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ConstructDe

Metamorphosis

O Opdvl Kadka umripée €évag amo Toug Tilo onpavTtikoug cuyypadeic Tou 200uv at-
wva. Ta €pya Tou xapaktnpifovral and pa pign dlocodpiwyv Onweg o VMapP§IoPoG
Kal 0 peallopog. Ta gpya Tou exelhiCouv amnod mapaloylopo kal cUPPBOALOHOUG, TOUG
OTI0i0UG TTAQLOLWVEL OE KEIPEVA TIOL EELIOTOPOVV TNV AvBPWTTLVN EUTIELPIA PE Evav OKO-
TEWVO TPOTIO.

O Kadka Bewpeital AoV “o matepag Tov vnapélacpov”, plag priocodiag mov
Baoiletar oto yeyovog OTL oL AvBpwriol LITAPXOLV OE €vav KOOHO TIOUL KUPLAPXEL TO
xdog, évav KO6opo Tou eival aBAcipog Kat TapdAoyog, Kal we ol AvepwrtoL TIPETIEL
va arnodwaoouv 1o dikd Toug vonua otn {wry Toug.

Ot 1otopieg Tou Kadka €xouv autofloypadikd DPOG, KATL TTIOL SUOKOAEVEL OTNV Y-
BdaBuvon kat Tnv ARPN Katavénon tous. To DPog avTod, deixvel TN ouvexr) ducdopia
Kal Tapaxr Tou cuyypadea yia tn {wry TOU 1} TNV OKETTTIKIOTIKY) GUON Tou cuyypadea.

2¢ €va aro Tta 1o orouvdaia kat cuvtopa £pya Tou, TNV Metapdpodwon, adpnyeitat
TNV 1oTopia tou MNkpeykop, evog MwANTH, Tou Eumvdel pla pépa Kat avtilapBdavetal
OTL EXel peTApOPPwOEi o€ Eva peyalo andlacTtiko evtopo. Ot MwARCELG, pia SOLAELd
IOV avayKAdeTal va KAveL O TIPWTAYWVIOTAG Yla va EEXPEWTEL TA XPEN TWV YOVIWV
Tou, 6ev TOV KAVEL XapOoUPeVo, TIap” OAa autd, SOUAeLEL OKANPA KABWG OAn Tou N
OlKOYEvela oTnpileTal OIKOVOUIKA arod ekeivov. ‘Otav Aolmov yiveralt autod To Tapd-
Aoyo cupPav kat o MN'kpgykop urvdel wg €VTopo, N PWTN Tou avtidpaon dev rftav
va avapwtnBei nwg eivat duvatdv va cuveRn KATL TETOLO, aAAAd avalnTouoe TPOTIO
va 1idel atn dovAeld tou. Auto propei va e€nynBei amod To yeyovog OTL 0 IKpEykop
€viwBe TTOAD Aoxnua Pe TOV €aUTO Kal TAUTILOTAV PE TA XAPAKTNPLOTIKA evog {wu-
diov, akopa Kat mpLv TNV YETaPopdwaon Tou, TIPAyHa Tou dev TOU EKAve EVTUTIWON
étav €ylve paypatikoTnTa. EmmAéoy, éviwbe wg n SouAeld Tou eival TILo oNUAvTIKA
arno tov i6lo, Kal TIAvTa TNV eixe WG MPOoTeEPALOTNTA, TTAVW ATtO TOV SIKO TOL EAEVBEPO
XPOVO Kal TIG SIKEG TOU AOXOAIEG. Z0pudwva Pe avalloELG TIOU £XOULV YiVel yla TO €pYo,
mapd TNV OAKA HETAUOPGWON TOL NPWA OE EVIOHUO, O XAPAKTNPAG Tou MKpEykop
Sev aAAACel MOAL Katd TNV SLAPKELa TOL €PYOU.T ZUYKEKPIUEVA, KAl OTIG 600 HOPDEG
TOU, O XapakTrpPag daivetal va armodexeTal TIG KATACTATEIS KAl va Ynv avtidpdael.
‘Otav o matépag Tou HEVEL AVEPYOG, AMOJEXETAL TO YEYOVOG OTL TIPETIEL Va EEKIVIOEL
va douAelel oe pla G0UAELA TIOL eV TOL APETEL, Yla VA TIPOCHEPEL OTNV OLKOYEVELD
Tou. H oudetepotnTa, n anddela Kal n xapnAr) QuToeKTipynon eival Ta oTolxeia mov
XQpPaKTNPi{ouv TNV MPOoWIIKOTNTA Tou [KPEYKOP.

Avrjpriopog AoV va SouAEYEL, o Mkpeykop atadlakda apyiCel va xavel Tnv ernadn
ue Tnv avBpwrtvn ¢von Tou. H olkoyévela Tou Eekivael va xavel Tov oefaopd kat tnv
UTIopoVN TNG TIPOG auTodv, epdoov TAEOV aduvaTei va TOuG TTAPEXEL Ta TIPOoG To nv,
Kat yivetar “Bapog” yia autols. H oupmepidopd toug 1pog Tov Mkpéykop arlalel:
Tov avtipeTwrti{ouvv oav €va ov TIou To TpEdouv, Tou pepovTal pe amexbela, oav va
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Franz Kafka was one of the most important writers of the 20th century. His
works are characterized by a mixture of philosophies such as existentialism
and realism. His works overflow with absurdity and symbolism, which he
frames in texts that chronicle the human experience in a dark way.

Kafka is now considered "the father of existentialism", a philosophy based
on the fact that humans exist in a world dominated by chaos, a world that is
unfounded and irrational, and that humans must ascribe their own meaning to
their life.

Kafka's stories have an autobiographical style, which makes it difficult
to deepen and fully understand them. This style shows the writer's constant
discomfort and agitation about his life or the writer's skeptical nature.

In one of his most important and short works, The Metamorphosis, he tells
the story of Gregor, a salesman, who wakes up one day and realizes that he has
been transformed into a large disgusting insect. Sales, a job the protagonist
is forced to do to pay off his parents' debts, does not make him happy,
nevertheless, he works hard as his whole family is financially dependent on
him. So when this absurd event takes place and Gregor wakes up as an insect,
his first reaction is not to wonder how such a thing could happen, but he looks
for a way to get to work. This can be explained by the fact that Gregor felt very
bad about himself and identified with the characteristics of a bug, even before
his transformation, that it did not impress him when it physically happened.
Furthermore, he felt that his job was more important than himself, and always
prioritized it over his own free time and his own pursuits. According to analysis
that has been done for Kafka's work, despite the total transformation of the
hero into an insect, Gregor's character does not change much during the
work.! Specifically, in both of his forms, the character seems to accept the
situation he is in and does not react. When his father becomes unemployed, he
accepts the fact that he has to start working a job he doesn't like in order to
provide for his family. Neutrality, apathy and low self-esteem are the elements
that characterize Gregor's personality.

Unable to work anymore, Gregor gradually begins to lose touch with his
human nature. His family begins to lose respect and patience for him, since he
is no longer able to provide for them, and he becomes a "burden" to them. Their
attitude towards Gregor changes: they treat him like a creature to feed and treat
him with disgust, as if he were really an insect. With all these developments,
Gregor is alienated from his human self and feels worthless now that he cannot
help his family financially. Which forces the elderly father and his young sister
to work. Later, due to a misunderstanding, Gregor's father hits him with an

1

1 The Metamorphosis Study Guide. (n.d.). Sﬁarknotes. Retrieved July 26, 2024, from

https://www.sparknotes.com/lit/megamorp
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ConstructDe

nTav npayuatika éva evtopo. Me 0Aeg auteg TIG eEeAIfelg, o Mkpeykop amofevwveral
arnod Tov avlpwrivo eauTd TOU Kal VIWBEL AxpnoTog Twpa tou dev propei va Bonbroet
OLKOVOMIKA TNV OlKOoy€vela Tou. KAt ou avaykdadlel Tov peyalo oe nAikia matépa Kat
TNV PIKPr Tou adepdr va douvAepouv. Apyotepa, AOyw plag aperynong, o matepas
Tou [KPEYKOP TOV XTUTIAEL e Eva Ao Kal Tov TpavpartiCel Bavdoipa, pe anotéAeopa
n oloyevela va viwbel areAeuBepwpévn Kat KAVEL pla vea apxr Xwpig Tov ylo Toug.

2e auth tn BAooupn kat Lodepn oTopia, o Kadka €xel xpnotporotrioet ToAAOUG
OLHBOALOPOUG TIOU £X0LV vVa KAVOULV pe TO POAO TOU Xpriuatog atnv {wr) Tou avBpw-
TIOU, AOKWVTAG KPLTIKF) OTO KATITAAIOTIKO c00TNUA, TIOU AELTOLPYEL HE TETOLO TPOTIO,
IOV aro&evwvel Kat SNUIOLPYEL EVOXEG oTa ATopa Tou aduvatolv va mapagouy yla
TO KedAAaLo. Toug aro&evwvel TOCO TIOAU, TIOU KATAAYOLV VA OKEPTOVTAL TOV €AUTO
TOUG WG €va AxpnoTo, KAKOPBOLAO kal poxBnpod ov, OTiwg akplPwe eva (wudlo.

