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ESSAY 34/02

What links Thomas More to Filippo Tom-
maso Marinetti? And how is the creativity 
of alphabets related to the cover art of vinyl 
records? And yet there is a common thread 
called lettering, which is variously articulat-
ed in the expressiveness of the typographic 
characters of the artists. There is a bi-pla-
narity present in the letters of the alphabet: 
that of expression and that of content –sig-
RMƤIV� ERH� WMKRMƤIH� QIERMRK�� FYX� XLIVI� MW�
also an arbitrariness that does not connect, 
in any way, one to the other, the will of an 
alphabet to exist as an autonomous form 
of art. Lettering is perhaps the most appro-
priate area of graphics for experimenting, 
thinking, inventing, narrating and playing 

with elementary forms. Letters represent an 
extreme synthesis of the meanings of na-
ture and of geometry and suggest unusual 
alphabets, prompting us to invent new sto-
ries. From the artistic avant-gardes of the 
20th century, the playful revolution of let-
XIVMRK�EPWS�MRZIWXIH�XLI�ƤIPH�SJ�QYWMG�[MXL�
GSZIV� EVX��1ER]� VIGSVHW� EVI� SJXIR� ƤVWX� VI-
membered, even more than for their music, 
for their cover art. The graphic design of the 
covers, moreover, often offers an intuition, 
EX�ƤVWX�KPERGI��SJ� XLI�QYWMGEP�KIRVI�SJ� XLI�
album and the personality of the artist. To-
day, the graphic design and the imaginative 
lettering of record covers have now become 
recognized as true forms of art.

UNUSUAL ALPHABETS
LETTERING
GRAPHIC EXPERIMENTS
COVER ART
ARTWORKS
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INTRODUCTION

In all periods of history, the characters of writing and let-
tering have represented and still represent an essential as-
pect of culture. However, only in a few rare cases is the name 
of the authors known for the product realized and their art 
ŻǻƷĩű� ƢĩůþŎűƪ� Ŏű� Ʒŉĩ� ƪŉþĢŻǜƪ�àŉŎŦĩ� Ʒŉĩ� űþůĩƪ� ŻŁ� Ʒŉĩ� Ŏű-
novators in the classic artistic disciplines of all eras, such as 
painting, music and literature, are part of the general heri-
tage of knowledge, the names of the creatives of lettering are 
ŻǻƷĩű� ŁŻƢłŻƷƷĩű��űŦǢ� Ŏű� ƪŻůĩ� ƢþƢĩ� ěþƪĩƪ�þƢĩ� Ʒŉĩ�þƿƷŉŻƢƪ�ŻŁ�
ǜŻƢţƪ�ŻŁ�ŦĩƷƷĩƢŎűł�ţűŻǜűۗ�þŦƷŉŻƿłŉ�Ʒŉĩ�ŎűǳŦƿĩűěĩ�ŻŁ�ǜƢŎƷŎűł�
þűĢ�ƷǢƟŻłƢþƟŉǢ� Ŏƪ�ěŻűƪƷþűƷŦǢ�ƟƢĩƪĩűƷ� Ŏű�þŦŦ�ǽĩŦĢƪ�ŻŁ�ŉƿůþű�
þěƷŎǛŎƷǢ�àŎƷŉŻƿƷ�ǜƢŎƷŎűł�þűĢ�ƷǢƟŻłƢþƟŉǢۗ �ĩǡěŉþűłĩƪ�ŻŁ�ŎűŁŻƢ-
mation, which today seem natural to us in terms of quantity 
and speed, would not be conceivable.

The association between sign and content of writing 
belongs to the cultural traditions that over time have es-
tablished its codes and conventions (Frutiger, 1996); we are 
aware that there is a tension that arises from the relationship 
ĚĩƷǜĩĩű�ůĩƪƪþłĩ�þűĢ�Ŏůþłĩۗ�þůƟŦŎǽĩĢ�ĚǢ�ŦĩƷƷĩƢŎűł�FŻƢ�ƷŉŎƪ�
ƢĩþƪŻűۗ�Ʒŉĩ�ƪŎłűŎǽĩƢ�ĢŻĩƪ�űŻƷ�ŻűŦǢ�þǱŁĩěƷ�Ʒŉĩ܆�ƢĩþĢþĚŎŦŎƷǢۗ܇ �ĚƿƷ�
þŦƪŻ�Ʒŉĩ�ůĩþűŎűł�ƷŉþƷ�Ʒŉĩ�ƢĩþĢĩƢ�þƷƷƢŎĚƿƷĩƪ�ƷŻ�Ʒŉĩ�ĩűƷŎƢĩ�ƷĩǡƷ�
Just as colors activate certain areas of our perception associ-
þƷĩĢ�ǜŎƷŉ�ĢŎǱŁĩƢĩűƷ�ĩůŻƷŎŻűƪ�ĢĩƟĩűĢŎűł�Żű�Ʒŉĩ�ƷǢƟĩ�ŻŁ�ěŉƢŻ-
matic frequency we are dealing with, so, too, do characters 
and fonts stimulate a similar response by our brain. 

¼ŉĩ�ǜþǢ�Ŏű�ǜŉŎěŉ�ƪŻůĩƷŉŎűł�Ŏƪ�ǜƢŎƷƷĩű�ܻƪƟĩěŎǽěþŦŦǢۗ �Ʒŉĩ�
ƷǢƟĩ� ŻŁ� ŦĩƷƷĩƢŎűł� ƿƪĩĢܻ� ěþű� ĩǛŻţĩ� Ŏű� Ʒŉĩ� ƢĩþĢĩƢ� þ� ƟƢĩěŎƪĩ�
framework of perceptions and orient the message towards a 
ƪƟĩěŎǽě�ĩůŻƷŎŻűþŦ�ƢĩƪƟŻűƪĩ

àŉĩű�ǜĩ�ŦŻŻţ�þƷ�þ�ƟþƢƷŎěƿŦþƢ�ƷǢƟŻłƢþƟŉŎěþŦ�ěŉþƢþěƷĩƢۗ �ǜĩ�
do not stop with the simple act of reading, instead, we inter-
ƟƢĩƷ� ŎƷ� ®Żůĩ� ƪƷƿĢŎĩƪ� ŉþǛĩ� ĢĩǽűĩĢ� ƷŉŎƪ� þƟƟƢŻþěŉ� þƪ� ěƢŻƪƪ۹܆
ůŻĢþŦۗ܇ �ƷŉþƷ�Ŏƪ�Ʒŉĩ�ƢĩěĩƟƷŎǛĩ�ěþƟþěŎƷǢ�ŻŁ�ŻƿƢ�ĚƢþŎű�ƷŻ�þěƷŎǛþƷĩ�
and re-elaborate multiple sensory information with visual 
reading (Merleau-Ponty, 1965). 
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Similarly, to all aesthetic and social factors, the ability to 
ƷƢþűƪŦþƷĩ�Żűĩ܇ƪ�Żǜű�ƷŉŻƿłŉƷ�ŎűƷŻ�Ŧþűłƿþłĩۗ�þűĢ�Ŧþűłƿþłĩ�ŎűƷŻ�
ƷĩǡƷۗ�þűĢ�ƷĩǡƷ�ŎűƷŻ�ĩůŻƷŎŻűƪۗ�ŉþƪ�þŦǜþǢƪ�Ěĩĩű�þ�ŁþěƷŻƢ�ŻŁ�ƟŻǜ-
er, and this means that lettering co-determines the message.

®ƷþĚŎŦŎƷǢ�þűĢ�ŻĚŠĩěƷŎǛŎƷǢۗ �ƷŉþƷ�Ŏƪۗ�ƷƢþĢŎƷŎŻűۗ�ěŻűǽĢĩűěĩۗ�ĩŦ-
egance, as well as creativity, rebellion and hope are feelings 
that are solicited by the communicative process and, also 
thanks to a hyper-development of visuality, today we can 
approach our typographical heritage in a dynamic and con-
scious manner.

UTOPIA AND CHANGE: THE HISTORICAL CONTEXT AND 
THE REVOLUTION OF CHARACTERS

GŻŎűł� Ěþěţ� Ŏű� ƷŎůĩۗ� ¼ŉŻůþƪ�rŻƢĩۗ� Ŏű� Ʒŉĩ� ǽƢƪƷ� Ɵþłĩƪ� ŻŁ�
Utopia, published in Latin in 1516, presents an alphabet com-
posed of 22 letters called Utopian alphabet, perfect in its 
geometric forms and intentions for achieving absolute hap-
piness; it was created with the elementary forms of the circle, 
the square and the triangle. Thomas More, creator of the uto-
ƟŎþű�űŻƷŎŻű�ŻŁ� ܇ŦŎǛŎűł�þěěŻƢĢŎűł�ƷŻ�űþƷƿƢĩۗ܆ �ŁĩŦƷ�Ʒŉĩ�ƟƢŻŁŻƿűĢ�
need to propose his concepts through a writing composed 
ŻŁ�ĩǡƟƢĩƪƪŎǛĩ�ŦĩƷƷĩƢƪۗ�ěþƟþĚŦĩ�ŻŁ�þĢĩơƿþƷĩŦǢ�ƢĩƟƢĩƪĩűƷŎűł�Ʒŉĩ�
principles of his theory.

