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Introduction by John Hallas 

For the first time in several hundred 
years, the communication industry, 
consisting of newsprint and the 
publishing world, is being challenged 
by new rivals in visual media -
television, film and various aspects of 
the computer's capabilities - which 
forces it to re-evaluate its present 
position, and adopt new policies. 

The effect of the new media is 
possibly felt most by the newspaper 
industry since television is able to 
provide news and information faster 
and possibly in a more memorable 
form than newsprint. Advertising is 
also involved. There is no doubt that 
the next major industry to be 
influenced by these developments will 
be the learning industry which has 
stood still for a century with its 
adherence to the old didactic methods. 

Yet the benefits of a well 
co-ordinated and integrated visual 
programme in education can be 
the most important single factor of 
today. Fortunately this concept is    
not challenged any longer. However 
both visual research and application    
is conducted in an unco-ordinated   
and highly fragmentary manner. 

In order to gain benefit in the many 
factors of visual communication from 
newsprint, publishing and education,  
it requires, among many other factors, 
two major activities. First, the 
co-operation of the designer;   
secondly, co-ordination of research  
and application on a universal level. 

.The substantially enlarged facilities    
on which newsprint and publishing 
industries and the more up to date 
media of television, cinema and 
computers, can call, have opened 
enormous new fields for the designer, 
and the design world has a new and 
exciting opportunity here, provided 
there is an awareness of how to use   
the new tools and how to apply them. 

This new magazine, published by 
I COG RADA intends to studv this   
field as well as examine the 
designer's role in it. It will attempt 
to serve as an organ expressing the 
designer's point of view in the new 
scene. It will attempt to reveal new 
ideas in the technical aspect of design 
and to become an essential inform
ation source in the area of visual 
communication to many of our 
members throughout the world. 

It will be published quarterly with     
the first three issues devoted to the 
forthcoming Congress and Exhibition  
in Vienna to be held from 19 to 22 
July, 1971, Subsequent numbers 
will deal with the broader areas of  
visual communication such as  
semiotics, communication theory, 
psychology of learning anc;l    
instruction, psychology of    
perception, ergonomics of visual 
communication, computer tech   
nology and printing technology. 



Speakers at VISCOM '71 

Asa Briggs 

Asa Briggs is Professor of History at 
the University of Sussex and since 
1968 has been Vice-Chancellor. 
For nine years earlier he was a 
member of the University Grants 
Committee and he was also for nine 
years President of the Workers' 
Education Association. He is the 
author of many books including 
The Age of Improvement, Victorian 
People, Victorian Studies, and three 
volumes of the History of Broad
casting in Britain. He is also a 
regular contributor to a number of 
newspapers and periodicals as well 
as appearing frequently on sound 
radio and television. He is married, 
lives in Lewes, Sussex, and has four 
children. Professor Briggs will be the 
first speaker in VisCom 71, and will 
start the proceedings by defining 
the goals of education with 
reference to future generations. 
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Thorold Dickinson 

Professor Dickinson was born in 
Bristol in 1903, was educated at 
Keble College, Oxford, and worked 
in the Film Industry from 1926, 
directing Gaslight (1940) and The 
Next of Kin ( 1941). After producing 
films for the army, he made Men of 
Two Worlds (1944-5), The Queen of 
Spades (1949), Secret People (1953-5) 
He was chairman of the British Film 
Academy from 1952-3, has been on 
the National Film Archive and 
British Film Institute Experimental 
Fund Committees, and is Honorary 
President of the International 
Federation of Film Societies. He 
worked as Chief of the Film Services 
Office for the United Nations in 
New York from 1956-60, and as 
Senior Lecturer in Film at the 
Slade School of Fine Art from 
1960-67, where he is now Professor 
of Film. He will be cha,irman of 
Session V part 6 'Teaching the 
Visual Communicator of the Future'. 

