
	 	 	 Word as God 
Nathan De Monnin 
December 2022 
 



	 	 	 Contents

	 	 	 	 	   3	 	 Abstract


	 	 	 	 	   4	 	 Parable


	 	 	 	 	   6 	 	 Thesis and Objective


	 	 	 	 	   6	 	 Key Terms 


	 	 	 	 	   7	 	 Approach


	 	 	 	 	   8 	 	 Critical Theory


	 	 	 	 	 11	 	 Design Reference


	 	 	 	 	 18	 	 Posters


	 	 	 	 	 23	 	 Space-making and Book


	 	 	 	 	 26	 	 Closing


	 	 	 	 	 28	 	 Annotated Bibliography		 

	 	 	 	 	 


	 	 	 


Word as God	 	 2



	 	 	 Abstract

I spent 25 years guarding a rigid belief system. I ignored a world full of possibilities and even denied 

myself aspects of my own identity. Dismantling my belief systems has been scary and left me vulnerable. 

But I have also discovered freedom and authenticity—my myriad consumption of language, my journey of 

personal education, being the catalyst for it all. 

Language is a powerful tool for disassembling and recreating belief systems. Language is also visual—

words, the way they’re written, symbols, punctuation, spacing, translation, their designed composition, 

and their relationships with each other all affect meaning.  The Bible has been framed in many ways 1

throughout history. It is a book with infinite meaning and interpretations. The Bible frames its own words, 

the very type on the page, as God himself in John 1:1.

If ancient text can seek to establish that level of authority through itself, surely, we also have the power to 

use these communication elements to both dismantle our perception of the divine and reconstruct internal 

belief structures—through reinterpretation, critique, alternative discovery, and visual substance.2

This project, Word as God, is significant to me personally; something I have experienced over time, but 

beyond myself, it is valuable as an analytical tool. Through personal experience, linguistic deconstruction 

of Biblical texts, and exploration of Biblical iconography through history I visualized my findings in a series 

of posters. An accompanying book was also created, acting partly as a cipher, while cardinally 

encouraging personal interpretation and exploration. The purpose of Word as God is to ask—to taste and 

see a different, riskier sort of goodness—with the pursuit of rich authenticity and celebration of inquiry at 

the heart.

The Parable of the Young Guard 
There once was a young man who guarded the gates of the city. Every day the man 

stood watch diligently, protecting the safe, quiet courtyard within. One day the king issued 

a decree. He announced that he would demolish the city's walls! “The walls are only 

protecting my empty courtyard!” he declared. 

 Ellen Lupton and J. Abbott Miller “Visible Language, New Perspectives: Critical Histories of Graphic Design.” Journal of Design 1

      History 9, no. 3 (1996): 354. 

 Richard Hollis, Robert Massin, and A.M. Cassandre. “Language Unleashed.” Eye 16, no. 4, March 1995.2
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After the decree, in anticipation of the forthcoming demolition, the king threw a party. He 

invited his people from all over the kingdom to come and share in the celebration. When 

the young guard heard the news he was distraught. 

He came before the king and said “Your majesty, every day I guard this city with my life, 

every day I protect the peace and quiet that you yourself have worked so hard to achieve. 

How can you say you’ll tear down these walls and let people from across the kingdom fill 

this place? Surely it will be a disaster!”

The king was quiet, measuring the young man’s fear. Finally, taking in a deep breath, the 

king said to the young guard, “What’s the purpose of keeping my people outside the city 

walls? Why should I protect an empty courtyard? The courtyard should be full of my 

people!”

“But what will I do now?” the guard replied, “I have only ever guarded this city, my Lord.”

The king leaned down, looked the young guard in the eyes and said, “Go. Don’t be 

afraid. Enjoy the party. See that there is much to eat and drink and enjoy… More than 

you could ever ask, think or imagine.”

Jesus’ teachings in the Bible are predominantly delivered as parables—short allegorical stories with an 

attached moral or spiritual lesson. I wrote the Parable of the Young Guard to consort with the subject 

matter of my inquiry. The young guard need not safeguard his mind or his heart—he is liberated to 

investigate, to ask, and to live also without answers to his questions—what a rich nature of integrity. 


	 	 	 


	 	 	 Thesis and Objective
Visual language acts as both an optical and conceptual frame. It gives shape to meaning and judgment, 

and it provides substance for people to codify. Design and language can therefore supply material and 

more palpable narration to the dismantling of internal faith structures—those essential core beliefs that 

lead and guide our conscious and subconscious decision-making as well as our perceptions of the world. 

