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Subterranean Modernism: A Critical Retrospective

by Randy Nakamura +Ian Lynam

In Regular: Graphic Design Today, the latest showcase of
current trends in graphic design published by Die Gestalten
Verlag, there is a curious introductory essay by the owner of
DGV, Robert Klanten. In this essay Klanten posits that the
greatest influence on contemporary graphic design is the
early 20th century art movement Dada. In a very narrow
sense this is visually true. Much of the work selected for
Regular exhibits elements of collage and illustration, a hur-
ly-burly aesthetic that looks like the output of designers
with many influences, but little ability to critically sort
through them. It is reminiscent of a Dadaist anti-aesthetic.
But it is rather arbitrary to call the entire body of this work
“Dadaist” and this observation is undermined by the lack
of any compelling analysis of why this work might be con-
sidered Dada-influenced. Perhaps what we are witnessing
is a tide shift in effort and craft—designers are relying up-
on the guise of chance processes that were so prevalent in
Dada. It can be argued that much of the work within Regu-
lar is not reliant upon true chance processes to arrive at for-
mal outcomes, instead they lean on the look of these pro-
cesses as a style.

Klanten could well have called the work “surrealist”, “fu-
turist”, or “cubist” to much the same effect. He reasons that
Dada’s “rejectionist” stance against virtually everything in

society is mirrored by a similar tendency in a critical design

practice today. It is true that Dadaism arose as a response to

multiple catastrophic historical events: the devastation of
World War I and the influenza pandemic of 1918. Dadaism

at its core is “anti” a counter (master) narrative to what they

saw as the stupidity, violence and decadence of the bour-
geoisie. But there is nothing to unify designers in such a

“rejectionist” stance today. It is fairly evident that before

the great recession of 2008 most designers of this genera-
tion were the beneficiaries of one of the longest and most

prosperous economic expansions in history. War, particu-
larly in the US has been professionalized and outsourced to

the point where it has been banished from the public realm.
Even if one could find a superficial stylistic similarity to

Dada, content and form can be disconnected !.

Dada is far too ideologically and historically driven for
contemporary designers to appropriate it in anything be-
yond style. The idea of “oppositionality” is mostly anathe-
ma to graphic designers today. Designers may speak of
“criticality” or “inquiry” but the notion of rejection is ab-
sent. Designers prefer the idiom of choice and preference. If
one had to choose a ground zero for a prototypical critical
design practice for the past decade it would have to be the
Arnhem-based Werkplaats Typografie (WT). Part school,
workshop and meeting place, the Werkplaats sees itself as

fostering a kind of critical design practice “by the position
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1 As Jeff Keedy noted in his essay “Dumb
Ideas” in Emigre 66 “You can separate a form
and content from each other, but you can’t have
content without form or form without content.
Even though designers talk about “empty for-
malism,” forms are never completely devoid of
content, because forms come from somewhere,

and they bring with them vestigial content.”




TV =—-70v*x7)

Anthony Froshaug

from Robin Kinross, Anthony Froshaug:
Typography & Texts (Hyphen Press, 2000), p.164
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Norman Potter
from Robin Kinross, Unjustified texts
(Hyphen Press, 2002), p.69
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which the designer adopts in relation to the world at large —
the social, political or technological developments taking
place in contemporary society.”

The origins of this kind of design practice might be found
in a variety of modernism that is a bit more underground
and quieter, a “subterranean modernism”. It emerged from
the post-World War II era, but its proponents were not the
European emigres in New York City or canonical modern-
ists of the International Style in Europe. They were the more
peripheral and less well known British designers Norman
Potter (1923—-1995) and Anthony Froshaug (1920—-1984).
Both are less ideological than their predecessors, in many
ways they can be understood as an inflection point between
modernism and postmodernism. They had a preference for
process, the subjective, and the local. There was an asser-
tion of the poetic, not through the unconsciousness or delib-
erately nihilist assaults on aesthetics and society, but by an
attention to reason, craft, and materiality. The spheres of de-
sign were not advertising agencies or large corporate stu-
dios, but print shops, schools, museums and cultural clients.
A distinct bias can be seen towards the typographic, the
book, and the reader. They were more communitarian in
spirit than reformist, sustaining certain traditions, but far
from hidebound. It was the reign of the idiosyncratic, not
the revolutionary. If this was modernism, it was a modern-
ism devoid of master narratives, though inflected with a way
of working that are humanist and craft-centered.