The idea of dealing with alphabets and lettering capable 
of highlighting the bi-planarity of the signs of the alphabet 
starts with a 16th� ěĩűƷƿƢǢ�ƿƷŻƟŎþűŎƪƷۖ� ƷŉþƷ� ŻŁ� Ʒŉĩ� ĩǡƟƢĩƪƪŎŻű�
þűĢ� ƷŉþƷ� ŻŁ� Ʒŉĩ� ěŻűƷĩűƷ� ܻƪŎłűŎǽĩƢ� þűĢ� ƪŎłűŎǽĩĢ�ůĩþűŎűłܻ�
which also declares an arbitrariness that can underline the 
ĩǱŁĩěƷƪ�ŻŁ�Żűĩ�Żű�Ʒŉĩ�ŻƷŉĩƢ�

¼ŉĩ�ƪƷƢĩűłƷŉ�ŻŁ�ǜƢŎƷŎűłۗ�Ŏű�þĢĢŎƷŎŻű�ƷŻ�Ʒŉĩ�ƷĩǡƷƿþŦ�ůĩþű-
Ŏűłۗ� ŦŎĩƪ� Ŏű� ŎƷƪ� ܇Ģĩ۹ƪŎłűۗ܆ � þ� ƢĩƟƢĩƪĩűƷþƷŎŻű� ěþƟþĚŦĩ� ŻŁ� ƷƢþěŎűł�
links between the visual and the verbal.

Sűۗٲٯٷٯ��þŦůŻƪƷ�ǽǛĩ�ŉƿűĢƢĩĢ�ǢĩþƢƪ�þǻƷĩƢ�Utopia, Zang Tumb 
Tumb, the literary work of the Italian Futurist Filippo Tom-
maso Marinetti, was published in Milan. In this poemetto 
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inspired by the siege of Adrianople during the Bulgarian-
Turkish war, in a mad utopian idea of the conquest of the 
ǜŻƢŦĢ�þűĢ�Ʒŉĩ�ƢĩŠĩěƷŎŻű�ŻŁ�ěŻűǛĩűƷŎŻűƪۗ�ŻŁ� Ʒŉĩ�ĩǡþŦƷþƷŎŻű�ŻŁ�
the struggle and technological progress, the author uses par-
ticular printing methods, inserting typographic characters 
ŻŁ�ǛþƢŎŻƿƪ�ƪŎǬĩƪۗ�Ʒŉƿƪ�ěƢĩþƷŎűł�þ�ǛŎƪƿþŦ�ĩǱŁĩěƷ�þĚŦĩ�ƷŻ�ěþƢƢǢ�Ʒŉĩ�
reader back to the center of the battle fought in 1912. The 
ƷĩǡƷۗ�ǜŎƷŉ�þ�ƪƷƢŻűł�ǛŎƪƿþŦ�ěŉþƢþěƷĩƢۗ �ůþţŎűł�łƢĩþƷ�ƿƪĩ�ŻŁ�ĚŻŦĢ�
ƷǢƟĩ�þűĢ�ŎƷþŦŎěƪۗ�Ŏƪ�ěŻůƟŻƪĩĢ�ŻŁ܆�ǜŻƢĢƪ�Ŏű�ŁƢĩĩĢŻůۗ܇ �þ�FƿƷƿƢŎƪƷ�
writing technique disengaged from the literary canons of the 
time, which provides for the use, furthermore, of onomato-
ƟŻĩŎě�ƷĩƢůƪ�ƪƿŎƷþĚŦĩ�ƷŻ�ƢĩƟƢĩƪĩűƷ�Ŏű�ǜƢŎƷƷĩű�ŁŻƢů�ĩǡƟŦŻƪŎŻűƪ�
and other sounds of warfare. 

Utopia perseveres and inspires. From Thomas More to 
Filippo Tommaso Marinetti, revolutionary thought requires 
þ�ǛŎłŻƢŻƿƪ�ĩǡƟƢĩƪƪŎǛĩ�űĩĩĢ�ƷŉƢŻƿłŉ�ěŻŉĩƢĩűƷۗ�ƪŎłűŎǽěþűƷ�þűĢ�
strongly communicative graphics. Thus, in the early years of 
the 20th century, the great revolutionary typographic change 
was realized, not only with Futurism, but also with the other 
avant-garde currents, from Dadaism to De Stijl, to Supre-
matism, Constructivism, the Bauhaus school and more.

¼ŻĢþǢ� ƷŉĩƢĩ� þƢĩ� ůŻƢĩ� Ʒŉþű� ǽǛĩ� ƷŉŻƿƪþűĢ� ƷǢƟŻłƢþƟŉŎě�
characters and they are used to compose words that in turn 
ěŻƢƢĩƪƟŻűĢ� ƷŻ�þ� ěŻűƷĩűƷ�¼ŉĩ� ěŉþƢþěƷĩƢ� Ŏƪ� Ʒŉĩ� ƪŎłűŎǽĩƢۗ � ƷŉþƷ�
is the graphic representation of the word which, through its 
ůŻĢĩƪ�þűĢ�ƷǢƟĩƪۗ�ěþű�ĩǡƟþűĢ�Ʒŉĩ�ƪĩűƪĩ�þűĢ�Ʒŉĩ�ůĩþűŎűłƪ�ŻŁ�
Ʒŉĩ�ƷĩǡƷ�ŎƷƪĩŦŁ1. 

�ǛĩƢ�ƷŎůĩۗ�ǜƢŎƷŎűł�þűĢ�ŦĩƷƷĩƢŎűł�ŉþǛĩ�ƿűĢĩƢłŻűĩ�űƿůĩƢ-
ous additions and innovations, the principle characters have 
Ěĩĩű� ƢĩǽűĩĢ� ǜŎƷŉ� ŻƢ� ǜŎƷŉŻƿƷ� ƪĩƢŎŁƪۗ� ƪĩěŻűĢþƢǢ� ěŉþƢþěƷĩƢƪ�
ŉþǛĩ�Ěĩĩű�łĩűĩƢþƷĩĢ�ƷŉþƷ�Ģĩǽűĩ�þűĢ�ƟĩƢƪŻűþŦŎǬĩ�Ʒŉĩ�ƪŎłűƪ�ŻŁ�
the alphabet even more, so much so that, in the typographic 
forms of each era, the technical and aesthetic advances that 
distinguish them are denoted.

The intelligent use of typographic design and typefaces is 
a source of imagination and identity. The lettering indicates 
Ʒŉĩ� ŁƿűĢþůĩűƷþŦ� ěŉþƢþěƷĩƢŎƪƷŎěƪ� ŻŁ� Ʒŉĩ� ƷĩǡƷۖ� ǜŉĩƷŉĩƢ� ěŻű-
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temporary or historical, serious or funny, scholarly or enter-
ƷþŎűŎűł��ǻƷĩű�Ʒŉĩ�ěŻűěŻƢĢþűěĩ�ĚĩƷǜĩĩű�ƷǢƟĩŁþěĩƪ�þűĢ�ƷĩǡƷ�
is such that the sense of writing prevails over that of reading2.

 
THE ‘TYPOGRAPHIC REVOLUTION’ OF THE 20TH CENTURY

The 20th century was a period of great upheaval, that of 
ěŉþűłĩƪ�Ŏű�þŦŦ�ǽĩŦĢƪۗ�ĚŻƷŉ�þƢƷŎƪƷŎě�þűĢ�ěƿŦƷƿƢþŦ�¼ŉĩ�ŦĩłþěǢ�ŻŁ�
past centuries was deliberately put aside to make room for 
the new. In the liberal arts, this change manifested itself in 
Ʒŉĩ�ƷƢþűƪŎƷŎŻű�ŁƢŻů�ǽłƿƢþƷŎǛĩ�ƟþŎűƷŎűł�ƷŻ�þĚƪƷƢþěƷ�ƟþŎűƷŎűłۢ�
various pictorial themes, never practiced until then, met with 
strong disapproval in the traditional world that later gave rise 
to alternative avant-gardes. Parallel to this, the idea of the 
harmony, of the balance of forms and proportions was chang-
Ŏűł�¼ǢƟŻłƢþƟŉǢۗ �ǜŉŎěŉ�þǻƷĩƢ�GƿƷĩűĚĩƢł�ŉþĢ�ŻűŦǢ�ƿűĢĩƢłŻűĩ�
relative evolutions and had remained within the framework 
ŻŁ�ǽǡĩĢ�ƢƿŦĩƪۗ�ǜþƪ� ŎűŁĩěƷĩĢ�þűĢ�ěŻűƷþůŎűþƷĩĢ�ĚǢ� ƷŉŎƪ�þŎƢ�ŻŁ�
renewal. If until then it had been an orderly medium used for 
Ʒŉĩ�ƟƿƢƟŻƪĩ�ŻŁ�ƢĩþĢŎűł�þűĢ�ǜƢŎƷŎűłۗ�ŎƷ�þŦƪŻ�ƪĩƷ�ŎƷƪĩŦŁ܆�Ŏű�ůŻǛĩ-
ůĩűƷ܇� FŻűƷ� ĢĩƪŎłűĩƢƪ� ĚƢŻţĩ� þǜþǢ� ŁƢŻů�þ� ƟƿƢĩŦǢ� ƟƢþłůþƷŎě�
work to create alphabets whose purpose was not only that of 
ĚĩŎűł�ƢĩþĢۗ�ĚƿƷ�ŻŁ�ĩǡŎƪƷŎűł�Ŏű�ƷŉĩŎƢ�Żǜű�ƢŎłŉƷ

The many interactions between artisan and technique, 
ƷŉĩŻƢǢ� þűĢ� ƟƢþěƷŎěĩۗ� ĚĩƷǜĩĩű� ŁƿűěƷŎŻűþŦ� þűĢ� ĩǡƟĩƢŎůĩűƷþŦ�
designs, have made the study of typefaces one of the most 
important components of our culture. It contributes to learn-
ing and understanding writing and typography in a more 
conscious manner.