Ryszard Otreba 

Dr. Otreba was born in Poland in 
1932, and received the degree of 
Master of Fine Art at Cracow Fine 
Arts Academy in 1959. He has won 
many awards for print-making and 
poster design in Poland, and his work 
has been exhibited in twenty 
countries around the world. Prints of 
his are in the permanent collections 
of the Polish and Swedish National 
Museums and, among other 
prominent American Art Galleries, 
in the Washington DC Smithsonian 
Institute, the Guggenheim Museum 
and the Museum of Modern Art, 
New York. At present Dr. Otreba is 
Head of Visual Communication at 
the Cracrow Fine Arts Academy 
Department of Industrial Design. He 
will be among the speakers in 
Session V part 6, 'Teaching the 
Visual Communicator of the Future' 
and his paper will be concerned 
with the variability of sign percept
ion in horizontal movement. 

Bogdan Watrasiewicz 

Born in Poland, Dr. Watrasiewicz 
received a BSc in Physics from 
London University in 1959. After 
two years at the Electrical Research 
Association he resumed studies and 
obtained his PhD in Optics from 
Imperial College, London, in 1965. 
He then joined the British Aircraft 
Corporation to work on optical 
pattern recognition, optical holo
graphy and, later, on accoustical 
holography. He has published a 
number of papers in the field of 
optics, and was up to 1971 Head of 
the BAC Space Physics Group, also 
working in the field of satellite 
attitude sensors and Infra-Red Thin 
film sensors. He is now a consultant 
in optics and holography for 
Cambridge Consultants Ltd., and he 
will partner Margaret Beynon in 
Session V part 1 of VisCom 71, 
'New Tools in Education'. His paper 
will be entitled 'Principles and 
applications of Holography'. 









Symbol design in the GDR 

Gerard Voight 

Everywhere in daily life we encounter 
marks, signs and symbols of various 
kinds, which have been produced as 
quality or representational symbols. 
Social organizations and institutions, 
publishing houses and theatres, 
manufacturers and trading 
companies, service enterprises and 
public transport organisations, they 
all use such marks and symbols for 
their identification purposes. Many 
signs have already such a strong 
hold on our consciousness that we 
associate a certain scale of values 
with these signs. 

For example, the trade marks of our 
socialist economy symbolise at home 
and abroad the high level of our 
economic capacity, and consequently 
are witnesses of the achievements of 
our German Democratic Republic. 
To this great political and economic 
significance the artistic quality of the 
marks has to correspond. Although 
today many marks fulfil this 
requirement there are still a number 
of less successful marks representing 
our firms, despite the fact that 
sufficient experts are available who 
are able to design excellent marks. 

The emblem of the Soviet Union, 
the Hammer and Sickle, unites in 
its timeless symbolic validity a 
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Gerard Voigt is a graphic designer 
and the present Deputy President 
of the Verbund Bildende Kuenstler 
of the German Democratic 
Republic. He was a winner of the 
Trade Prize from the District of 
Halle and a winner of the Art 
Prize from the city of Halle. 

political message and a powerful 
artistic design. It is hardly necessary 
to mention another example 
demonstrating the value and 
significance of artistic design for 
political and general social effective 
and convincing symbols. May this 
also inspire our clients in State, 
Industry and Cultural sectors, as 
well as our artists, to ensure that in 
their appropriate fields our socialist 
society is represented by marks 
really worthy of it. 

A close collaboration between clients, 
the Section Graphic Design and the 
Office for Inventions and Patents 
should make it possible to achieve 
this goal and to guarantee that in 
future only marks of outstanding 
quality will assist in representing our 
Republic both at home and abroad. 
Registering a mark at the Office for 
Inventions and Patents is by no 
means a guarantee of its artistic 
advertising quality. This must be 
secured beforehand by a successful 
draft submitted to the graphic 
designer. The Sektion Gebrauchs
grafik des Verbandes Bildender 
Kunstler Deutschlands (Section 
Graphic Design of the Association 
of Visual Artists - plastic and graphic 
arts of Germany) now organises on 
the occasion of its 6th Congress an 

exhibition showing the best marks, 
signs and symbols which were 
created since the foundation of our 
socialist Republic twenty years ago. 
Through this our best designers of 
marks wish to come out of their 
anonymity and present to as many 
people as possible a comprehensive 
show of the variety in creative 
design of marks, and especially to 
inspire the responsible leaders of 
institutions and firms to consider 
this aspect and to examine their 
relevant marks as to their effective
ness and, if appropriate, to plan a 
new design, so that where this is not 
yet the case, entirely effective marks 
will be obtained. 

