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with the second, creating a friction that heightens our aware-
ness. This contrasts with the usual interface, where we are
meant to accept this space without question.

This examination of space is reminiscent of Daniel Libe-
skinds architecture, in Architectural Review, Michael Spens
writes, “Libeskind insists that for the duration of the visitor’s
presence in the museum, the visible language of the archi-
tecture speaks clearly through an arrangement of corridors.”
Libeskind is not a fan of the facade, and indeed seeks to cel-
ebrate the structure of his architecture, not hide it. Similarly
Michael Boswell celebrates this alternate cyberspace. The
specificity found in his celebration focuses the read some-
what. The programs that break through the abstraction seem
specific to Boswell’s own experience as a graphic designer.
This makes them perhaps more akin to Richard Niessens
TM-City, in which he builds a model of eight neighborhoods
using stacks of previously made posters and flyers. In this
city, people can actually walk down the streets, though they
be somewhat cramped. The city streets of the city are named
after Niessen’s graphic influences. Boswell is walking a fine
line between universality and navel-gazing. His exploration
of space I think is transformative, but the residue of pro-
grams may retard this transformation.

FIRST + SeConD YeAR : reviews of other students’ work

Michael Boswell has constructed 2 kaleidoscopic panels,
inkjet printed and framed behind a thin sheet of glass. The
framing places these works in a gallery setting rather than
that of a poster we might find on the street. They appear like
screens, one half expects that the image might flicker or re-
arrange itself at any moment. This “screenness” is both a
strength and a weakness. It affirms the content of the works,
which hovers between representation and abstraction. We
see palettes for various computer programs such as Adobe
Illustrator, as well as some type of time-based editing pro-
gram. There is the residue of many screens, almost but not
quite stripped of their familiarity. The New York Times re-
cently did a supplement on how the ubiquity of the small
screen is changing how we view various media. They inter-
viewed David Lynch, a hater of the small screen:

Do you plan to film your wedding?
No. It’s a hassle. So many things these days are made to look
at later. Why not just have the experience and remember it?

Because most people have the experience and forget it.
Some things we forget. But many things we remember on
the mental screen, which is the biggest screen of all.

This interview mostly served to illuminate Lynch’s annoy-
ance with reporters, but several of his deceptively simple an-
swers relate to Michael’s piece. Michael is depicting a kind
of mental screen that filters and confounds our digital ex-
perience, one of relatively new construction. By represent-
ing the digital tools he is using in his work, he creates a
feedback loop. This loop both entraps and illuminates.
In Ellen Lupton’s essay on deconstruction, she writes, “In
Derrida’s theory, deconstruction asks how representation in-
habits reality. How does the external image of things get in-
side their internal essence? How does the surface get under
the skin?” At its best, I think Michael’s work begins to posit
such a question.

Michael re-contextualizes different interfaces to create one
mega-interface that reaches toward representing the total-
ity of our interaction with digital space. The way the user ac-
cepts digital space is similar to the way that one might view
Michael’s piece, in that there is an implied third dimension.
In Michael’s piece however, this third dimension oscillates
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In a catalogue for 1998 exhibition of deconstructivist archi-
tecture, Mark Wigley wrote, “A deconstructive architect is ...
not one who dismantles buildings, but one who locates the
inherent dilemmas within buildings. The deconstructive ar-
chitect puts the pure forms of the architectural tradition on
the couch and identifies the symptoms of a repressed im-
purity. The impurity is drawn to the surface by a combination
of gentle coaxing and violent torture: the form is interro-
gated. (Lupton)“ Boswell has done the gentle coaxing, and
what results is a pleasant form, complete with optical illu-
sions and Albers-worthy color combinations. This pleasantry
lulls us into a nice contemplation of form, but it fails to deliver
the second punch; an extraordinary rendition of sorts must
take place in order for this work to reach its full interroga-
tional potential. To reach beyond the pure forms and find the
impurity. I do sense that perhaps Boswell is beginning to
question through his use of color, which though eye-popping
has an undercurrent of dread. The use of reds and greens is
similar to that in Hitchcocks Vertigo, where a romantic nau-
sea is achieved. Boswell’s affection for CyberSpace is appar-
ent. Francis Bacon said “Beware the fallacies into which
undisciplined thinkers most easily fail - they are the real dis-
torting prisms of human nature.” One of these fallacies was
“assuming more order than exists in chaotic nature.” Boswell
is a very disciplined thinker, and I think his work acts as
prism, distorting a new reality so that we may see it more
clearly. This distortion must be complete and overpowering
in order to achieve deconstruction. It is at present powerful
in its distortion of space, but refuses to break out of that space
and present an alternative. There is no escape.