The roots of lettering and modern typography are closely 
intertwined with 20th century painting, poetry and architec-
ture. Photography, technical changes in development and 
printing, new reproduction techniques, social changes and 
new lifestyles helped to break down the boundaries between 
graphic art, poetry and typography; all these contributed 
to place typography on a more visual level, less linguistic or 
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merely linear, and much more communicative. The new vo-
cabulary of typography and of graphic design, from the be-
ginning of the 20th century, in less than twenty years, under-
went a radical transformation3.

At the end of the 1920s, the foundations for a new and 
ĢŎǱŁĩƢĩűƷ�ěƢĩþƷŎǛĩ�Ɵŉþƪĩ�ŉþǛŎűł�Ěĩĩű�ŦþŎĢۗ�þ�ƪĩþƢěŉۗ�ůŻƢĩ�ŁŻƢ�
consolidation rather than real innovation, continued. How-
ever, modern typography was not the fruit of a rapid inven-
tion by an individual or an avant-garde group, but, rather, 
arose as a response to the new demands and new opportu-
nities that the preceding century brought. The violence with 
which modern typography burst onto the scene starting in 
the 20th� ěĩűƷƿƢǢ� ƢĩǳŦĩěƷƪ� Ʒŉĩ�þłłƢĩƪƪŎǛĩűĩƪƪ�ǜŎƷŉ�ǜŉŎěŉ� Ʒŉĩ�
űĩǜ�ěŻűěĩƟƷƪ�ŻŁ� þƢƷ� þűĢ�ĢĩƪŎłűۗ� Ŏű� ĩþěŉ�ǽĩŦĢۗ�ƿűĢĩƢůŎűĩĢ�
conventions and principles, and attacked attitudes by then 
outdated in a highly industrialized society.

The typographic revolution was not initially measured 
þłþŎűƪƷ�Ʒŉĩ�ƷƢþĢŎƷŎŻűƪ�ŻŁ�ŎűĢƿƪƷƢǢ�þűĢ�ĚƿƪŎűĩƪƪۗ�ĚƿƷ�ŎƷ�Ŏƪ�ǽƷƷŎűł�
to remember that the graphics and printing industry had, for 
some time, been implementing technological research that 
was more advanced inn respect to traditional printing. The 
real revolution was supported by painters, writers, poets, ar-
ěŉŎƷĩěƷƪ�þűĢ�ěƿŦƷƿƢþŦ�ǽłƿƢĩƪ�ǜŉŻ�þƟƟƢŻþěŉĩĢ�ƟƢŎűƷŎűł�ŁƢŻů�
ǽĩŦĢƪ�ŻƿƷƪŎĢĩ�Ʒŉĩ�ŎűĢƿƪƷƢŎþŦ�ǜŻƢŦĢ�¼ŉĩƪĩ�þƢƷŎƪƷƪ�ǜĩƢĩ�ŁƿŦŦ�ŻŁ�
ideas and oriented toward a new concept of art and society; 
they were all determined to make their voices heard in a con-
crete way and dedicated themselves to printing with great 
passion, because they acknowledged its fundamental value 
Ŏű�Ʒŉĩ�ěŻűƷĩůƟŻƢþƢǢ�ǜŻƢŦĢۗ�ŎűěƢĩþƪŎűłŦǢ�ĩűłþłĩĢ�Ŏű�Ʒŉĩ�ǽĩŦĢ�
of communication.

Graphic design and printing represented a great medium 
for transmitting ideas and information, surpassing what un-
til then had been the area of reference determined by the 
previous era. It was a question of reconsidering writing as a 
form of decorative art, the mirror of an evolving society.

¼ŉĩ� ƪŻ۹ěþŦŦĩĢ� �ƷǢƟŻłƢþƟŉŎě܆ ƢĩǛŻŦƿƷŎŻűۗ܇ � Ŏű� þűǢ� ěþƪĩۗ� ŉþĢ�
to deal with the printing industry, since the rapid growth of 
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industry and mass production had generated the need to 
ěƢĩþƷĩ�űĩǜ� ŁŻƢůƪ�ŻŁ�ƟƢŎűƷŎűłۗ�þŦƪŻ� ƷŻ�ĩǱǽěŎĩűƷŦǢ� ěŻűƷƢŻŦ� Ʒŉĩ�
process of production and distribution; in addition, the great 
growth of advertising graphics had increased competitive-
ness and stimuli for production. 

¼ŉĩ�ǽƢƪƷ� ƿĚŎƪƷ�ěŻůƟŻƪŎƷŎŻűƪ�ƟþŎűƷĩĢ�ĚǢ�GĩŻƢłĩƪ��Ƣþơƿĩ�
and Pablo Picasso in 1908 represented further fundamental 
steps towards the new horizons. The following year, in 1909, 
the Manifesto of Futurism had an immediate repercussion 
with great impact on modern typography design, by then 
ready for innovation.

The Futurists sought new forms that would allow them 
to overcome the limitations of the two dimensions, for cel-
ĩĚƢþƷŎűł� ܇ƢĩǛŻŦƿƷŎŻű�þűĢ�ůŻǛĩůĩűƷۗ܆ � Ŏű�ƢĩƪŻƢƷŎűł�ƷŻ� ŎŦŦƿƪŻƢǢ�
ǛŎƪƿþŦ�ĩǱŁĩěƷƪ�¼ŉĩ�ƟƢŻƟþłþűĢþ�ƷĩěŉűŎơƿĩ�ƷŉĩǢ�ƿƪĩĢۗ�ǛŎŻŦĩűƷ�
þűĢ� ŎűěĩűĢŎþƢǢۗ � ǜþƪ� ŦþƷĩƢ� ĩǡƷĩűƪŎǛĩŦǢ� ŎůŎƷþƷĩĢ� ƷŉƢŻƿłŉŻƿƷ�
Europe, from the Dadaists in France, Switzerland and Germa-
ny, to the Russian Constructivists, as well as De Stijl in Hol-
land and many others.

 
POST AVANT-GARDE PASSAGES

Futurists opposed l’art pour l’art and at the same time re-
jected any idea that simply invited them to play with form or 
to realize typographic innovations just for the sake of doing 
so. They imposed the fact that in typography form intensi-
ǽĩĢ�ěŻűƷĩűƷۗ�łŻŎűł�ƷŻ�Ʒŉĩ�ĩǡƷĩűƷ�ŻŁ�ěƢĩþƷŎűł�Ʒŉĩ�ŦŎƷĩƢþƢǢ�ƪƷǢŦĩ�
ŻŁ� �ǜŻƢĢƪ܆ Ŏű� ŁƢĩĩĢŻů܇� ŻƢ� paroliberismo which consisted in 
overcoming the syntactical and grammatical rules of phras-
es and sentences; punctuation, accents and apostrophes 
were also abolished. 

The principles and rules of this literary technique were 
ŎĢĩűƷŎǽĩĢ�þűĢ�ǜƢŎƷƷĩű�ĚǢ�rþƢŎűĩƷƷŎ�Ŏű�Ʒŉĩ�Technical Manifesto 
of Futurist Literature of May 11, 1912 and were also taken up 
again in the subsequent Destruction of Syntax. Wireless Imagi-
nation. Words in Freedom of May 11, 1913.

