions. And they often 

claimed a political intent. They wanted to 

change the aesthetics of mimesis to an 

energetic concept of art, which forces the 

observer or the audience to change their 

point of view. 
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that political-economical power and public 

interests do not merge is, nevertheless, 

small. 33 

Niklas Luhman, defining power as a 

medium of communication, said that the 

concentration of different media into one 

changes the different and symbolic char­

acter of each single media.34 Equivalent 

to this, the individuum is loosing its power. 
aesthetics rather The news 

'""''"""""'"""'""==·-~='•"'"*''"''"''"=----~, .. •----*'-'"'~'"*'""""''" If we need criteria for a definition of mass 
on television is a collage; the cutting is 

or multimedia culture, we can find it in 
often dictated by the number of shocks 

the aesthetics of dada. The Berlin "dada 
that can be provided (not to mention the 

manifest" of 1918 stated: 
Hollywood film industry). The quality of 

shock has switched back to a quantity of 

shocks . Benjamin was right when he 

wrote that the film, as a new media of 

entertainment, was a chance to change 

the passive role of the audience to an 

active one. His idea of a "mobilization of 

the masses" was the desire for a more 

political and critical thinking audience . Art 

can be seen as a political forerunner: today 

the media play this part by using the 

aesthetics of avant-garde. So what could 

possibly be the politics of an Internet society? 

Though there are now first attempts at 

defining the prospective politics of an 

Internet society in synergy with the devel­

opments of bourgeois society, the hope 

The word Dada symbolizes the most primitive 
relation to the real environment, with Dadaism 
a new reality takes place. Life appears as a 
simultaneous mixture of noises, colors and 
spiritual rhythms; it is transformed in Dadaist 
art w ith all sensational procla iming and longing 
of the risky psyche of every day life, and with 
all its brutal reality.35 

If we take this as an early definition of 

multimedia culture (MT\1, RealityTV, etc.), 

we will obviously discover that the 

medium became more important than 

the message. The dada movement was 

probably the first avant-garde group which 

had a mass audience. It was art only to 

be understood through experience and 

without any educational preparation. The 
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different narrowcast codes of the old 

media (music, language, painting, etc.) 

were forged together into a single broad­

cast code. However, dada had no choice 

in becoming just another movement in 

literary history. Later film or radio easily 

and in a more productive way integrated 

noises or words as acoustic material. The 

experimental character of dada's avant­

garde aesthetic soon became another 

common realistic element. 

If we want to know about the future 

of artwork in the age of digital reproduc­

tion, we may have to consider that our 

perception of reality is influenced by 

the historic avant-garde and their depen­

dence on a bourgeois society. Digitaliza­

tion, understood as a result of fragmen­

tation and defamiliarization, is perhaps 

the only way to perform avant-gardist 

artwork as a bourgeois event- it might 

turn out to be the perfect way to institu­

tionalize subcultures within a so-called 

global society. 
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Letter lapidary holds tight 

semi-precious, keyed-up 

-m-a-r-k-s-

stripe-ing blank 

followed by cut and polished sense. 

Worded-wealth affords scarce 

time, people, things, yet drips into 

the gaps and gilded margins. 

And in the engravers game 

tracks slip toward global screens 

staining and echoing through, 

to intermezzo. 

Screen Gem Caroline Presno 





Lyons has a claim to be the world 's number one kitchen for gastronomes: 

it also has much to offer the type taster. It has a sign ificant history in 

printing and dredged up from out of the confluence of its rivers recently 

was some type that might as well have been distributed there by an idle 

apprentice in the late fifteeenth century. It also has a claim to be a cradle 

of type design plagiarization . 1 

In 1998, over five hundred years later, the Association 

Typographique lnternationale set out its stall for its annual conference in 

architect Renzo Piano's austere but beautiful Palais des Congres in Lyons 

for three days in October. It attracted members and non-members, trade 

and pure typo afficionados from twenty-two countries; rather less than 

some other recent conferences and maybe this was because it only ran 

a three-ring circus, unlike "Type 90" in Oxford which was a five-ring plus 

multi-windowed monster. Three concurrent program choices were to this 

conferee still a problem, usually I wanted to be in two of the places at 

once although a decision could be made on the language on offer. 