However, this rigidity may allude to the fact that in reality we
do not have much of an escape. Carl jung wrote in Man and
His Symbols that “symbols, I must point out, do not occur
solely in dreams. They appear in all kinds of psychic mani-
festations. There are symbolic thoughts and feelings, sym-
bolic acts and situations. It often seems that even inanimate
objects cooperate with the unconscious in an arrangement
of symbolic patterns.” So Michael, in painstakingly cribbing
from his process, while at the same time reaching towards a
meta-understanding of how this process works, cannot help
but be propelled toward a certain arrangement, one that re-
flects an interesting spatial terrain, and then pigeonholes that
terrain in a terrifying grid. The unconscious wins again.

While I find it somewhat limiting, the Dutch design studio
LUST has made a career out of this type of psychic tendency
toward order. In a 2004 interview for the AIGA Graphic De-
sign journal for the Carolinas, they say “Sometimes halfway
through a project we still don’t know what the final product

will look like, but to us it is a way of keeping our design free
of stylistic decisions. LUST’s design is not devoid of style,
but we find it more difficult to justify a concept based on
style than the other way around. We call it “process-based
design” (actually that’s what Rudy Vanderlans called our
method in our Émigré interview, and it has stuck). We try to
allow things like systems, mistakes, and randomness to
guide our process. If the process is holy and a mistake oc-
curs, we allow it into the realm of possible outcomes.” LUST’s
approach is interesting in its relationship to deconstruction,
in that both eschew style, though in the wider field of graphic
design, their style can be recognized, especially in its weaker
incarnations. However, their commitment to research and
data collection is so intense that their work at its height is
completely transformative, as in their kiosk for the Boijmans
van Bueningen Museum. This type of work draws its
strength from accuracy and an all-seeing eye for data.

Michael’s work, on the other hand, is drawing its strength
from its formal qualities, and from a kind of all-over rhythm.
In this way it may be akin to music, a remixing of of under-
stood forms (sampling), with new forms. I enjoy the rhythm,
but am wary of the Dj aesthetic. I guess at the high end this
would be Girl Talk? I need some schooling in this area. I pre-
fer to see the piece as a rumination on rhythm and form, that
could sweetly compartmentalize and then restructure our
ways of seeing. More Brian Eno than Girl Talk, more Steve
Reich than justice. Someone please help me here! What I’m
getting at is that the rigor in Michael’s work is placing it
above a casual remix. I think Martin Woodtli’s approach is
akin to Michael’s and relates back to the LUST’s approach, in
that Woodtli “is by no means after theoretical examples or
pre-designed models that provide their own system for un-
derstanding and analysis. In his mind every work has its own
set of principles and the reasoning is hidden in the spirit and
format of the work. Every order requires its own particular
materials and grammar that it maintains after achieving
enough reasoning and ultimately transforms into the best
representation.” This openness to form, paired with Woodtli-
esque sweat equity, is evident in Michael’s work and keeps
it from looking like it might be sold at Target.