Christoph Hulsenberg 
Symbol for a plastic processing 
works, Berlin 
2 
Karl Amann 
Symbol for the machine factory of 
W Ratsch, Karl-Marx-Stadt 
3 

Wolfgang Hoepfner 
Symbol for a Saalfeld machine tool 
factory 
4 

Gunter Nitzsche 
Symbol for the 'Lion' hotel 
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Harry Priess 
Symbol for the Potsdam Water 

Board 
6 

Fritz Panndorf 
Symbol for a Dresden packaging 
factory 
7 

Horst Wendt 
Symbol for the Leipzig Fair 
8 
Heinz Kippnick 
Symbol for the 'Casino' restaurant 
Schwerin 
9 

Heinz Kippnick 
Symbol for a Mecklenburg bottling 
and tinned foods manufacturer 
10 
Herbert Pruget 
Symbol for '900 years of Wartburg' 
11 
Fritz Deutschendorf 
Symbol for a machine manufacturer 
12 
Eberhard Richter 
Symbol for the Weaving Union 
Hohenstein-E rnstthal 
13 
Eberhard Heinicker 
Symbol for the University of Rostock 
14 
Jurgen Forster 
Symbol for a spring mattress 
manufacturer 
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Armin Hofmann 

Armin Hofmann's singular quality as 
a designer stems from that rare 
combination of deep understanding 
of the formative aesthetic values of 
life and work, uncompromising 
honesty, patience, kindness and, 
most of all, an unshakeable confi
dence in human ability to grow 
larger than the problems that trouble 
us. 

To some of us who have known him 
and could follow his development 
over the years, it has become evident 
without any doubt that Armin is a 
designer of great integrity. His 
dedication to beauty, simplicity and 
human responsibility - when 
compared with the servile attitudes 
of many talented designers who 
change style and philosophical 
motivations continuously to suit the 
changing profitable preferences of 
commercial competition - is a 
difference between truth and 
deception, conviction and 

Armin Hofmann is the first Honorary 
Fellow of the Society of Typograph- 
ical Designers. An exhibition at the 
Central School of Art of his work 
was opened in January by Keith 
Murgatroyd, President of the Society 
which sponsored the show. 

compromise. In a basic sense, it is the 
difference between humane 
order and social chaos. 

Thus, Armin draws his strength as an 
artist and teacher from an inner 
balance which gives him confidence 
in his creative powers and enthusiasm 
to test them on every new problem 
large and small. Because of this 
balance he can detect and develop 
these qualities in other people as   
well - which makes him a natural 
teacher and inspiring leader to design 
students around the world. 

If one tries to be aware of what is 
characteristic in Armin Hofmann's 
designs, the first impression that 
vibrates from them is a sense of 
concentrated power and a solid 
certainty of visual structuring. He 
seems to have an instinctive grasp of 
what is important, what should be 
included, and what to leave out. 
When Picasso said once that 'to know 













Definition of Cybernetic 

Nicolas Scheffer 

Nicolas Scheffer defines cybernetics 
as follows: The cybernetic is the 
understanding of the life process and 
of maintaining all phenomena in 
balance. It is the science of 
efficiency and government, the 
organized control of all 
communication, the understanding 
of the rule of change to achieve a 
perfect harmony in all phenomena, 
organic, physical or aesthetic; 

Nicolas Scheffer quotes Paul Valery: 
'Two Mortal dangers menace 
humanity: order and disorder'. 
Cybernetics are nothing but a series 
of disruptions and realignments. 