Anthony Froshaug appears to have been at the nexus of
many influences despite his relatively obscure and marginal
status until fairly recently. Published in 2000 by Robin Kin-
ross Anthony Froshaug: Typography & Texts / Documents of
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a life compiles key texts, documents and designs from
Froshaug’s entire body of work. What emerges is a designer
decisively influenced by modernist typography (Froshaug
corresponded with Jan Tschichold and Max Bill, both of
whom knew his typographic work) yet who is clearly devot-
ed to printing as a craft and discipline. He was a printer by
trade and an autodidact by nature, but almost by happen-
stance he ended up in a career teaching typography despite
his own spotty and desultory “official” education. Key here
is Froshaug’s continual straddling of printing/production and
design, often to his professional detriment (particularly in
educational institutions where there was historically a strong
division between the two departments). His most succinct
statement on this matter was the essay “Typography is a
Grid” where he makes the very incisive observation that a
grid is not imposed on typography, it is implicit. The grid
emerges from the material nature of set type derived from
the mechanics of actual production. Type embodies the
grid. Design is simultaneously a response to content and the
material limitations of typographic reproduction. There is
less a clear hierarchy between production, design and con-
tent than a network of relationships and interdependencies.
Norman Potter was the owner of a cabinet-making work-
shop active in the 1950s, and later an instructor of interior
design at the Royal College of Art in London, and a key fig-
ure in establishing the Construction School of the West of
England College of Art. A lifelong anarchist and conscien-
tious objector, Potter was wholly engaged with modernism
as a tool of engagement in improving human conditions
through social activism while creating essential, utilitarian

furniture. Potter authored two books, What is a Designer?:
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Things, Places, Messages and Models & Constructs: Mar-
gin Notes to a Design Culture. The former is a philosophi-
cal inquiry into the aims, goals, and methodologies of de-
signers, both established and student alike. The latter is a
hybrid autobiography and monograph on his work, reflect-
ing on what brought Potter to his role as a champion of the
project of modernity. A friend and contemporary of
Froshaug at the Royal College of Art, Potter continually
questioned a continual assessment of design education, be-
ing of the opinion that art schools offer “a useful education
frequently offered to the wrong people at the wrong age for
the wrong reasons”. Potter’s work as a cabinetmaker was both
analogous and complementary to Froshaug’s in its modulari-
ty and assessment of both physical and philosophical space.
Another major influence on this particular genus of mod-
ernism is the late British typographer and historian John
David Ruari McLean. At the end of World War II McLean
collaborated with Froshaug on an early if abortive attempt
to translate the work of Tschichold. McLean eventually
translated Tschichold’s Asymmetric Typography and pub-
lished it in 1967. Through additional translations and a bi-
ography of Tschichold, McLean had a great hand in impart-
ing continental ideas about New Typography to the British.
In the late 1940s McLean worked briefly as a designer at
Puffin, the children’s books imprint of Penguin Books. He
left to pursue freelance work and eventually established his
own magazine and publishing house. McLean’s activities of
this period were pivotal in bringing a more modernist in-
flected design sensibility to a broader audience in the An-
glophone world. While McLean is not crucial to the history
of “subterranean modernism”, he is a key figure of the peri-
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Norman Potter, What is a designer:

things, places, messages (Hyphen Press, 2002)
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od that must be assessed as a counterpoint to the more mar-

ginal practices of Froshaug and Potter.

L T

In many ways Robin Kinross is central to this history as
he is the singular contemporary advocate and interpreter of
Froshaug and Potter. He reprinted Potter’s What is a Design-
er? as one of Hyphen Press first books and as noted above,
edited and published the definitive document of Anthony
Froshaug’s work and life. Kinross’ essay “More Light! For a
Typography that Knows What it is Doing.” (originally written
in 1993 and reprinted in the Werkplaats book In Alphabetical
Order) is his response to deconstructionist typography of the

P77y MET]
In Alphabetical Order
(Nai Uitgevers Pub, 2003)

early 1990s. His essay is fascinating because it is less a re-
pudiation of postmodernism than a re-ordering of postmod-
ernist priorities and principles. The influence of Froshaug

and Potter is clear, yet a close reading of the essay reveals an

affinity with values easily considered postmodernist:

Designer as curator, editor and author
Possibly the most understated, but far reaching claim in this
essay is the idea that a designer’s work extends beyond the
realm of form-making into content. Kinross declares that
“design cannot be better than the material it has to work
with” implying a responsibility in regards to “what” is be-
ing designed as well as “how” it is being designed.