Moreover, those elements of visual language (words, the way they’re written, symbols, punctuation, 

spacing, translation, their designed composition, and their relationships with each other) can critique 

those internal structures and allow for the discovery of alternative concepts. My goal for myself and 

consumers of my work is to vitalize honest and authentic inquiry—to seize the courage and vulnerability 

of exploring the unknown—whether in a faith-based deconstruction or any other personal capacity. There 
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is value to be garnered from vetting investigation, and visual language provides a valuable framework to 

accomplish that examination. Word as God  is a successful endeavor if the visual language contained 

within it leverages inquiry—if the designed elements and language relationships move from a place of 

intention into actualization and facilitation of questioning and personal discourse. 

Key Terms
Before asserting my position, an explanation of some key terms is necessary. Dismantling internal faith 

structures refers to the deconstruction of ingrained faith-based doctrines—belief systems often bestowed 

unwillingly upon individuals from a very young age. It involves challenging, disassembling, and striking up 

an ongoing personal or communal discourse regarding belief systems that have long maintained a sense 

of internal jurisdiction within individuals. Visual language is a term partially defined earlier in this writing, 

but I’d like to reiterate that it is an umbrella term for the symbiotic relationship of language and design, 

and how those two things interact with one another to inform the viewer and provide meaning. Visual 

language includes, but is not limited to, any form of ocular structured human communication—writing, 

typography, words, the way those words are written, symbols, punctuation, spacing, translation, the 

designed composition of words, and their relationships with each other. Word as God, the title of this 

thesis project, came about after reading John 1:1 in the Bible—as I interpreted the text to be asserting its 

own authority. It signified the power of using language as a tool—in this case, to question, critique, and 

even reinterpret. 

	 	 


	 	 	 Approach 

I approached my inquiry in a triangular manner. First, through a personal lens. Second, from a historical 

and iconographical lens. Third, through a semiotic and linguistic lens. Having grown up in a strict 

Evangelical household, I was fed Bible story after Bible story from infancy. Beyond that, I was taught there 

was only one way to live, and that was to live a life dedicated to the Christian faith. I was often told that I 

may not get to grow up and have a family because of the second coming… the end times were near. I 

lived with a sizable amount of fear as a child. Fear of hell predominantly, but also a deeper fear that I just 

wasn’t polished enough to make it. In time, I began to experience the world for myself and some of those 

doctrines became tempered with critical thinking and personal exploration. But there were many things 

that I never allowed myself to confront or question until I turned 26. At that time, I finally decided to reckon 

with my sexuality. As I did so, a flood of candid and precarious questions instigated the internal undoing of 

my deeply rooted belief structures. While personal revelations were the catalyst for my discovery, the 

second approach, analyzing the Bible and the Christian faith through a historical lens brought another 

important angle of critique, one much more pragmatic, and importantly, detached from me personally. The 
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third approach, while of a more obscure principality, yielded some of the richest results, as I examined 

how language and the relationships within our semiotic and visual lexicons affect and dictate meaning. 


Critical Theory
My work is primarily rooted in linguistics and post-structuralism. The content within the Word as God 

project maintains an openness—the sense of meaning is flexible, and indetermination is embraced. I am 

bolstered by the work of Jacques Derrida and the post-modernists—noting that “deconstruction is not a 

style or ‘attitude’ but rather a mode of questioning through and about the technologies, formal devices, 

social institutions and founding metaphors of representation. Deconstruction belongs to both history and 

theory. It is embedded in recent visual and academic culture, but it describes a strategy of critical form-

making which is performed across a range of artifacts and practices, both historical and contemporary.”  3

The existence of power/knowledge systems, coupled with instances of cultural resistance that incite 

change as explored by Michel Foucault are relevant to both my critical analysis and the accompanying 

designed work. I tend to fluctuate between an adherence that self-expression and authorship can be 

realized within a post-structural design framework and the idea that the ‘self’ is a structure more simply 

made up of external signs.  As noted by Ellen Lupton in Deconstruction and Graphic Design: History 

Meets Theory: 

“Post-structuralism’s emphasis on the openness of meaning has been incorporated by many 
designers into a romantic theory of self-expression: as the argument goes, because signification 
is not fixed in material forms, designers and readers share in the spontaneous creation of 
meaning. This approach represents a rather cheerful response to the post-structuralist theme of 
the ‘death of the author’ and the assertion that the interior self is constructed by external 
technologies of representation. According to the writings of Barthes and Foucault, for example, 
the citizen/artist/producer is not the imperious master of systems of language, media, education, 
custom, and so forth; instead, the individual operates within the limited grid of possibilities these 
codes make available. Rather than view meaning as a matter of private interpretation, post-
structuralist theory tends to see the realm of the ‘personal’ as structured by external signs. 
Invention and revolution come from tactical aggressions against this grid of possibilities.”4

Word as God invites a shared process of communal meaning-making through the invitation to question. 