FATTA
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“I initiate a typographical revolution aimed at the bestial, 
űþƿƪĩþƷŎűł� ŎĢĩþ� ŻŁ� Ʒŉĩ� ĚŻŻţ� ŻŁ� ƟþƪƪĪŎƪƷ� þűĢ� ��űűƿűǬŎþű܇'
verse, on seventeenth-century handmade paper bordered 
with helmets, Minervas, Apollos, elaborate red initials, veg-
etables, mythological missal ribbons, epigraphs, and Roman 
űƿůĩƢþŦƪ�¼ŉĩ�ĚŻŻţ�ůƿƪƷ�Ěĩ�Ʒŉĩ�FƿƷƿƢŎƪƷ�ĩǡƟƢĩƪƪŎŻű�ŻŁ�ŻƿƢ�Fƿ-
turist thought. Not only that. My revolution is aimed at the so-
called typographical harmony of the page, which is contrary 
ƷŻ�Ʒŉĩ�ǳŦƿǡ�þűĢ�ƢĩǳŦƿǡۗ� Ʒŉĩ� ŦĩþƟƪ�þűĢ�ĚƿƢƪƷƪ�ŻŁ�ƪƷǢŦĩ�ƷŉþƷ�Ƣƿű�
ƷŉƢŻƿłŉ�Ʒŉĩ�Ɵþłĩ��ű�Ʒŉĩ�ƪþůĩ�Ɵþłĩۗ�ƷŉĩƢĩŁŻƢĩۗ�ǜĩ�ǜŎŦŦ�ƿƪĩ�
three or four colors of inkۗ�ŻƢ�ĩǛĩű�ƷǜĩűƷǢ�ĢŎǱŁĩƢĩűƷ�ƷǢƟĩŁþěĩƪ�ŎŁ�
űĩěĩƪƪþƢǢ�FŻƢ�ĩǡþůƟŦĩۖ� ŎƷþŦŎěƪ� ŁŻƢ�þ�ƪĩƢŎĩƪ�ŻŁ�ƪŎůŎŦþƢ�ŻƢ�ƪǜŎǻƷ�
sensations, boldface for violent onomatopoeias, and so on. 
àŎƷŉ�ƷŉŎƪ�ƷǢƟŻłƢþƟŉŎěþŦ�ƢĩǛŻŦƿƷŎŻű�þűĢ�ƷŉŎƪ�ůƿŦƷŎěŻŦŻƢĩĢ�Ǜþ-
ƢŎĩƷǢ�Ŏű�Ʒŉĩ�ŦĩƷƷĩƢƪ�S�ůĩþű�ƷŻ�ƢĩĢŻƿĚŦĩ�Ʒŉĩ�ĩǡƟƢĩƪƪŎǛĩ�ŁŻƢěĩ�ŻŁ�
words” (Marinetti, 1913).

A revolution, in short, that concentrated the characteriz-
Ŏűł�ƷƢþŎƷƪ�ŻŁ�Ʒŉĩ�űĩǜ�ƟŻĩƷŎě�ĩƢþ�Ŏű�Ʒŉĩ�ƪŎłűŎǽĩƢ�ܻ Ʒŉĩ�ƷǢƟŻłƢþƟŉ-
Ŏě�ěŉþƢþěƷĩƢƪܻ�ůŻƢĩ�Ʒŉþű�Ŏű�Ʒŉĩ�ƪŎłűŎǽĩĢ�ůĩþűŎűł�ܻƷŉĩ�ƷĩǡƷۢ�
Ŏű�Ʒŉĩ�ěŻűƷþŎűĩƢ�ܻƷŉĩ�ĚŻŻţܻ�ůŻƢĩ�Ʒŉþű�Ŏű�Ʒŉĩ�ěŻűƷĩűƷ�SƷ�Ŏƪ�űŻƷ�
a coincidence that he had declared again: “Three elements 
which literature has hitherto overlooked must now become 
prominent in it: 1. Noise (a manifestation of the dynamism of 
ŻĚŠĩěƷƪٰ�ۢۯ�àĩŎłŉƷۮ�Ʒŉĩ�ěþƟþěŎƷǢ�ŁŻƢ�ǳŦŎłŉƷ�Ŏű�ŻĚŠĩěƷƪٱ�ۢۯ�®ůĩŦŦ�
���űŦǢ�Ʒŉĩۭۘ۬�ۯƷŉĩ�ěþƟþěŎƷǢ�ŻŁ�ŻĚŠĩěƷƪ�ƷŻ�ĢŎƪƟĩƢƪĩ�ƷŉĩůƪĩŦǛĩƪۮ
asyntactical poet with words set free will be able to penetrate 
the essence of matter and destroy the mute hostility that sep-
arates it from us” (Marinetti, 1913).

The poetic results of that period, in the light of a current 
Ƣĩ۹ĩǡþůŎűþƷŎŻűۗ�þƷ�ƷŎůĩƪ�ŉþǛĩ�ůŻƢĩ�ŉŎƪƷŻƢŎěþŦ�ǛþŦƿĩ�Ʒŉþű�þĩƪ-
ƷŉĩƷŎě�ƷþƪƷĩۗ�þűĢ�ŻŁ�ƷŉŎƪۗ�ůŻƪƷ�ƟƢŻĚþĚŦǢۗ �Ʒŉĩ�ǽƢƪƷ�ƷŻ�űŻƷŎěĩ�ǜĩƢĩ�
actually the more sensible Futurists who, in fact, soon evolved 
towards other forms of writing.

Sű�Ʒŉĩ�ƟŻƪƷ۹ǜþƢ�ƟĩƢŎŻĢ�Ʒŉĩ�ěŻűěĩƟƷ�ŻŁ�FƿƷƿƢŎƪƷŎě� �ǜŻƢĢƪ�Ŏű܆
ŁƢĩĩĢŻů܇�ěþůĩ�ƷŻłĩƷŉĩƢ�þűĢ�ǜþƪ�Ƣĩ۹þůþŦłþůþƷĩĢ�ŎűƷŻ�ŻƷŉĩƢ�
űĩǜ�þǛþűƷ۹łþƢĢĩƪ���Ɵþƪƪþłĩ�ŁƢŻů�rþƢŎűĩƷƷŎ܇ƪ�Manifesto reads: 
�àŻƢĢƪ܄ ŁƢĩĩĢ� ŁƢŻů�ƟƿűěƷƿþƷŎŻű�ǜŎŦŦ� ƢþĢŎþƷĩ�ŻƿƷ� ƷŻǜþƢĢ�Żűĩ�

IMGJOURNAL issue 02 april 2020 GRAPHICS



www.img-network.it 137

FATTA

another, their diverse magnetism will intersect, in proportion 
to the continuing dynamism of thought. 

A white space, of varying length, will show the reader the 
Ɵþƿƪĩƪ�ŻƢ�ƢĩƪƷƪ�ŻŁ�Ʒŉĩ�ŎűƷƿŎƷŎŻű�ŻŁ�ƷŉĩŎƢ�ĢŎǱŁĩƢŎűł�ŦĩűłƷŉƪ�ÃƟ-
percase letters will inform the reader which nouns contain 
a dominant analogy. The destruction of the traditional sen-
tence, the abolition of adjectives, adverbs, and punctuation, 
will necessarily bring about the collapse of the much vaunted 
stylistic unity, so that the Futurist poet will at last be able to 
make use of every kind of onomatopoeia, even the most rau-
cous, that eco the countless number of sounds made by mat-
ter in motion” (Marinetti, 1913).

Typographic freedom was achieved through a multiple 
and multiform collocation of the word, which can be written 
Ŏű�ĢŎǱŁĩƢĩűƷ�ǜþǢƪ�þűĢ�ǜŎƷŉ�ĢŎǱŁĩƢĩűƷ�ěŉþƢþěƷĩƢƪۗ�þƢƢþűłĩĢ�þě-
ěŻƢĢŎűł�ƷŻ�ǛþƢŎþĚŦĩ�ŦŎűĩƪ�ܻǛĩƢƷŎěþŦۗ�ŻĚŦŎơƿĩۗ�ěƿƢǛĩĢۗ�ƪŎűƿŻƿƪܻ�
broken down and disjointed in its components up to the use 
ŻŁ�þ�ǽłƿƢĩ

Towards the end of the 1930s, while graphic design was 
Ŏű� ŁƿŦŦ� ĢĩǛĩŦŻƟůĩűƷۗ� þǻƷĩƢ� Ʒŉĩ� ĩǡƟĩƢŎĩűěĩƪ� ŻŁ� Ʒŉĩ� FƿƷƿƢŎƪƷƪۗ�
Constructivists, Neo-Plasticists, Functionalists, Bauhaus, etc. 
rþƢŎűĩƷƷŎ�ŉŎůƪĩŦŁ�ěŻƿŦĢ�ƢŎłŉƷŦǢ�űŻƷĩ�ƷŉþƷ�Ʒŉĩ܆�ǜŻƢĢƪ�Ŏű�ŁƢĩĩ-
ĢŻů܇�ŉþĢ�űŻƷ�ŻűŦǢ�ěŻűĢŎƷŎŻűĩĢ�Ʒŉĩ�űĩǜ�þƢƷ�ŻŁ�ƷǢƟŻłƢþƟŉǢ�ĚƿƷۗ�
ĚǢ�ŎűǳŦƿĩűěŎűł�þĢǛĩƢƷŎƪŎűłۗ�ŉþĢ�Ŏű�ŁþěƷ�ěŻűơƿĩƢĩĢ�Ʒŉĩ�ƿƢĚþű�
environment; the new means of visual communication such 
þƪ� ƟŻƪƷĩƢƪ� þűĢ� űŻƷŎěĩƪۗ� þĢǛĩƢƷŎƪŎűłۗ� þƢĩ� ƪƷŎŦŦ� þǱŁĩěƷĩĢ� ƷŻĢþǢ�
ĚǢ�FƿƷƿƢŎƪƷ�ƟŉŎŦŻƪŻƟŉǢ�ǜŉŎěŉۗ�ŎűĢĩĩĢۗ�Ŏƪ�ĩǡþƪƟĩƢþƷĩĢ�ĚǢ�Ʒŉĩ�
electronic devices of the end of the century. Visual advertis-
ing is futuristic in its graphics and content; its compositional 
oddities, literary transgressions, neologisms, conceptual 
ǳŦŎłŉƷƪ� ŻŁ� ŁþűěǢ� þƢĩ� þűűŻƿűěĩĢ� Ŏű�rþƢŎűĩƷƷŎ܇ƪ�Manifesto be-
cause he, at the dawn of the 20th century, had already sensed 
Ʒŉĩ�ĢĩǛĩŦŻƟůĩűƷ�ŻŁ�łƢþƟŉŎěƪ�Ŏű�Ʒŉĩ�ǽĩŦĢ�ŻŁ�ěŻůůƿűŎěþƷŎŻűƪ�

Commercial companies, on the other hand, demanded 
increasingly concise advertising, with a clear message and a 
ƪƷƢŻűł�ěŻůůƿűŎěþƷŎǛĩ�ŎůƟþěƷ�£ŻƪƷĩƢƪ�Ěĩěþůĩ�þű�ĩǡěĩƟƷŎŻűþŦ�
ƷƢþŎűŎűł�łƢŻƿűĢ�ŁŻƢ�Ʒŉĩ�ƢĩǛŻŦƿƷŎŻű�ŻŁ܆�ǜŻƢĢƪ�Ŏű�ŁƢĩĩĢŻů܇�Sű�ƿƢ-
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ban environments, advertising, and its typographic plasticity 
ǜŎƷŉ�ƟĩƢƪƟĩěƷŎǛĩƪۗ�ĩŦĩǛþƷŎŻűƪۗ�ĢŎǱŁĩƢĩűƷ�ĢĩƟƷŉ�ƟŦþűĩƪۗ�ǜŎƷŉ�ŎƷƪ�
ŁƢĩĩ�ƪƟĩŦŦŎűłۗ�ŎƷƪ�ĢŎƪƢƿƟƷŎǛĩ�ůŻǛĩůĩűƷ�ŻŁ�ǛĩƢĚƪ�ĩŦƿĢŎűł�ƪǢűƷþǡ�
þűĢ�ŦŎƷĩƢþƢǢ�ŉþĚŎƷƪۗ�łþǛĩ�ŦŎŁĩ�ƷŻ܆�ǜŻƢĢƪ�Ŏű�ŁƢĩĩĢŻů܇�¼ŉĩƪĩ�ǜĩƢĩ�
ƪĩĩű�Ŏű�ǳŦþƪŉŎűł�ŦŎłŉƷƪ�ƢƿűűŎűł�þěƢŻƪƪ�Ʒŉĩ�ƟĩĢŎůĩűƷƪ�ŻŁ�ĚƿŎŦĢ-
ings and the terraces of houses. During this period, the Futur-
ists created pieces of Parolibero mural poetry, accompanying 
Ʒŉĩ�ƢĩþŦŎǬþƷŎŻűƪ�ǜŎƷŉ�þ�ƢĩǳŦĩěƷŎŻű�Żű�ƷǢƟŻłƢþƟŉŎě�þƢƷۗ�þ�Ʒŉĩůĩ�
that also involved specialized magazines, such as Campo graf-
ico, Graphicus and Typographische Monatsblätter, where Futur-
ism was given the merit of having opened the way to the work 
of contemporary graphic artists4.

CHARACTERS AND MUSIC: COVER ART

FƢŻů�Ʒŉĩ�ǽƢƪƷ� ƪƷĩƟƪ�ŻŁ�rŻĢĩƢűŎƪůۗ�ǛŎƪƿþŦ�þƢƷ�þűĢ�ůƿƪŎě�
ŁŻƢůĩĢ�þ�ƪǢůĚŎŻƷŎě�ƢĩŦþƷŎŻűƪŉŎƟ�FƢŻů�NĩűƢŎ�rþƷŎƪƪĩ܇ƪ�Music 
��ƷŻ�Ʒŉĩۯٮٯٷٯۮ  þŦŦ�Karawane (1916) to���ŻŁ�NƿłŻ܇ƪŻƿűĢ�ƟŻĩƷƢǢ܆
the visual Reciprocal Accords�ĚǢ�àþƪƪŎŦǢ�fþűĢŎűƪţǢۗۯٰٲٷٯۮ��Ʒŉĩ�
20th century gave rise to increasingly fruitful encounters be-
tween sounds and forms, signs and melodies, compositions 
and visual performances. 

Typographic research remained no stranger to the im-
ůĩűƪĩ�ǽĩŦĢ�ŻŁ�ǛŎƪƿþŦ�ěŻůůƿűŎěþƷŎŻű�þűĢ�ŁŻƿűĢ�ŎƷƪĩŦŁ�Żěěƿ-
ƟǢŎűł�þ�ƢŻŦĩ�ŻŁ�łƢĩþƷ� ŎůƟŻƢƷþűěĩۗ�ĩǡƟƢĩƪƪĩĢ�ƷŉƢŻƿłŉ�þŦĚƿů�
covers which, between the 1930s and 1970s, had a real ar-
ƷŎƪƷŎě� ĩǡƟŦŻƪŎŻű� �� ƟĩƢŎŻĢ� ƷŉþƷ� ƢĩƟƢĩƪĩűƷĩĢ� þ� ƢŎěŉ� ƪŻƿƢěĩ� ŻŁ�
ƷƢĩűĢƪۗ�űŻǛĩŦƷŎĩƪۗ�ĩǡƟĩƢŎůĩűƷþƷŎŻűƪ�ǜŎƷŉ�ŁŻűƷƪۗ�łƢþƟŉŎěƪ�þűĢ�
logotypes. Each genre of music holds within itself unique 
peculiarities, eccentricities, or minimalist rigors, references 

Fig. 1��Ŧĩǡ�®ƷĩŎűǜĩŎƪƪۗ�ěŻǛĩƢ�
þƢƷ�ŁŻƢ�ƪŻůĩ�þŦĚƿůۗۮ�ŁƢŻů�ŦĩǻƷۯ�
Smash Song Hits by Rodgers & 
Hart, Eroica�ĚǢ��ƢƿűŻ�àþŦƷĩƢۗ �
Boogie Woogie compilation, At the 
piano by Frankie Carle, 1939-1945 
(Spampinato, 2017).
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to writing or to the most avant-garde forms of visual art. In 
ƷŉŎƪ�ǽĩŦĢۗ�Ʒŉĩ�ŁŻűƷ�ŉþƪ�þƪƪƿůĩĢ�þ�ƪƿĚƪƷþűƷŎþŦ�ƢŻŦĩ�Ŏű�Ʒŉĩ�ǛŎ-
sual communication of covers, a point of reference that must 
þŎů�ƷŻ�ƢĩǳŦĩěƷ�Ʒŉĩ�ƪŻƿŦ�ŻŁ�Ʒŉĩ�þƢƷŎƪƷ�þűĢ�ŉŎƪ�ůƿƪŎě�FƢĩơƿĩűƷ�
is the use of characters that are not part of font families, but 
are used in an altered way: they are manipulated, deformed, 
re-invented to become unique, as unique as the music they 
intend to communicate.

ALEX STEINWEISS, “I WANTED PEOPLE LOOKING AT THE 
COVERS TO HEAR THE NOTES”

Before music videos were invented, it was album covers 
ƷŉþƷ�ůþĢĩ�ůƿƪŎě܆�ǛŎƪŎĚŦĩ܇�ßŎűǢŦ�ƢĩěŻƢĢƪ�ŻǱŁĩƢĩĢ�þ�ƪƟþěĩ�ŻŁ�ŠƿƪƷ�
ŻǛĩƢ� �ٮٱǡٮٱ ěĩűƷŎůĩƷĩƢƪۗ� ǜŉĩƢĩ� ƟŉŻƷŻłƢþƟŉĩƢƪۗ� ĢĩƪŎłűĩƢƪۗ�
painters and typographers could give free rein to their talent 
and inspiration, and also produce real works of art. 

�Ŧĩǡ� ®ƷĩŎűǜĩŎƪƪۗ� þƢƷŎƪƷŎě� ĢŎƢĩěƷŻƢ� ŻŁ�  ŻŦƿůĚŎþ� ¦ĩěŻƢĢƪۗ�
ƪƷþƢƷĩĢ�þ� ƢĩþŦ� ƢĩǛŻŦƿƷŎŻű� Ŏű� Ʒŉĩ�ƢĩěŻƢĢŎűł�ǽĩŦĢ� Ŏűۗٷٱٷٯ��ƟƢŻ-
posing to his record company the introduction of an illustrat-
ed record cover. Until then, in fact, vinyl records did not have 
a cover but were sold in monochrome sleeves, totally anony-
mous, which served to protect them from dust. 