H ano&évwon eival pla apvnTikr, anaiclodoén ouumeplidopd e €va KOWVWVIKO
neptBaiiov. ‘Evag mapdyovrag mou Propei va odnyrjoel otnv aAAoTpiwon eivat n
Ox€on PETAEL TNG KOWWVIKAG SOUNAG KAl TOL XAPAKTrPA Tou KABe avBpwriou, Adyw
QVTIBECEWV TIOL LTIAPXOUV PETAED TOU KOWVWVIKOU TOU POAOUL KAl TNG QUTOEIKOVAG
Kal Twv a&lwv Tou. ‘OTav o KOWWVIKOG POAOG EPXETAL OE CUYKPOULON HE TIG a&ieq Kal
TIG emBupieq TOU ATOPOL AUTOU, TO ATIOPOVWVEL QMO TO KOWWVIKO GUVOAO Kal TOU
npokaAei aloBruata duodopiag kat duotuxiag. H anofévwon tpododoteitar anod tnv
un ion avTPeTWLON, TNV KATATtean, TNV eKYUETAAAEUON Kat TNV EAAelbn oeacpou.?
2710 €pyo Tou Kadka, n anofevwon Tou fpwa eivat moAD epdavhg Kat pLv TNV pe-
Tapopbdwon Tov, KabWG N OIKOYEVELD TOU TOV EKUETAAAEVETAL YIA va TOUG oTnpiCel
OLKOVOIKG, adladpopwvtag TANPWE YIa TIG TIPOCWTTIKEG TOU ETIOBVUIEG KAl AOXOAIEG,
avaykafovtag tov va douAelel avti yla ekeivoug, oe pla dovAeld mou dev Tov TIAN-
poi. H avtipeTwrion toug yivetal Xelpdtepn HETA TNV PETAPOPdWON TOU OE EVTIOO,
Kal €Tol 0 [kpEykop dev katadeEpvel MoTe va {rioet tnv {wr) TIou tavta reele. ‘Etol,
o lkpeykop otnv Metapopdwarn, otadlakd arofevwveral and TNV OIKOYEVELQ, TN
S0UAELd, TN KOWVOTNTA Kal Ta cuvaloBrjpata Tou. Autr n aAAoTpiwon evBoveTal oTnv
ENEDN YUXOAOYIKWV SECHWV PE TNV OIKOYEVELA TOUL KAl PE TOV TIEPIyUPO Tou, eEALTI-
ag ™G dovAeldg Tou Kat TNG YUXIKAG 060vNG TIou ATAV AvayKACPEVOG va LTIOCTEL yla
va propeoel va BydAel xpripata.®

Me autov tov TpoTo n petapdpdwon Tou MKPEYKOP o EVTOPO, AEITOUpPYEl WG
pUeTAPOPA yIa TNV KOWVWVIKOOIKOVOUIKH B€an TnG peoaiag TAgng, Kat mweg o avipw-
oG €XEL va EMIAEEEL QvAPECO OTOV £QUTO TOU KAl TNV Kowwvia, kaBwg edv dlaleEel
TOV €0UTO TOU, Ba XAoel TNV KOWWVIKA Tou aia, Kat av SIaAEEeL TNV Kowwvia, TOTe
KAvel TNV ouveldntn emmioyn va xAcel Tov €auTO TOL KAl TNV ATOMIKOTNTA Tou. H
Metapopodwon e€epeuva autod To SiAnpua, xwpig va divel mote anavinon f Abon oe
autd. To pawvopevo NG anofevwong €xel peAetnBei amd mMoAAoUG YuXoAdYouG Kal
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old D., «Alienation»,
a & Uri Nodelman,
plato.stanford.edu/archives/W|n2022/entr|es/alienat|on/

apple and fatally injures him, leaving the family feeling liberated and make a
new start without their son.

In this bleak story, Kafka has used many symbols related to the role of money
in the human life, criticizing the capitalist system, which operates in such a way
that alienates and guilts people who are unable to generate capital. It alienates
them so much that they end up thinking of themselves as a useless, malicious
and vicious being, just like a vermin.

Alienation is a negative, pessimistic behavior in a social environment. A
factor that can lead to alienation is the relationship between the social structure
and the character of each person, due to contrasts that exist between their
social role and their self-image and values. When the social role comes into
conflict with the values and desires of a person, it isolates them from society
and causes them feelings of discomfort and unhappiness. Alienation is fueled
by unequal treatment, oppression, exploitation and lack of respect.2 In Kafka's
work, the alienation of the hero is very evident even before his transformation,
as his family exploits him to support them financially, completely disregarding
his personal desires and pursuits, forcing him to work instead of them , in a job
that doesn't fulfill him. Their lack of respect towards Gregor gets worse after
he transforms into an insect, and so Gregor never gets to live the life he always
wanted. Thus, Gregor in The Metamorphosis gradually becomes estranged
from his family, work, community and feelings. This alienation is responsible
for the lack of psychological bonds with his family and with his surroundings,
because of his work and the mental suffering he was forced to undergo, in
order to be able to make money.?

In this way, Gregor's transformation into an insect acts as a metaphor for
the socioeconomic position of the middle class, and how man has to choose
between himself and society, as if he chooses himself, he will lose his social
value, and if he chooses society, then he makes the conscious choice to lose
himself and his individuality. Metamorphosis explores this dilemma, without
ever giving an answer or a solution to it. The phenomenon of alienation has
been studied by many psychologists and psychoanalysts, such as Lacan, who
believed that alienation is inevitable for the human species and often found
connections between alienation and linguistics.*

Jacques Lacan (1901-1981) was a French psychoanalyst who connected
various theories and philosophies with poststructuralism, applying concepts
derived from the connection of anthropology and linguistics, that is, the
subject of the nature and creation of human existence in relation to the
social environment he belongs to, and had a significant influence on the

1

The Stanford l_:'r_wcyclopedia of Philoso;léy eds. Edward
Winter 2022 Edition, retrieved July 26, 2024, from hitps:/

ConstructDe

3 Asriningtyas Devicha kat Ali Mustofa, «Gregor Samsa’s Self Alienation in Franz Kaf-
ka’s Metamorphosis: Lacanian P%/choanalyss», Humanitatis: Journal of Language
and Literature, ty. 8 (30 lovviog 2022), p. 261-276.

4J. Lacan, Ecrits, Paris, Editions du Seuil, 1966, p. 288.
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1

YuxavaAuTteg, onwg tov Aakdv, o omoiog TioTteve OTL N aro&Evwan eival avarnodev-
KTn yla To avBpwrivo €idog kal cuxva £Bploke ouvdeaelg PETAEL TNG AAAOTPIwONG
ye v y\woooloyia.*

O Zak Aakav (1901-1981) rjtav MaAAog PpuxavaAuTtig mou oclvdeoe Sladopeq
Bewpieq kal dLAocodieg pe TOV HETACTPOUKTOVPAALOUO, EDApUOloOvVTAG EVVOLEG TIOU
pogpxovTal anod Tnv ovvdeon TnG avBpwriodoyiag kat TG yAwooohoyiag, dnAadn to
B€pa tng dvong kat NG dnuovpyiag TG avBpwTivng LTAPENG OE OXEDN LE TO KOWVW-
VIKO TIEPIBAANOV TIOU QVHKEL, KAl EXE ONUAVTIKN ETIPPON oTNV EEAEN TNG KOLWVWVIO-
Aoyiag kat tng puxavaiuvong. Ot 16éeg Tou gixav TEPATTIO AVTIKTUTIO OTIG Bewpieg TTou
e€elixBnkav Tov 200 alwva Kat ixav YeyaAn €mppor| otn YETAOTPOUKTOUPAAIOTIKN
docodia Kat otnv avamtuén Tou petapoviepviopoL. E€epelvnoe ta cuppatikda opla
peTagd Tou AoylkoU Kat Tou TapdAoyou, urnootnpifovtag OTL To acuveidnTo dev &i-
vai Tinota nmpwtdyovo, aAAd eival e€ioou TiepimAoko otn dopr) Tou pPe To cuveldnTo,
&nAadr, O0TL To acuveidnTo eival Yla yAwooa Tou ermTpenel Tov SIAAoyo HETAEL Tou
acuveidnTou kal Tou ouveldnToL Koppatiol Tou eautol Kat dlacdaAilet 6tL To aou-
veidnto mailel poAo otnv gumelpia NG avBpwrivng VTIAPENG. AUTO TIOL GUVOEEL TOV
Nakdv pe Tnv arodoéunon dnAadr, Kat EMELTA Y TOV YETAUOVTEPVIOUO, €ival N KPLTIKN
™¢ y\wooag, péow tng onuacioloyiag.®

O Zak Ntepwvtd (1930 - 2004) Atav FaAog ¢thdcodog Kat o “atépag” tng arno-
&0pnong, TNG KPLTIKAG TIou aoknbnke oe Bepelwdelg €vvoleg TIou adopoloav TNV
Poocodia, TNV Aoyotexvia, aAAA Kal TNV TIOATIKA. H armoddéunon, appnkta cuvdede-
pévn pe tov Ntepivtd, amotelei pla pl{ooTIACTIKN KPITIK TIPOCEYYLON ATIEVAVTL OTn
YAWooa, Kat euplTEPA, OTOV TPOTIO TIOL EPPNVEVOLHE TOV KOOUO YUpw pag. AvTifeta
Qanod TOV OTPOUKTOUPAALOUO (KAl TOV POVIEPVIOHO), TIOL TOTEVE OE pla otabepr) Kat
EekaBapn oxean petadL yAWooag Kat vorpatog, n anodounaon nelpapatiferal ye tnv
aoddela, Tnv oAuvonpia Kat TG avtidAacelg oL LITAPXOULV OTN YAwooa kal audLopn-
Tel TNV OIapén piag «aAnBvng» eppnveiag, Piag «cwoTtrG» avayvwaong evog KELPEVOU.
2opdwva pe tov Ntepivtd kabe evvola «dev eival ToTeé nmapovoa ad’ eautng [amrod
pévn g, en elle-méme], oe pla EMAPKN APOLCIA TIOL Ba TIAPETEUTIE HOVO OTOV
€autod TNG».° Kabe évvola gival «ouolwdwe eyyeypappévn oe pla ahuoida i oe éva
oloTnpa evtog TOU OTIOIOL TTapATENTEL OTNV AAAN, oe AAAEG €vvoleG, SIAUETOL TOU
OLOTNPATIKOUL TTAXVISION TwV Sladopwv».”