The danger in this type of work, and of course in all work, is
that it could end up a mere reflection of what it is depicting. In
other words, the examination of digital space is not as stimu-
lating as actual digital space. It is perhaps what we are all striv-
ing against. Edgar Allen Poe wrote, in The Oval Portrait:

“And in sooth some who beheld the portrait spoke of its re-
semblance in low words, as of a mighty marvel, and a proof

continued on next page
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not less of the power of the painter than of his deep love for her
whom he depicted so surpassingly well…. And when many
weeks had passed, and but little remained to do, save one
brush upon the mouth and one tint upon the eye, the spirit of
the lady again flickered up as the flame within the socket of
the lamp. And then the brush was given, and then the tint was
placed; and, for one moment, the painter stood entranced be-
fore the work which he had wrought; but in the next, while he
yet gazed, he grew tremulous and very pallid, and aghast,
and crying with a loud voice, ‘This is indeed Life itself!’ turned
suddenly to regard his beloved:—She was dead!”

Free Will is a Game of Chance
Kevin's animation functions as a short but effective rumina-
tion on man's role in determining his own destiny. The sim-
ple storyline is almost diagrammatic - an individual (the
Boat) is acted upon by outside forces, seemingly without
rhyme or reason. These unseen forces toy with the Boat, first
slowly depriving him of his necessary crutch - water - only to
throw him headlong into a giant pool, a veritable ocean.The
sky seems to noiselessly intone, "be careful what you wish
for," subsequently producing clouds that illustrate this refrain
and set the boat adrift with loud gusts of air. A lone buoy il-
lustrates the Boat's powerlessness as he is propelled into it
with an impotent "clink". Adding insult to injury, an anchor is
thrown from afar; this potentially useful tool floats to the bot-
tom, again with a small, maddening "clink". If the Boat had
eyes, he might at this point be crying giant saltwater tears.
His brown flanks give away nothing, however. Soon, perhaps
too soon, a window appears from behind some clouds. This
window opens, glows invitingly, and drops down a ladder,
toning a ring that seems to indicate that ascendance is just a
phone call away. Or a short climb? This final opportunity is
mysterious in its semiotics, but a general pleasantness seems
to override whatever questions come to mind. It is plain that
the final message is one of hope.

A Metaphor for a Metaphor
When thinking of a suitable parallel for this story, I ended up
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with something that used to be on TV, and might still exist—
the Lotto Draw. This involves a machine that turns little balls
around like popcorn, until several balls are propelled
through a tube (1). In this manner, the numbers are chosen
at random. Kevin's Boat seems to be subject to the same sys-
tem, the luck of the draw. His is the only Boat on the scene,
but it is not hard to imagine that there might be other boats.
These other boats may either remain adrift, or be one of the
lucky who break through. Marine biologist and philosopher
Ed Ricketts wrote in his diaries about something he termed
"breaking through".Ricketts was the real-life basis for the
main character in john Steinbeck's novels Cannery Row and
Sweet Thursday. Breaking through is a term Ricketts is said
to have gleaned from a poem by jeffers The Roan Stallion,
in which he writes,

Humanity is the start of the race; I say
Humanity is the mould to break away from, the
crust to break through,
the coal to break into fire, the atom to be split.

Ricketts was fascinated with this somewhat misanthropic
idea of a conscious separation from humanity, but in a re-
cent biography, he seems to identify the term "breaking
through" as closer to the idea of "flow" than with an actual
separation. This concept of flow, first identified by the psy-
chologist Mihály Csíkszentmihályi (in Western culture, East-
ern religions such as Buddhism and Taoism naturally
preceded Csíkszentmihályi), is perhaps in line with what
Kevin might be illustrating in the form of the window and
the ladder. Flow is a state achieved when an individual feels
a high level of personal control and is engaged in an activ-
ity that is intrinsically rewarding. This results in the merging
of action and awareness. It is perhaps the opposite of an an-
chorless boat, adrift at sea, buffeted by indeterminate winds.
Though Kevin may not be consciously referring to the idea
of flow, the existentialist underpinnings of his piece seem to
support the idea of finding a way to live with nothingness, in
the absence of a deity. Flow, or complete absorption in an
activity, is a way to positively immerse oneself in ones own
existence, and is in essence a way out (or ladder) to a higher
state of consciousness that may not have anything to do with