The introduction of personalized covers immediately 
made record sales skyrocket: emblematic was the case of a 
Ƣĩ۹ƢĩŦĩþƪĩ�ŻŁ�hƿĢǜŎł�Ǜþű��ĩĩƷŉŻǛĩű܇ƪ�Symphony No. 3 Eroica, 
whose graphic re-visitation increased sales by about nine 
hundred percent. Since then, record covers have become in-
creasingly popular and some of them even legendary. 

rþűǢ� ƢĩěŻƢĢƪ� þƢĩ� ŻǻƷĩű� ǽƢƪƷ� ƢĩůĩůĚĩƢĩĢۗ� ĩǛĩű� ůŻƢĩ�
Ʒŉþű�ŁŻƢ�ƷŉĩŎƢ�ůƿƪŎěۗ�ŁŻƢ�ƷŉĩŎƢ�ěŻǛĩƢ�þƢƷ�¼ŉĩŎƢ�łƢþƟŉŎěƪ�ŻǻƷĩű�
let you intuit, at a glance, the musical genre of the album; the 
covers of vinyl records have become an integral part of the 
album they hold and, today, the graphic and structural de-
sign of covers is now recognized as a true form of art, cover 
art (Iuppariello, 2012). 
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For over three decades, Steinweiss produced thousands 
of original classical, jazz and pop music records for Colum-
bia, Decca, London and Everest, as well as logos, labels and 
advertising material. He inaugurated the golden age of cov-
ĩƢ�ĢĩƪŎłű�þűĢ�ŎűǳŦƿĩűěĩĢ�Ʒŉĩ�łĩűĩƢþƷŎŻűƪ�ŻŁ�ĢĩƪŎłűĩƢƪ�ǜŉŻ�
ěþůĩ�þǻƷĩƢ�ŉŎů�FƢŻů�Ʒŉĩ�ǛĩƢǢ�ĚĩłŎűűŎűłۗ� Ʒŉĩ�ěŻůĚŎűþƷŎŻű�
of images and lettering constructed by Steinweiss created an 
ŎůƟŻƢƷþűƷ�łƢþƟŉŎě�ěŻŉĩƢĩűěĩ�þűĢ�Ʒŉĩ�ěŉþƢþěƷĩƢƪۗ�ŻǻƷĩű�ŉþűĢ�
drawn, contributed to giving impact to the content of vinyl 
records (Figure 1).

MUSIC AND ARTWORKS BETWEEN SOCIAL PROTEST AND 
MARKETING

The year 1967 was crucial not only in the relationship be-
tween art and youth music, but above all for the role that pop 
ůƿƪŎě�þƪƪƿůĩĢ�þƪ�þ�űĩǜ�ǛĩŉŎěŦĩ�ŻŁ�ĩǡƟƢĩƪƪŎŻű�þűĢ�ěŻůůƿűŎ-
cation for the new generations. 

Fig. 2 Roger Law & David 
fŎűłۗ�ěŻǛĩƢ�þƢƷ�ŁŻƢ�Ʒŉĩ�þŦĚƿů�
Axis: Bold as Love by Jimi 
NĩűĢƢŎǡ�/ǡƟĩƢŎĩűěĩۗٵٴٷٯ��
Retrieved May 4, 2020 from 
https://en.wikipedia.org/wiki/
�ǡŎƪۖۥ�ŻŦĢۥþƪۥhŻǛĩۣۛůĩĢŎþۣ
FŎŦĩۖ�ǡŎƪěŻǛĩƢŠƟł
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At the end of the 1960s, young people assumed, for the 
ǽƢƪƷ�ƷŎůĩ�Ŏű�ŉŎƪƷŻƢǢۗ �ŁƿŦŦ�ƪĩŦŁ۹þǜþƢĩűĩƪƪ�þƪ�þ�ƪŻěŎþŦ�łƢŻƿƟ�þűĢ�
potential actors of change. It was in fact the uprisings of uni-
versity students that in the mid-1960s stirred up turmoil on 
American campuses with protests regarding the issues of 
ěŎǛŎŦ�ƢŎłŉƷƪۗ�ƢþěŎþŦ�ĢŎƪěƢŎůŎűþƷŎŻű�þűĢ�Ʒŉĩ�ßŎĩƷűþů�àþƢ�

From there, protest demonstrations spread all over Eu-
ƢŻƟĩ� ܻŁƢŻů�£þƢŎƪ� ƷŻ� £Ƣþłƿĩۗ� ŁƢŻů�¦Żůĩ� ƷŻ� hŻűĢŻűܻ�ǜŉĩƢĩ�
the dream of freedom coming from those boys and girls born 
þǻƷĩƢ�Ʒŉĩ�®ĩěŻűĢ�àŻƢŦĢ�àþƢ�ŉþĢ�ƷŻ�Ěĩ�þěţűŻǜŦĩĢłĩĢ�SƷ�ǜþƪ�
ƷŉþƷ� łĩűĩƢþƷŎŻű� ܻĩǛĩű� þůŎĢƪƷ� ƿƷŻƟŎþƪۗ� ěŻűƷƢþĢŎěƷŎŻűƪ� þűĢ�
ŁþŦƪĩ�ƪƷþƢƷƪܻ�ƷŉþƷ�ěŉþűłĩĢ�Ʒŉĩ�ƟƿĚŦŎě�þűĢ�Ʒŉĩ�ƟƢŎǛþƷĩ�ƢĩþŦůƪۗ�
and pursued new languages of art.

In this scenario, music had a fundamental role, as it be-
ěþůĩ�Żűĩ�ŻŁ�Ʒŉĩ�ůŻƪƷ�ĩǱŁĩěƷŎǛĩ�ůĩþűƪ�ŻŁ�ĩǡƟƢĩƪƪŎŻű�þűĢ�ěŻů-
munication. Music not only represented a source of inspira-
tion for visual art in those years, but was also seen by artists 

Fig. 3 Peter Blake & Jann 
Haworth, cover art for the 
album Sgt. Pepper’s Lonely Hearts 
Club Band by The Beatles, 
1967. Retrieved May 4, 2020 
from https://www.moma.org/
collection/works/185449.
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þƪ�þ�ǜþǢ�ƷŻ�ĩǡƟþűĢ�Ʒŉĩ�ƪěŻƟĩ�ŻŁ�ƷŉĩŎƢ�ƢĩƪĩþƢěŉ�þűĢ�ƷŻ�Ƣĩþěŉ�þ�
wider and more general public. Likewise, musicians, singers 
and bands saw art as a source of inspiration, but they also un-
derstood that art could allow them to deepen the intellectual 
scope of their production. The record, therefore, became the 
ŉĩƢþŦĢ� ŻŁ� þű� ŎůþłŎűþƢǢ� ěŻƿűƷĩƢěƿƢƢĩűƷ� ĩǡƟƢĩƪƪĩĢ� ƷŉƢŻƿłŉ�
music, words and images, while still remaining a commercial 
product, accessible to the masses.

PSYCHEDELIC STYLE AND INDIAN INFLUENCES 

In the 1960s, in the years of counterculture, a strong ar-
tistic current of rupture with the past developed, in prefer-
ĩűěĩ�ŻŁ�þű�ĩƪěþƟĩ�ŁƢŻů�ƢĩþŦŎƷǢ�ƷŉƢŻƿłŉ�ŉþŦŦƿěŎűŻłĩűŎě�ĩǡƟĩ-
riences. Psychedelic visual arts played an important role in 
pop and rock musicڹ. Concert posters, album covers, liquid 
ŦŎłŉƷ�ƪŉŻǜƪۗ�ǳŦƿŻƢĩƪěĩűƷ�ŦŎłŉƷ�þƢƷ�þűĢ�ůŻƢĩ�űŻƷ�ŻűŦǢ�ƢĩǳŦĩěƷĩĢ�
the kaleidoscopic color patterns of synthetic drug halluci-
nations, but also revolutionary political, social and spiritual 
feelings, inspired by insights resulting from altered states of 
consciousness. 

In an overview of some of the most famous covers in the 
American world of those years, we would like to dwell on the 
political use, as a means of peaceful revolt, that some artists 
wanted to promote, thanks to the coordinated use of images 
and lettering. 

¼ŉĩ�ěþƪĩ�ŻŁ�dŎůŎ�NĩűĢƢŎǡۗ�ŁŻƢ�Ʒŉĩ�ěŻǛĩƢ�ŻŁ�Ʒŉĩ�ŦŻűł۹ƟŦþǢŎűł�
album Axis: Bold as Love, realized by the illustrator Roger Law 
þűĢ�Ʒŉĩ�łƢþƟŉŎě�ĢĩƪŎłűĩƢ�'þǛŎĢ�fŎűłۗ�ƟƢĩƪĩűƷƪ�þ�ƪƷƢŻűłŦǢ�þŦ-
ƷĩƢűþƷŎǛĩ�þűĢ܆�þűƷŎ۹�ůĩƢŎěþű܇�Ŏůþłĩۮ�FŎłƿƢĩ�ٰۯ�¼ŉĩ�ĚþűĢ�ǜþƪ�
depicted as Hindu gods on a cover inspired by a religious 
poster entitled Viraat Purushan-Vishnuroopam; the charac-
ters of the titles, inscribed in a sun, create an impression of 
belonging to precise identity orientations, and re-propose 
Tamil or Malayan calligraphy to give a further idea of energy 
and innovation, or of protest.
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ALPHABETS AND BRITISH POP ART

�ǻƷĩƢ�Ʒŉĩ�®ĩěŻűĢ�àŻƢŦĢ�àþƢۗ �þŦŦ�ƷŉŻƪĩ�ŻĚŠĩěƷƪ�ŻŁ�ěŻůůŻű�
use that had become the new symbols of consumer society 
came into play in the world of art; an idea of popular art, 
called Pop Art, which unlike the other artistic movements 
that developed in this period, generated social criticism 
ƷŉƢŻƿłŉ�Ʒŉĩ�ĢĩěŻűƷĩǡƷƿþŦŎǬþƷŎŻű�ŻŁ�Ʒŉĩƪĩ�ŻĚŠĩěƷƪۗ�ĩůƟŉþƪŎǬ-
ing their playful and creative aspectsں. The urban environ-