This year for the most part we were spared the carpet bombing 

of traumatized letter forms masquerading as post-modernism; we were 

shown lessons in how lettering could inform messages, not imploded 

and hollow typographical trivia . Th is was refreshing and important for my 

feeling is that the tide is going out leaving multi-layers of pixilated flotsam 

rotting on the rocks. 

We had talks from Eric Kindel who is trying to find better 

indicators in typomorphology: Not a lot of help to those in the trade but 

useful perhaps when guiding typographic desktop users to the best font 

for the job. 

We had a rare opportunity to hear Christian Paput speak as the 

punchcutter from the lmprimerie Nationale where he shares responsibil­

ity for the maintenance and recreation of half a million steel punches 

from a historical, but living, archive that dates from the times of Franc;:ais 

I (1494-1547) . Alan Marshall, a Scotsman at Lyons, researching at the 

Musee de l'lmprimerie set us thinking on how the end of each century 

sets up a revolutionary ripple in print and the "structural factors underly­

ing the latest wave of typographical iconoclasms." 

Pierre Bernard, who seems to have left the radical exploration 

of his Grapus Group behind him, has now forged an alphabet out of the 

pressed metal license plates of French motor cars for new signing at 

the Centre Pompidou. Quirky, charming and recognizably French, they 

do not make up into good balanced words but they do say "here were 

are in Paris ." 

Banks 175 



176 Vis ible Language 33.2 

Alan Kitching showed how an artist's imagination can use 

letterpress poster wood letters in a bold way to reanimate the printed 

sheet. We were also witness to an intriguing, but ultimately frustrating, 

interview with Adrian Frutiger on the occasion of his seventieth birthday 

in which a synthesis was sought, but not found, between his l'etterforms 

and his preoccupation with other graphic and sculptural abstract shapes. 

An interview can be narrowly defined as "a question that demands an 

answer;' so Frutiger said he "prefers round things because his heacl is 

·round!" 

"Poetry and Typography" shone a light on Mallarme's use of 

lettering and its disposition on a page to create a "new written language." 

Whereas the Microsoft "Sulfaen" OpenType font as explained by 

Canadian John Hudson is there for us to use. We are told to build 

"multiscript" lettering. 

It was left to that doyen of French typography, F)~'ne 'Pono(to; 

bring us back to Lyons. He advanced the evidence and theor,y that the 

nationally honored local printer Louis Perrin, designed all his mid­

nineteenth century "Augusta I" typefaces in one hit; not as typefaces 

were generally planned until today, in an evolutionarv.succession . .!he 

circumstantial evidence was in Lyons for all of us toxadmire, in pne qf.the 

finest collections of Roman inscriptions under one museum roof in the 

world. There Marius Audin did his research into Roman inscriptional 

letters and Perrin cut the type for Audin's "Antiquities of Lyon" before 

1840. Ladislas Mandel has recently digitized these letterforms. 

We had talks on generating a mature and independent French 

graphic design style; and were shown moves towards that direction both 

from French television, and authors who write, illustrate and design their 

own books . Maturity was not on the menu in a tale told by a lady 

designer of multiple orgasms on a Chinese restaurant lavatory floor and 

a brain hemorrhage. This she visually balanced with a ~esusitated] 960 's 

image originally by Robert Brownjohn of the word OB.SESSION strung 

between two nipples. From then on it was further downhillt letters 

collapsed in a heap of pixels ("material and de material") whHewewere 

beaten on the ear drums by surprisingly cliched noises. We had 'pictures 

from birth and the mortuary: "my real life was messy" she said . Spare a 

prayer for the next generation! It is one thing to reflect in art the 

dysfunctions of our time, but please to give social design the dignity it 

deserves; we should put our personal disfigurements behind us. 