Me 1o T€A0G NG MeTapdpdwong Tov Kadka, Eédtaca oto cupmnépacpa OTL TO
€£PYO KAVEL KPITIKI OTO OUCTNPA TOU KATIUTAAIOHOU TIOU €ival TIAEOV TIPOEKTACN TNG
KOlVwviag, TO OTIoi0 ano&eVWVEL KAl ATIOPOVWVEL Ta ATopa Ttou Sev gival xpriota yia
TO oboTnua, 6nAadr dev TTapAyoLV XpPrpaTa, OMwE Eylve Kal ge Tov [KpEyKop, TIoU
£xa0e KABe ixvog oeacpol amo TNV OKOYEVELA TOL OTav Sev NTAV TTAEOV IKAVOG va
SOULAEPEL AOYW TNG HOPPrG TOL. AUTO TO CUUTIEPACHA POV YEVVNOE TO EENG EPWTNUAL

FRANZ KAFKA

DIE VERWANDLUNG

DER JUNGSTE TAG » 22,23
KURT WOLFF YERLAG - LEIFZIG
O

Franz Kafka, Die Werwandlun
(Eng. Metamorphosis), 191
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development of sociology and psychoanalysis. His ideas had a huge impact
on the theories that developed in the 20th century and were highly influential
in poststructuralist philosophy and the development of postmodernism. He
explored the conventional boundaries between the rational and the irrational,
arguing that the unconscious is nothing primitive, but is just as complex in
its structure as the conscious, that is, that the unconscious is a language
that allows dialogue between the unconscious and the conscious part of
the self and ensures that the unconscious plays a role in the experience of
human existence. What connects Lacan with deconstruction, and then with
postmodernism, is the critique of language, through semantics.’

Jacques Derrida (1930 - 2004) was a French philosopher and the “father”
of deconstruction, the criticism applied to fundamental concepts related to
philosophy, literature, but also politics. Deconstruction, inextricably linked to
Derrida, is a radical approach to language, and more broadly, to the way we
interpret the world around us. Unlike structuralism (and modernism), which
believed in a fixed and clear relationship between language and meaning,
deconstruction experiments with the ambiguity, polysemy and contradictions
that exist in language and questions the existence of a "true" interpretation, a
"correct" way of reading a text. AAccording to Derrida each concept "is never
present by itself [by itself, en elle-méme], in a sufficient presence that would
refer only to itself." ° Each concept is "essentially inscribed in a chain or in
a system within which it refers to the other, to other concepts, through the
systematic play of differences".”

With the end of Kafka’s Metamorphosis, | came to the conclusion that the
work criticizes the system of capitalism, that is now an extension of society,
which alienates and isolates people who are not useful to the system, i.e. do
not generate money, as it was with Gregor, who lost all respect from his family
when he was no longer able to work because of his new form. This conclusion
raised the following question for me:

ConstructDe

5 Myers Tony, « xotard and Lacan answering the question: what does Postmod-
ernism wan '.5», aragraph, Ty. 24, TX.1, (2001), p. 84-98.

¢ Jacques Derrida, «Différance» (a’ pépog), utdp. Mepacipog KakoAopng, Moinon,
TX. 27, Avoi§n-Kahokaipt 2006, p. 75.

7 Jacques Derrida, «Différance» (@’ uépog), utopp. Mepacipog KakoAopng, Moinon,
TX. 27, Avoi§n-Kalokaipt 2006, p. 7£— 3.
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H mpoogyylon tou Ntepvtd otnv €mIoThpn TG onpeloloyiag, eEelixbnke oe evav
YEVIKOTEPO “TIOAEPO” evAVTIA OTIG TIAPASOCIaKEG peBOSOUG pdbnong oe 6Aoug Toug
Topeig. Z0updwva pe tov NTepvtd, n yAwooa eival pia dopn 1ou TPEMeL va arnodo-
unBei, kat vrtooThPL(e TNV KUPLAPXIa TOU yparttol AGyou €vavtl TOU TIPOdOPIKOL TIOL
urooTtrPav Ol OTPOUKTOUPAMOTEG. 2ZUPPWVa PE TN OTPATNYIKA TNG armodounong
Sev urndpyxel «€va aknBivo vonua» yla kAbe Keipevo. Xwpig autd va onuaivel, Onwg
urnootnpilel 0 Ntepvtd «OTL OAa Ta avadepodyeva avaoTEAAovTaAl, Ta apvolupacte
n eykAeiovtal oe €va BiBAio, OTIwG TTOANOL €XOUV LOXUPLOTEL I £XOLV UTIAPEEL APKETA
adeAeiq va roTevouV ) pe €XOLV Katnyoproetl OTL Totelw. AAAA OTL KABe avadepo-
pevo, 6An n TPAyPaTIKOTNTA £XeL TN Sopr| evog Sladoptkol ixvoug, Kat OTL KATIO0G
Sev propei va avadEpeTal oe auTto TO “TPAYHATIKO” TIApa POVO eVIOG PLAG EPUNVEL-
TIKNG epmelpiag».” H anmodopnon eival pia avatperTikr Bewpia mou £Xel EMNPEAoEL
ONUAVTIKA TN olyxpovn okeYn Kat tn dour TNG YAWooag, Je OTOXO0 TNV avatpori NG
Aoyikng okéPNe.® H arodopnon eival pla petapovtépva Bswpia mou “Eépuye” ano ta
opla NG onpeloAoyiag Kat epappodoTnke oe TIOAAOUG Topeig. H armoddunon avalnta
SimoAa kal Ta cuykpivel, deixvovtag OTL N apvNTIKH €vvola Plag AEENG 1 plag epunvei-
ag, avtoTe LTIAPXeL Kal Slapével péoa otn BeTIkr. To “okoTddl” (el y€oa oto “dwg”,
ylati xwpig To okotadt dev Ba vrrpxe T0 dwG.

O 6pog “amnodounon” dpxloe va epdavifetal oTov Xwpo Tou design Tepinou Tnv
Sekaetia Tov 1980 kal edappdoTnNKe oe TACEIG TIOU adopPOVOAV TNV APXITEKTOVI-
Kr, TNV Blopunxavikr oxediaon, tn ypadloTikh Kal To oxedlo podag. H anodopnon
ATav pla mpoomdbela KPITIKAG EMAveEETAoNG TOL CUCTAPATOG Kal Twv Beopwv NG
Kowwviag. MoAAoi kaAATEXVEG epmveloTnkav armo TiG 10€eq Tou NTepvtd, Kat xpn-
oworoinoav tn Bewpia TG anodopnong apdloBnTtwvtag BepeAlwdelg Evvoleg, aTnv
mnpoomndabela avalrtnong veéwv Tpomwv €kdpaong.

H anodopnon ovtag pla Bewpia mou ekivnoe anod tnv onueloloyia Kat emnpeace
Tov AdYO, KAl avarnmodeVKTA KAl TNV ETIIKOIVWVIA, XPNOLUOTIOINONKE Kal oTn ypadloTl-
KN KAl TOV TUTIOYPADIKO oXedlaopd, KaBwg oL armodouIoTEG TNG EMOXNAG EiXav ePUovR
pe To vonua Kat Tnv eAAelr} Tou. AuTo nTav KATL IOV Toug 0drynoe oe TElPaPaTL-
opoUG pe Turoypadlkd OTolXEia, e TETOLO TPOTIO, WOTE TO VONUA TWV CUVBECEWV
Toug va eival apdiAeydpevo Kat Atav poAog Tou Beatr va dwaoel To SIKO Tou vonua
oe auteg. O1 anodopiotég dnhadr) adaipeoav to vonua and TG ypartég Aégelg® kat
TIC €Kavav €IKOVEG.

ConstructDe
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David Carson, 1st Edition (1995)
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Derrida's approach to the science of semiotics evolved into a more general
"war" against traditional learning methods in all fields. According to Derrida,
language is a structure that must be deconstructed, and he argued for the
dominance of the written language over the spoken language that the
structuralists advocated. According to the strategy of deconstruction there is
no "one true meaning" for every text. Not that it means as Derrida argues "that
all that is mentioned is suspended, denied, or locked up in a book, as many
have claimed or been naive enough to believe, or have accused me of believing.
But that all referent, all reality has the structure of a differential trace, and
that one cannot refer to this “real” except within an interpretive experience.””
Deconstruction is a subversive theory that has significantly influenced modern
thought and the overall structure of language, aiming to overturn logical
thought.®? Deconstruction is a postmodern theory that "escaped" from the
confines of semiotics and was applied to many areas. Deconstruction looks for
dipoles and compares them, showing that the negative meaning of a word or
an interpretation always exists and resides within the positive. "Darkness" lives
in "light", because without darkness there would be no light.

The term "deconstruction" began to appear in the design world around
the 1980s and was applied to trends in architecture, industrial design, graphic
design and fashion design. Deconstruction was an attempt to critically review
the system and institutions of society. Many artists were inspired by Derrida's
ideas of deconstruction, and used the theory to question fundamental concepts,
in an effort to search for new ways of expression.

Deconstruction being a theory that started in semiotics and influenced
language, and inevitably communication, was also used in graphic and
typographic design, as the deconstructionists of the time were obsessed with
meaning and the lack of it. This was something that led them to experiment with
typographic elements, in such a way that the meaning of their compositions
was controversial and it was the viewer's role to give their own meaning to
them. In other words, the deconstructionists removed the meaning from the
written words® and turned them into images.

7 Jacques Derrida, Limited Inc., Galilée, Paris 1990, p. 273

8 Miltos E’hrangAOpqlo
Hia pikpri avloloyia,

s, Elcayw 61 otnv lotopia kat Tn Bswpia Tov Graphic Design:
Futura, 2006

9 Janson Harst-Waldemar, Janson F. Anthony, lotopia tn¢ Téxvng: n Avtikr

Mapadoon, lwv, 2011

Phase
2.1

ConstructDe



“when the deconstruckenist ﬁgroach is applied to design, each layer, through th ]

of language and image, i
the viewer can discov
Byrne and Martha Witt
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| performer in a deliberately playful game whei
"eeTNstractivonist
approach is applied to
design,eachlayer,through
the use of language and
image, is an Iintentional
performer in a deliberately
playful game wherein the
viewer can discover and
experience the hidden
complexities oflanguage.”
-Chuck Byrne and Martha Witte

Rick Poynor, No More Rules, Yale University Press, 2003, p.49
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New Wave

To 1960, o Wolfgang Weingart, ado0U eixe OAOKANPWOEL TNV TPiXPOVN TIPAKTIKA TOU
otnv tunoypadia, akoAovBnoe tov Armin Hofmann, €vav amnd Ttoug o onuavtl-
KOUG oxedlaaTEG TNG EMOXNAG TOL HOVTEPVIOHOU, wg Kabnyntrg oto Basel School of
Design. Ekei, o Tpdmog didaockaAiag Tou ATav moAl S1adopeTIKOG arnd TouG CUVOEA-
doug Tou."? Zekivnoe va “omdel” TOUG KAVOVEG TOU POVTEPVIOPOU, EPELVIVTIAG TIG
Baoikeg oxéoelg peTaly TumoypadIKwV CTOIXEIWV, OTIWG TO PEYEBOG, To BApog, TNV
KAion, To d1akevo, To Sl1ACTIKO, KAl Ta Opla TNG avayvwolpotntag. Mepapatiotnke
TIOAU pE TO KeVO PETAED TWV YPAPHATWY, Kal “TEVIWVE” TIG AEEELG, PEXPL QUTEG VA Yi-
vouv oxeddv akataAnmres. AuTr n véa auTr Taon NG YPadLoTIKrG ovopdoTtnke New
Wave / Postmodernism (Néo Kopa / Metapovtepviopog).

