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Richard Pare’s photographs of Russian architecture strike 
up a dialogue with a time of energy and optimism. 
	 For	the	past	fifteen	years,	photographer	Richard	
Pare has documented Russian Modernist architecture. 
He had long admired the aesthetics of Modernism – his 
painter father had introduced him to the works of Mondrian 
and	Picasso,	and	an	art	teacher	had	given	lectures	on	Le	
Corbusier,	Mies	van	der	Rohe	and	the	Bauhaus.	But	it	was	
not until 1993 – when a photograph he came across at a 
friend’s gallery sparked his interest – that Pare started to 
become more acquainted with the Russian branch of the 
movement.	The	photo	was	of	Vladimir	Tatlin	and	his	assis-
tants	working	on	the	model	of	the	Monument	to	the	Third	
International,	which	was	unveiled	in	1920	in	St.	Petersburg	
to	celebrate	the	third	anniversary	of	the	Revolution.	The	
friend,	noticing	his	interest,	invited	Pare	to	accompany	
him on a trip to Moscow. Pare was surprised at the number 
of	buildings	that	had	survived:	‘The	chance	to	record	the	
range	and	brilliance	of	that	work,	even	70	years	after	the	
fact,	was	an	extraordinary	opportunity.’ 
	 In	‘Building	the	Revolution’,	curated	by	Mary	
Anne	Stevens	of	the	Royal	Academy	of	Arts	(RA)	and	
Maria	Tsantsanoglou	of	the	State	Museum	of	Contempo-
rary	Art	Thessaloniki	(SMCA),	Pare’s	work	is	presented	
alongside	vintage	photographs	of	the	same	buildings,	as	
well	as	Constructivist	art	of	the	era.	Stevens	describes	the	
exhibition	as	‘a	dialogue	between	the	art	and	the	architec-
ture of the period of 1915 to 1935. It focuses on an incred-
ible	period	of	energy,	activity	and	experimentation.’ 
 While the bold geometric art and carefully 
composed	archive	photos	illustrate	the	Socialist	ideals	of	
the	time,	Pare’s	images	steal	the	show.	He	says:	‘The	idea	
was	to	articulate	the	poetic	vocabulary	of	Modernism	and	
also	to	allow	the	accumulation	of	time	to	have	a	part	in	the	
dialogue,	to	give	a	depth	and	richness	to	the	subject	that	it	
might	not	have	had	when	it	was	built.’	 
	 Writing	about	his	experience	of	wandering	in	
the	abandoned	Vasileostrovskii	district	factory	kitchen	in	
St.	Petersburg	one	afternoon,	Pare	says,	‘I	felt	as	though	
the structure had returned to the essence of the architects’ 
intention;	all	superfluity	had	been	torn	away	and	what	
remained	was	the	bare	bones	of	the	structure,	peeling	and	
crumbling	until	it	revealed	the	ancient	techniques	that	had	
been employed in its construction.’ 
 