This is put forth in the posters and reinforced through the accompanying book. While embedding 

information and at times coding it could potentially appear similar to the Christian tendency to make 

meaning and doctrine unattainable or understood save by a few in power, Word as God is markedly 

dissimilar as the content is more inherently available, and it overtly encourages questioning from all sides

 Ellen Lupton and J. Abbott Miller “Visible Language, New Perspectives: Critical Histories of Graphic Design.” Journal of Design 3

History 9, no. 3 (1996): 346 

 J. Abbot Miller and Ellon Lupton. “Deconstruction and Graphic Design: History Meets Theory.” Journal of Design History 4, no. 28 4

(October 1994). 
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—making much less concrete assertions across a series of design work that’s also meant to be visually 

enjoyable. At its very best, the poster explorations may also be tactical aggressions within sign structures 

working against an established religious grid. 

Charles Sanders Pierce’s semiotic theory, examining the potentially never-ending meanings found among 

the relationships of the sign, the object, and the interpretant, have informed my linguistic lexical analysis, 

leading me to elements of actuality where the relationships between words and their visual designations 

have led to alternative postulation and significance. Pierce asserted that ‘sign representations’ generated 

further interpretants in a few ways. First, through some kind of ‘mere community’, referring to these 

likenesses as icons. The second are those ‘whose relation to their objects consists in a correspondence 

in fact’ called indices. And finally, ‘those whose relationship to their object is an imputed character’—

calling them symbols.”  Sign representations in the form of icons, indexes, and symbols were ways that I 5

sought to explore meaning relationships in the visual language typified in my posters. Design and 

language are tools to facilitate consideration—tools that can help us explore how multitudes of meanings 

can either be highlighted or painted over. As J. Abbott Miller and Ellen Lupton point out, “spacing and 

punctuation, borders and frames: these are the territory of graphic design and typography, those marginal 

arts which articulate the conditions that make texts and images readable. The substance of typography 

lies not in the alphabet per se—the generic forms of characters and their conventionalized uses—but 

rather in the visual framework and specific graphic forms which materialize the system of writing. Design 

and typography work at the edges of writing, determining the shape and style of letters, the spaces 

between them, and their positions on the page.”  The materialized systems of communication can be 6

allowed to facilitate those relational probes of the icon, index, and symbol. 

Design Reference
The design work of Wolfgang Weingart, Katherine McCoy, and Robert Massin has informed the way I 

communicate with visual language. They have helped to justify the embedded communication as well as 

the aesthetic choices to convey information clearly, with ambiguity, and with emotion. They led me to 

sever the chains of rule and clarity in favor of feeling, interpretation, and the remuneration that comes 

from unleashing language within design work. Wolfgang Weingart was committed to a learning and 

growing process regarding typography and design. He valued an “open attitude toward typography and 

life, a process not of making typography while suffering pain, but rather of having fun exploring all the 

 Albert Atkin. “Pierce’s Theory of Signs.” Stanford Encyclopedia of Philosophy. Stanford University, November 15, 2010: 25

 Ellen Lupton and J. Abbott Miller “Visible Language, New Perspectives: Critical Histories of Graphic Design.” Journal of Design 6

History 9, no. 3 (1996): 358. 
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possibilities of classical typography, systematic typography, ugly typography, research typography, rigid 

typography, computer typography, crazy typography, painting typography, do-it-yourself typography, Swiss 

typography, [and] letter-spacing typography…."  Weingart’s attention to detail, appreciation of exploration 7

and freedom, maintained adherence to order, and rule abidance, (even if those were broken rules) can be 

seen across my work. While I break rules in the whimsical treatment of script fonts and color pairings in 

the Word as God book, there is a sense of strict order and intention that makes the treatments not only 

calculated, but compelling, and beautiful. Being aware of the ways that visual language speaks, even 

when there is freedom and encouragement of inquiry, is key to maintaining a level of effectiveness within 

the facilitated narration. I relate strongly to Weingart’s tension between appreciating the international 

style’s clean approach and clarity, while also seeking to communicate more strongly through the breaking 

of certain rules—exercising a sense of creative freedom. Weingart stated that:

 The Swiss style’s conservative design dogma and strict limitations stifled [his] playful, inquisitive, 
experimental temperament and [he] reacted strongly against it. Yet at the same time [he] 
recognized too many good qualities in Swiss typography to renounce it altogether. Type must not 
always be set flush left/ragged right, nor in only two type sizes, nor in necessarily right-angle 
arrangements, nor printed in either black or red. Typography must not be dry, tightly ordered or 
rigid. Type may be set center axis, ragged left/ragged right, perhaps sometimes in a chaos. But 
even then, typography should have a hidden structure and visual order.”  8

His ability to recognize the useful nature of the international style while pursuing new styles informed my 

own making—both in the poster creation and the book. There is clear organization and repetition in my 

use of the Univers font exclusively. The all-caps bold headline size and placement, and the smaller copy 

in the posters, all at once follow a sense of order and lie within a grid, while being playful, nuanced, and 

unexpected. While the Word as God poster series and book attempt to move beyond a sense of 

intentionality and toward a level of Post-Structural actualization, they also vacillate back toward more 

grounded elements of humanity— such as tenderness, anger, confusion, and undemanding explanation. 

Using typography in a more emotive way, the audience can relate to the work more strongly and 

authentically, while the cleanliness and order allow those emotive treatments not to become noisy or in 

competition with each other. There is a maintained level of harmony among the playful and inquisitive 

compositions. See Figures 1, 2, and 3 for examples of this within the poster series. 

 Wolfgang Weingart. “My Typography Instruction at the Basel School of Design/Switzerland, 1968 to 1985.” Design Quarterly, no. 7

130 (1985): 4. 

 Wolfgang Weingart. “My Typography Instruction at the Basel School of Design/Switzerland, 1968 to 1985.” Design Quarterly, no. 8

130 (1985): 5. 
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Robert Massin’s work has influenced the Word as God project in the way he “has created unprecedented 

bonds between writing and design, between letter and image…the work of a designer and art director… 

What makes Massin so unique is his ability to endlessly reflect on the very nature of French culture: the 

culture of the written word… A passionate amateur who has excelled in graphic design, art direction, book 

design, typographical experiments, fiction and memoir writing, photography, and musicology, as well as 

enlightening professional treatises on design.”  Writing and design relationships are the crux of my work9

—art direction, used as a tool to engage and stimulate thought—fueled my historical, personal, and 

linguistic reflection in the vein of faith—which is so rooted in our culture, and in a myriad of ways our 

psyche as well. Katherine McCoy and David Frej state in Typography as Discourse that “these cryptic, 

poker-faced juxtapositions of text and image do not always strive for elegance or refinement, although 

they may achieve it inadvertently. The focus now is on expression through semantic content, utilizing 

the intellectual software of visual language as well as the structural hardware and graphic grammar of 

Modernism. It is an interactive process that—as art always anticipates social evolution—heralds our 

emerging information economy, in which meanings are as important as materials.”  10

Posters
Each poster falls into one of three ‘making’ categories: historical, personal, or linguistic exploration. While 

the posters fall broadly into one of these categories there is a great deal of interaction among the lenses 

of investigation—a purposeful sense of nuanced overlap. The historical surveys within the posters seek to 

do several things. One of these things is they attempt to shine a light on leadership abuse within the 

Christian faith and a general lack of accountability and transparency. The symbiotic relationship between 

culture and religion was also something I was keen to examine—the way the two live off of each other, 

serve one another, and inform each other. Furthermore, the role of graphic devices within a history of 

limited literacy and accessibility became intriguing, as did religious authority’s subsequent roles of power 

and control. Translation over time was also of interest. Finally, the role of the Christian faith as a major 

player in the utilization and progressive implementation of advertising and branding, informing how we 

develop brands and sell products to this day was of interest. Of particular relevance is the role of the 

cross as a logo as well as the crucifix as it’s immersed in the English language.  Whether purposed and 

intentional or as the product of flawed craft over time, translation inconsistencies and alterations have 

gradually transformed the landscape of Christian doctrine. Through linguistic exploration of Biblical 

manuscripts and investigation into the way words have been strategically translated, specifically in the 

 Laetitia Wolff, and Robert Massin. “Massin in Continuo: A Dictionary Interview with Robert Massin.” Design Issues 18, no. 4 9

(2002): 32. 