To 1978 dnuooielTnKe £va TELPAPATIKO TEVXOG Tou Tieplodikou “Visible Language”
TO oroio eixe oxedlaotei anod ornovdaoteg Tou Cranbrook Academy of Art. To Tevxog
ETIKPIONKE apKETA amd KATAEIWPEVOUG OXESIATTEG TIOU Xpnaotyorololoav mpolmnap-
XOVTEG KAVOVEG YPADIOTIKNG Kal peBddoug ermiluong TPoPANUATWY EMIKOLVWVIAG.
Map’ 6Aa autd, amodeixBnke €va MOAL oNUAVTIKO Brua yla TNV TEPAPATIKY ypadloTL-
K] KOBWG TO TELXOG auPLOPrTNOE TIAPASOCIAKOUG KAVOVEG KAl avTi va e0TIAlel oTnv
erkowvwvia &exkabapwv pnvupdtwy, €8ive €udacn oTnv KAAATEXVIKN €kdpacn Kat Thv
eppnveia. O1 ortoudacTEG NG OXOANG TIEIPAATIOTNKAY PE SIAPOPES TEXVIKEG KAl LAIKA,
KaBWG Kat pe tnv oxeon Turnoypadiag Kat eIKovag. e avtifeon pe tnv povtepva ypadl-
OTIK), TIOU €0TIACEL OTNV AMTOTEAECUATIKY ETIKOWVWVIA €VOG PNVOPATOG, TO TIEAUATIKO
TeUX0G TIPOCEYYIOE TN YPADIOTIKY WG popdr TEXVNG, adprvovTag XWPOo yla TIOAAQTAEG
€pHNVeieq kal vorjpata.

Wolfgang Weingart. Kunstkredit 1976-77,
exhibition poster, Switzerland, 1977
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In 1960, Wolfgang Weingart, after completing his three-year apprenticeship in
typography, followed Armin Hofmann, one of the most important designers
of the modernist era, as a professor at the Basel School of Design. There,
his teaching style was very different from his contemporaries.’® He began to
"break" the rules of modernism, investigating the basic relationships between
typographic elements, such as size, weight, slope, spacing, punctuation, and
the limits of legibility. He experimented a lot with the space between the letters,
and "stretched" the words, until they became almost unintelligible. This new
trend in graphic design was called New Wave / Postmodernism.

In 1978, an experimental issue of the magazine "Visible Language" was
published, designed by students of the Cranbrook Academy of Art. The issue
was heavily criticized by established designers who used pre-existing graphic
design rules and communication problem solving methods. Nevertheless, it
proved to be a very important step for experimental graphic design as the issue
challenged traditional rules and instead of focusing on communicating clear
messages, emphasized artistic expression and interpretation. They experimented
with various techniques and materials, as well as with the relationship between
typography and images. Unlike modern graphic design, which focuses on
effectively communicating a message, the experimental issue approached graphic
design as an art form, leaving room for multiple interpretations and meanings.

Cranbrook Academy, Visible Language, Vol 12, 03 (1978)

The research journal

letter

B. Meggs, Alston W. Purvis, Megg's History of Graphic Design. New
ohn wn%% & Sons, 2016. p.446 9 v P g
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“Communication

-true communication-
is not simply the
transmission of
information...
Communication always
calls for an exchange
of fluids and tensions,
for a provocation, and a
challenge.” - Fiorella Radice
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Post or Anti?

O anodopiopog Sivel peyain eudaon otnv eAeUBepn anoddoon Tou VOorpaTog Kat TG
TIPOOWTIKAG EPUNVEIAG Kal EKdPAonG TOL ATOpov, OTwWG €va apnPnUEVO €PYO TEXVNG.
ErurAgov, kablotd Toug oxedlacTeg kal Toug BEATEG amapaiTnTous yia TN arddoon Kal
v dnuioupyia vonuatwv. O peTadopIoPOG EMAVEEETACEL KAl TIG APXEG TOU HOVIEPVIOHOU
oTn YPadLoTikr), AAAG Kal OTNV APXITEKTOVIKH], OTIOL apxi(ouv va YevvIoUVTaAl Ol TIPWTEG
apdiBoAieq yia auth TV “aAdvBactn”, maykoouLa, Kat TTAEOV GUVTNPNTIKH, OTTTIKY YAWO-
0a, TIov 600 AAAalav oL Kalpoi, yvotav OAo kal Tio “§évn”. 'Eyive avabewpnon Twv apywv
TIOU TIPECBEVE O HOVIEPVIOUOG, OTIWG N aodPAAela Kat n otabepdtnta, aAAd Kat n e€4-
Aewpn NG SlakdoPNoNG Kat TNG UTePBOANG, EVW OL PETAUOVTEPVIOTEG “ayKAAlacav” TIG
APVNTIKEG EVVOIEG Kal £8IWEQV TA TAUTOU, pla Kivnon mou dnuiolpynoe yovipo £5adog
Yla TNV aQvArTTuén Tou TIPOCWTTIKOV OTUA KAl YA TIEPAPATIOHOUG.

Ta €pya TOL KIVAUATOG TOU PETAUOVTEPVIOHOU UTOPEL va £XOUV KATTOLA KOWVA onueia
UE €pya TOL POVTEPVIOUOU, AAAA N EUTVELON TOUG KAl OKOTIOG Toug ATav p(ika Siado-
PETIKOG. padIoTIKA, auTo peTadpaleTal oe cuVOLACUO AVATPETTTIKWY KAl EVOANAKTIKWV
SnAwaoewv pe peoa mou Ba eixav europikn arrixnon. H “ovnAni” kat n ror kouAtoupa yi-
vovTal €va Kal UTIAPXEL EYKaTAAEpn TwV SIOXWPLOHWV PETAEY OTUA. O PHETAUOVTEPVIOHOG
gixe Kal éva anmapdAnrro MOATIKO LTIORABPO, KABWG epdavIOTNKE O Pl PETARATIKNA
UETATTOAEYIKN ETIOXT}, N OTToia XapakTnpifetal arod Tnv Avodo Twv PHECWV PAJIKAG EVNUE-
PWOoNG Kal TNV avTiyeTwrton tou “less is bare”.

Katd t yvwpn pou, cuykpivovTag Ta €pya Twv SU0 KIVNUATWY, O HETAPOVTEPVIOHOG
eival pla e€ENEN Tou povtepVIopoL, KaBWG eival TIO KOVTA OTOUG avBPWITOUG Kal OTO Tl
TIEEPIEVOLV Kal BEAOLV ard T ypadloTikr. Ot peTapovtepvioTeG Sev uroatrpillav arapai-
NTa TNV PN UTIapEn Twv Kavovwv otn YpadLoTiKr), KABWG n ypadLOoTIKY Xwpig Kavoveg
Ba €mave va eival ypadloTikry, aAAd xapaktnpifovtal ano To yeyovog OTL dSnuiovpyovoav
0oav va pnv UTIAPXOLV KAvOveg Kat 6pla. Aev €8lvav TO0N TPOCOXT] OTN AEITOLPYIKOTNTA
Kal TNV avayvwodtnTa, 6on €5vav otnv cUVOAIKN elkéva plag ouvBeong. !

To Kivnpa TOL PETAPOVTEPVIOHOU YEWNGE TIOAEG CUTNTHOELS, KAl OTNnV apxr NpBe avtipé-
TWTTO PE TIOAEG KOKEG KPITIKEG, KATL TIOU ITAV QVAPEVOEVO, KaBWG O OXeSIOOTIKOG KOGUOG
gixe va avtipetwrtioet TN paydaia eSENEN TNG Texvoloyiag Tou dnpiovpyoloe GéBoug Kat
avaodAAelEG OTOUG OXESIAOTEG, KATL TTOL TO KivNua TOU PYETAUOVTEPVIOUOU “ayKaMAder” Kat
v 60&alel we éva veo PEao ekdpaong. Ot VEOL OxeBIAoTEG EPaxvav TPOTIOUG yia va SOoKI-
udoouv Ta MAvTa, VW OL TIO TIAAALO], GLVHBWG OPKICHEVOL LOVTEPVIOTEG, Bewpoloav OTL Ta
mavta €xouv Sokipaotei dN. 2 Autr| n avtiAnyn aroTEAETE TNV APXT| TOL TEAOUG TNG KLPLap-
Xiag ToL PovTEPVIOHOU, TNV BECN TOU OTTOIOU, TIHPE O HETAPOVTEPVIOHOG.




Deconstruction places great emphasis on the free rendering of meaning and
one's personal interpretation and expression, such as an abstract work of art.
Moreover, it makes designers and viewers indispensable part of meaning-
making. Poststructuralism also reexamines the principles of modernism in
graphic design, but also in architecture, where the first doubts about this
"infallible", universal, and now conservative, visual language, which as times
have changed, became more and more irrelevant. The principles espoused by
modernism, such as safety and stability, but also the elimination of decoration
and excess, were revised, while the postmodernists embraced negative
concepts and banished taboos, a move that created fertile ground for the
development of personal style and experimentation.