Fig. 4��ƢƷŉƿƢ�àŻŻĢۗ�ěŻǛĩƢ�þƢƷ�
for the album A Wizard, a True 
Star by Todd Rundgren, 1973. 
Retrieved May 4, 2020 from 
https://www.discogs.com/it/
¼ŻĢĢ۹¦ƿűĢłƢĩű۹�۹àŎǬþƢĢ۹�۹
True-Star/release/3774323.
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ůĩűƷ� Ŏű�ǜŉŎěŉ�ƷŉŎƪ�űĩǜ�ŁŻƢů�ŻŁ�ĩǡƟƢĩƪƪŎŻű�ƷŻŻţ�ƪŉþƟĩ�ǜþƪ�
characterized by a pervasive idea of commercial consumer-
ism, sometimes enslaved by it, sometimes in contrast. The 
city in which Pop Art was born is described as an aggressive 
place, full of contradictions and false idols, but also reassur-
ing, capable of assuming a lively, familiar role (Barthes, 1992; 
McLuhan, 2008). The recognized founder of British Pop Art is 
Richard Hamiltonڻ –besides Peter Blake– who in 1967 creat-
ĩĢ�Ʒŉĩ�ěŻǛĩƢ�þƢƷ�ŻŁ�Ʒŉĩ��ĩþƷŦĩƪ܇�Sgt. Pepper’s Lonely Hearts Club 
Band LP, perhaps the most celebrated work in the history of 
music, considered an authentic pop icon (Figure 3). 

¼ŉĩ�þƢƷ�ŻŁ�Ʒŉĩ�ěŻŦŦþłĩ�þűĢ�ŻŁ�Ʒŉĩ�ěŻűƪĩơƿĩűƷ�ĢĩěŻűƷĩǡƷƿ-
þŦŎǬþƷŎŻű�ŻŁ�Ʒŉĩ�Ŏůþłĩƪ�ěƢĩþƷĩƪ�þ�ěŻůƟŦĩǡ�ǛŎƪŎŻűۗ�ŁƿŦŦ�ŻŁ�ƢĩŁĩƢ-
ences, but the part with lettering, which would appear rel-
egated only to the writing on the bass drum, is precisely what 
łŎǛĩƪ�ŻƢĢĩƢۗ �ŻǱŁĩƢŎűł�þ�ţĩǢ�ƷŻ�Ʒŉĩ�ƿűĢĩƢƪƷþűĢŎűł�ŻŁ�Ʒŉĩ�Ŏůþł-
es, thanks to its position at the center of the composition. The 
ƟþƢƷĩƢƢĩ�þƷ�Ʒŉĩ�ĚŻƷƷŻů�ƟƢĩƪĩűƷƪ�Ʒŉĩ�ǜƢŎƷŎűł܆��ĩþƷŦĩƪ܇�ƢĩþŦŎǬĩĢ�
Ŏű�ƢĩĢ�ǳŦŻǜĩƢƪۗ�ěƢĩþƷŎűł�þ�ƪƷƢŻűł�ěŉƢŻůþƷŎě�ěŻűƷƢþƪƷ�ǜŎƷŉ�Ʒŉĩ�
false blue sky in the background and, on the right, the same 
ǳŦŻǜĩƢƪ�ƟŦþěĩĢ�Ŏű�þ�ěŎƢěŦĩ�ěƢĩþƷĩ�þ�ƪůþŦŦ܆�Ż܇�ƷŉþƷ�ŁƿĩŦĩĢ�Ʒŉĩ�ƿƢ-
Ěþű�ŦĩłĩűĢ�ŻŁ�£þƿŦ�rě þƢƷűĩǢ܇ƪ�ŉǢƟŻƷŉĩƷŎěþŦ�ĢĩþƷŉ8.

FANTASY CHARACTERS AND THE ONIRIC DIMENSION

�űĩ�þƪƟĩěƷ�ƷŉþƷ�Ŏƪ�ŻǻƷĩű�ĩǡþŦƷĩĢ�ĚǢ�Ʒŉĩ�łƢþƟŉŎěƪ�þűĢ�ŦĩƷ-
tering of the vinyl records of the 1960s and 1970s, is the desire 
for an escape into fantasy, away from the real world, in search 
of wonderment. There is an inseparable link between music 
and Fantasy. Many traveled in search of a hippy-like escape, 
re-evaluating the philosophy of the journey celebrated by 
dþěţ�fĩƢŻƿþě�þűĢ�ŻŁ�Ʒŉĩ�ǜĩƪƷĩƢű�ǜŻƢŦĢ܇ƪ�ĢƢĩþů�ŻŁ�þĢǛĩűƷƿƢĩۗ�
as well as the return of Fantasy as a thought of protest. 

¼ŉĩ�ǽƢƪƷ�ƢĩŁĩƢĩűěĩƪ�ƷŻ�FþűƷþƪǢ�ěþű�Ěĩ�ŎűƷƿŎƷĩĢ�Ŏű�Ʒŉĩ�ƷǜŻ�
parallel movements of the second half of the 1960s, on the 
one hand, the psychedelic movement of the early Pink Floyd, 
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Grateful Dead and Quicksilver, and on the other hand, the 
more folksong sounds of artists such as Gryphon, Fairport 
Convention and Jethro Tull, more interested in the romantic 
aspect of Fantasy thinking. But in addition to psychedelia 
and folk, there was also horror, magic, the imponderable, the 
esoteric. Among the latter we have chosen the cover of one 
ŻŁ� ¼ŻĢĢ� ¦ƿűĢłƢĩű܇ƪ�ůŻƪƷ� ĚĩþƿƷŎŁƿŦ� ǜŻƢţƪۗ�A Wizard, a True 
Starۗ� ƢĩþŦŎǬĩĢ�ĚǢ��ƢƷŉƿƢ�àŻŻĢۮ�FŎłƿƢĩۯٲ��¼ŉĩ�ěŻǛĩƢ�ŉþƪ� Ʒŉĩ�
ěŉþƢů�ŻŁ�þ�FþűƷþƪǢ�ěþƢƷŻŻűۗ�þűĢ�Ŏƪ�þű�ŎűƷĩűƪĩ�ůŎǡ�ŻŁ�łĩŻů-
etry, surrealism, and references to Pop Art. The writings on 
the dice thrown up into the air form the magic of the title and 
ƪŻůĩ�ŻŁ�Ʒŉĩ�ŦĩƷƷĩƢƪ�ƪĩĩů�ƢĩǳŦĩěƷĩĢ�Ŏű�þ�ůŎƢƢŻƢۗ �þŦŦ�Ŏű�þ�ěŻűƷĩǡƷ�
ŻŁ�łĩŻůĩƷƢŎěþŦ�ǽłƿƢĩƪۗ�ůþƢĚŦĩƪ�þűĢ�ĢŎěĩ�ǳŦŻþƷŎűł�þĚŻǛĩ�Ʒŉĩ�
ĢŻƿĚŦĩĢ�ǽłƿƢĩ�ƪƷþƢŎűł�ŎűƷŻ�ĩůƟƷǢ�ƪƟþěĩ� SƷ� Ŏƪ� ŎűƷĩƢĩƪƷŎűł�ƷŻ�
note how the theme of utopia celebrated by Todd Rundgren 
winds through his projects, as in the name, Utopia, given to 
his rock band.

CONCLUSIONS

¼ŉŎƪ� ĚƢŎĩŁ� ĩǡěƿƢƪƿƪ� Żű� þƢƷ� þŦĚƿů� ěŻǛĩƢƪ� þűĢ� ƷŉĩŎƢ� ĚŻŦĢۗ�
imaginative, creative lettering follows the rhythm of a par-
ƷŎěƿŦþƢ� ƪƷƢþűĢ�ŻŁ� ěƿŦƷƿƢþŦ� ŉŎƪƷŻƢǢ� /Ǜĩű� ƷŻĢþǢۗ � Ŏű� Ʒŉĩ�ǽĩŦĢ�ŻŁ�
music, the branch of lettering has a movement that shows 
no sign of stopping. The covers of vinyl records, like those of 
CDs, reveal how modern, postmodern and conceptual art, 
þƪ�ǜĩŦŦ�þƪ�£ŻƟ��ƢƷ�þűĢ�®ƷƢĩĩƷ��ƢƷۗ�ŉþǛĩ�ǳŦŻŻĢĩĢ�ƷŉŎƪ�ƪĩěƷŻƢ�ŻŁ�
visual production and accompanied the mass distribution 
ŻŁ� ůƿƪŎě� ǜŎƷŉ� ŻǻƷĩű� ůĩůŻƢþĚŦĩ� Ŏůþłĩƪ� ƷŉþƷ� ŎűƪƷŎűěƷŎǛĩŦǢ�
ĩǛŻţĩ� þ� ƪŻƿűĢ� ĩǡƟĩƢŎĩűěĩ� ¼ŉĩ� þěěŻůƟþűǢŎűł� ƷĩǡƷ� Ŏƪ� -ŉþƢ܆
ůŻűŎŻƿƪŦǢ܇�Ŏű�ŦŎűĩ�ǜŎƷŉ�Ʒŉĩ�ĩǡƟĩƢŎůĩűƷƪ�Ŏű�ěŻǛĩƢ�þƢƷ�ƢĩþŦŎǬĩĢ�
by Jean-Michel Basquiat, Banksy, Damien Hirst, to name the 
ůŻƪƷ�ƢĩěĩűƷۢ�þű�þƢƷŎƪƷŎě�ĩǡƟĩƢŎĩűěĩ�ƪŉþƢĩĢ�ĩþƢŦŎĩƢ�ĚǢ�®þŦǛþĢŻƢ�
'þŦŐۗ�¦ĩűĪ�rþłƢŎƷƷĩۗ��űĢǢ�àþƢŉŻŦۗ�¦ŻĚĩƢƷ�¦þƿƪěŉĩűĚĩƢł�þűĢ�
many other artists, graphic designers and type designers. 
dƿƪƷ�þƪ�Ʒŉĩ�þƿƷŉŻƢƪ�ŻŁ�ůþűǢ�þƢƷŎƪƷŎě�ǜŻƢţƪ�ŉþǛĩ�ĩǡƟƢĩƪƪĩĢ�Ʒŉĩ�
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best of an era, in the same way many artists, creators of char-
acters, have given the words of their time the most appropri-
ate and communicative form. 