Gerard Unger turned in a closely researched but very humorous 

exposition of the hundred year retreat from the letterforms of the Didots; 



these developments left the American Type Foundry justly holding the 

stage with "Caledonia," "Century" and "Excelsior." 

Garth Walker from South Africa projected his rich colorful slides 

of stall and shop fascia lettering in Johannesburg, and the townships 

and the "shacklands." He took us closest to the reality of our business 

"if you don't communicate, you don't have customers, if you don't have 

customers, you don't eat." He reminded us that "blacks were only 

allowed to live in the South African cities from 1990, they set up home on 

the street." All the lettering on the street therefore was very new and he 

felt had sprung up from nowhere. Well I suspect that the one million 

ethnic Indians who live in South Africa may have an explanation. They are 

traditionally traders from Gujarat and the Punjab and in India one can see 

all these irridescent letterforms and more. 

We listened dutifullly to another "lifelong stranger to humility" 

and a legend in his own mind: Massin who complained at being rejected 

for entry in a "Who's Who?" in France. This is sad for our small world of 

typography, for his book Letter and Image, which he first published in 

1970 opened up our subject to a great feast of unusualletterforms, but 

then how much immortality does anyone need. His mother should be 

secure in French history though during the liberation, the Mayor dictated 

what he had heard on his radio to Madame Massin, who then typed it 

out and distributed it around their village. 

The type designs and much improved make up of the newspaper 

Le Monde then had a showing from Jean Franr;ois Porchez who won the 

ATypl 1998 Charles Peignot Award for" designers under 35." 

James Mosely explained Simon Pierre Fournier's quarrel with 

IAcademie Frangais; the setting up of his own foundry; his new types 

to grace "the art that preserves all arts;" a sloped roman which Mosely 

thinks was commissioned by Benjamin Franklin . However the 

Academicien Louis Luce cried "foul" and claimed both the italic and 

the ornaments were copied froim him, plus r;a change .... 

Matthew Carter gave us a crisp rundown on his early interests in 

type letterforms leading to his and Mike Parker's research in the Plantin 

Moretus Museum, Antwerp. Plantin's account books are there and these 

two scholars were able to attribute punches in this uniquely historical 

collection to the punch cutters named in the accounts. 

Robert Grandjean (who at one time lived in Lyons and married 

there; died 1590) was the first to christen his typefaces: Galliard is a jog; 

hence "Gal liard" Carter's design (Linotype 1978). Grandjean's ornaments, 

his arabesques, may have been based on Lyonese patterns for the silk 
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industry. That brings us to another of Lyons great preserves: its Museum 

ofTextiles . Carter described today's great problem in type designing as 

"drawing a bold letter without it looking as though it had to be dipped 

in chocolate." 

There was much more like this and perhaps more to slant a 

report in another way, but this correspondent could not be in three places 

at once. However, I do feel a simpler, elegant and humanistic style of 

typography is on the horizon, leaving time and sand to cover the 

deconstructued computer-generated ruins of the braindead. Our craft will 

follow the greater utilitarian arts which confirm that "modernism" is the 

unfinished business of this century. Others will lead, and type designers 

will remember we make "bricks" not "buildings." 

We had a talk about customized lettering as part of a visual 

identity kit. This raised a lot of monsters out of the graveyard- Franken­

stein, Wolfman, rats and hardcore inspired horrors. The long shadow cast 

by lTC "Souvenir" ("revived" as they say in the 70's) can still ch ill the 

blood; why buy bad letter shapes when any graphic designer can achieve 

their own genuine badly drawn headlines. 

A presentation by Phillipe Millot, a young French w inner of the 

Societ of Typographical Designers premier award, showed us covers for 

the journal La Semaine, publicity for the French Radio music season, the 

Association pour Ia promotion de Ia pensee Franr;aise and cultural events 

initiated by the Mayor of Paris. This reminded me of how the progressive 

arts go hand-in-hand with left-wing politics in France: Lyons has its 

influential Mayor and its magnificently restyled Opera House: there is 

nothing provincial in provincial centers in France . 