The works of the postmodernist movement may have some commonalities
with works of modernism, but their inspiration and purpose were radically
different. Design wise, this translates into combining subversive and alternative
statements with media that would have commercial appeal. "High" and pop
culture become one and there is an abandonment of distinctions between
styles. Postmodernism also had an underappreciated political background, as
it emerged in a transitional post-war era, characterized by the rise of mass media
and the "less is bare" treatment.

In my opinion, comparing the works of the two movements, postmodernism
is an evolution of modernism, as it is closer to people and what they expect
and want from graphic design. Postmodernists did not necessarily advocate
the absence of rules in graphic design, since graphic design without rules
would cease to exist, but they are characterized by the fact that they created
as if there were no rules and boundaries. They didn’t pay as much attention to
functionality and readability as they did to the overall picture of a composition.'!

The postmodernism movement generated a lot of debate, and at first it
was met with a lot of bad reviews, which was to be expected, as the design
world had to deal with the rapid development of technology that created fears
and insecurities among designers, the technology which the postmodernism
movement embraces and glorifies as a new means of expression. Young
designers were looking for ways to try everything, while the older ones, usually
sworn modernists, assumed that everything had already been tried.’2 This
perception marked the beginning of the end of the dominance of modernism,
which was replaced by postmodernism.

1

11 Rick Poynor, No More Rules. Yale University Press, 2003, p. 16

12 Steven Heller, Revisiting the So-Called “Legibility Wars” of the ‘80s and ’90s.
(2016) https://design.sva.edu
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“As meaning IS
lost, the materiality
of words becomes
obsessive,
asisthe casewhen
children EEErepeat
a word over and
over again until its
. sense.Is lost...

- a signifier that has
lost™ its signified
has thereby been
transformed into
an iImage.” ...

AN
o

Rick Poynor, No More Rules, Yale University Press, 2003, p. 14
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-Fredric Jameson
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but never

-David Jury

David Jury, About Face: Reviving the Rules of Typography, Rotovision, 2002
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Type is not dead

Me Tnv eloaywyn Twv NAEKTPOVIKWY LTTOAOYIOTWVY, TNG dwToypadiag kat Tng dadikTua-
KNG enavaotaong (internet revolution), ApBav peydieg aAlayeg otnv dladikaaoia mapa-
YWYNG evTumwy Kat ypadikwyv, arrd ot H/Y épepav kat véa {wr| atnv turoypadia, Kabweg
edepav TeEPAOTIEG AAAAYEG OTOoV Oxedlaopud ypapuatooelpwy. H avartuén thg yAwooag
PostScript kal n xprion Twv kKapmuAwv Bezier oto oxedlaopd ypappatooelpwy, ' Borj-
Bnoav onpavTika pe Tov TPOTIO Toug TNV oxediaon otolxeiwv kal ypadikwy, Kabwg oe
QUTEG TIG TEXVOAOYiEG Baadiotnkav Ta SlavuoPATIKA apxeia, TIOL XPNOLUOTIoIoUVTAL PEXPL
orjpepa. Me tnv elcaywyn Twv H/Y, oL Tio dnUodIAeiG ypappaTtooelpeg pndlomotritnkav,
€VW oL LTTIOAOLITEG XABNKAV PE TO TIEPACHA TOU XPOVOU.

H adi&n Tou Apple Macintosh 1o 1984 €ixe ipokaAeaoel Sixaouod peta&d Twv oxedla-
OTWV, KaBWG AAAOL ard autoug TtioTeLav OTL O UTTIOAOYLOTHG ATAV arAWG €va VXPNOTO
gpyaieio mapaywyng, evw Karolol To Bewpoloav PEco areAevBEPWONG HIag veag ypa-
PLoTIKNG Ekdpaong. ArodeixBnke OTL Tav kal Ta U0 AuTd TPAyPATa, AAAd ATav ETTi-
ONG €vag EKOTATIKOG, XWPIG KAVOVEG XWPOG, OTIOU OL UETAPOVTEPVIOTEG Ba avakdaAurtTav
KavoUpLa OTUA €kdPAONG EMNPEACUEVA ATTO TA TIOAITIKA KIVAPATA KAl TIG AVNOUXIES TNG
enoxnG. Ot vrohoyloteg dAagav Toug ppaypols Kat TouG TIEPIOPICHOVG TIOL eiav oL
ypadioteg, B€Tovtag avanddeukTa VEOus, KaBlEpWwvoVTaG €vav VEO TPOTIO £PYACIAG.
AKOpN Kal To yeyovog OTL oL UTTOAOYLOTEG AAAalav Kat Tn por) TNG epyaciag, adoL TAEoV
ol ypadioteg SovAevav oe 000veG Kal £metta peTedePAV TIG SOUVAEIEG TOUG OE XOPTi avTi
va douAevouv arneubeiag oe avtd, avaykaoav TIOAAOUG OxeSIAOTEG va eKTTAIGEVTOUV €K
VEOU yla va Propeoouv va cupfadicouv pe TG paydaieg e€eAifelg otov kAGdo toug. Na
TOUG OXeOIAOTEG TIOU AVNOLXOUOAV yIa TNV OXECN PETAED EIKOVAG KAl KEIPEVOU, O LTIOAO-
YIOTAG epxOTaV va Swaoel €va TEAOG OTIG TIAAEG LEPAPXIES, CLUOOWPEVOVTAG OAA TA PEoa
oe €va PndLaxo epyaAeio.

Mikpd Tipdypata, Omwg n el0aywyr] TNG EVIOANG “undo”, AAAa&av evTEAWG TOV TPOTIO
napaywynq ypadikwy, Kabwg omnwg avadepet kat n April Greiman, autr} n eukoAia dia-
ypadng Sivel meplBwpla aBePaidtnTag Kat actAbelag o MeKTeivovTal GE OAO TO £pYO,
adoL AoV OA PTTOPOUV va AAAAgoLY. 4

“Autd mou Buwvw, eival avti va KAvoupe KATL o yeryopa, KOITAUE TEPLO-
00TEPEG SuVATOTNTEG. AVTi va KAvoupue Alyotepn SouAeld, BAEmouLE TTepIo-
00TEPEG emAOYEG. Kavovikd, bev Ba Sokipaleg dwdeka S1apopeTika LIEYEDn
yoauuatooelpdg enikegalidag, enetdri 6a nepidduBave v avriotown i-
apvBuion yia kabe rrapaiiayn. Eivar moAv akpiBo kat maipvel oAU xpovo.

a pe to Mac, poAic arroBnkeuTouv ol mANPo@OpIES, LTOPEIG va SeiG aLig-
ow¢ 72.000 rrapaiiayeg.” e

O TpdIIoG £pYaciaq Touv oxedlaaTr yia va OAOKANPWOEL Eva TIPOTCEKT ANAEE SpapaTika.
Ot ouvBETelg Tou dnpoupyoLoaV Ol OXESIACTEG OTO VEO TiEPIBAMoV Twv Macintosh, rjtav
PLCOOTIA0TIKES, KABWG TAEOV Tav Suvatr) N EMAOYH AVAPECA OE EKATOVTASEG YPAUUATOOEL-
PEG ETOIEG YIa XPHOMN, EVW OL EIKOVEG KAl TA ypadIKA priopoloav va TPOToriondolv Kat va
rnapapopdwBolv pe TPoToug Tou dev ATav duvatoi wg TOTE.




With the introduction of computers, photography and the internet revolution,
came major changes in the process of producing print and graphics, but
computers also brought new life to typography, bringing huge changes to
typeface design. The development of the PostScript language and the use
of Bezier curves in font design,'® greatly aided the design of elements and
graphics in their own way, as these technologies were the basis of the vector
files still in use today. With the introduction of computers, the most popular
fonts were digitized, while the rest were lost over time.

The arrival of the Apple Macintosh in 1984 had caused a division among
designers, as some of them believed that the computer was just a handy
production tool, while some saw it as a means of unleashing a new graphic
expression. It turned out to be both of these things, but it was also an
ecstatic, rule-free space where postmodernists would discover new styles of
expression influenced by the political movements and concerns of the time.
Computers changed the barriers and limitations that graphic designers had,
inevitably setting new ones, establishing a new way of working. Even the fact
that computers were also changing the workflow, with graphic designers now
working on screens and then transferring their work onto paper instead of
working directly on it, forced many designers to retrain to keep up with the rapid
developments in their industry. For designers concerned with the relationship
between image and text, the computer was coming to put an end to the old
hierarchies, assembling all media into one digital tool.

Small things, like the introduction of the “undo” command, completely
changed the way graphics were produced, as April Greiman also mentions,
this ease of erasing gives room for uncertainty and instability that extends
throughout the work, since now everything can change.’* The compositions
that designers created in the new Macintosh environment were radical, as it
was now possible to choose from hundreds of ready-to-use fonts, while images
and graphics could be modified and distorted in ways not possible before.

“What | experience is rather than doing something more quickly,
we’re looking at more possibilities. Instead of doing less work we
are seeing more options. Ordinarily, you wouldn’t try twelve different
sizes of headline type because it would involve setting it and statting
it for each variation. It’s too expensive and takes too much time. But
with the Mac, once the information is stored you can look at 72,000
variations immediately.”5
The way a designer worked to complete a project had changed dramatically.
The compositions that designers created in the new Macintosh environment
were radical, as it was now possible to choose from hundreds of ready-to-use
fonts, while images and graphics could be modified and distorted in ways not
possible before.