They are characters that dance and compose harmonies 
for the mind, wonderful letters that compose words and 
phrases, those that remain there to cultivate and enrich our 
time with culture.

NOTES

1 The study of visual languages, painting, photography, spatiality, television, 
advertising, etc., use a semi-symbolic semiotic functioning to produce their 
ƷĩǡƷƪۗ� ƢĩłþƢĢŦĩƪƪ� ŻŁ� Ʒŉĩ� ƪƿĚŠĩěƷ�ůþƷƷĩƢ� ŻŁ� Ʒŉĩ� ĩǡƟƢĩƪƪŎŻű� ƷŉĩǢ� ƿƪĩ� ŻƢ� Ʒŉĩ�
content they convey. Think of the case of newspapers, which customarily play 
with the body of their headline typefaces to give more or less prominence to 
a news item.
2 Pogoۗ�þű��ůĩƢŎěþű�ěŻůŎě�ƪƷƢŎƟ�ěƢĩþƷĩĢ�ĚǢ�àþŦƷ�fĩŦŦǢ�Ŏűۗٱٲٷٯ��ŁþůŻƿƪ�ŁŻƢ�
ĩǡþůƟŦĩƪ� ŻŁ� ĩǡƟƢĩƪƪŎǛĩ� ƷǢƟŻłƢþƟŉǢ� ¼ŉĩ� þƿƷŉŻƢۗ � ƷŻ� ĩǡƟƢĩƪƪ� Ʒŉĩ� ǳŦŻǜĩƢǢ�
eloquence of the local politician Mr. Bridgeport, used a wide selection of 
ĢŎǱŁĩƢĩűƷٷٯ�th century fonts to compose an election banner.
3 GƢþǽěþ� ĩĢŎƷŻƢŎþŦĩ� �ۯűĢۮ Sű�Enciclopedia Treccani online. Retrieved May 4, 
ååS۹ٶٰݒۥ�ŁƢŻů�ŉƷƷƟۣۣۖǜǜǜƷƢĩěěþűŎŎƷۣĩűěŎěŦŻƟĩĢŎþۣłƢþǽěþ۹ĩĢŎƷŻƢŎþŦĩٮٰٮٰ
®ĩěŻŦŻۣٷٰݒ
4 Among the most well-known: La Città Futurista (1928-1929), La Città 
Nuova. Quindicinale di arte-vita (1932-1934), La Terra dei Vivi. Turismo arte 
architettura (1933), Stile Futurista (1934-1935) and La Forza. Mensile dei Gruppi 
Naturisti-Futuristi Italiani (1935) are essentially architecture magazines 
originating in Turin within the activities of the Edizioni Sindacati Artistici 
and very similar to each other in their graphic design. Stile Futurista was the 
only one with a rotogravure format, in coated paper and in color. In each of 
these modern publications there are announcements, posters, theoretical 
þűĢ�ƟƢŻłƢþůůþƷŎě�ƷĩǡƷƪ�þŎůĩĢ�þƷ�ĩǡþŦƷŎűł�Ʒŉĩ�ůŻƪƷ�ƢĩěĩűƷ�þěŉŎĩǛĩůĩűƷƪ�
of the Futurist movement.
5 ¼ŉĩ� ǜŻƢĢ� �܇ƟƪǢěŉĩĢĩŦŎě܆ �ěŻŎűĩĢۮ ĚǢ� Ʒŉĩ� �ƢŎƷŎƪŉ� ƟƪǢěŉŻŦŻłŎƪƷ� NƿůƟŉƢǢ�
�ƪůŻűĢۯ�ůĩþűƪ܆�ůþűŎŁĩƪƷþƷŎŻű�ŻŁ�Ʒŉĩ�ůŎűĢ܇�àŎƷŉ�ƷŉŎƪ�ĢĩǽűŎƷŎŻűۗ�þŦŦ�Ʒŉĩ�
þƢƷŎƪƷŎě�ĩǱŁŻƢƷƪ�ƷŻ�ĢĩƪěƢŎĚĩ�Ʒŉĩ�ŎűűĩƢ�ǜŻƢŦĢ�ŻŁ�Ʒŉĩ�ƟƪǢěŉĩ�ěþű�Ěĩ�ěŻűƪŎĢĩƢĩĢ�
܇ƟƪǢěŉĩĢĩŦŎě܆
6 �ƪۗ�ŁŻƢ�ĩǡþůƟŦĩۗ�NþƟƟĩűŎűłƪ�þűĢ�tĩŻ۹'þĢþ�ƟŉĩűŻůĩűþ
7 ¼ŉŎűţ�ƷŻ�¦ŎěŉþƢĢ�NþůŎŦƷŻű܇ƪٲٳٷٯ��ěŻŦŦþłĩ�Just what is it that make today’s 
ŉŻůĩƪ�ƪŻ�ĢŎǱŁĩƢĩűƷۗ�ƪŻ�þƟƟĩþŦŎűł۞�.
8�¼ŉĩ�ěŻǛĩƢ�ŁƿĩŦĩĢ�Ʒŉĩ�ŦĩłĩűĢ�ŻŁ�£þƿŦ�rě� þƢƷűĩǢ܇ƪ�ƿűƷŎůĩŦǢ�ĢĩþƷŉ�ƷŉƢŻƿłŉ�
graphic signs and cut out images of objects that could indicate clues or 
ůĩƪƪþłĩƪۗ�ŎűěŦƿĢŎűł�Ʒŉĩ�ǳŦŻǜĩƢƪ�ƿƪĩĢ�Ŏű�Ʒŉĩ�ƟŦþěĩ�ŻŁ�ŦĩƷƷĩƢƪ



www.img-network.it 147

FATTA

Article available at

(3-����������MWWR����������������

 
How to cite

as article

Fatta, F. (2020). The playful character of creative alphabets. The case of cover art between the 1930s and the 1970s. img journal, 
2, 128-147. 

as contribution in book

Fatta, F. (2020). The playful character of creative alphabets. The case of cover art between the 1930s and the 1970s. In E. Cicalò 
(Ed.), img journal 02/2020 Graphics (pp. 128-147). Alghero, IT: Publica. ISBN 9788899586119 

© 2020 The authors. The text of this work is licensed under a Creative Commons Attribution 4.0 International License.

REFERENCES

Barthes, R. (1992). L’impero dei segni� ¼ŻƢŎűŻۗ� S¼ۖ� /ŎűþƿĢŎ� ��ƢŎłŎűþŦۮ ǜŻƢţ�
published 1970).

Frutiger, A. (1996). Segni & simboli�¦Żůþۗ�S¼ۖ�®ƷþůƟþ�þŦƷĩƢűþƷŎǛþۣGƢþǱǽƷŎ
Iuppariello, N. (2012). Il vinile al tempo dell’iPod. Città di Castello, IT: Emil.
Marinetti, F. T. (1913). Destruction of syntax. Imagination without strings. Words 

in freedom. Retrieved May 4, 2020, from https://www.unknown.nu/
futurism/destruction.html.

Marinetti, F. T. (1914). Zang Tumb Tumb. Milano, IT: Edizioni futuriste di 
“Poesia”.

McLuhan, M. (2008). Gli strumenti del comunicare. Milano, IT: Il Saggiatore. 
ۯٲٴٷٯ��ƢŎłŎűþŦ�ǜŻƢţ�ƟƿĚŦŎƪŉĩĢۮ

Merleau-Ponty, M. (1965). Fenomenologia della percezione. Milano, IT: Il 
®þłłŎþƷŻƢĩۮ��ƢŎłŎűþŦ�ǜŻƢţ�ƟƿĚŦŎƪŉĩĢۯٳٲٷٯ�

More, T. (1516). Libellus vere aureus, nec minus salutaris quam festivus, de optimo rei 
publicae statu deque nova insula Utopia. Louvain, BE: Arte Theodorice Martini.

Spampinato, F. (2017). Art Record Covers. Milano, IT: Taschen. 