 Katherine McCoy and David Frej. “Typography As Discourse,” (1988): 5.10
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last 100 years, it’s become apparent that translation has become a tool and an enforcer for those in 

power.  One of the posters inquiring about translations is In Lieu of Honest Exegesis (See figure 4). 

In Lieu of Honest Exegesis addresses the fact that there is not only a lack of integrity within some 

translations but clear and strategic mistranslations, aimed specifically at 
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condemning minority groups. For example, the Bible never once used the term homosexual before 1946. 

Translators in the United States chose to replace a notoriously difficult-to-understand Greek slang term 

and a neologism by the Apostle 

Paul for the word homosexual.  Despite these strategic decisions made by those in power, a majority of 11

religious folks in the United States exclusively claim the Bible to be the sole source of spiritual authority, 

and often the standard for governing authority as well. Most of these people believe that the Bible is 

divinely and perfectly inspired and is unerringly truthful and without flaw.  They ignore the simple fact the 12

Bible is, undoubtedly, an artifact created and written by human hands, changing over time both in its 

interpretation and translation, to flatter the wills of those in power within the faith.

Personal inquiry within the poster series ranges in topic, but broadly, they catalog my journey of 

questioning and the process of undoing the aforementioned internal faith structures. I deal with guilt 

regarding my twenty-five years worth of participation in the evangelical tradition, the feelings of pain and 

void involved in breaking my formidable internal set of beliefs, the loss of the safety net they provided, 

and the subsequent sense of lightness and freedom gained from the authenticity that followed that 

undoing. There is also a nod to potential positives involved in reimagining those once familiar belief 

systems and the tender sentiments found in revisiting certain stories of faith with new eyes. There is a 

running theme of both confrontation and a sense of emptiness running through the personal questioning

—a recognition of both freedoms gained, as well as temporary loss and internal solitude. The poster titled 

This Feels Right  (refer back to Figure 1) divulges my journey of reckoning with my sexuality—the sense 

of flux and movement that accompanied that, as well as the internal feelings of both positive and negative 

extremes… guilt, joy, confusion, and peace. It was a time of change, when nothing was steady—within 

the poster's rigid structure there is a natural sense of movement that accompanies the shape created by 

the letterforms, producing something that feels both human and organic. 

Linguistic explorations run through every single one of the posters, relationships between words, spacing, 

punctuation, use of symbols, and all the other defined elements of visual language are explored within 

each poster composition, playing an integral part in allowing myself and the viewer to question and to 

think about the subjects on offer. However, several posters deal more explicitly with linguistic themes, 

translation challenges, word relationships, and symbolism. My objective in these compositions was to 

consider the “whole graphic expression” and how the typeface treatment could inform the words to most 

 Colby Martin. Unclobber: Rethinking Our Misuse of the Bible on Homosexuality. Louisville, KY: Westminster John Knox, 2016. 11

 David P. Gushee “Reconciling Evangelical Christianity with Our Sexual Minorities: Reframing the Biblical Discussion.” Journal of 12

the Society of Christian Ethics 35, no. 2 (2015): 144
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effectively inspire the viewer to consider.  The poster In the Footnotes (see Figure 5) considers how the 13

cross exists in Western culture beyond its iconography—moving into the fabric of the English language, 

as used in footnotes, as well as ruminations of its use as a brand mark. 

 Hollis, Richard, Robert Massin, and A.M. Cassandre. “Language Unleashed.” Eye 16, no. 4, March 1995. 813
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The cross is known the world over. It has established itself most firmly within the lexicon of the Christian 

tradition. It’s reducible, recognizable even when blurred or from afar, and it serves as a symbol that 

human beings have rallied around for millennia. The success of taking a mechanism used for execution 

and turning it into the clean, recognizable symbol for one of the world’s major faiths is undeniable. To say 

that modern branding in our globalized world isn’t greatly influenced by this vintage brand symbol would 

be a major misstep. A successful modern brand seeks to be integrated into the community and culture 

with which it’s involved. For better or worse, the brand represented by the cross is so ingrained in 

Western culture, it is even an established symbol within the English language, signifying the use of 

authoritative literature in the form of footnotes—reinforcing the mark itself as a measure of authority and 

seal of approval. In the Footnotes examines the implications of this, the irony of the dual meanings of the 

‘cross as footnote’, and encourages analysis of embedded beliefs that may be reinforced by the 

prevalence of the cross’ use within language and as a brand within culture. The cross is an effective use 

of propaganda, where the real environment has been removed in favor of a certain sense of hyperbole.  14

We are removed from the actual meaning of the cross, and in a sense censored from it, and access to 

historical realities fades over time. This leaves us with a system, built by Christian leaders over the 

centuries, that is mostly contrived, but nevertheless effective propaganda—the cross now effectively 

generates new sets of feelings for humans who interact with it that never were associated with the symbol 

initially.  