13 Philip B. Meggs, Alston W. Purvis, Megg's History of Graphic Design. New
York, Jghn Wilegyg& Sons, 2016. p.57é 9 9

14 April Greiman, Hybrid Imagery: The Fusion of Technology and Graphic Design,
New York, Watson-Guptill Publications, 1990, p. 56

15April Greiman, Hybrid Imagery: The Fusion of Technology and Graphic Design,
New York, Watson-Guptill Publications, 1990, p. 56
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In digital space,
nothing is ever
finished; as long as
the computer file
survives, any element
can be rethought -

; “The paint never dries

- In the Mac universe.”
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April Greiman, Does it make sense?, 1986, courtesy the Design Museum
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Exploring (il)legibility

O tpoTMog Napaywynig NG emnkowvwviag tTn dekaetia Tou '90 eixe aAAGEel SpacTika oe
OXEON pE Ta TIPonyoLeva Xpovia, Kabwg AoV dev urripxav culnTroelg yopw aro 1o
Qv Ol UTTOAOYLOTEG €ival KaAOL yia TNV ypadIoTIKA 1) av TIPETIEL va Toug doBolvTal oL oxe-
SlaoTEG, (OMwWG oL cLINTACELG TIOL YiVOVTAL OTIG PHEPEG HAG Yla TNV TEXVITN vonpoouvn),
aAAd 6An n SouvAeld Tou ypadiota ywoétav MAEoV Pndlakd, TEPA and PEPIKEG PIKPEG
e€apeaelg. O ypadioTeg TNG EMOKNG TIEPAHATIOTNKAV HE AUEOUEIWTELG OTa PEYEDN TNG
Tunoypadiag, pe O1aTeEPEG SIAKOOUNTIKEG YPAUHATOCEIPES, e TNV EAAELPN TOL OXedI-
aotiko grid K.a. gpriveuopévol and toug Ntavtaiotég kat Toug outouploteg. Qg aro-
TéAeopa, oL oxedlaoTeG ekivnoav va PAxvouv VEOUG TPOTIOUG ETIIKOIVWVIAG, KAl ApXloav
va okedTovTal £6w and Ta Opla Mov Toug OpLlav Ta TAAAIOTEPA KUPATA YPADIOTIKAG.
O1 melpapaTiopoi Toug autoi, eEeAixBnKav, HeTafd AAAwv, O €pya e Hn avayvwolun,
gokeppéva, Turoypadia, ou dokipadav Ta 6pla TNG avayvwoloTnTag, KATL ou Guaka
TIPOKAAEDE TEPATTIEG AVTIOPATELG ATIO TOUG AVAYVWOTEG, AAAA GUCIKA Kat Toug davartl-
KOUG POVTEPVIOTEG. AUTO TO UDOG YPadIOTIKAG Sev ATAV IOIAITEPA EUTTOPIKO, TOUAAKIOTOV
oTa npwTta Tou otadla, kabwg dev eival EDKOAA ATTOKWASIKOTIO OO arnd Tov YECo ava-
YVWOTN, KATL TIOU TNV TIPOOPLCE YA Pl TIOAD CUYKEKPLUEVN EAIT, TIOU EiXE TIG YVWOELG YIa
VA €PUNVEVCEL TO £PYO KAL VA KATAAARBEL QUTO TIOL HBEAE VA ETIIKOIVWVIOEL O OXESIA0TNG.
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The way communication was produced in the 1990s had changed drastically
from previous years, as there were no longer debates about whether computers
were good for graphic design or whether designers should be afraid of them
(like the debates that are done nowadays about artificial intelligence), but all
of the graphic designer’s work was now done digitally, apart from a few minor
exceptions. The graphic designers of the time experimented with changes in
the sizes of the typography, with special decorative fonts, with the elimination
of the design grid, etc. inspired by the Dadaists and Futurists. As a result,
designers began to look for new ways of communication, and began to think
outside the boundaries defined by the older waves of graphic design. These
experiments, among other things, evolved into works with illegible, deliberately,
typography, which tested the limits of legibility, which of course caused huge
reactions from readers, but of course also fanatical modernists. This style of
graphic design was not particularly commercial, at least in its early stages, as it
was not easily decipherable by the average reader, which reserved it for a very
specific elite, who had the knowledge to interpret the work and understand
what the designer wanted to communicate.

Chris Ashworth & David Carson, Ray Gun, Issue 53
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Progress Sans
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Progress Sans

is an experimental font

created by using

creative coding

for distorting type!
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Progress Sans

H Progress Sans eival pia oeipd ypappatwy n omnoia €xet dnpiovpynBei pe Baon pla
sans serif ypappatooelpd, n onoia €xet napapopdwlei pe TNV Xprion kwdika. H erm-
Aoyn TwV XapaKTHPWV EXEL YIVEL XELPOKIVNTA, KOBWG Kal yla KABe OTOLXEIO £XOULV TIPO-
OapUOOoTEL Ol TTAPAUETPOL OTOV KWAIKA, WOTE va LTIAPXEL Eva epdAVEG AMOTEAECUA
Kal pla eviaia alobnTikr) oe OA0 TO GUVOAO TwV OTolXEiwY, SlatnpwvTtag OpwE TNV “op-
YavikoTnTa” Tou Propei va €xel avto Tou €idoug n napapdpdwon. H Progress Sans
“aykaAldel” kat emdelkvel TNV avopolopopdia Kal TIG ATEAEIEG TOU KABE aTolxEioU.
H ypappatooeipd aroteAeital anod 166 yAOdoug kal mepth\apBdavel AQTvikoug Kat
€MNVIKOUG XOPAKTHPEG, TIeCOUG Kat kedalaioug, KaBwg kal aplBpols Kat onueia oTigng.
OL IPOTEWOPEVEG XPOELG TNG OELPAG Eival yla TiITAoug BIBAIWV Kal KEWWEVWY, yia
€VTUTIa, aAAd Kal yla PnPLaKeG XProelg.

Progress Sans is a series of letters that has been created based on a sans
serif font, which has been distorted using code. The selection of characters
has been done manually, as well as for each element the parameters have
been adjusted in the code, so that there is an obvious effect and an uniform
aesthetic throughout the whole set of glyphs, but maintaining the “organicity”
that this type of distortion has. Progress Sans embraces and accentuates the
unevenness and imperfections of each glyph.

The font consists of 166 glyphs and includes Latin and Greek characters,
lowercase and uppercase, as well as numbers and punctuation.

Suggested uses of the typeface, are for book and text titles, for print, but
also for digital uses.
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Ol mepapaTiopoi Hou Pe KWOIKA yla TNV apapopduwon oTolxeiwy, iXe wG amnoTEAe-
oga v oelpd ypappatwy Progress Sans. Na tnv énplouvpyia tng, xpnowgornoinoa
KWAIKA TIoU €Xel ypadTel o€ yAWooa Tpoypappatiopgol Java, oTo TipoypappaTIOTIKO
rneptBAaAlov Processing, 0TIou pe 08rynoe o€ PEPIKA CUUTIEQACHATA:

1. Ta ayyAikd nie(d ypdupara £xouv AlyOTepeg KQUIUAEG armo 1a eAANVIKG,

Kal yla autov Tov ASyo gxouv Kaé/ﬁllK’pO'TEpO ¢papdog.

2. Ta neploodtepa ayyAikd Kegaaia Exouv KaUTIUAEG.

3. 2ta eMnvika kegpadaia bev eival T000 eugaviic n Kivnon, Ta yedupara
¢aivovral oav va «kofBovrar».

Enopévwg, oupmepava oTL xpeldotnke va apw S1adopeTIKEG arnodAselg yla To
TMooooTO napapdpdwong Touv KAbe atolxeiov, avaAloya pe tnv opua Tou, eav én-
Aadn, €xel TOAEG KAUTIVAEG, €AV €XeL OpILOVTIEG KAl KABETEG YPAUUES K.A., (DOTE va
UTIAPXEL PLa OTTTIKI) CLVOXN OTA CTOolXEla Kal va daivovtal oav va €Xouv idlo mTocooTto
napapépdwong petadd Toug.

lMNa tn dnpiovpyia Tng Progress Sans xpnotpornoinoa cav Baon Tov Kwdika mou
exel ypadtei and tov Tim Rodenbrdker [www.timrodenbroeker.de], 6rou cuvorTikd,
SnUIoLPYEL Evav TETPAYWVO AEUKO KapPd, TomobeTel TO oTolxeio TNG €MIAOYAG Yag
OTO KEVTPO TOU O€ PaLPO Xpwua, dnuloupyei Evav kavvafo pe CUYKEKPLUEVO aplBpd
opBoywviwv otoug Afoveg X Kat y, otnv mepintworn pag (x=70 kat y=5), daipei 10
otolxeio pe Baon Tov kavvaBo, el0AyeL TO KOPA Tou dnulovpyei n ypadikr tapactacn
TOU NUITOVOUL Pe PETAPBANTEG TO X, TO Y Kat To framecount kat uttoAoyiet tnv B€on Tou
Kk&Be opBoywviov pe BAcn TNV TP} TOU KOPATOG, KAl £TOL TO KABe opBoywvio oTov
kavvapo petartormifetal pe SladopeTIKr) TaxLTNTA arnod Ta LTIOAOLA, SNULOLPYWVTAG
TO ed€ TNG TTAPAPOPPWONG.
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My experimentation with element distorting code resulted in the Progress Sans
typeface. To create it, | used code written in Java programming language, in the
Processing programming environment, where it led me to some conclusions:

1. English lowercase letters have fewer curves than Greek, and for this
reason they have a smaller width.

2. Most English capitals have curves.

3. In Greek capitals, the movement is not so obvious, the letters seem
to be «cut>».

Therefore, | found that | had to make different decisions about the percentage
of distortion of each element, depending on its form, that is, if it has many
curves, if it has horizontal and vertical lines, etc., so that there is a visual
consistency in the elements and to appear as if they have the same distortion
rate with each other.