religion. In light of this idea, the inclusion of the anchor
makes more sense. I had originally found the anchor prob-
lematic conceptually, coming as it does from out of nowhere.
I wondered why the anchor did not come from within the
boat. However, I believe the anchor represents the opinions
of others that can sometimes offer a false sense of security.
Or conversely, the perceived judgments of others, which can
lead to insecurity. It is somewhat akin to the laugh that is
heard by the main character, Clamence, in Camus' novel, The
Fall. Clamence witnesses a suicide which he does nothing to
prevent - this incident leads him to question his sense of him-
self as an altruistic person. A year later, just as he has once
again reached a point of comfortable self-delusion, he is in
the middle of congratulating himself for some selfless activ-
ity,when behind him he hears a laugh that seems to be di-
rected at him, and that perfectly shatters his newfound
esteem. The laugh turns out to be nothing, a conversation be-
tween friends, but he is haunted by its implications.This an-
chor then, could be representative of self-doubt, or the doubt
of others that becomes ingrained. By refusing to become at-
tached or affected by the anchor, the Boat leaves itself open
to unimagined and possibly transformative experiences.

Execution and Formal Considerations
Kevin's piece seems to strike the right chord in that the form
does not interfere with the meditative nature of the content.
That said, I am not totally sure that it is the perfect vessel. In
terms of style, it first reminded me of Terry Gilliam (2). It has
the look of stop-motion animation, and the movement is
repetitive and simple.This lends it a definite charm, but also
has the potential problem of association with work whose
main goal is to be humorous. However, this alone does not
sink the ship (lol), since the content has to do with absurd-
ity, which is part and parcel of Monty Pythonesque humor. It
is possible, though, that a more specific rendering would
lend itself better to the sublime nature of the content. The
symbols that Kevin is using seem very apt. And the sim-
plicity of the forms ensures that these symbols do not get
muddled. It is a fine line to walk and one gets the feeling that
Kevin is just getting started. Like Gilliam with his ever-pre-
sent oversize feet, sausage grinders, and marionette mouths,
Kevin is forming an arsenal of carefully chosen symbols that
can be understood in a variety of contexts. I think the Boat
and the window work in their level of specificity. I am less
convinced in the rendering of the clouds and the water. It
does seem important that these elements recede somewhat.
It is really only the faces of the clouds that for me jump out
as problematic. The whole animation is similar to that found
in old episodes of Sesame Street (3). I'd like to stress that this
is actually A GOOD THING. Those animations are enig-
matic and satisfying to people of all ages. But the faces in
the clouds somehow seem to be more in line with Nick-

continued on next page
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elodeon cartoon bumpers (4) than Sesame Street-style
naivete. No one really wants to see the face of God, and sim-
ilarly, the forces of fate should remain mysterious.

Sound
At no point did I question the aural choices. The wind sound
reminded me of the transition shots of pine trees in David
Lynch's FireWalkWithMe (5). Those trees had a meditative,
foreboding quality which seems almost entirely rooted in
their noise. The primal nature of this sound provides a back-
bone for the meditative, calming, and yet slightly unsettling
nature of Kevin's animation.

Episodic Nature of Animation
A problem inherent to animation in general is its episodic
nature. In animation, more often than in film, there is a stut-
tering quality, a tendency towards producing a string of ac-
tions, which is found less often in film. It parallels the effect
that the time limitations imposed by television have on ac-
tion that would be more subtly expressed in a film. It may
be a problem of what people are willing to imbibe when it
comes to animation. Silent films have this quality as well, of
"this happened, and then this happened, and then this hap-
pened." A sort of Rube Goldberg machine. Terry Gilliam has
capitalized on this, so much that the intro to Monty Python
shows just this type of machinery (6). This is a part of Kevin's
work that I found successful, and that I would like to see en-
hanced. I found it enjoyable that his animation was not a per-
fect machine, but operated within more symbolic, subtle
terrain. For instance, the triangle of water at the beginning
recedes strangely, and is not repeated or explained. The an-
chor is thrown from an unknown location.There is not a per-
fect Cause>>>Effect correlation. While some may find this a
weakness, I thought those parts were the most interest-
ing.This is perhaps why the clouds were less gratifying - they
blow air, and the Boat moves perfectly in response. The ac-
tion is clear. The more enigmatic choices seem to reflect the
concept more accurately. In The Denial of Death, Ernst
Becker wrote,