Space-making and Book
Both the exhibition space and the Word as God book prop up the objectives of faith disassembly, 

questioning, and re-creation of beliefs by creating a ritualistic space, encouraging inquiry, and allowing a 

‘way in’ to the content of the posters for those of all different walks of life. The space contains the word 

‘SELAH’ in a large painted format on the adjacent wall to the posters (see Figure 6) in the same Univers 

typeface seen in the headlines of each poster. 

 Brian J. Altenhofen, “Solace in Symbols: Discovering Cultural Meanings in Symbolic Propaganda.” ETC: A Review of General 14

Semantics 67, no. 2 (2010): 159. 
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Selah is an ancient lyrical Hebrew word, often used in the Psalms that means to pause and consider. It is 

a very straightforward yet profound way to yet again consort with the subject matter explored—speaking a 

language that renders the very things I seek to question. There is an armchair placed squarely under a 

hyper-directional speaker playing Taize monk hymns creating a sense of ‘holy ground’—a designated 

place for devotion. This elevates the importance of questioning akin to the established divinity with which I 

aim to grapple. To the right of the armchair is the Word as God book. The book offers more direct support 

for utilizing the visual language. The book sections off the posters and allows them to be understood from 

each of the explored lenses—historical, personal, and linguistic. Beyond that, each poster is also given a 

2-page spread in the book (see Figure 7)—contributing to the questioning, offering considerations for the 

reader, and stimulating the modes of inquiry in broader strokes.
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The book facilitates the meaning-making process for the consumer and acts as more of a prompt for the 

viewer than anything. Elzbieta Kazmierczak states in Design as Meaning Making: From Making Things to 

the Design of Thinking that we can think of design “as a trigger, and not as an object. Let us approach 

design as an interface for meaning-making, or simply the design of meaning. ‘Meaning’ stands for a 

thought induced in the receiver, which is originated by the contact with a design. Designs can be simple 

or complex in their material and conceptual structure but, as wholes, they are interfaces.”  That is 15

precisely how the Word as God book functions—as an interface of inquiry. Author biases aren’t hidden but 

they exist as a liberator for the reader, encouraging similar boldness in thought, rather than functioning as 

a belief-informer. There is a lighthearted nature to the written components of the book, as well as humor 

embedded in the posters—an encouragement to leave egos at the door. 

Closing
There is value in questioning, and honesty to be found in inquiry. There are many tools to facilitate this, 

but visual language is an undeniable mode to promote this effectively. Language and design work 

 Elzbieta T. Kazmierczak, “Design as Meaning Making: From Making Things to the Design of Thinking.” Design Issues 19, no. 2 15

(2003): 47
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together to both ask questions and open the door to potential answers. In regards to dismantling internal 

structures, be they faith structures or otherwise, visual language can effectively investigate and can even 

be the means by which alternative concepts are discovered. Word as God successfully showcases visual 

language’s multitude of ways in which it can empower authentic inquest, and can even be the tool by 

which critique and divergent discovery are made. 

“Enjoy the party. See that there is much to eat and drink and enjoy… More than you 

could ever ask, think or imagine.”
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This essay is a look at how design in the 1990s took and applied the concept of deconstruction. First examining 
it through a post-structural frame and into its use in the new millennium. The focus on the application of theory is 
of particular value.  

Weingart, Wolfgang. “My Typography Instruction at the Basle School of Design Switzerland, 1968 to 
1985.” Design Quarterly, no. 130 (1985): 1–20.  

This source, authored by the ‘father of New Wave’ design explores his approach to teaching his students and 
how he views typography in design. His combination of order and freedom and the ramifications of that within 
design communication has made this a valuable resource. 


Wolff, Laetitia, and Robert Massin. “Massin in Continuo: A Dictionary Interview with Robert Massin.” 
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This look into the life and career of Robert Massin is highlighted by the way that he used language in design to 
reflect the culture and vice versa. The relationship between religion, culture, and visual language was of utmost 
importance to me so the work of Massin and his achievements have been influential. 
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