One of the most interesting themes, taken up by the Dutchmen 

Erik van Blokland, Max Bruinsma and Gerard Unger was Words on the 

Screen. It was variously commented that "screens are for watching not 

for reading ... works on the screen metamorphose into images; the screen 

is not a preview"; "after three years of screen information, German 

students return to books"; "type on the screen becomes decorative 

images, a degraded historical artifact"; "Communication should be 

entertaining but not necessarily hilarious." What we read on screen is 

where the serious type designers are applying serious skills these days. 

So considered as a forum for ideas the conference has some­

thing to offer, but the price at 700 US dollars plus fare, hotel, main meals 

and excursions, is a lot to pay for three days. The real reward comes 

socially, we meet new people, catch up on the doings of old friends and 

feel at ease in our own company. As one money racked student told me 



at the 1997 Reading, United Kingdom conference "where else could I go 

up and chat with Adrian Frutiger, Jost Hochuli, Matthew Carter and 

Gerard Unger?" It is most disappointing that delegates are not given a 

list of attendees and their addresses (their "coordinates" as I overheard): 

failing that clearer, bigger names on badges would be a useful nod in the 

direction of the laser printer. 

Typography in France seems to be eternally racked by schism. 

But Lyons as I have said, is about food. And at the invitation of local and 

seemingly renegade typographers (they did not go to the conference) I 

joined them at two of the best restaurants there. My share of the bills 

work out at a lot less than $50. This is something ATypl does not seem 

able to match these days, at last year's conference at Reading in Britain, 

the food had for me the ghastly aftertaste of a bleak wartime childhood, 

in Lyons, the Grande Gala dinner again could not rise above paper table­

cloths and napkins. It promised "La Table de Rabelais "; Rabelais must 

have had a terrible time of it, the canar roti (sic. as spelled in the menu, 

not canard roti, was it a joke?) this canard must have given its lasj qua9~ 

some long time before and so it went on; even the drink was disagree­

able. All this in an abandoned factory with serving wenches, sackbuts, 

bagpipes, a hurdy gurdy and long explanations from a chap in a dressing 

gown, woolly socks, buckled shoes, with a tea cozy on his head. This 

extra set us back three times as much as the best Lyons had to offer. 

But we have to set against this the generosity of the corpora­

tions that subsidize the events; individuals too, Eric Alb, a Swiss 

publisher and the printing museum put together a massive and luxurious 

buffet lunch in honor of Adrian Frutiger's 70th birthday. By dint of 

employing a large professional staff, this was by far the smoothest ATypl 

conference I have been to, but that comes at a price. 

What of the Association Typographique lnternationale itself? 

Inaugurated in Paris in 1957 it now claims a membership of 500 from 

thirty-two countries, but reliable figures have been hard to come by in the 

past. Typography now has a high public profile and the Association is 

open to all interested in type. ATypl claims in its program to be "the only 

worldwide organization dedicated to typefaces and typography"; but this 

is also the business of the International Society of Typographic Design­

ers, started in 1925. STD has a bigger membership and MSTD is a 

professional qualification worldwide. 

ATypl has a publication program in place: a journal Type edited by 

Sumner Stone and a news sheet; in 1998 members were given two 

booklets. This is not to overlook the work for the Association in the past 
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by Fernand Baudin, John Dreyfus and Nicolete Gray and others who 

variously produced "Typographic Opportunities in the Computer Age" 

Prague 1970; "Dossier A-Z" Copenhagen 1973; "A Chronology 1957-1977 

Frankfurt; and a substantial historical exhibition of calligraphy on tour 

from 1981. The Munich typophile E. Schumaker-Gebler worked with 

Banks&Miles in London to produce the now much sou.ght after commen­

taries on type "26 Letters" in two volumes 1989 and 1992. We shall see 

what the future can deliver. The Charles Peignot award was' recently 

bestowed on Robert Slimbach in 1994 and Carol Twombly in 1990. 