It is tempting to throw the Modernist baby out with the 
Soviet	bath-water.	Pare	notes	that	in	allowing	the	buildings	
to	decay,	there	has	been	‘a	tendency	to	see	all	the	works	
created	during	those	years,	in	architecture	especially,	as	
being	bad	by	definition.	I	don’t	think	it	is	fear	so	much	as	
blindness,	an	inability	to	accept	the	transformative	inten-
tion	of	the	visionaries	who	conceived	the	radical	buildings	
of the Modernist period.’  
	 Although	short-lived,	there	was	a	sense	of	opti-
mism	after	the	social	revolution,	and	a	new	architectural	
style	was	developed	to	promote	the	Communist	way	of	
life.  
	 ‘The	paradigms	were	the	communal	house	and	
the	factory	instead	of	the	mansion	and	the	cathedral,’	says	
Pare.	‘Architects	were	responding	to	the	opportunities	
presented	by	the	revolution	…	before	it	became	suborned	
all too swiftly.’ 
	 ‘Building	the	Revolution’,	Royal	Academy	of	
Arts,	London,	from	29	October	2011	to	22	January	2012.
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Bare	Bones	Of	The	Revolution
by Karla Hammer
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Designer	John	Coulthart’s	daily	blog	on	the	fantastical	is	
erudite,	prescient	and	admirably	mind-expanding. 
	 ‘His	blog	is	kind	of	like	finding	a	first	edition	
of the Necronomicon three to four times a week.’ I know 
how this writer at the Dangerous Minds website feels. He 
is	talking	about	John	Coulthart’s	Feuilleton,	an	extraordi-
narily	committed	undertaking	even	by	the	standards	of	the	
most	compulsive	and	sleep-deprived	bloggers.	Coulthart	
set	out,	in	February	2006,	to	post	an	item	every	day	and	so	
far	as	I	can	tell	from	random	searches	in	his	archive,	and	
incredible	as	it	might	seem,	he	has	stuck	to	this	arduous	
programme,	though	he	does	down	tools	at	Christmas	for	a	
brief respite. 
	 I’m	tempted	to	say	that	if	you	have	never	visited	
Feuilleton and don’t get the reference to the Necronomicon 
in	the	first	sentence,	then	it	might	not	be	for	you.	But	Feuil-
leton is so big now and labyrinthine that there is almost 
bound to be something of interest stored in there for most 
readers.	Nevertheless,	this	reference	to	an	entirely	fictitious	
book	of	black	arts	invented	by	H.	P.	Lovecraft,	American	
master	of	the	horror	story,	does	say	something	telling	about	
Coulthart’s	concerns.	In	an	earlier	phase,	he	was	a	brilliant	
visual	interpreter	of	Lovecraft	–	see	his	book	The	Haunter	
of	the	Dark.	Feuilleton	abounds	with	discussion	of	every	
genus	of	fantastic	art,	with	many	luscious	images	that	few	
visitors	will	have	seen.	Only	Oscar	Wilde’s	name	comes	up	
on	the	site	more	often	than	Lovecraft’s. 
	 I	started	visiting	Feuilleton	after	it	had	been	going	
for	about	a	year,	around	the	time	that	Coulthart	posted	a	
copiously	illustrated	item	on	Barney	Bubbles	that	fired	the	
engine	on	a	juggernaut	of	comments	–	more	than	200	over	
two	years.	But	Bubbles,	cherished	by	a	coterie	of	fans	back	
then	(and	Paul	Gorman’s	monograph	Reasons	to	be	Cheer-
ful	can	be	seen	gestating	on	the	thread),	is	now	almost	
mainstream compared to the arcana that Coulthart often 
delights in.  
	 Again	and	again,	I	have	found	that	Google	Web	
and image searches lead back to Feuilleton. I don’t share 
all	Coulthart’s	tastes,	but	no	other	site	so	closely	matches	
my interest in the fantastic in applied image-making and 
visual	culture. 
	 A	recent	instance	is	the	artist	Jim	Leon,	whose	
work	I	first	saw	decades	ago	in	Oz	magazine,	and	men-
tioned	in	passing	in	a	post	of	my	own.	I	should	have	known	
that	Coulthart	would	be	on	the	case	and,	sure	enough,	he	

was,	with	a	post	titled	‘The	Art	of	Jim	Leon,	1938-2002’	
(15	March	2010).	Leon	produced	a	kind	of	psychedelic	
Surrealism,	dark	psychosexual	fantasies	–	the	sort	of	im-
ages	that	made	Oz	so	controversial.	Even	now	they	are	
likely	to	trouble	contemporary	sensitivities.	 
	 The	Leon	post	led	me	to	another	Feuilleton	item	
on	the	French	artist	Raymond	Bertrand,	once	published	and	
famous,	and	now	out	of	print	(his	work,	too,	is	far	from	
PC)	and	I	realised	–	even	Coulthart	might	not	know	this	
–	that	the	uncredited	cover	of	the	notorious	‘School	Kids’	
issue	of	Oz	is	a	work	by	Bertrand,	whose	erotic	drawings	
are offered for sale as posters inside. 
	 Many	graphic	design	blogs	deliver	an	endless,	
barely	filtered	stream	of	appealing	images:	‘Here’s	another	
Pelican I found for my collection at the weekend.’ What 
lifts	Feuilleton	into	another	league,	apart	from	its	images,	
is	the	way	it	projects	a	refined,	inquiring,	complex	and	
original sensibility. Coulthart knows a lot and he knows 
how	the	parts	of	his	taste-world	fit	together.	If	you	share	
these	interests	and	enthusiasms,	you	can	trust	him.	 
	 Even	his	adaptation	of	a	simple	WordPress	theme	
shows	refinement:	nothing	showy	but	it	feels	right	for	the	
job	and	relates	elegantly	to	his	more	ornate	main	website,	
where,	as	a	designer	and	illustrator,	he	has	been	going	
through	a	heavy	Steampunk	phase.	 
	 Coulthart	is	also	a	reader,	which	gives	his	judg-
ments	depth.	Walter	Benjamin	is	a	favorite,	he	announced	
early	on.	‘I’ve	read	Friedrich	Engels,’	he	lets	drop	in	
‘Steampunk	Reloaded’	and	goes	on	to	mention	Kellow	
Chesney’s	The	Victorian	Underworld.	In	March,	he	was	
re-reading	Alfred	Kubin’s	The	Other	Side	and	complain-
ing about Dedalus’ poorly reproduced illustrations. He 
sings	the	praises	of	Julian	Cope’s	Krautrocksampler.	He	
also	admires	Popol	Vuh’s	Aguirre	soundtrack,	Patrick	
Bokanowski’s	L’Ange	(I’m	obliged	to	him	for	that),	Arnold	
Böcklin’s	The	Isle	of	the	Dead,	and	the	incredible	Sedlec	
Ossuary	in	the	Czech	Republic,	shown	in	April,	in	a	series	
of	panoramic	views	he	has	been	running. 
	 I	have	only	one	quibble.	He	is	a	fine	writer	and	I	
wish he would write longer pieces underpinned by more 
detailed research. It would do no harm now if he posted 
less often – who can keep up with it all? A truly mind-
expanding	blog.