Non-hierarchical relationships

Recurring throughout the essay Kinross insists on deem-
phasizing the role of the designer calling for an “end to the
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2 Inan extended interview on the Hyphen
Press website (http://www.hyphenpress.co.uk/

journal/2000/08/21/kinross_interview) Kin-

ross notes the influence of Kenneth Frampton

on Modern Typography : “The book was Ken-
neth Frampton’s Modern architecture: A Criti-
cal History, which has exactly the same span.

Frampton has always been important for me.

He’s an architect originally, also British by birth

and training, though he now lives in New York.

After some years of professional practice, he

became an architectural critic and historian. He

is someone who has tried to maintain the theory-

practice link. Some years ago he took a year off’
from his position as a teacher of architectural
history (at Columbia University, New York), to
go back to work in an architectural office. I don’t
know how this worked out, but it was a sign of
his desires. I wrote with his suggestions in my
mind, and his book was a good model. And at
the back of Frampton’s book is the theory of
Jiirgen Habermas about ‘the continuing project

of modernity’ (he published it first in a lecture

of 1980), which I quoted at the start of my book,

as a kind of hypothesis, which I would test.”

3 See Frampton’s Studies in Tectonic Culture:
The Poetics of Construction in Nineteenth and
Twentieth Century Architecture (Cambridge:
The MIT Press, 1995) and “A Conversation
with Kenneth Frampton” (October, Vol. 106
Autumn 2003, pp. 35-58, MIT Press.) where in

a conversation with Hal Foster and Stan Allen,

Frampton notes that: “My primary concern is

with a poetics of construction rather than engi-

neering as such, although the one can flow into
the other. After all, structural engineers also have
to be concerned with the process of making, of

detailing, and this is the point at which a poetics

of construction is combined with statics to de-

termine the way a joint is bolted or welded. For-

mal considerations that are potentially poetic

come into play. All of this is an attempt to resist
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terrible arrogance and egotism of the designer”. The em-
phasis is on collaboration and to “think with extreme atten-

tion and passion.”

Context and materiality
Running in parallel with the idea of design as a collaborative
process is the notion that the context and material nature of
designed objects is essential. “This is a call for critical reason
in design, but for a reason that is fully embodied in artefacts
and which resists reduction to image.”

Integration of form and content
If Kinross decried 90’s deconstructionist typography as im-
posing “the designer’s reading of the text onto the rest of us”
he is forthright in advocating the fusion of form and con-
tent. The book is his central artifact with the “kinetics of the
pages” representing the merger of form and content as well

as being the model of materiality for a designed object.

Entirely absent are any mandates about typographic
form. Kinross is not prescriptive or ideological in a way
someone like Tschichold might have been. He is against
“visually overladen effects” and “visual elements, taken
apart and digitally interfered with” but this stems from his
wanting designers to consider something beyond a very
particular graphic aspect of typography. It is very interest-
ing that in an essay about typography, he never explicitly
mentions the discipline even once. Typography is merely a
McGuffin used to engage larger issues.

The slyness of Kinross’ argument is his disavowal of any
kind of design ideology in order to substitute his own more
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“neutral” system of values. His creation of a “non-ideologi-
cal” modernism is suspiciously like postmodernism in prac-
tice and deployment, even if in form it still uses many mod-
ernist stylistic tropes as a kind of default. Kinross is no

postmodernist, yet his “softened” modernism is no all-en-
compassing program or plan either. It resembles a system of

tactics, deployed in specific concerns and circumstances.

It is perhaps useful here to note Kinross’ sympathies with
the architectural historian and theorist Kenneth Frampton 2.
Frampton is best known for his definitive account of archi-
tectural modernism Modern Architecture: A Critical Histo-
ry. His notion of a “poetics of construction” where structur-
al engineering craft and architectural design are unified 3
seems to echo Kinross and Froshaug’s fusion of the craft
and materiality of graphic design. This turn towards a “po-
etics of construction” forms the core of what is most unique
about Kinross, Froshaug and Potter. It is not a renunciation
of form, but a re-evaluation of how form is driven in design
practice and how that practice is contextualized in the
broader culture. Far from being a merely historical problem,
this is a challenge designers continue to grapple with as
they deal with graphic design’s “democratization” and sty-

listic free-for-all endemic since the early 1990s.