ATypl was set up to face down the pirates who could copy with 

impunity and ease the fonts of established manufacturers. This copying 

still happens and is likely to continue into the future . This initial motivation 

required the big foundaries to bring designers on board where they were 

tolerated but ultimately frustrated (the word was that all the real 

decisions in ATypl were made by a cabal of industrialists). It also helped 

with organizations such as UNESCO and the 1973 Vienna Congress on 

Industrial Property to have a cadet wing of graphic educationalists. 

An agreement was reached to protect the copyright interests in 

typefaces, but sadly the ultimate and necessary ratification by the ten 

national signatories seems further away than ever. "Univers" will 

continue to be sold as "Universal" and "Optima" as "Optimum" without 

benefit to Adrian Frutiger or Hermann Zapf respectively. ATypl's failure 

on this front should be balanced against a measure of membership 

satisfaction with the visible core activity: the annual conferences and 

congress . These have been held in some fine venues: Basle, Beaune, 

Barcelona, Budapest and so on through the alphabet to Vienna. In 1999 

we meet in the United States, in Boston; in 2000, Leipzig; 2001 Lucerne; 

2002 Glasgow.2 
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The British Library Guide to Printing, History and Technique 

Michael Twyman, 1998 

ISBN 07123 4588 4 

Paperback, illustrated, £9.95 

John Miles and I once published a history of the Russian Steam 

Locomotive, this was in 1960 and it proved to be a critical time as the last 

of these mechanical dinosaurs had just run into the buffers. Maybe this 

updated reprint will usher in a new era of laser-produced, on-demand 

print that will similarly close the coffin lid on print as factory built product. 

But I doubt it, printing is so pervasive in every artifact and aspect of our 

lives that old techniques will be constantly upgraded to put a wrapper 

around a biscuit or a poster on the subway. 

Although its Far Eastern antecedents are described and credited 

here, the starting place for printing is taken to mean from the production 

of movable type by means of an adjustable mold : i.e., Gutenberg. 

A number of limitations in the way we think of print are properly 

exposed from the outset. The early difficulties of economically printing 

text and pictures together "reinforce a bias- first seen in the Renais­

sance- towards unillustrated books." "The concentration on books (as 

evidence in printing history) reflects the fact that libraries are primarily 

repositories of books ... printed ephemera are unl ikely to have been 

preserved ." 

It is further suggested that the general and early abandonment of 

multi-colored printing from 1550 onwards stimulated the development of 

all the devices we now use to distinguish one piece of typographical text 

from another (footnotes, small capitals, the use of italic with roman, etc.). 

Color has been used previously as it had in handwritten manuscripts to 

signal hierarchies of importance, for example, initial letters at chapter 

openings or red for the f irst lines of text. 

After Gutenberg and his near contemporaries, the most significant 

development in letterpress printing was the refinement in type produc­

tion that allowed very small type to be made and a consequent reduction 

from folio books to t ruly pocket size books. This bit was new to this 

reviewer, I believed Gutenberg had got it right in the production of the 

42-line bible : my thought was that small books came about from a 

demand from different, secular titles and the social conditions in which 

they were read. 

Although Michael Twyman's book is directed at explaining the 

chronology of processes, the impetus for their development is well put. 

For instance, Durer brought cross hatching on woodcuts to an art, thus 



compensating for the loss of 'color.' shade and 

implied form contributed by more expensive 

printing techniques like copper engraving . Then 

the author gives us a brief description of copper 

engraving, etching, aquatint and mezzotint printing 

and relates their distinct qualities to their employ­

ment, e.g., and predictably1 copper engraving and 

lithography for music printing . 

Unlike many introductions to printing 

which are 'typocentric.' Twyman's account shifts 

to a more even balance between the demands of 

words to the possibilities of pictures on the page. 

After 300 years of mainly letterpress printing, the 

commercial exploitation of new mass literacy and 

the growth of advertisements, packaging, journals, 

posters, etc. had to be satisfied, first by wood 

engraving (as against woodcuts), and then litho­

graphy which dominates printing as we know it 

today. Another pressure for change came through­

out "the search for verisimilitude"- more detail 

and refinement in the reproduction of banknotes 

was possible through steel engraving than before. 