Second  
Article

Magus
By	Rick	Poynor
Published in Eye no. 80 vol. 20
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Illustrative	typography	is	rewiring	the	way	we	read	art,	
design and communication 
	 Take	a	look	around;	typography	is	making	
pictures,	illustration	is	saying	something,	the	boundaries	
are	blurring.	Whether	it’s	Alex	Trochut’s	print	campaign	
for	Estrella	beer,	bringing	surreal	colour	to	wintry	British	
streets;	Marian	Bantjes’	sophisticated	re-writing	of	Saks	
Fifth	Avenue’s	identity;	The	New	York	Times	Magazine	
commissioning	custom	headlines	for	every	feature;	or	
Uniqlo’s	UT	slogan	T-shirts;	illustrative	typography	is	
everywhere.	We	see	it,	we	read	it	–	scrolling	across	our	
screens,	selling	anything	from	cars	to	butter. 

 Where once an illustrator drew 
the	pictures,	or	a	director	shot	footage,	
and then a typographer or a graphic 
designer	generated	the	type,	these	
days	it	is	likely	that	one	individual,	or	
studio,	will	do	it	all.	 
	 ‘Traditionally,	a	graphic	work	is	
built	from	two	main	elements:	images	

and	words.	The	images	create	a	certain	atmosphere,	feeling	
or	metaphor	–	in	other	words,	emotion.	And	then	words	
are	used	to	put	across	information,’	says	Jeroen	Breen	
of	the	Dutch	studio	Autobahn,	which	mixes	technical	
expertise	with	creative	solutions.	We	don’t	split	emotion	
and information— they work simultaneously. It’s not that 
we’ve	consciously	thought	about	how	to	make	something	
evolutionary.	Computer	technology	may	be	at	the	root	of	
this	new	integration,	but	experimentation	is	key.	Breen	
again:	‘alongside	our	commercial	work	we	make	experi-
mental	projects,	which	aren’t	prompted	by	commissions,	
and	which	cost	us	time	and	money.	But	…	almost	all	of	
our	experiments	have	produced	benefits,	through	publicity,	
awards,	and	generating	well	paid	jobs.’	 
	 Meanwhile,	alongside	their	commercial	work	
in	print	and	moving	image,	Brooklyn-based	Grand	Army	
mostly	experiment	with	wood	type	and	found	paper,	over-
printing	vintage	comics	and	magazines.	They	are	happy	
mixing	media	and	using	an	array	of	less	likely	computer	
programs	too:	for	a	Nike	SB	poster	project,	Grand	Army	
drew	letterforms	that	approximate	isometric	architectural	
renderings	of	skate-park	elements.	Eric	Collins	explains	
the	studio’s	eclecticism:	‘you	can	lean	too	hard	towards	the	
hand-done	and	come	off	“crafty”,	or	too	hard	into	digital,	
and	come	off	“sterile”.	We	always	strive	to	find	a	balance.’ 