For the first Werkplaats publication, In Alphabetical Order
Stuart Bailey introduced and edited foundational texts that
in his words “trace some lines of thought about design and
education over the past thirty years”. Included are short but
definitive essays by Kinross, Froshaug and Potter. Kinross
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had no hand in the initial formation of the WT in 2000, but
his current position as a visiting lecturer only adds to the
case for a definitive connection. His affinity for the work of
the school’s co-founder Karel Martens 4 establishes Martens
as a designer sympathetic to Kinross’ design philosophy and
Martens was to exert a profound formal influence on the WT.

The Werkplaats started in the spirit of being a functioning
workshop, as well as a graduate program, reliant upon a mix
of pedagogic projects with an emphasis placed upon com-
mercial work being executed within an academic setting. To
quote the original sixteen page WT prospectus, “Only with
real clients and printers, real deadlines and financial limits,
are real designs made”.

After two years running in this mode, there was a reevalua-
tion of the pedagogical process of the school, as well as a shift
in faculty which resulted in a much more free curriculum —
the faculty cultivated the concept of an “open institute”
where students could be much more open-ended with their
projects. Nowhere is this more evident and rather didactically
illuminated than in a thin strip of paper titled “Errata” that is
included with copies of Wonder Years, the printed collection
cataloging ten years of the school’s students’ and lecturers’
output. Within, the editors introduce a missing paragraph for
the editorial essay, “Snapshot of Time”, which reads:

It began as a school-based-on-real-work, essentially a

protected studio (i.e. not primarily driven by money)

but has gradually revolved 180° to become dominated

by projects which run a small gamut from the very lo-
cal to the very personal, barely touching the so-called

outside world.

The quote continues, emphasizing the “hermeticism” of
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the work by the students of the WT, suggesting that there is
not enough “real” work untainted by “marketing and PR”
for students to take on, and offers that the contemplative, re-
lational project outcomes reproduced within the book are
designed not for wider audiences, but for “its own deter-
minedly provincial closed loop of a community”. The work
produced at the WT is apparently not for the world at large,
instead design for designers, produced for appreciation on-
ly within the educational context.

The same can potentially be said for the surface value of
much of the work from the WT as well, the WT’s decentral-
ized educational approach has resulted in a situation where
the work generated by the students of the school seems to
have shifted into postmodern stylistic territory: minimally
communicative, crudely wrought (anti-decorative), with an
eye toward rough abstraction and emphasizing the rough
edges of the tools in use and methods of outputting work.

Similarities abound between the earlier generation of
Froshaug and Potter and the WT in their approaches to meth-
odology, form, and theoretical engagement with graphic de-
sign as a practice. In particular, the importance placed upon
the workshop model is notable. One incisive parallel can be
drawn between Froshaug’s 1949 foray into operating an au-
tonomous printing workshop “geographically as well as
philosophically in the margins of British typography” 5 and
Werkplaats’ strong emphasis upon students striving to prac-
tice independently as a guiding and defining force of its cur-
riculum. While collaborative projects are encouraged at
Werkplaats, they appear to be primarily small-scale in na-
ture, duos or trios of students collaborating intensively in
the workshop model.
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Karel Martens: printed matter/drukwerk
(Hyphen Press, 2002)
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those forces that impinge upon the realization
of the environment in negative ways because of
the division of labor-as with, for example, the
new discipline of the project manager whose
function is to prevent the architect from talking
to the client.” (p. 50)

4 Hyphen Press reprinted Martens’ mono-
graph Karel Martens: printed matter/drukwerk
in 2002, his book Counterprint in 2004, and ex-
amples of Martens” work were used to illustrate

Kinross’ “More Light” essay.