To create Progress Sans | used as a basis the code written by Tim Rodenbréker
[www.timrodenbroeker.de], where in brief, it creates a square white canvas,
places the element of our selection in the center of it in black, creates a canvas
with a certain number of rectangles on the x and y axes, in our case (x=70
and y=5), divides the element based on the canvas, inserts the wave created
by the sin wave with the variables x, y and the framecount and calculates the
position of each rectangle based on the wave value, and thus each rectangle
on the canvas moves at a different speed than the others, creating the effect
of distortion.
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Tim Rodenbréker, Kinetic Typography 1

https://timrodenbroeker.de/processing—tutorial-kinetic-typograp%y-1/

KINETIC_TYPOGRAPHY1_PTUXIAKI
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Progress Sans “a” - 600 pt.
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Progress Sans “a” - 600 pt.
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Progress Sans “e” - 600 pt.
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Progress Sans “€” - 600 pt.
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Progress Sans “@” - 420 pt.




hase
3.1

Progress Sans “%” - 420 pt.
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Progress Gen

H Progress Gen gival pla ypappatooelpd eunveucpévn amno tnv «Metaudppwons
Tou ®. Kadka, n omoia €xel SnuiovpynBei pe Baon pla sans serif ypappatooelpd, n
omnoia €xel mapapopdwlei pe TNV xpron Kwdika. O KWAIKAG PHETATPETEL TOUG KOU-
Boug Tou KABe YALDOUL Oe onueia Kal Ta EVWVEL PE Pia ouvexouevn ypauun. O xpni-
OTNG PE TNV Kivnon Tou KEPOOPA TOL UTTOPEL va eAEYEEL TOV APIBUO TWV CNUEiWY IOV
Ba anotelolV To KABe OTOIKEIO, KAL OCO TA Onueia PewwvovTal, TO0O TO OTOIXEIO
yivetal mio adpnpnuévo Kal 1dlaitepo. Ta oTolkeia kal 0 TPOTIOC HE TOV OTIoI0 €X0UV
oxedlaotei BupiCouv évtoua Kal TIapATEPTIOVV aTNV TIAOKH Tou €pyou Tou ®. Kadka.
H ypaupatocelpd anoteeital arnd 159 yAddoug kal mephapBdvel AaTivikolg Kal
€NNVIKOUG XapaKTAPES, eColg Kal kedpalaioug, Kabwg Kat aplBpols Kat onpeia otiéng.
O1 poTelvopeveS XPNOELG TNG YPAUMATOOELPAS eival yia TitAoug BIBAiwyv kal Kel-
Hévy, yla €vtuTia, aAAd Kat yia PndLakeg Xproels.

Progress Gen is a typeface inspired by F. Kafka’s "Metamorphosis", which
has been created based on a sans serif typeface, which has been distorted
using code. The code converts the nodes of each glyph into points and
joins them with a continuous line. The user with the movement of their
cursor can control the number of points that will make up each glyph, and
as the points decrease, the element becomes more abstract and special.
The elements and the way they are designed are reminiscent of insects and
are a reference to the plot of F. Kafka’s work.

The font consists of 159 glyphs and includes Latin and Greek characters,
lowercase and uppercase, as well as numbers and punctuation.

Suggested uses of the typeface, are for book and text titles, for print, but
also for digital uses.



N¢ , :
JUEW% y B g M3 W
A
UWRW@.V,A J O & UVWABM}
{ o~
a =2 P e
Q) D\ ”w.rlﬂwﬁ Gy 6=
® SR ﬂ%@@@ﬂh#g
@ = e
L@ s 203 _
@Nﬂv/m @ = LR



ConstructDe

Ol mepapaTiopoi Hou Pe KWOIKA yla TNV apapopduwon oTolxeiwy, iXe wG amnoTEAe-
opa Tnv ypappatooelpd Progress Gen. INa tnv dnuiovpyia tng, xpnotporoinoa KwoL-
Ka TIoU EXEL YpadTEi o€ yAWOooa MPOoypappaTiopoL Javascript, oto poypappaTioTIKO
rniepPariov P5.js, érou pe 0drynoe oto e€fG cupmepaopa:
Ta ayyAika neld ypauuara eivai ro avayvwpioa pe Alyotepous KOLBouG
aro Ot Ta avrioTolxa EAANVIKQ.

Enopévwg, oupmepava OTL xpeldotnke va apw S1adopeTIKEG arnodAselg yla To
TMooooTO napapdpdwong Touv KAbe atolxeiov, avaloya pe tnv opua Tou, eav én-
Aadn, €xel TTOAEG KAUTIVAEG, €AV €xeL OPILOVTIEG KAl KABETEG YPAUUEG K.A., (DOTE VA
UTIAPXEL PLa OTTTIKI) CLVOXN OTA CTOoIXEla Kal va daivovtal oav va €Xouv idlo mTocooTto
napapépdwong petagd toug. Npoinébeon yia autn tn dladikaacia, gival n yvwon Tou
aAdaPrTou Tou oroiov yivetal n mapapopbdwon, kabwg av ebappoaotei n idla apa-
uopdwaon oe 6Aa ta arolkeia ave§aptiTw aldafrtou, TOTE Ba pag MapovcIacToLV
SladopeTika aroteAéopata. OndTe, n yvwon Tou aAGaPrTov oe QuTr) TNV MEPITTWON
€ival o onpavtikr and TovV QUTOUATIONO TIOUL PAg TIPOOHEPEL O SNULIOVPYIKOG TIPO-
YPAUHATIOPOG, KATL IOV pag dnuloupyei €va epwtnua mou TpofAnuartiCel 6Aeg Tig
YEVIEG OXESIAOTWV TIOU €X0LV €pBeL avTIpETweG e paydaieg eEeAIfelg oTov TopEa
NG TEXVOAOYIAG: TTOCO AUTOHPATOG €ival PAYPATIKA O QUTOMATIOPOG OTAV oW TOU
uTIApxoLV avBpwrtveg anodAcelg Kat eNePPACELS;

Ma ™ dnuovpyia tng Progress Gen xpnoworoinoa cav Bdacn Tov Kwdlka
mou éxel ypadtei and Toug Benedikt GroB, Hartmut Bohnacker, Julia Laub kat
Claudius Lazzeroni [Generative Gestaltung: Creative Coding im Web Entwerfen,
Programmieren und Visualisieren mit Javascript in p5.js (1st ed.)], 6TIoL CUVOTTTIKA,
Snuoupyei €vav Aeukd KauPd, Tomobetel TO oTOIKEIO TNG EMMIAOYAG pAG OE pavpPo
XPWHQA, UETATPETIEL TN YPAUUATOCEIPA Og oTolxeia Tou dnuiovpyolvTal arnod ypap-
U€g, Tou artotelovvtal and KOPPoug, Kal avaloya pe To onpeio x mou Ppioketal
TO TIOVTIKL TOU XPNOTN HELWVETAL O aplBpoG Twv KOUPBwv dnuiovpywvtag To ePE TNG
napapépdwong Kat KAvovtag To YpAaupa o adalpeTIKO.
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My experimentation with code to distort elements resulted in the Progress Gen

font. To create it, | used code written in Javascript programming language, in the

P5.js programming environment, where it led me to the following conclusion:
English lowercase letters are more recognizable with fewer nodes than
their Greek counterparts.

Therefore, | found that | had to make different decisions about the percentage
of distortion of each element, depending on its form, that is, if it has many
curves, if it has horizontal and vertical lines, etc., so that there is a visual
consistency in the elements and to appear as if they have the same distortion
rate with each other. A prerequisite for this process is the knowledge of
the alphabet whose distortion is being done, since if the same distortion is
applied to all elements regardless of the alphabet, then we will be presented
with different results. So the knowledge of the alphabet in this case is more
important than the automation that creative coding offers us, which raises a
question that has worried every generation of designers who have faced rapid
developments in the field of technology: how automatic is really automation
when there is human decision-making and interventions behind it?

To create Progress Gen | used as a base the code written by Benedikt GroB,
Hartmut Bohnacker, Julia Laub and Claudius Lazzeroni [Generative Gestaltung:
Creative Coding im Web Entwerfen, Programmieren und Visualisieren mit
Javascript in p5.js (1st ed. )], where in brief, it creates a white canvas, sets
the element of our selection to black, converts the font to elements created
by lines, consisting of nodes, and depending on where in the x axes the user's
mouse is, decreases the number of nodes creating the effect of distortion and
making the letter more abstract.
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Progress Gen “a” - 600 pt.
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Progress Gen “a” - 600 pt.
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Progress Gen “e” - 600 pt.
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Progress Gen “e” - 600 pt.
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Progress Gen “@” - 420 pt.
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omputer art

‘Onwg eidape aparndavw, oL LTIOAOYIOTEG EPepav HEYAAEG AAAAYEG OTOV XWPO TOL OXEDI-
aopoL Kat oTov TPOTIo OpyAvwaong TNG epyaciag. Mévvnoav opwg pia veéa popdn TExvng,
TNV aAyoplBuikr) TExvn (=computer art). H aAyoplBuikn t€xvn eival €va idog ékdpaong
OTIOU 0 KAAAITEXVNG HE TNV XPrion YAWOOWV TIPOYPAUMATIOHOU UTIOPEL va SNULOLPYHOEL
Siadopa £pya, Omwe EIKOVES, YPadka K.a. Ot YAWOoeG TIpoypappaTiopol otnpifovtal
0€ PaBnUaTIKEG TIPAEELG Kal aAyopiBUoUG, Kal evw oTnV apxr aroteAolvtav ard EVIOAEG
ypaupeveg pe to 81adiko cvotnua (0,1), To pévo Tou KataAafaivel 0 UTIOAOYIOTHG, HE
v eEENEN Kal TNV ypriyopn petddoon Twv H/Y, dnuioupyrBnke n avdaykn yia yAwooeq
poypappatiopol bpnAoL erurEdov. Ot YAWooeg uPpnAou eruredou, Exouv PTIAXTEL yia
va aropakpuvouv Tnv S1adlkaacia Tou TPOYPAUHATIOHOL arno To d1adiko cUOTNUA, Yia va
€pBel TI0 KOVTA 0TV GUCIKK YAWOooa TOL avBPWIToU, KAL WG AMOTEAECHA, VA TIANCLACEL
TEPLOCOTEPO TOV TPOTIO TIOU OKEPTOPAOTE, ETUTPEMOVIAG OTOV XPrOTN VA ATTOKTHOEL
YVWOELG TIPOYPAPUATIONOD PE PEYAAUTEPN EVKOAIQ. 16

Aev XpeIAOTNKE TIOAUG KALPOG YIa va apxioouv va yivovtal KAAATEXVIKOIL TIELPAATL-
opol pe tnv xprion Kwoika, kabwg amd 1o 1956, TEvte POAIG xpovia arod Tnv eudavion
Tov UNIVAC, kaA\Téxveg Eexivnoav va XpnotuoTiololV ToV TIPOYPAHATIONO wG PECO
ekppaong. O dnNUIOLPYIKOG TTPOYPAHHATIOHOG Eival pia Hopdr) TEXVNG TIOU EICAYEL OTNV
Sladikaoia dnuovpyiag TnNG TOV LTIOAOYLOTH), KAl ETIITNOEVPEVA XPNOLUOTIOLEL TNV TUXALO-
TNTA 1oV TapPEXeL. AUTh N EAeYXOUEVN TUXALOTNTA UTTOPEL va vopiCoupe OTL avTidhATKEL,
aAAG eival yeyovog OTL Ol KAAAITEXVEG TIAVTOTE €Payvav TPOTIOUE YA VA EVOWHATWOOUV
TNV TUXALOTNTA OTA £Pya TOUG, Yia va dleyeipouv T SnuLoupylkdTNTA TOUG.