	 ‘Hand	work’	is	at	the	heart	of	much	of	this	integrated	type-image.	
However,	that	impulse	has	moved	on	radically	from	the	naïve	pencil	and	felt-tip	
aesthetic	of	Mike	Perry’s	Hand	Job:	A	Catalog	of	Type	(Princeton	Architectural	
Press,	2007).	By	contrast,	New	Ornamental	Type	(Thames	and	Hudson,	2010)	
by	Steven	Heller	and	Gail	Anderson	is	refreshingly	slick.	But	then	Anderson	did	
cut	her	teeth	on	‘theatrical	typography’	for	Rolling	Stone	magazine.	However	a	
sophisticated	finish	doesn’t	preclude	‘hand	work’.	 
	 While	designers	are	creating	bespoke	logos,	lettering	and	entire	fonts	
for	clients,	they	are	also	supplying	‘palettes’	of	illustrative	type	elements	that	
can	be	mixed	and	matched.	 
	 Swiss	studio	Happypets,	for	example,	consider	themselves	illustrators	
rather	than	type	designers,	but	they	will	build	clients	an	integrated	identity	from	
various	elements.	‘We’re	attracted	to	the	hand-drawn,	hand-made,	carved-out,	
taped-up;	anything	with	texture,	volume	and	three	dimensions,’	explains	Patrick	
‘Patch’	Monnier.	‘For	each	project	we	create	a	sign;	something	strong	and	
simple,	and	the	type	is	part	of	it,	completing	the	image.’	Over	a	series	of	posters	
for	the	Théâtre	du	Moulin-Neuf,	Lausanne,	the	logo	and	informative	text	appear	
in	a	mix	of	hand-drawn	lettering	and	more	traditional	fonts. 
	 Mixing	elements	appears	to	be	central	to	this	practice	of	illustrative	ty-
pography.	Marcus	Eriksson,	of	Vancouver-based	studio	Academy,	describes	his	
process:	‘I	start	with	a	sort	of	toolkit,	a	set	of	rules	that	I	use	to	piece	together	
an	illustration,	typeface	or	logo.	These	symbols	make	a	pattern	that	works	in	
different	combinations,	to	create	meaning.’	Marcus	thinks	big	brands	are	be-
coming	less	conservative	with	the	way	they	use	typography	and	design. 
	 Volumeone,	with	design	offices	in	Brooklyn	and	Los	Angeles,	takes	an	
‘elements-based’	approach.	For	the	Seattle	State	Lottery,	partner	Matt	Owens	
explains,	‘we	created	all	the	letters,	“A”	to	“Z”,	and	then	set	each	headline	by	
hand.	As	the	letters	were	individually	illustrated	we	didn’t	convert	it	into	a	type-
face.’	Another	modular	system,	this	time	in	script,	completed	the	identity. 
	 Talking	about	influences,	Owens	says:	‘The	level	of	skill	and	execu-
tion	required	to	develop	sophisticated	illustrated	typography	is	akin	to	that	 
of	a	commercial	artist,	the	work	of	Herb	Lubalin,	and	the	type-driven	artwork	
of	Ed	Ruscha.	That	precision	and	sophistication	is	also	found	in	graffiti.	My	
impulse	is	to	create	type	that	feels	rendered,	precise,	complex	and	elegant,	 
but also human.’ 
	 Diversity	–	of	aesthetic,	of	media,	of	method	–	is	the	key	to	this	blos-
soming	of	type-illustration	hybrids,	as	visual	experiments	spill	over	from	per-
sonal	work	to	lucrative	commissions.	At	the	same	time	that	digital	innovations	
are	making	it	easier	to	import,	layer	and	customize	existing	fonts	and	found	
text,	studios	are	investing	in	screen-printing	and	letterpress	equipment	and	
inviting	their	wider	circle	to	come	and	collaborate.	The	proliferation	of	text	in	
time-based	media	and	the	ever-increasing	speed	of	communication	are	making	
us better prepared for this stretching of legibility.  
	 The	result	is	a	new	complexity	that	revels	in	the	art	and	craft	of	draw-
ing and letterforms. It is unlikely that this type-illustration hybrid is simply 
a	trend;	it	may	be	closer	to	an	evolutionary	reinvention.	Watch	as	the	written	
word	becomes	the	visual	word.

Make	Each	Letter	Speak	Out	Loud
by	Liz	Farrelly
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