"Man's anxiety is a function of his sheer ambiguity and of
his complete powerlessness to overcome that ambiguity,
to be straightforwardly an animal or an angel. He can-
not live heedless of his fate, nor can he take control over
that fate and triumph over it by being outside the human
condition."

Kevin's animation reflects this idea, and perhaps hints at a
solution. To live with an understanding of ones own limita-
tions, and seek to occasionally break through.

Got a ticket for a runaway train
jordan Gushwa has designed a font, American Dream. It is
at present only available in the italic capital form. Another
font, Loupot, is a precursor and is also said to be “very suc-
cessful” at appearing only in capitals. Loupot was released in
1998, but based on an Art Deco face by the designer Charles
Loupot, a contemporary of AM Cassandre. Paul Rand once
said, “there can only be one AMCassandre,”but after a brief
perusal of Loupot’s posters, which are wildly popular on all-
posters.com, it seems Cassandre was not so singular. And
now, 70 years later, Loupot has found another friend in
Gushwa. Both fonts have a relationship to signage, although
Gushwa’s is less committed to a vernacular language. Amer-
ican Dream is truly a melting pot, a good part blackletter (or
rather its 90’s counterpart), a dash of speedball instructional,
and a liberal peppering of three dimensionality.These mixed
flavors give the font an air of the casual, and at first muddle
interpretation. After a closer look at formal precursors,
American Dream is easier to place (see precursors opposite
page, most sourced from 1985-1998).

In looking at the precursors to American Dream, I am struck
with the strengths of the font. I notice how it looks particu-
larly good at small sizes, and appreciate its simplicity in
comparison to other fonts. When I first saw American
Dream, it reminded me of jonathan Barnbrook’s Delux,
mostly due to the H and the M. Nick Kuder was reminded of
Arbitrary Sans, and cordially agreed to lend me some books
from his premium stash. I believe it was the terminal serifs
at the apex of the A and M that sparked the connection, but
G_d knows I could be wrong. Elektrix by Zuzana Licko,
struck me not in specifics but in an overall sense of playful-
ness. American Dream dances on the baseline in a similar
fashion.Klute, a font with which I am not particularly enam-
ored, shares the straight lines, and a similar E, F, V and S.
These letters I find problematic,which shall be discussed
later. Paulette I mention because of the three dimensional,
folded aspect of some of the letters – I think for me these let-
ters may be the strongest because of their relationship to
more recent work at Cranbrook. I include textura because it
is the root of some of the other faces, the beginning of the
whole experiment.What can be gleaned from these relation-
ships as a whole, is that jordan is well-versed in the formal
language of the 90’s. In addition, it is evident that type, like
fashion, is output in a cyclical manner in tandem with cul-
ture, and that this is only natural.

review of Jordan Gushwa



47

Like a madman laughing at the rain
Elliott wrote in his essay, This Monkey's Gone to Heaven,
“typography is not conceptual.” And this sentiment rings
true for the most useful of typefaces. Toward the opposite
end of the spectrum, we find type that is conceptual, and per-
haps this is part of what has limited its shelf life. The 90s de-
signers who made their own faces,mixing fonts together and
breaking boundaries, had the additional unlucky effect of
birthing a legion of paltry imitators. Everyone wants to be
the Dj. Some of these pioneering designers, Elliott included,
produced faces that were drawn so specifically as to render
their use by someone else horrifying. If not conceptual, they
were surely highly specific.These typefaces functioned al-
most like jewelry — each letter its own beautiful and consis-
tent object, one you might wish to secret away. Kathy McCoy
stated in The New Discourse that the new generation of de-
signers “challenged the sterility of ‘universal design’ and is
emerging with highly personal interpretations.”