Many more needs were of course satisfied when 

photography and especially the photographic half­

tone screen was harnessed to wood engraving, 

relief copper plates and then offset lithography. 

Twyman posits that a general move into 

color printing was initially driven by the exacting 

needs of the natural historian, the archaeologist 

and the anatomist. The evidence is there to see 

in the libraries of our great nineteenth century 

scientific institutions, these high expectations 

crossed over to popular posters, theater bills, etc., 

but could still be satisfactorily met in the nine­

teenth century by the intervening improvements 

in mass letterpress printing. 

The author leads us then down the quest 

to produce all the hues in nature's pallet using only 

four printing inks, this to satisfy the demand cheaply 

for only what had previously been achieved by 
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great expense. This 'photomechanical' process 

concludes the nineteenth century. Social change 

again drove mechanical improvements in the rapid 

development of printing machinery throughout 

the nineteenth century: newspapers demanded 

speed, hence the development of the rotary 

process and curved printing cyl inders; the national 

postage rates generated great quantities of mail 

with stamps and intaglio printing meeting the 

need. The rapid composing and casting of type 

became perfected in the Talbert Lanston Mono­

types (1894) and the Mergenthaler Linotype (1886) . 

Innovation had crossed the Atlantic by the end of 

the nineteenth century. 

By the 1960's we saw letterpress printing 

fall before the speed and flexibility of offset litho­

graphy and the increasing bringing together in a 

seamless process the origination of text and picture. 

Both were initially photographically based, but by 

the 1980s the digital processes we now use were 

putting photographic film behind us. 

Twyman makes all these points clear and 

has produced an excellent brief account of how 

printing has shaped our lives and how our lives 

have shaped printing techniques. There are over 

sixty illustrations to enjoy and this book is another 

marker in the excellent and inexpensive British 

Library's Guide book series. Other books in the 

series include: Writing and Scripts, Bookbinding 

and Manuscript Illumination. 

1 Michael Twyman has 

taught at the University of 

Reading since 1959 and is 

author of numerous books and 

arti cles on printing; including 

Early Lithographed Music 

(London Farrand Press, 1996) 

Reviewed by Colin Banks, a long 

time typophile and bibliophile . He is 

a member of journal's advisory board 

and the European book review editor 

for the journal. 



Pentagram Book Five. Fifty case histories in architecture, 

graphics, and industrial design from the international consultancy 

Pentagram 

New York: The Monacelli Press, 1999. 

ISBN 1-58093-003-4 

494 pages, hardbound, illustrated in full color, $90.00 

It is tempting to weigh the difference between this book and another ofThe 

Monacelli Press productions, S,M,L,XL (the Rem Koolhaas and Bruce Mau 

examination of idea and process in architecture). While each has a unique 

format Book Five appears in its roughly 8 x 11 x 2" dimensions to look more 

like a lectern bible, while S,M,L,XL appears in its roughly 7 x 9 1/2 x 3" 

dimensions to be a pregnant and sturdily bound textbook. 

The introductory essay to Pentagram Book Five takes a look at 

where Pentagram started and where it is now. Interestingly, it has solved 

one of the thorny problems of design consultancy continuity- that of 

succession. Pentagram has welcomed a new generation of designers and 

partners, it has struck 'a generational bargain.' While the consultancy early 

on stated its interest in multidisciplinary collaboration, this has been realized 

only in recent years with more integrated solutions to complex problems. 

Committed from the beginning to 'idea-based ' design, the new partners 

continue this tradition while making good on former statements of principle. 

The book presents what it calls 'case histories.' The term is not used 

in the qualitative social science sense, but in a more casual marketing sense 

capitalizing on the importance of 'cases' in business . Design does need real 

case histories, but this is not it. Presenting fifty 'stories' in what is a very big 

book limits the depth and analysis of any story, nevertheless some are 

interesting and show the idea-based nature of Pentagram 's design approach . 