O 8NHIOLPYIKOG TIPOYPAUHATIOHOG EXEL KOVOUG AEOVEG PE TOV PHETAHOVIEPVIOHO, Ka-
Bwg OxL povo eEehicoovTtav TIEPITIOL TNV idla XPOovIkr) TiEPiodo, aAAA £x0LV wg Baon, OTLn
€kdpaon eival o CNPAVTIKK Ao TNV ASTOUPYIKOTNTA. ETmAEov Kowvd XapaKTnpIoTIKA pe
TOV YETAPOVTEPVIOUO ArOTEAOLV, N €udaon OTn XPrion TNG TEXVOAOYIAG, N EvTovn YewpeTpia
Kat n adaipeon.

2e avtiBeon pe Tov Mapadoolakod TPOTIo Snuoupyiag ypadkwy, TIou avaioya Pe TNV
TIOAUTIAOKOTNTA, TNV KAPaka kat tTnv eravainn, xpelaletal meplocdtepn SOUAELd Kal
XPOVOG, N XPnon SnuIouPYIKOU TIPOYPAHUATIONOU PTopei va EETEPATEL TOUG TIEPLOPL-
opoUg auTtolg, KaBwg oL LTTOAOYIOTEG €xouv SnulovpynBei yla va TeAolv enavaiappa-
vopeveg Sladlkaoieq xwpiq mepag, xwpiq va eGavrdovvral. H aiobntikr tng emavainyng
ou dnpioupyeital anod autod TO XAPAKTNPLIOTIKO TWV LTIOAOYIOTWY, EXEL TIPWTAPXIKO POAO
oTa €pya Tou €xouv SnuloupynBel e TNV xprion KWOIKa.




16 ],, Greenber:
[PDE]. Berlin,
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As we have seen above, computers have brought great changes in the field of
design and the designers’ workflow. But also they birthed a new form of art, al-
gorithmic art (=computer art). Algorithmic art is a kind of expression where the
artist with the use of programming languages can create various works, such
as images, graphics, etc. Programming languages are based on mathemati-
cal operations and algorithms, and while at first they consisted of commands
written in the binary system (0,1), all that the computer understands, with the
evolution and rising popularity of PCs, the need for high-level programming
languages arose. High-level languages are designed to move the programming
process away from the binary system, to be closer to the natural human lan-
guage, and as a result, closer to the way we think, allowing the user to gain
programming knowledge with greater ease.®

It didn't take long for artistic experimentation with the use of code to begin,
as from 1956, just five years after the appearance of the UNIVAC, artists began
using programming as a means of expression. Creative programming is an art
form that introduces the computer into its creation process, and artfully uses
the randomness it provides. This controlled randomness may seem contra-
dictory, but it is a fact that artists have always looked for ways to incorporate
randomness into their works, to stimulate their creativity.

Creative programming has common axes with postmodernism, as they
not only developed around the same time period, but have as a basis, that
expression is more important than function. Additional common features with
postmodernism are the emphasis on the use of technology, intense geometry
and abstraction.

Unlike the traditional ways of creating graphics, which depending on the
complexity, scale and repetition, needs more work and time, the use of cre-
ative programming can overcome these limitations, as computers are built to
perform repetitive processes without end, without running out. The aesthetic of
repetition created by this characteristic of computers plays a primary role in works
created using code.

, Processing Creative Coding and Computational Art (1st ed.)
ermany: APress. (2006).
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KataArjyovtag oto orjuepa, MoANOi oxeSla0TEG £XOUV TEPAUATIOTEL Pe TNV Snuiloupyia
TUTIOYPADIKWY CTOIKEIWV PE TN XPrion KWaIKa, yia va SnuLoupyroouv PHOVASIKEG TAUTO-
TNTEG, VA ETIKOWVWVIOOLV VEQ OTTTIKA PNVOATA KAl va TIEPAPATIOTOUV Pe Evav TEPACTIO
Oyko Sedopévwy. Ze auTn Tn Tepirttwon, n S€a eival o onuavtikn ard tnv delotnTa,
KaBWwG n autovopia Tou oxedlaaoTr eival Kpioln, 6Tav To €Yo SnUIoLPYEITAL YE TNV XPN-
Ofn QUTOVOUWY CUOTNUATWV.

*AUTéq TIG AvNOUXIeG TIG €XOUV KANPOVOUNCEL KAl Ol CNUEPIVOi OXeSIAOTEG, KABWG TO
adriynpa yla tTnv Xprion Twv LTTOAOYIOTWYV OTNV TEXVN Tou Oxedlacpou udioTatal pe pla
vEa popodr), autr TNG TexvNTNG vonuooLvng (A.l). Kamolot urtootnpifouv 6Tt ot kahoi
oxedlaoteg Sev xpeldletal va dofolvtal ToV AuTOPATIoUO Kat OTL KATIoLa OTLypr) OAEG Ol
TITUXEG TNG (wng pag Ba emtnpeddovtal ano ekeivov. [a 6ooug dev XPNOLUOTION|CoLV TOV
QUTOHATIONO TIPOG ObENOG TOUG, Ba BpeBolv AAAOL TTou Ba TO KAVOUV.

“The most im

the comput:
design is not
things look, bu
puter influence
I~ of meaning”. ..

Rick Poynor, No More Rules, Yale University Press, 2003, p.110
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Leading up to today, many designers have experimented with creating typography
using code to create unique identities, communicate new visual messages, and
experiment with a vast amount of data. In this case, the idea is more important
than the skill, as the designer’s autonomy is critical when the project is created
using autonomous systems.

*These concerns have also been inherited by today’s designers, as the narrative
for the use of computers in the art of design exists in a new form, that of artificial
intelligence (A.l.). Some argue that good designers need not fear automation and
that at some point all aspects of our lives will be affected by it. For those who don’t
use automation to their advantage, there will be others who will.
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21a maiola TG TTUXIaKiG pou epyaciag, £6ega To epwTnHa: (0] KG.'!'[ITCI.}\IO' |J(')C
ATTOHOVWVEL Ta atopa 1tov oev SE,U'I'[I‘]p!-:TO,UV TOV OKO-
TIO TOUL Kal Ta ,ClV"l'll.ISTwTIIESI aav gvropa: axpnota Kalt
aroKpouoTika. ‘Otav_n tunoypadia Sev £gUTNPETEL
TOV OKOTIO TNG KAt oev egival avayvwaolpn, moia el-

vatl n }\SITOUpViO. TNG; H anavinon eivat Aomov o1t étav n Tunoypadia
Sev eival avayvion, Sev xavetal anapaitnta, To privupa mou BEAEL va emKowvwvn-
cel, aMa aMaCetpoppi, H € T A T P € T € T a (o J 4
€L K OV A . Meadopur autd To cuunEpacua, gypada evav KOdiKa
oe yAwooa mpoypappatiopoL Java, oto mpoypappatiotikéd rneplBaiiov Processing,
omou dexeTal wg €icodo Bivteo amod TNV KAPeEPA TOL XPAOTN i AAAWG KATTOLA EIKOVA
oL €xel SIOAEEEL O XPrOTNG, METATPEMEL TA XPWHATA TNG €10000L 0 TOVOULG TOL
YKpL, Kat énetta SiaBdadel Ta pixels kal Tov TOVO TOU YKPL TIOU TOUG QVTIOTOIKEL Kal Ta
QVTIKABIOTA pE OTIOIOSATIOTE OTOIXEIO SIANEEEL O XPNOTNG AMd TNV YPAUHATOOEIPA
Progress Gen oe Siddopa peyedn. Zkomog TG ovvtagng autol Tou kwdka eivat
va aroouvoEow TNV onpacia Twv YPapudTwy and Ta oTolXEla Plag YPAPPATOOEIRAG
(epmveuopévn armo tn Bewpia Tov ArtodOULoOUD TIOU ETINPEACE TOV HETAOVTEPVIOUO),
(WOTE VA Ta PETATPEPW OE OTOIKEIQ Plag o0VOBEONG Kal VA ETIKOWVWVHAOW OTITIKA UnvO-
pata pe évav o eVAAAAKTIKO TPOTo. Me autry Tn AoyIKr €xw KivnBel kal oTo KepAAALo
5, 610V £PPNVELW TUTIOYPADIKA TO £pyo Tou Kadka.

As part of my thesis, | posed the question: Capitalism isolates peo-
ole who do not serve its purpose and treats them
ike insects: useless and repulsive. When typography

does not serve its purpose and is not legible, what
is its purpose? The answer is that when typography is not legible,
the message it wants to communicate is not necessarily lost, but it changes
fomittransformes into an
Image. Based on this conclusion, | wrote a code in Java
programming language, in the Processing programming environment, where
it accepts as input video from the user's camera or otherwise some image
that the user has chosen, converts the colors of the input to gray tones, and
then reads the pixels and their corresponding grayscale and replaces them
with whatever element the user chooses from the Progress Gen font in various
sizes. The purpose of writing this code is to disconnect the meaning of the
letters from the elements of a typeface (inspired by the theory of deconstruction
that influenced postmodernism), to turn them into elements of a composition
and to communicate visual messages in a more alternative way. | have followed
this logic in chapter 5, where | interpret Kafka's work typographically.
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import processing.video.*;

Capture video;

PFont customFont;
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