Nicolas Scheffer was much 
influenced by the Paris Fair and, 
since 1936, by the air displays of- Le 
Bourget. He was fascinated by the 
new forms produced by technology. 
For weeks on end he watched the 
admirably successful forms of 
aeroplanes spiralling in space. At the 
Paris Fair he watched the machines, 
the stands of electronics and the 
oscillographs, which obsessed him. 
The speed of our times became 
visible. 

All this has changed his conception 
of art, for it was absurd that all this 
evolution could be solely 
technological and scientific when, 
on the artistic plane, all was 
stationary. It was evident that art 
was falling behind. 

To the question posed by the 
Express: 'What is cybernetic art?' 
he replied that he never used those 
words, for there was no such thing 
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as cybernetic art. He used cybernetic 
concepts for a system contingent on 
different combinations and 
aesthetic variables, which he found 
the most flexible and best adapted to 
the social environment. 

Then Nicolas Scheffer gave a 
description and an explanation of his 
Light Tower which is to be 
constructed in Paris at La Defense in 
1973: 'It will be 322 metres high ... lt 
will have an open structure with 260 
mirrors fixed to 114 axes, between 
200 parallel arms, capable of turning 
in four directions, at different 
speeds. It will have 3,000 projectors 
installed inside the skeleton, in 
groups of ten; also beams of light, 
some near the top, projecting rays 
two or three kilometres into the sky. 
There will also be smoke from gas 
batteries. 

The tower will have a function in 
accord with its urban environment, 
that is to say it will receive all 
information concerning the 
activities of the urban ensemble 
that is Paris. These facts wi II 
determine a constantly fluctuating 
pulse which will signal, perhaps for 
the first time in the history of a 
town, the level of energy or 
relaxation of its population. All this, 
with the help of generators, will be 
translated into aesthetic terms: the 
programming of 5,000 parameters 
(random characteristics of a system, 
which define the state of a system) 
will produce movements to change 
the colour, the rhythm and the 
speed of the mirrors and the lights. 

The material of which the tower is 
constructed (steel) will not be of 
significance; it will be the interior, 
the air, the space and the I ight that 
will matter'. 

His ambition is to suppress the 
object: the Light Tower itself is not 
important; its significance is as a 
support for its programmes. The 
dream of Nicolas Scheffer is to 
devise a technical means to 
disseminate such programmes 
without the need of a tower for 
support. 

He goes as far as to predict that, in 
the course artistic evolution, the 
crP.ated object will be suppressed 
altogether, and that man will gain the 
means to communicate on the level 
of each individual mind. 

Nicolas Scheffer has always been 
searching for a means to socialise art 
(he speaks of this in his book 'The 
Cybernetic City'); and, for this, two 
things are needed: one, to find a 
right scale for a society, and the 
other, to find industrial methods that 
will produce low costs. 

He has said, of his cybernetic city, 
that the cybernetic process must be 
used because, with a constantly 
increasing population, all today's 
methods are obsolete. 

The cybernetic city envisaged by him 
will actually be a combination of 
three towns: 

1. The City of Work, which is a 
vertical town (because this dimension 

is stimulating to intellectual and 
physical activity). It will be two 
kilometres high. 

2. The City of Rest, composed of 
small bungalows sited twenty or 
thirty metres above the ground 
is adaptable to any kind of terrain 
and the isolation helps relaxation and 
provides purer air. 

3. The City of Leisure, spiritual, 
intellectual, aesthetic, and a centre 
for erotic pleasure. Here is what he 
says: 'This centre will be an immense 
area in the form of a woman's breast, 
to which one will mount by 
escalators programmed with. colours, 
scents and ple3sant sounds. If 
possible, one will introduce 
weightlessness, a condition favourable 
to sexual stimulation. One will also 
be able to dance there and distract 
oneself, in many ways'. 

There is only one condition for the 
realization of such a project: science 
and technology must be made to 
serve the needs of art and 
aesthetics. 

In Nicolas Schoffer's opinion, in the 
degree to which man improves his 
technical apparatus, so will he 
improve his own behaviour, his life 
and even his own nature. 