Gushwa’s American Dream must be placed within this mi-
lieu of early nineties type design, as that is where it has for-
mally situated itself. Making such a typeface in 2008, at
Cranbrook of all places, is perhaps a brutal way to introduce
oneself into the practice of type design, given Cranbrook’s
rich and accomplished history. It may be that in order to re-
vive the tradition, Gushwa is going back to the source. This
leads us to question the purpose of such an enterprise, if not
to push the boundaries of what has already been done here.
It is almost as though he is drawing a line in the sand indi-
cating where we left off. But why create a new typeface with-

out crossing this line? The failure to push the formal lan-
guage further places the font in the vein of a historical re-
vival. But the inconsistencies in the font contradict this
theory. Because of its lack of discipline, American Dream at
worst becomes mere stylistic mimcry, aping the past and
pointing to the emptiness of the present. It is like the plaid
shirts being sold at Forever 21, or the ripped jeans that re-
cently permeated New York’s Fashion Week with a sense of
90s decay. Those that do not learn from the past are doomed
to repeat it, ad nauseam. Party on, Garth.

This said, it is also true that one must start somewhere, and
that new typefaces usually have a close relationship to type
that has already been produced. American Dream could
function as a historical revival, similar to the Blaktur face
that has just been produced by House Industries. For this to
happen, some of the formal inconsistencies would need to be
resolved (see Internal Logic). Returning back to the idea that
the production of a conceptual typeface is impossible—de-
spite this limitation it may still be possible to judge a type-
face conceptually or theoretically. Through so doing we may
grow to understand it better.

A little out of touch a little insane
Peter Hall wrote in Graphis, regarding a blackletter by Barn-
brook, “As a weapon of subversion the typeface is a flimsy
fellow, changing sides depending on the context in which it
is used. Exocet, Barnbrook admits, has become popular on
the websites of far-right extremists. As functional fonts, on
the other hand, Barnbrook's typefaces, redolent with per-
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sonality, can be somewhat limited in their application. Barn-
brook quipped during his AIGA lecture that Bastard was
‘completely unusable, like all my fonts.’”

Of course, that won’t stop people from using it. Blackletter
has historically be fraught with negative connotations, and
its recent appropriation by neo-nazis brings these to the fore-
front yet again. Fraktur are broken types designed after the
Rennaissance, highly economic because of their narrower
letters, closer letterspacing, and traditionally smaller line-
spacing. The face has somehow always been in the fray of
conflicting ideals. Luther used blackletter as an affront to the
Catholic Church as they traditionally used Roman Catholic
type. The NSDAP declared fraktur the official German type
in 1933. jan Tschichold described blackletter as nationalis-
tic because it is revels in the following dichotomies:

Rationalism vs. Romanticism
Reaction vs. Progress
Cold vs.Human
National vs. International

SinceTschichold,many have derided these tendencies. But as
we know, guns don’t kill people, people kill people. Or do they?
The resurfacing of blackletter design throughout the cen-

turies has had more to do with its crystalline beauty than its
politics, although the latter garners more attention. For in-
stance, the modernist Paul Renner, who designed Futura in
1927, also designed a blackletter by the name of Ballade in
1937. The urge to reform blackletter in order to increase its
legibility to the uninitiated began in 1793, with an early at-
tempt at blending with roman type. Since then, this impulse
towards blending has been repeated,all the way through the
1990s to today. This has helped to return blackletter to the
vernacular. For awhile it was seen most often either in the
context of heavy metal design, such as the judas Priest logo
best seen on the awesome cover of the album British Steel,
or in various goth ephemera.The appropriation of blacklet-
ter as “hip”is a relatively recent phenomenon in its history.
This is where jordan comes in. American Dream blends the
current popularity of handdrawn lettering, with the some-
what dulled edginess of blackletter.