5 Robin Kinross, Modern typography: an essay
in critical history (London: Hyphen Press, 1992)




5 Robin Kinross, Modern typography: an essay
in critical history (London: Hyphen Press, 1992)

6 Robin Kinross, Anthony Froshaug: Typo-
graphy & Texts (London: Hyphen Press, 2000),
p.109-110
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6 Robin Kinross, Anthony Froshaug: Typo-
graphy & Texts (London: Hyphen Press, 2000),
p.109-110
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Froshaug’s 1947 essay “On Typography” provides histor-
ical evidence for the workshop as the desired and “ultimate”
form of design practice: “For the new problems of configu-
ration & conventions which are good solutions, the highest
degree of mechanical freedom is required... Workshop organ-
ization is therefore required: the freedom of hand-setting,
simplicity of equipment, responsibility and self-discipline
in the artisan”. ¢

Further emphasis is placed upon design processes that
are unconventional, though oddly the bulk of the work from
the students ends up formally very similar. Wonder Years is
categorized formally with the work grouped according to
adjectives, general descriptions, and processes such as
“skewed”, “systematic”, “unjustified”, “overprinting”.
Many of the Werkplaats designers clearly appropriate bits
and pieces of a 60s and 70s based late and vernacular mod-
ernism. Most notable are the nods to small press works of
the UK, in particular the output of the students and faculty
of The Architectural Association. There is an increased sty-
listic turn to the rough edges of a late 80s-inflected “desktop
publishing” aesthetic as a formal device going against the
grain of creating seamless and slick design that is the de-

fault of much of contemporary design software.

It is evident that the design work coming out of the Werk-
plaats has had a distinct influence in the past decade. For-
mer students have traveled and new designers have been
through the program. Even if it is difficult to specify the
how and why of “influence” (particularly if one considers a
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larger more international design community), the Werkp-
laats does seem to be the exemplary model of a particular

way of thinking about and doing design. Perhaps the best

work of Kinross and the Werkplaats has been in establishing

a type of modernist legacy that circumvents the usual sus-
pects of the last half century and reinstates a kind of human-
istic reproach to design as alienated labor in mere service to

industry and commerce.

The difficulties of a Werkplaats model lay less in the
practice of design than in its form and format. At its incep-
tion co-founder Karl Martens provided a strong formal in-
fluence on the Werkplaats design output. The more rigor-
ous academic structure in the first couple years of the
Werkplaats most likely contributed to this influence, but as
time went on the work turned to a more anti-formalist aes-
thetic. Instead of reconsidering form it has been deliberate-
ly abandoned, but to what effect? The Werkplaats seems to
have consciously directed almost all of their output to the
medium of print design. Even if this is in line with the
avowed primacy of the book and written word, it seems odd
to ignore the web and other forms of technology. /n Alpha-
betical Order concludes with an essay by Paul Elliman that
speculates on the possibility of the internet facilitating an
“open” school, not tied to a particular institution or physi-
cal space. In its current form the Werkplaats seems to have
denied this possibility.

It is interesting to note that Froshaug in his later years
was fascinated with the emergent desktop computers of the
early 80s such as the Sinclair Research ZX80. Kinross in
his biography of Froshaug notes that: “Anthony Froshaug’s
desire was to know the machine, to understand it, to make it
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his own. He was not happy with the “black” box of complex
machinery, which did the job at a level beyond simple com-
prehension... Froshaug was interested in the machines quite
as much as what one could do with them.” 7 Froshaug saw
the ability of automation to precisely control form as useful
although he certainly was aware of its hazards, preferring
technology that was more amenable to being an extension
of the hand or as he put it “for creative activity, the mind &
hand & tool & machine-tool are better adapted than auto-
matics & telematics.” 8 It seems that the Werkplaats still has
yet to come to terms with emerging technologies, in partic-
ular how a focus on content-driven design might change as
content can easily be repurposed from more traditional for-
mats to more “plastic”digital formats (and visa versa). Mere
disavowal of technology, in an era where huge tracts of the
print industry have disappeared or are in transition to a
more digitalized form, seems to be a type of denial rather
than resistance.

The Werkplaats came into being at an odd junction in
history. In a certain sense it could be seen as a reaction to
the postmodern excesses of the previous decade both in the
realm of form and practice. At the end of the millennium
there could be no doubt that postmodernism had been so
thoroughly assimilated (and co-opted) by mainstream cul-
ture, it’s modes and techniques ¥ could no longer be seen as
subversive or unique. However much of the Werkplaats
could be seen as an extension of the postmodern project.
Despite a design lineage that extends through Froshaug,
Martens and Kinross as a type of humanistic modernism,
much of work produced by the Werkplaats looks like an
appropriated or pastiched modernism. This seems particu-
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larly relevant when one considers the relative youth of most
of the Werkplaats participants. A loose, grid-based modern-
ism derived from eclectic sources of the 1960s and 70s is
merely one style amongst many in the toolbox for a design-
er today. When dovetailed with the Werkplaats’ founders
suspicion of “totalizing” master narratives there is the pit-
fall of vacant pastiche: modernist form evacuated of the me-
ta-narratives that might have animated it and given it mean-
ing (even if those original modernist meta-narratives were
extremely problematic).