The projects are of varying scale and show the diversity of work done under 

their umbrella. Four case studies will show a sample of what the reader/ 

viewer might expect. 

The Eastern Express is a new English language newspaper launched 

in Hong Kong by the publisher of the largest Chinese language circulation 

newspaper in order to maintain an independent stance in relation to the 

Chinese government. Pentagram shows their senstivity to users as they 

discuss the use of larger typography and self-contained articles in deference 

to the English-as-a-second-language readers . Similarly the focus is on 

images with bold use of photography, the paper is image-driven rather than 

text-driven . In contrast to user issues, design elements resulting from 

business concerns are also flagged . For example, the grid is driven by the 

need for versatility in advertising- the selling of space, and the number of 
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discrete sections in the paper are a result of their 

competition's organization and the need to differentiate 

the new paper. Description of the paper's visual assem­

bly process is interesting. The paper was short-lived 

from 1994 through 1998. It would be interesting to 

know the reason(s) behind its demise- whether 

political, financial or something else. 

Built on a concept of multiculturalism, The 

Public Theater 's success moved it into more gentrified 

and homogeneous territory than its origins anticipated . 

The Public Theater is similar to a holding company for 

often famous 'brands' like the venerable NewYork 

Shakespeare Festival. The problem was that the pro­

ducer, George C. Wolfe, needed to clarify corporate 

and brand activities. "His directive was th is: create an 

image of the future in the context of present needs; 

shape that image to be streetwise and inclusive; and 

give it an enduring, unifying language ... style with 

grit and a voice with an edge." 

The design and communication focus devel­

oped in response to this mandate was on typography 

with bold 'shouting type' and abbreviated messages 

- in the street at a pedestrian level on both stable 

and moving surfaces . New York City is a pedestrian 

town despite its size and complexity. Posters went 

everywhere creating a European feel and context. The 

bold statements celebrate both The Public Theater and 

more generally the nature of language itself- and 

visible language in particular. 

In yet another case study for which the 

reader/viewer desires more information, the redesign 

of the Hammond World Atlases are examined. Map­

making has been an arduous and important craft 

evaluated by the accuracy of its data presentation. In 

the late 1980's, the availability of satellite imagery and 

computer-aided design both increased precision and 

made more economical the process of regular updating 

of atlases due to geological event or political change in 

territory. The Hammond corporation seized this oppor­

tunity to build a computer-based mapping system. 

Pentagram's role in this project was three-fold : create 



an identifiable brand image for Hammond's products, 

clarify navigation within the atlas and unify visual 

representation throughout the atlas . 

The visual presentation and brief descriptions 

of projects are like eating excellent appetizers -one's 

appetite is whet for more. But here one wants more 

substance (interpreted here as more process). This is 

available only for industrial design. Communication 

design, even that based on careful analysis of a problem, 

suddenly appears fully formed from the designer's 

genius. One example that explores user dimensions 

of product development is the work Pentagram did for 

a British oil company. The user problem is that twenty­

five percent of all British cars on the road are running 

with the wrong motor oil. The corporate problem was 

to increase marketshare (and profitability in general) at 

the premium end of product sales. Sketches for wildly 

different bottle concepts are presented along with a 

chart listing functional requirements and communica­

tion needs. The chart provided the opportunity for 

evaluation of conceptual sketches based on a point­

scoring system. Foam models were constructed, user 

trials were evaluated, a successful product package/ 

communication was launched. 

The problem with these 'case studies' is that 

the design process is usually ignored. The reader jumps 

from the problem to a conceptual solution, but even 

more often to the realized solution without any inves­

tigation of the divergence that design usually goes 

through prior to convergence on a solution . The book 

is beautifully produced and clearly shows the diversity 

of work Pentagram does. But these are not 'case 

studies' as design needs them. 

Sharon Helmer Poggenpohl edits this 

journal and teaches in the graduate 

program at the Institute of Design, 

Illinois Institute ofTechnology. 
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