Its just easier than dealing with the paain
It is possible, that Gushwa is interested in a Barnbrook-esque
subversion of blackletter’s historical underpinnings. There is
some correspondence in the fact of the face being dubbed
“American Dream.”Blackletter was most popular in Ger-
many during times of war, times that were fraught with eco-
nomic uncertainty and prejudice. A revival now need not

Internal Logic
FORMAL GROUPINGS

AmericanDreamfollowsapeculiar logic. It is a typefacerooted
in hand lettering, yet at times it defies the possibilities of the
pen stroke. Some letters appear folded out of paper, others
have a three-dimensional look. Others are notched in a way
that would not be possible with construction either of paper or
pen. The F at first appears to be the odd man out in the group
of notched letters, however, it is the only one that could possi-
blybedrawnwithapen. I think theFwouldbeagoodmodel for
the rest of the group in that its form is more resolved.
TheU,VandWstandout forhavingsingularly sharp terminals.
X and Y may have joined this group, were it not for their dulled
ends. Y appears to be the uncut version, while “X” shows the
beginnings of a downward angle, which may eventually lead

3D

HARD SELLNOTCHES

FOLDED

O’s

F JAGGED

to the ferocity found inVand theother jaggeds. Therearenods
to the 3D group here as well, with X and Y showing allegiance
tononebut themselves. Thisgroup isdubbed thehardsell be-
cause the members either lack elements of other groups or
straddle the fence. They appear to be letters that were given
less consideration.
Also worth mentioning is the lack of relationship between the
M and the W. These letters, traditionally two sides of the same
coin, bear almost no relationship. The W must go, with its odd
fused trident. The M is more in line with the rest of the font,
most friendly with the 3D group, it also shares a tangential re-
lationship with the serifs of H, L, and I.

INCONSISTENCIES WITHIN GROUPS:

The serifs in the notches group

are all different, with different

angles and thickness.

The upward strokes of the jagged

group end in terminals that lack

cohesion in angle and treatment

— for instance the U has a 3D ter-

minal on its right stem, while the

V is uniformly sharp. The W is

even more problematic, in that its

terminals seem in disagreement

over which way the wind blows.



49

necessarily refer to this fact, as it likely does not in House
Industries Blacktur.But in naming the font American Dream,
jordan may be encapsulating the problems facing our coun-
try today, and hinting at a historical relationship with another
fallen empire, Prussia. Barnbrook describes Delux, which has
a formal relationship with American Dream, as “Life en-
hancing, resource using, environment destroying, ozone de-
pleting, labour exploiting, rainforest using, ghetto creating,
space-junk making, inequality producing, government cor-
rupting, beautiful and wonderful, expensive, designer label
delux available in plain and ultra to satisfy your every de-
sire. ”What this means is anyones guess, but it is plain that
Barnbrook fancies himself a real revolutionary. Gushwa
shows no signs of such mania, but American Dream could
indicate a more subtle attempt at a Marxist critique of con-
temporary society. The surface level critique would be a
comparison of the current state of U.S. affairs with a pre-
WWII destabilized Germany. On a deeper level, the critique
could involve the purchase of such a font.

Graphic designers constantly churn out new fonts, though
most are not trained type designers. Much of this schlock is
available for free, but a shocking amount of really bad type
is available for purchase. The market is flooded with these
poor specimens, and the consumer flails wildly.Adding to
the absurdity of the situation,many worthwhile fonts are had
for free, through acquaintance or torrent. It is like money that
has been devalued through inflation. This problem with the
font market can be seen with other creative output as well,
such as cds and even magazines. It is possible that Gushwa
does not approve of the devaluation of something he holds
dear, and wishes to call attention to this. I get the feeling, that
whatever his impulse,Gushwa wishes for a new beginning.
He has made a happy blackletter, and has the positive hope
of reviving our interest in type design, a useful undertaking.
In the New Discourse, Katherine McCoy writes that “we do
not pretend to revolutionize graphic design, but seek to par-
ticipate in it as deeply as possible.” In order to do this we
may have to go on a trip with jordan — back to the future.
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