It is in the realm of practice that the Werkplaats is most
effective. The notion of practice for the Werkplaats func-
tions in two ways: as a kind of open workshop model, a
space where design happens (and is perhaps engaged by an
audience). But also as a way of collaborating, flattening and
blurring the hierarchy between designer and author/client.
There is a danger in associating the Werkplaats with a kind
of superficial modernist “style” instead of a more consid-
ered vision of design as a contingent response to the world
based on a durable collection of practices and ideas. If we
define critical design as a kind of self-reflexivity, a subjunc-
tive “what if” mode, a speculative take on where and how
design might be done, or a collaborative intervention; the
source of criticality for the Werkplaats is in how design is
practiced, not the veneer of a particular style.

This is something hard to co-opt. Style is fungible, context
is not. If the Werkplaats embodies a version of modernist
practices and ideas we are calling “subterranean” it is in the
sense of being underground, marginal or ignored, but it is al-
so “tectonic” in the sense that Kenneth Frampton has articu-
lated it: a fusion of design and production and content, each
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7 Ibid.,p.42

8 1Ibid.,p.109

9 Rick Poynor in his critical survey No More
Rules: Graphic Design and Postmodernism
(New Haven:Yale University Press, 2003) breaks
down design postmodernism into five major
chapters or “modes”: deconstruction, appropri-

ation, techno, authorship, and opposition.
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10 Apparently this was a kind of in-joke be-
tween Norman Potter and Anthony Froshaug,

see Robin Kinross, Anthony Froshaug: Typog-

raphy & Texts, p.40—41.
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informing the other so that there is a clear foundation, an in-
tegration, so that design is emergent from life, not plastered
on as if it was a cheap facade blown about by mere fashion.
Symbolically it is meaningful that the Werkplaats project
was initiated at the start of a new millennium. It stands at
the end of certain legacies and “lines of thought”, but it is

WIiFa 7R L=y a vINEHAE TSR EERT 5% 614,
WTOREHE DR IE, FFED A Y A VI X % LI 7%
Eficlze, THA VBERINLIZOPN HILH D,

L2L, IREHICOTDERBOHER, A5 AL
IFVEHRETH 523, MRIZZ 9> 9 I ITIF Rk,
WTHZ ST 508 [MITICh 2] LIBRT2ES =
A LNEE EBHOWEN—Ca v TH B ETHIE, Z
W7 vy =779y Rz, JJgENE, &20I38HS
N EWIHIERIZBWTTH S, LERFC, 73R -7
VTN UDPHE LR THDS (77 =y 7 (M
&) ] SV ERICBWTTYH 2, ThbbFY
A v Eiilffeavy Ty yZznZNMHLIHEL H o 7%
A IRTH B, ZHUT X o THED RILEE, o) Eh
FHAL VI AWTIC k> TRIAZBLNLZL D EL
TTlR%L, EFICEoSwb DL LT D7,
WTD 70z M3l THERLICRE -7 2 LI
RN CTREER ., ZIUIRPEOMEY, [Eiofin ]
DR R Z 7 & FIENL SN, FRFICWA WAk
HEHRTOLERRESNTOURLEAKRDIAE N TLH 5,
WTZ21—FETRELLODEHERRT I ERIFE
LCwsahrb Lz, LarLl, L DOP9H DN T,
WTiEz— 7 INEEZ/ NI —A LB bo~e
JlEEE, IICERL BB L TELDE, 70y vy
IRy ¥ =PIAE S 2, DEy g
(properjob) J10 2478 9 L BT 27 —2 2 av 7D
LALIZB VT,

also a new beginning with a future yet to be determined. It

might be contradictory to see the Werkplaats as striving for

a utopia, yet in many ways they have subtly redefined a uto-
pian ideal downward to something small and local, at the

level of a workshop where one may strive to make what

Froshaug and Potter fondly called that “proper job”.10






