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The more easily a decorated objy
ject can be ‘placed,” the more
quickly it goes out of fashion. The
pattern, often original and good
when first conceived, is all the
more liable to be copied and
spread if it finds favour. Once it
has been repeated it is no longer
a novelty. it goes out of fashionf§
ddates.’ To prevent it dating so
quickly, the decoration is omittedH
an easy solution for all concernedp
since to invent beautiful ornajg
ment and apply it in the right
place calls for more qualities of
every kind than to invent nothingQs
1 in these days when many enrol
themselves in the decorative artsh
it is a simpler matter to succeed
by employing super-simple rather|
than complex formulas, and this

too contributes f

is a fashion itself, and like
all fashions the fashion
for will passg
What will the ‘something’ be
which/succeeds it? Let us hope
that/there will not be an excess
of ‘'something’ by way of reactionf

Meurice Dufrene, 1981, A of Mecern ies in D G

Art, The Studie Yearbeok of Decerariive Art

gn_iiolo 2ol presented to the printing world a new method of
lion_of type which ko the beginning was despised. "could not last
p_If has by carefull rmning and numerous transplantings, passed
@d forth with firm roots in productive soil§

- - - — —

|
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om The New Typography & Modern Layouts, Frederic Ehrlich, 1958, Frederick A. Stokes Company, New York:
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*1 (. \ as a self designed

.~' 4 L new world. Where we
‘.y‘l»}. do not give into conformity.
, ,.' We have to ask about meaning and purpose,

\ function and use in an
\ all embracing
sense, not

design

related to

i one that is
§individual
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JFfficia
as alway
ure dev the world, not money.

Despite ty, and its
space for-re s of human
existence de production but
of industrial p a new, largely
drtificial world. besigi el LmIeEe T a e N M AR eleTous and Digital, Ernst & Sehmn.

le
levels of meaEing.
This multivalence, or
organizational depth,

is a direct result of the
multiple ways a work has been
encoded: through all the senses,
with all the faculties, with all the
discourses the artist can master.

prexity G
olrple ert,

Simpplieity cne Complexity, Cherles Jenks, 1998, The Architect: off the Jumping Universe,
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The typeface is the ultimate icon

of our information and consumer
culture. An endlessly replicating
image system in which product and
advertisement are indistinguishable.




