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glimpse at the image of the ineffable idea.

Posters by Uwe Loesch - A

by the greatest
posters are

or not. The work of Uwe Loesch is characterized
d'étre of its own genesis. In his Dusseldorf studio,

her fit with current trends

By and large posters may eitl

possibilities that a poster has to offer: to be the raison

mercial, industrial or political. Set in campaigns that show above all

created for a wide variety of occasions - cultural, com
Ise an aspiration to intelligently treat both of th

arresting level of self-evidence in which contem
who attained international renown almost ove

nsidered, there is an

€ message as well as the medium. When both are considered, th

velation. Uwe Loesch,

igones and imitators even

plation of an Uwe Loesch poster can be viewed as a re
rnight at the beginning of the 1980's, surprises epi

presentations of images and typographical ideas. Th
ew’", the definition of the phenomenon of uninformation, the ca

e minimal, the proclamation

after more than a decade with provocative new

"point of vi
yday, the be:

nonization of

of simpficity, the celebration of the

pendicularity, the

gation of per

the discovery of coincidence, of visual noise, of the broken down

ative kitsch; the use of fuzzy logic as a principle of desi

towing of meaning to the absurd, the ne

hing goes),
d of decor

7]

the banal in the image of the ever
canceliation of gravitation in typog
as a claim lodged against the com

=]

raphy(every!
fortable wor

gn, art as

get group of cultural

Ps as silly questions aimed at the impudent tar

create ga
Uwe Lo

[

gesture, the courage to leave out information o

omputerized

esch long before it became the repertoire of a newly ¢

—

bureaucrats - all of this was found in the work of

generation of designers.<
Loesch was one of the

first to use the translucency of paper as a principle of poster design. His "window posters” link
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symbols that "have nothing in common but determine one another”, This media-reflective questioning of the message

also becomes clear later, in his first walkable "floor poster” and especially in his bock poster "Punktum”, a large-scale surface

out to book format.<

Loesch, who "frankly admits that his work is spontaneous assault on the surface in the mind of the observer”, distances

himself with equal irony from the banalities of the people who smack, interrelate text and images, as well as money from

the iconologists of the calibrated design studios. Loesch has resided in both point as well as surface, the image as location,

artists and their clients, who wanted to be spoiled with an option between Antiqua and Grotesque which were the available
"Blueberries are red when they are green”.<

in typography as nothing more than a message, which is nevertheless a readable irritation, dismembered, interpolated and
fonts for CD's. He was equally radical in defining the hierarchy of colour: "Gold as ironic refraction, red as a yellow pencil”

randomly cast.<
At the end of the 1970s he developed the "ultimate font”, "Transvestite” which was worked for both commercial graphic

- or.in an early poster from the mid-1970s:

This assignment of colour at the same time

defines his affinity with language, his love of the non-verbal poster as expressed

in the camouflage "IQ", a poster condemning the radioactive contamination following Chernobyl. Or, even more clearly,

and in the final analysis more effectively stated, in his *Aktion Griin: wortlich betaubt “( "green campaign: literally anaesthetized")
in Frankfurt am Main in 1991. Instead of text messages and coloured image surfaces were posted on trees of which available
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ord and as such its sensitive significance and manyfold connotations have been
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mmunicators” have changed their hat but no necessaril

de

ants to qualify.
ut which often to

ge constitutes a challenge which has to be met if one w:
sthetically pleasing, which are used, published and exhibited b

th

M

fail to communicate its intended message.<

Regarding this critique, Uwe Loesc

pencils, brushes, scissors and paper,
he public. He feels equally at ease
pending solely on the nature of the

ypal communicator as he uses words,
gence, to get his ideas across a chosen sector of ¢
nteractive relationships of some or all of them, de

h is an archet

camera and type, but above all intelli

with all the media he uses and the i

reatest directness, simplicity and originality. <
wn sake but as a new approach to shake the viewer out

ying it with the g

iginality for its o

message and the aim of conve

of his daily boredom,

avu’.<

ption, deception and conception.<

erception through all the senses: sight, hearing, touch and even smell.

sis of the others, P

However not self-conscious or

g relevant, yet unpredictable and not "dej

pectancy: to present somethin
by the interrelationship of per

indifference and conformist ex
| have always been fascinated

ception, rece

Perception is of course the ba

T

y

efore unpredictable and unexpected. Yet most writers on creativit
ew is a combination of existing elements, which have previously not

precedent and theref; d

he new is by its nature without dent and th

agree that there is no such thing. What appears as ni

10




n

qually true in art, science and humour.

Deception covers the area of perception dealing with illusion, ambiguity and ambivalence. In this context what is perceived
is a controlled illusion, whether visual (by all painters, sculptors and designers) or verbal and/or audible (by all writers,

His bewildering examples of different kinds of alienation surprise and intrigue - yet provoke eventual understanding. The
effort which the viewer has to make to perceive the seemingly incomprehensible as comprehensible cannot fail to create
a memory, which in turn leads to understanding, insight and action. (depending on the nature of the message.) The planned

Arthur Koestler has coined the word 'Bisociation’ to describe the act of creation: whenever two heterogeneous elements
poets and musicians).<

meet or are put together in such a way that in their new combination they assume a compietely different meaning. Their

perception is completely at variance with that of their constituent elements. This is e

(AK "The Act of Creation") <
Reception is implicit in perception as ever ything perceived must be received in communication terms. the message is the

interface between sender and recipient.<
Conception is the planned and/or intuitive use of perception psychology communication theory and pertinent (at times

even impertinent) ambiguity. | present these somewhat complex thoughts in the knowledge that Uwe Loesch’s posters

been connected but which in the new arrangement or syntheses have not yet been experienced or seen before.<
and photographs illustrate and explain admirably what | mean.<

AthEB AL, <
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FHK Henrion

photography,

when recognition is its own reward),

pted solutions are always daring and willfully risk-taking. If handled

playfulness as well as his intelligence with that they result in

ypographic presentation, the coarse screen and the out-of-focus
ost invariably hits the bull's eye,<

d to the point of bare recognition (

S attem

y and frequently misfire, <

it is proof of his mastery of the media he uses, his serious
nication which alm

the mouth, eye and dot alienated and abstracte
are all the hall-mark of Uwe Loesch's work. Hi

near-unintellibility of some of his words and their t

novel and therefore successful commu

by another they could easil
FHK Henrion
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